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Ecomuseums in Spain: an analysis of their characteristics and typologies

Oscar Navajas Corral

Oscar Navajas Corral

PhD. History and Museology
Lecturer at University of Alcald
Spain

e-mail: oscar.navajas@uah.es
Muzeoldgia a knltiirne dedicstvo, 2019, 7:1:7-26

Ecomusenms in Spain: an analysis of their characteristics and typologies

Spain has adopted the tenets of New Museology and ecomuseums. Some of its professional museologists
were founding members of the International Movement for a New Museology (MINOM), and created
ecomuseum experiences including Maestrazgo and Allariz. The evolution of the ecomuseum in Spain
has not, however, been studied in depth. Consequently, it remains mostly unknown what is the present
situation of ecomuseums in Spain, when they were originally founded and what their key characteristics
are. This article presents a study of over 100 ecomuseums that have been created in Spain, since the
1980s to the present time.

Key words: Ecomuseums, Spain, New Museology, institutional ecomuseum, community ecomuseum,
community development

Introduction

Conventional museums have often been seen as commercial enterprises, in which the
primary objective has drifted between leisure, revenue and different aspects of social, cultural
and economic benefit. However, in the 1960s and 1970s, emerging voices of defiance sought
to change these approaches. Heritage and museum specialists from different countries beliwved
that museums should be at the service of the communities in which they were located, as an
instrument that would go beyond beyond the aesthetic barriers of the object and the physical
frontiers of the institution, capable of resolving the needs and problems of communities.!

The community museological experiences that began to emerge in different countries,
such as Mexico, USA, Niger, France and Canada, led to changes in teaching” and different
strategies for communicating heritage (Freeman Tilden, 1957). These sought new forms of
understanding and interacting with the natural, cultural and human environment, coming
together in a common line of thinking on a global level called New Museology. Its approaches
were the consequence of over a century of museological practice’ and of a particular moment
of society in those decades. There was a sensitivity towards the ecological and social problems

! VARINE-BOHAN, Hugues de. Politiques muséales et stratégies de développement local et national. De
I’exhibitionnisme a la communicationsociale, en Actas del IV Taller Internacional del Movimiento para la Nueva Museologia
(MINOM). Molinos, Aragén (Espafa), documento SIGNUD, cota, 1987, doc. 1987-003-03, p. 7.

> FREIRE, Paulo. La educacién como prctica de la libertad, Madtid : Siglo XXI., 2009.

> SOLA, Tomislav. ¢Sera el museo capaz de defenderse? Una mirada sobre la inspiracién del ecomuseo, en Mus-a,
Revista de los Museos de Andalucia,afio 5 n° 8, julio. In: Museos locales: naturaleza y perspectivas, Sevilla : Consejeria de
Cultura de la Junta de Andalucia. Direccién General de Museos, 2007, p. 31.
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in a world with extreme socio-economic differences between countries which were, at the same
time, in a relentless process of globalisation.

One of the first typologies to emerge from the New Museology was the ‘ecomuseum’, which
would become one of the flagships of this branch of museology. The ecomuseum originated
in France and was adapted to the particular needs of a given period. Although similar to other
community typologies (community museum, neighbourhood museum), this typology expanded
rapidly to the rest of the countries in the world and continues to grow today.

In Spain in the seventies and eighties, with the arrival of democracy and its progressive
immersion in globalisation, the ideas of the New Museology began to gain prominence, both
locally and in the recently created Autonomous Regions. However, despite claiming to be based
on the ideas of the New Museology, not all of these experiences correspond to community
initiatives as understood within New Museology. The proliferation of ecomuseums in Spain
reflects this situation; although there are 84 institutions with this name active in Spain, only
a small number fulfil the parameters of ecomuseums, particulatly in terms of community
management and participation.

The work presented here studies the phenomenon of ecomuseums in Spain. It analyzes the
different types of ecomuseums that exist in the country, their characteristics, and fundamentally,
which of them should be considered community ecomuseums by the standard of New
Museology.

1. Ecomuseum; More than a word

Within what Peter van Mensch* called ‘the second museological revolution’, museologists
and other social scientists from the world were quite sure that the museum as we knew it had
to change. Museums were in an identity crisis.” Reflections on the state of museums were filled
with inconvenient and even hurtful adjectives: the institutionalised museum was argued to be
a useless museum®, unnecessary’, dangerous®, an institution for acculturation’, a graveyard'’,

* MENSCH, Peter. Magpies on Mount Helicon? In: ICOFOM Study Series, 1996, n° 25, pp. 133-138.

> VARINE-BOHAN, Hugues de. Le musée au service de ’homme et du développement, In: DESVALLEES, An-
dré — BARRY, Marie-Odile — WASSERMAN, Francoise (eds). Vagues: une anthologie de la nonvelle muséologie. Macon:
Editions W. vol. 1, 1992, pp. 49-68. The original text was published in 1969; VARINE-BOHAN, H., ref. 1, pp. 65-
73; CAMERON, Duncan F Le musée, un temple ou un forum, In: DESVALLEES, André — BARRY, Marie-Odile
— WASSERMAN, Francoise (eds). 1agues: une anthologie de la nouvelle muséologie. Macon : Editions W. vol. 1, 1992, pp.
259-269. The original text was published in 1971; KINARD, John. Intermédiaries entre musée et communauté, In:
DESVALLEES, André — BARRY, Marie-Odile — WASSERMAN, Francoise (eds). Vagues: nne antholagie de la nonvelle
muséologie. Macon: Editions W. vol. 1, 1992, pp. 99-108. The original text was published in 1971; ADOTEVI, Stanis-
las. Le musée inversion de la vie (Le musée dans les systemes éducatifs et culturels contemporains). In: DESVAL-
LEES, André — BARRY, Marie-Odile — WASSERMAN, Francoise (eds). Vagues: #ne anthologie de la nonvelle muséologie.
Micon : Editions W. vol. 1, 1992, pp. 119-138. The original text was published in 1971.

¢ VARINE-BOHAN, ref. 1, pp. 65-73.

"HUDSON, Kenneth. Un museo innecesatio. In: Museun, n° 162 (vol. xr1, n° 2), 1989, pp. 114-116.

¢ LINDQVIST, Svante. Le musée dangereux. In: DESVALLEES, André — BARRY, Marie-Odile — WASSERMAN,
Francoise (eds). Vagues: une anthologie de la nonvelle muséologie. Macon : Editions W, vol. 2, 1994, pp. 220-223. The orig-
inal text was published in 1987.

? CAMERON, Duncan E. Un point de vue: le musée considéré comme systéme de communication et les implica-
tions de ce systéme dans les programmes éducatifs muséauxen. DESVALLEES — BARRY — WASSERMAN, ref. 5,
pp. 77-98. The original text was published in 1968.

1 ADOTEVI, ref. 5, pp. 119-138.
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spaces for the transmission of the cultural imperialism of States.' This criticism went beyond
the characteristics of the museum to it very essence ot raison d’étre."*

These criticisms called for a route where museums would be a key piece in the processes of
social, cultural and economic development, and the transformation of the community. At the
same time, the museum should be constituted as a space for reflection and dialogue to provide
an answer to the needs and problems of its environment, such as protection of the natural
environment and cultural heritage, social problems (drug addiction, crime, racism and so forth),
and problems deriving from property speculation, and economic or demographic decline.”
To achieve this, the museum had to be understood and structured as something organic and
living, where the culture of a community could be determined by the geographic limits that the
community occupies, and within which both culture and community coexist.'

Ecomuseums were one of the typologies that proposed the idea of the museum with a
difference. For Francois Hubert,"” the emergence of ecomuseums in the France of the 1960s
was connected to specific political and social conditions, marked by an exodus and a fall in the
standard of living, which Hubert called ‘the disinherited regions’. This decade would end with
a progressive decentralisation of state administration, with the introduction in 1963 of the
DATAR' and in 1964 the National Register of Cultural Sites and Monuments.

Numerous rural areas benefited from some of these initiatives, reinforced between 1963 and
1968 when the French state established two different models of protecting natural and cultural
heritage: national parks and regional parks.'”” While the former were installed in areas where
human action was minimal and their objectives were the preservation, research and fostering
of ecotourism, the latter were implemented in areas where there were already stable settlements
of population and their primary objective was to play a role of lasting development. The
creation of these regional parks was the ideal panorama for Georges Henri Riviere to adapt the
Scandinavian model of open air museums to the French context. The idea was not to move
buildings to an artificially created location, but to reconstruct the spaces as they really were."®
Through ecomuseums, communities began to play a major role in the recovery of their own
culture.

The formal concept would not come into being until 1971, by the hand of Hugues de Varine-
Bohan on the occasion of the 9th General Conference of the ICOM in Paris and Grenoble. In
this same year, Marcel Evrard proposed that de Varine-Bohan should work on a museum in the

"' NICOLAS, Alain. I’avenir du musée, In: NICOLAS, Alain. (ed.). Nouvelles Muséologies. Muséologie Nouvelle et experi-
mentation sociale, Marseille : MUNLE.S., 1985, pp. 167-185.

2 DIAZ BALERDI, Ignacio. ¢Qué fue de la nueva museologia? El caso de Quebec, enArtigrama, n° 17, 2002, pp.
493-516.

1 HAUENSCHILD, Andrea. Claims and Reality of New Museology: Case Studies in Canada, the United States and Mexico,
Whasington D. C.: Smithsonian Center for Education and Museum Studies, 1988. http://museumstudies.si.edu/
claims2000.htm, (consultado el 26 de septiembre de 2009).

4 LEVI-STRAUSS, Claude. La Antropologia ante los problemas del mundo moderno, Barcelona : Ediciones RBA, 2012, p.
109.

5 HUBERT, Francois. Historique des écomusées, en:La muséologie selon Georges Henri Riviére. Paris:Dunot, 1989, pp.
195-2006.

1 Délegation Interministérielle a 'aménagement du territoire et a Patractivité régional (DATAR).

" HUBERT, ref. 15, p. 195.

'8 HUBERT, Francois. Los ecomuseos de Francia: contradicciones y extravios. In: Musenm, n® 148 (vol. xxxv1i, n® 4),
1985, pp. 186; INIESTA GONZALEZ, Montserrat. Muscos locales, patrimonios globales, en VV. AA.: Patrimonio
Etnolggico. Nuevas perspectivas de estudio, Granada, Cuadernos del Instituto Andaluz del Patrimonio Histético, Conse-
jerfa de Cultura de la Junta de Andalucia, 1999, p. 114.

9



O. Navajas Corral: Ecomuseums in Spain: an analysis of their characteristics and typologies

community of Creusot. The main premise was to create a new type of museum, far from the
‘conventional” museum, which could be adapted to the local reality. Thus the ecomuseological
experience of Creusot — Montceau-Les-Mines was born'". The main characteristic of the
project was that the new institution should emanate from the community and its population,
the management of which would be in its hands by virtue of work committees (Users, Scientific
and Technical and Management), comprising members of the community and specialists, who
would undertake to plan, research and preserve the heritage, as well as manage the museum
itself. A new phase was being initiated for ecomuseums, namely the community phase.”

Hugues de Varine-Bohan® was aware that ultimately the experience had been a turning
point in the concept of museum?® for museology and epistemology. At this stage of creation
and consolidation, two tendencies can be seen. First, ecomuseums associated with the
environment (natural and cultural) and registered under natural parks. This was a model that
adapted well to natural spaces in which it was possible to develop a tourist activity while, at the
same time, educating visitors and local people about the importance of the preservation of the
environment and the recovery of the cultural heritage of the localities. Second, there were the
ecomuseums that took on the Creusot model. Their essence derived from being an instrument
of community development, ongoing evolution and a certain rejection of normalisation
(institutionalisation). Both models were based on similar technical principles, but whereas the
former was an evolution of conventional museums, the latter was a new type of museum closer
to social action.””

From 1980, the third generation of ecomuseums was initiated, with numerous ‘small
ecomuseums’ emerging throughout the French territory. These adopted, in theory, the precepts
of ecomuseums (community), but in practice, they were not sustainable.** Many of them based
their programmes on an ethnographic mythification of the past and the valorisation of the
territory as landscape within an ecological and environmental awareness-building, The concept
became fashionable, and the division between natural park ecomuseums and community
ecomuseums defined by their relationship with the local community and their independence
and/or self-management.”

Between these second and third generations, ecomuseums began to expand in numerous
countries, which saw in them an ideal formula to apply to their particular cultural and socio-

1 Recently, Hugues de Varine published the history of the Creusot ecomuseum from its beginning to the present in
Mesaventures a l'écomnsée de la Communanténrbaine 1e Crensot-Montcean 1971-2014 (second edition, 2016).

* HUBERT, ref. 18, pp. 186-187.

! VARINE-BOHAN, Hugues de. L’avenir des musées des communautés locales. Confrencia impartida el 15 de
octubre en el Universidad d’Utrech, en Consejo de Europa, informe: Moderniser la réflexion sur les musées. 1es Quatre
premiéres conferénces annuelles du Prixc enropéen du musée de l'anneé. Strasbourg, 1997, pp. 11-12.

* Hugues de Varine-Bohan (1993: 11) would acknowledge that the expetience of Creusot became a key place for
numerous specialists, generating disciples in many countries, as the model of museum proposed meant a research
laboratory for the development of both theories and practical actions for the future of museology from the point
of view of community action. We must remember that in 1978 he published the first key text to understand the
ecomuseums and their methodology: “I’écomusée”, which appeared in La Gazette.

2 VARINE-BOHAN, Hugues de. I’écomusée. In: DESVALLEES — BARRY — WASSERMAN, ref. 5, pp. 456. The
original text was published in 1978; OLCINA, Paulet (1984): Ecomusées: 1971-1984, Bilan, en SECRETARIA DE
DESARROLLO URBANO Y ECOLOGIA : Declaracién de Oaxtepec, In: Memoria del Seminario Territorio — Patrimo-
nio — Comunidad (Ecomuseos). El hombre y su entorno. Oaxtepec, Morelos, documento SIGNUD, cota, doc. 1984-033-04,
1984, pp. 54-55.

* HUBERYT, ref. 18, p. 187.

* Ibidem, p. 188.
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economic conditions.?

The French-speaking part of Canada was one of the places where
ecomuseums first took root. At the end of the 1970s, the ecomuseum experience of Haute-
Beauce began, with Pierre Mayrand as the main promoter.”’ After this expetience, Fier-
Monde, Valle de La Rouge and Deux Rives followed suit.”® In Portugal, after the revolution
of 25th April 1974, the social and cultural initiatives of a local character created a favourable
atmosphere for local museums and ecomuseums to be tools for the self-sufficiency of the
municipalities.”” Scandinavian countties like Sweden and Norway began calling numerous open
air museums ‘ecomuseums’, thanks to the territorial affinity, identity, tourism potential and
the participative work methodology.” In 1985 Oumar Konaté presented the idea of creating
ecomuseums for the cultural and social development of the Sahel”! From very eatly on in
Brazil, work was begun with methodologies of social action and community participation,
as other countries of North and South America had done with neighbourhood museums or
community museums. This encouraged the development of a museology of a social nature,
useful for the growing population living in shantytowns (favelas), with few socio-economic
resources and many pressing needs.”

At the end of the 1970s in Europe, there were no more than 20 initiatives that were
called ecomuseums but in the 1980s, France alone had over 50 ecomuseums, many of which,
admittedly, were local or open air museums that had adopted the name. From the 1990s to
the end of the 20th Century, the number exceed 300 throughout the wotld, located primarily
in France, Italy, Portugal, Spain, Scandinavia, Eastern Europe and Canada.” This number
continues to grow and expand, and there are records of ecomuseum initiatives in Australia,
Mongolia, Japan, China, South Korea, and Turkey. In Japan, some 100 institutions™ have been
set up, there are over 60 in France, in Italy almost 200% and in Spain over 70 active ecomuseums
are on record.

% DUCLOS, Jean Claude. L’écomusée. Histoire et actualité, en Curso sobre Muscos de Ciencia y Técnica, Santa
Cruz de Tenerife: Universidad Internacional Menéndez Pelayo, documento SIGNUD, cota, doc. 1990-006-04, 1990,
pp- 8-9.

" MAYRAND, Pietre. Hante-Beauce. Psycholosociologied unécomusée, Cadernos de Sociomuseologfa, n°® 22, Lisboa : Cent-
ro de Estudos de Sociologia, Universidade Luséfona de Humanidades e Tecnologias, 2004.

* RIVARD, René. Los ecomuseos de Quebec, en Museun,n® 148 (vol. xxxvi, n° 4), 1985, pp. 203-205.

» NABAIS, Antonio. El Desarrollo de los ecomuseos en Portugal,en Museum,n® 148 (vol. xxxvi, n° 4), 1985, pp.
211.

¥ MAURE, Matc. Ecomuseums: a mitror, a window, or a show-case?, in Communication and Exploration. Guiyang (Chi-
na), Actas del foro Communication and Exploration. Foro Internacional de Ecomuseos celebrado en Guiyang (China)
del 1 al 4 de junio de 2005, 2006, pp. 69-72. This text was published also in ICOFOM Study Series, n° 35, 2006, pp.
362-364.

3 KONARE, Oumar. Un programa de ecomuseos para el Sahel, en Museun,n® 148 (vol. xxxvi, n° 4), 1985, pp.
234-235.

2 CAMARGO E ALMEIDA, Fernanda de. San Cristobal: el ecomuseo de un bartio,en Musenm,n® 148 (vol. xxxvii,
n° 4), 1985, pp. 236.

3 DAVIS, Petet. Ecomuseums, a sense of place, London & New York : Leicester University Press, 1999; MAGGI. Mau-
ricio — FALLETI, Vittorio. Gliecomusei. Cosa sono, cosa potrebberodiventare, in Instituto RicercheEconomico-
-Sociali del Piamonte (Ires) Torino, 2000. www.ecomusei.net/index.php/maggi, (consultado el 9 de abril de 2008).
*NAVAJAS CORRAL, Oscar. Global modelsfor concrete realities, In: Cadernos de Sociomuseolgia, n° 38, edicion espe-
cial para la XXII Conferencia General de ICOM, Shangahai, noviembre de 2010, Lisboa: Universidad Lus6fona,
2010, pp. 103-132.

3 RIVA, Rafaella. Imetaprogettodell'ecomuseo,Segrate : CollanaStudiProgett, 2008.
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2. Ecomuseums and ecomuseology in Spain

In Spain, there is no regulatory or legal figure that brings together all the typologies of
museums under New Museology. Even though the typology of ecomuseums has spread
markedly throughout the territory, both on a state and regional level, the ecomuseum is
not an acknowledged museum typology in Spain (with the exception of the Manual de Uso
Piiblico (‘Manual of Public Use’) published by the regional Ministry of the Environment of
the Autonomous Community Government of Andalusia). There are, though, other figures
of protection that could, to a greater or lesser extent, be seen as substitutes for it, including
Cultural Parks, Cultural Landscapes, and Cultural Places of Interest. This has meant that the
decision to call an experience ‘an ecomuseum’ is a mix between those who have opted for
applying the name because of theoretical and methodological knowledge of ecomuseology,
and those who have adopted it for reasons other than its philosophy.

If we look at the specialist literature, we find numerous authors — MariaAngeles Layuno
Rosas;* Luis Alonso Fernidndez;”” Marfa Bolafios,” and Josep Ballart,” etc. — who have used
the concept and the word ecomuseum. In most cases, this reflects a given moment in the
evolution of museums and museological thinking in Spain, but also possible methodologies
of intervention in the territory and heritage management beyond the conventional museum.
There are only a few examples of monographs that dedicate a comprehensive and thought-
provoking space to this concept.

According to the museum register of the Sub-Directorate General of Spanish State Museums,
there are 12 institutions entered under the name of ecomuseum (Table 1)*. Going down the
administrative and territorial hierarchy, there are 13 institutions in 9 of the 17 Autonomous
Communities. Lastly, taking a look at the registers of the different provincial councils, only
Catalonia, Valladolid in Castilla Ledn, Albacete in Castilla la Mancha and La Corufiain Galicia
record this typology.

3 LAYUNO ROSAS, Maria Angeles. Los nuevos museos en Espasia, Madrid : Edilupa Ediciones S. L., 2002.

% ALONSO FERNANDEZ, Luis. Introduccién a la nueva museologia, Madrid : Alianza Editorial, 1999; ALONSO
FERNANDEZ, Luis. Museolggia y museagrafia, Barcelona : Ediciones del Serbal, 2006.

% BOLANOS, Matia. Historia de los Museos en Espasia, Gijon : Trea, 2008.

¥ BALLART, Josep. Manual de Museos, Madrid : Editorial Sintesis, 2008.

Tt is important to point out that we are only referring to the official registers, where different institutions have been
listed under this word, and not the methodology or philosophy behind them.
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Table 1: Number of ecomuseums acknowledged by the Spanish State, the Autonomons Communities and the provincial conncils

NUMBER OF ECOMUSEUMS BY NUMBER OF ECOMUSEUMS BY
AUTONOMOUS COMMUNITIES PROVINCIAL COUNCILS
Andalucia 1 Ecomuseo del Rio Caicena 0
Aragén 0 0
Asturias 1 Ecomuseo de Somiedo 0
Cantabria 0 0
Castilla la Mancha | 0 1 Ecomuseo de Pinilla
Castilla Leon 3 Ecomuseo de Muifiogalindo, 1 Ecomuseo de Tordehumos

Ecomuseo de Tordehumos, Eco-

museo Molinos de los Ojos

Catalufia 2 Ecomuseu de le Valls d‘Aneu 2 Ecomuseu de le Valls d‘Aneu
y Ecomuseo Farinera Castello y Ecomuseo Farinera Castello
d‘Emparies d‘Empuries

Extremadura 0 0

Galicia 0 1 Ecomuseo Forno do Forte

Islas Baleares 1 Ecomuseo Cap Cavalleria 0

Islas Canarias 2 Ecomuseo de la Alcogida y Eco- | 0

museo de Guinea

La Rioja 0 0
Madrid 0 0
Murcia 0 0
Navarra 1 Ecomuseo de Zubieta 0
Pais Vasco 1 Ecomuseo de la Sal 0
Valencia 1 Ecomuseo Aras de los Olmos 0
Total 13 5
State 12 Ecomuseo de Tordehumos,

Ecomuseo Aras de los Olmos,
Ecomuseo de Arxeriz, Ecomu-
seo de la Alcogida, Ecomuseo

de Somiedo, Ecomuseo del Pan,
Ecomuseo de Guinea, Ecomuseo
de Zubieta, Ecomuseu de les
Valls d‘Aneu, Ecomuseo Castellé
d‘Empuries y Ecomuseo del Rio

Caicena

Source: prepared by author. Data as of June of 2018
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Cartogram 1: Number of Active Ecomusenmsin Spain
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Source: prepared by author. Data as at June of 2018
Table 2: Ecomusenms in Spain by province
AUTONOMOUS | PROVINCE ACTIVES IN PROJECT | CLOSED TOTAL
COMMUNITIES
Andalucia Almeria 1 22
Cadiz 2
Cérdoba 5
Granada 2
Huelva 1 1
Jaén 2
Malaga 4
Sevilla
17 5 0
Aragén Huesca 5 7
Teruel 1
Zaragoza 1
6 1 0
Asturias Asturias 5 2 0 7
Cantabria Cantabria 3 0 0 3
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Castilla La Mancha Albacete 3 5
Ciudad Real 1
Cuenca
4 0
Castilla Leén Avila 1 13
Burgos 1 1
Leén
Palencia 1
Salamanca 1
Sotia 1
Valladolid 1
Zamora 2
8 1
Catalufia Barcelona 3 12
Gerona 1
Lérida 4
Tarragona 3
11 0
Extremadura Ciceres 1 0 1
Galicia La Coruna 4 1 8
Lugo 1
Orense 1
Pontevedra 1
7 0
Islas Baleares Islas Baleares 2 0 3
Islas Canarias Las Palmas 8
Santa Cruz de |4
Tenerife
6 0
La Rioja La Rioja 1 1 2
Madrid Madrid 1 1 3
Navarra Navarra 2 0 3
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Pais Vasco Guiptzcoa 3 4
Vizcaya 1
4 0 0
Valencia Alicante 2 8
Castellon 1
Valencia 4 1
2 0
TOTAL 84 22 3 109

Source: prepared by author. Data as at June of 2018

The Spanish ecomuseological panorama is, however, much wider and more complex than
it appears in the literature. Since the country’s political transition, 109 initiatives have emerged
that have decided to use the term ecomuseum. Of these, 84 continue to be active today, 22
have remained at the project stage and 3 are closed down or have changed their name (Table 2).
Of the ecomuseums that continue to be active, they are most prevalent in Andalusia, with 22,
followed by Castilla y Le6n with 13, Catalonia with 12, and Valencia, Canary Islands and Galicia
with 8 each. Conversely, Extremadura has only 1 and Murcia, at the present, has no record of
an ecomuseum in operation or at a project stage.

From the above, we can verify that the ecomuseum has had an impact on the Spanish
museological panorama, which continues to evolve today. That said, this does not necessarily
mean that the ecomuseums that have emerged in Spanish territory correspond to the precise
philosophy of those put forward by the New Museology.

2.1. Origin of ecomuseums in Spain

The seeds of the ecomuseums that were introduced into numerous countries came from
open air museums, as in France and the Nordic countries or, indirectly, in Japan.* But in
Spain, as in Italy and Portugal, this was not the case.* One reason lies in the development of
tourist activities focused on the sun and beach that, to a certain extent, displaced policies more
concerned with the recovery of a folkloric and ethnographic heritage that could contribute to
the construction of a cultural identity.

One of the spaces that gave rise to ecomuseums were natural parks, as in the French case.
In Spain, Regional Natural Parks provided the flexibility necessary to generate policies that
would link the protection of nature and the recovery and valorisation of cultural heritage
with the economic development of the territory and the local communities. What did not

I NAVAJAS, ref. 34, pp. 103-132.

# Authors such as Luis Alonso Fernandez (1988: 215-217) have mentioned open air museums but their desctiptions,
more than centring on a prior manifestation of ecomuseums, focussed on open air sculpture museums, which did
develop in Spain (Lorente, 2012). We would, however, mention that there were — occasional — open air initiatives
that did undergo a process of heritage recovery, the creation and the valorisation of open air disperse heritage which
subsequently became an ecomuseum, such as the municipality of Suera (Castell6n), ecomuseums such as the Pizarra
(Madrid), that of Somiedo (Asturias) and the losAperosAgricolas de Esplus (Huesca) that emerged with similar
approaches to those of an open air museum.
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spread, however, was how this territorial revitalisation was to be understood. Catalonia has
examples of a global policy focused on the interconnection between territory, heritage and
communnity, as for instance, the Ecomuseo of els Ports or the Ecomuseo FarineraCastello
d’Empuries, which is delimited by three natural parks. The Ministry of the Environment of
the Regional Government of Andalusia has proposed that ecomuseums like the Molino el
Pintao (Huelva) or the Benamahoma (Malaga) should depend on the management of a natural
park. The dependence of the Andalusian ecomuseum on the natural park is in contrast to
the Catalonian case, where the ecomuseum can be a resource of both a population and the
park, The Catalonian approach can be seen in other territories where ecomuseums have been
developed in natural and national parks as another source of attraction and an added value for
an ecomuseum project, such as the case of the Ecomuseo de Cabaferos (Burgos).

The origin of ecomuseums in Spain cannot, therefore, be sought in open air museums
or in Natural Parks even though both have had their influence. Rather, their origin lies in
the evolution of local museums and territorial museums marked, on occasion, by mictro-
nationalisms, decentralisation and opposition to an ever more intense globalisation. These
initiatives derive from the ‘need’ for a community recognition that would embrace identity,
heritage and territory.

In considering this need, it is interesting to dwell on the years during which the different
ecomuseums were being created (Table 3).* The data show that up to the 1990s, there were
barely 5 ecomuseums in Spain, while from the second half of that decade the numbers
increased rapidly. Andalusia and Catalonia were the regions that advanced most in the process,
with initiative such as the Bronze Ecomuseum — Ecomuseo del Bronce (Jaén), the ecomuseums
of les Valls d’Aneu and the Rural Life — 177da Rural of Belianes (Lérida), and the Natural Park
Ecomuseum of the Delta del Ebro, (Tarragona). Together, these regions have one third of
the active museums today. The Basque Country, Aragén and the Canary Islands also began to
gain prominence, enjoying major booms between 1995 and 2005. The other regions began to
take interest in developing this typology as of 2006, when the pioneer regions reduced their
activity. At the present time, Castilla La Mancha, Castilla Le6n, Asturias and Cantabria are the
most active regions.

Table 3: Ecomuseums by date of creation™

AUTONOMUOS 1980-1985 1986-1990 1991-1995 1996-2000 2001-2005 2006-2010 2011-2015 TOTAL
COMMUNITIES

Andalucia 1 2 3 4 5 2 17
Aragbn 2 2 2 6
Asturias 2 1 2 5
Cantabria 1 2 3
Castilla .a Mancha 1 2 1 4
Castilla Le6n 1 2 4 1 8

* Throughout this analysis, we are going to focus on the ecomuseums that are active at the present time, making
specific references as well to those that are not but that contain relevant information for the Spanish panorama of
ecomuseums.

* Data of the 72 active ecomuseums are shown, although the actual figure is 73, but the Galician ecomuseum Terras
de Aznl Cobalto has not provided sufficient data.
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Catalufia 1 1 3 1 4 1 11
Extremadura 1 1
Galicia 1 2 2 5
Islas Baleares 1 1
Islas Canatias 2 1 1 1 5
La Rioja 1 1
Madrid 1 1
Navarra 1 1 2
Pais Vasco 3 1 4
Valencia 1 2 3 6
TOTAL 1 2 10 18 15 25 9 80

Source: prepared by author. Data as at June de 2018

One of the reasons for this phenomenon is to be found in the the political transition itself,
by which the transformation of the autonomous and territorial policies of the different regions
was slow and which, on the legislative front, would be strengthened with the Iey Reguladora
de las Bases del Régimen Local de 1985 (law setting forth the main guidelines for Spanish local
government regulations). Another reason is the entry of Spain in the European Union. The
time during which spaces that have used the word ecomuseum have emerged, namely from
1996 to 2000, 2001 to 2005 and 2006 to 2010, coincide with the moment of the greatest influx
of ERDF funds, particularly with the first LEADER programmes of 1996.

2.2. Typologies of Spanish ecomuseums

Taking into account their evolution at international level as well as specific developments in
Spain, there are four basic parameters that define an ecomuseum in Spain: (1) a model generally
centred in one headquarters with different antennae distributed throughout the territory; (2)
the designation, or self-designation, of ecomuseum; (3) the objective giving rise to the initiative
and the level of community participation, and (4) the preponderance of a building as the
central axis of the ecomuseum’s activity.

Most ecomuseums have a model centralised in a headquarters, which is the key — and in
some cases, only -- reception place for visitors and tourist information, even though, in theory
and international practice, the tendency has been towards an ecomuseum with a decentralised
network.”

With respect to the name of ecomuseum, some initiatives have used it to comply with
the parameters of a community ecomuseology, but at the same time, for reasons other than
the theory and philosophy of ecomuseums. Some opted for adhering to the prefix e in an
ecological sense, others use it for reasons of differentiation from an offer of museology and
heritage of similar characteristics,* and finally, some use the term to reflect the contents housed

* OHARA, Kazuoki. La imagen de Ecomuseo en Japon. In: Amigos del Pacifico, vol. 25n° 12,1998, pp. 26-27; DAVIS,
ref. 33; CORSANE, Gerard. From outreach to inreach: how ecomuseum principles encourage community partici-
pation in museum processes, in Forolnternacional de Ecomuseos celbrated in Guiyang (China), del 1 al 4 de junio
de 2005, Communication and Exploration, Guiyang (China), 2006, pp. 109-124.

* Both in the first case and the second, many ecomuseums have said that the use of the word ecomuseum or the
prefix eco is a tourist attraction and image for future visitors.
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in the ecomuseum and to avoid categorizing the museum within a conventional concept.

These foregoing aspects are, in turn, closely connected to the third characteristic: the
initiative and processes of community participation. Very few ecomuseums have had processes
of community action from their genesis in a bottom-up sense; in most cases, decision making
has come from the top down.

This typology permits us to further divide the Spanish experience into two categories:
those that tend towards the philosophy of the New Museology and those that have opted
for this model as a form of diversification of an offer (cultural and tourist) that is more and
more competitive, or to avoid classifying their contents under any other typology. The former
category derives from community initiative or community ecomuseum. The latter corresponds
to the institutional ecomuseum. In turn, the experience of institutional ecomuseum can be
divided into five sub-categories:

1. Ecomusenm as a territorial museum. This is conceived as a building that serves as
a nucleus from which the different actions emanate, which actions endeavour to unite a
territory that has natural, geographical, cultural and historical characteristics in common.

2. Ecomusenm as an interpretation centre. Here the most important feature is
educational functionality, and is aimed at being a space for reception of visitors and a
natural and/or cultural interpretation of a given area.

3. Ecomusenm as an open air musenm. Unlike conventional open air museums, in the
Spanish experiences, the vernacular architecture and the heritage assets are not moved to
a new, delimited enclosure, but rather the roads and streets themselves are used to install
the different resources or the very architecture is conceived as part of the itinerary.

4. Ecomuseums as enterprises. These are initiatives of individuals who have a clear
business inclination, always associated with the tourist (accommodation and restaurants)
and cultural industry.

5. Lastly, the ecomusenm as a local ethnographic museum. This type of initiative
assumes the name and the parameters of ecomuseums to extend its field of action
to the territory, endeavouring to break the stereotype of a passive museum linked
to an enclosed building while at the same time serving to differentiate it from other
installations with similar contents.

The general characteristic of institutional ecomuseums is that the political (institutional)
decision that creates the project has a marked top-down structure (verticality). The role of
specialists predominates (heritage verticality). Creation occurs at a specific, fixed moment
(time). Their goals are specific and they depend on the project at hand (mission, vision and
objectives). They are usually managed by an administration or an enterprise (dependent) and
use volunteers as a form of making up for lack of personnel (institutional volunteering). The
different models that are associated with it are some local conventional museums, interpretation
centres, territorial museums, and so forth. Lastly, participation works from within outward,
which implies a partial vision centred on the building and its collections.
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Table 4: Comparative characteristics of Community Ecomusenms and Institutional Ecomuseums

COMMUNITY INSTITUTIONAL

ECOMUSEUMS ECOMUSEUMS
(Community Initiative) (Administrative Intiative —

Professional)

1 Inverse verticality Institucional

2 Horizontalidad Patrimonial Verticality

3 Active Sstatic

4 Atemporal Temporal

5 Busca la utopia mission, vision and objectives

6 Independiente Dependent

7 altruistic volunteering institutional volunteering
without any patticular model different models

9 Participation Participation

10 Integral Partial

Source: prepared by author based on Hugues de Varine-Bohan (1992b) and Pierre Mayrand (2009)

In contrast to the institutional model, the community ecomuseum (community initiative) is
the closest to the classical combative model. Itis created from the bottom up (inverse verticality).
Society and heritage are at the same level of dialogue (heritage horizontality). The end goal is to
be able to raise awareness about the spitit of the ecomuseum (it secks utopia).”” It is a dialogue
between all social actors in a horizontal, democratically participative structure, which gives it an
‘independence’ of action and management (independent). Volunteering is understood to be a
reflection of the critical culture of the community individuals (altruistic volunteering), as René
Rivard* and Pierre Mayrand® used in their theories and ecomuseological projects. It is flexible
to the needs of each environment and each community (without any particular model), thereby
generating synergies that permit a horizontality in the processes it carries out, by participation
from the population, and a holistic, pluridisciplinary vision (integral).

While the former model is an extension of territorial museology and is the most prolific,
the latter is more limited to the experiences recorded in Spain. Moreover, as we shall verify in
the last section of this study, some of the initiatives of Spanish Social Museology meet these
characteristics without using the name ecomuseum.

3. Characteristics of and differences between the institutional ecomuseum and
the community ecomuseum

Some institutional ecomuseums had a bottom-up genesis, starting from citizen and
community initiatives (Ecomuseo dels Ports, Ecomuseo Molino el Pintao, Museo de Tiriez,
and so forth), but these were absorbed or reduced by the intervention of administrations,

7 For the New Muscology, utopia is the essence of the project; it is the criterion that ensures the continuous rein-
terpretation and evaluation of the project (Mayrand, 2004). Utopia should not be understood as a project that can
not be carried out, but rather as a process that is constantly being reformulated in response to the needs of the
community, the heritage and the territory.

* RIVARD, ref. 28.

* MAYRAND, ref. 27.
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institutions and enterprises. In many cases, this arose from imperatives of economic survival.
By contrast, in the community experiences, the bottom-up initiatives have remained constant
even though the initial panorama or form of management might have changed, as in the case
of the Ecomuseo del Rio Caicena, where the representation of the civil population has not
changed.

In this respect, we must point out that where experiences do not arise directly from a
community initiative, decisions on their creation derive essentially from three institutional levels.
A local and/or regional level that plans the recovery and development of a rural territory — on
numerous occasions identified as ‘comarcas’ (country areas) — or an urban territory, which finds
in these types of installations a tool for possible tourist development. These types of initiatives
have been accompanied by the other two levels, namely State and European. The participation
of the State in these actions was one form of fostering cooperation and dialogue between
administrations in a decentralised system. With respect to the second form, the European
Union rural development programmes provided the finance required for the creation of the
infrastructures necessary for the development of the projects. This type of pyramid system
involved two premises that exclude an integral community participation. First, the bureaucratic
process to apply for grants require specialists that have a better knowledge of the strategies
to comply with the pre-requisites than the reality of the territory. Second, projects are related
to political programmes and decisions, in most cases, short term. Many of the institutional
ecomuseological experiences analysed have, over time, become passive, obsolete or partially
inactive installations, ot they have had to close due to a lack of resources for their maintenance.

In contrast, community experiences that have emerged from citizen initiatives have achieved
their goals through ‘negotiation’ with the public powers. This does not mean that they did not
have support from local, state or international administrations, but when these were requested,
the projects were at a mature stage. On one hand, this means that that there is autonomy
in regard to orders from the top, enabling a horizontal dialogue to be fostered, but on the
other hand, this ‘independence’ can give rise to suspicion on the part of public powers and
confrontation with said initiatives. Bottom-up initiatives are largely sustained by dialogue
between the different actors. This makes it develop by slower processes and over a longer
term, such as occurred in the case of the Ecomuseu de les Valls d’Aneu, which took its first
steps in the 1960s and its ‘results’ became visible decades later.

Both typologies work on Critical Culture, secking the sense of responsibility that enables
the community to be aware of its importance and prominence in processes of community
development. The difference is that with projects that derive from the top, heritage — by virtue
of its transformation into tourist-cultural resource and product — is the driving force of the
change, whereas in projects that emanate from community initiative, raising the awareness of
the community is more of the driving force.

A further characteristic is the heritage that they house. Most of the Spanish non-community
experiences have sought the recovery of ethnographic material (customs, ways of life and
traditional, pre-industrial economic activities) as the form of recovering a local identity and
differentiating themselves from the other communities while, at the same time, contributing
to the common identity of a region. In some cases, the museological project itself was already
predestined to the preservation and exposition of a particular kind of heritage, as in cases like
the Ecomuseo Fluviatrium, the Museo Casa de la Ribera and the Ecomuseo de Tordehumos.
This has meant that installations are converted into exhibitions locked in a histotical time, which
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are generally complemented by the presentation of the geographical and natural characteristics
of the atea.

Community expetiences, by contrast, are not limited according to a particular type of heritage,
but rather it is the research on the historical evolution of the territory and the community that
forged the ‘collections’. In the Ecomuseo del Rio Caicena, for example, which started with the
investigation of the El Ruedoarqueological site, its lines of action have now extended to the
civil movements of the 19th and 20th Centuries, the recovery of the Civil War heritage, the
creations of contemporary artists of the area and the recovery of the traditional gardens or the
cheese industry that was being lost.

Community experiences in Spain have been characterised by a group or individual that has
performed the function of ‘leader’ for the mobilisation. The danger of this characteristic is that
if this leader’ should abandon the experience, the project tends to collapse or, as in some cases
(Maestrazgo o Allariz), to be reconverted or institutionalised. Therefore, all the community
expetiences investigated have tried to transmit a feeling of ‘affiliation’ to the project, a premise
that has been essential to Latin American and French Social Museology.

The community initiatives that have been examined in this study have opted for different
models to obtain self-financing and a ‘freedom’in regard to management. The most characteristic
models are: consortiums (Ecomuseu de les Valls d’Aneu), trusts (Ecomuseo del Rio Caicena),
civil associations (La Ponte Ecomuséu) or public administrations and civil associations acting
jointly (Ecomuseo de Castilléjar). Of these, consortiums and trusts have achieved more positive
results and longer-term impact for the community and the territory. These structures confer
greater autonomy on the persons who work in them, since the management includes a plural
participation of agents of the community itself and the territory.

Community-type experiences have not ignored the touristic objectives described earlier, but
these are not necessary for economic survival or to justify the project. They have been aware
that a tourist enterprise does not commence with the creation of an installation but rather,
it is a complex system between agents (public and private) and tourist market operators: a
supply and a demand. Tourism has simply been used as another tool for the development
of the community. Some excellent examples are the Ecomuseu de les Valls d’Aneu, which is
in constant contact with the agents of the sector to link the heritage offer with the industry
already created in the Pyrences area, and the Ecomuseo del Rio Caicena, where the heritage
of the area is an intrinsic element of its image, such as the Roman banquets, declared to be of
Tourist Interest by the regional government of Andalusia.

Conclusions

The ecomuseums history has been marked by different understandings of the term. This
study contributes to a differentiation between ecomuseums of a community philosophy and
institutionalised ecomuseums. This differentiation has been repeated in numerous counttries
where ecomuseums have proliferated.

Spain has had a reticent relationship with the ideas of the New Museology, but in recent
decades it has made use of their approaches to create territorial development policies. The
decentralisation of Spain into autonomous regions; stagnant museological practices; cultural
policies that on many occasions preferred newly created buildings — typically for contemporary
art — and, ultimately, political-administrative priorities generally distant from the ideas of this
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discipline, made the implementation of these proposals unequal, both in time and space. In
spite of all this, as we have seen, typologies such as ecomuseums have proliferated throughout
the country.

Community actions in Spain have made it possible to rethink definitions, uses and
management models of the country’s heritage, and to propose that the communities should
deal with the challenge of valorising and taking ownership of their heritage.”

It is true that the ‘mythology’ of ecomuseums and their utopia now comes face-to-face with
tourism,’ the consumer society, the market economy and an a financial crisis of 2018 that has
taken considerable root over these last two decades. However, the same needs exist today as
whenecomuseums came into being forty years ago: namely, a sense of the community having
been uprooted, development, self-confidence, self-management, self-sufficiency and utopia on
a community level. Despite the challenges of the financial crisis that began in 2007, which
saw the closure or decline of numerous institutions due to the lack of economic, material and
human resources, many community expetiences have remained active through the idea of a
utopian realify: maintaining community action, the interrelation by all the agents involved in the
process of critical culture, and become an observatory of reality of the territory. These are the
tools that have ensured these initiatives could adapt to different economic and social climates
and continue to work for the future of the community.
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Motifs and methods of musenm andience research with focus on Slovak musenms

Visitor research and correct interpretation of the findings are a prerequisite for sculpting museum
production to meet the needs of museum audiences. At present, this approach is absent in Slovak
museums, so museums do not know the answer to the question of who their visitors are. The article
deals with the issue of visitor research in the conditions of Slovak museums. Attention is focused on
defining the possibilities and motifs of obtaining data that convey the wishes, needs and evaluation of
the audience. Subsequently, the author focuses on describing individual methods of obtaining relevant
information.

Key words: visitor studies, Slovak museums and visitors, themes of visits, methods of obtaining
information

Prechodom na demokraticky sposob riadenia spolo¢nosti po roku 1989 boli slovenské
muzed konfrontované s novymi vyzvami generovanymi Statnou kulturnou politikou, ale
i objektivnou spolocenskou potrebou.! Celkovo mozno konstatovat’, ze v poslednych dvoch
desat’rociach sme svedkami revitalizacie kultdrnej produkcie so zretel om na potreby muzejného
publika. Postupnd implementacia marketingovych a edukaénych pristupov je jasne badatelna
v dotvarani organiza¢nych struktdr a v modifikovani programovej ponuky muizejnych institicii.
S narastajucou erudiciou” muzejnych pedagbgov vzrastaju i naroky na ich odborno-vedecku
profilaciu, s ktorou nepochybne suvisi aj predpoklad vedeckého badania v oblasti percepcie

* Prispevok je ¢iastkovym vystupom projektu podporeného Agentirou pre vedu a vyskum ¢. APVV-17-0199: Kul-
tirny produkt regiondlneho muzea v kontexte objektivnej spolocenskej potreby: Zivot v totalite v rokoch 1939
—1945.

! Pozti: LALKOVIC, Marcel. Miizeum, dynamicky prvok spolo¢nosti — jeho uskalia a perspektivy. In: Miizeum a
mnzeoldgia — ich determinanty a perspektivy v kontexte sicasného sveta. Banska Bystrica : UMB, 2008, s. 20-34; BRABCOVA,
Alexandra. Vetejné muzeum. In: Brina muzea oteviend. Praha : JUKO Nachod, 2003, s. 24-39; PRELOVSKA, Danicla.
Spolupraca mizef so skolami v obdobi rokov 1970 — 1975 na strankach vyro¢nych sprav slovenskych muzei. In:
Studia Historica Nitriensia, ro¢. 20, 2016, ¢. 1, s. 212-225.

> Od roku 2017 prebicha kurz Muzejna pedagogika, ktory realizuje Slovenské nirodné muzeum. Je uréeny muizejnym
a galerijnym pracovnikom ako prostriedok dovzdelavania v oblasti muizejnej pedagogiky. Kurz je akreditovany
Ministerstvom s$kolstva, vedy, vyskumu a $portu SR a jeho sucast’ou je aj predmet ,,Skimanie muzejného publika®.
Ked'ze kurz bude realizovany kontinualne aj v d’alsich rokoch, mozno predpokladat’, Ze uroven odbornej pripra-
venosti muzejnych pedagégov slovenskych muzef v ramci metodolégie skimania muizejného publika bude mat’
vzrastajucu tendenciu.
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kultarneho artefaktu, mazejnej socioldgie, psychologie a didaktiky. Predpokladame, Ze uvedené
ambicie budu postupne smerovat’ k systematickému zbieraniu dat vypovedajicich o motivoch,
potrebach, ocakavaniach a hodnotiacom stanovisku adresata kultirneho odkazu.

V zmysle filozofie muzea orientovaného na verejnost’ sa skumanie referencif navstevnikov
javi ako jeden z atributov uspesnej kultirnej formy. Zaroven sa zvysuje predpoklad definovania
bariér zmyslovej a fyzickej dostupnosti so zretefom na segmentaciu publika. V podmienkach
slovenskych muzel je aktudlny stav ziskavania spitnej vizby na zikladnej vychodiskovej
urovni. Muzed disponuju Statistickymi udajmi vypovedajicimi o pocte navstevnikov, ktoré
nepredstavuju ziadne hlbsie poznatky o navstevnikovi s efektom vyuzitia pri vytyCovani
ciefov a stratégii rozvoja. Do popredia vystupuje niekolko moznych interpretacii absencii
kvantitativneho a kvalitativneho vyskumu na Gseku prace s verejnost’ou. Ako pozitivum mozno
vnimat’ postupnd akceptaciu potreby vyskumu muzejného publika, pricom sa kl'icovym
problémom javi byt’ chybajice know-how vo vzt'ahu k poznaniu a spravnej aplikicie metodiky.’
Na celospolocenskej trovni sa v roku 2001 realizoval sociologicky prieskum ,,Mizeum
a spoloc¢nost.* Jeho zimerom bolo ziskanie udajov naznacujucich vnimanie a hodnotiace
stanovisko obyvatelov Slovenska na jednotlivé slovenské muzed. Prieskum realizovala
Katedra sociolégie Filozofickej fakulty Univerzity Komenského v Bratislave ako objednavku
od Slovenského narodného muzea-Narodného muzejného centra. Vysledkom bola interpretacia
z{skanych dat a definovanie nasledovnych oblasti: najpopularnej$ie muzea, charakteristické
znaky navstevnikov muzef a socidlna forma navstev muzei. Ako negativum mozno vnimat’
nepokracovanie v dalSom badani za ucelom deskripcie vzt'ahov spolo¢nosti k muzeam, ako
aj absencia nastrojov Statnej kultirnej politiky s cielom implementacie vyskumu muzejného
publika do praxe na celospolocenskej a individudlnej drovni (interny vyskum institdcif).

Podl'a Jagosovej je problematiku vyskumu muzejného publika potrebné vaimat’ v dvoch
rovinach. V prvej sa javi ako stcast’ muzejno-pedagogického vyskumu (subdisciplina muzejnej
pedagogiky), pricom vystupuje ako jedna z odbornych ¢innosti mizejného pedagdga. Zaroven
sa s nim stretdvame v rimci oznacenia marketingovy vyskum muzejného publika, ktory je
realizovany muzejnymi odbornikmi na oblast’ marketingu a public relations.” V univerzalnom
ponimani sa vsak vyskum publika prendsa na celkovt ¢innost’ muzea, pricom jeho vysledky
a ich profesiondlna interpreticia s smerodajné pre oblast’ muizejnej komunikacie. MéZu sa
stat” podkladom pre lidrov institicii v nastavovani celkovej stratégie rozvoja kratkodobého
i dlhodobého charakteru.® S uvedenym vymedzenim savisi aj zacielenie, priebeh a nasledné
vyuzitie vysledkov vyskumu.

* K dévodom absencie viskumu muzejného publika pozti: KESNER, Ladislav. Marketing a management muzei a pamd-
tek. Praha : GRADA Publishing, 2005, s. 132-133; ELIASOVA, Silvia. Sktimanie publika ako prostriedok spozndva-
nia potrieb navstevnika. In: Mrizeum a muzeoldgia. Ich determinanty a perspektivy v kontexte sicasného sveta. Banska Bystrica
: UMB, 2008, s 105-113.

* BUNCAK, Jan. Sociologické poznatky v marketingu a praci s verejnost’ou. In: Miigeum v spolocnosti. Bratislava :
SNM-Narodné muzejné centrum, 2002, s. 7-28.

5 JAGOSOVA, Lucie. Zdroje dat pro vjzkum muzejniho publika. In: Mugeni marketing. Hodonin : Masarykovo mu-
zeum v Hodoning, 2010, s. 32-33. Porovnaj: BENES, Josef. Muzenm a vichova. Praha : Ustav pro informace a fizeni
v kultufe, 1980. Pozsi tiez: JAGOSOVA, Lucie — JUVA, Vladimir - MRAZOVA, Lenka. Muzejni pedagogita. Brno :
Paido, 2010, s. 197-202.

¢ K motivom skiimania publika a k vyuzitiu vysledkov vyskumu na péde muzea porovnaj: HOOPER — GREE-
NHILL, Eilean. Museums and their VVisitors. London : Routledge, 1996, s. 68-70. Porovnaj: HAGOORT, Giep. Unzélec-
ky management v podnikatelském styln. Praha : Kant, 2009.
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V ramci muzejnej pedagogiky sledujeme najmi verifikaciu edukacnych, didaktickych
a vychovnych zamerov. Muzejny pedagég sa moéze zamerat’ aj na skimanie efektivity
jednotlivich metéd vo vzt'ahu ku konkrétnym cielovym skupinam (zohladnujuc Specifické
potreby plynuce z diferenciacie veku, pohlavia, socialneho statusu a pod.). Do tvahy prichadza
aj hlbsia analyza dopadov muzejnej edukacie, ako prostriedku kultivicie, na formovanie
osobnosti jedinca. Tu mozno hovorit’ aj o prinosoch muzejnej sociologie v interdisciplinarnom
ponati. V neposlednom rade sa objavuju ambicie suvisiace so skvalitiiovanim prezentac¢nych
a interpretacnych postupov so zretefom na zvySovanie predpokladu dekédovania vystavného
jazyka a docielenie ,,aktu prijatia® kultdrneho odkazu na strane navstevnika.

Marketingovi pracovnici v muzeu nazeraji na ziskavanie spitnej vizby najmi ako
na nastroj merajuci kvalitu kultdrneho produktu s akcentom na moznosti modifikacie a inovacie
s ciefom maximalizacie komfortu muzejného publika pocas navstevy, ale aj maximalizacie
poctu navstevnikov. V danom pripade sa ako smerodajné javia tdaje vypovedajuce o celkovej
spokojnosti respondenta, pricom ide o syntézu nasledovnych referencnych stanovisk:

- dostupnost’ muzea z hl'adiska infrastruktuary, znacenia a parkovania,

- informacna dostupnost’ reprezentovana dostato¢nou mierou informacif
o ponuke institicie vo vonkajSom priestore, meranie efektivity
komunikac¢nych nastrojov,

- otlenticia v muzeu, bariéry fyzickej dostupnosti,

- miera estetickosti muzejného objektu,

- kvalita I'udského faktoru — vsetci zamestnanci, s ktorymi navstevnik
prichadza do styku,

- kvalita mizejného produktu (primarneho a sekundarneho),

- ponuka a kvalita sluzieb,

- relevantnost’ cenovej politiky (cena za muizejnu produkciu).

Napriek urcitej tendencii kategorizacie v ramci vyskumu publika do uvedenych oblasti,
vicsina udajov plynucich z interpreticie zozbieranych dat ma potencidl vyuzitia naprie¢
institaciou. I tato skuto¢nost’ zdoraznuje potrebu aplikicie metodiky skimania navstevnikov
do muzejnej praxe i v prostredi slovenskych muzei. Do dvahy prichadzaju nasledovné typy
motivov skiimania muazejného publika:

1. Profil vic¢sinového publika — zamerom je ziskat’” odpovede na otazku: ,,Kto st nasi
navstevnici? Pozornost’ sa upriamuje na ziskanie dat vypovedajucich o geografickych
(odkial' navstevnik prichddza), demografickych (vek, pohlavie, stav, ekonomicky status)
a psychografickych idajoch (napr. vzdelanie, hodnotova orientacia, zivotny $tyl).

2. Motivacia k navsteve — skiimaji sa ocakavania, s ktorymi respondent prichddza. Muzeum
sa snazi zodpovedat’ nasledovné otazky: ,,Aké st potreby nasich navstevnikovr* a ,Co sa
od nas ocakavar Interpretacia zozbieranych dat priamo vyust'uje do moznosti vyuzitia zisteni
pri definovani spolocenskej potreby a tvorbe (pripadne inovacii) mizejného produktu.

3. Hodnotiace stanovisko — zistenia maju reflektovat’ nazory respondentov vypovedajuce
o jednotlivich fragmentoch ¢innosti institicie (,Co si o nds navitevnik mysli?*). Zaroveri sa
hodnoti miera uspokojenia kultdrno-spolocenskych potrieb dopytovaného. Mazeum zist'uje
informacie vypovedajice o roznych aspektoch fungovania muzea (dostupnost’ mizea, budova
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muzea — nevystavné priestory, sluzby muzea, kvalita muzejnej prezenticie a interpretacie,
kvalita personalu a pod.).

pri dosahovani vytycenych cielov v oblasti kultirnej identity, marketingovej a edukacnej
politiky.”

5. Bariéry dostupnosti — desifrovanie dévodov veducich k netcasti na muzejnej ponuke
(vjskum zamerany na ,,nenavstevnikov®) a definovanie dovodov diskomfortu v raimci muizejne;j
navstevy (po skonceni prehliadky).®

Pri dvahach smerujucich k zadefinovaniu osoby v ramci organizacnej Struktiry muzea
zodpovednej za realizdciu vyskumu publika sa dostaivame k pracovnej naplni muzejného
pedagdga a muzejného marketéra. V pripade, ze muzeum disponuje oboma odbornymi
zamestnancami, by mal byt vyskum navstevnikov predmetom ziujmu pedagogického
a zaroven aj marketingového pracovnika, pricom ich motivy a ciele budu diferencované.
V zaujme docielenia efektivneho vysledku je nutné venovat’ nalezitd pozornost’ pripravnej
a realizacnej faze vyskumu, ktora je identicka pre akokol'vek ciefovo orientované ziskavanie
udajov od navstevnikov:’

A. Definovanie problému a presna $pecifikicia cielov vyskumu. Ide o formulaciu hlavnych
vyskumnych zamerov, zisteni, ku ktorym sa chce mizeum dopracovat’, vratane vyskumnych
hypotéz. Zaroven sa $pecifikuje oblast’ vyuzitia vysledkov vyskumu a predpoklady prinosu pre
beznd muzejnu prax. Konkretizuje sa vyskumna vzorka.

B. Vyber typu a sposobu ziskavania relevantnych ddajov. Na zaklade definovanych cielov
a charaktere pozadovanych dat sa stanovuje metéda zberu informacii. Zaroven sa urc{ sposob
nadviazania kontaktu a komunikacie s dopytovanymi, stanovuje sa personalne zabezpecenie
realizacie vyskumu.

C. Ziskanie uz existujucich sekundarnych dostupnych tudajov zo vsetkych relevantnych
zdrojov.

D. Tvorba vlastného vyskumného planu s konkretizaciou techniky, formy vyskumu
zodpovedajucej nielen definovanym ciefom, ale aj finanénym moznostiam institicie. Zaroven
sa $pecifikuje oblast’ vyuzitia vysledkov vyskumu a predpoklady prinosu pre bezni muzejnu
prax. Konkretizuje sa vyskumna vzorka, dizka trvania vyskumu, sposob zaznamenavania
informdcii, ako aj rizika suvisiace s moznost'ou ,,skreslenia® informacii.

E. Priprava a testovanie vyskumnych nastrojov a technik. Je nutné zaistit’ poziadavky
na jasnost’ a zrozumitelnost’ v ramci Stylizovania otazok, ktoré by mali byt’ prispdsobené
schopnostiam dopytovanych. Vyhybat’ sa treba navadzacim, komplikovanym a nejednozna¢nym
otazkam. Otazky su konstruované vo vzt'ahu k definovanym vyskumnym hypotézam. Pre
minimalizovanie chyb je mozné previest’ testovanie vyskumného néstroja na vybranej vzorke
respondentov, ktora odzrkadluje cielovu skupinu vyskumu. Zistené nedostatky sa nasledne
odstrania.

7K jednotlivym pristupom zadefinovania cielov vyskumného Setrenia pozti: KESNER, ref. 3, s. 154-157; BENES,
ref. 5, s. 283-201; JOHNOVA, Radka. Marketing kulturniho dédictvi a uméni. Art marketing v praxi. Praha : Grada Pub-
lishing, 2008; WAIDACHER, Friedrich. Prirucka vieobecnej muzeoldgie. Bratislava : SNM, s. 141-146.

8 Blizsie pozti: ELIASOVA, Silvia. Vo voPnom ¢ase do nakupného centra alebo do muzea? Myslienky Jiftho Zalmana
ako teoretické vychodisko k realizacii prieskumu. In: Studia Historica Nitiensia 14. Nitra : UKF, 2008, s. 276-277.

9 Pozti: ELIASOVA, Silvia: K niektorym psychologicko-pedagogickym aspektom vzt'ahu névétevnik — lektor
$pecifické skupiny navstevnikov. In: Studia Historica Nitriensia 13. Nitra : UKF, 2006, s. 239-249.
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F. Vlastny vyskum — realizacia zberu vyskumnych dat.

G. Spracovanie a analyza ziskanych ddajov, interpretacia.

H. Priprava finalnej spravy — vymedzenie vzt'ahu ziskanych a interpretovanych informacii
k vytycenym ciefom, konkretizacia dopadov pre muzejni prax, navrhnutie odporucani pre
prax.'” S dokumentom je nutné oboznamit’ vetkych zamestnancov muzea, ktorych sa zistenia
dotykajui."

V zahrani¢nej muzejnej praxi sa v ramci vyskumu publika ,,svetovych muzei* stretivame
s preferenciou metdédy pozorovania. Je to pometrene odborne i ¢asovo naro¢na metdda.
Charakterizujeme ju ako objektivne, zamerné, cielavedomé, planovité a systematické
pozorovanie. Jeho délezitou vlastnost’ou je presnost’ a spol’ahlivost’. Zlozkami pozorovania su:

- ciel’ pozorovania — dévod, dmysel pozorovania,

- predmet pozorovania,

- ¢asové dimenzie pozorovania — kedy sa pozorovanie uskutoc¢ni a ako dlho bude trvat’,

- spOsob pozorovania — osoba pozorovatela, volba nastrojov pozorovania, spOsob

zaznamenavania a vyhodnocovania pozorovania.

Sucast’ou pozorovania je teda zodpovedanie nasledujucich otazok:
1. Co chceme pozorovanim dosiahnut’?

2. Koho, respektive ¢o budeme pozorovat’?

3. Kedy a ako dlho budeme pozorovat’?

4. Kto a ako bude pozorovat, zaznamenavat’ a vyhodnocovat’?'?

Pozorovanim v muzeu sa ziskavaju dolezité udaje najmi o prijimani poniknutého produktu
navstevnikmi. Predmetom pozorovania méze byt ako jednotlivec, tak i skupina navstevnikow.
V pripade pozorovania jednotlivea je predmetom zdujmu napriklad zvolena trasa, ighorovanie
urcitych casti prehliadky, meranie ¢asu straveného v jednotlivych ¢astiach muzea, pristavovanie
sa pti jednotlivych exponatoch alebo ,,bezcielne bludenie®, ¢itanie, respektive necitanie textov,
komunikacia so zamestnancami muzea, celkova doba trvania prehliadky, zdujem o kupu
literatury, sprievodcu, suvenirov a pod. Skupinové pozorovanie ma vyznam hlavne z pohl'adu
skumania skupinovej dynamiky, a to najmid v ramci $kolskej triedy. Zamerat’ sa mozeme
na komunikaciu vo vautri skupiny medzi studentmi, komunikaciu s pedagégom, komunikiciu
s lektorom, kladenie otizok a ich charakter, naladenie sa na tému — odbocovanie, klima
v skupine. V rdmci vzdeldvacej funkcie muzea je velmi ddlezita celkova atmosféra. Nakolko
ide o zazitkové vzdelavanie a ucenie netradi¢nou formou, mala by prevladat’ pozitivna nalada
auvol'nenie. Zaich sprostredkovanie nesie zodpovednost’ taktiez muzejny pedagdg. Pozorovanie
méze odhalit’ chyby a nedostatky v komunikacii s nav§tevaikom zo strany lektora, ktoré si on
sam neuvedomuje.

10 Pozri tiei:JAGOgOVA, ref. 5, s. 38-39; KESNER, ref. 3, s. 145-146.

! Porovnaj SVEC, Stefan a kol. Metodoligia vied o vyjchove. Kvantitativno-scientistické a kvalitativno-humanistické pristupy.
Bratislava : IRIS, 1998; GAVORA, Peter. Uvod do pedagogického vyskumu. Bratislava : Univerzita Komenského,
2008, s. 16-17.

2K zasadam realizicie pozorovania pozti: gVEC, ref. 11; GAVORA, ref. 11, 5. 94-105. K problematike kategorizacie
pozorovania pozri tiez: HRADISKA, Elena — LETOVANCOVA, Eva. Psyoholigia v marketingovej komunikacis. Bratisla-
va : Univerzita Komenského, 2007, s. 78.
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Pozorovanie patri medzi ¢asovo niro¢né metddy.”” Uvedomujic si persondlne a finanéné
zabezpecenie nasich mazei mozeme ratat’ nanajvys s jednym odbornikom na dand problematiku.
Je viac ako pravdepodobné, ze jeden pozorovatel len s velkou ndmahou a s rizikom chyb
objektivity m6ze odpozorovat’ adekvatnu vzorku vzhl'adom na validitu a reliabilitu pozorovania.
Z uvedenych dovodov prichddza do uvahy realizovanie pozorovania prostrednictvom video-
a audiozaznamu. Vyhodami videozaznamu a audiozaznamu st:

- moznost’ viacnasobného prehravania,

- nie je tlak robit’ okamzité rozhodnutia,

- mozno sa sustredit’ na jednu alebo viac 0séb,

- nahravku mozno opakovane prehravat’, méze byt podkladom diskusie, ako i podklad pre
pisomny protokol.

Dalsou metédou skimania publika je metéda interview — rozhovoru. Predstavuje priamu
interpersonalnu interakénd situdciu socidlnych roli, v ktorej sa jedna osoba opytuje druhej
osoby (respondenta) otazkami smerujicimi k zisteniu odpovedi vedicich k rieseniu skimaného
problému. Rozhovor v muzeu je vhodné aplikovat’ najmi v spojitosti s overovanim spitnej
vizby. Prostrednictvom danej metédy mézeme od respondenta zistit’, ako nanho prehliadka
zap6sobila, ¢o konkrétne sa mu pacilo, co vaima ako negativum, ¢o by na institicii zmenil,
s akym pocitom odchddza, ¢i navsteva v muzeu splnila jeho oc¢akavania, ak nie tak z akého
dovodu, ¢i ho prehliadka emocne a poznatkovo obohatila a pod.'

Interview je vhodné aj ako néstroj pri hodnoteni a testovani expozicii, vystav, eduka¢nych
a multimedialnych programov. Kesner uvadza ex-ante a ex-post testovanie. Ex-ante — tuvodné
testovanie — umoznuje konfronticiu so skutocnymi postojmi, znalost’ami, predsudkami
a nazormi buducich navstevnikov, pricom pésobi ako prostriedok korigovania hlboko
zakotrenenych a automaticky akceptovanych predpokladov a vychodisk realiza¢ného timu.'
Zmyslom testovania pripravovaného projektu je zistenie zrozumitelnosti a schopnosti
porozumiet’ zimeru organizatorov zo strany vsedného navstevnika. To, ¢o sa pre tvorcov
vystav a expozicii zda dokonalé, moze pri skimani publika vykazovat’ chyby v desifrovani
odkazu a spravy, ¢im sa stava ponukany produkt nezrozumitelny a v konecnom dosledku
»tazko stravitelny“. Pilotdz vo forme overovania ucinnosti pripravovanej aktivity muzea,
najmi u reprezentantov cielovej skupiny, napomaha k identifikovaniu a k nasledne moznému
korigovaniu chyb a slabych stranok.

Ex-post testovanie spociva v zistovani reakcii a odpovedi opytanych na expoziciu ako
celistvy produkt, po jeho dokonceni a spristupneni s ciefom realizacie zmeny pri dlhodobych
expoziciach, pripadne nadobudnuté poznatky vyuzit' pri dal§ich expoziciach. Uvedena
vyskumnd met6da sa méze aplikovat’ bezprostredne po otvoreni expozicie, ako i v priebehu
jej celého trvania. V pripade zistenia zavaznych nedostatkov mozno pristipit’ k odstraneniu
chyb, respektive mozno dolezité udaje zohladnit’ v ramci rozsirenia teoretickej bazy poznatkov
s praktickym vyuzitim v cinnosti muzea. Motivujico pre muzeum posobi taktiez pozitivne
vypovedné stanovisko a kladné hodnotenia zo strany navstevnikov.

5 GAVORA, ref. 11, s. 138-144. Porovnaj: CHRASKA, Miroslav. Metidy pedagogického vyskumn. Praha : GRADA
Publishing, 2016, s. 176.

" GAVORA, ref. 11, s. 138-144.

5 KESNER, ref. 3, s. 141-143.

32



Muzeolbgia a kultirne dedi¢stvo, 1/2019

Rozhovor ako vyskumna metdda si vyzaduje odbornu erudovanost’.'® Vyhodou rozhovoru
je osobny kontakt s dopytovanym, ktory umozfiuje lepsi prienik do motivov a postojov
respondenta, nakol’ko mézeme sledovat’ jeho rekcie na otazky. Délezitou sicast’ou je vytvorenie
priatel'ského vzt'ahu a prijemnej atmosféry priebehu, ¢o oznacujeme ako raport. Nemozno si
ho zamienat’ s klasickym rozhovorom, nakol'ko sa od neho lisi v niekolkych rovinach:

- uskutocnuje sa s jasnym odbornym zacielenim,

- obsahuje standardizované otazky,

- otazky su vicsinou cielené na stanovené oblasti,

- uskutoctiuje sa za $tandardnych podmienok,

- Interpretacia zozbieranych ddajov je odborna a casto kvantitativneho i kvalitativneho,

charakteru,

- realizuje ho vyskumnik odborne vyskoleny na vedenie daného rozhovoru.

Rozhovor s navstevnikom sa v muzeu realizuje najmi po skonceni prehliadky expozicie,
respektive vystavy. Vyskumnik méze pouzit’ nickolko typov interview. Ide o Standardizované,
nestandardizované a polostandardizované interview. Pri Standardizovanom rozhovore sa
realizator prisne pridfza vytycenych otazok a neodbocuje od témy. Nestandardizovany rozhovor
je ovel'a vol'nejsi. Vyskumnik nemd stanovenu pevnd osnovu rozhovoru, iba okruh otizok.
Tento typ interview si vyzaduje dynamické reagovanie pytajuce ho sa. Isty kompromis medzi
uvedenymi dvomi typmi je polostandardizované interview. V tomto pripade si vyskumnik urci
fixné nemenné otazky, ktoré dopina okruh tém a zaroven je respondentovi ponechany priestor
pre voIné vyjadrenie jeho nazorov.

V ramci eliminovania ¢asovej naro¢nosti rozhovoru face #o face, najmi vzhl'adom na ziskanie
vypovedajucej vzorky, je mozné v muzejnej institdcii pouzit’ metdédu skupinovych rozhovorov,
pricom skupina pozostiva zo 6 — 12 Pudi. Skupinovy rozhovor trva zvycajne jednu az dve
hodiny a cely priebeh sa moéze zaznamenat® na videozaznam, pripadne diktafén. Forma skupiny
spravidla vedie k zmierneniu komunika¢nych bariér, pricom vypovedajici su bezprostrednejsi
a zmiernuju sa zabrany. Dana metéda predpoklada dokladne pripraveného moderatora
schopného viest’ diskusiu sposobom, aby ziskal ¢o najviac objektivnych informacii. Formou
skupinového rozhovoru muizeum ziskava cenné udaje vypovedajuce o hodnoteni kvality
produktu kultarnej institacie, ako i sluzieb, celkového imidZu a vaimania verejnost’ou.”

Za ucelom ziskavania potrebnych informacii moéze vyskumnik pouzit’ metédu dotaznika.
Podra Sveca je dotaznik ,,vjskumny (resp. prieskumny), vjvojory a vyhodnocovaci (najmi diagnostioky)
ndstroj na bromadné a pomerne rychle istovanie informdcii o nalostiach, ndgoroch alebo postojoch
opytovanych oséb k aktudlne alebo potenciondlnej skutolnosti prostrednictvom pisomného dopytovania sa*."®
Vyhodou dotaznikovej formy vyskumu je ¢asova nenarocnost’ a moznost’ oslovenia velkého
poctu respondentov. V porovnani s rozhovorom si aplikovanie danej vyskumnej metddy
nevyzaduje osobny kontakt s publikom. Dotaznik méze byt distribuovany priamo v muizeu
alebo v teréne (v skole, vo verejnom priestore...). Mozno nim skimat’ novych, pravidelnych,
ako 1 potencidlnych navstevnikov. Popri ddajoch vypovedajicich o profile navitevnika
a demografickych charakteristikich moze formular zahfnat’ otazky smerujice k ziskaniu hlbsich
poznatkov o motivacii, preferencnosti a postojoch opytanych.

1 K tomuto pozti: CHRASKA, ref. 13, 5. 176; SVEC, ref. 11.
17 KESNER, ref. 3, 5. 139. Porovnaj: CHRASKA, ref. 13.
8 SVEC, ref. 11, s. 125. Porovnaj: BENCO, Jozef. Metodoligia vedeckého viskumu. Bratislava : Tris, 2001.
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Dotaznikovy formular musi obsahovat’ naleZitosti zaist'ujice jeho vedeckd hodnotu. Medzi
ne patria vstupné identifikacné informacie, uvod, instrukcie o sposobe vyplnania dotaznika,
vecné polozky — otazky tykajice sa skimaného problému, populacné polozky — vypovedajice
o veku, pohlavi, stavu, miesta bydliska a zaverecné informacie vratane podakovania
respondentovi. Pri zostavovani formularu sa pouzivaji priame i nepriame otazky. Pokial’ priamou
otazkou sa pytame priamo na to, ¢o chceme zistit’, nepriama otazka sa pouziva v neurcitej
rovine. Zamerom je zfskat’ idaje bez toho, aby si s uvedomili, ¢o chceme vediet’. ZvySuje sa tak
predpoklad uprimnych a pravdivych odpovedi. Podla formy odpovede rozliSujeme uzavreté,
polouzavreté a otvorené otazky. Prinosom otvorenych otazok je skuto¢nost’, ze respondent sim
vytvara svoju odpoved’ a nevolf z predlozenych alternatfv, ¢im sa predchadza k skresleniu. Na
druhej strane vyhodou uzavretych otazok je objektivita vyhodnocovania, jednotnost’ merania a
vicsia spol'ahlivost’. Negativom je povrchnost’, a preto ich netreba uprednostiiovat’ pri hlbsich
sondach. Vhodnym postupom je kombindcia otvorenych a uzavretych otazok.

Podobne ako v edukacnom vyskume, aj v rimci muzejno-pedagogického vyskumu je
mozné vyusit' projektivne metédy skimania.”” Udaje vypovedajice o jednotlivcovi, socialnej
skupine, javoch a procesoch, ktoré su ziskavané priamym spésobom (napr. dotaznik) nemusia
vzdy odrizat’ realny stav, ale mo6zu byt respondentom zdmerne skreslované v suvislosti
s tendenénym postojom a snahou byt v stlade so spoloc¢enskymi ocakavaniami, pripadne
v rozpore. Tu mozno hl'adat’ dévody implementicie projektivaych metéd do vyskumnej
praxe. Su zalozené na principe mnohozna¢nych podnetov (ako su obrazky, nedokoncené
vety, neuplné kresby). Vychadzaju z predpokladu, ze v ich rieSeni sa objavia latentné postoje
vo vypovediach, ktoré by ostali nezistené, tak sa vyskumné zistenia vo vicsej miere priblizuju
skutoc¢nosti. Vo vel'kej miere st tieto metddy vyuzivané v skolskej sfére. V ramci muzejnej
edukécie ich mozno aplikovat’ najmi pti det’och a $kolskych skupinich. Podl'a T. Kollarika®
ide o nasledovné zakladné kategorie:

1. Kresbové projektivne procediry,

2. Dotaznikové projektivne procedury,

3. Projektivne interview,

4. Projektivne postupy v skupinovej praci,

5. Procedury vol'by farieb.

V ramci kresbovej projektivnej metédy mozeme upriamit’ pozornost’ navstevnika na dolezity
vystavny expondt, ktory je v pracovnom liste alebo zosite naznaceny a diet’a je vyzvané, aby
ho dokreslilo. Pripadne méze respondent kresbou oznacit’ najzaujimavejsiu cast’ prehliadky
alebo znazornit’ prenho najatraktivnejsi exponat. Ako ndstroj fixacie, ale aj overovania splnenia
edukacného vystavného zameru, je mozné pouzit’ procediru nedokoncenych viet, respektive
dopliiovania viet (napr. Na vystave sa mi najviac pacilo...). Pre mizejnd prax je vyuzitelna
i moznost’ zakomponovania obrazkov a fotografif, ku ktorym maju recipienti vyjadrit’ svoje
hodnotenie. V ramci vzdelavacicho programu sa na poéde muzei vo velkej miere vyuziva
objektové ucenie a metdda hands-on, ktoré je vhodné doplnit’ prave projektivnym rozhovorom.

19 CAPEK, Robert. Moderni didaktika. Lexikon viukovych a hodnoticich metod. Praha : GRADA Publishing, s. 541-551.
Pozri tiez: HASAROVA, Zuzana — PALARIK, Miroslav. Dejiny hrou : popularizaéné podujatie pre najmensich —,,V
historikovej dielni®. In: Studia Historica Nitriensia, ro¢. 21, 2017, ¢. 2, s. 487-489.

2 KOLLARIK, Teodor. Projektivna metéda v eduka¢nom viskume. In: SVEC, Stefan a kol. Mezodoldgia vied o vychove.
Kuvantitativno-scientistické a kvalitativno-humanistické pristupy. Bratislava : IRIS, 1998, s. 161.
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V danom pripade ma charakter exploracnej techniky k Struktirovanej situacii (vystaveny
exponat, vytvarné dielo).

Doélezitou sucast'ou realizacie skimania publika je definovanie spésobu nadviazania
kontaktu s respondentmi. Vo vSeobecnosti ide o nasledovné formy:*'

A. Osobna forma dopytovania— osobny kontakt s opytanymi umozauje skimat’ aj neverbalne
prejavy, vratane pouzitia obrazového materialu, nakresov, fotografif, vzoriek a pod. Minimalizuje
sa moznost’ nepochopenia otazky, pytajuci moze klast’ otiazky sam, pripadne reagovat’
na vyhrady tykajuce sa nepochopenia znenia dotazniku. Zaroven je zaistena uplnd navratnost’
dotaznikov. Nevyhodou je vysoka ¢asova naro¢nost’ a potreba personalneho pokrytia. Je to
najdrahsia forma, najmi pri dohodnutom rozhovore, ktorého dizka sa pochybuje medzi 1 —
1,5 hodinou a méze byt i honorovany vo vzt'ahu k opytanému. Taktiez sa predpoklada, Ze
ho bude realizovat’ vyskoleny odbornik. V pripade skimania muizejného publika predstavuje
idedlnu formu ziskania vjskumnych dat priamo v priestoroch institucie, pricom sa predpoklada,
ze muzejny pedagdg disponuje dostato¢nymi odbornymi vedomost’ami pre jeho realiziciu.
Osobné dopytovanie je mozné uskutocnit’ i mimo priestoru muzea v ,teréne®, napriklad
pri ziskavani informacii od nenavstevnikov institucie, pripadne v prostredi vlastnom urcitej
cielovej skupine (napr. deti — skola, seniori — domov déchodcov, vysokoskolaci — univerzita).
Pri rozhovore sa v zaujme predchidzania demotivovania ,,zastaveného® odporaca zbytocne
nepredlzovat’ kladenie otazok (idedlna dizka 10 minut).

B. Posta — v danom pripade st dotazniky distribuované postou, vicsinou ak ide o rozsiahly
dotaznik, pri ktorom sa zvysSuje ¢as potrebny na jeho vyplnenie, alebo v pripade, Ze obsah
dotaznika mozno hodnotit’ ako chdlostivy. Pre potreby muzejného skumania pripada
do uvahy, ak ide o stale publikom, u ktorého vyuzivame formu direct marketings a disponujeme tak
adresou respondentov. Komunikdciu prostrednictvom posty je mozné vyuzit’ i pri ndhodnom
vybere skimanej vzorky. Je potrebné si uvedomit’, Ze pri tomto sposobe sa zvysuju naroky
na znenie otizok v zmysle ich pochopenia respondentom. Nevyhodou je aj netplna navratnost’
a ignorovanie zaslaného dotaznika ciel'ovou skupinou.

C. Telefén — nadviazanie telefonického rozhovoru za ucelom anketového vyskumu sa
v pripade muzeologického prieskumu vyuziva len marginalne. Ide skér o marketingova
a komercnu oblast’. V pripade kulturnej produkcie si vieme dany sposob komunikacie predstavit’
podobne, ako sme uviedli pti postovom dopytovani u stalych zakaznikov, ktorych registrujeme
v databaze nasich priazniveov, respektive priatelov. Ide o kritky rozhovor s dopytovanym
(priblizne 5 minat) a je teda vhodny pri potrebe ziskania odpovede na konkrétne otazky.

D. Elektronické dopytovanie — napriek skutoc¢nosti, ze dotazniky zasielané formou e-mailu
maja nizku navratnost’ a mozu byt” odmietnuté ako spam, st ¢asto vyuzivané ako sposob ziskania
potrebnych udajov. Je to najrychlejsia a najlacnejsia forma, data prichadzaju uz v elektronickej
podobe a uvedeny spdsob komunikacie je ¢oraz viac blizs{ réznorodym ciefovym skupinam.
Podobne ako pri komunikacii postou sa zvysuje tlak na bezchybnost’ formulacii otazok,
av$ak jednoduchsi sposob spitného zaslania dotaznika zvysuje mieru navratnosti. E-mailom
je mozné oslovovat’ najmi stalych (zaregistrovanych) navitevnikov muzei. Specidlnu formu
elektronického dopytovania predstavuji internetové ankety umiestnené na strankach institdcii.

2 Problematike priameho marketingu sa venuje MARTINEK, Jaroslav. Marketing v praxi regionalntho muzea. In:
Muzejni marketing. Hodonin : Masarykovo muzeum v Hodoning, 2010, s. 72-76. Porovnaj: NIZKA, Helena. Priamy
marketing. Bratislava : Wolters Kluwer, 2002; NASH, Edward. Direct marketing. Brno : Computer Press, 2003.
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Je to pomerne lacna a rychla forma ziskania zakladnych udajov suvisiacich s preferenciami
navstevnikov a hodnotenim kvality muizejnej produkeie.??

V riamci overovania splnenia didaktickych cielov eduka¢nych muzejnych programov je
potrebné venovat’ pozornost’ aj hodnoteniu Grovne spracovania vytvorenych sprievodnych
a didaktickych materialov, ako st napriklad pracovné listy, pracovné zosity, badatel'ské
denniky a podobne. V centre zaujmu muzejného pedagoga nie je len uroven dosiahnutého
poznatku, ale aj meranie kvality zazitku navstevnika. Zaroven si v§ima slabé miesta edukacnych
pomocok, ktoré vytvoril. Podobny pristup moze byt aplikovany vo vzt'ahu k propaga¢nému
a marketingovému materialu ako sucasti overovania kvality, vypovednej schopnosti
a uputavajucej sily komunikaénych nastrojov marketingovych pracovnikov.

V podmienkach muzejnej institucie sa ako jedna z najdostupnejsich foriem skumania
spatnej vizby javi posolstvo knihy nivstev.* Problémom ostiva schopnost’ interpretovat’
referencie od navstevnikov spravoym spésobom smerujucim k vytvoreniu poznatkovej
databazy vypovedajucej o urcitych fragmentoch ¢innosti mizea. Nepochybne vsak ide o zdroj
informacii, ktoré maju potencial pre dalsie vyhodnocovanie. V komparacii s minulost'ou sa
Coraz viac otvaraju moznosti vyuzivania internetu ako nastroja k zbieraniu potrebnych dat.
Jednou z takychto moznosti je vyuzivanie sluzieb portalu Tripadvisor, v ramci ktorého moze
institacia sledovat’ a vyhodnocovat’ spitné vizby viazuce sa k jej produkcii.

Ako ptiklad mozno uviest’ recenziu na Muzeum praveku v Bojniciach:* ,,Na #ito atrakcin
sme narazili vdaka smerovym tabuliam v Bojniciach. Mogem napisat, ge moje olakdvania neboli velké, aviak
ostal som milo prekvapeny, slecna v pokladni mild a iistretovd, bhned pri vstupe vysvetlila ¢o a ako a odovzdala
gadanie malého kvizn, kiory navstevu okoreni a gdroveri donsiti nielen (itat, pogorne. Miizgeum je pod Sirym
nebom, tudig neodporiiam ndvstevu pocas dazdivébo dita, na drubej strane, je tu hodne zelene a celé to vdaka
tomu psobi o nieco viac tajomne, atmosférn doplia nespodet kosti. Mnosstvo informacnych tabil’ pekne vykresli
viedajsi svet, texcty si pisané ako pre mensich, tak aj pre dospelych, takties na nich nechybayi vskutkn prihodné
vtipy. V" aredli je mognost’ posedenia pod strechou, hned vedla detského ibriska. V'yzwon pre doveka 3 21.
storocia, ako casto byvavame oslovovani na tabuliach, je mognost’ vyzut’ sa a prejst’ sa naboso po celom miizen,
v ktorom sa nachddzaji rigne povrely, ktorym musite Celit.... nobami :), Ndvsteva nim zabrala, nieco okolo
3/4 hodinky (prejdente celej trasy a preiitanie tabil), ale verim, Fe rodinka s det'mi tu vie stravit’ o hodne viac
lasn.“>
Z uvedenej recenzie plynu pre mizeum nasledovné zistenia:

- navigacia k muzeu je zvolena spravnym spésobom (informacné tabule),

- navstevnik pozitivne hodnoti osobu ,,prvého kontaktu®, ¢o zvysuje predpoklad
d'alsich pozitivnych hodnoten,

- texty sa pisané vhodnou formou, zrozumitel'né pre rézne vekové skupiny,

- produkt vhodny pre rodinu s det'mi — priame odporicanie, zdoraznenie zazitku.

2 K moZnostiam nadviazaniu kontaktu s respondentom: JOHNOVA, Radka. Marketing kniturnibo dédictvi a uméni. Art
marketing v praxi. Praha : Grada Publishing, 2008. Porovnaj: HRADISKA, Elena — LETOVANCOVA, Eva. Psychos-
gia v marketingove] komunikdcii. Bratislava : Univerzita Komenského, 2007.

> Pozti: JAGOSOVA, Lucie. Co vzkazuji navstévnici muzeu? Kvalitativna analyza navstévni knihy. In: Zaméreno na
stiedovék: Zderikovi Mérinskému k 60. narogenindm. Praha : Nakladatelstvi Lidové noviny, 2009, s. 135-143; MALURA,
Miroslav. Rozbor navitévnosti podle analjzynavitévnich knih muzea v Ceském Tésing. In: Muzenm a publikum:
sbornik ze semindre. Opava : Slezské muzeum Opava, 1990.

**Ide o doslovny prepis, autorka nezodpoveda za gramatickd spravnost’ textu.

» Dostupné online na https://www.tripad visot.sk.
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Rovnakym spdsobom pristupujeme k negativnym recenzidm. Ako priklad vyberame
nasledovau:® | Peknd atrakcia, edukativna a aj Sportovo ladend. Oceriujem snahu nadsencoy, ktori foto
miesto dali dokopy. Ale ako laik som olakdval, e ked navstivim miesto s ndzvom miizeum, tak aj nvidin
nejaké kultiirne artefakty. Chdpem, preco sii nmiestnené na inom mieste (v inom miizen), kedse toto ,,miizenn "
Je situované pod hobjm  nebom. Celkovo sklamanie. Ale ga thi cenn (dospely 7 €1!) sa prejst’ po prirode
a zahadzat’ Siskami & ostepom, sa mi to dd pramalo.
Z uvedeného textu vyplyva:
- absencia artefaktov — muizejnych predmetov — pocit’ovana ako negativum,
- navstevnik kritizuje cenu, ktord hodnoti ako neadekvatnu,
- celkovo by navstevnik pravdepodobne oc¢akaval odbornejsi pristup v prezentacii
problematiky.

Odpoved spravcu muzea Emila Medera poukazuje na dobre zvladnuty krizovy marketing
a zaroven naznacuje moznosti prace s udajmi plyndicimi z recenzii v zmysle skvalitnovania
cinnostt muzel: ,,Dobry deri prajem, pan Marek, dakujem Vim za spitni vazbn. Mrgi ma, %e ste si
odniesol g navstevy ndsho miizea pocity sklamania. 1 ase slovi nds inspirovali & tomn, $e do aredlu umiestnime
uz v priebebu angusta 2017 novdi vitrinu s vernymi Ropiami vidcnych ndstrojov (artefakty), ktoré si neandertdlci
unine vedeli zhotovit’ (origindly nemigeme vystavovat, nakolRo v privodnom aredli miizea nie je Siadna kamennd
budova s ochrannym begpecnostnym systémom). Predpokladdn, e vstupné 7 Eur ste mysteli spolu 1 dospely (4
Eur) + 1 dieta (3 Eur) v ramci dennej prebliadky.

Uvedeny priklad z praxe napoveda o potrebe zacielenia pozornosti na vyskum muzejného
publika ako prostriedku zistovania hodnotiaceho stanoviska navstevnika v otizkach kvality
muzejnej produkcie. Zaroven ide o sucast’ vedeckej cinnosti muzea. Tak ako je to v pripade inych
vedeckych aktivit, aj vyskum navstevnikov by mal uskuto¢novat’ zamestnanec s potrebnymi
kvalifikacnymi predpokladmi. Dana problematika méze byt” predmetom badania muzejného
pedagdga, u ktorého je predpoklad, Ze metédy skimania percipientov nielen ovlada, ale je ich aj
schopny vyuzit’ pre prax. Muzejna pedagogika ako vedna disciplina sa nezaobide bez pisomnej
koncepcie, zohl'adniovani poznatkov z pribuznych vednych odborov a aplikacii met6d vedeckého
skumania s naslednou analyzou ziskanych poznatkov a ich vyuzitia v zivote institicie. Skimanie
publika je priamou a neoddelitePnou sicast’ou uvedeného procesu. Udaje plynice z viskumu
navstevnikov si vyuzitelné v celkovej stratégii rozvoja muzea a maju tak priamy vyznam pre
upevnovanie riadiacich kompetencii lidrov, vratane podpory rozvoja marketingovych foriem.
V podmienkach slovenskych muzei sa ako problematicka javi odborna pripravenost’ pracovnikov
posobiacich na useku vzt’'ahov s verejnost’ou a mézeme konstatovat’ chybajice know-how.
Do istej miery rezonuje 1 neuvedomenie si strategického vyznamu spoznivania navstevnika
cez kvalitativne a kvantitativne skimanie a priameho prinosu pre samotnu institdciu. Zaroven
absentuje koordinacia a metodické vedenie zo strany Statnej kultirnej politiky v oblasti muazei
a galéril. Pozitivne zmeny je mozné ocakdvat’ v suvislosti s rozvojom vzdelavania v oblasti
muzejnych pedagdgov a v ich vzrastajacich ambicidch priblizovat’ sa celosvetovym trendom
v oblasti muizejno-pedagogického vyskumu.

% Ide o doslovny prepis, autorka nezodpoveda za gramatickd spravnost’ textu.
7 Dostupné online na https://www.tripad visor.sk.
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Evalnating the reception of an exhibition: Delermination at the DOX Centre for Contemporary Art

The aim of this paper is to analyze the impact of an exhibition on visitors’ thinking process. Applying
Greiman’s model, we used the exhibition DeTermination by the artist Daniel Pesta at the DOX Centre
for Contemporary Art in Prague and explored the exhibition as a story. The model is used as a tool to
better understand the thinking process of the visitor stimulated by the exhibition. Qualitative research
approach was used. In order to capture a message of the exhibition, interviews with exhibition creators
were conducted and afterward interviews with exhibition visitors. This article summarizes the creative
methodology created by the authors, followed by a discourse analysis. The study asks questions like: what
is the place of mediation in contemporary art? What is the impact of an exhibition on visitors” thinking
process?

Key words: museum, narratology, mediation, artist, contemporary art

“At first, we thought we wonld not give any title and we would not add any text in the exhibition, we wanted
visitors to create their own story.”
Daniel Pesta, artist

Introduction

This article combines issues and attitudes from evaluation, presentation and communication
with the emphasis on visitor studies in museums and other arts organisations. For the latter,
exhibitions are the main tool of communication. According to Dolak', exhibitions are necessarily
a type of text, and therefore they depend much on understanding and interpretation. The goal
of our study is to analyse the understanding of interpretation of an exhibition by its visitors
and mainly what the impact on their thinking process is.

' DOLAK, Jan. Muzenm a prezentace. Bratislava : MKD, 2015.
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The term “evaluation” became a buzzword. During the last decades, evaluations have
played a significant role in all aspects of our society and museums, and other arts and cultural
institutions are not exceptions. Museums and arts organisations have been pressured to prove
their existence by evaluating their activities, very often, by using quantitative analysis. These
attitudes, when artistic activities are reduced to numbers have risen many critics. The purpose
of evaluating arts organisations should not be for them to account for various stakeholders,
for instance a political power. As Pontin? points out, the positive results from evaluation can
encourage further grant funding in the sector. However, too often this evaluation lacks critical
discussion of weaker aspects of the project.

Evaluation attitudes can be generally divided into three groups: qualitative, quantitative and
these that use both qualitative and quantitative methods. The approaches used for an evaluation
vary depending on the focus of the researcher. The researcher will use different approaches of
evaluation depending on his particular focus.

The purpose of the evaluating arts organisations should primatily be the desire to improve
the knowledge of their audience and their offer of services and program. Evaluation is and
should often be used in educational programs by arts organisations, evaluation studies in this
case then focuse on the assessment of the change knowledge, attitudes and the quality of life.
This approach is also used for the purpose of this study, where we observe the impact of an
exhibition on visitors’ thinking process.

Audience development and visitor studies have been a topic of great attention in arts
organisations. Many studies have been conducted so far and our aim is not to provide
a comprehensive analysis of these studies, but to provide a new insight and approach for
studying visitors. According to Falk’, museums and other arts organisations today have no
other choice but to think seriously about who their visitors are, the reason they are here and
their perception of the visit. If we knew who visited our institution and what meaning they
took away from the experience, we would know something about the role that our organisation
plays in society, but also, we would better understand the role it plays in people’s lives. How
art institutions and their programme make a difference within the society, how it supports the
public’s understanding of the world, as well as of themselves. These are all important issues
and alone justify the effort to better understand visitot’s experience.

Another reason why museums and other arts organisations should focus on exhibition
evaluation is that they have moved into a more proactive stance towards their parent
communities, the educational mission has become a primary focus of an exhibition*. Thus,
they need to assess that their mission and effort are well executed and perceived by visitors.

Methodology

This article analyses the implementation of storytelling and the reception of an artist’s
message as part of an exhibition. We wanted to apprehend the modalities of the mediation
between the artist, his work, curator, exhibition architect and the institution itself, and the
public through museographic context. To do so, we started from two points of view. The first
analyses the exhibition as a narrative and the second looks at the exhibition as a medium of
communicating a message.

> PONTIN, Karl. Understanding Museum Evaluation. In: LANG, Caroline — REEVE, John — WOOLLARD, Vicky
(eds.). The responsive museum: working with andiences in the twenty-first century. Ashgate Publishing, Ltd., 2006.

> FALK, John H. (2016). Identity and the museum visitor experience. Routledge.

* DEAN, David. Museun: exchibition: Theory and practice. Routledge, 2002.
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For our analysis we selected a case study: the solo exhibition titled ‘DeTermination’ by the
artist Daniel Pesta. It took place at the DOX Centre for Contemporary Art in Prague from
26 January to 7 May 2018. Daniel Pesta is a multimedia artist. His work reflects a number of
issues, such as genetics, racial determination, the absurdity of politics, social stigmatisation of
minorities, gender stereotypes and other social issues. The DOX Centre for Contemporary
Art was created in 2008 as a result of a private initiative during the reconstruction of a former
factory in Prague. Its mission is to create a space for research, presentation, and debate on
important social issues, where visual arts, literature, performing arts, and other disciplines
encourage a critical view of the so-called reality of today’s world. Many studies have been
already conducted and published in visitor studies. In general, these studies aim to know who
the visitors are, their origins, their background, etc. Some studies focus on museum audience
in general, as showcased by Pierre Bourdieu’s work®, some others obsetrve visitors of specific
museums’, or some focus on the effect of museum policy, like the work by Marine Le Gall-Ely
on the effects of free entrance on museums’ audience’.

However, our study does not focus on visitors’ identification, but on their emotional and
reflexive response during the visit, even though, as it is stressed later, some of the characteristics
of the visitors may impact the reception of the exhibition.

Through this case study, we wanted to question the visitors’ thinking process in the context of
an exhibition of contemporary art and to what extent the exhibition and its content encourage
intellectual reflection of its visitors. At this point, an intersection of different stories occurs.
The first story is a story of the exhibition inside the institution represented by the artworks,
architecture of the exhibition and environment of the institution. The second story is the one
around the exhibition influenced mainly by public opinion. Followed by a story of visitors, their
experience of an exhibition visit described as a narrative, and last but but not least are stories
collected from the interviewees as part of our analysis. They include testimonies by the artist,
the curator, the exhibition architect, DOX’s director, and its director of communication.

In order to answer this question, we have set up a specific analysis process, within which
the exhibition is analysed as a narrative. For the analysis we used different competences of
each member of the research team, namely economics, semiology and narratology and set up
a particular methodology.

Setting up an original research approach
The exhibition as narrative

Lisa Roberts in her book From Knowledge to Narrative: Educators and the Changing Museum argues
that what matters is not what museum owns or display but how visitors interpret it. Personal
experience of each visitor becomes as legitimate a source of meaning as curatorial knowledge,
which, according to this point of view, is also contextual and interpretive rather than an
unassailable truth®, resulting in the necessity to study exhibitions as narrative.

5 BOURDIEU Pierte — DARBEL Alain. L amour de /'art. Pasis : Editions de Minuit, 1966.

¢ EIDELMAN Jacqueline. “Qui fréquente les musées a Paris? Une sociogtaphie des publics des musées de France”.
In: Culture &Musées, vol. 2, no 2, 1992, pp. 19-47.

"LE GALL-ELY Marine — URBAIN Caroline — GOMBAULT Anne et al. “Une étude exploratoire des représen-
tations de la gratuité et de ses effets sur le comportement des publics des musées et des monuments”. In: Recherche
et Applications en Marketing (French Edition), vol. 22, no 2, 2007, pp. 23-37.

8 ROBERTS, Lisa C. From knowledge to narrative: Edncators and the changing musenm. Smithsonian Institution, 2014.
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Analysing an exhibition as a place, where visitors’ thoughts and ideas are being created and
changed, needs to take into account vatious elements involved in the creation of the thinking
process. This approach is associated with a question: how does an exhibition create or change
thoughts? The analysis of the effects of the artworks on visitors does not have to be a single
content analysis of the artworks. We need to take into account the exhibition’s context and
the context and environment in which the exhibition is placed. According to Melot’, we all
know that an exhibition communicates a meaning, if it is intended by the organiser or not.
Nevertheless, exhibition criticism usually tends to mainly deal with exhibited objects, as if their
meaning was not modified and influenced by the exhibition as whole.

The space of the exhibition itself represents a stroll for visitors, it sends different messages
to them, and creates processes of potentially diverse thoughts. The exhibition becomes a place
of communication of messages, a medium, an interface, between various intentions and diverse
visitors. In order to create a comprehensive analysis, a study of different phases relating the
transmission (coding) and the reception of this message (decoding) is realised. The exhibition
space, the arrangement of the artworks, the artworks themselves and all the other scenographic
and mediation elements present in the space can be studied separately. The aim of our study is
to analyse the exhibiton as a whole and its impact on visitors thinking process. In order to do
so, we conducted interviews with various people involved in the creation of the exhibition such
as the artist Daniel Pesta (DP), the curator Terezie Zemankova (TZ), the exhibition architect
Ivana Bradkova (IB), DOX’s director Leos Vilka (LLV) and its communication director Michaela
Silpochova (MS). These interviews were conducted in order to discover what the intended
message of the exhibition is and whether it is shared by all participants in the creation process
of the exhibition.

The exhibition space in this case study is considered as the medium, the interface, between
a message emitted by the artist and the producers of the exhibition, and an audience. The
purpose of the exhibition is clearly stated: “What is the goal? If we were to find a common denominator
of this exhibition, it would be to get people to think.” (V). In order to understand how the thinking
process is encouraged by the space, one must understand who the sender of the message is,
who seeks to trigger this thinking process and what means are available to achieve it. Jean
Davallon explains that: “We can admit today that museum technology is constituted by the exhibition. The
development of technigues, the emergence of production standards, the use of media, the control of the effects
sought from the design stage allow musenms— at least some— to become real economic units for the production of
exchibitions conceived as true communication tools”"°

In order to grasp how to unfold this thinking process, we made a hypothesis that the venue
may be perceived as the place of stories. Indeed, in the context of this research, the narrative
seems to be tightly linked to the thinking process within the creation of the exhibition. For
example, the lexical field of the narrative is very present in the interviews conducted: “And
such a climax was reached when I presented two videos that are here in the exhibition, their
name is ‘I was born in your bed’.” DP. “In order to create a dialogue between visitors and works
[...], we have to create a story [...]” IB.

Studying the exhibition as a narrative presupposes a story, a journey, a transformation. This
hypothesis has already been put forward several times: “Exhibion is an art of the sequence and,

? MELOT Michel. De I‘ostentation a l‘exposition”. In: Les cabiers de médiologie, vol. 1, no. 1, 1996, pp. 221-233.
""DAVALLON Jean. Le muséeest-ilvraiment un média ? In: Publics et Musées, n°2, 1992, pp. 99-123.
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consequently, an art of narrative and argumentation”"!

. We also noted a professional interest
in these questions, the story becoming a way for art institutions to ‘captivate’ the public, to
convey the message to the best of their ability. This was particularly visible during the ‘Récits et
dialogues au musée’ conference organised by the Société des musées du Québec in partnership

with the Canadian Museum of History in 2016. The aim of the conference was to develop:

Ohject
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Fig 1: Greimas’ actant model applied to the visit of an art exhibition

The modality of access to the “utopian world” of the exhibition is reversed: it is no longer the meeting of
material objects— whether natural, artifacts or tools— set in space in the exhibition that serves as an entry to this
world, but it is the materialisation of this world that will serve as an envelope for meeting objects. The exchibition
then uses this peculiarity which characterises it to make a visit a fictional representation whose visitor is the main
actor and which is composed of micro-sequences developed from the visitor’s stopping points and which follows
one another according to a scenario that corresponds to the course of the visit'*.

Assuming that the exhibition can be narrated, narratology becomes an interesting tool for
the researcher. A narratological analysis allows us to better understand how the exhibition
creates an impact on visitors’ reflection and thinking process. For example, the actantial scheme,
as thought by Greimas, allows the analysis of different facets of this thinking process'. When
used, the action of the exhibition is divided into six actants (subject, object, sender, receiver,
helpers, and opponents). Initially, this model is based on interviews with the curator, the
artist, the architect of the exhibition, and the director of the DOX and the PR manager. In
the actantial model, the subject (the hero) corresponds to the one who seeks to reach a goal

"MELOT, ref . 9, pp. 221-233.

2 DAVALLON, tef. 10, pp. 99-123.

Y Developed in GREIMAS A, Sémantiguestructurale, Paris, PUE, 1986, and used in GERTSEN MC, SODEBERG
AM, “Intercultural Collaboration Stories: On Narrative Inquiry and Analysis as Tools for Research in International
Business”. In: Journal of International Business Studies, Vol. 42, Issue 6, 2011, pp. 787-804.
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through a quest. In the proposed model of the story of the exhibition, we consider that the
subject is the artist. The purpose of the object is to encourage visitors to think and feel and to
develop a reflection around themes. A sender gives the tasks, initiates, or allows the event, in
our model based on our assumptions, it is the DOX itself, and/or the curator. The recipient of
the message is then the visitor. The variables of the good or the bad reception of the message
as intended by the sender then become helpers and opponents of this quest led by the artist.
Helpers and opponents support or oppose the hero’s quest. For example, we suggest mediation
or scenography as elements that modify the visitor’s experience; these elements can be both
positive and negative, helpers or opponents.

Cross methodologies
Phase 1: semi-structured interviews

The study is based on a series of four semi-structured interviews with the creators of
the exhibition: Daniel Pesta the artist, Ivana Bradkova the architect of the exhibition, Terezie
Zeménkova the curator, Leo$ Valka founder and director of the DOX, and Michaela Silpochova
(MS) director of the communication. Note that the interview with LV and MS was conducted
as a joint interview. Our corpus is also composed of all the documentation available around
the exhibition, as well as the scenography of the exhibition. These elements aim to analyse
the different roles of each interviewer in the creation of the exhibition as well as to grasp the
creative process around this exhibition.

Phase 2: Quantitative survey

Within the exhibition, we set up a self-administered questionnaire according to two
modalities, pre-visit and post-visit. The questionnaire consists of two parts, one allowing us to
know the intrinsic characteristics of the visitor—sociodemographic data, cultural practices and
knowledge of contemporary art—and a second part that seeks to know their thoughts on the
issues raised by the exhibition, especially the relationship between social predestination and free
will of humans. One group of visitors would fill the questionnaire before visiting the exhibition
and another group after visiting the exhibition. While the first part of the questionnaire allows
us to create clusters of visitors, which enabled the comparison between the before and the
after-visit, the second part allows us to compare the perception differences of the themes
included in the exhibition. This questionnaire was available online through QR code or on
paper at the front desk and visitors were encouraged to participate. Some days the panel was
arranged at the beginning of the visit, the other days, immediately at the end of the visit.

We had to compare the responses of different individuals within the same cluster according
to the moment of answering the questionnaire. We monitored when people were asked by
the DOX’s staff to fill in the questionnaire, before or after the visit of the exhibition. If the
answers were not significantly different after the visit, we could conclude that the exhibition
does not affect the visitor’s perception of the themes addressed, and vice versa. These findings,
together with the feedback gathered through the next phase (qualitative interviews) on visitor
experience elements, were intended to assist the organisation in designing future exhibitions.
We hoped to be able to create a model for the analysis of the impact of an artistic exhibition
that could be transposed to other exhibitions and museums.
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However, this phase did not achieve our desired results and only a few visitors answered
the questionnaire. Due to the lack of responses by the visitors we decided to launch a parallel
qualitative survey conducted in the exhibition space at the exit of the exhibition.

Phase 3: qualitative interviews

The aim of the set of questions was to understand how the visitors experienced the visit,
which path they chose, why, what they chose, whether they paid more attention to a particular
artwork, to determine what narrative they developed while visiting the exhibition. We conducted
61 semi-structured interviews with diverse visitors. These interviews made it possible to observe
the actual reception of the exhibition and thus to question the success of the quest of those
involved in the creation of the exhibition.

Methodological limitations

This work was not without obstacles and difficulties. Language barriers have, of course,
complicated the procedure. As two of the co-authors were French-speaking, the last Czech-
speaking, the working language was English, the interviews conducted and transcribed in
Czech had to be translated into English to be analysed in French. Therefore, bias and some
lost meaning in translations might occur.

Ideally, in order to better know the narrative of the visit, it would have been necessary to
be able to ‘follow’ the visitors in order to be able to compare their verbalised narrative and
their practices, wanderings and rhythms in the exhibition space. This first attempt on this
methodology shows its complexity and we hope to learn from difficulties and to be able to
improve the process and the quality of the survey.

The various field analysis in phase 1 led us to retrace five main types of stories:

® the story of the exhibition (work, scenographic),

® the story about the construction of the exhibition (the launch of the quest by
transmitters to the hero/artist),

° the narrative of the works,

the story of the creative work (work, journey, works of artists),
®  the story of the visit.

These types of stories helped identify different items. We propose here to briefly develop
three of them.

Creative work: a multi-voice model
The Artistic Creative Work Narrative: A New Conception

The exhibition studied is a result of cooperation between the DOX and the artist. The goal
was to make a monographic exhibition of Daniel Pesta. It is the presentation of works realised
during the last ten years, as well as works created exclusively for the exhibition as site-specific
projects. It has been the largest exhibition of the artist in the Czech Republic so far. According
to the artist, these new works made it possible to link all the works and thus to propose a
complete and coherent narrative. The image of the artist proposed in the different narratives
agrees on one point, an image of a form of dazzling art, inspiration that would come to move
the artist. For example, the artist explains that he ‘always dreams of an idea’, likewise, the other
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participant in the creation of the exhibition puts forward this discourse of the inspired artist.
The artist creates:

[...] because some things really afflict him, the creation is not only something he wants to do for art or for the
purpose of being exchibited in a gallery, be is a type of artist who really lives things (everyday life, media, etc.),
experiences them [...]. This is something really important to bim, be does not programme bimself for works to
do saying, T am an artist and I will do that’ MS

Here, we find the idea of two types of artists, one motivated by a depth and great reflection,
the other motivated by the desire for recognition as an artist. However, by tracing the diagram
of the exhibition as a narrative, a number of opponents to this idea emerge. First, Daniel
Pesta seems to work often with specific places and sometimes creates site-specific installations,
which necessarily directs his work. The creation presented as coming from an idea, a message
to pass, depends on a certain number of variables. As part of this exhibition, for example, the
choice of works and the production of new works have to be adjusted according to the original
architecture of the space.

The story behind the creation of an exhibition of contemporary art: a creation with
several voices

The story of the creation of the exhibition is presented as contradictory. Take the example
of the origin of the exhibition. The initiators of the quest, the curator, mingle according to
who tells the story of the origin of the exhibition. For Daniel Pesta, Terezie Zemankova is at
the origin, for her it is about Leo§ Vilka, while she admits that it was her who presented the
artist to Leo$ Vilka. In all cases, the organiser is the DOX itself. The narrative held depends
very much on the general attitudes and positions—power relations—of the interviewees.

Everyone had a role to play in the deployment of the message sent to the visitors. This
exhibition is polyphonic, like any artist’s monograph, it is as much a showcase for the artist as
for the DOX.

Giving a voice to the creation: the mediation of the narrative, the mediation as
narrative
The storytelling of the scenography

The strolling of the visitors is partly subject to the mode of visits chosen by the curators
of the exhibition. The visit can be free or guided. The DeTermination exhibition is presented
as a hybrid model, there is no imposed path, but the layout of the works is thought according
to a typical visitor route, so it guides part of the visit. The narratological questioning around
the exhibition seems even more relevant because this exhibition is initiated as a narrative by
its creators: % order to create a dialogue between visitors and works of art [...] we must create a story’ 1B.

In order to create an atmosphere that can trigger a feeling of anxiety, the scenography
features high and dark walls between the works. The exhibition seeks to warn about some
emerging issues and ‘determinism’ of individuals. The artist and the producers of the exhibition
want to put the visitor in an uncomfortable position: The exhibition is not comfortable, it is not an
exhibition in the classical format |...] it is an exhibition of avant-garde, an exhibition that destabilises’ 1B.
Mediation therefore involves the arrangement of the works and the aesthetic choices in the
scenography. The creators of the exhibition, including the architect, made the choice to include
only minimal information in the exhibition space: the captions are very rare, thete is no other
conventional mediation device, like an audioguide and so on.
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If the art exhibition can be perceived as being of aesthetic pleasure and/or of the knowledge
contribution, the goal of DeTermination is thus: ‘What is purpose? If a common denominator is to be
Jfound, it is to matke people think about their reality.” LV. The thinking process seems to be intrinsically
linked, for the actants of this exhibition, to changing the preconceived opinions of the visitors.
Beyond highlighting some societal issues, the exhibition would ideally influence the opinion of
visitors: ‘I expect that the main impact is a slight change in their opinions, that the public will find connections
between things they would not have linked’ T'Z.

The place of the exhibition becomes the theatre of the expression of subjective opinions,
ideally influenced by these messages sent by the senders through the works of the artist and
the exhibition device; the thinking process becomes a priority: ‘I£¥ not just paintings, it’s really a
conceptual exhibition, where the concept, the message, the thoughts are more important than the form, becanse
the form that the artist has chosen is at the service of these topics.” TZ

As part of this exhibition, the thinking process is individualised. The transmitters of the
message do not live in the utopia of a reception without modification of the message. The
public becomes a set of individuals whose reception and therefore the thinking process depend
on individuality: “Good reception is something that cannot be fully planned, it cannot be analysed, it is a
guestion of an artistic field.” LV. The exhibition aims at a widest possible audience, assuming
that they are unknown and come with a “baggage” that influences their perception of the
exhibition: “Of course, because he is an artist, he knows he can only expose his work fo the unknown
visitor and be (the visitor) brings bis degree of understanding, knowledge, sensitivity, aesthetics, psychology, it
works differently for everyone” LV. If the way of placing works and the scenography directs the
wandering of the visitors in the space, there is no other guide to the visit of the exhibition. The
works, their arrangement and scenography from the narrative are the only guarantors of the
transmission of meaning. Thus, pure mediation is absent due to the scarcity of captions and
texts. ‘T originally thought, or we thought, it was my suggestion, that we leave the entire exhibition without
captions so as to get what I wanted, what we wanted” DP; “We decided from the beginning and I still think it
was the right choice, that we wonld not explain it, that we wonld not write descriptive texts.” TZ.

This absence of mediation might be possible thanks to the readability of the artist’s work:
“It is not that he wonld refer to some philosophers that no one never read, or that you would have to read some
terribly long texts in order to understand it. That is actually why we did not even include any long texct. We did
not want to explain becanse, we came to see that his work is understandable without any instructions.” TZ.
Indeed, more than the will to let the public the possibility to create their own opinions, the
interviewees put forward a meaning accessible by the works and their arrangement in space.

“If you have noticed there are no captions or texts, because we suddenly considered it as one big dramatic
situation, such as the world and the world is not described. W hatever, everyone thinks what he wants to, we just
put it in some shape that created an organism, and we hope it is communicable, and there is no need to describe
it and limit the people who should visit it, really not. You never choose a viewer.” 1B

However, the interviewees seem aware of the existence of a number of opponents to the
success of the quest, namely of the good reception of the message: for example, IB had
concerns about children visiting the exhibition and that the adults would not impose a false
vision of the message on them: “I just hope that the whole exhibition, the concept, the presentation of the
concept through the works of Daniel Pesta is so clear that they will not tell them nonsense about it. That the
ermotion that breathes from it should be the primary message.” 1B
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Photo 1: Entrance of the exchibition_Photo_ Jan Slavik, 2018, copyright_ DOX, Centre for Contemporary Art

To tell the exhibition, the exhibition’s tale

The study of the communication strategy of the exhibition can be used into a reception
study. The communication study allows us to see two points: (1) the representation of the
artist and of the art centre into the public space and therefore (2) the way the exhibit tries
to influence the reception. The museum flyers and communcations are supposed to inform,
to find potential public, to create interest, but are also transmitting content. By giving a non-
objective point of view on the exhibition, it gives a first reading grid for the public. This
communication study uses several materials: the official representation on the internet and

Fig. 2: Frequency of visits of contemporary art exhibitions
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physical advertising supports (DOX website and social media accounts, posters...), newspaper
articles, etc.

The DOX created a media monitoring containing all the articles speaking mainly or partially
about the exhibition. We used this media review and analysed the articles. The media reviews
consisted of 35 articles from specialised press, mainstream press and specialised journals. Most
of the articles were informational, not using an advertising tonality. All of them draw attention
to the thematicsof the exhibit. By thematic, we understood the main message of the artist’s
artworks, the impression he wanted to give through his artworks. Meaning the focus on what
the exhibition is supposed to be about: genetic, racial and social determinations. The art centre
official communication about Daniel Pesta’s work focused on the thematic as well. The press is
using the main communication strategy of the DOX, there is not an important production of
reflexive papers and expert critics. The communication tools are transmitting what the creators
of the exhibiton want the public to think—to be the message of the artist. This communication
about the thematic is copying the main discourse of the first and only explicative text at
the beginning of the exhibition.
The  message—understood  as
the political and social thematic
addressed by the exhibition—is at
the centre of the communication
strategy, a message highlighted in
the title of the exhibit.

The message is presented as
a message belonging to the artists,

while the interviews have shown
that this message is a discourse
coming from the artist’s point of
view, but also from the contribution
of other participants during the
creating process of the exhibition. The articles are mostly about determination seen from the

Fig 3: Relation to the mediation of the exhibition

artist’s point of view.

Towards receiving of the message
The public of contemporary art: descriptive information

The creators of the exhibition want visitors to be active, and lead them to act; the artist
seems to wish a performativity of the exhibition. The awareness of some important subjects
to the artist aims to lead to action and to change visitors’ minds. We decided to go to the
exhibition space and conduct interviews with visitors.

After the interview with the creators of the exhibition, we decided to study five points. Firs,
the more descriptive items, such as prior knowledge of the visitor (did they know the DOX
and the artist, do they visit exhibitions of contemporary art often?) or the reception of the
visit (importance of the textual information, scenography), the fundamental characteristics
(profession, age, gender, nationality). The majority of the visitors (24) are frequent visitors of
contemporary art exhibitions.
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Furthermore, a lot of them affirm that they read the explanation text. Therefore, we are
speaking about visitors that are familiar with contemporary art. This public has an appetite for
art and culture.

i
9
e
z,;

Fig. 4: Emotions cited by the visitors exiting the exhibition through their narration of the visit'*

Fig. 5: Themes quoted by the visitors exiting the exhibition through their narration of the visit

We originally supposed that the text at the beginning of the exhibition would make visitors
focus their attention on different topics. But this hypothesis was not confirmed regarding our
analysis. According to Hana Gottesdiener', the single act of reading texts in exhibitions is not
enough to catch attention, but the process of reading can do so. But she admits that under
some conditions, that have to be studied, text can help the visual exploration of artworks. This
premise does not occur in our case.

We noticed that the artworks were clearly mentioned during the interviews with the visitors,
more than the scenography. Some artworks seem to be emblematic, as they are mentioned
several times. The ambiance inside the exhibition space is noticed but the reactions seem to
come more from some parts of the “story”. It doesn’t mean that the story does not exist and
that only the artworks are transmitting a message. We rather suppose that these artworks are

1 Visitors can quote several emotions in their discourse
1 GOTTESDIENER Hana. La lecture de textes dans les musées d‘art. In: Culture &Musées, vol. 1, no 1, 1992, pp.
75-89.
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highlighting the exhibition, yet part of the whole story. For example, the specific video artwork
is mentioned very often.

Photo 3: Odnikud nikam_video_Photo_ Jan Slavik, 2018, copyright_ DOX, Centre for Contemporary Art

An emotional reception

The reception appears as a homogeneous experience. We noticed two types of reception,
both can occur simultaneously to one visitor, one does not exclude the other: the reception
of a more encyclopaedic knowledge (thinking processes about political and social issues)
and the emotional reception. Emotional reception was more frequent as discovered during
the interviews with visitors. A large majority of respondents described their feelings after
visiting the exhibition as “hopeless” and “anxious”, followed by the words “uncomfortable”,
“disgusted”, “frightened”. It is interesting to observe a recurrence of exact terms in a semi-
directive qualitative survey: %47/ the works give you a sense of hopelessness and anxiety, the space is very
dark and personally, it felt very uncomfortable, for example, the video of the men transferring fire to each other,
it was loud, interesting but scary at the samtime.” (26, male/female, student, German). The accent is
thus generally placed on the emotions and sensations provoked.

The interpretation of these results is very complex. The function of the scenography and
the artworks need to be questioned. For example, we can legitimately wonder if the fact that the
same video draws attention of many visitors because of its content, or because of the specificity
of the medium. Are some artworks more subject to interpretation of the encyclopaedic signifier
and scenography to the emotional signifier?

The accent is thus generally placed on the emotions and sensations provoked.
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The visitor’s background: an opponent or a helper?

One of the most important variables for the reception seems to be the visitors’ nationality.
We can see that the emotional reception is less effective on Czech people. They seem to be less
sensitive to the artworks and exhibition content. Visitors from other countries are more likely
to highlight the issues hidden behind the artist work. It was a surprising result, because Daniel
Pesta’s creative work is deeply rooted in the historical and social context of the Czech Republic.

At least, we clearly see that the background and knowledge can be a helper for foreigners to
understand the message and it seems to act as an opponent for Czech visitors. The same object
can act as a different actant depending on who the subject is. The thinking process seems to
occur during the wandering in the exhibitionpartly created by the artworks and the scenography.
This storytelling of an exhibition, linked to the thinking process, clearly change depending
on each visitor. If the actants of the exhibition are motionless, the subject is the one who
systematically changes. The storytelling of the exhibition constantly changes because it is not
a complete story without its subject, without the visitor. In classical narratology, the reception,
of course, varies from one reader to another, but the substance of the story never changes.
In this contemporary art exhibition, the visitor is the recipient, the subject and somehow the
reader, he is part of the storytelling, As a matter of fact, the creators of the exhibition wished
to think of the visitor as a part of the story. As it is well known in communication studies,
there is always feedback in a communication situation and the reception is never perfect or at
least as the transmitter wishes it to be. The creator of the message, in this case study, counts
the feedback, the ‘noise’ inherent in every communication situation and the individuality of
reception, as part of the construction of the message. Maybe that is where the thinking process
truly is....

The thinking process beyond the exhibit

As we interviewed visitors right after the visit, we were questioning the immediate reception.
This immediate reception is mostly emotional. Some visitors pointed out that they needed
more time to process what they just saw: ‘Hzmwmm. I think it is possible to undertand the exhibition that
us as individunals are kind of stopped by to society to excpress ourselves. And that the individuality is suppressed.
I really need more time to think about 7. (31, male, software engineer, Slovak); “I must really think
about it more, really, I am not able to say right now what the message of the exhibition is.” (18, Student,
Female, Slovak). As we are studying the visit of the exhibition as an action, as a moment in
time, we are not looking at the reception hours or days later. But the last phase of analysis
looking at the reception moments after the visit compared to the immediate reception could
help to understand this immediate reception.

Conclusion

The aim of the study was to analyse the impact of an exhibition on the visitors” thinking
process. To do so, we used narratology and Greima’s actantial model. First, in order to disclose
the message of the exhibion, we conducted five interviews with creators of the exhibiton and
afterwards we interviewed 61 visitors right after they visited the exhibition. Visitors were asked
to narrate their visit through the exhibition, describe their feelings and impression, describe
topics that were represented in the exhibition from their point of views. Results out our
analysis showed that majority of visitors captured topics and issues intended by the creators
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of the exhibition. Analysis shows that exhibition impacted visitors in terms of rising diverse
feelings and opened questions related to racism, politics, religion and gender issues. From a
geographical point of view, the study shows that Czech audience was less sensitive to the
emotion reception of the exhibition, which was quite surprising. We expected Czech visitors
to react more actively to some artworks, since some of them deal with issues associate with
Czech society.

There are many other results and items in this survey, such as the importance of post
visitation in the visitor’s thought process, or the importance of the relationship between the
initiators of the exhibition in the message design and the implementation of the message, form
of its mediation. Also, this method deserves to be used again, because it presents a relatively
complete vision of the exhibition. The comparative study of the different results obtained
between the surveys would allow a new look. A reflection is also very present on the meaning
of these emotions, especially on moral issues raised by visitors; while these are absolutely not
explained by mediation and exhibiton. An imaginary, knowledge and common values seem to
allow a fairly uniform perception of the exhibition.

Maybe the emotional reception is a reception of the artistic work, of the artworks but also
of the art institution and the scenography on its whole.
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Platform the cultural beritage in the current cyberculture

Virtual reality, cyberspace, 2D — 3D, anaglyf, avatar, digitisation of cultural heritage are concepts which
represent only a handful of technological elements, which came into public’s awareness in the last 10
years. Cyberculture has had an impact on both the field of humanities and world cultural heritage,
particularly in the form of virtual tours. The author of the study analyzes cyberculture’s most important
achievements in the field of education, presentation and protection of cultural heritage. This is
supplemented by data directly from museums, with a whole range of applied elements. Cyberculture
might also help with interpreting history, or in the protection of cultural heritage. The study also points
out the limits of museum cyberculture based on technical and presentational activities from the period
of 2012 —2017.

Key words: museum, monuments, cultural heritage, cyberculture, virtual reality, 2D - 3D

Kybersvet & kyberkultura & muzeum

Za poslednych 50 rokov sa zivot v spolo¢nosti zmenil. Nepochybne je to aj désledkom
techniky, ktora uz prichodom klasickych televiznych prijimacov vytvarala nabeh na postupna
virtualizaciu. T4 sa dnes najviac prejavuje v kinematografii.' Virtualita je jednou zo zakladnych
foriem kyberkultary, ktord sa ,,..gemeruje prostrednictvom fiktivnosti a iluzivnosti v fonfrontdcii
§ mimetickoston, v dirage na identitu v mysle idedlneg pregentdcie a existencie tobo, (o je inak nemoine,
nedostupné, a prindsa permanentné vysporiadanie sa s mieron vyrazn, narisanon k hyperredlnosti
a povrehnosti... 2

Z pohladu technologickej vyspelosti nemo6zeme virtualizaciu chipat’ cisto ako sposob
vizuilnej prezenticie,” nakolko je zasadnym fenoménom siet’ovej, tzv. kyberkomunikicie.

! Predovsetkym v kultovych filmoch, ako napr. Blade Runner (1982), Termindtor (1984, 1991, 2003, 2009, 2015), v
trilégii The Matrix (1999, 2003), Tron: Legacy (2010), pricom nesmieme zabudnit’ na tzv. ,,Marvelovky®, ktoré sa
dnes tesia mimoriadnej priazni podla kritikov a navstevnosti kin.

2 MALICKOVA, Michaela. Virtualita a filmové médium. In: PLESNIK, Pubomir. (ed.). Civilizacho-kultiirne procesy v
transformujiicej sa slovenskej spolocnosti. Nitra : Univerzita Konstantina Filozofa, 2004, s. 218; Porovnaj: BYSTRICKY,
Jifi. Elektronicka kultura a medialita. Praha : VaN 999, 2007, s. 11-19; VODRAZKOVA, Kattin. Médium filmu,
filosofie, obraz. In: Paideia, roc. 2, 2011, ¢. 8, s. 1-9.

? Pozti blizsie: SCHLEHE, Judith. Kulturrelle Austausch und Globalisierung. In: STRAUB, Jirgen et al. (ed.). Han-
dbuch interkulturele Kommunikation nnd Kompeteng. Stuttgart : Verlag J. B. Metzler, 2007, s. 456-457; DRUGDOVA,
Elena. Obraz vo virtualnej realite. In: OLOSTIAK, Martin et al. (ed.).ZARLA XTI Presov : Presovska univerzita
v Presove, 2009, s. 116-120.
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Zo sociologického hladiska je virtualita epistolirnym zanrom,* ¢ize pisanim na obrazovku,
nie na papier. Tento typ pisania je navySe vyuzivany pri komunikacii hlavne na socialnych
siet’ach a v elektronickej poste. Na pojem virtualita dosial’ neexistuje jednotna ucelena definicia.
Bolo by mozné tvrdit’, ze pri virtualite ide o realnu neskutocnost’ az neexistencnost’. Beruc
do uvahy, ze realny je kazdy elektricky signal vysielany mozgom, potom sa vynara otazka, ako
a ¢i dokaze byt virtualita realna. P. Nawka poznamenal, Ze virtualita na rozdiel od tyzikalneho,
existujuceho predstavuje nieco mozné, potencidlne. Kym simulaciou chceme skutocnosti
vysvetlovat’, virtualitou dokdzeme skuto¢nosti nahradit’.’ Prive tito moznost’ nahridzat
skutocnosti vyuzitim virtuality fascinuje Pudi a vytvara priestor na modelovanie trojrozmerného
a viacrozmerného priestoru virtualnej reality. Slovnik medidlnej komunikacie virtualnu realitu
vykladd ako pocitacovi technolégiu simulujicu skutocnost” poskytujicu pomocou zmyslovych
podnetov a spitnej vizby presvedc¢ivu iliziu o vnoreni uzivatela do umelého sveta.® Virtualnu
realitu teda mozno pokladat’ za snahu o ¢o najvernejsie zobrazenie scén, modelov, priestorov, ¢i
uz vymysleného, alebo skutocného sveta v realnom ¢ase za pomoci vyuzitia techniky, postupov
z oblasti pocitacovej grafiky a $pecidlnych hardwarovych komponentov, ktoré umociuja dojem
realneho priestoru — sveta.

Vyvoj vedy a techniky v oblasti komunika¢nych a informacnych prostriedkov otvoril nové,
predtym neexistujice priestory. Tieto priestory spajaji pomerne vel'ké geografické vzdialenosti,
je mozné sa v nich pohybovat’ a vytvarat’ virtudlne komunity. Suc¢asna konzumnd populacia si
prisposobuje priestor i ¢as, dokonca objavuje a vysvetluje dolezitost’ spdjania hranic. V tomto
duchu nacrtol J. Pasiak zakladna schému priestorovych trendov, foriem a typov spolocnosti,
ktoré v priebehu historického vyvoja reagovali na vtedajsi technologicky boom.”

Podobné nazory vznikali uz z technologickych a najmi ekonomickych predpovedi
v ptiebehu 20. storocia u mnohych autorov (napr. D. Bell a H. Kahn),® ktoti zdoraznovali
evolu¢ny model postindustrialnej spolo¢nosti. I A. Toffler v roku 1968 predpovedal, Ze hlavnym
s 3nakom budicej kyberkultriry bude prica 7 domu, vykonavana pomocou pocitaca napojeného
na telekomunika¢nu siet’.” Spominané predpovede viedli od industridlneho a urbanizovaného
priestoru ku kyberpriestoru a virtualnym sietam. T4to transformadcia procesov predstavuje
globalny trend a je charakteristickd ako civiliza¢na zlozka globalizacie."

Kyberkultira v ramci globalizacie upevnila isté hranice a bariéry medzi jednotlivymi
spoloc¢enskymi vrstvami, ako napriklad:

Medzi Pud’mi, ktorf maja pristup k informaciam a F'ud’'mi bez pristupu.

Medzi 'ud’'mi, ktorf dokazu pracovat’ s novymi technolégiami a medzi P'ud’'mi, ktor{ nemaju

* ALIJEVA, Dilbar. Virtualizicia kazdodennosti. In: Siete, Kyberkultira, Kyberpriestor. Bratislava : FA STU, 2001,
s. 117-118.

> NAWKA, Paul. Virtuilna spolo¢nost’ 21. storoéia a dusevné zdravie. In: Psychiatria, roc. 9, 2002, €. 2, s. 93.

6 Pozsi blizsie: REIFOVA, Trena et al. Slownik medidlneg komnnikadcie. Praha : Portal, 2004.

7 PASIAK, Jan. Priestor a ¢as v optike sociolégie. In: Socioligia, roc. 41, 2009, ¢. 4, s. 287-288.

8 Pozti blizsie: BELL, Daniel. The End of 1deology: On the Exhaustion of Political Ideas in the Fifties, with ,, The Resumption of
History in the New Century“. Harvard : Harvard University Press, 1960; KAHN, Herman. The Next 200 Years: A Scenario
Sor America and the World. New York : William Morrow & Co., 1976.

? Pozti blizsie: TOFFLER, Alvin. Future Shock. New York : Bantam Books, 1984.

" ALEXANDER, Jonathan. The Meaning of Social Life. A Cultural Sociology. New York/Oxford : Oxford University
Press, 2003, s. 179-192.
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potrebné znalosti na vyuzivanie technologif.!!

Tento trend sa uplatiiuje postupne aj v muzeach a galéridch prostrednictvom muzejnej
digitalizacie a prvkov virtualnej reality, najmd co sa tyka virtudlnych rekonstrukeif i pomocou
high technology.'”

K symbi6ze medzi high technology a kultirnymi institiciami sa vyjadril O. Sev¢ik nasledovne:
,»Sudobé high technology nevytvaraji instrumentalny, ale naopak umelecky prvok. Vytvaraju
tiez novy druh disponibility a alternativnosti pti skimani a prezentacii 'udskych dejin.“* Autor
chape virtualitu ako sposob privlastnenia a osvojenia si poznatkov o svete v encyklopedickej
sustave. Zasadne opacny postoj ma J. Alexander, ktory zdoraziwuje, ze ,,...fechnoldgie si podriadené
ekonomickym a politickym skutocnostiam, lim priamo vphjvaji na Indské vedomie z dlbodobého hladiska
a tjm nastdva splostenie Indského vedomia““."* Dokonca moze nastat’ ,,upadok socidlnych vzt'ahov
v lokalnych vizbach v rimei spolo¢nosti.?

Na priamu rolu globalizacie v priestoroch muzei upozornili vtedajsi riaditelia muizei ako
The British Museum a Musée du Louvre v rozhovore este v roku 2008. Obidvaja riaditelia
vnimali muzejnd globalizaciu ako novy fenomén v zavislosti od ndvstevnosti, prezentacii
multikultirnych vystavaych tém a interaktivnej komunikicie s percipientmi.'®

V ramci vnimania sociologického priestoru a ¢asu su prinosné aj virtualne hry. Prave
virtualne pocitacové hry odstartovali zaklady kyberkultary. Pocitacové hry prit'ahuji uzivatelov
takmer kazdej vekovej skupiny. Pocitacové hry sa uz objavuji aj v niektorych muzeach (ako
napr. The Video Game Museum, The Children’s Museum of Indianapolis, Museum Lates,
National Museum Scotland atd’.).

Z eurépskeho hladiska prelomovym prikladom bolo vytvorenie tzv. Pocitacového muzea
(Computerspiele Museum) v Betline.'"” V rimci vystavy majd petcipienti umoznené viaceré
alternativy skusania a hrania virtuilnych muzejnych hier priamo v ptiestoroch muzea.'
Zo Slovenskej republiky mézeme priklad spomenut’ Steel Park — kreativau fabriku v Kosiciach."
Park navstevnikom pontka aktivne hranie sa s viac ako 50 exponatmi demonstrujicimi pribeh
ocele z oblasti hutnictva, geologie, fyziky, chémie, bezpeénosti, strojarstva, magnetizmu, optiky,
recyklacie, biometriky a robotiky.

Z kontextualneho hl'adiska virtudlne hry v kultdrnych institaciach prezentuja historické (napr.
vojenské a hospodarske suvislosti), filozofické (napr. nové predstavy o zivote), psychologické

" STIFLINGER, Edgat. Kyberprostor jako novy ekonomicky a socialni prostor. In: ienna Streamer. [online.]. [cit.
2018. 05. 05.]. Dostupné na internete: <http://www.stavebni-forum.cz/cs/article/1536/kyberprostot-jako-novy-
-ekonomicky-a-socialni-prostor/>. Pozti aj: ROBINS, Kevin. Kyberprostor a svét, ve kterém zijeme. In: Revue pro
média, ro¢. 3, 2003, ¢. 5, s. 15-24.

2 PROSLER, Martin. Museums and Globalization. In: ROBERTSON, Roland — WHITE, Kathleen (ed.). Globali-
gation: critical concepts in sociology. London : Routledge, 2004, s. 192-202.

15 SEVCIK, Oldfich. Poznimka ke vztahu technologif a umeéni na pfelomu XX. a XXI. stoleti. In: KRAMSKY,
David et al. (ed.). Humanitni védy dnes a itra. Liberec : Nakladatelstvi Bor, 2007, s. 324.

" ALEXANDER, ref. 10, s. 89. Porovnaj: KING, Alexander — SCHNEIDER, Bertrand. Pron/ globalni revolnce. Bra-
tislava : Bradlo, 1991, s. 14.

5 GIDDENS, Anthony. Urikajici svét. Praha : Sociologické nakladatelstvi, 2000, s. 11.

1 COCK SOMMERS, Anna. Muzea a globalizace. Rozhovor s fediteli Britského muzea a Muzea Louvre. In: Muge-
um, to¢. 46,2008, ¢. 1, s. 4-15.

17 Pozti oficidlnu strinku muzea: [online.]. [cit. 2018. 04. 10.]. Dostupné na internete: <https://www.computerspie-
lemuseum.de/1289_Highlights_of_the_exhibition.htm>.

18 Pozri blizsie: ZUPCAN, Ladislav — ZUPCANOVA, Martina. Virtuilne produkty v mizen I: Vyugitie na priklade hradu
Slanec. Trnava : Univerzita sv. Cyrila a Metoda v Trnave, 2014, s. 149-150.

1% Steel Patk — kreativna fabrika. [online.]. [cit. 2018. 01. 12.]. Dostupné na internete: <http://www.steelpark.sk/>.
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(napt. vyvolavanie a vplyv emdcii) 1 technologické (napr. nové sposoby prevedenia architektiry,
chemickych vzorcov) konstrukcie.

Podla tvrdenia A. Ferka ,...politacové hry sa mogu stat’ hlavnjm médiom komunikdcie v budsicnosts,
dokonca vyucovanie predmetov, & ndavsteva misizea sa mono prebudnje na hranie bier* Obdobné tvrdenia
vychadzaju aj z ceského muzejného prostredia, kde bola snaha spojit’ pedagogické aktivity,
muzeum a pocitacové hry. Na prvé vysledky upozornila muzeologicka M. Buchtova, ktora
poznamenala alternativy i moznosti vyuzitia interaktivnej technolégie v prospech institucie, ako
aj skolského vyucovania.”

Jednou zo zakladnych poziadaviek uspesnej kultirnej institicie je existencia vo virtualnom
svete. Uspech je mozné docielit’ viacerymi krokmi, ale predovietkym istym vyvazenim
medzi ochranou zbierkovych artefaktov, ich spristupnenim verejnosti pomocou medialnej
komunikacie* a prostrednictvom technolégii.

Sucasni percipienti pri navsteve klasického, ale predovsetkym online muzea sa stavaju
svedkami prepojenia viacerych vystavnych planov, v ktorom uz figuruji i moderné prvky nového
tzv. vizualno-virtualiécného planu. Spominany plan sa zacal uplatnovat’ v muzeach na prelome
20. a 21. storocia. Suvisi s postupnym etablovanim myslienky ,,nzelen viastného pregitia hodndt, ktoré
mogno rezonuje v pamidtiach na dihsi éas,* >
ktoré doposial’ percipient zaznamenal okrajovo. Na tomto principe doslo k vytvoreniu nového
digitalneho vystavného jazyka. Schéma je v praxi zalozena na cielavedomom zasahu percipienta
v zmysle jeho prvotného zaujatia. Digitalny jazyk smeruje viacerymi kanalmi a postupne prenika
do vedomia, so snahou o maximaélne rozsirenie muzejnej virtualnej reality. Prislusnd sustava
vytvara psychologicko-dusevny proces na baze od zmyslového k mechanicko-analytickému
mysleniu s ciefom vytvorit’ konkrétne zavery a vysledky.

ale prave naopak vyskdsania niecoho nového, moderného,

Medzi zakladné kontary vizualno-virtualizaéného planu sa zarad'uje:

Priama transformacia digitalizovanych zbierkovych predmetov do vystavne saly. Pre navstevnika
to znamena presun zbietky z kognitivnej do emocnej roviny. Podla technickej drovne sa
inovativnou formou stile zbierky spristupfiuju v digitdlnej podobe. Tento priklad je aj
pri zbierkach, ktoré doteraz neboli spristupnené verejnosti. Percipienti vdaka virtualnej
realite dokazu preskimat’ zbierky z takmer kazdého uhlu. Zbierkové predmety prevedené
vo virtualnej podobe nevytvaraji samotny vystavny celok. Vo vicsine pripadov st zdigitalizované
predmety prezentované s autentickymi zbierkovymi artefaktmi. Ako vhodny priklad mozeme
zo slovenského prostredia uviest’ cast’ zbierok nasnimanych 3D optickym skenerom

2 FERKO, Andrej — Katarina DARILKOVA, Katarina — SIKUDOVA, Ela — KUBINI, Peter —- STANEK, Stanislav.
Virtudlny ¢as vo virtualnej realite. In: Banskobystrickd teatrologickd konferencia — Dnes a tu: prichddza jesert narodov? Banska
Bystrica : Akadémia ument, 2007, s. 79.

2 BUCHTOVA, Michaela. Interaktivn{ technologie pro muzea. In: Mugenm, ro¢. 49, 2011, ¢. 2, s. 3-6; BUCHTOVA,
Michaela. Muzeum jako herni platforma: moznosti pouziti mobilnich telefont pro informalni uceni v muzeich.
In: Mugeum, ro¢. 50, 2012, ¢. 2, s. 3-9. Na aktualne interaktivity v slovenskom muzejnictve upozornil V. Malast vo
svojom prispevku pod ndzvom Interaktivne mizeum: projekty a trendy. MALAST, Vladimir. Interaktivne mizeum:
projekty a trendy. In: Miigeum, ro¢. 51, 2005, ¢. 4, s. 49-54.

2 VIZAROVA, Katarina et al. Potreba zavedenia masovych technolégii pri odbornej ochrane zbierkovjch predme-
tov. In: Miizgenm, ro¢. 58, 2011, ¢. 2, s. 8-11.

2 Pozri blizgie: SULER, Petr. Jak mluvi expozice aneb Vizir efekt. In: Muzea a navstévnici, aneb Je vystava zdbava & otrava?
Hodonin : Masarykovo muzeum, 1997, s. 5.

# K tejto problematike sa v podobnom duchu vyjadril i J. Bene$. Hovortl, ze ,,#4, &tori cheii miized odmizenit’ (Zbavit
miizeiné saly mitvej prazdnoty) a ti, ktori chcd zmuzejnit’ prip. zmuzealizovat’ (zapojit’ do Zivej spolocnosti) sa snasia
0 to isté“. Pozri blizsie: BENES, Josef. Navstévnici muzea jako pfedmét muzejni péée o rozvoj clovéka. In: Muzea
a ndvstévnici, aneb Jsou ndavstévnici v muzeich vitani ¢i na obtiz? Hodonin : Masarykovo muzeum, 1996, s. 37-46.
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zo Slovenského banského miizea v Banskej Stiavnici.” Zo zahrani¢ného prostredia je to napriklad
stala expozicia z Narodného muzea Rima (Thermae Diocletiani) alebo z Archeologického
muzea v Neapole (Museo Archeologico Nazionale di Napoli).

Viytvorenie expozicii k historickym udalostiam, ktoré este neboli spracované a prezentované. Okrem
dejinnych suvislosti rezonuju aj prirodovedné témy. K docieleniu kroku st vyuzivané réznorodé
vizualne rekonstrukcie v podobe statickych modelov alebo filmovych simuldcif. Animacie mézu
byt’ prepojené aj s interakciou. Na tychto atributoch sa spristupniuju aktudlne vedecké poznatky,
pti ktorych dochadza aj k revitalizacii starsich tvrdeni. Prepracovanym prikladom tohto typu je
stala on-line vystava pod nazvom ,,Keys to Rome®“.” Na vystave spolupracovali viaceré muzea,
napriklad Museum dei Fori Imperiali z Rima, Allart Pierson Museum z Amsterdamu a d’alsie.
Vystava bola spristupnena verejnosti od septembra roku 2014.

Vytvorenim  rdgnorodych  technologickych konstrukcii v dvislosti od prevedenia segmentov miizejne
kyberkultriry. V tomto kroku je snaha detailnejSicho prepracovania vystavnych tém. Z toho
dévodu vznikli pokusy znovu obnovit’ staré expozicie. K docieleniu vystupného procesu je
vyuzivand archivna dokumenticia. Dobrym prikladom bola 3D vystava najvyznamnejsich
talianskych renesan¢nych malieb nachadzajucich sa v muzeu Louvre. Napriklad 3D Mona Lisa
pomocou hernej konzoly Nintendo ozila, klipkala mihalnicami, kyvala hlavou, méavala rukami,
ale 1 odpovedala navstevnikom na otazky v siedmich jazykoch. Tato vystava vznikla s pouzitim
konzoly Nintendo, pricom navstevnici nemuseli mat’ ani $pecidlne okuliare k vytvoreniu 3D
obrazu.

Vytvorenie virtudlnych vystav a interaktivnych zbierok, ktoré sa nenachadzaji priamo v muzeu.
V tejto stvislosti niektoré muizea vyuzivaju tzv. multimedialne XD digitdlne predmety i muzejné
hologramy (naptr. Dubai Museum and Al Fahidi Fort)*” na predvedenie historickych ptribehov.
Priblizne od roku 2013 evidujeme aj vystavy s vyuzitim nanotechnolégii (napr. Museum of
Science v Bostone)* alebo priamo robotov (napt. Robot Museum v Madride),” pti ktorych sa
aplikuju aktualne technologické poznatky.

Muzeum 21. storocia na rozdiel od predchadzajicej éry (20. storocie) musi svoje priestory
transformovat’, aby bolo schopné reagovat’ na spoloc¢ensku situaciu, akou je napriklad akcelerdcia
na dnesné pogiadavky prezentovat’ inovativne a s vyugitim aktudlnych technickych prostriedkor, apojenia 2D,
3D ale najma XD produktoy, participdcie ndavstevnika do vystavnej linnosti pomocon hologramov atd’. Doba
klasicky fungujicich muzei sa zrejme schyl'uje ku koncu. Z toho dévodu je potrebné osvojit’ si aj
novy termin, virtualne mizeum.”
zachytavajacich éru dnesnych muzei, a to napriklad pamit’ova institacia, interaktfvne vzdeldvacie

Pojem virtudlne mizeum odzrkadl'uje niekol'ko fenoménov,

» K video ukizkam pozti blizsie stranku: [online.]. [cit. 2018. 08. 04.]. Dostupné na internete: <https://www.face-
book.com/digitalizacnecentrum>.

% Uputavku vystavy je mozné pozriet’ aj na oficidlnej stranke: [online.]. [cit. 2018. 04. 04.]. Dostupné na internete:
<http://keys2rome.cu/>.

7 [online]. [cit. 2018. 04. 04.]. Dostupné na internete: <http://www.dubaiculture.gov.ae/en/Live-Our-Heritage/
Pages/Dubai-Museum-and-Al-Fahidi-Fort.aspx>.

* |online.]. [cit. 2018. 04. 04.]. Dostupné na internete: <http://www.mos.org/>.

% [online.]. [cit. 2018. 04. 04.]. Dostupné na internete: <http://www.therobotmuseum.eu/>.

% Pozti blizsie: WEIL, Stephen. Making Museums Matter. Smithsonian : Smithsonian Books, 2002, s. 116-128.
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centrum, digitalny archiv, digitilna kniznica, digitilne mizeum, web muizeum a d’alsie.”

Zmyslom muzei nie je len vystavna ¢innost’, ale aj utvaranie verejnej mienky minulosti.
Sucasné mized su vystavené kompromisu medzi autentickost'ou, teda vystavovanim
originalnych muzejnych zbierok a virtualnou okazalostou v boji o svoju existenciu. Tento stav
prioritne ovplyviuji webové stranky a stupen prezentacie zdigitalizovanych zbierok verejnosti
prostrednictvom internetu, ktory ma svojich priaznivcov i odporcov.

Vyrazny posun informaci a prierez navstevnosti zabezpecila aj pocitacova aplikicia
spolo¢nosti Google. Korporacia Google spustila projekt pod ndzvom ,,Google Art Project
s cielom zjednotit’ vybrané svetové muzea s umeleckou a grafickou tvorbou vo virtualnom
prostredi pomocou internetu. Revolu¢nou myslienkou bolo vytvorit® zoznam najlepsich
virtualnych muzei vo svete podla urcitych kritérii. Kritériami boli napriklad virtualne mizeum
s najlepsou vystavnou ¢innost’ou, najlepsim aplikovanim virtudlnych produktov, animac¢no-
virtudlne pribehy (scény), zaujem navstevnikov atd’. Zoznam muzei sa kazdorocne rozsiruje
a dokonca v projekte vznikaju nové aplikacie so zakladnym umyslom pritiahnut’ navstevnikov
do priestorov muzei.

V sacasnosti veduca pozicia v navStevnosti pomocou vyhPadivaca Google® podlPa
tyzdnového kliknutia patrf francuzskemu Louvru (Musée du Louvre). Mizeum ma momentalne
najdetailnejsie prepracované grafické stvarnenie a interaktivne rozhranie. Virtualna prehliadka
ponuka okrem interiéru aj niektoré samotné podlazia exteriéru muzea. Na d’al$ich poprednych
miestach v rebricku sa umiestnili mized, ako napriklad Smithsonian Institute: Museum, NASA

* Najcastejsie sa v kultirnom sektore pouzivaju oktem pomenovania vitrtualne mizeum aj obdobné nazvy, avsak je

nutné spresnit’ a definovat’ jednotlivé terminologické konstrukcie, ako napr. digitdlne miizeum, hypermiizeun, webmiize-
um, alebo on-line mizenm.

Digitdlne miizenm predstavuje kolekciu jednotlivych zdigitalizovanych zbierkovych predmetov muzea zverejnenych
na internete. V stiicasnej dobe sa do prislusnej kategdrie digitalneho mizea zarad’uju aj zdigitalizované predchadzaji-
ce vystavy, ktoré uz v mizeach prebehli. Takéto oznacenie sa vyskytuje najmé v anglosaskych muzeach.

Hypermiized vytvaraji zmes viacerjch multimedialnych aplikacii v podobe interaktivnych animacnych (vyuZitie grafic-
kého dizajnu) a zvukovych efektov, ktorymi sa nielen prezentuji muizejne zbierky, ale dokumentuju vlastné linearne
pribehy spristupnené na internete. Spominané mizeum vytvara neobmedzeny priestor technickej interakcie navstev-
nikov s vjraznym muzejnym marketingom.

Webmiizenm je oznacenie typické pre nemecké muzejnictvo. Prislusny typ sa nachadza vylu¢ne na internete, kde
fyzické mizeum manifestuje svoje zakladné informacie (napr. kontakty, textové a grafické zdroje k muzejnym arte-
faktom, v niektorych pripadoch i vlastnu reklamu a pod.). Tento typ muzea uz bezne aplikuji takmer véetky muizea
bez rozdielu typologie.

On-line miizgenm a web miizenm. Medzi tymito typmi nie je na prvy pohl'ad velky rozdiel. Obidva druhy dokumentuju

zakladné informacie o mizeu, jeho aktivitich, ponuikaju svoje priestory na rézne acely atd’. Diferenciou je, Ze on-
-line mizeum disponuje vlastnou verziou fyzickej podoby aj v off-line. Predstavuje formu, ked’ webova stranka
prijatd este v stave on-line na svoje d’alsie posobenie uz nepotrebuje internet z dévodu predchadzajiceho uloZenia
vo vybranom prehliada¢i. Tento systém pouZivania je v si¢asnosti zastarany. Ulohou on-line miizea je informovat’
zaujemcov len na urcitd dobu. Hlavnym ciefom je prilakat’ verejnost’ do realnych priestorov muzei, ¢ize na expozi-
ciu. Vzhl'adom na obrovsky rozsah internetového priestoru moze byt’ on-line vystava archivovand v elektronickej
podobe. On-line mizeum nemoze nahradit’ fyzické vzhliadnutie vzacneho artefaktu na vlastné o¢i. Pozri blizsie:
ZUPCAN, Ladislay — ZUPCANOVA, Martina. Miizgnd kyberknltira. Brno : Tribun, 2016, s. 43-46.

2 Pozti blizsie: KENNICOT'T, Paul. National Treasures: Google Art Project unlocks riches of wortld‘s galleries. In:
Washington Post. [online.]. 2011. [cit. 2018. 04. 01.]. Dostupné na internete: <http: // Www.washingtonpost.com/ wp-
dyn/content/article/2011/02/01/AR2011020106442.html>; ZUPCANOVA, Martina. Zmysel virtudlneho muzea:
prezentovat’ ¢i dokumentovat’. In: Mugeum a zména. 1ol. 4. Praha : Asociace muzef a galerif Ceské republiky, 2014,
s. 285.

3 DOMOTOR, Agi. Egérrel a mizeumban. In: Origo. [online.]. 2011. [cit. 2018. 01. 10.]. Dostupné na internete:
<http:/ /ittahelye.hu/read.php?c=a-vilag-15-legjobb-virtualis-muzeuma-es-kiallitasa>.
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Museum alebo Virtual Museum of Canada atd’.

Pomerne $pecifickym virtudlnym muazeum je NASA Museum vo Washingtone.” Muzeum ma
animacno-interaktfvnu stranku. Robot v dlohe sprievodcu sprevadza virtualneho navstevnika
dejinami amerického narodného vesmirneho programu. Virtuilne muzeum je doplnené aj
pévodnymi, autentickymi materidlmi z archivaych fondov, fotografiami a téznymi audio/
zvukovymi ukdzkami.

Muzeum s doteraz najvacsim poctom existujucich virtualnych vystav je Virtual Museum of
Canada.” Virtuilne muzeum funguje na bize zoskupenia fyzickych muzei z dzemia Kanady.
Doteraz bolo skonstruovanych 752 virtualnych vystav. Za najzaujimavejsie prezentacie v ramci
vystav su povazované karikatary v 2D a v 3D a profilové mesta. Jednotlivé mesta su spracované
vo virtualnej podobe. Je mozné sledovat’ ich historicko-architektonicky vyvoj ¢i sidobé miestne
zvuky z tovarni, $tvrti, automobilov atd. Je nutné podotknut’, ze posledné menované muzea sa
nachadzaju vylu¢ne na internete.

Medzi zakladné formy muzejnej kyberkultiry zaradujeme digitalizaciu, internetova
komunikdciu, kyberpriestor, virtudlnu realitu a on-line prezentaciu. Definovat’ pojem muzejna
kyberkultara je komplikované z viacerych dovodov, ako su napriklad neednotné terminologické
gdklady, absencia vypracovania metodologickyeh postupov pri analyize vplyvu digitalizdcie a virtnalizdcie
miizeinych  artefaktoy, rozdielne prevedenie virtndlnych rekonstrukcii na dklade technickej ndroinosti
a nedostatok finanine i marketingovej propagdcie.
kyberkultury digitalizacia muzejnych artefaktov a internetova prezentacia muzea, tzv. virtualne
prehliadky, ¢ize virtual tour.”

Digitalizicia je z casovej a z technickej strinky™ pomerne dlhodobou zilezitost’ou, ktora
si vyzaduje odborny personal a vytvorenie vhodnych informacnych softvérov pre potreby
prezenticie.”” Medzi jednotlivymi muzeami je stav a proces digitalizicie zbierok diametralne
odlisny.*” Aj slovenské muzejnictvo si zakladd na digitalizacii zbierok*' a kultirnych pamiatok

Z muzejnej praxe su najviac vyuzivanymi prvkami

¥ Pozti oficidlnu internetovi stranku muzea: [online.]. [cit. 2018. 01. 10.]. Dostupné na internete: <http://www.nasa.
gov/externalflash/50th/main.html>.

¥ Pozti oficidlnu stranku internetového muzea: [online.]. 2011. [cit. 2018. 01. 10.]. Dostupné na internete: <http://
www.virtualmuseum.ca/home/>.

30 ZUPCANOVA, Martina — ZUPCAN, Ladislav. Kyberpriestor ako moderna forma komunikacie. In: Medidlna seba
prezenticia a budovanie individudlnebo imidgu mizea v 21. storodi. Banska Bystrica : Zviz muzel na Slovensku/Slovenské
narodné muzeum, 2014, s. 43-46. Pozri bliZsie aj: STRANSKY, Zbynéek. Muzea v kontextu kyberkultury. In: Migeum,
roc. 54,2008, ¢. 1,s. 6- 7.

7 Pozti blizsie: PARRY, Ross. Recoding the Musenn: Digital Heritage and the Technologies of Change (Museum Meanings). New
York : Routledge, 2007, s. 82-90.

% Pod technickou strinkou rozumieme vhodné pouZitie skenerov, proces nasnimania, vytvotrenia digitalneho obsa-
hu, generovanie metadat, uchovavanie a spristupnenie digitilneho obsahu v uloZisku atd’.

% Pozri blizsie: LU, Dongming — PAN, Yunhe. Digital Preservation for Heritages: Technologies and Applications. Lon-
don : Springer, 2010, s. 9-67; SARRAF, Steven. Documentary Storytelling Using Immersive and Interactive Media.
In: DIN, Herminia — WU, Steven (ed.). Digital Heritage and Culture: Strategy and Implementation. Singapure : Stallion
Press, 2014, s. 67-79.

* Dovodom rozdielnosti st predovietkym ekonomické batiéry a technické vybavenie muzel. V mensej miete aj pris-
tup pracovnikov muzef hlavne starsej generacie muzejnikov, ktorf muzejnu digitalizaciu vnimaji okrajovo. Porovnaj:
MII<E§OVA, Veronika. Standardy v prezentaci digitalizovanych sbirek. In: Mugeum, ro¢. 50, 2012, ¢. 2, s. 59-63;
PODUgELOVA, Gabriela et al. Digitalizacia v muzeach a Digitilne muzeum. In: Mrigenm, ro¢. 58, 2012, ¢. 2, s. 1.
“ Porovnaj: DEMETEROVA, Andrea. Projekt digitalizacie mizejnych zbierok v SNM — Muzeu Zidovskej kultiry.
In: SULLOVA, Zuzana (zost.): Digitalizicia miizegnych bierok. Banska Stiavnica : Slovenské technické mizeum, 2009,
s. 81-84;]URKOVIC,Jén. Metodika digitalizacie muzejnych zbierok. In: Tamse, s. 78-80; BAHURINSKA, Jana. et
al. Digitalizacia zbierok a fondov v prostredi galérif: strucna chronolégia vivoja (1995 — 2010). In: Tamze, s. 17-25.
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fortifika¢ného dedicstva. Digitaliza¢na tradicia v nasom prostredi siaha priblizne do roku
1994/1995.

Muzejna virtualna kyberkultdra najviac kore$ponduje s informacno-epistemologickym
konceptom. Tento koncept z muzeologického hl'adiska zodpoveda aplikovaniu Sirokej Skaly
technickych pomocok (od tabletov az po 5D kino), ktoré st v spolo¢nosti beznym javom (ide
o virtualne rekonstrukcie, 3D az XD filmové animacie, atd’.) a vytvaraja ,,muzejnd tému®, s
tiez predmetom zvyseného zaujmu navstevnikov.

V ramci muzejnej kyberkultiry bolo nutné vytvorit’ zoznam najdolezitejsich technickych
pojmov a definicil v spojitosti s muzeami, ktoré sa nachadzaji v kybersvete. Bola vytvorena
medzinarodna norma ISO21127 pre riadené vymeny informacii kultirneho dedicstva
nachadzajuce sa v kyberpriestore na internete. Momentalne obsahuje 225 definicif muizejnickych
pojmov tykajuicich sa aj virtualneho muizea.*

Jadro muzejnej kyberkultary

Korent muzejnej kyberkultury je vytvoreny na Styroch pilieroch (prvé dva piliere tvoria
spolo¢ny modelovy zaklad informacnej spolocnosti M. McLuhana, i ked’ s mensimi obmenami),
vV tzvi:

1. V globalnej dedine

Ide o aplikovanie technickych nastrojov, najmi elektronickych médif (napr. televizor, internet,
socialne siete a iné) do muzef a galérif s myslienkou modernizacie tradi¢ného obsahu kultirnych
institaci. Sucasné muizea (netyka sa to sukromnych muzei a zberatelov umeleckych cennost)
musia zapasit’ s nakupno-obchodnymi centrami, kde sd realizované pomerne komeréné, no
zaujimavé a lakavé vystavy.

Primarnou dlohou je upriamit’ pozornost’ na zmysel a doélezitost’ postavenia kultirnej
institdcie — muazea v spolo¢nosti. Okrem toho je nutné spropagovat’ svoje aktivity nendsilnou
internetovou (vyuzivanie socialnych sieti, spolo¢nych zvazovaasociacii), televiznouarozhlasovou
(kratke reklamné spoty) i printovou (letakova forma) reklamnou ¢innost’ou. V tejto stvislosti sa
muzed uz nemaju orientovat’ len na vzdelavanie svojich navitevnikov (edukacna ¢innost’, mizea
skolou a hrou), maji pondknut’ hlavne relax (nakolko komunita je pod neustilym stresom),
zabavu interaktivnou formou. S tymito poziadavkami sivisi funkcia muzejného manazéra
(v madarskom prostred! prevlada oznacenie muzejny mediator), ktory vytvara portfélio
alternativ vystav podla masmedialneho obrazu, ktory ma zaujat’ potencialnych navstevnikow.
Osobitnu pozornost’ v tejto kategdrii ma vzajomna kyberpriestorova spolupraca svetovych
muzel pri vytvarani a navrhovani pilotnych projektov (kratke vizualno-virtuilne animadcie,
anaglifické dokumenty a iné), ktoré su ponukané na webovych strankach a na internetovych
prehliadacoch.

2. V informacnej dial'nici, resp. vo vizualnej komunikacii

V muzeich predstavuje bezhrani¢né komunikacné prepojenie (mozné aplikovanie
internetového féra, komunikacia — konzultacia s jednotlivymi pracovnfkmi muzea) s umyslom
zvysit’ informovanost’ o muzeu a jeho aktivitach, produktoch, ako aj o samotnych zbierkach.
Komunikacia moze prebichat” formou elektronickej posty: e-mailom, av$ak osobnejsia

2 CROFTS, Noah et al. Definition of the CIDOC Conceptual Reference Model. [online.]. 2005. [cit. 2018. 01. 11.]. Dostup-
né na internete: <http://www.cidoc-crm.org/docs/cidoc_crm_version_4.2.pdf>.
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a dokladnejsia je pouzitim videohovoru. Tento typ informacnej komunikdcie spristupfiuji
verejnosti len niektoré vicsie eurdpske a americké muzea, nakolko je nutny vyssi finanény
kapital na pracovnikov muzea, ktoti disponuju potrebnou digitilnou gramotnost’ i znalost'ou
minimalne jedného svetového jazyka.

Okrem vizudlnej komunikacie mizeum spristupniuje i svoje produkty (internetovy obchod)
alebo sluzby (za pomoci réznorodych vizualnych animacii ¢i kratkych reklamnych spotov).
Ciefom je participacia zdrojov pre kazdého jednotlivca na svete. Marginalnu pozornost’ je
nutné venovat’ i komunikdcii prostrednictvom muzejného umenia v kyberpriestore. Takjto
typ umenia je napriklad muizejny mail-art a muzejny net art. Muzejny mail-art je umelecky
sloh zaloZeny na symbidze elektronickej posty, vizualneho umenia a komunikécie s cielom
neobmedzenej vymeny myslienok, nazorov a obrazcov, ktorf akceptuji spolo¢ni komunikaciu.
V tomto procese je mozné sledovat’ a znovuobjavit’ vznik diela (artefaktu) bez obmedzenia.
Muzejny net art sa odliSuje od muzejného mail-artu neurcenost’ou spravy prijimatelov,
internetovych petcipientov. Komunikacia je neobmedzena, volne pristupnd, ¢o umozfiuje ista
anonymitu. Pozitivnou strankou vSak nad'alej zostava vizualna propagicia a vznik virtualnych
obrazov pre d'alsie alternativne aplikovanie verejnosti pri klasickej navsteve muzea.

3.V PIP muzejnej prezentacii, ¢ize obraze v obraze, alebo obraz v kocke
PIP prezentacia sa zrodila pomocou dejovej linie a najdolezitejsieho elementu, t.j. virtualneho
zobrazenia, s ulohou pokryt’ viaceré prezenticie a vystavované muzejné témy paralelne
z r6znych pohladov. Vizualna muzejnd PIP tvorba moéze vychadzat’ z existujicich digitalnych
zbierok viacerych muzef ¢i konkrétnych zbierok v zavislosti od témy. Prototypom prislusnych
predstaveni si muzed, ktoré vyuzivaju osobitné delenia, tzv. virtualne muizea v samotnych
priestoroch (napr. Virtuale archeologico Museo v Neapole) pri interpretacii svojich zbierok
s vizualnou rekonstrukénou dobovou architektarou.
Ide o najnovsi fenomén v troch paralelnych formach:
* v zmysle prekrytia stilej expozicie primarnych zbierkovych predmetov jedného muzea
s internetovou expoziciou dalSiecho muzea,
* prekrytie skonstruovanych virtualnych zbierok z viacerych expozicii ¢i muzel pre
potreby vizualnej interpretacie,
* v podobe stalej expozicie zbierkovych autentickych predmetov, ktoré su dotvorené
ukradnutymi, znicenymi ¢i stratenymi zbierkami pomocou virtualnych rekonstrukeii.

4. Vo virtualno-muzejnej architektare
Samotna aplikacia je v kombindcii klasického architektonického priestoru s vyuzitim 3D
technolégii, t. j. interiér zabezpecuje klasicka budova s fasadou a exteriér vyuziva prvky 3D

a 5D technolégii, ako aj digitdlnu 3D tlaciaren. Prinosom virtualneho priestoru je najma
nelimitovand prezentacia zbierkovych predmetov ,,z ktorékol'vek miesta na svete®.

Virtualna architektara (rekonstrukcia) ako zakladny model edukacie

Zakladné prepojenie virtualneho sveta s ochranou kultirneho dedi¢stva je mozné deklarovat’
vo viacerych rovinach, kde spolo¢nym bodom je najmid modernd edukacia a aplikovanie
virtudlnych rekonstrukcif. Virtualne podobizne slizia predovsetkym ako prvotny impulz
moznej ochrany v online podobe a v neskorsej faze k vytvoreniu pamiatkovych z6n podla
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eurépskych legislativnych Standardov. Spominané rekonstruk¢né modely reflektuju myslienky
obnovy vybranych pamiatok do ich idealnych podobizni.

Virtudlna rekonstrukcia je sice teoretickd koncepcia vychadzajuca z archeologie, historie,
stavitel'stva, matematiky a geometrie i z inych odborov, avsak vytvara Styri na seba nadvizujtce
zavery:

1. Priestorovy model, resp. virtualna rekonstrukcia nevysvetluje zivot v urcitom obdobf,
ale ponuka hyperrealisticky popis, nerozliSujici medzi ozajstnym, ale vytvarajici ilaziu
z faktov a hypotéz.

2. Virtualna rekonstrukcia umoznuje navigaciu v ¢ase a priestore, ktora je podporena technickou
uroviiou sucasnej spolo¢nosti. Hoci virtudlna realita ponika jednosmerny prenos informacii
disponuje velkym potencialom.

3. Vyuzitie virtudlnej rekonstrukcie je v muizejnom prostredi zatial voimané v zmysle vystav,
ktoré su casto chapané kriticky, pretoze vychddzaji z tendenénych méd a hospodarskych
zaujmov technologickych spolo¢nosti, presadzujicich opisné a umelecké pojatie humanitnych
odborov.*

4. Aplikovanie vizudlno-virtudlnych podobizni v pedagogickom spektre je chapané
vo forme animdcii ¢i virtualnych rekonstrukcii, ktoré maju slazit” ako idealne podoby dobove;j
architektoniky a vybranej architektury.

Prikladnou vystavou aplikovania virtudlneho sveta bola expozicia Virtual historic museum
of the city of Bologna, v ktorej muzeum predviedlo ciasto¢ni myslienku M. McLuhana
charakterizujiceho cast’ virtuality ako navrat Pudstva do histérie. Tato vystava virtuilne
zrekonstruovala mesto Bologna v jednotlivych historickych dobach. Navstevnik pomocou
pristroja ,,timebar* cestoval, prechadzal casom, teda islo o navrat do minulosti, do jednotlivych
historickych dob, v ktorych boli viditelné architektonické a urbanistické stopy mesta. Stopy boli
zaznamenané na zaklade historickych prametiov, odvodzujtcich realny stav mesta v jednotlivych
epochach. Navstevnik prechadzal po jednotlivich scenéridch do tzv. medziobdobi mesta
Bologna.*

Zakladny prinos prepojenia ochrany kultirneho dedi¢stva s prvkami kyberkultiry
je predovsetkym v prezentacii, ako aj detailnej interpretacii dejin z viacerych pohladov
v muzejnom prostredi. Okrem toho virtualne rekonstrukcie svojim vizuilom a odbornou
povahou prispievaji k obnove, resp. restaurovani pamiatok.

Prikladova modelova expozicia ma niekol’ko hlavnych vyhod:
* virtudlne objekty sa mézu skimat’ na rozdiel od uz dnes neexistujucich predmetov,
*  vytvorené zbierky sa mozu dotvarat’ a aktualizovat’ o nové poznatky a pohl'ady,
* realne, ale zaroven i virtualne objekty a dnesny stav pamiatok sa moze rozsirit’ pomocou
virtudlnych animdcii,

# PUJOL, Laia. Archaeology, museums and virtual reality. In: Digiz » HIM - 6. Barcelona : Universitat Oberta de
Catalunya, 2004, s. 4.

*# BONFIGLI, Elena et al. A WWW Virtual Museum for Improving the Knowledge of the History of a City. In:
British Archeological Reports: International Series 843. Oxford: Archaeopress, 2000, s. 143-147.
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percipient nielenze spolupracuje, ale nadvizuje priame kontakty aj s interaktivnymi
vednymi odbormi,

kazdy percipient si vytvara svoj vlastny ndzor na pamiatky, artefakty za pomoci
historickych prameriov,

percipienti na zaklade e-learningu v ramci kyberpriestoru ziskavaju virtudlne ponatie
na baze historickych fragmentov, pricom kazdy moze vytvorit’ svoj vlastny namet
a hlavne spracovava informacie rozdielne, ma moznost’ selektivity.

Priestorova zlozka histérie vybranej kultirnej pamiatky je prakticky zachovana pocas celej
expozicie. KPacovym faktorom je interakcia cez dynamicky kanal, ktorého sila ma u percipienta
vyvolat’ dojem, ze sa nachadza priamo na hrade. Systém je pestry a atraktivny pre oci divaka.

Kyberexpozicia musf byt’ otvorena a splniat’ nasledovné charakteristické ¢rty:

prepojenie v priestore mechanickou cestou aj na inych objektoch,

prepojenie s objektmi v kultirnom a historicko-chronologickom horizonte,

prepojenie objektov rovnakého typu v uhorskom prostreds,

sptistupnenie filmového, animovaného deja s udalost’ami odohravajucimi sa na vybranej
pamiatke kultdrneho dedic¢stva,

prepojenie dejovej linie s aktérmi vystavy,

prepojenie expozicie s uz existujucimi 2D, ptripadne 3D vystavami, modelmi, resp.
architektary.

Terénny vyskum a zavery

Kvoli absencii zakladnych formuldcii vyskumu kyberkultury v slovenskych muzeach
bolo nutné vytvorit’ zakladni metodolégiu. Ta je postavena na baze aplikovania digitalnych
produktov v technologickych, ale i prirodovednych a humanitnych odboroch. Vyskumné
vzorky boli vybrané podl'a nasledovnych zakladnych faktorov:

L]

Stala a stabilnd navstevnost’ vybranych institdcii.

Rozsah zdigitalizovanych zbierkovych predmetov a stupen prevedenia virtualnej reality.
Potrebna ekonomicka stabilita (napr. najvicsia Statna podpora) a spoluprica
so sukromnym sektorom, ktord dopomaha k vytvaraniu alternativnych vystav vo forme
virtualnej prezentacie.

Marketingova a reklamna propagacia.

Edukacia multimedialnou ¢innost’'ou a interaktivny vyskum zbierok pre praktické ucely.

Na zaklade uvedenych kritérif boli zdokumentované vybrané narodné muized a muzea
$pecifického charakteru (podla typoldgie: umelecké, historicko-vlastivedné a etnografické),
ktoré aktualne najviac aplikovali (2012 — 2015/2016) prvky kyberkultary.

Prioritou vyskumu bolo analyzovat’ pomocou komparicie, plosnej diagnostiky, psychologicke;j
a axiologickej met6dy tieto tskalia:

Virtudlne rozhranie webovej stranky muzel (napr. ziskanie jasnych informacii, stupen
on-line interakcie, atd’.).

Vplyv vizualneho dizajnu na navstevnika alebo jeho potreba samovzdelavania a oddychu.
Vyvolanie emotivneho zazitku z vybranej vystavy a prezentacie.

Empiricka skusenost’ pri ukazkach aplikovania virtuality (snaha porozumiet’ zbierkovym
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predmetom i dnesnym technol6giam).

*  Navodenie opitovného zaujmu k navsteve vybranych muzel.

Podobny vyskum muzejnej kyberkultiry v muizeich V4 este neprebehol. Vyskum mal
niekolko faz. Casovy interval obsahoval $tyri fazy:

1. Zaciatocna faza spocivala v rozbore prislusnych webovych stranok muzei. Sledovalo sa
najmi vizualne rozhranie, dizajn, jednoduchost’ pristupu, ovladanie, zisk udajov. Okrem toho
bolo potrebné skimat’ aj interaktivne prvky, digitalny archiv atd’.

2. Vyber primarnej virtualnej vystavy a priama navsteva muzel. Privybere vystavy rozhodovalo
prevedenie virtuality (napr. aké prvky muzed aplikovali pri prezentacii zbierkovych predmetov,
moznosti vyuzitia novych technolégii: tabletov, audioguide a iné). V ramci praktického vyskumu
bolo doélezité sledovat’ interakciu a zdigitalizovany rozsah zbierkovych predmetov. Sledovala sa
aj skuto¢nost’, ¢i muzea vystavuju len vlastné artefakty, alebo spolupracovali aj s inymi mizeami,
ptip. stkromnym sektorom. Tato faza bola ¢asovo narocna z dévodu geografickej lokalizacie
muzei a aplikovania virtualnych vystaw.

3. V tejto faze prebichali rozhovory s pracovanfkmi muzei vybranych oddeleni (napr.
marketingové, digitalizacné a iné).

4. Bola kone¢nou zlozkou vyskumu. Islo v flom o vyhodnocovaci proces prakticke;
1 teoretickej casti. V tejto sekcii doslo k zosumarizovaniu informacii a k naslednému
vyhodnocovaniu nadobudnutych poznatkov.

Nami postavené viskumné vzorky z vybranych muzeia ¢astf SNM odzrkadlili viaceré vysledky.
Ziskané poznatky vychadzaju uz z existujucich teoretickych zakladov, ale 1 z aplikovanych stucasti
muzejnej kyberkultiry na internete i v priestoroch muzei. Vysledky su doplnené aj dostupnymi
Statistickymi idajmi. Medzi hlavné zistenia z muzejnej praxe zarad'ujeme:

*  Vytvorenie, spustenie a optimalizacia oficidlnych webovych stranok muzel. Po
spusteni oficidlneho webu pri vic¢sine muzef krajin V4 bol zaznamenany mierny narast
navstevnosti. Vyjadrené v percentich iSlo o 2 — 3 % zvySenie.” Vysledok vychadza
z internetovych meracov (muizei V4 s vinimkou SNM) webovych kliknuti na stranku
pocas trojrocného obdobia. Vplyv oficidlneho webu a jeho ¢asti sposobil 1 opakované
fyzické navstevy muizea. Hodnota opakovanych navstev predstavuje 3 — 4 %.* I SNM
eviduje udaje odztkadlujuce narast o 1 — 1,5 % od spustenia oficidlnej stranky.*’
Vysledky odhal'uju i fakt, ze muzea, ktoré nie su na webe a nemaji tu spristupnené
informacie, eviduji medziro¢ny prepad navstevnosti odhadovany priblizne
na 20 %.* Tento stav sa zvySuje aj absenciou technologickych pomédcok (napt. tabletov
a kioskov). Okrem uvedeného minimalne uplatnenie virtualnej propagacie a reklamy
sposobuje stratu zaujmu percipientov. Podl'a nasich zisteni najbeznejsou virtudlnou

# Percentudlne hodnoty boli nadobudnuté z troch zdrojov, a to: Statistik jednotlivych ministerstiev kultdry, internych
zdrojov vybranych muzei z krajin V4 a z muzeologickych kabinetov. (Mad’.: Statistikai Ttkor: [online.]. [cit. 2018.
04. 04.]. Dostupné na internete: <https://www.ksh.hu/docs/hun/xftp/idoszaki/kozgyujt/kozgyujt13.pdf>.); Ces-
ké republika: Kultira Ceskej republiky v &slach. [online.]. [cit. 2018. 04. 04.]. Dostupné na internete: <http://www.
nipos-mk.cz/wp-content/uploads/2013/05/1_Kultura-v-%C4%8D%C3%ADslech_2015_web.pdf>.);  Polsko:
Statystyki na temat dzialalnosci muzeéw e Polsce. [online.]. [cit. 2018. 04. 04.]. Dostupné na internete: <http://
historiaimedia.org/2012/11/05/statystyki-na-temat-dzialalnosci-muzeow-w-polsce/>.); SR: Vyrocné spravy muizef
SR: Muzeologicky kabinet. [online.]. [cit. 2018. 04. 04.]. Dostupné na internete: <http://www.snm.sk/?vyrocne-
-spravy-muzei-sr>.).

* Tamze.

4T Tamze.

* Tamze.
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reklamou je vyuzivanie socidlnych sieti, ktoré je priblizne na urovni 7 — 9 %.* Oslovenie
potencialnych navstevnikov spociva aj v inych faktoroch, akymi si napriklad tematika
vystavy, pocetnost’ vystavnych, autentickych a digitalnych predmetov alebo moznosti
predvedenia muzejnej interakcie.

Zvy$ovanie poctu interaktivnych vystav s vyuzivanim vstupnych a vystupnych zariadeni
priblizne o 11 %.%° Okrem interaktivnych evidujeme aj virtudlne vystavy, ktorych narast
je 3 —5%." Tematicky st vystavy otrientované na zname historické udalosti a aj na dejiny
kazdodennosti. Zaujem o takéto typy vystav je predovsetkym u skupiny navstevnikov
vo veku 16 — 30 rokow: Pokles zaujmu je badatel'ny u starsej generacie pohybujici sa medzi
8 — 15 %,% vychadzajaci pravdepodobne z dovodu slabsicho osvojenia a podmanenia
si modernych technolégii. Podla webovych meracov zdigitalizované vystavy (ktoré
moézeme najst’ na internete) vyhl'adavaji predovsetkym studenti (38 %) ako pomocku
k stadiu. Zistenia odhalili fakt, ze absencia interaktivnych, pripadne virtudlnych vystav
zvy$uje nezaujem o priamu navstevu expozicie.

Rozsirovanie virtualnych rekonstrukcii na internete (60 %) a priamych expozicii (20
%).>% Rekonstrukceie sa tykaju najma artefaktov, ktoré sa nezachovali v celku, alebo boli
uplne znicené. Okrem tychto subjektov sem zarad'ujeme aj architektiru kultirneho
dedi¢stva. Vysledky odzrkadluji medzirocny narast navstevnikov o priblizne 15 az
18 %** pri vystavach s virtudlnymi rekonstrukciami, ktoré si priamo prezentované
v interiéri muzea (napt. Musée du Louvre). Pri tychto vystavach uz nie st zornym uhlom
klasické, filmové, prip. animaéné spracovanie, ale inovativne podanie s cielom vyvolania
dojmu prezitia historickych suvislost{ na zaklade simulacii (napr. zivot jedinca, vystavba
fortifikacii atd’.). Tieto postupy vznikaji pomocou technolégii, ktoré maji priamy
dopad na 'udské zmysly. Zarad'ujeme sem napriklad systémy Augmented reality, CAVE
systémy a hologramy.

Aplikacia produktov 3D tlaciarni do vystavnej cinnosti (cca 2 — 4 %).” Spominany
koncept je sucast’ou velkych vystav s cielom zvysit’ predaj suvenirov z e-shopov.
Zintenzivnenie spoluprace medzi muzeami, verejnostou a Statnym sektorom pri
tvorbe a realizovani expozicil virtualnej reality. Niektoré muzea krajin V4 spolupracuji
s univerzitnym prostredim i individualnymi jedincami pri zrealizovani virtualnej vystavy.
Spolupraca s univerzitami spociva v poskytovani odbornej praxe, realizacii navrhov
na vylepsenie webovych stranok, ako aj tvorby vystav s virtudlnym podténom. Priamo
zo slovenského prostredia ide napriklad o projekt, ktor§ pomocou poéitacovej animacie
zachytiva prezentaciu muzea na Cervenom Kameni.®

Na ziklade zisteni je nutné poznamenat’, ze samotné uplatnenie virtuality, kyberpriestoru
a robotiky sa zrejme postupne stane sucast’ou muzei. Podla vicsiny odbornych nazorov je

4 Tamze.

5 Tamze.

5! Tamze.

2 Tamze.

% Tamze.

> Tamze.

> Tamze.
% Vynimoéna projekcia na hrade Cerveny Kame. [online.]. [cit. 2018. 04. 04.]. Dostupné na internete: <http://

hradcerv

enykamen.sk/?p=569>.
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moderna technika vitanym pomocnikom vo vystavnej cinnosti, av$ak nesmie byt’ samouceln4.
Technika nesmie potlacit’ artefakty a stat’ sa hlavnym atribitom prezentacie zbierkovych
artefaktov.
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Musenm Collection Re-defined: A Case Study of TOGO Rural Art Museum, Taiwan

The value of collections to musennss is not merely in using them for display, research and promotion, but also in establishing
communication with public, as well as in the construction of meaning through collection and interpretation of collections.
Conventionally, museums consist of buildings, collections, experts, and public while others argue that
museum should be better defined by territory, heritage, memory, and population. Museum should not
limit itself inside the physical “building” of a museum but it should further expand to cover the whole
territory. The scope of collections is also extended to reach both tangible and intangible “heritage”
within this territory, including natural landscapes, geological features, historical sites, trade activities, etc.
The meaning of such heritage exists in the local residents’ lives and memorties and is shaped in a bottom-
up approach via collective participation by these residents.

Museum collections are subject to constant re-interpretation by ever-changing groups of museum
visitors and professionals, as well as by residents and staff members. The contexts in which collections
are presented and viewed can fluctuate with time and place. This paper will take the TOGO Rural Art
Museum in Taiwan as a case study to explore how museum collections can be re-defined and how
museum collections are to make connections with people.

Key words: museum collection, museum management, regional museum, TOGO Rural Art Museum

L The Significance of Museum Collection

Conventionally, museums are “collection-oriented.” The new museology is “humanistic-
centered,” which emphasizes more on people’s experiences and feelings'; In the New Museology
edited by British scholar Peter Vergo, he addresses the importance the relation among museums,
public audiences and societies. Museology scholar Rene Rivard points out that the conventional
museums are consisted of building, collections, experts, and public while eco-museums are
formed by territory, heritage, memory and population. Eco-museum no longer limits itself
inside the physical “building” of museum but further expands to cover the whole territory. The
scope of collection is also extended to reach both tangible and invisible “heritage” within this
territory, including natural landscape, geological features, historical sites and trade activities, ez
The meaning of those heritages exists in the local residents’ life and memories and is shaped in
a down-to-up approach via collective participation by these residents. In the way of “preserved
in sitw,)” it replaces the collection of conventional museums. The value of collection to museums

"Tainan Connty TOGO Rural Village Cuiture Empowerment Association, Facebook Fanpage. Available from: https://www.
facebook.com/%E5%9C%9F%E6%BA%9D-179826279340537 /
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is not merely display, research and promotion, but rather establishment of communication with
public as well as construction of meaning through collection and interpretation of collection.

IL. Unique Collection of the TOGO Rural Village Art Museum

Located at TOGO rural village in the Houbi District of Tainan City', TRVAM is officially
open on 2012-12-16 with a manifesto of “the village is a museum while the museum is inside
the village” and “this village is a canvas for art, farmers are artists, and products of the soils
are artworks” as its idea. Breaking away from the stereotype impression of fine art museum,
TRVAM adopts the whole rural village as a museum space. In addition to the public open hours
for indoor space as 9:00 AM — 5:00 PM daily, there are no other pre-regulated open hours or
closure dates and no permission fee either. Since open to public in 2012, TRVAM organizes
The Village Houses Contemporary Art Exhibition every year during off-season of farming: artists
come for creational projects upon invitation and thus have some artistic exchanges with local
residents. The core operational members of the museum consist of cadre members of TOGO
Rural Village Culture Empowerment Association®, art and design companies formed by
members of Tainan National University of the Arts (INNUA) team® upon their graduation®.
During the non-exhibition period, they host farmer experimental camps. This museum which
is developed spontaneously with community residents as base, gradually gains recognition from
local residents as well as gathers mutual understanding, and develops a unique collection by
stages with the characters as an eco-/local museum.

Art Project: The Buffalo

Buffalo is the logo of TRVAM and it comes from a series of reconstruction projects by
the empowerment association at early stage’. It could be regarded as the first tangible piece in
musenn collection. Once there were over 400 buffalos in this village and now there is only one
raised by old farmer Ching-shiu LAI®. Touched by the decline of village and buffalo as well,
the empowerment association uses buffalo that village residents are much familiar with as a
spiritual symbol and hence connects with residents. While reconstructing those messy spots
in each cluster, they decide the stone carving buffalo at Buffalo Park to be the representative
piece of public art at TOGO village. The relationship between stone carving artist Ja-fu HOU
and residents becomes one of the best examples in public art projects. After the TNNUA team

* Like other rural villages at Taiwan, Togo village also confronts issues such as population loss and declining of
houses and farms. Influenced by the concept of “community empowerment” by CCA in 1994, the young generation
at Togo Village thus formed TOGO Rural Village Culture Empowerment Association to help with reparation of
discarded farm houses and public spaces.

> The team refers to teachers and students from Theories & Practices of Building and Planning Department,
Graduate Institute of Architecture, TNNUA. They came to stay on site in 2004 to co-execute the reconstruction
project with the culture empower association.

* It refers to companies formed by students graduated from TNNUA in this team, including Graceful Farmer Art
Hub (Owner: Yu-liang CHEN), Graceful Farmer Art Factory (Owner: Ding-yao HUANG), Buffalo Design Hub
(Owner: Yao-tzung LU; CEO: Lung-ji CHANG), Graceful Farmer Fun Design (CEO: Wan-ru WEI) and Graceful
Farmer Music Factory (CEO: Ju-yang LIU). Graceful Farmer Art Hub.

> TOGO Rural Village Cultural Empowerment Association called villagers to clean up the camphor tree path, where
is the entrance gateway to TOGO village and initiated a preservation action to keep the old small train railway
outside the village, which were buried by dumped soil. Moreover, core members from the association also began to
clean up the discarded farming tools and fixed the oxcart long forgotten. TSENG, Hsu Jen. Public Art in Community,
Taipei: Council of Cultural Affair, Executive Yuan, 67, 2005, p. 69.

¢ Tainan County..., ref. 1.
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joint in 2004, they worked together with the empowerment association to “build the house”
for buffalo” and otganized events such as oxcart parade and buffalo birthday celebration. The
concept of buffalo as spititual symbol recalls memories of farming years among residents.

Essence of Art and Cultural Landscape of the Community

Landscape is a presentation of complicated interaction between mankind and the Nature
and possesses spiritual and connective value toward specific community. According to
European Landscape Convention (ELC), landscape is “one of the crucial components to
form our life quality” as well as “one of the important elements to contribute to personal and
social happiness”. As an open museum, the landscape aesthetics based on rural village and site-
specific installation art pieces certainly become important zuseum collection.

Upon joining the reconstruction projects, TNNUA team began to execute a seties of site-
specific art creation. At first the team had difficulty to communicate with village residents due
to the use of academic and professional terms. Once students learned to adjust themselves,
they got along well with local people in their own cultural language. Meanwhile, village residents
also realized the potential changes brought in by students’ young energy and creativities. With
participation from local villagers, carpenters and blacksmiths, residents thus better identify with
those pieces.

For instance, rose mallow as the main pattern of the Country Road project comes from
that it is planted by almost all households here as fence before the constructed walls are built.
Ding-yao HUANG, director of TRVAM said: “the making of Country Road recalls people’s
memorties of old good days via the symbol of rose mallow”®. Artists and residents collaborate
to create highly interactive and strong territorial public art pieces based on this village landscape
and rural life style’.

Martin Heidegger said in Art as the Happening of Truth: “Art is like a tree. Large flower and
rippled fruit present a beauty admired by the mortal world. But if back to the essence of object,
the root is the origin of such beauty. It requires constantly watering and fertilizing to be able
to expect the said blossoming beauty.”"". TRVAM emphasizes much on local landscape and
residential life and therefore establishes a profound foundation for rural village empowerment.

Villagers as Artists, Artists being Residents

Based on the idea of “this village is a canvas for art, farmers are artists, and products of
the soils are artworks,” those on-site artworks cannot be considered only as creation under
the defined category of fine arts but more likely a presentation of aesthetics possessing in
the existing rural life in the form of public art. The founding of “Homeland Painting Studio”

"'The book Build the House for Buffalo recotds the whole story of building new home for old buffalo in village. It won
the community action prize of Youth Participation to Public Domain by National Youth Commission, Executive
Yuan.

8 HUANG, Ding Yao. TOGO Rural Village Art Museum, Tainan : TOGO Rural Village Culture Empowerment
Association, 2012, pp. 10-11.

? For instance, Yu Liang CHEN, the graduate student at TNNUA team, created site-specific mosaic pieces such as
“Being TAO Yuanming for 10 Minutes” and “In a Living Room full of Happiness,” which provide comfortable
chatting places for the elders in the morning markets, could be regarded as an example of perfect combination of
local landscape and residents’ life style.

" LIN, Wen Jia — HUANG, Jun Hao — CHEN, Yu Liang. The Art Reforming Project at TOGO Cluster: A Case
Study of Zhuzaijiao. In: WU, Mali (ed.). Art & Public Sphere: Working in Community. Taipei : Yuan-Liou Publishing
Co. Ltd, 2007, p. 179.
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further leads local residents to art creation under artists’ guidance. Some regular members at
the studio including Yue-hsia CHEN-BAO (known as Grandma BAO locally), Chao, CHANG-
JEN (known as Grandma Dao-ah), Shiu-nui LU-HSU (known as Grandma squirrel) and Hsin-
jih HUANG (Grandma Hsin-jih), are seriously considered as the most representative figures by
museum operation team and put them as leading figures in the museum open event poster'’.

Artworks by professional artists also infuse with the villagers’ life style, which becomes an
attraction luring them settling in TOGO rural village as well. Ja-fu HOU who creates stone-
carving buffalo, decides to move into the village since he felt for the local folk custom and
friendship. His studio at TOGO now is one of the must-visit spots in the trip.

On the other hand, Graceful Farmer Studio formed by TNNUA team transformed into
several sub-divisions in 2009: Graceful Farmer Art Hub, Graceful Farmer Fun Design and
Graceful Farmer Music Studio. They want to recruit young talents and professions moving
in. With TRVAM as base, we wish to promote a neo-fashion movement consisting of rural
village, art, youth and labor, to co-execute the idea that transform farming fields as art space,
agricultural products as artworks, and farmer as artists of lifestyle.

The empowerment process of TOGO rural village “not only turns from subjectively
descriptive approach to an interactive one, but also an artistic social realization with rural village
as the site. Therefore, the meaning of participating to exhibitions is very different from the
stereotype in the past. In other words, it is an innovation initiated by rural art museum.”'* Based
on this case, we could see that art provides innovative force and energy for the rural village
seeking for transformation.

III.  Art Empowerment Builds up Local Museum

In 1994, Council of Cultural Affairs (CCA) proposed the concept of “community
empowerment” and suggested an integration of five community development aspects such
as people, culture, land, landscape and product”. CCA also planned five indicators of self-
evaluation and audience-evaluation based on the four major indexes of the “Local Cultural
Museum:” holistic functionality and operational management, community empowerment
and local feature development, versatile development and creativity inspiration, substantial
management, and visiting satisfaction. Under each evaluation category, there are questionnaire
available'. We could analyze TRVAM with five community development aspects under the
indicator of “community empowerment and local feature development.”

Collaborating with TNNUA team joint later, TOGO Cultural Empowerment Association
as a local organization intends to gain approval from villagers with the aspect of reforming

""HONG, Yi Chen. Village as Art Museum, Art Museum as Village: Narrative Analysis of TOGO Rural Village Art
Museum in Tainan. In: Journal of Taipei Fine Arts Musenm, vol. 26, 2012, p. 25 ISSN 1560-4713.

2 Ibid., p. 29.

13 “People” refers to the satisfaction to the community residents’ needs, management of human interrelationship
and generation of happiness in life; “culture” refers to the extension of collective history and culture in the
community, management of art and culture events and life-long continuous study; “land” refers to conservation of
geographical environment and feature promotion, as well as extension of localness; “product” refers to collective
operation of local industries and economic activities and development and marketing of real estate; “landscape”
refers to empowerment of public space in the community, substantial management of living environment,
creating unique landscapes, and residents” self-development, e#. Available from: http://zh.wikipedia.org/
wiki/%E7%A4%BEY%ES5%8D%80%E7%B8%BD%E9%AB%94%E7%87%9F%E9%80%A0 [viewed: 2014-08-
31]

" CHEN, Kuo Ning. The Local Cuitural Musenm Evalnation Mannal, Taipei : Council of Cultural Affair, 9, 2010, p. 16.
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TOGO rural village. Ding-yao HUANG, director of TRVAM said in an interview, “artworks
before the museum opens are based on daily life”"”. Moreovet, Chia-hui CHANG, the former
village head of TOGO village, said that the meaning of community empowerment should be
aim for happiness and identification and provide villagers peaceful living and pleasant career'S.
“CHANG’s comments indicate that the association emphasizes more on invisible software
than tangible hardware and equipment. During the community empowerment process, life-
oriented value and aesthetics as well as space empowerment are meant to increase villagers’
collective understandings™"’. In addition, residents use public space in the village to conduct
their exchanges in daily life or participate to artists’ creational projects, ze. Homeland Painting
Studio, TOGO Rural Culture School, and Grandma Squirrel’s Courtyard Garden. “We don’t
need many artists. One or two who could share common faith with us is enough. The mutual
study and growth during the process are incredible experiences. Such experience asset or
knowledge economics is public goods TOGO village is proud of.”’'®

As to cultural development, TRVAM invites artists to create on-site artworks relating to local
characters in annual The Village House Contemporary Art Exhibition. Visitors are guided to observe
rural village from different viewpoint. They could further find out the possibility of rural village
reforming and inspire villages for further discussion on the value transformation of traditional
rural village. “Culture empowerment associations of grassroots nature independently seek for
homeland identification; TNNUA team brings in young and artistic energy. Therefore, the long
silent TOGO village thus receives new life context and also possesses new stories to tell”"’
points out that the traditional culture of TOGO village could be preserved by this way and the
involvement of young generation contributes to management of art and culture activities and
further culture heritage.

The empowerment association reconstructs many discarded spaces and executed a series
of environmental reforming projects with old buffalo of village as symbol. Later on, TNNUA
joint those projects and collaborated with residents to turn public space into public artworks
infusing with local landscapes. “The Fluid of Visions — The Dream-come-true for Community
Project” went further through a process that all community members and external experts work
together to clean up the middle-scale drains and rejuvenate the long-called “stinky ditches”.
“Environment is one of the most important assets TRVAM has. All those assets come from
everyone who lives in this museum.””” TRVAM heavily addresses an connection with daily life
so residents could identify with the land they live on and further are willing to participate to
events organized by TRVAM.

Integrating local environmental resources and promoting reformation of cultural landscape
make TOGO village a unique case. The reforming through art creation at TOGO village does
not depend on artists’ solid effort, but that TNNUA team and on-site artists gain villagers’

B HUANG, ref. 8.

!¢ Interview record with Chia-hui CHANG, former village head of TOGO village. In: HONG, Yi Chen. Village as
Art Museum, Art Museum as Village: Narrative Analysis of TOGO Rural Village Art Museum in Tainan. In: Journal
of Taipei Fine Arts Museum, vol. 26, 2012. ISSN 1560-4713.

""HONG, ref. 11, p. 11.

8 LU, Yao Tzung. The History of Art at TOGO Village — The Six-year Process of Art Reforming, 2008 [viewed: 2014-08-
10]. Available from: http://www.ncafroc.otg.tw/abc/community-content.asp?Ser_no=191

¥ HONG, ref. 11, p. 20..

2 HUANG, ref. 8.
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assurance and collaborate for projects.”’ “When self-development of a public space is a
creation, the focus should be the effect that collective action expetiences bring onto community
identification. A symbol is choosing to initiate a collective identification to the community.
Once the space is developed, the usage further transforms social relationship and increase
identification.”” Through empowering space with art, private space is able to be turned into
public one, a place for discussion and meetings regarding community affairs where residents’
living area is thus expanded to encounter with outdoor. The goal is to help residents change
their views and attitude toward their homeland.”

Regarding the aspect of local industries, TOGO village dose not choose a commercial
approach to please and to attract tourists. Instead, they put more emphasis on the localness of
TOGO village. As open space, TRVAM requires no entrance permission. During #he 177/lage
House Contemporary Art Exchibition, tickets for annual exhibitions would be for sale and visitors
could receive a TOGO map and a pack of rice grew here. Some local companies such as
Graceful Farmer Fun Design operates website community to help promoting local agricultural
products®, aside generating higher exposure for art from the community. Recently, the museum
has faced shortage of budget due to lacking income channels. As a result, the museum changes
police in 2014 to integrate “On-site Art Planting Project” with local companies®, by requiring
those companies self-funding as well as charging exhibition fee, in hoping to operate without
relying on governmental funding and resources.

IV. Conclusion
Common Issues of Rural Villages at Taiwan

In 1953, Taiwan government-initiated agriculture automation. Consequently, human resource
in rural villages largely moved out and it resulted into population imbalance between urban and
rural area. Due to population loss, many houses even public utilities were discarded. It also
causes a young population gap and discourages the substantial development of agriculture®.
However, nowadays agricultural reformation at Taiwan seems not to have apparent emphasis
and improvement on regional farming, rural villages and farmers. The food self-sufficiency
ratio of 32.66% could be one of the lowest around the world”. We need to reflect again on the
meaning of “agriculture is the backbone of our country.”

The TOGO Rural Village Culture Empowerment Association, formed by local young
population, saw the crisis of decline in rural village and was inspired to call villagers to

! For example, in the “Build the House for Buffalo,” Uncle Ching-pi, buffalo ownet’s younger brother and a
professional house builder, instructed students to process traditional hammed earth method personally. The famous
landmark art piece “Being TAO Yuanming for Ten Minutes” are co-created by Yu-liang CHEN from TNNUA team
and Uncle Ching-pi. Reference resource: 7bid, p. 15.

*2'TSENG, Hsu Jen. Public Art in Community. Taipei : Council of Cultural Affair, Executive Yuan, 2005, p. 83.

» LIN — HUANG — CHEN,, ref. 10, pp. 197-199.

*'The Graceful Farmet’s Product Shop at Graceful Farmer Art Cluster provides online service to order agticultural
products at TOGO village. However, they make self-fundraising with products in limited quantities and the effect
is limited accordingly.

» The local company team refers to Graceful Farmer Art Hub, Graceful Farmer Music Factory, Graceful Farmer
Fun Design, and Buffalo Design Hub which are owned and run by the youth, Buffalo Architect & Association run
by middle-age professionals, and TOGO Rural Village Culture Empowerment Association as regional organization.
% 'TSENG, Hsu-Jen. The Methods of Rural Village Rebirth. In: ACT Art Viewpoint, Wintet, iss. 45, 2011, pp. 34-35.
7 Based on the agricultural index from Council of Agriculture, Executive Yuan, the food self-sufficient ratio in
2012 is 32.67% by calotie, 67.90% by price. [viewed: 2014-10-28]. Available from: http://agtstat.coa.gov.tw/sdweb/
public/indicator/Indicator.aspx
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reconstruct their environment. TNNUA team then presented the vitality of rural village in the
form of empowerment with art. They believe “discussing how to turn hardworking farmers
into graceful farmers based on their life.””® The buffalo which is closely associated with rural
village life style as a symbol recalls residents’ collective memories. Villagers gradually build up
faith and assurance to artist teams settled into TOGO village through their participating to the
community empowerment process. With villagers’ support and assistance, TRVAM and the
empowerment association are able to organize and promote events successfully. In addition,
young residents and local companies owned or run by the youth voice to public audiences via
website platform and manage blog and social networking sites to advocate the idea of “graceful
farmer” proposed by TRVAM. They also host events such as farmers’ experiment camp and
rural village rock music festival to appeal more young people. Those innovative and fresh event
topics and friendly marketing strategies attract visitors and successfully reach the promotion
goal.

The Over-emphasis on Revenue from Governmental Polices and Incentives

During the decade of preparing and developing TRVAM, the empowerment association
and TNNUA team start over a series of art-relating events which tie to residents’ daily life.
Nevertheless, they constantly have difficulties to communicate with public sectors during
organizing and executing those events™. It suggests that the key to the success of public art
might rely on respect and understanding on the public art fabrication and installation regulation
from public sectors.

The example that public sectors question about the value and effect of art empowerment
at TOGO village indicates a huge gap of awareness between public sectors and those
organizations run community empowerment projects. Some public sectors even focus solely on
industrial operation and tourism income and do not care much about the in-depth effect on the
spititual benefits for local residents. The operation team of rural art museum has to fundraise
by themselves in order for substantial management. Sometimes those organizations choose
not to apply for governmental incentive programs because they feel the current evaluation and
process of incentive system are not updated. How to fulfill cultural policies including equal
rights on culture, community empowerment, and village culture development projects to a
highly friendly and convenient level would be main issue for effect review.

Discussing Innovative New Value from a Viewpoint of Cultural Value

TRVAM invites local residents and young professionals to co-work art empowerment
that is innovative and stays true to the roots. This makes TOGO village a unique case in the
trend of community development movement at Taiwan. The TOGO Rural Village Culture
Empowerment Association and TNNUA team believe to change the gradually waning rural
village through the force of community and adopt an artistic approach to integrate different

* HUANG, ref. 8.

¥ Some issues during organizing and executing events are as follows: in the fourth reformation of Buffalo Park in
2004, the officer from Tainan County government questioned the artistic value of birdhouse made by old man in
the village and further commented that it would be very difficult to get funds from public sectors; in “Living Room
Reforming Project” in 2000, the executive organization assigned by county government didn’t have consultant or
advisory instructor from art reformation related background. In the presentation by the end of project, they ask
mostly about development of industries and tourism and didn’t mention about having art into community.
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aspects of rural village life style as a whole™. It is truly a great benchmark to get close to life, to
fulfill artistic concepts and actions into daily life through surroundings.
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History of Museums as a Specific Historiographical Field

This study looks at the history of museums as a specific historiographical field. It first gives an overview
of the various types of publication outputs one can find in this field. These include collection guides,
magazine and proceedings studies, and monographs. Studies and proceedings in particular are shown
to be practical solutions to the very complex mapping of museum history. Monographs can be of
various types — publications about museum buildings are often highly visually impressive, while another
type of monographs looks at museum collections, and yet another can be considered the pinnacle of
museum historiography, as such monographs provide a comprehensive understanding of museums as
organisational and administrative units. Papers already published are an important source for a study of
museums, while in contrast there are relatively few texts based on primary archived sources. A detailed
investigation of previous publications demonstrates that museum history is focused on and researched
always upon the occasion of major jubilees of these institutions, and that this is practically solely the
domain of museum employees.

Key words: National Museum, History of Scientific Institutions, History of Memory Institutions

Rok 2018 piinesl oslavy dvoustého vyroc¢i zalozeni Narodniho muzea (NM) v Praze
a znovuotevieni jeho historické budovy na prazském Vaclavském namésti po nékolikaleté
dukladné rekonstrukci. Obé tyto udalosti byly mocnym impulsem k obnoveni zijmu o téma
d¢jin této nejvyznamnéjsi muzejni instituce v Ceskych zemich a zaroven také k bilancovani
toho, co bylo na poli vyzkumu institucionalnich déjin NM vykonano. Spolu se sumarizaci
dosavadniho badani, at’ jiz za ucelem rozsifeni obzoru Siroké vefejnosti pfi akcich spojenych
s oslavami 200 let NM ¢i v ramci (znovu)promysleni a kritického védeckého vyhodnocovani
urcitych etap muzejnich déjin se opakované objevovala idea na zpracovani komplexnich
syntetickych muzejnich d¢jin, které jsou dosud — pominme zda oprivnéné — povazovany
za vrchol historiografického vyzkumu déjin vlastné jakékoliv instituce €i organizace. Zde je
vsak nepochybné, Ze pro dosazeni tohoto dlouhodobého cile v piipadé NM jesté nenazral cas
a to zejména s ohledem na obrovské mnozstvi nezpracovaného pramenného materialu, bez
jehoz vytézeni nelze konstatovat nez to, ze o déjinich NM toho stale moc nevime ani v roviné
cisté faktografické. A co je zvlasté zarazejici, nékdy se ani specialisté pfili§ neorientuji v tom,
co bylo k historii NM jiz ,,vybadano® a jakym zptisobem a v jakych kontextech byly pfislusné
informace prezentovany.

Plany na sepsanf déjin Narodniho muzea, jejich vystupy zde hodnotime, doprovazely vlastné
cely vyvoj muzea a to jiz od doby sahajici cca 50 let po jeho zalozeni. Vétsinou se je vsak podatilo
realizovat pouze ve velmi omezené mife. Pfed tkolem vyrovnat se se svymi déjinami vSak stala

! Text vznikl v rimci projektu GA CR ,,Narodni muzeum v éfe Ceskoslovenska® (16-02022S).
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v minulych letech i celd fada dalsich vyznamnych muzejnich instituci, nasich” i zahraniénich,
pficemz tato dila mohou byt pii studiu a zpracovani déjin NM dulezitym inspiracnim zdrojem
a poskytuji také cenny komparativni material, jak co pouzitych metod, tak i co do konkrétnich
zjisténych faktd. Predevsim zahranicni produkci vSak nenf mozné zde prezentovat v tplnosti,
soustfedime se tedy pouze vybérové na tituly tykajici se centralnich muzei stfedoevropského
prostoru. Vyjimku pfedstavuje reflexe publikaci tykajici se Britského muzea — tato instituce
byla totiz jako jedno z nemnoha velkych evropskych muzef zalozena, podobneé jako NM, jako
vSeobecna (tedy pecujici o historické i pfirodovédecké sbirky) a ac je geograficky vzdalena,
s institucionalnimi déjinami nasi centralnf muzejni instituce ma z tohoto davodu celou fadu
shodnych ryst, které také umoznuji srovnatelné historiografické uchopeni.

Jak tedy bylo uvedeno, cilem tohoto textu je zejména prezentovat dosavadni studium
institucionalnich déjin Narodntho muzea (potazmo obdobnych instituci) jako specificky
historiograficky zanr, je-li to mozné zhodnotit impulsy, které vedly ke vzniku jednotlivich praci
o d¢jinach konkrétnich muzei, pifstupy, které autofi ve svych pracich aplikovali, jejich prameny
a teoreticko-metodologickd vychodiska. Sledujeme téz osobnosti, které na sebe vzaly tkol
zpracovat déjiny ,,svych® instituci. Vysledkem naseho rozboru bude pak srovnani zpusobd,
jakymi jednotlivé instituce ke svym déjinam pfistupuji a v nedavné minulosti (v Gvahu bereme
predevsim prace, které vznikaly ve druhé poloviné 20. stoleti, v opodstatnénych pifpadech jsou
zminény i dila starsi) pfistupovaly.

Pritomna studie si proto klade za cil pfedstavit a zhodnotit dosavadni zpusob uchopeni
muzejnich déjin z pohledu historiografie s cilem tato déjepisna dila utfidit a zhodnotit jejich
mozny vyznam pravé tfeba s ohledem na budouci vypracovani komplexnich déjin NM.
»Muzejni déjiny* v tomto kontextu chapeme jako specificky typ historiografického zanru ¢i
spise diskurzu, ktery se vyznacuje pomeérné konzervativni metodologif a sméfuje k narativaimu,
ptevazné deskriptivnimu liceni problematiky. Ve stfedobodu zajmu takto pojimanych texta
stoji ,,organiza¢né-institucionalni déjiny muzea®. Témi rozumime souhrnny popis ¢i analyzu
nejruznéjsich aspektd existence Narodnitho muzea (¢i jiného muzea) coby formalizované
a byrokratizované jednotky,’ poéinaje komunikaci se zfizovatelem, pfes vnitfni spravu
a dé¢jinami sbirek ani zdaleka nekonce, byt’, jak ukazuji dosavadni reserse nasi i komplementarni
zahrani¢ni literatury, takto komplexni muzejn{ déjiny jsou naprostou vyjimkou a ve skutec¢nosti
se setkavame témef vzdy s tématem nejriznéjsim zptsobem redukovanym.

Na druhou stranu jsme si pochopitelne védomi toho, ze i do institucionalnich d¢jin muzea
vstupuji i koncepty odlisné, tvofici zaroven specifické diskurzivni pole, soustfed’ujici se hlavnée
na historii pojimani prezentace artefaktl v obecném smyslu (tedy na déjiny muzeologie jako
veédecké ¢i aplikované discipliny),* ddle na déjiny ideji a védéni, ve kterém samozfejmé muzea
hrala dtlezitou roli piistupy pracujici v duchu politickych déjin s muzei jako reprezentacemi
dobovych ideologii.®

Pristupy jiné —byt’ na déjiny NM patrné jeste nikdy nebyly aplikovany a pfi mizivé probadanosti
faktografie mohou i dnes sklouznout k planému teoretizovani — povazujeme samozfejme

> Opomijime zde déjiny regionalnich a lokalnich muzei. Ne snad Ze by byly méné zajimavé, kontext jejich existence
vsak byl a je pfece jen jiny a jejich spojeni s mistnimi komunitami pfedurcuje i odli$ny zptsob nahliZzeni na jejich
d¢jiny a jejich zpracovani.

> WEBER, Max. Metodologie, sociologie a politika. 2. Praha: Oikomenh, 2009.

* ALEXANDER, Edward P. - ALEXANDER, Mary. Musenms in Motion: An Introduction to the History and Functions of
Musenms. Second edition. Lanham — New York — Toronto — Plymouth: Altamira Press, 2008.

> BENNETT, Tony. The Birth of the Museum: History, Theory, Politics. London: Routlege, 1995.
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za stejné legitimni. Védome vsak volime, coz je nastésti s dobé multiparadigmati¢nosti
historické vedy mozné, ptistup védomeé redukujici badani o déjinich NM na badani nad déjiny
instituce, samoziejmé pii zohlednéni nejriznéjsich kulturnich a spolecensko-politickych jeva
a procest. VSechny ostatni ndhledy na muzea jsou samozfejmé dilezité, vzajemné se prolinajici,
jsme si jejich existenci védomi, ale nas vyklad v zajmu elementarni koherence zuzujeme pravé
na déjiny muzea (muzef) jako specifické formalizované hierarchické organizace s urednim
adal$im , lidskym® aparatem, specifickouinfrastrukturou (budovy,depozitate) a formalizovanymi
komunika¢nimi strategiemi — vystavy, privodce, propagacni materialy atd. Prave tyto prace, uz
jen kvili nutnosti empiticky uchopit znacné roztif$tény pramenny material, ktery v ptipadé
Narodniho muzea az na vyjimky neumoznuje pojmout jeho déjiny jako napf. sit’ aktérskych
vztahd,® byly hlavnim inspira¢nim zdrojem pfi zpracovani modernich déjin této organizace.

V tomto pojeti a pii tomto vymezen{ tématu tedy zamérné stranou zustavaji nékteré aspekty
studia d¢jin NM a $irstho kontextu jeho existence: obecné prace tykajici se kulturnich déjin
¢ kulturni antropologie, stejné jako obecné historické prace, pfi¢emz vsechny tyto discipliny
(a mnoh¢ dalsi) pfinaseji k déjinim muzea mnohé zajimavé impulsy. Po dukladném zvazeni
nechavame stranou také konceptualni muzeologickou literaturu. Vyvoj fenoménu muzea, jeho
recepce navstévniky ¢i problematika paméti jsou nesporné vyznamnym aspektem existence
muzejni instituce, z hlediska historické muzeologie dokonce aspektem zcela zasadnim zptisobem
formujicim.” Za stejné opravaény viak povazujeme i piistup ¢i pohled de facto neopozitivistické
historiografie, ktery v budoucnu — po obohaceni zejména o podnéty muzeologické, coz
bezvyhradné plati i vice versa — mize sméfovat k vytvofeni empiricky spolehlivych a teoreticky
promyslenych syntetickych déjin NM.

Syntetické zpracovani muzejnich déjin

Synteticka védecka monografie zachycujici déjiny instituce je pochopitelné idealnim vrcholem
snazen{ vSech muzejnich dé¢jepisci. Prazské Narodni muzeum se béhem prvniho stoleti své
existence nekolikrat pokouselo o takto dukladné zpracovani svych déjin. Vysledkem tohoto
snazen{ vsak byly nakonec vétsinou pouze drobnéjsi vyrocn{ prehledové publikace s rozsahlymi
statistickymi pfehledy vyznamnych mecenasu ¢i ziskanych sbirek.®

Vysledky prvntho pokusu o velké muzejni déjiny ve 20. stoleti vyrazné ovlivnily udalosti
prvni sveétové valky. Jiz v roce 1914 zapocaly prace na planovaném vyro¢nim spisu ke stoletému
vyrodi zalozeni Muzea. Prace si rozdélili dva badatelé — profesor literatury Josef Hanus, ktery
sice nebyl pfimo zaméstnancem ustavu, ale jeho cinnosti se Gcastnil coby inspektor sbirek.
Jeho zajmem bylo ceské narodni obrozeni a prizmatem tohoto hnutf také interpretoval vznik
prazského muzea. Vysledkem jeho snahy je velmi rozsahly spis (Citajici vice nez 700 stranek),
jehoz vyklad ov§em kondi jiz rokem 1841.° Navazovat na néj mél svym dilem muzejni knihovnik
Joset Volf, ktery zvolil velmi $irokou koncepci své prace — chtel zmapovat déjiny vsech oddéleni
a vSech védnich obort v nich péstovanych. Jemu se vsak, na rozdil od Hanuse, dilo nepodatilo

¢ LATOUR, Bruno. Reassembling the Social. An Introduction to Actor — Network — Theory. Oxford : Oxford University
Press, 2007.

7 Ponechavame zde tedy stranou napf. velmi inspirativai a teoreticky zakotveny koncept historické muzeologie, jak
jej prezentuje KIRSCH, Otokar. Dé¢jiny lidského mysleni vs. déjiny instituci? Nékolik pozniamek k problematice
historické muzeologie. In: Muzeologica Brunensia, 2013, s. 8-14.

$ Krom nékolika anonymnich spiskd zejm. NEBESKY, Vaclav Bolemir. Déiiny Musea Krilovstvi éeského, Praha 1868,
s. 117.

? HANUg,Josef. Ndrodni museum a nase obrogeni. Praha: Narodni muzeum, 1921 a 1923.
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zrealizovat, protoze byl povolan do armady a prvni valku stravil prakticky celou mimo Muzeum
a prakticky bez moznosti vénovat se jakékoli odborné praci. Po skonceni valky se sice do sluzeb
instituce vratil a stal se dokonce feditelem jeji knihovny, ale ve své odborné ¢innosti se vénoval
jinym tématam. Pavodni zaméry byly tedy naplnény pouze castecné a novejsi déjiny NM na své
zpracovani cekaji prakticky dodnes.

O pokusech pokracovat v zapocaté praci pfi ruznych vyroc¢ich zalozeni NM bude jesté
podrobnéji fe¢ nize v tomto textu, protoze jejich vystupem byly ,,pouze® dva sborniky.
Minimalné v 60. letech, s vidinou pulkulatého muzejniho vyrodi, se vSak vazn¢ uvazovalo
o komplexnim syntetickém monografickém zpracovani. Prace vSak zustaly jen na pul cesty
a puvodni velkorysy plan zistal pouze na papife a nevzniklo nez nékolik dil¢ich pfipravnych
analytickych studif publikovanych pfedevs$im na strankach periodik vydavanych NM, byt i ty
jsou velmi cenné.

Posledn{ velké vzepéti tématu déjin Narodniho muzea mizeme pozorovat v 80. letech
minulého stoletl. Centrem aktivit se stal tentokrat Archiv Narodniho muzea. Jisté to nebylo
nahodou, protoze archiv v té dob¢ jiz spravoval relativn¢ kompletni muzejni ,,podnikovy
archiv® a byl svym zptisobem k tomuto tkolu asi nejpovolanéjsi. Zaroven v cele archivu stal
Ales Chalupa, erudovany archivaf a editor, jenz si vybudoval ve struktufe Narodniho muzea
relativné vlivné postaveni a podafilo se mu toto téma zafadit do dlouhodobych vyzkumnych
pland instituce a sestavit nékolikaclenny badatelsky tym. Jeho projekt byl ovsem piili§ siroky
— muzejni déjiny se mely zabyvat celym obdobim od roku 1818 a v{vojem vSech péstovanych
obort a déjinami vsech sbirek. Piiznacné ovsem je, ze heuristické prace se nedostaly dale nez ke
konci 19. stoleti a poté cely projekt usnul a ani v obdobi po roce 1989 nedoslo k jeho oziveni.'

Svij celozivotni zajem o déjiny Narodntho muzea pak zarocil az v roce 2001 Karel Sklenaft,
dlouholety pracovnik archeologického oddéleni NM, ktery se aktivné ucastnil jiz pokusu
o zpracovani muzejnich déjin v 80. letech minulého stoleti a ktery se stal autorem velmi
poutavého a na zevrubné znalosti archivnich pramenu zaloZzeného vykladu muzejnich déjin,
sepsaného vsak spiSe v popularizacnim stylu: Obraz vlasti."" Propotce této publikace ukazuiji,
ze star$i déjiny dstavu jsou studovany jiz delsi dobu a je k dispozici mnohem vice podkladovych
analytickych studii. Zatimco prvnich sto let existence Muzea je pojednano na vice nez dvou
stech strankach, moderni obdobi se ,,muselo spokojit® s méné¢ nez polovinou. Vytvofeni
souhrnnych védeckych déjin Narodniho muzea je tak stile jeste velkym desideratem.

Nektera specializovana centralnf muzea maji ke zpracovani svych déjin dobfe nakroceno,
napf. Narodni technické muzeum disponuje takto zaméfenou monografii z pera nékdejsi
dlouholetého vedouci tamniho muzejntho archivu Jana Hozdka a podobné sepsala, byt” pouze
do polocasu jeji existence, déjiny své instituce nékdejsi archivatka Narodniho zemédélského
muzea, Sarka Steinova.'?

Nedostatek syntetickych praci se vsak, po pravde feceno, netyka pouze Narodntho muzea ¢i
ceskych muzef obecne. Védeckymi syntézami dodnes nedisponujf ani jiné vyznamné veédecké

10 WOITSCHOVA, Klara —JuN, Libor. Narodni muzeum jako historiografické téma. In: CNM — Fada historicka, 184,
2015, ¢. 1-2,'s. 79-92.

n SKLENAR, Karel. Obraz viasti. Pribéh Ndrodnibo mnzea. Praha : Paseka, 2001.

2 HOZAK Jan. Pribél Ndrodniho technického mugea. Praha : Narodni technické muzeum, 2008; STEINOVA, Sérka.
Osudovy piibéh Ceskoslovenského zemidélského muzea: (1891) 1918—1952. Praha : Narodni zemédélské muzeum, 2013.
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a pamét’ové instituce, napf. Akademie véd ¢i Narodnf archiv."?

Synteticka vedecka zpracovani déjin instituci jsou ovsem pomeérné vzacnd i u zahrani¢nich
muzei. Z nich nejpusobivéjsimi vysledky se rozhodné muze pochlubit berlinské Vlastivédné
muzeum (Heimatmuseum)'* a pfedevs$im londynské Britské muzeum (British Museum).
Autorkou prvni zajimavé prace tykajici se druhého jmenovaného je Marjorie Caygillové,
dlouholeta pracovnice Britského muzea, text ma sice necelych 90 stran, nicméné piedstavuje
pfehledné nejvyznamnéjsi momenty existence muzea, jeho spravy a jeho sbirek. Nejedna se
vsak o povrchni text urceny pro turistického pravodce, ale o skutecné fundovanou studii
a vhled do nejriznéjsich aspekti kazdodenniho zivota této mimofadné instituce. Autorka
zalozila svtj vyklad na soudobych novinach, denicich vyznamnych zac¢astnénych osob a také
na archiviéliich.”” Tématu se vénuje dlouhodobé, publikovala i spisy tykajici se nejvyznamnéjsich
exponatl a své price modifikovala i do populirné nauéné podoby.'® Mnohem rozsihlejsim
spisem piispél potom k dé¢jindm instituce byvaly feditel muzea David Mckenzie Wilson.
Pivodnim skolenim archeolog, nicméne s velkou erudici se zhostil naro¢ného historického
vykladu a velmi podrobné zpracoval komplexni pfehled déjin muzea, pficemz svij vyklad
zalozil na Sirokém spektru archivnich prament, dobovych tiskt a samozfejmé doposud vydané
literatury. Vytvoiil tak podle naseho nazoru svym zpusobem vzorové zpracovani déjin velké
muzejni instituce."”

Monografie s uz§im tematickym vymezenim

Jako dalsi samostatna skupina se jevi monografie, jejichz zaméfeni neni v§eobecné a jejich
cilem neni syntéza muzejnich déjin, nybrz vybiraji si pouze nékteré aspekty existence téchto
instituci. Podivejme se podrobnéji pfedevsim na tfi typy takovych publikaci, jsou to monografie
zameéfené na muzejni budovy, na sbirky a na vyznacné pracovniky muzei.

Prvni skupina publikaci vychazi z pfedstavy, ze jednim z nejvyraznéjsich atributd muzejnich
instituci a zaroven jednim z jejich neopominutelnych aspektl je samotnd muzejni budova.
Tento badatelsky a publika¢ni smér zdiraznuje piedevsim vizualné-ideologickou stranku celé
véci a zaobird se muzejnimi objekty. Cela fada muzef sidli v ucelové postavenych ¢i alespon
rekonstruovanych budovach, z nichz mnohé vznikly dokonce 1 piiblizné ve stejné dobé jako
budova prazského Narodnfho muzea. Tyto budovy jsou samy o sob¢ koncipovany jako muzejni
expondt sui generis a obsahuji bohaty a mnohovrstevnaty ikonograficky a ideovy program.
Prvni typ publikaci si tedy klade za cil muzejni budovy popsat a ¢tenafi ¢i divakovi zaroven
casto pomérn¢ komplikovanou symboliku vysvétlit a piiblizit. Vysledné publikace je mozno
charakterizovat vétsinou jako reprezentativni a nakladné vypravené, s bohatym barevnym

1 v Akademii véd jsou ovéem déjiny vlastni instituce aktudlnim tématem, jak o tom svéddi jiz vydané ¢ v soucasnosti
pfipravované d¢jiny jednotlivych tstava. Naopak reprezentativni ¢tyfsvazkové kolektivni dilo Déiiny Univerzity Karlovy
(1347/1348—1990). Praha : Karolinum 2009 prezentuji komplexné déjiny naseho nejstarsiho vysokého uceni a
existuje také velmi zevrubna price tykajici se naseho nejstarstho archivu, KOLLMANN, Josef. Déiny sstredniho
archivu leského stitn, Praha : Archivni sprava Ministerstva vnitra éR, Praha 1992.

" ROTH, Martin. Heimatmusenm. Zur Geschichte einer dentschen Institution. Betlin : Gebruder Mann Verlag, 1990.

5 CAYGILL, Majotie. The Story of the British Museum. London : British Museum Press, 2002.

¢ CAYGILL, Majotie. Treasures of the British Museum. London: British Museum Publication, 1985; Building the British
Museum. London: British Museum Press, 1999 (s Christopherem Datem); The British Museum A—Z Comapnion.
London: Rutledge 2001; The British Museum: 250 years, London: British Museum Press 2003.

" WILSON, David Mackenzie. The British Museum. A History. London : British Museum Press, 2002.
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obrazovym doprovodem, vyrazné dominujicim nad textovou slozkou.'”® Velmi plisobivé jsou
v této skupiné nejen publikace, které popisuji stavby budov v 19. stoletd, ale i takové, které
zachycuji povale¢nou obnovu' ¢ moderni ucelovou rekonstrukci®. Jen na okraj pfipomerime,
ze 1 v tomto ohledu zastava Nirodni muzeum samo sobé mnohé dluzno, nebot’ obdobna
rozsahla a reprezentativni publikace vénujici se muzejn{ budové ¢i budovim poucenym
a zevrubnym zpusobem dosud nevznikla.”!

Druhy typ publikaci je pak primarné zaméfen na sbirky ¢ vyznamné piedméty, které
muzejni instituce uchovava. Takové priace obsahuji casto stru¢ny tvod k déjindm dané
instituce, pfipadné i muzejni budovy, hlavni duraz je vSak kladen pravé na sbirky?? V ptipadé
NM bylo impulsem pro vydani takovy publikaci pfedevsim vyroci otevieni historické budovy
v roce 2016, na strané druhé pak vyroci zalozeni NM v roce 2018. Jedna se v obou piipadech
o kolektivni dila (v prvaim piipadé se podilelo jen nékolik mélo autord, ve druhém pak nékolik
desitek), kterd vsak pouze vesmés shrnujf jiz znamé skutecnosti, prezentujf je libivou formou
a slouzi pfedevsim k reprezentacnim ucelam ¢i jsou ryze popularné ladéné.”

Diky systematickému zajmu Karla Sklenafe o téma muzejnich déjin se miize vlastni monografii
pochlubit muzejni archeologie. Jeho nejnovéjsi prace je podepfena mimoradné peclivou praci
s primarnimi prameny a zasazuje zaroven muzejni archeologii do $irstho kontextu vyvoje celé
discipliny.* Monografického zpracovani v podobé kvalifikaén{ prace se dockal také Usttedni
muzeologcky kabinet, ktery pusobil pii Narodnim muzeu ve 2. poloviné 20. stolet a byl ustfedni
instituci eské muzeologie.”

Vlastnimi monografickymi pociny se prezentuji také dal$i dvé zemskd muzea na nasem
uzemi. Dvousté vyro¢i Slezského muzea v Opavé bylo oslaveno téméf Ctyfsetstrankovym
spisem Museum Silesiae.® Je od ostatnich odlisny, primarné neupind zrak k minulosti

'8 BISCHOFF, Cicilia. Das Kunsthistorische Museum: Baugeschichte — Architektur — Dekoration. Wien : Brandstitter,
2008; )OVANOVIC—KRUSPEL, Stefanie — SCHUMACHER, Alice. The Natural History Museun — The History of the
Construction, its Conception and Architecture. Wien : Naturhistorisches Museum, 2017.

' RAUCHENSTEINER, Manfred. Phinix aus der Asche. Zerstirung und Wiederanfban des Heeresgeschichtelichen Musenms
1944 bis 1955. Wien, 2005.

* KRETZSCHMAR, Ulrike (ed.). Das Berliner Zenghans. The Berlin Armoury. Betlin : Prestel, 2006.

*! Zatim nejpodrobnéjsim pravodcem po budové je publikace SRSEN, Lubomir. Architektura, vyzdoba a piivodni vybaveni
hlavni budovy Ndrodniho muzea v Prage. Priivodce. Praha: Narodni muzeum, 1999. Jedna se o mirné upravené vydani knihy
téhoz autora Budova Narodniho muzea v Praze 1891—1991: architektura, nmélecka vyzdoba a privodni uméleckoremesiné vybavent.
Praha: Narodni muzeum 1992. Na 82 stranach vsak autor mél sotva moznost se vycerpavajicim zpasobem vyrovnat
se viemi jinotaji, které muzejni budova nabizi. Z domdci literatury lze k této skupiné pfitadit napt. HOZAK, Jan —
NOVOTNY, Michal. Privodce budovou Narodnibo technického muzea. Praha: Narodni technické muzeum 2016 a velkou
pozornost budové Narodniho zemédélského muzea vénovala i Sirka Steinova ve své publikaci, byt” neni primarné
zaméfena na architekturu (STEINOVA, Sarka. Osudovy piibéh Ceskoslovenského zemédélského muzea: (1891) 1918-1952,
Praha : Narodni zemédélské muzeum, 2013).

** Das Naturhistorische Museunm in Wien. Wien: Naturhistorisches Museum, 1979; Muzenm narodowe w Krakowie. Historia
i wybor zabytkow. Warsaw, 1987.

» Velkd kniba o Narodnim muzen, Praha: Narodni muzeum 2016; 200 Jet Narodnibo muzea ve 200 fotografiich, Praha :
CPress 2018.

20 SKLENAR, Karel. Pravéki a rané stiedovéka archeologie v déjindch Narodntho muzea. In: Fontes archeologici
pragenses, vol. 40, Praha : Narodnf muzeum, 2014.

% DOUSA, Pavel. Organizace Ceského muzejnictvi 1945—1989 (Systém rizeni muzei v zajeti politické ideologie). Disertacni prace
obhéjen4 na Ustavu historie 2 muzeologie Filozoficko-pfirodovédecké fakulty Slezské univerzity v Opavé v roce
2005. Publikovan byl kratky vitah DOUSA, Pavel. Ustiedni muzeologicky kabinet (1955-1989). In: Muzenm: Muzejni
a vlastivédnd prdce, roc. 49, ¢. 1, 2011, s. 4-14.

6 Museum Silesiae. Opava : Slezské zemské muzeum, 2015.
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(Gvodni pasaz o dé¢jinach je skutecné velmi usporna), nybrz k soucasnosti instituce. Jedna se
o publikaci reprezentativni se zfetelnym akcentem na estetickou stranku véci, a autorim se
timto zplsobem podafilo vytvofit publikaci vybocujici z fady jak obsahove, tak grafickym
zpracovanim. Jednotlivé podsbirky jsou jen velmi strucné piedstaveny a vyklad o nich doplnuji
velkoformatova vyobrazeni. Vyrazna pozornost je vénovana pochopitelné prezentacni
¢innosti. Pomérné netradiéni podobu ma oddil vénovany zaméstnancim muzea (pouze
fotografie), nicméné je tieba fici, ze toto pojeti zcela zapada do celkové koncepce vyro¢niho
spisu s akcentem na soucasnost ¢i budouci vyvoj. Knihu zajimavée dopliiuje i ve stejném roce
vydany katalog k vystavé Zemé a jeji muzeum kolektivu autora pod vedenim Jittho Sila.”

Instituci, ktera slavi vyroci svého vzniku vzdy s roénim pfedstihem nezli Narodni muzeum
v Praze, je Moravské zemské muzeum v Brné. Béhem dlouhé doby své existence se i tato
instituce dobrala nejraznéjsich zptisobt zpracovani svych déjin, pocinaje oslavnym spiskem ke
125. vyrodi svého zalozeni, pfes relativné strucné spisy V. Nekudy a S. Brodessera, fada zatim
konef kolektivni monografif vydanou s mirnym pfedstihem k vyznamnému jubileu v roce 2017.
I v tomto posledné¢ jmenovaném piipadé se jedna o kratké predstaveni jednotlivych sbirek
s bohatym obrazovych doprovodem z dob minulych i zcela nedavnych.*

Vyraznym reprezentantem monografie podobného zaméfeni pfedstavuje v zahrani¢i napf.
vyroéni spis k dvousetletému vyrodi zalozeni mad’arského narodntho muzea.” Sim redaktor,
Janos Pintér, v uvodu Ctenafim velmi oteviené objastiuje, Ze tvirci rezignovali na sepsani
muzejnich déjin, nebot’ by se jednalo o pfili§ rozsahly dkol, a rozhodli se radéji pfedstavit
bohatstvi muzejnich sbirek a jejich nejvyznamnéjsi polozky. Dluzno poznamenat, Ze tomuto
ukolu plné dostali a vznikla fundovana a pfi tom vypravna publikace, kterd svému ucelu
vyro¢nfho spisu dustojné dostala.

Z monografickych zahrani¢nich praci zminme na tomto misté jeste jednu, kterd je napadna
vyuzitim zcela jiné historiografické metody nezli ostatni. Jedna se o monografii vydanou
videniskym Umeéleckohistorickfm muzeem, ktera reprezentuje snahu vyrovnat se s narocnym
a komplikovanym obdobim narodniho socialismu v letech 1938—1945. Pristupuje totiz k tomuto
problematickému obdobi rakouskych i némeckych déjin velmi oteviené, véetné rozhovoru
s exponenty tehdejsiho rezimu, ktefi v instituci pusobili.”’ Do pomérné konzervativniho zptisobu
vykladu muzejnich déjin pfinasi jednak ono jiz zminované metodologické osvézen{ ve formé
oral history, ale co je nutno pokladat za obzvlaste inspirativni, je pravé onen moment vyrovnani
se s minulosti. Od uddlost popisovanych ve zmifiované publikaci ub¢hlo jiz vice nez 70 let a je
otazkou, zdali jiz nazrala doba, kdy jsme schopni se vyrovnat podobnym zptsobem s obdobim
socialistického muzejnictvi. Neni-li tomu tak, a tim spiSe, pokud tomu tak neni, bychom se
ale méli snazit zachovat osobni svédectvi téch, kdo se jej ucastnili béhem svého aktivntho

2 SiL, Jitt a kol., Zemeé a jeji muzenm: Slezské zemské muzenm a mugeni tradice ceského Slezska, Opava : Slezské zemské
muzeum, 2014.

8 Festschrift zum 125 jibrigen Besteben des Mabrischen Landesmusenms, (sv. 3 Casopisu Zeitschrift des mihtischen
Landesmusezms, Neue Folge) Briinn 1943; NEKUDA, Vladimir. 750 /et Moravského musea v Brné. Brno : Moravské
museum, 1969; BRODESSER, Slavomir. K pozndni a sidvé zemé: déjiny Moravského zemskébo muzea, Brno : Moravské
zemské muzeum, 2002; GREGOROVA, Rizena (ed.). Moravské gemské muzgennm: s dicton k prdci prikopnikd, s diky jejich
pokracovateliim. Brno : Moravské zemské muzeum, 2015.

» PINTER, Janos (ed.). Two Hundred Years History of the Hungarian National Musenm and its Collections. Budapest :
Hungarian National Museum, 2004.

% HAUPT, Hetbett. Jabre der Gefahrdung. Das Kunsthistorische Museum 1938—1945. Wien : Kunsthistotisches Museum,
1995.
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profesniho zivota tak, aby bylo mozno jejich svédectvim korigovat ¢asto neproniknutelné
strohy ufedni jazyk pisemnych prament ufedni provenience.

Dalsi viznamnou skupinu monografii, jak jiz bylo pfedeslano, pfedstavuji publikace vénované
vyznac¢nym osobnostem spojenych s muzeem. V tomto ohledu se samo Narodni muzeum
chova pomérné macessky a podobnych praci vychazi z jeho iniciativy naprosté minimum.
Z posledni doby jmenujme pfedevsim zijem o rodinu Naprstkovych, ktery je pochopitelné
spojen pfedevsim s Naprstkovym muzeem.” Vyznamné osobnosti svého oboru, Drahomife
Stranské, pak vénovaly monografii pracovnice etnografického oddéleni. Tento pocin vsak
lze hodnotit znacné rozporuplné, nebot’ pfedevsim autorka prvni ¢asti pouze okomentovala
jednotlivé polozky pfislusného osobnfho fondu, aniz je vyraznéji interpretovala ¢i uvedla
do pfislusnych souvislosti.””

Jinak se vénujf osobnostem spjatym s NM autofi z jinych pracovist’ — vznikla tak biografie
Jittho Spéta,” z obdobi prvorepublikového si vyslouzil pozornost kupiikladu Cenék Zibrt.
Tato druhd zminéna prace vSak mimodéek dobfe ilustruje, jak se potfeby a nahledy jednotlivych
obort, jakkoli blizkych, mohou beznadéjné mijet. Prestoze Zibrt ptsobil v Narodnim muzeu
velkou ¢ast svého aktivnfho profesnfho Zivota a byl dlouha 1éta feditelem muzejni knihovny,
v piislusné monografii tento aspekt neni zminovan nez naprosto okrajove a autorova pozornost
je vénovana vyhradné¢ jeho ¢innosti etnografické.”

V tomto ohledu tedy nezbyva nez konstatovat, ze biografickym studiim se vénuje daleko
intenzivnéj$i pozornost na jinych pracovistich.” Jak se ukazuje, zdklad zdjmu o biograficka
studia muze byt polozen jiz béhem studia pfislusnych autort, kdy si jako téma své kvalifikacni
prace zvoll pravé zivotopis nékterého z vyznamnych muzejnikd. Mnozi z autorti pak v toto
téma rozvijeji i v dalsich fazich své autorské ¢innosti.

Sborniky a kolektivni monografie

P1i nékolika prilezitostech vyuzilo Narodni muzeum pii prezentaci vystupt zajmu o vlastni
institucionaln{ déjiny sbornikovou formu. Tato publikacni platforma totiz umoznuje efektivné
postihnout mnoho zajimavych aspektt, aniz jsou vsak autofi zavazani pozadavkem na postizeni
zvoleného tématu v Gplnosti.

Prvnim takovym pocinem byl sbornik vysly nakonec pod redakei prvntho povale¢ného
feditele NM, pfedtim dlouholetého pracovnika numismatického oddéleni Gustava Skalského.™
Jedna se o soubor textd, jejichz autory byly tehdejsi pfednostové oddéleni. Vznikl tak mimofadny
soubor k déjinam jednotlivych oddéleni od zalozeni Muzea az do roku 1948, ktery je dodnes
hojné vyuzivan k pouceni o starsim obdobi. Nicméné je tfeba fici, ze déjiny Narodniho muzea

31 SECKA, Milena — SAMAL, Martin. By/ fo mij osud... Zapisky Josefy Ndprstkové. Praha : Narodni muzeum 2014;
SECKA, Milena. Jer Naprstkovd, prosim. .. : Neobyigny Sivot v dobovych pramenech. Praha : Narodni muzeum 2016 atd.

2 TAUBEROVA, Monika — MEVALDOVA, Helena. Drahomira Strinska: osobnost evrapskeé etnografie. Praha : Narodni
muzeum, 2011.

% DOLAK, Jan — GILBERTOVA, Marie. Historik Jii Spét: Zivot a dilo. Brno : Masarykova univerzita, 2010.

3 BLUML,, Josef. Kulturni historik Centk Zibrt. Pelhiimov: Novi tiskarna Pelhfimov, 2014. Obdobny problém
shleddviame i u biografie Zdenka Wirtha, ktery sice nebyl pfimo pracovnikem NM, ale jeho ¢innost bezprostfedné
ovliviioval jako ¢len jeho spravnich organi a také pfednosta odboru muzef ministerstva skolstvi a narodni osvéty.
Kniha z pera histori¢ky uméni Kristyny Uhlikové viak tento aspekt jeho aktivit zcela opomiji (UHLIKOVA, Kristina.
Zdenék Wirth, proni dvé ivotni etapy (1878—1939). Praha : Narodni pamatkovy ustav, 2010.

» Stv. pfehled témat zavére¢nych praci na https://is.muni.cz/th/f8u6h/priloha_c.1_anotovany_seznam_
zaverecnych_praci.doc.

3 SKALSKY Gustav et al. (ed.). Ndrodui musenm 1818—1948. Praha : Narodni muzeum, 1949.
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jako celku se z takového zpracovani zcela vytratily. Ani dalsf pokus o sepsani muzejnich déjin
(tentokrat k jeho 150. vyro¢i zalozeni) nevysel podle puvodnich plant a v roce 1968 tak byl
vydan dalsi sbornik, tentokrat jiz obsahujici i obecnéji zaméfené studie (vliv NM na budovani
regionalnich muzei, souhrn déjin pfirodovédnych a historickych oddéleni atd.).”’

Analogicky postup muzeme vidét také v pifpadé publikace oslav vyznamného vyroci
Slezského muzea. V roce 1964 byl vydan sbornik 150 let Slezského muzea: 1814-1964.% Svym
zpusobem se jedna o pendant prazského vyrocniho sbornfku vydaného o ¢tyfi roky pozdéji —
sbornik vznikl pod redakci tehdejsiho zastupce feditele muzea, botanika Josefa Dudy, autorem
uvodni kapitoly byl také Josef Polisensky a nasledujici staté zpracovavaji jednak vybrané useky
muzejnich déjin a jednak také déjiny nékterych obort zde péstovanych (muzeologie, ornitologie,
archeologie, numismatika).

Dobzé piiklady sbornikového pfistupu ¢i dnes spise formu kolektivni monografie k déjindm
muzejni instituce mizeme nalézt ovsem i ve zcela neddvné historii. V této souvislosti je mozno
jmenovat pocin ke 115. vyrodi existence Narodntho zemédélského muzea, ktery v prufezu
piedstavuje vybrané kapitoly z déjin instituce a pfedstavuje také jeho mimoprazské objekty
a s nimi spojené sbirky a nejvyznamnéjsi exponaty. Podobnou cestou se vydala napf. také
Moravskd galetie ¢i moravské Uméleckopriumyslové muzeum.”

Drobnéjsi historiografické utvary

Nejvetsi podil odborné produkce k déjinam Narodniho muzea z pochopitelnych divoda
pfedstavuji casopisecké studie ¢i piilezitostné sbornikové stati. Tematicky rozptyl téchto
dil¢ich studif je velmi Siroky, znovu se opakuji témata uvedena jiz pfi pfehledu monografickych
zpracovan{ (tedy muzejni budovy, sbirky ¢i oddéleni, popt. obory a osobnosti), ale pfibyva i cela
fada dalsich témat z muzejni kazdodennosti.

Jmenovat vechny studie tohoto typu nenf na tomto misté ani mozné, ani ucelné, zminme
vsak jeden ze zajimavych ryst — pokud se d¢jinami vlastntho oddéleni ¢i sbirky zaobiraji
pracovnici humanitnich obort, ktefi jsou alespon v zakladu seznameni s metodami historické
prace vysledky jsou, az na vyjimky, pfijatelné. Pon¢kud kontroverznéjsi mtze byt situace, kdy
se podobnymi aktivitami zabyvaji pracovnici pfirodovédnych obora, kteif jsou uvykli odlisnym
pracovnim metodam a ze své specializace jsou také vychovani k jinym strategiim publikovani.
V nékterych piipadech jsou i zde vysledkem kvalitni pfehledové price,” snazeni vSak muze
dopadnout i neuspéchem, jak o tom sveédci nikdy nepublikovany rukopis Vlastislava Zazvorky
(mimochodem pozdéjsiho feditele NM) o déjinich geologického oddéleni.* Zatimco geolog
Vojen Lozek, ktery byl jednim z oponentt, byl s praci spokojen a vysoce hodnotil jeji piinos
k d¢jinam oboru geologie, druhy oponent Ales Chalupa, toho ¢asu muzejni archivat, doporucil

7 BURIAN, Miroslay — SPET Jifi (eds.). Sto padesit let Narodniho muzea. Sbornik prispévkii k jeho vjznamu a déjinm.
Praha: Narodni muzeum, 1968, s. 6 (Uvod z pera Vladimira Denksteina).

¥ DUDA, Josef (ed.). S padesat let Slezského muzea: 1814—1964. Ostrava : Krajské nakladatelstvi, 1964.

¥ BORTEL, Roman et al. 775 /et NZM. Prameny a studie, sv. 38. Praha : Narodni zemédélské muzeum, 2006;
TOMASEK, Petr (ed.). Moravskd ndrodni galerie. Brno: Moravska galerie, 2011; KRIZOVA Alena (ed.). Moravské
uméleckoprimyslové muzeun v Brné. Brno : Metoda, 2013.

“© STEPANEK, Otakar. Stopadesit let zoologie Narodntho muzea v Praze 1818 a2 1968. In: Caspis Narodniho muzea
(ddle dNM) — fada prirodovédnd, roc. 138-139, 1969-1970, s. 1-159; TUCEK, Karel. Kapitoly z d¢jin mineralogicko-
petrografického oddéleni Narodniho muzea v Praze. CNM — fada prirodovédna, ro¢. 147, 1978, s. 1-145.

1 Nepublikovany rukopis déjin geologicko-paleontologického oddéleni z pera Vlastimila Zazvorky z roku 1980
Prebled déjin paleontologického oddéleni Ndrodnibo muzea v Praze (ANM, RNM — sekretariat feditele, karton 9).
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z celé fady viceméné metodologickych davodi prici k pfepracovani.*” Dilo tedy nakonec
zustalo v rukopise, je vak dodnes hojné vyuzivano jako vychodisko pro dals$i studium daného
tématu.

O kontinualnim zajmu Karla Sklenafe o déjiny archeologie v NM a nejraznéjsi aspekty
muzejni kazdodennosti byla jiz ucinéna zminka na vice mistech a v minulém obdobi byl
ve svém snazeni viceméné osamocen. V poslednich nékolika letech vSak doslo i v NM k daleko
intenzivnéjsimu voniman{ vlastnich déjin, coz nepochybné souvisi s jiz zmifiovanym vyro¢im
a rekonstrukci muzejn{ budovy. Vyslo nekolik dil¢ich studif vénovanych divadelnimu oddélen,
badatelské aktivity se velmi nadéjné rozbéhly v Ceském muzeu hudby a také v Naprstkové muzeu.
Obecné lze tuto novou produkei charakterizovat pfedevsim jako zalozenou na extenzivnim
iintenzivnim vyuzivani primarnich prament, v tomto pifpadé pochopitelné predeviim muzejni
registratury.” Hlavni publika¢ni platformou pro texty internich i externich autord zaméfenych
na nejraznéjsi aspekty déjin NM se v poslednich letech stal Casopis Narodniho muzea — fada
historicka, 1 pro publikovani textti zaméfenych spise na soucasnou muzejni praxi ma NM svou
publikaéni platformu, a sice ¢asopis Muzeum.

Nechceme-li ani v pojednani o drobnéjsich historiografickych zanrech zcela zanedbat
stovnani s obéma dal$imi zemskymi muzei v CR, je mozno konstatovat, Ze plati mutatis
mutandis taz konstatovani. Paleta autord i témat je samozfejmé mnohem $ir$f a pestfejsi nezli
u monografif, také kvantitativne jsou casopisecké a sbornikové stati zastoupeny zdaleka nejvice.
Z Klicovych periodik jmenujme Museologia Brunensia, jehoZz zaméfeni je spise teoretické ¢i
konceptudlni, pfinesl vSak v minulych letech i cenné pifspévky biografické (2016, ¢. 2) ¢i studie
k vjuce muzeologie na brnénském univerzitnim pracovisti (2014, ¢. 5).

Posledni skupinu publikaci pak tvofi pestra zanrova smés sahajici od zprav o ¢innosti* pres
popularné pojaté pravodce po muzejnich sbirkach a nejvyznamnéjsich predmétech. Pohybuji
se na samé hranici odborného textu ¢i jiz za ni, jsou urcena nejsirsi vefejnosti a nedisponuji
pochopitelne s ohledem na své uzivatele poznamkovym aparatem, nicméné jejich autory byvaji
odborni pracovnici instituci a spravci pfislusnych sbirek. V Narodnim muzeu vznikla ve 20.
stoleti cela fada privodct po sbirkach a nékteré z nich se dockaly i mnoha vydani. Jako pfiklad
mizeme uvést Privodce, jeho? autorem jiz vyse zmitiovany Cenék Zibrt.* Za obsahové

2 ANM, RNM - sekretariit feditele, karton 9, spis oponentniho fizeni.

 Jako pifklady je mozno uvést TRAVNICKOVA, Markéta. Divadelni oddéleni Narodniho muzea (1924-2014).
Nastin jeho historie se zvlastnim zfetelem na zakladatelskou éru Jana Bartose. In: Sbornik Narodniho muzea v Praze.
Rada A — Historie, sv. 68, 2014, & 3—4, s. 5-22; KABELKOVA, Markéta — PAULOVA, Eva. Pocatky samostatného
hudebniho oddéleni Nirodntho muzea. In: CNM — 7ada historickd, 186, 2017, & 3—4, s. 3-24.

# Byvaji publikovany bud’ samostatné, nebo na strankach instituciondlnich petiodik. Spadaji vSak spise do kategorie
primarnich prament nezli sekundarni literatury, a byt’ pfedstavuji vyznamny zdroj informaci, zde na né pouze
upozorfiujeme.

# Cenék Zibrt mél ambice k sepsani vlastnich védeckych déjin Néarodniho muzea, ale nakonec na né musel
z nejraznejsich davoda rezignovat. Alespon ¢astecné véak mohl byt upokojen tim, Ze mu bylo jiz na pocatku 20.
stolet{ svéfeno sepsani Gvodu pro zminovaného Privodce. Jeho text pak byl recyklovan v novych vydanich jesté
po celou dobu prvni Ceskoslovenské republiky. Jist¢ viak nebyl naden z toho, Ze tento jeho text byl publikovan
anonymné. Stv. Privodee sbirkami Musea krdlovstvi Ceského v Praze. Praha : Narodni muzeum, 1905. Nedatovany rukopis
je dnes zcela neorganicky ulozen v muzejni registratufe (Archiv Narodniho muzea, fond Registratura Narodniho
muzea, dile ANM, RNM). Dale stv. i Privodce sbirkami Musea krdlovstvi Ceského v Praze. Praha : Narodni muzeum 1917,
1919, 1920; Privodce sbirkami Narodniho musea v Prage. Praha : Narodni muzeum, 1921, 1926.
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bohatou (i co do déjin jednotlivych oddéleni) a graficky zdafilou jist¢ mizeme povazovat také
fadu pravodct po jednotlivych soucastech Muzea vydavanou kolem roku 1999.%

Shrnuti
Impulsy

Na zakladé vyse uvedeného piehledu proved'me shrnuti. Co byva obvykle impulsem k tomu,
aby instituce poskytla (vétsinou ne zcela zanedbatelné) financni prostfedky ke zpracovani
a vydani vlastnich d¢jin? Zde je odpoved jednoznacna — byvaji to vyznamna vyrodi spojena
s jejich zalozenim, (znovu)otevienim ¢i obdobnou vyznamnou udalosti. Prazkumem dosavadni
literatury k déjinam muzef se totiz jasné ukazuje, ze mezi evropskymi muzei snad neexistuje zadné,
které by se svym déjinam vénovalo opravdu systematicky. V ¢em lze spatfovat davody malého
zajmu o dé&jiny vlastnich instituci? Jist¢ bychom je neméli spatfovat v tom, ze by tato tématika
nebyla zajimava. Byt monumentalnf muzejn{ budovy vzbuzuji ¢asto dojem neochvéjné stability
a jistoty, jejich vnitfni Zivot je ¢asto velmi komplikovany, formovany na jedné strané vnéj$imi
vlivy politické ¢i ekonomické povahy, na stran¢ druhé ovliviiovany vyraznymi osobnostmi mezi
zaméstnanci ¢i domacimi tradicemi a do hry vstupuji pfi jejich utvafeni i aktualni teoretické
koncepty. Muzejni déjiny tak pfedstavuji mnohovrstevnaté pifbéhy nepostradajici dramatické
zapletky. Ke §kod¢ véci vsak ohlédnuti za vlastni minulost{ bjva pravdépodobné za zbytné, coz
je ovsem skoda, protoze celd fada muzef ma vzhledem ke své dlouhovekosti v tomto sméru
opravdu mnoho co nabidnout.

Snad jedinou oblasti z muzejnich déjin, jiz je vénovana pozornost pravidelnéji, pfedstavuji
d¢jiny sbirek, které jdou ruku v ruce s jejich zpracovanim a zpfistupiovanim v expozicich ¢i
pro védecké ucely. Tyto tkoly muzea plni pochopitelné pribézné, ale z hlediska predmétu této
studie to je pouze dil¢f soucast tématu a hlavni duraz je v takovych publikacich z pochopitelnych
divodu kladen prave na sbirkové predméty.*’

Zdroje

Prehledy pouzitych prament a literatury, jez vyuzivali a vyuzivaji jednotlivi autofi pfi
vytvafeni svych déjin piinaseji také zajimavé a do jisté miry piekvapivé vysledky. Kde je to
mozné a kde existuji predchazejici ¢i diléi zpracovani, je pochopitelné jejich vyuziti. Prekvapivé
vsak je, jak malo jsou v domacich a jeste¢ vice v zahrani¢nich publikacich zastoupeny odkazy na
archivni ¢i jiné primarni prameny. Nemusf se pfitom jednat pouze o klasické archivalie ufedntho
puvodu, ale ke slovu by mély pfichazet i osobni fondy vyznamnych zaméstnanct instituce ¢i
organizatori muzejniho zivota.

Moznosti je pfi tom celda fada. Kazdé muzeum ma svij podnikovy archiv, at’ jiz
ve vlastn{ spravé ¢i je ulozen v nékterém ze statnich archivt, dale jsou k dispozici i pisemnosti
nadfizenych organa centralni spravy (byt’ zrovna v pifpadé Narodniho muzea je vypovidaci

 Priwodce Narodniho muzea — Prirodovédecké muzenm. Praha : Narodni muzeum, 1999; Privodee Narodniho muzea —
Historické muzeum. Praha : Narodni muzeum, 1999. Obdobnym zptsobem jsou zpracovany i Naprstkovo muzeum,
Knihovna Nirodniho muzea, Ceské muzeum hudby, Pamatnik F. Palackého a F. L. Riegra & expozice ve Vrchotovych
Janovicich. I pfes vyrazné ¢asové spatium nebylo dosud piikroceno k vytvofeni nové fady privodcy, jejich vydani
vsak lze pfedpokladat v nejblizsich letech pfi piileZitosti otevieni rekonstruované staré muzejni budovy a otevien{
novych expozic.

4T Typickym ptikladem takovych publikaci je napf. fada katalogh ke sbitkim Nérodniho technického muzea vydavana
pii piflezitosti nové instalace expozic v roce 2015 (napt. Katalog expozice Tiskafstvi, Katalog expozice Doprava,
Katalog expozice Architektura, stavitelstvi a design a dalsi).
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hodnota a dochovani téchto komplementarnich prament zna¢né omezend; jinde to ovSem
muze byt i jinak). Potfebné informace lze také ziskavat z vefejné dostupnych zdrojt, zde mame
na mysli napf. tisténé vyrocni zpravy ¢i periodické diléi informace publikované na strankach
institucionalnich periodik.

Navic, v podstaté jediné zahrani¢ni monografie, tak, jak o nich byla fe¢ vyse, které snesou
piisnéjsi meéfitka co do hodnoceni price s prameny a odkazovani na né, jsou obé publikace
vénované Britskému muzeu. Klasicka registratura v nich nenf sice zastoupena pfilis cetnymi
odkazy, ale to je kompenzovano jinymi prameny. Autofi pouzivali hojn¢ dobovy tisk, tisténé
vyrocni zpravy a také celou fadu osobnich denikid ¢i korespondence zainteresovanych osob.
Vysledny obraz je tedy dostate¢né plasticky a vypovédi jednotlivych, jinak pomérné specifickych
typ prament, se tedy vzajemné na jedné stran¢ doplnuji, na druhé i koriguji.

Osobnosti

I ze zcela povsechného pfehledu je zfejmé, ze studium muzejnich déjin je doménou
muzejnikll, zaméstnanct danych instituci, pfipadné muzeologi. Na prvni pohled nejvétsi
procento z nich predstavuji feditelé, at’ jiz byvali nebo soucasni. Avsak ,,feditelské* déjiny jsou
spise optickym klamem, v drtivé vétsiné takovych piipadi jde pouze o zastitu, kterou vedouci
pracovnici dilu poskytli. S touto situaci se pravidelné setkivame u nds i v zahranidi, jak ve
star$i dobé¢, tak v soucasnosti. Redlny autorsky ¢i redakeni podil takovych pracovnika je vsak
samoziejme obtizné urdit, byt’ jisté nelze pausalné jejich roli redukovat do pouhé symbolické
roviny.

Zajem o déjiny vlastni instituce maji tedy pfedevsim jeji zaméstnanci, v pfipadé muzef tedy
spravci sbirek ¢i kuratofi, a to, kupodivu, ze vSech obori. Jiz vyse bylo naznaceno na ptikladu
Narodniho muzea, Ze do sepisovani déjin svych oddéleni se poustéli i badatelé piirodovédného
zaméfeni, nicméné s tim rizikem, ze vysledny produkt byl potom Zanrové neuchopitelnou
syntézou objektivni historie a vlastnich vzpominek. Refenim je samozfejmé mezioborova
spoluprace, kterd vsak zistava vétsinou pouze v roviné proklamaci. Mezi muzejnimi déjepisci
je vsak pfece jen vice badatelt humanitniho zaméfeni, kterym jsou historiografické metody
prece jen blizs§i. Mezi nimi prim hraji archeologové, historici uméni a architektury a ovéem také
archivafi.

Zaver

Narodni muzeum cekd na syntézu svych déjin jiz pfinejmensim jedno stoleti. Zda se vsak,
ze ani v nejbliz§i dobé nebude usilovani o zpracovani vlastnich kompletnich védeckych déjin
uspésné zavrseno.

Duvodt pro to existuje celd fada. Naprosto zakladnim pfedpokladem je dlouhodoba
piiprava prostifednictvim heuristické prace a dil¢ich publikaci. Na zakladé vyse uvedeného je
bohuzel ztejmé, ze NM zatim na této cesté nepokrocilo piili§ daleko, byt” alespon v poslednich
nékolika letech se zacalo blyskat na lepsi ¢asy. Po n¢kolika desetiletich, kdy byly muzejni déjiny
(minéno déjiny Narodnfho muzea) zajmem piedevsim Karla Sklenafe, nyni je toto téma prece
jen reflektovano sifeji. S problémem $irsiho zajmu o vlastni déjiny se svym zpusobem potykaji
i obé dalf zemska muzea v CR, jak vSak ukazuji bibliografické reserse provadéné pro ucely
tohoto textu, je nespornou vyhodou, je-li dané muzejni instituci blizké piislusné vysokoskolské
pracovisté specializované na muzeologii.

94



Muzeolégia a kultirne dedic¢stvo, 1/2019

Dalsim krokem je pak stanoveni realnych cilt — je zjevné, Ze vsechny plany na sepsani déjin
NM dosud ztroskotaly na tom, ze si jejich autofi ustanovili mety piili§ velkorysé. Zpracovani
celého obdobf existence NM a ziroven i déjiny vSech jeho obort a odbort je ukol v dnesnim
systému védy preferujicim spiSe kratkodobé projekty nesplnitelny.

Oba tyto aspekty (mozna banalni, ale zkusenosti NM ukazuji, ze naprosto neopominutelné)
jsou viceméné technického charakteru, zcela zasadni je vSak zakotven! muzejnich déjin
do celkového ramce dané instituce. Nestaci pouze formaln¢ prosadit studium tohoto tématu
do védeckych pland. Klicova je skutecné u¢innad podpora ze strany vedeni daného muzea.
V NM se jiz tietim rokem daii prosadit téma muzejnich déjin jako jeden ze samostatnych
okruht v ramci instituciondlni podpory MK CR v dlouhodobém koncepénim rozvoji
vyzkumné organizace (DKRVO). Pii tematické pluralité (¢i snad méné eufemisticky feceno
rozdrobenosti) nasi historiografie se nakonec stava nemalym problémem i samotné sestaveni
dostatecné pocetné, vSestranné a pfitom i svym zpusobem homogenni badatelské skupiny.

Ceska centralni muzea jsou na tom se zpracovanim svych déjin viceméné obdobné. Existuje
cela fada kvalitnich pfipravnych studii a nejraznéjsi prace, které vznikly pfi vyrocich nasich
instituci, nicméné k vytvoreni komplexnich odbornych praci monografického charakteru dosud
nedoslo a pravdépodobné ani v dohledné dobé¢ nedojde.

K vytvofeni typologie praci muzejn{ historiografie je mozno sahnout také k zahrani¢nim
analogiim, které jsou vsak nastésti zcela funkeni a relevantni. Muzeme zde sledovat Siroké
spektrum badatelskych vystupti od drobnéjsich forem typu ¢asopiseckych ¢i sbornikovych studif
(které vSak mohou byt i znacné rozsahlé a pfedstavovat své druhu monografie, pouze shodou
okolnosti otisténé v periodiku ¢i sborniku) az k rozsahlym monografiim. I tyto vrcholné formy
zptistupnéni mohou nabyvat riznych podob podle svého tematického zaméfeni. Vyraznou
stopu pfedstavuji prace vénované muzejnim budovam, dalsi specifickou skupinu znamenaji
publikace zamefené spiSe na sbirky a v podstaté mimofadné jsou vsestranné muzejni déjiny
obsahujici v sobé piehledné zpracovani nejrozmanitéjsich aspektd muzejniho zivota.

D¢jiny muzejnich instituci predstavuji specificky typ historiografie. Jsou komplexni
disciplinou, jez pfedpoklada velmi dobrou znalost vSeobecného dobového kontextu, ktery
zcela neopominutelné formoval podobu muzejnich instituci, ale zaroven bezpecné ovladnuti
vnitintho prostoru zkoumané instituce a mechanismi jejtho fungovani. Domnivam se vsak, ze
byt’ se vétsinou nejedna o snadny vyzkum, jeho vysledky mohou zasadné obohatit historické
poznani.
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Museum Affairs at the Territory of Subcarpathian Rus’ in the Years of the First Cechoslovak Republic
(1919 — 1938).

The article deals with the formation and specifics of the development of museums in Subcarpathian
Rus’ in 1919-1938. It defines the main centers of museum science, as well as the contribution of
scientists, representatives of cultural and public societies, and the state to the collection and exhibition
of natural monuments and monuments of material and spiritual culture of the region. In the article, a
great attention is paid to the coverage of the history of the creation, development and functioning of
the Museum of T. Legotsky in Mukachevo, the Museum of the Society "Prosvita’, the Rus’ National
Museum, and others. The author reaches the conclusion that the development of museum affairs in the
territory of Subcarpathian Rus’ in 1920s — 1930s was stimulated by the attention of the society and the
support of the central and local authorities. Museum affairs were moved to the state level.

Key words: Subcarpathian Rus’, museum affairs, museum society, museums, monuments, protective
activity

After the ending of the World War I the territory of the Ukrainian Transcarpathia according
to the Treaty of Saint-Germain since September 10, 1919 was included to the territories of
the Czechoslovak Republic under historical name Subcarpathian Rus’. Since then, a new, rather
controversial, yet important and positive stage of the development of this distinctive Ukrainian
region has begun. The democratic principles of the young state created favorable opportunities
and conditions for the emergence and functioning of political parties, public associations,
cultural and educational societies and other institutions and elements of civil society. In addition,
in Czechoslovakia, sufficiently good conditions were created for the revival of the indigenous
culture of Subcarpathian Rus’. The transformation of culture called for a transformation
of social and national consciousness. Formation of ethnocultural self-awareness of Rusyn-
Ukrainians in Subcarpathian Rus’ led to the manifestation of the public need for the creation
of museums that could store and display real, pictorial and written testimonies of the history
of the local population of the region. Historical and cultural heritage has become perceived as
a necessary link, linking the past with modern, an important means of establishing the national
consciousness of the population, the basis for an objective study of its history and culture.

The purpose of this article is, in the retrospective aspect, to highlight the preconditions of
the formation and specificity of the development of museums in Subcarpathian Rus’ in 1919-
1938, to find out the main centers of museum science, as well as the contribution of scientists,
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representatives of cultural and public societies and the state to the collection and exhibition of
memorabilia of nature, material and spiritual culture of the region.

In recent years, Ukrainian historiography has accumulated considerable scientific potential
in the study of the history of museum affairs in Subcarpathian Rus’ between the two World
Wars. The origins of museum studies in the province were studied by J. Kobal, Y. Kachiy,
I. Striapko, V. Pankulych, V. Kusma, V. Palynchak and others. Their works comprehensively
cover the circumstances of the birth of museum institutions in Subcarpathian Rus’, their main
achievements and the problems they encountered during the formation and exhibition of
museum collections.

After the end of the World War I there was not a single museum in Subcarpathian Rus’.
This is despite the fact that in 1907 the "Mukachevo Museum Society named after Theodore
Legotsky" was created, whose members planned to open a county museum. T. Legotsky was
known in the land as a historian, ethnographer, archaeologist, ethnographer and lawyer. He
closely linked his practical activities with research work. He traveled a lot through the territory
of Transcarpathia, collected a rich historical, archacological and ethnographic material - a huge
collection of 7 thousand items. This collection was at one time the largest private collection in
all of Austria-Hungary.'

In 1909, the statute of the "Mukachevo Museum Society” was approved and it began its
activities. The head of the society was T. Legotsky, and the director of the future museum — a
teacher of history of the Mukachevo Gymnasium Y. Yankovych. The Mukachevo City Council
handed over to the Society three rooms on the second floor of a two-story building, in which
a prominent Hungarian realist artist, Migal Munkachi, was born. The lack of proper state
support and financial hardship did not allow the company to realize its main goal - to open a
museum. As a result, T. Legotsky, before his death, ordered his collection to his family. After
his death in 1915, the museum society ceased its activities.? Soon after, children of T. Legotsky
decided to leave the Carpathian Rus’ for Hungary and sell their father’s collection to the sellet-
antiquarian Lazar Singer from Bratislava. A collection of coins and a five-volume diary of a
new owner was exported to Bratislava, and a collection of archaeological finds planned to be
brought to Budapest.’

Thus, the Czechoslovak authorities had to start practically from scratch to preserve the
monuments of folk culture and antiquity in Subcarpathian Rus’. Already in 1919 the law was
issued, which regulated the memorandum and, in particular, strictly forbade the export of
monuments of antiquity from the state. By regulation of the Ministry of Internal Affairs No.
72.449 / 24-9 of February 12, 1925. The customs authorities wete given new instructions
regarding the preservation of the monuments of the past. In each of the administrative
territories of Czechoslovakia, a specially created authorities for the protection of monuments
operated. So, for the Czech Republic, such an authority was located in Prague, for Moravia-
Silesia - in Brno, and for Slovakia and Subcarpathian Rus’ - in Bratislava. The task of these

' TTAHKVAUMY, B.B. Tusoaap Aerouskuil — 3akapIaTchKuil icropuk, erorpad i apxeoaor. In: Haykosuil sicrux
Vaweopoocvioco ynisepcumeny, cepia clemopiay, 2011, Burr. 27, c. 293.

2 KAUII, O. 3 icropii myseiinot cnpasu ma 3axapuarti. In: Haykosuii s6iprux Saxapnamesiozo kpacsmasozo myser,
1995, Bum. 1, c. 10-11.

> KV3bMA, B.B. Possurok myseiinoi crpasu Ha [liakaprarcexiit Pyci (20-30-1i poxu XX cr.). In: Hayxosuil sicrux
Vaceopodcerozo yrisepcumeny, cepia «lemopiay, 2011, pumr. 27, c. 164.
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bodies was to keep track of the monuments, as well as to inform the public about the state of
affairs about the monuments of history, culture and art.*

As historian V. Pankulych rightly pointed out, the development of the museum affairs in
Subcarpathian Rus’ in the 1920’ was stimulated by direct interest in it and by the control of it
by the authorities (central and local) and (largely) by the public’s attention and its institutions®.
On October 22, 1920, the Civil Administration of Subcarpathian Rus’ appointed the head of
the Mukachevo court of V.Adamkovich as a curator of the “T. Legotsky Museum Society. The
director of the Mukachevo high school Y. Yankovych was elected its ditector.® By the order
of the Mukachevo Government Commissioner in 1921 the collection of T. Legotsky was
transported and placed in the Mukachevo castle.

From 1922 to 1929, Y. Yankovych was engaged in ordering the collection of T. Legotsky and
its description. At the same time, he conducted a collection of archaeological materials, bringing
archaeological collections from Uzhhorod, Berehovo and Vinohradiv to Mukachevo.” In 1924
a special room was purchased for museum collections. In the annual report of J. Yankovych
about the work of the museum in 1927, it was noted that during the year an exhibition of the
museum was held. The museum had large collections of archeology and historical monuments
of the city of Mukachevo.” However, the full-fledged work of the museum, in addition to
the absence of staff and adequate funds, interfered with the trial with L. Zinger. The latter
demanded recognition of his right to the property of the museum and the opportunity to
dispose of it freely. After several years of legal proceedings, L. Zinger won the case. At the end
of 1929 - early 1930s, the state was forced to reimburse him the money spent on the purchase
of a collection from children of T. Legotsky. Since then, the museum had officially become the
property of the state and was open to visitors.

After the museum of T. Legotsky has received the status of regional, its scientific and
research work is expanding. Since the beginning, the museum has completed archaeological
and historical monuments. The director of the museum, Y. Yankovych, developed a special
questionnaire in three languages (Czech, Rus’sian and Hungarian), which contained more than
30 questions. The questionnaire was distributed around the settlements of Subcarpathian Rus’
to discover ancient monuments, especially the archeological ones. As a result, the valuable
material was collected about the monuments of the ancient region, which enriched the museum’s
collection.” In 1931 J. Yankovych published the work “Subcarpathian Rus’ in prehistory” for the
purpose of propaganda of historical and cultural monuments.

It is worth mentioning that certain assistance to the museum of T. Legotsky was provided
by the State Archaeological Institute in Prague. In 1929, with the support of the institute, the
museum began systematic archaeological excavations." In 1931, 13 ancient butial mounds of
iron age (VI-1II centuries BC) were explored in the village of Kushtanovytsia of the Mukachevo

* KOBAAB, 1. 3 icropii mam’stkooxoponuof crpasu ma 3akaprarti y 20-30-1i pokn XX croairra (Aigapmicrs Mo-
curra Sluxosrraa). In: Haykosuii s6iprux Saxapnamevozo kpacsnasyozo mysero, 1998, sur. 111, c. 34.

> TTAHKVAMY, B.B. Possurok myseiinuisa Vixropoaa B 1920-1940-x poxax. In: Hayxosuil sicrux Yuczopodcsoco
_yHisepeumenty, cepin «lemopiay, 2014, Bun. 1 (32), c. 41.

¢ KAUIH, 1O, ref. 2, c. 11.

TKOBAADB, 1., ref. 4, c. 35.
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district. According to research materials, the article “The Scythians in Subcarpathian Rus’ was
prepared, which was published in 1935 in Prague in the herald "Carpatica’.

In the 19307, the collections of the school museum of Sevlyush (now the city of Vinohradiv)
were attached to the museum of T. Legotsky. Since 1932, the museum’s activities have been
extended to the study of ethnography, folklore, nature and geography of Subcarpathian Rus’.
Worthy of note is also the study of the museum of T. Legotsky in the Kholmtsi, Chervenevo,
Kolodne and other settlements."

Before the entry of Transcarpathia into Czechoslovakia in the city of Uzhhorod there was
not a single museum in operation. There was only a well-known private collection of birds
of the biologist by education and gymnasium professor O.Grabar."” At the beginning of the
twentieth century he created a unique collection of scabbards of day-old birds of prey and owls
from the territory of Subcarpathian Rus’ and Eastern Slovakia was collected and produced,
which numbered more than 200 copies. This unique collection could become a treasure of any
academic museum in the world. After the death of O. Grabar in 1959, the collection ended up
at the zoological meseum of Uzhhorod University.

A prominent contribution to the preservation and protection of monuments of folk culture
and antiquity in Subcarpathian Rus’ was made by the "Prosvita® Society, which was founded
in 1920. At its constituent meeting, on the proposal of M.Novakovsky the decision was made
to create a Rus’ National Museum and to elect 2 museum commission. These decisions were
also fixed in the Charter of the Society, which, among the directions of work of "Prosvita” has
defined: the creation of libraries and museums and the care of already existing; giving a start to
the foundation of the Central National Museum for the whole region of Subcatpathian Rus’.”?

To accomplish this task, on May 20, 1920, the Society established a museum and library
committee, which included Theophan Skyba, Mikhaylo Novakivsky, Petro Kutsyn, Ivan
Pankevych, Andriy Alyskevych. The historian Vasyl Gadzega became known as the referent of
the commission."*

On June 28, 1920, the first general meeting of the "Rus’ National Museum” was held, in
which the articles of association of the new partnership were adopted and submitted for
approval by the relevant authorities. According to the main department of "Prosvita’, “#he good
development of the Rus’ Museum requires a separate society and individuals who would devote themselves
excclusively to this business ">

The first step in the attempt to organize the museum was the "Memorial of the Museum
and Library Commission of the "Prosvita® Society in Uzhhorod for the Civil Administration of
the Subcarpathian Rus’ for the establishment of the National Museum’, filed with the regional
government on August 25, 1920. In the document, the following requests were made: 1) to
provide financial assistance to the society for the organization of the museum and library in the
amount of 60 thousand CZK and to allocate premises; 2) to support the "Prosvita® initiative
in identifying historical monuments in the museums of Vienna and Budapest, exported from
Subcarpathian Rus’, and to assist in returning them to their homeland; 3) to prohibit theft

T KOBAAB, I, ref. 4, c. 36.
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and export outside the boundaries of the exhibits of the museum named after T. Legotsky in
Mukachevo."

The Czechoslovak authorities were careful about the initiatives and problems raised by the
"Prosvita™ in the years 1920-1923. As a rule, funds, legal aid, moral support or other types of
assistance were provided. In response to the appeal of the Society, the head of the school
authority of Subcarpathian Rus’, . Peshek provided museum and library commission 20 000
CZK for the wotk of in 1920."

“Prosvita® Society plans to open the National Museum of Subcarpathian Rus’ on the basis
of the collection of T. Legotsky. Already in June 1920, before the Civil Administration, the
Museum and Library Commission filed a petition forbidding the export of museum values
and book property beyond the boundaries of Subcarpathian Rus’. First of all, it concerned the
collection of T. Legotsky. Members of the Main Department of the "Prosvita® Society on this
occasion personally turned to the governor, vice governor and the school department. There
were also 3 memorandums submitted to the authorities, which called for immediate measures
to help preserve the collection of T. Legotsky.

Members of the Museum and Library Commission hoped that after the trial with L. Zinger,
the museum exhibits will be transferred to the "Prosvita® Society and will be based on the
National Museum. The state refused to transfer the rescued exhibits to the management of the
company, leaving them in the ownership of the city community of the city of Mukachevo."

As a result, the museum and library commission had nothing else to do, how to continue the
process of forming its own historical, archaeological, ethnographic and numismatic collections,
a collection of manuscripts and early printed books, begun in the early 1920s. With this aim,
the commission members developed a special questionnaire for the collection of museum and
library values, which was sent to all schools of the region. The Commission has repeatedly
appealed to the public to assist in the collection of museum and library materials. In particular,
in April 1921, the commission made the following appeal through the press: “To all Rus’
citizens® with the request to send materials for the album on life and life of Subcarpathian
Rus’ (drawings, photographs), as well as embroidery, pysanky, clothes, carved things, etc. The
members of the Museum and Library Commission of the "Prosvita® Society, in particular,
Mykhailo Novakivsky, regularly addressed the public, drawing attention to the problem of
creating the museum and the task of the Museum of Subcatrpathian Rus’.”” The members
of the "Prosvita® planned to give the museum’ future a cultural-historical character and a
national status.®” For this purpose, the following departments were created in the museum:
natural, prehistoric, history of the region, the culture of cities, village culture and occupations
of inhabitants of Subcarpathian Rus’.*!

It is also noteworthy that the Conservative Institute was created on the initiative of Prosvita,
which took account of architectural monuments and prevented them from being destroyed. In

16 Ibid.
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1922 in the “scientific herald® of the Society was published an article by V. Zalozetsky “Tasks
of conservative labor for the protection of monuments of art in Subcarpathian Rus’". It raised
the issue of the protection of monuments of antiquity. First of all, attention was paid to the
wooden church of the region, which remained about 20.*2 The oldest of them wete built in
the second half of the XVII century. Each church had its own individual style. Some have
survived the unique iconostasis of the Byzantine pattern. However, due to the inability to
treat them, the wooden churches of the region gradually collapsed. V. Zalozetsky wrote that
the best way to protect the monuments of antiquity is to transfer them to the museum.” He
advocated the creation of the "Prosvita® Society of Subcarpathian National Museum in which
the ‘artistic objects of the whole region” would be kept.** At the same time V. Zalozetsky
noted that “#he organization of the museum should not be carried out at the expense of stripping artistic
decorations of churches’ > Among the main tasks of the museum, he highlighted the preservation
of monuments of antiquity and familiarity with them to the public of the region.

By September 1922 "Prosvita® had the following things: 13 manuscripts, a collection of
ancient printed matter, 3 paintings by Y. Bokshay, a baroque iconostasis, an old main gun, a
trembita and milk devices in kolyba.*® As of 1924, 57 manuscripts, 113 ancient printed books,
over 400 photographs from the history of the province, 18 ceramic monuments, 38 church
subjects, and iconostasis of the 18th century were collected. in the power of the Baroque,
coins, 10 models of farms in Subcarpathian Rus’, 8 households of shepherds, two sets of
clothing from Hutsulshchyna and the outskirts of Khust, 155 species of minerals.”’ The rich
collection of embroidery collected by lush men was successfully exhibited in 1924 in Prague at
the exhibition "Life and Art of Subcarpathian Rus™.*

To find out the real value of the collection of "Prosvita Society’, a special commission was
created. According to the results of her work in November 1926 a special certificate was sent to
the school authority. In it, the museum collections of the "Prosvita® Society were characterized
as ‘mostly of an ethnographic and ecclesiastical material of little value'.”” Commissioner Y.
Yankovych stated that these monuments were going accidentally, without a certain system, and
a reminder of “unsystematic confusion’.”” In the conclusion it was noted that the objects of the
collection were partially donated, partially purchased, they are disorderly packed in boxes. Thus,
the museum matetials of "Prosvita” were recognized as an unsystematic mix.”!

The commission report revealed a number of shortcomings in the work of the museum
and library commission. In particular, the lack of a person who would have a professional
education and organize the work of collecting museum materials in a proper manner. At the
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same time, according to historian I. Strypka, the value of the exhibits collected by the "Prosvita’
was deliberately underestimated so that "Prosvita™ did not receive financial assistance from the
government and could not implement its project to create the National Museum.* In the end,
the negative conclusions of the commission caused the cessation of any assistance from the
state museum and library commission.

A major problem for the museum-library committee of the "Prosvita” Society was the lack of
premises for the museum. Repeatedly the leadership turned to the Czechoslovak™ government
for help, but the premises were never received. Therefore, it was decided to place the "Prosvita’
collection on the second floor of the People’s House - a cultural and enlightenment center of
the Ukrainian community of Subcarpathian Rus’. The construction of the People’s House was
carried out on the donations of individuals, organizations and institutions. It is significant that
100 thousand CZK for its construction was presented by the President of the Czechoslovak
Republic T.G.Masaryk.*

On October 7, 1928, the solemn opening of the People’s House took place. Almost the whole
second floor (frontal high hall 17 x 8.5 m, as well as two lateral smaller rooms) was allocated
to the museum. It was composed of the following departments: ethnographic (clothing,
model, embroidery, material culture); church (icons, carvings, clothes, sacrarium); archeological
excavation (bronze excavation); numismatic (collection of coins); ceramic (ceramics old and
new); photos of wooden architecture; manuscripts (parchments and papers from the sixteenth
century); natural (minerals of Subcarpathian Rus’, collected by professor Rudnytsky).

In general, the "Prosvita” collection comprised over 2,000 exhibits: manuscripts collections,
archival materials, photographs, embroidery, iconography, carvings, models of houses and
churches, ceramics, folk clothes, shepherd’s accessories, archaeological objects, numismatic
collection, gallery of modern paintings and a collection of minerals.”® However, these and
other exhibits were placed in a spacious hall on the second floor of the People’s House only
temporarily.®

In spite of all the efforts of the "Prosvita® Society, it was not possible to open a museum
for the entire Subcarpathian Rus’, accessible to the general public. Therefore, the question
of the creation of such a museum again becomes relevant in the early 1930%. Already on
June 28, 1930, the "Rus’ National Museum’ was founded on the initiative of the Museum and
Library Commission of "Prosvita’. His creation was an attempt by the "Prosvita® to preserve
the existing exhibits and still create a National Museum. They hoped that the new museum
association would no longer be the property of the "Prosvita® Society, and would therefore
unite those who are not indifferent to the fate of the museum, and would hope for help from
the state. The good intentions of the "Prosvita® witnessed the fact that they decided to transfer
all their collections to a new society.”” His presidium consisted of the head Vasyl Gadgega, the
deputy head Margarita Brashchayko, the secretary Ivan Pankevych.
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The statute of the newly formed society was approved by the Ministry of Internal Affairs,
on June 17, 1931, under the number 40 323 / 1931-2, but formally presented this approval
only in February 1935. Therefore, from June 1930 to February 1935 the Society "Rus’ National
Museum’, as much as possible, collected material, but did not carry out active work. But even
under such conditions, the community managed to replenish the collection of the museum
with more than 100 valuable items. Among them were manuscripts, ethnographic materials, old
books, valuable golden Scythian decorations found in Bushtyno on the eve of the First World
Wat, ceramics from Khust, mimicry on the glass with Trebushany and ancient icons.™

A new step in the development of the museum business in Subcarpathian Rus’ was the
creation on February 22, 1929, on the basis of Uzhhorod Aquarium Union of the "Regional
Museum Community’. As noted in the circular of the Presidium of the Regional Directorate
of Subcarpathian Rus’, the company was founded with the aim of creating a regional museum.
His most important task, besides the creation of a regional museum, was to combine the
collections of ethnographic and natural monuments existing in the region, as well as pieces of
art.”’ For the location of the collections, several rooms of the former zhupanat were allocated
to the company.

The opening of the regional museum in Uzhhorod was the reason for the discontent of
the museum workers from Mukachevo. On this occasion, the Uzhhorod weekly newspaper
"Rus’skaya Zemlya™ wrote the following: «ery often Uzbhhorod and Mukachevo argue with each other.
Uzhhorod became the main city, winning a dispute, but misunderstandings are occurring more and more often.
Already reported about the organization and construction of the County Museum in Mukachevo. But because
of the babit, people wanted to argue further and they began to demand that the nusenm was not in Mukacheno,
but in Uzhborod. The “Bulletin of the Czechoslovak Agricultural Musenm” reports the following: “Our
association for the foundation of a museum in Subcarpathian Rus’ faced this work with the old 1.egotsky
Musenm Society in Mukachevo. The number of competency disputes has thus increased. As experience shows,
here and there the decision will not be in favor of the case itself, becanse no city will transfer to other things from
its musenm . 1t°s onr life as it is: disputes instead of work. The two are argning, and the third is accused of
their failures™*

In 1932, Mukachevo and Uzhhorod Museum societies were united into the "Subcarpathian
Regional Museum Society™.*' In 1933, in temporaty use, the company transferred the dry and

t.*? Since

bright rooms of the district court, which was located in the structure of the zhupana
then, the Uzhhorod County Museum has started to function as the central museum of the
region with a branch in Mukachevo (T. Legotsky Museum). The museum was officially opened
on October 28, 1934. The first honorable visitor to him was the Deputy Minister of Foreign
Affairs of Czechoslovakia K. Krofta.” As the historian V.Pankulych correctly notes, the activity
of the County Museum in Uzhhorod added new bright pages to the history of the memorial

area of the region.* Although it remained in the shadow of the museum of T. Legotsky, it
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played a significant role in the dissemination of museum practices, propaganda among the
wider population.

The main activity of Uzhhorod County Museum remained ethnographic. That is why, as
noted by researcher V. Kuzma, in profile orientation he was defined as an ethnographic.®
The following departments were opened in the museum: ethnography and village culture;
ethnographic relations; nature (paleontology, geology, geography, mineralogy, botany, zoology);
use of natural resources (agriculture, industry, trade); schooling; Art Gallery; Uzhhorod City
Department; additional scientific collections.*

Uzhhorod City Department of the museum exhibited the works of the handicrafts,
in particular, the products of Uzhhorod ceramics (vases, pots, painted plates), which were
original and were a true work of folk art. At the same time, an earthen furnace was exhibited
in which ceramic products were baked. The exposition of the Uzhhorod History Department
transmitted photos and drawings not only of city's past, but also showed the construction of
new neighborhoods, new public buildings and the settlement.*’

In 1934, the Ethnographic Society of Subcarpathian Rus’ was founded in Mukachevo.
Among its founders were: the branch of the ‘Prosvita’ Society in Mukachevo, and the Teachers’
Community, Y. Okhrymovych, Y.Komarynskyi, A.Voloshyn, the Klympush brothers. For its
purpose, the society has put training, conducting research and education in the Mukachevo
Regional Ethnographic Museum.* For some time the company was headed by A. Voloshyn.*

Members of the Ethnographic Society believed that the creation of separate exhibition
departments should be preceded by deep ethnographic studios and the collection of monuments
in their subject matter or drawings. In other words, they planned to put the organization of
the museum on a truly scientific basis. The society focused on the study of material culture.
The plans were to publish an ethnographic card of the national clothes of Subcarpathian
Rus’. To this end, a special instruction was developed "A questionnaire for the compilation
of descriptions of national clothing of Subcarpathian Rus’". It provided for the identification
of clothing-related socio-economic aspects of life of the population.” Also, the company
prepared special programs-questionnaires for a general description of the village, to collect
materials about the construction of huts in Subcarpathian Rus’, to study folk spiritual culture,
folk art.

Active public support for the idea of creating a Ukrainian museum allowed the collection
of the necessary means to build its collection.” Already in the first years of functioning of the
Mukachevo cell, it collected more than 2,000 monuments, several tens of thousands of records
of folk songs, translations, etc. Many monuments came from private individuals. Among them,
there were the Klympush brothers from Yasinya, teachers I.Kelemen and G.Bodnat, etc.”* Also,
the community was prepared to publish more than 50 printed worksheets of ethnographic
materials.

# KV3bMA, B.B,, tef. 3, c. 166.

6 Ibid.

47 Ibid.

*# CKPUITHUK, I".A,, ref. 8, c. 183.

¥ CTPAIIKO, 1.O., ref. 18, c. 230.

3 CKPUITHUK, I'. A, ref. 8, c.184.

3! Biemi Emnozpagpiunozo mosapucmsa I lidxapnamesioi Pyci, <. 6-7. Mykauis, 1937, c. 1.
2 CKPUITHUK, I'.A,, ref. 8, c. 191.
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June 20, 1937 the grand opening of the Ethnographic Museum took place. Initially, the
museum materials were stored in the premises of the Mukachevo "Trade Academy’, and later it
was allocated two rooms in the premises of the craft school. According to the contemporaries,
the opening of the museum, became a notable event in the life of Subcarpathian Rus’.
According to local press, in only four days the museum was visited by 3000 visitors.” At the
end of the 1930, attempts were made to transfer the museum exhibits of the "Prosvita® to the
Ethnographic Society of Subcarpathian Rus’, about which correspondences were conducted
between these societies. However, this initiative has not been implemented.*

On September 1, 1937, another museum - diocesan - was opened in Uzhhorod. It was to
carry out a religious-educational and artistic-cultural mission. The idea of the opening of this
museum belonged to Bishop Alexander Stoika. 7 rooms in the episcopal residence, which
were also connected with a rich bishopric library were allocated for the museum. Exhibits
of the museum, among which there were many written monuments, related to the history of
Subcarpathian Rus’ and diocese.”

Considering the history of the museum affairs in Subcarpathian Rus”, it is impossible to
ignore the origin of the first rural and district ethnographic museums in the early 1930s. Their
importance was that they fixed the national identity of the Subcarpathian Rus” population.
One of such museums was the Rakhiv ethnographic museum, founded by the educational
authorities on the funds allocated to extracurricular educational activities.™

The decline of the First Czechoslovak Republic and the occupation of Subcarpathian Rus”
by the Horthy Hungary negatively affected the state of the museum affairs in the province.
The collection of Uzhhorod Museum in November 1938 was evacuated to the village of
Kamyanytsia. At the end of March 1939, it was returned to Uzhhorod, but as a result of these
transportations, many exhibits were lost. In Mukachevo and Uzhhorod formally, historic and
ethnographic museums continued to function. They worked in difficult conditions and on a
voluntary basis, at the expense of donations. From the state the museum from time to time
received small financial assistance.”’

Thus, at the time of the first Czechoslovak Republic in the Carpathian Rus’, the processes
of the formation and development of memorial and museum affairs intensified. The study
and preservation of the historical and cultural heritage were carried out mainly by scientists
and representatives of cultural and public associations (primarily the "Prosvita® Society). At
the same time, the role of the state in collecting and exhibiting monuments of nature, material
and spiritual culture of the region is growing. It may be stated that the museum affairs in
Subcarpathian Rus’ in the 1920s-1930s ceases to be exclusively enthusiastic and goes to the
state level. This resulted in the opening of the museums and an active memorabilia work.

% Aino, 9. 07. 1937.

5 CTPATIKO, LO., ref. 18, c. 231.

3 AITEPATI, T. Bmpauenuii Yowmeopoo: mysei ma yinnocnsi, saxi émpamuno micmo. URL: http://karpatnews.in.ua/
news/130464-vtrachenyi-uzhhorod-muzei-ta-tsinnosti-yaki-vtratylo-misto.htm [cit. 2018-04-27].

% CKPUITHUK, T.A., ref. 8, c. 192.

5 KY3bMA, B.B,, ref. 27, . 30.
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The Historic Garden in Mytna Street in Bratislava

The study addresses the creation and eatly development of the ornamental garden in Mytna St. in
Bratislava. The site was originally a smaller garden on the outskirts of the Blumental suburb at the time,
located in the vicinity of a road running to Raca. The first stage of the garden documented in a drawing
shows the main axis intersecting the centre of the courtyard and a simple symmetric composition of
three fields of vegetation lined by tree alleys. Based on an analysis and comparison of written soutces
and plans, we assume the founding of the garden in the second half of the 1770s.

A re-evaluation of the name Esterhazy Garden is based on reliable information in historical sources
designating the archbishop’s administrator Stefan Ormosdy as the owner. Based on the entry in the book
of property transfers, Ormosdy acquired the parcels located near the Archbishop’s Summer Palace in
1774 when the town’s St. Ladislaus Hospital sold its vineyards, meadows, fields and mills at auction.

Key words: historical garden, Stefan Ormosdy, Blumental subutb, Pre$porok/Bratislava, 18" centuty

V doterajsej spisbe o historickych plochach zelene sa zahrada na Mytnej ulici uvadzala
len okrajovo a udaje o jej genéze boli v dosledku nedostatocného archivneho vyskumu c¢asto
nepresné. Podla mienky D. Janotu a A. Bagina i§lo povodne o rozsiahly viacicelovy priestor
s francizskym parkom, ovocnym sadom, zeleninovou zahradou a vinohradom, patriaci
Esterhiazyovcom.! Spominani autori okrem iného zastavali nazot, ze uz v 18. storoéi bola tato
tzv. Esterhazyho zahrada scasti rozparcelovana. Z. Resovska a Z. Klu¢arova, ktoré v podrobnom
supise historickej zelene Bratislavy zhromazdili vel'ké mnozstvo dokumentaéného materidlu,’
k novym poznatkom o okolnostiach zalozenia zahrady nedospeli. Z d’al$ich historikov treba
spomenut’ S. Holéika, ktory zase nepripust’al moznost’ existencie parku, ale iba uzitkovej
zahrady, pravdepodobne ovocnej.”

! JANOTA, Dusan - BAGIN, Anton. Historickd elert Bratislavy. Sady, zdhrady a parky. Uéebné texty pre vlastivednych sprie-
vodcov. Bratislava : Obzor, 1977, s. 83.

2 RESOVSKA, Zdenka - KLUCAROVA, Zuzana. Revizia a evidencia historickych parkov a zihrad na iizemi mesta Brati-
slavy. Bratislava : ZARES; Mestska sprava pamiatkovej starostlivosti a ochrany prirody, 1989, dokument ¢. 55, tkp.,
Mestsky ustav ochrany pamiatok v Bratislave, oddelenie dokumentacie.

3 HOLCiK, Stefan. Esterhdzyovcov pripomina viac stavieb. In: Bratislavské noviny, 2010, ro¢. X111, ¢. 23, s. 7.
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S ohladom na stcasny stav badania sme sa pti opise a posudzovani vyvoja zahradného celku
zamerali najmi na ¢asovy ramec druhej polovice 18. storocia. Zist'ovanie pociatkov okrasnej
zahrady vyuziva vzdjomnu vizbu pisomnych pramenov a mapovych dokumentov. Osobitne
cenné su zapisy zachované v Knihe majetkovych prevodov (Besitziibertragungen, r. 1774), d’alsie
orienta¢né informacie obsahuje topografia Presporka od J. M. Korabinského (r. 1781). Pokial
ide o kartografické diela, najvicsiu vypovednu hodnotu k vjvinu predmetnej parcely poskytuja
plany mesta (r. 1780), ako aj situa¢ny ndkres vyustenia Valénskej ulice (r. 1777).*

Otazniky nad pomenovanim

Po oboznameni sa s dostupnou literatirou je zrejmé, ze zauzivany nazov je nespravny
a vznikol nedopatrenim pri preklade z mad’arského jazyka, ked’ D. Janota a A. Bagin vztiahli
zmienku o Esterhazyho zidhrade v blizkosti Krajinskej vseobecnej nemocnice v Blumentali
(herezeg Eszterhazy kergie)® na paréik pri stavenisku Slovenského rozhlasu.®

Krajinskd vseobecnt nemocnicu (Uhorskd krilovskd stitna nemocnica; Magy. kir. dllami korbiz,
Staatskrankenhans) na Mickiewiczovej ulici postavili v r. 1857 — 1860 a v ¢ase odovzdania do
uzivania r. 1864 bola jednou z najvicsich nemocnic v Uhorsku.”

Esterhazyovska zahrada sa nachadzala, ako to dokazuju historické spravy 1 Sirsie poznatky
o stavebnom vyvoji predmesti, na mieste dnesného obytného bloku Avion.® J. M. Korabinsky
opisal jej polohu nasledovne: ,,Die Untere Landstrasse hat vom Haltergaf§l an rechts: Graf Emerich
Esterbasy s. e. Garten.® Priamo na vedl'ajSom pozemku stal za Korabinského ¢ias Herbersteinov
majer."

Rodina Esterhazyovcov vlastnila po r. 1781 v Blumentali aj letny palac s vel'kou francizskou
zahradou gréfa Johanna Goberta d' Aspremont-Lynden. Niekdajsi Aspremontov palic potom
t. 1850 presiel do ruk Jankovitsa a od t. 1862 bol jeho majitefom obchodnik Karol Schiffbeck."

¢ Zakladny prehPad kartografickjch pamiatok pozri v pracach: HORVATH, Vladimir. Bratislavskd pamiatkova re-
zervacia v nakresoch kartografov. In: Historické mapy : zbornik 3 vedeckej konferencie 24. — 25. aprila 1997, Bratislava. Ed.
Miria Kovacova. Bratislava : Kartograficka spolo¢nost’ SR; Slovensky narodny archiv, 1997, s. 131-136. KARTOUS,
Peter. Bratislavské mestské mapy a plany. In: Bratislava, rocenka, zv. 7, 1971, 183-215. PRIKRYL, Cubomir Viliam.
Vyvoj planov mesta Bratislavy. In: Veda a technika v dejindch Slovenska 2. Bratislava : Slovenska spolo¢nost’ pre dejiny
vied a techniky pri SAV, 1985, s. 122-141.

5 SZEKCSO, Tamés. Sz. kir. Pozsony virosanak és kérnyékének helyrajzi és statistikai ismertése. In: Pogsony és kirny-
éke. Eigy foldtani térképpel és tibb abrival. Pozsony : Wigand Karoly Frigyes, 1865, s. 103.

¢ JANOTA - BAGIN, ref. 1, s. 83.

" ORTVAY, Tivadar. Pogsony vdros untcii és terei. A véros tirténete utca- és térnevekben. Pozsony : Wigand F. K. Konyvny-
omdadja, 1905, s. 48-49 (reprint Budapest : Piski Kiadé, 1991). V slovenskom preklade: ORTVAY, Tivadar. Ulice
a ndmestia Bratislayy. Ferdinandovo Mesto. Bratislava : Marencin PT, 2004, s. 72-74. ORTVAY, Tivadar. Ulice a ndmestia
Bratislavy. Nové Mesto. Bratislava : Marencin PT, 2007, s. 39-40. CMORE], Julius - GAZO, Mikulas. Pressburg/ Pozsony/
Bratislava 1883 — 1919. Bratislava : Praca, 1991, s. 139, obr. 119.

8 STEINHUBEL, Gejza. Shovenské parky a zibrady. Martin : Osveta, 1990, s. 17.

? KORABINSKY, Johann Mathias. Beschreibung der kinigl. ungarischen Haupt-, Frey- und Kronungsstadt Preburg. Erster
Theil. PreB3burg, 1781, s. 99.

10 ORTVAY, Nové Mesto, ref. 7, s. 40, 42. Pozsi tiez: HOLCIK, Stefan. Par¢ik pred Avionom bol malou botanickou
zahradou v centre. In: Bratislavské noviny, 2013, ro¢. XVI, ¢. 12, s. 15.

" CSAKOS, Josef Hans. Pressburger Gartner. Bratislava: Carl Angermayer, 1929, s. 22. HOLCIK, Stefan. Historické
budovy menili svoje nazvy. In: Bratislavské noviny, 2010, ro¢. XIII, ¢. 25, s. 11. HOLCIK, Stefan - RUSINA, Ivan.
Unmsenie Bratislavy. Obrazovy sprievodca pamiatkami mesta. Bratislava : Tatran, 1987, s. 365. REHACKOVA, Tamara. His-
torické Zdhrady a parky Bratislayy. Bratislava : Trio, 2012, s. 63. TOMASKO, Tvan. Historické parky a okrasné zdhrady na
Slovensku. Histdria, lokalizdcia, valorizdcia, architektira a spdsoby obnovy. Bratislava : Veda, 2004, s. 47-48.
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Obr. 1: Cast’ vonkajsicho predmestie Presporka na pline A. E. Fritscha 3 r. 1753

Ostava este pristavit’ sa pri obsahovom vyklade odbornych terminov zdhrada a park. V 18.
storoci sa za zahradu povazoval upraveny priestor s vysadbou, vytvoreny v bezprostrednej
blizkosti budovy a zretelne oddeleny od okolia ohradou. Naproti tomu oznaceniu park
zodpovedalo priestranstvo navodzujice dojem neohrani¢enosti, s vicsou rozlohou a v urc¢itom
odstupe od stavby (kastiel', vila a pod.).”” V 19. storoci oba tieto terminy stratili svoj azko
vyhraneny vyznam."

Dom Stefana Ormosdyho, zéhrada a orna poda

Situaciu na obvode zastavby mesta v polovici 18. storocia priblizuje plan mestského inziniera
A. E. Fritscha Specialis mappa geographica territorii Posoniensis z t. 1753." Na plane zretelne vidno
vypadovu cestu 7z versus Rétse Mytna ul.), ktord vedie od Suchomytnej brany smerom na Crux
alba (Biely ktiz)."> Vzdialenej$im tsekom cesty prechadza Linea (colnd hranica mesta).'® Priestor
budtcej zdhrady lezi uz mimo tejto mytnej ciary, kde podla mapovych znaciek boli polia,

12 HA]OS, Géza. Historische Garten in Osterreich: vergessene Gesamthunstwerke. Wien : Béhlau, 1993, s. 1. HLAVAC,
Christian - GOTTCHE, Astrid - BERGER, Eva (Hrsg,). Historische Gérten und Parks in Osterreich. Wien : Béhlau,
2012, s. 12.

3O terminologickych otdzkach podrobne: LENHART, Jozef. Fenomén patkov a zédhrad — histétia verzus sucas-
nost’. In: Historickd elert, parky a zdbrady v Bratislavskes Zupe. Bratislava : Bratislavsky samospravny kraj, 2016, s. 19-20.
4 Archiv mesta Bratislavy (AMB), fond (f.) Zbietka map a planov, inv. ¢. 1019 (101).

'S HORVATH, Vladimir. Bratislavsky topagraficky lexcikon. Bratislava : Tatran, 1990, s. 58.

16 Pozti: STIEBEROVA, Miria. Bratislavské predmestia v obdobi feudalizmu. In: Viastivedny casopis, 1985, roc.
XXXV, ¢ 1, s. 21.
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Obr. 2: Dom, zibrada a ornd pida S Ormosdybo na vyrege planu mesta 3 r. 1780

oraciny a vinohrady (obr. 1). Fritsch podrobne zakreslil niektoré vyznamnejsie budovy, napr.
trojkridlovy podorys letného arcibiskupského palaca a rozsiahlu zahradu, vo vseobecnosti sa
vsak uspokojil s na¢rtnutim obrysov celych ulicnych blokov. Samostatne je vyznacené predmestie
Blumenthal ad L. R. Civitatem pert. rozkladajice sa za popraviskom (Patibulum, ned’aleko terajsej
ulice Pri starej pracharni).

Parcelaciu a pédorysné clenenie zastavby vo vonkajsom predmesti prvykrat zobrazuje az
plan Presporku s blizkym okolim od nezndmeho autora vyhotoveny r. 1780." Zakresleny stav
na samom okraji predmestia Blumental zachytava podobu patcely ¢. 906 s dvojicou budov
orientovanych pozdizne do ulice, vstupnym dvorom a pravidelne upravenou okrasnou zahradou.
Pozemok sa rozprestiera v susedstve cesty smerujicej na Rac¢ianske myto. Z udajov grafického
podkladu sa dd vycitat’ vSeobecnd charakteristika zahradného celku. Zahrada sa vyznacuje
hlavnou osou smerujicou na stred nddvoria a jednoduchym symetrickym usporiadanim troch
poli zelene. Nedokoncené stromoradie pri bocnom chodniku na severovychodnej strane aredlu
by mohlo poukazovat’ na iba nedavnu vysadbu. Obzvlast’ zretel'né je odsadenie ohradného
muiru od obvodovej steny budovy. Ceruzou je naskicované dalsie ohradenie s vlozenou
kovanou mrezou oddelujice zihradu od nadvoria. K parku prilicha vol'na plocha, siahajica
az po priebeh dnesnej Povraznickej ulice (obr. 2). Pozemky a stavby nachadzajice sa v tesne;j
blizkosti pod ¢. 887 predstavuji majer pti letnom arcibiskupskom palici.'® Vonkajsia linia mesta

7 AMB, f. Zbietka map a planov, inv. ¢. 1023 (91).
18 OBUCHOVA, Viera. Topografia Blumentalu v zrkadle archivaych pramediov. In: Pamiatky a mized, 1999, rol. 48,
& 1, 5. 25. OBUCHOVA, Viera. Pribehy % dejin Bratislavy. Bratislava : Marencin PT, 2013, s. 208.
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je uz ustilend v drovni Sancovej ulice a na krizovatke so Zilinskou je postavenj most cez
priekopu.
Plan s nazvom Delineatio geometrica libe-
rae Regiaque Civitatis Posoniensis'® z 1. 1780 je
v zobrazeni rozsahu a dispozicie zahrady
uplne totozny s predchadzajucim nakresom
(obt. 3). Nevyhodou oboch planov je, Ze ne-
obsahuju menovité vlastnicke udaje.
7 topogtafického hladiska je mimoriad-
ne cenny ciastkovy plan podrobnej mierky
Pogsony a Réesei és Vallon utca kirnyéki résgének
helyszinrajza datovany r. 1777.% Tento fareb-
ny plan (obr. 4) detailne zachytava razcestie
ulic Mytna (S#rasse gegen Ratzstorff), Slovanska
(Waloner Gassen) a Vazovova.”' Stcast’ou kres-
by je i Palffyovsky majer (Graf. Joh. Palffisser
Maprhoffi?> a narozna stavba S. Ormosdyho
(objekt pomenovany priamo v plane ako Or-
mosdiss Gebailde).
Doélezity zdroj poznatkov o historickom
miestopise a vlastnictve jednotlivych objektov
prinasa praca J. M. Korabinského Opis krd-
Obt. 3: Zikres Ormosdyho 3dhrady v pline 3 r. 1780 lovského nborského hlavného slobodného a koruno-

vacného mesta Presporku s nékresom mesta a_jebo
okolia. Korabinsky sa pri vypocte parciel na predmesti zmiefiuje o dome s dvoma naroziami na
Strednej a Dolnej Kopacskej ulici, ktorého majitePom bol S. Ormosdy; k domu patrila i zdhrada
a orna pdda (Herr Stephan Ormoschdy ein doppeltes Eck in die mittlere und untere Hauergasse nebst Garten
und Acker). Na prilozenom plane mesta (Grundrisz, der kiniglichen freyen krinungs Stadt Presgburg
nebst der umliegendem Gegend) st osobitne zakreslené len velké palicové zihrady.

Dalsie stavebné zasahy a stav zahradného celku (¢ 202) nazorne dokumentuje vePmi
podrobne vypracovany plan Franza Kofflera (Grund-Riss der Kinigl. Freystadt Pressburg) z . 17872
V porovnani so zameranim z r. 1780 sa kompozicia zdhrady zmenila len nepatrne, rozdelenim
plochy suvislou stredovou osou a dvoma priecnymi chodnikmi vzniklo $est” zahonov s nizkou
zelenou. Zahony v prednej Casti zahrady sa vyznacuju vykrojenymi vadtornymi rohmi. Vsetky
cesticky lemuju aleje vysadenych stromov. V tom ¢ase uz prislo k rozparcelovaniu pril'ahle;
pody pre novostavby domov a k vytyceniu ulic kolmych na vypadovi cestu. V okoli pribudol
délezity orientacny bod v podobe nového farského kostola na Blumentali, ktory postavili v r.

¥ AMB, f. Zbierka mép a planov, inv. ¢. 1024 (22).

% Magyar Nemzeti Levéltar Orszagos Levéltaira (MNL OL), Térképtar, f. S 12 Helytartotanacsi térképek, sign. Div.
XIV. - No. 23.

*! Ulica sa spomina . 1775 pod oznacenim Nexbau: HORVATH, Bratislavsky topograficky, ref. 15, s. 306.

* K Palffyho majeru na Blumentali pozti: OBUCHOVA, Topografia, ref. 18, s. 24-24. OBUCHOVA, Pribehy, ref.
18, s. 208.

» KORABINSKY, Beschreibung, ref. 9, s. 89.

* Farebna képia planu v publikicii: Bratislava/ Pressburg. Hiavné mesto Slovenska/ Hauptstadt der Slowakei. Basel : Lin-
derdienst A. G., 1943.
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Obt. 4: Podrobny plan krigovatky dnesnych ulic Mytna, Vazovova a Slovanskd 3 r. 1777

1783 — 1784.»

Neyderov plan z t. 1820 poukazuje na znacné zmeny a zretelny nérast zastavby.” Zameranie
v$ak neobsahuje podorys a architektonicko-umelecké stvarnenie zahrady. Pri blizSom pohlade
vidiet’ vedl'a naroznej budovy (¢. 961) slept ulicku s nazvom Lerchenfeld.”’

Zapis v knihe majetkovych prevodov svedé o tom, Ze v septembri 1774 kiapil S. Ormosdy
za liniou mesta pozemky (12 510 §tvorcovych siah), ktoré predtym patrili mestskému Spitalu
sv. Ladislava (bospitale Sancti Ladislai).* Kratky text zretePne odkazuje na polohu pti Letnom
arcibiskupskom palaci a zahrade (gui prope aedificinm et hortum Archi-Episcopalem adjaced). Meno S.
Ormosdyho potom vystupuje v supisovej knihe z . 1775 (Hiesig Koniglicher Frey Stadt Presburg
Conscriptionsbuch. Innere Stadt samt alt und nenen Vor Stidten wie auch Gassen Betreffend) pti vipocte
obyvatel'ov Vazovovej (Herren- gassen) a Kopacskej ulice (Hauer-gassen) vo vonkajsom predmest{.”

Vysvetlenie pricin a suvislost{ tohto prevodu treba hl'adat’ v celkovej zmene hospodarenia
$pitala, ktory v 1. 1769 — 1775 pristupil k postupnému odpredaju svojich vinic, Ik, poli i mlynow.
Ustav utfzené peniaze uloZil v mestskej pokladnici alebo zapozi¢al sikromnikom, z ¢oho mu
pradil drok spolu 2 138 zlatych roc¢ne. Druhy zdroj prijmu tvoril prenajom hostinca, domu
v meste a blumentalskeho pola (ager xenodochialis).® Okrem toho $pitdl Casto ziskaval peniaze
testamentirnymi odkazmi bohatych mes§t’anov a sPachty.”

Zatial' chyba samostatna praca, ktora by podrobnejsie mapovala povod, rodinné zazemie,
vzdelanie, tradnicku kariéru a vyvoj majetkovych pomerov S. Ormosdyho. Pokial ide o zakladné
zivotopisné udaje, z dobovych dokumentov vyplyva, ze pochadzal z Pesti — pokrsteny bol
25. decembra 1741 vo farnosti Belvaros. Presporskym mest'anom sa stal r. 1771 (Stepbanus

5 OBUCHOVA, Topografia, ref. 18, s. 21-22. OBUCHOVA, Pribehy, ref. 18, s. 196-200.

% Bratislava, mapa 3, roku 1820. Textové ¢ast’ Hedviga Hudakova. Bratislava : Slovenskd kartografia, 1989, 20 s., fak-
simile. 2. vydanie. Original mapy: AMB, f. Zbierka map a planov, inv. ¢. 1027 (900).

" Porovn.: ORTVAY, Nové Mesto, ref. 7, s. 116.

* AMB, f. Magistrat mesta Bratislavy, Majetkové prevody (Besitziibertragungen) 1774 — 1778, inv. ¢. 11237, sign.
4m37, s. 23; Spisy, sk. 25 (sign. Lad. 18, fasc. 6, ¢. 1914).

» AMB, f. Magistrat mesta Bratislavy, Sé¢itanie obyvatel'stva (Konsktiptionsbuch) 1775, inv. & 10510, sign. 3d141, s.
406-407.

% SPIESZ, Anton. Bratisiava v 18. storoéi. Bratislava : Tatran, 1987, s. 222. UHL, Katl. Ueber die frithern Schicksale und den
Jetzigen Bestand des Biirger-Spitals und der dazu geborigen Kirche zum h. Ladislans in Prefburg. PreBburg : Karl K. Snischek,
1830, s. 37-38.

3 Pozii tiez: BOKESOVA-UHEROVA, Maria. Zdravotnictvo na Slovensku v obdobi fendalizmn. Bratislava : Vydava-
tel'stvo Slovenskej akadémie vied, 1973, s. 55, 59-60, 153. DUDEKOVA, Gabriela. Dobrodinci, mecenasi, fundatori.
Dary na podporu $kél a nemocnic. In: Historickd revue, 1998, ro¢. IX, ¢. 2, s. 11. SPIESZ, Anton. Skbodné kriloské
mestd na Slovensku v rokoch 1680 — 1780. Kosice : Vychodoslovenské vydavatel'stvo, 1983, s. 215-217.

116



Muzeolégia a kultirne dedic¢stvo, 1/2019

Ormosdy  oeconomus).” Pisomné pramene umozfiuju sledovat’ pomerne rychly majetkovy
vzostup S. Ormosdyho, ktory za zasluhy v sluzbach arcibiskupa Jozefa Bat’ana nadobudol
rozsiahle pozemky a nehnutePnosti v Podunajskych Biskupiciach (Pischdor).”* Urad provizora,
hospodarskeho spravcu arcibiskupskych majetkov zastaval od r. 1764. V 1. 1782 ziskal od cisara
Jozefa I1. sPachtictvo, erb a majetok Pade/ v Torontélskej stolici (Ormosdy de Padé).*

Predstavu o Ormosdyho majetkoch v Podunajskych Biskupiciach si mozno doplnit’ opisom
G. E. von Rotensteina z 1. 1783. Ten spomina letohradok (das adeliche von Ormosdische Lustgebiude)
so zahradou osadenou marhulami a vinicom tych najlepsich odrdd, v ktorej sa nachadzala
kruhova fontina a grotta.”

Dali{ vjvoj a majitelia zdhrady

Na zaver mézeme zopakovat’, ze povodny objekt predstavuje typ okrasnej zdhrady na
mensom pozdiznom pddoryse. Histéria zahrady siaha do sedemdesiatych rokov 18. storodia,
ktoré v Presporku predstavovali obdobie vyraznej stavebnej ¢innosti mestianstva.” Pozemok
sa dostal do majetku S. Ormosdyho r. 1774, ked’ mestsky $pital sv. Ladislava rozpredaval svoje
polnosti na drazbe. Zastavba na dotknutej parcele je na podrobnom zakrese z r. 1777 menovite
oznacena ako Ormosdyho vlastnictvo. Plan mesta z 1. 1780 podava vystizny obraz o zahradnom
celku, ktoty svojou podorysnou osnovou zrejme nadvizoval na viedenské vzory.”” Zalozenie
zahrady dokresl'uje spolocenské postavenie a droven zivotného $tylu zamozného mest'ana,
ktory r. 1782 nadobudol armales.

Velmi malo je zatial zname o d’al$ich osudoch zahrady. T. Ortvay iba stru¢ne poznamenal,
7e niekdaj$i dom Stefana Ormosdyho patril neskor Koditzkému.® PodPa mestskej dafiovej
knihy z r. 1828 — 1829 bol majitefom objektu ¢. 960 gtéf J. Apponyi (Graf Joseph Apony).” Na
plane Presporka z . 1848 je pozemok oznaceny ako Apponyiho majer (Apponyischer Meierhof).*
Nehnutelnost’ presla r. 1858 do vlastnictva vojenského eraru a slazila ako pobocka nemocnice
miestnej vojenskej straze.! V r. 1869 postavili na rohu Mytnej a Skovrankovej ulice nova
Cisarsko-kralovska pechotnd kadetsku skolu (obt. 5). Po rozpade Rakusko-Uhorska sidlili v
budove kadetky organiza¢né zlozky Cetnictva, ako aj zandarska $kola.”? Zasadny prelom vo
vyvine sledovaného priestoru znamenala vystavba Slovenského rozhlasu v r. 1970 — 1984 (obr.

> AMB, f. Magistrat mesta Bratislavy, Zoznam novoptijatjch mestanov (Nexer Burger Buch) z t. 1768 - 1785, inv. ¢&.
11716, sign. 2e5, s. 21; Poplatky za prijatie za mest'ana (Burger Tax) z r. 1754 — 1791, inv. ¢. 11718, sign. 2e4, s. 164.

3 PUSPOKI NAGY, Peter. Podunajské Biskupice. Monografia starsich dejin. Bratislava : Dom osvety, 1969, s. 153.

* MNL OL, f. Magyar Kancellariai Levéltar, Libri Regi LIL, s. 177, ¢. 4689.

¥ ROTENSTEIN, Gottftied Edler von. Beschreibung der Insel Schiitt in Ungarn. 1783. In: Jobann Bernoulli's
Sammilung kurzer Reisebeschreibungen und anderer zur Erweiternng der Lander- und Menschenkenntnif§ dienender Nachrichten.
Funfzebnter Band. Berlin : Herausgeber u. a., 1784, s. 163. RAPAICS, Raymund. Magyar kertek: A kertmiivészet
Magyarorszagon. Budapest : A Kiralyi Magyar Egyetemi Nyomda, 1943, s. 114-115.

3 SASKY, Ladislav. Architektira a vjtvarné umenie v 18. storodi. In: Dejiny Bratisavy. Zost. Viadimir Horvéth - Da-
rina Lehotska - Jan Pleva. Bratislava : Obzor, 1978, s. 152-157.

37 Porovn.: SAgKY, Ladislav. Bratislavské rokoko. Bratislava : Tatran, 1982, s. 32.

3% ORTVAY, Nové Mesto, ref. 7, s. 94.

% AMB, f. Magistrit mesta Bratislavy, Vojnové davky (Portionsbuch), inv. & 11923, sign. 3d187.

0 SZONYL, Andrej. Tak ristla Bratislava. Vyvin architektsiry a stavebnictva v Bratislave. 2. vydanie. Bratislava : Pallas,
1978, s. 33, 41.

I ORTVAY, Nové Mesto, ref. 7, s. 116.

2 CMORE], Julius. Bratislava. Svedectvo historickych pobladnic. Poprad : Region Poprad, 2004., s. 33, 225. HOLCIK,
Stefan. Cisarsko-kralovski vojaci zaplnili mesto. In: Bratislavské noviny, 2010, ro¢. X111, ¢. 30, s. 9. VYCISLIK, Alojz.
Vojenské pamiatky Bratislavy. Bratislava : Obzor; Mestskd sprava pamiatkovej starostlivosti v Bratislave, 1974, s. 74.
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6, 7), po ktorej ostalo z povodne okrasnej mestianskej zahrady uz iba torzo v podobe malého
parcika na Belopotockého ulici.

Rasarmy Feibucy.
Faf. Xalall Peliala . Baf, Calettpnihuls

T

Obr. 5: Budova Cisdrsko-krilovske pechotne kadetske skoly pred rokom 1900; MMB, f. Zbierka pobladniz, P-04841
Obr. 6: Letecky poblad na Zilinskii ulicn a Ndmestie slobody (vtedy Gottwaldovo nimestie), v lavom spodnom robu priestor 3dbrady,
60. roky 20. storolia; MMB, f. Zbierka fotografii, Fo-02657

=i

Obt. 7: Sirsie okolie Nimestia sobody, v pozads stavba rozhlasovébo strediska na Mytnej ulici a pozostatok historickej zibrady, rok
1974; MMB, . Zbierka fotografiz, Fo-02664
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* Stadia bola vypracovani v ramci projektu VEGA & 1/0827/16 ,Pociatky formovania
mestského priestorn v Bratislave.

** Autori osobitne d’akuju PhDr. Zuzane Zvarovej a PhDr. Jurajovi Kodayovi za
upozornenie na niektoré dokumenty. Pramenny materidl pre potreby predlozenej studie
bol spristupneny vd’aka ustretovosti zamestnancov Archivu mesta Bratislavy, Mizea mesta
Bratislavy a Mad’arského narodného archivu.
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The study of the principles and methods of architectural design in the protected context of Meymand Historic
Village

In the present study, we have tried to introduce and study the architecture of Meymand historic rocky
village in Iran, its relationship with the surrounding nature, and its design constraints. The research is
fundamental, descriptive, and analytical. Data collection methods include the use of books and published
articles, field visits to Meymand village, and interviews with the villagers. Since Meymand village has been
registered on the UNESCO World Heritage Sites list, this paper secks to study the rules and regulations
set for this cultural heritage, the methods and constraints of construction in the region, as well as its core
zone and triple zones, and the three different lifestyles of the dwellers. According to the previous studies,
the application of the regulations prescribed by the Cultural Heritage Organization in Meymand has led
to the creation of a preservative precinct in the village so that anything that would cause destruction or
damage to the core zone (including damages to the visual features) is prohibited. The construction of
new buildings and pathways in the core zone is prohibited, and permissible interventions are limited to
restoration, revitalization, repair, change of use, change of interior spaces, and the removal of newly-
established and non-native buildings (to maintain the native look of the village). Everything must be done
in such a way that it does not undermine the natural environment of the zone. It is imperative to preserve
the historic monuments and cultural landscape within the core zone. The construction of new buildings
is forbidden in zones 1 and 2, but infrastructure, welfare, and tourism services can be established, aiming
to preserve the cultural, historical, and natural values of the region. Saraghol area in zone 3 is the only
area where the construction of new buildings is allowed. In any case, any new construction should be in
harmony with the surrounding environment. Therefore, the design should be indigenous and limited to
the surface of the earth, and the height must not disturb the skyline of the area. Besides, to preserve the
cultural landscape, the indigenous construction methods have priority over the modern ones.

Key words: Historic Village of Meymand, Protected Texture, Rocky Architecture, Iran
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1. Introduction

In Meymand historic rocky village,houses have been dug in the mountains (Handcrafted
architecture).! Iran Cultural Heritage, Handicrafts, and Toutrism Otganization (ICHTO) has
introduced some regulations to protect historic monuments and sites like Meymand Village.
Compliance with these regulations leads to better coordination between architecture in the
present era and the surrounding nature. In this research, we first examine the three lifestyles
of the local people, the architectural textures, the types of materials used, and the way the
local people interact with nature. Afterwards, we will examine the regulations introduced by
the Cultural Heritage Organization andthe design constraints in the historic site of Meymand
Village. Finally, we will propose the best solution for dealing with Meymand historic site in terms
of architectural design. This solution must meet the needs of the region, be in compliance with
the regulations, and prevent the distortion of Meymand cultural landscape.

There are seven registered world heritage historic sites in Kerman Province and Meymand
Village is one of them. Unlike the thousands of historic sites that have either been semi-
ruined or totally turned into dust, the three-thousand-year-old Meymand village is still alive and
inhabited hence recognized as a world heritage site. It has also received the Mercury Prize. This
village portrays particular architecture, history, traditions, and culture, as well as the way people
interact with nature.?

2. Introduction to the village of Meymand

Meymand historic village is located 36 km northeast of Shahr-e Babak city, Kerman
Province, Iran. It is bounded by Khatunabad plain in the south and Mount Khorin in the
northwest. The village is located between the cities of Yazd, Kerman, and Shiraz, bounded in
the north by Rafsanjan and in the southeast by Sirjan. The exploration and extraction operations
in the region, especially those related to the copper mine, date back 6000 years. Based on the
documentation of the discovered stone artifact images by a French group, this place has a
history of about 12,000 years, and many believe that the village dates back to the Achaemenes
petiod. The texture of this village is rocky and the dwellings are holes in the mountains’.
Meymand climate is mild mountainous.It has cold and rainy winters and mild summers.*

' LABAF Khaniaki, M. The Course of Cultural Change in Meymand, Kerman Province, Based on Historical Studies
and Archaeological Findings. In: Archaeological Stndies, No. 2 (Autumn and Winter 2017), p. 4.

> EBRAHIMI Meymand, Kobta. Meymand Immortal Masterpiece. Kerman : Kermanshah Centet, 2007, p. 11.

> ATAEI Hamedani, M. — Niknafas, A. — Mofidi Shemirani, S. M. Physical Integration of Habitats without Ethnic
Communication (Comparative Study of the Meymand Village of Kerman and Colorado). In: Arman Shabr architecture
and Urbanism Journal, No. 11 (Autumn and Winter 2013), P. 113.

* MORADIAN, A. — Yousefi, S. . Final Report of the Geological Survey plot of Maymand Region of Babak city.
In: Cultural Heritage and Tourism Organization, 2005, p. 6

124



Muzeolégia a kultirne dedi¢stvo, 1/2019

"o Meymand,

Fig. 2: A birds-eye view of Meymand Village, cages, and Pathaghs®

2.1 The relationship between the natural context and living spaces in Meymand
Meymand region, with a 120-square-kilometer area, includes three types of settlements:
Saraghols (corrals), oases, and Meymand Village (with a Hand-dug architecture) that have

* https://maps.google.com
¢ The vertical wall below the edges of the cliffs (arches) in the highest row of Meymand houses; there were some
rooms there where people and their flocks lived. Today, they are abandoned; Authors, 2016
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different architectural features, and the local people migrate to live in these three settlements
in three phases.

% & fow kilamatars away from the ollages,
Savoghots P with anice weather in first 4 months of the
yaarwhich makes it suitaibla forlivastock grazing.

This area |

. With a termperate weather, these oases ara home 0o
Maymand region Cases N .
the local paople in the second 4 months of the year

Thiis area I's Meymand historic village with houses
hand-dug in the rocks which shelter the pacpls from
the coldweather in the last 4 months of the year.

[ village of Meymand
{hand-dug)

Chart 1: The 3 types of settlements in Meymand region’

2-1-1-Saraghol: In the first four months of the year (mainly spring), the people live in the
Saraghol. The Saragho! is a semi-underground structure, safe from the winds and heavy spring
rainfalls of the plain.® In each Saraghol, there are several houses called “Markbanel’™, with one-
meter-thick bases made of stone, and walls and a conical roofs covered with branches, bushes,
and soil. In the warm summers, they build a wooden chamber in front of Markbaneh and with
a higher ceiling, which they call Kepar”’. It is cool in the Kepars owing to the walls and ceilings
covered with bushes. There are Didons'’ in the Kepars and the Markhanehs. Some people have
white tents instead of the Kepars. Water is a major problem for Saragho!/ dwellers. In the past,
they stored the river water in ponds and this water was not clean and healthy, but nowadays,
watert is supplied by tankers or plumbing systems, or from wells.”” Other architectural elements
of the Saraghol ate: Kuz”? and Darkuz*; Korom”; Sul'®; Talgard”; Zendan'; water ponds, water
supply tanks, a place for keeping animal food rations, and forage storage.

" Authors, 2017

8 MEHRAN, M. Maintenance and design charter in the context of the Meymand Historical Village. Tehran : Faculty of Archi-
tecture (College of Fine Arts), 20006, p. 21.

? The human dwelling space dug in the earth in the Saraghols, built with inner wall of stone piles and conical ceilings
made of tree branches.

10 A vast and solid living area in the oases made of living plants or trunks and branches of trees and shrubs

" 'The fireplace; It is the place where most household activities are done. It is inside the Keparand on the platform
opposite it.

2 EBRAHIMI, ref. 3, p. 11-117

B Pits with a structure like a Markhaneh, but smaller in size used for keeping Khalmehs (lambs ot other young animals)
" The open and deep space in front of the Kz and connected to it. It is used for keeping livestock. When people
want to suckle Khalmebhs, they take them to Kuz to be suckled by their mothers.

B Tt is like the Kug, but much smaller. It is used for keeping Khalmebs that are only a few days old.

16 Modern corrals with stone walls and vault ceilings, which used to be built with logs and mud covers for keeping
sheep in the winter

7 A circle or square space made with bushes. This space is for feeding and milking the livestock.

8 If a sheep avoids suckling its lamb, villagers put both of them in a small 0.5-metetr-deep pit (Zendan) so that it is
forced to suckle the lamb and get used to it.
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Fig. 3: Markhaneh: facade and in section"

9 Authors, 2016
2 Authors, 2017
2 Authors, 2017
22 Authors, 2017
% Authors, 2017

Fig. 7: Plan of SaraghoF’
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Fig. 8: Saraghol*

2-1-2-Oases (gardens): During the second 4 months of the year (summer), people stay in
the oases. To avoid the summer heat, the structures ate either very light (Kepar) or semi-light
(Gombé®) with non-dense roof coverings, built in the vicinity of seasonal rivers around the
oases and in the shade of trees to moderate the temperature. Rocky and non-cultivated parts
are allocated to dwelling spaces while gardens are located on river banks.* There are 35 oases
developed on the mountainside along mountainous paths, each home to 2 to 40 households.
Wiater is obtained from the springs and the river. The river water is gathered in a pool and the
spring water is led by a pipe to the Chabarkhanel’” atea.”® Kepars are among the architectural
clements of the oases. They are structures with stone walls on which tree branches are
placed to form the ceiling.”” The Kepar has a Didon, a rocky niche, and a Penabad”." Its other
architectural elements are Gombe, Telvareh, Mashkdan”, Talgard, livestock, Kharman Kamars
and Parvarband”.

Fig. 9: The Kepar and its interior; the use of light Plant-
based building materials in an agro-ecosystens™®

# Authors, 2016

% The human dwelling for the cold and rainy days of eatly fall, with stone walls and flat, sloping, or conical wooden
roofs.

% MEHRAN, ref. 10, p.29

#'The name of an area in Meymand Village. (Nejati Dolagh. M, Personal Interview, June, 5, 2016)

# SHAHSHAHANI, Soheila. Meymand. Kerman : Kermanshah Center, 2005, p. 105-107

% MEHRAN, ref. 10, p. 30 and 31

% A place in front of the Kicheh, as an open-ait space protected against the wind. It has 1-metet-high walls of stone
piles where people do some of their activities like sitting, cooking, heating milk etc.

' Documents of Cultural Heritage, Handicrafts and Tourism Organization of the Historical Meymand Village ICHTO). 2010,
p. 6

2 A rocky platform built inside the Kaper and along its wall with a height of about half a meter to put household
tools.

* A rocky platform in the middle of which branches from trees ate placed to form a base whete water-skins are kept.
* Usually in the upper patts of the village, people cut and level the space in the middle of the mountains and use it
as a place to expose their harvest to the air.

* A place like a corral made of wood and stone used for fattening sheep, whether for sale or for use of their meat
in the winter.

% Authors, 2017
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Fig. 10: Top: Gombe and its section
Bottom: Types of Gombes; use of natural materials without industrial processing.””

Fig. 11: Left: development of oases in the vicinity of seasonal rivers
Right: Plans of the constitnent architectural elements of the oases™

%

Fig. 12: An Oasis”

2-1-3-Meymand (Hand-dng): Meymand is the winter settlement of the local people (from
November until mid-March) with about 400 dwelling units (Kichehs™) and more than 2,500
rooms dug in the heart of the mountains.”

In Meymand, people make their houses by removing a mass of rock from the rocky hill.
These houses may comprise one or more rooms and stalls. They dig holes in the walls of the
rooms to make niches which they use to put their things in, like beddings, dishes, boxes, and
lamps. Altogether, these parts make a Kicheh. The size and number of rooms in each Kicheh
can be different from those of the others. Kiches are not arranged orderly. They have echelon
patterns arranged in 5 step-like levels to avoid intersections and disturbances.

Fig. 13: Arrangement of Kiches and rooms”

37 Authors, 2017

% Authors, 2017

¥ Authors, 2016

0 A hallway with a hotizontal slope created on a mountain slope, to reach the appropriate depth for digging rooms.
M ICHTO, ref. 33, p.7

4 Authors, 2017
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Each dwelling unit in Meymand consists of these elements: a Kicheh, a porch, rooms, a
port, a warehouse, a stable house, niches, a corridor, and a closet, and the entire house as a
unit has one entrance. On the landing, there may be a corral on one side and a living room
on the other. A piece of cloth is used to separate the closet from the room or to cover the
niches. The houses do not have yards, docks, and gardens. There is an open area in front of
each Kicheh that connects it to the next Kicheh. In the past, ovens used to be inside the rooms,
and the smoke from the burning firewood darkened the rooms. Today, some have converted
the store rooms next to the main rooms or their old stables to kitchens. The toilet is out of
the Kicheh with a base slightly lower than the ground, and with sidewalls and ceiling made of
stone and mud. The temperature of the rooms is about 5 degrees different from that of the
outside.” The sizes of the rooms vary and they ate typically about 3x4 meters each and with
heights between 1.90 and 2.10 meter.* There are no roads in Meymand, but just horizontal
paths that lead to the cave-like dwelling houses.”On each path, there are 3 or 4 rooms with
no heaters, chimneys, or vents. The entrances are the only openings of these rooms.* Each
path ends in an open space called Dalan that plays the role of a porch. The mountains are
such stiffened sedimentary rocks that they can be dug and engraved without the fear that
they would come tumbling down. Kiches have closets, niches, 3 doorways, and platforms and
the bigger ones, like the baths and the mosques, have pillars.” These houses provide shelter
from the outside heat, cold, and the erosion agents such as wind and rain, and strengthen the
defense and security aspects. Heating and cooling take place naturally since there is little heat
exchange with the surrounding environment.* Water resources of the village include springs,
2 ganats, and seasonal rivers. There ate no permanent rivers.” Other elements of the village
architecture are Didon (for cooking); Toghol’, terrace or Mahtabi’'; Barzgenge’; stable; Othaghe
bani’’, Othaghe Zir?*, Balakhanely’; Tagh’; Patagh; Sar-sofe’’; Penabad/ penahbad.

Fig. 14: Placement of the houses on two slopes and the village being on a dead-end patl’®

“ EBRAHIMI, ref. 3, p. 14 and 44

“ ATAEI etal , ref. 3, p. 114

* GORJI Mahlabani, Y. — SANAEIL E. The Architecture Coordinated with the Climate of Kandovan Village. In:
Art and Architecture, Housing and Village Environment, No. 129 (Spring 2010), p. 10-14.

% HOMAYOUN, G. Research on the Meymand Village. In: Historical Review, No. 6 (Winter 1973), p. 123.

T EBRAHIMI, ref. 3, p. 44 and 45

¥ MEHRAN, ref. 10, p.36

¥ ICHTO, ref. 33, p.7

0 Toghol: Terrace or Mahtabi; the flat space opposite or next to the Kicheh leveled with stones, used as a sitting
space or for spreading nuts to be sun-dried.

31 A short wall of stone piles around the Kicheh that is made without grout.

52 A stone-piled area behind the lavatory for collecting human and animal waste to be used as fertilizer.

% A room used as a storeroom.

" A cavity in the room floor that is used as a storeroom.

%> Small storetrooms built up in the rooms inside the rocks to put objects into, usually reachable with ladders.

% An arch protruding over the Kicheh.

37 A wooden ceiling above the potch built to prevent rainfall and sunlight.

% Authors, 2017
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Fig. 15: Meymand Village architecture; facade of a dwelling unit”
; 3

Fig. 16: A dwelling unit in Meymand Village; left: plan; right: section, low ceilings, niches dug
in the walls, simplicity of the interiors, and priority of public life over private one”

Pel ol 7 |¢

Fig. 17: Plans and sections of Meymand fire temple; wherever necessary, walls are made of piles

of stone®!

3. Iran Cultural Heritage Organization’s regulations and construction constraints
for Meymand Village

There are various dimensions to the protection of historic sites; one of them is to designate
such areas as historic zones within which historic buildings, properties, or sites need to be
protected. Table 1 presents the boundaries of the four zones of Meymand as determined by
the Cultural Heritage Organization.

% Authors, 2017
% Authors, 2017
' Authors, 2017
2 Authors, 2016
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Table 1: Meymand Zones™

Core Zone | This zone includes Meymand Village and the natural features around it like moun-
Meymand tains, rivers, historic towers on top of the mountains, historic cemeteries; the area
within the black circle. (Fig 19)
Zones
Zone This zone is wider and includes the natural environment, important elements and
historic monuments like old ossuaries, towers, castles, mills, and other valuable
1 elements related to the Core Zone; the area surrounded with the red line. (Fig 19).
Zone 2 This zone starts from the ridges of the surrounding mountains and extends up to
the Shahr-e Babak-Paghal‘eh tarmac road and includes the vegetation and cultural
landscape of Meymand Village; the area within the blue line. (Fig19)
Zone 3 This zone includes the geographic, natural, and historical features around the village
and saraghols; the area marked with the pink line. (Fig19)
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Fig. 19: Meymand zones as designated by Iran Cultural Heritage Organization®
% Authors, 2017

“ MEHRAN, ref. 10, p.161
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1. Regulations of the Core Zone

e Anything that would lead to the destruction of or damage to the core zone is
prohibited. Such damage includes that to the visual features of the landscape.

e It is forbidden to construct new buildings within the Cote Zone. Any
repair, widening, or renovation of the old pathways will only be permissible after the
submission of the relevant proposal to the ICHTO and obtaining its approval.

e Any developmental activity and organization in order to preserve the cultural
and historical values of the village, including restoration, revitalization, development,
repair, alteration, or change of functions in a part of or in the entire Core Zone will
only be permissible after the submission of the relevant proposal to the ICHTO and
obtaining its approval, and by strictly complying with the provisions of the approved
plan.

e  Exploitation of springs and rivers to supply water to the agricultural lands
and gardens is permitted provided that the natural environment of the Core Zone is
not damaged.

e  Mining of stones and sand, carving and cutting through mountains, and
leveling are prohibited in the Core Zone.

e  Providing infrastructure services, facilities, and amenities such as water and
electricity supply, sewage, gas, telephone line, etc. will only be permissible after the
submission of the relevant proposal to the ICHTO and obtaining its approval.

e DPublic and heavy motor vehicles are not allowed into the village.

e Archeological and scientific research and the supervision of all such research
plans and projects are exclusive to the ICHTO.

e  Historic towers on top of the mountains and historic cemeteries within the
Core Zone are elements of historical value that should be protected and preserved in
their present conditions.

e The preservation of the cultural landscape in the Core Zone is mandatory and
the cultural activities can go on the same way as before.

o It is emphasized that the new buildings like those of the Education Camp,
Telecommunications Co., the new public bath, public sanitary facilities, the Health
Center, and the newly-built school, and the inharmonious residential buildings in the
Core Zone as well as all other buildings that cannot be localized should be either
refurbished according to the prescribed criteria or removed.

e  Conclusion: The cultural landscape and the antiquities in the Zone should be
preserved; no new buildings can be constructed; and only the restoration, revitalization,
repair, alteration, etc. of the existing buildings are allowed provided that they are done
with the approval of the ICHTO; newly-built buildings should be removed.

2. Regulations of Zone 1
e  No construction is allowed in Zone 1, except for special cases where the
written permission of the ICHTO will be required.
e Any civil development activity such as mining of stones and sand, carving
and cutting through the mountains, and installation of power and telecommunication
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towers, satellite and television antennas, advertising billboards, etc. that would lead to
the degradation of the landscape and the natural environment is prohibited.

e Any organization and landscaping project, and provision of amenity,
recreational, and tourism services in Zone with the intention of preserving the cultural,
historical, and natural values of the Zone will only be permissible after the submission
of the relevant proposal to the ICHTO and obtaining its approval, and by strictly
complying with the provisions of the approved plan.

° All historic monuments in the zone, including the ancient ossuaries, towets,
forts, and cemeteties, mills, and othet valuable elements ate related to the Core Zone
(the village) and should be protected, restored, and fixed to maintain their present
status.

e The exploitation of rivers, springs, and other natural elements is permitted,
provided that it does not alter the natural environment and damage the landscape.

e Maintaining the agricultural lands and gardens of the zone is mandatory.

e Itis forbidden to change the land usage. It is obvious that maintaining the use
of agricultural lands and gardens is mandatory.

e Conclusion: The construction of new buildings is forbidden in Zone 1, but
the restrictions are less tight than those set for the Core Zone. Provision of amenity,
recreational, and tourism services with the intention of preserving the cultural,
historical, and natural values of the zone is permitted.

3. Regulations of Zone 2

e Any construction of buildings is prohibited in zone 2. In special cases, the
written permission of the ICHTO will be required.

e The organization and establishment of any welfare services and facilities
such as water, electricity, telephone, gas supply etc. will only be permissible after the
submission of the relevant proposal to the ICHTO and obtaining its approval and
under the direct supervision of the ICHTO.

° All historic monuments in this zone, including the ancient ossuaries, towers,
forts, cemeteries, mills, and other valuable elements are related to the core zone (the
village), and should be protected, restored, and kept in their present conditions.

e Implementation of any proposed project of any nature, such as the widening
or construction of roads and bridges, afforestation, dam building, watershed
management, etc. will only be permissible after the submission of the relevant proposal
to the ICHTO and obtaining its approval.

e It is suggested that study projects be carried out in cooperation with the
relevant organizations (like the Ministry of Agriculture) in order to reinforce the
plant and animal species in the region, and that the resulting solutions and plans be
implemented after the final approval of the ICHTO.

e Animal husbandry and construction of corrals are permitted in Zone 2.

e In order to preserve the natural resources and features of the area, any
manipulation of or damage to the natural environment of the area, such as the
alteration of the slopes and topography of the lands, the soil, gardens, fields, river
paths, qanats, springs, and vegetation is prohibited.*

% JCHTO, ref. 33, p. 1-6
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e  Conclusion: It is forbidden to construct new buildings in Zone 2. The
establishment of welfare and tourism services and facilities is allowed providing that

the cultural, historical, and natural values of the region are maintained.

4. Regulations of Zone 3
e  The construction of buildings in zone 3 is permitted if done under the
supervision of ICHTO.
e  Establishment and organization of any welfare services and facilities such as
watert, electricity, telephone, and gas supply, road construction, etc. must be approved
by ICHTO.
° All historic monuments and sites in this zone, including the cemeteries, forts,
and other sites of historical value should be protected, restored, and sustained in their
present conditions.
e Archaeological and scientific research is possible with the approval and under
the supervision of the ICHTO.
e Animal husbandry and the construction of corrals are permitted in zone
3.%Conclusion: It is only in this zone that the construction of new buildings is
permissible.

4. SWOT Analysis of Meymand Village
The following SWOT tables are the outcome of the interviews with the employees of the
ICHTO office at Meymand and Meymand villagers, the study of the resources (books and
theses), and the researcher’s analyses.

Table 2: Strategic Planning Table”

Architectural | Current status Strengths Weaknesses Opportunities Threats Ideas
and space
design issues
The positive role | Limitations Making the
of entrance in in making entrance
In the south of Not attracting and the entrance noticeable using
the village conspicuous | inviting people noticeable due architectural or
The entrance Being inviting to the site‘s natural elements
harmony
Service Existence of Meeting some | Lack of all The potential Reduced number | Designing service
spaces guest houses and | of the needs required of the site for of tourists due spaces in the
baths of tourists service designing service | to the lack of all | village
provision spaces service spaces
spaces

Resorts and
pause spaces

Pauses and rest
spaces in the
village

Increase of
interactions,
holding

ceremonies

Lack of trees
and shade

Promoting social
activities

Creating

covered areas
and increasing
insecurity at night

Planting trees and
creating fountains
at pause spaces

“ MEHRAN, ref. 10, p. 81 and 82
7 Authors, 2017
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Historic Used as Attraction Demolition Convetsion Mismatch Repairing old
monuments: | museums, of tourists of the of the unused between some buildings and
old schools, Cultural and creating ceilings of spaces into usable | spaces and saving them from
baths and Heritage Offices | income the spaces ones their uses, and destruction
etc. or its default use due to the insufficient
spaces not spaces
being used
Parking In a small size at | Not letting Limited Possibility of Developing the Building a new
the entrance of | the cars into parking creating a new parking spaces parking lot
lot the village the village spaces parking lot and damaging the
cultural landscape
Table 3: Strategic Planning Table®
[Executive Current ..
A Strengths Weaknesses Opportunities Threats Ideas
ssues status e i
. . “reatin o mprovin,
|Asphalt, Matching IDifficulty of J The possibil- proving
’ inatural . o the traf-fic
un-paved the type of imovement ity of injuries s
[Pavement ’ landscapes . facilities
tracks, pavement due to pave- . and damages .
o and attracting o by suitable
and stone with its use ment . while in traffic
tourists paVCanf
Creating
Natural shelter . The possibil- Creating
Restricting . L
and man- from the . ity of the diversity
. the landscape [Protection . X
) made wind and . . . collapse of with small
alls . views of against wind .
rocky protecting . the walls and gardens in
architectural and sun .
and stone the prevention of the stone
. spaces
iwalls architectural plant growth walls
Qpﬁ(‘(‘q h
~ . amage to the . .
Creating & [Designing
. Stone L . . More ramps beauty of the .
Stairs and . diversity Difficulty in . . ramps with
stairs and . ’ instead of spaces with .
ramps and visual traffic . appropriate
ramps stairs the destruc-
beauty . . slopes
’ tion of stairs
Table 4: Strategic Planning Table”
quipment Current status  Strengths eaknesses Opportunities hreats deas
Stone platforms .
. Lack of sitting L [Damage to the .
. to seat people  |Creating rest Increasing inter- . Planting trees to
Furniture . . spaces, shade, and | willage cultur-al
and signs in The [spaces action create shade
trees landscape
rea
Proper lighting,
. - ILack of adequate [Livening up of the [Damage to the  |re-moving light
L [Power and light |Lighting of the|. . d g up L % 78
[Lighting ) lighting at night, spaces at night with illage’s cul-tural |poles, passing
oles area : : L .
P visual pollution  prop-er lighting land-scape wires from under
the ground
Increasing
_ Meeting the - Difficulty in the num-ber
IDrinking . S ILack of foun-  [Building more L .
. Stone fountains |needs for water| . . collecting the of fountains,
fountain . tains fountains o
and fresh air wastewater especially in pause|
places
% Authors, 2017
% Authors, 2017
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Social, cultural,
. Current o
toutism and ot Strengths Weaknesses Opportunities | Threats Ideas
. . status
economic basis
. Impossibility
Lack of infor- P P o
. . of proper
The richness mation about prop d Creati
reser-vation reating spaces
of the cultural, | fea-tures of p . S 5P
The presence . A proper of the region for the settle-
. natural, and the region, .
. of tourists, . . . . place for due to low ment of tourists,
Social . . historical herit- | the density of L . .
residence in L experiencing awareness of informing them
. age, how people | tourists in some L
the village . . the native life the regula- how to protect
interact with the | places and . . .
. tions, like the region
environment damage to the .
. un-authorized
reglon .
construction...
Residence Existence of e
. . Lack of space . Impossibility .
in the ancient natural Changing the Creating places
. L for cultural of . .
region and and histori- uses of spac- . for displaying
. . exchange construction o
Cultural introduction | cal works . es to create handicrafts and
. . between native of new spaces | . .
of its with several- the necessary introducing the
people and due to the rules
culture and thousands-year- ; spaces local culture
. tourists set by ICHTO
architecture old culture
The scenery
. and ancient Lack of places o
Tourism and 4p Create recre- Reduced tour- | Building ac-
. . monuments, the | for tourist . . .
Tourism tourist attrac- L ational and ists due to lack | commodations
. historic Mey- accommo- . I .
tion . . tourism spac-es | of facilities for tourists
mand Village dations
and saraghols
Tourism, _ Income is only
R Limited stay . . .
peo-ple’s f tourists i earned through | Creating Depopulation | Creating places
. of tourists in . .
. collecting of . gardening, attractions and | due to reduc- for employment
Economic . the re-gion and . © e . .
mountain . animal facilities for tion of sources | and new sources
visits to the . . .
stones for the . husbandry, and | tourists of income of income
. region i
ICHTO & handicrafts
Table 6: Strategic Planning Table'
Access paths Current sta-tus | Strengths Weaknesses Opportunities | Threats Ideas
First group Asphalt road in | Convenient Passing live- Stay in a calm Lack of facili- | Changing
the south access, light stock Closing environment ties livestock
traffic, no the road and away from movement

air and noise
pollu-tion

the noise

paths, creating
welfare
facilities (with
no damage to
the landscape)

Second group

Dirt road in the
middle of the
village

Access to the
village

Creates dust
along the route

Access to dif-
ferent parts of
the village

Difficulty of
transport on
the road

Asphalting
some parts of
the route

" Authors, 2017
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Table 7: Strategic Planning Table™

Pollution of Current status | Strengths Weaknesses Opportunities | Threats Ideas
the area
Air Pollution Existence Freshening the | The Possibility of Livestock loss, | Planting
of a copper air with vege- detrimental planting and change of eco- | trees, forcing

smelting tation effect on live- spreading na- system the facto-ry
factory near stock tive plants to reduce
Meymand pollution
Wiater pollu- Existence of Using qanat Pollution of Optimal use of | Loss of live- Using purified
tion a factory near water through | drinking water | water stock water
Meymand, plumbing and
human portable con-
activities tainers
Soil contami- Existence of Vastness of Pollution of Using less Loss of live- Planting

nation a factory near the area in soil and its harmful materi- | stock and trees, forcing
Meymand proportion to destruc-tive als vege-tation the facto-ry
the amount of | effects to reduce
pollution pollution

Visual pollu- Power poles Supplying Distortion of Providing wel- | Visual pollu- Removing
tion and wires electricity natural and cul- | fare facilities tion and dam- | the poles and

tural landscape aged natural pass-ing wires

landscape from under the
ground
Noise Pollu- Sounds of Hearing natu- | No sound Relaxing and Disturbance Insulation of
tion live-stock and ral sounds control calming the when resting walls, doors,
birds soul and windows
Table 8: Strategic Planning Table”

Vision and Current status | Strengths Weaknesses Opportunities | Threats Ideas
landscape
From the Seeing the Favorable view | Feeling of Relaxing the Lack of ade- Create a prop-
village to the scenery of the natural presence in a soul by the quate light at er lighting at
sur-roundings envi-ronment vast atea, creat- | charm of the night, the sense | night

ing a sense of | landscapes of fear

insecu-rity at

night
From the Seeing the Preserving the | Feeling of Learning to Lack of ade- Create a prop-
surround-ings | houses as small | primary cultural | presence in a interact with quate light at er lighting at
to the village doors in the landscape of vast atea, creat- | the nature night, the sense | night

mountains

the village

ing a sense of
insecu-rity at

night

of fear
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Climate issues | Current status | Strengths Weaknesses Opportunities | Threats Ideas
Wind Storms Protection No use of Use winds for | Winds reduce Planting
against winds wind in the cooling the activities evergreen trees
by trees and interior spaces and creating
land due to lack of shelters from
win-dows the wind
Temperature Cold winters Natural cool Cold winters Reducing the Reduced winter | Use of trees
and mild sum- | summers and reduction fuel used to activities and land for
mers of activities provide cooling protection
and heating against heat
and cold
Disinfecting No sunlight Planting
spaces by reaching distant | evergreen
areas and trees in the
growth of ver- | east and west
min insects and planting
broadleaved
trees in the
south of the
site
Sunlight Angled sunlight | Placing the Direct sunlight | sunlight enter-
close to the spaces on the in the summer | ing the interiors
vertical line southern slope
and the use of
sunlight
Average Desirable air in | Increased mois- | Use of plants Creating Planting trees
month-ly the summer ture in the and ponds to prob-lems for | and creating
relative hu- ground during | increase mois- | indoor spaces ponds in
midity: 34% the winter ture by in-creasing the area for
mois-ture summer air
moderation
Humidity
Reduced Use of purified
healthy water qanat and river
water
Groundwater, | Use plumbing | Using ganat Impossibility Use of rich resources
River/Qanat systems to sup- | water through | of using river | groundwater
ply water plumbing and | water in dry resources
portable con- seasons
tainers
Water re- River, well, Various sources | Not all water Using rich Lack of water Purification
sources atmospheric of water resources con- | underground supply and use of
precipitation, supply, rich tain healthy water reservoirs existing water
underground under-ground | water resources
waters ﬂﬂd water reservoirs
plumbing sys-
tems supply
™ Authors, 2017
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Table 10: Strategic Planning Table™

Environmental | Current status Strengths Weaknesses | Opportunities | Threats Ideas
issues
Vegetation Foothill steppe, | Preserving | Limited Air purifica- Destruction of | Use of
short shrubs water in the | vegetation in | tion, plants due to | vegetation
and forest trees | ground proportion | protection contamination | and
to the against winter | and reduction | improving
vastness of | winds and of water re- the spaces
the area summer sun- | sources by creating
light shade
Natural Existence of 18 | No major Risks due Low popula- | Difficulty of Paving the
disasters, active faults in fault within | to the relief | tion and light | fast transport | road to speed
faults/ the province; the site facilities traffic, being | in emergency | up traf-fic,
earthquakes the closest fault being remote | located in an | due to un- establishment
to the site is open area paved roads of facilities
Shahr-e Babak in the atea
city fault of Meymand
Village
Slope and Slope of the Possibility Difficulty in | Play with the | Difficulty of Creating
topog-raphy area from the of creating | traveling site and crea- | traffic and routes along
north (steep) archi- tion of diverse | relief in emer- | slopes in
to the south tectural spaces gencies the form of
(gentle);(6-12%) | spaces ramps for
within the disa-bled
rocks people
Land Rocky; made Robustness | Impossibility | Preserving Impossibility | Using
of pyroclastic of the of creating | the cultural of creating modern
materials rocks for an opening | land-scape by | new buildings | equipment
excavation (oth-er than | ob-serving the | due to the in the
and rock the entrance) | regulations of | regulations of | construction
digging the ICHTO the ICHTO of rocky
spaces

5. Conclusion

The aim of this paper was to study the rules and regulations set by Iran Cultural Heritage
Organization and the construction methods in Meymand region as a globally-recognized site,
and to study the core zone and the triple zones of Meymand region and the three different
lifestyles there. In the surrounding zones of Meymand village, any action that would result in
the destruction of or damage to the core zone (including damage to the landscape views) is
prohibited. The construction of a new building in the core zone is prohibited and permissible
interventions are limited to the restoration, revitalization, repair, change of use, change of

interior spaces, as well as removal of newly-established and non-indigenous buildings (which
damage the village’s landscape). All actions must be such that the natural environment of the
site is not undermined. It is imperative to preserve historic monuments in the core zone and
the cultural landscape as well. New buildings should be removed. In the first and second zones,
construction of buildings is forbidden and only facility, welfare, and tourism services can be
established with the intention of preserving the cultural, historical, and natural values of the
region. Only in the third zone, the construction of new buildings is permitted. Compliance

> Authors, 2017
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with these rules in Meymand must be taken seriously in order for the coexistence of nature,
architecture, tradition, history, culture, and the way people live.

Regarding the triple lifestyles of the people in Meymand Village, the people have interacted
with the surroundings by building their required spaces in the rocks in the village, under the
ground in Saraghols, and with appropriate light materials in the oases. So, they have used the
environment to meet their needs with the least manipulation of and damage to it. In Meymand
Village, priority is given to preserving the cultural landscape and the indigenous actions and the
native inhabitants of the region. This means that, at first, the required spaces should be created
by restoring or altering the use of the existing structures via indigenous methods. Then, in case
of insufficiency, modern technologies and solutions are used to create the required new spaces
which should be in harmony with the cultural landscape of the region. There are some threats
to the life of Meymand Village. These threats include reduced number of inhabitants in the
village, lack of utilization of the Kichehs leading to their gradual loss and destruction, reduction
of water resoutces, pollution of air, water, and soil. If these threats are ignored, the cultural
landscape of Meymand Village will be gradually destroyed. Therefore, by changing the usage
and repairing the rocky spaces, creating the required spaces in the third zone in accordance
with the needs of the village, it is possible to create new jobs and return the population and
life to the village and prevent Kichehs from being destroyed. The return of the population to
the region makes the area more famous, and it will draw more attention to the village, and will
lead to attempts to create appropriate facilities. For example, modern and environment-friendly
buildings can be created. The old school can be converted to the Cultural Heritage Office.
Building new sanitary services inspired by the Gombe architecture for the Cultural Heritage
Center in the part of the village where sewage disposal is possible is another example. Finally,
to sum up, the general architectural features in Saraghols, the oases, and the Village of Meymand
(hand-dug) are as follows:

o Saraghol 1. Use of light materials (mostly wood, soil, and stone) in the
construction of architectural elements 2. Integrated small spaces without internal
divisions 3. Use of local materials including plant wastes and residual branches of
pruned trees without industrial processing, to cover architectural elements 4. Digging
holes in the ground and building architectural elements, using the thermal balance of
the ground, and reducing connection between inside and outside air.

e Oases: 1. Use of light materials and structures (mostly wood, soil, and stone)
in the construction of architectural elements 2. Construction of houses in the vicinity
of seasonal rivers and under the shades of trees 3. Use of local materials, including
plant wastes or residual branches of pruned trees without industrial processing to
cover architectural elements.

e  Village of Meymand (hand-dug): 1. Openings and skylights are limited to
entrances of the dwelling units 2. Creation of external access between the different
functions of a dwelling unit 3. Creation of a simple space in the form of a room and
the overall composition by putting several such units together 4. Trying to minimize
Man-made walls 5. Dense rural texture 6. Digging under a volcanic hard layer as
the main cover of the setting which makes it resistant and firm so that it would not
collapse while digging 7. Use of materials with high thermal capacity in the parts that
walls need to be built 8. Following the natural stratum of the environment 9. Use of
man-made rocky walls alongside natural bases and walls 10. Creating spaces inside the
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rocks and benefitting from their thermal insulation characteristics which reduce the
need for heaters and coolers. 11. Minimum manipulation of the natural environment
in creating the required spaces.
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Modern Genizot: “Sacred Trash” Reconsidered

For many years, the Jewish Museum in Prague has been documenting and researching a large collection
of genizah finds from Bohemia and Moravia. This collection contains once-used Jewish ritual objects of
various age (16th—19th century), especially texts that no longer served their purpose but were placed in a
storage area, usually in a synagogue attic — out of respect for the Hebrew letters and for other religious
reasons. In addition to assessing the current state of research and the processing of genizah finds, as
well as their museumization, this article focuses primarily on a theoretical description of the genizah as
a liminal space.

Key words: Jewish museums, rural synagogues, genizah, museumization of genizah finds

Taking a responsible approach to waste and issues relating to recycling and upcycling are not
just a modern-day trend, nor does this relate only to the modern secular consumer society; the
handling of discarded religious objects is subject to no less restrictive processes. Sacred texts
and objects that serve various purposes in the religious life of worshippers are regarded with
special respect, which is why, from the perspective of religious law with regard to custom and
tradition, they are guaranteed special handling even after they cease to fulfil their function. In
Judaism, these objects are subject to rules of storage or burial in a genizah.

Modern-day consumerism is also manifested in the increase of defunct or worn-out items in
the religious sphere. In this context, particularly in the last decade, the Jewish world has shown
a greater interest in matters relating to the handling of shaimos/ sheimos,! discarded ritual objects
that usually contain one of the names of God (Hebtew shem, pl. shemot / Yiddish sheimos).?
The number of these objects in present-day society is growing as manufacturing technology is
becoming cheaper; the requirement for worn-out ritual objects to be dealt with in the proper

! A sheimos genizah generally refers to a standard genizah, which contains less sacted objects, unlike a strict genizah,
which includes Torah scrolls, mezuzot (parchment scrolls inscribed with a Hebrew text in a case and fixed to the
doorpost of the rooms of a Jewish house), tefillin (a set of small leather boxes, each containing strips of parchment
inscribed with a Hebrew text, fastened to the forehead and left arm during prayers) and amulets containing the name
of God; see NEUSTADT, Doniel. Proper Disposal Of Ritual Objects. Parshas Behaaloscha. In: Weekly-Halacha,
2010 [online], [cit. 23. 8. 2018]. Available at https://torah.org/torah-portion/weekly-halacha-5770-behaaloscha/.
*'The Gamliel Institute with its Genizah Project is an example of an otganization involved in the study of issues
relating to modern-day genizot. See BLAIR, Joe. Genizah Or Burying G-d Burial Beyond Bodies Name Recognition What's
In A Name? Cleaning & Greening? Rest Among the Holy & the Pure. 2015 [online], [cit. 23. 8. 2018]. Available at http://
gamliel.institute/blair.html.
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manner primarily involves a struggle for space at the periphery of the sacral domain that is
intended for such items.

No clear answers or exhaustive lists are provided by authorities in the contemporary Jewish
world with regard to the question concerning which objects must be put away in a special
place of storage when no longer in use, and which may be burned or otherwise destroyed. As
in other areas of Jewish life, so in the case of shaimos (i.e. objects requiring genizah), there is
clearly a tendency to formulate local practice on the basis of tradition. In their own concept of
genizah, both recent and long-established Jewish communities follow on from the practice of
previous generations across the Jewish diaspora — a custom that is many centuries old, albeit
for historical reasons discontinuous.

The attitude taken towards worn-out and unusable ritual objects in pre-consumer society
was shaped by the fact that, until the 19th century, society in general produced much less waste,
and recycling, including that of material derived from religious objects, was very effective.
Worn-out objects were given new shapes and purposes and were utilized in new contexts.

When examining genizah finds, one must, therefore, divest oneself of the notion of ‘sacred
trash’ whose value is determined by the amount of ancient manuscripts and rare printed
books that have been found. Genizah finds should be viewed as a whole with focus on their
overall structure and context, rather than on the textual content of the finds. This perspective,
however, does not question the fact that respect for textual relics is of primary importance
for the concept of genizah. It is symptomatic that ‘genizah studies’ — which developed as
a separate discipline in connection with research on the largest and most famous genizah,
the Cairo Genizah — emphasizes precisely the textuality of finds.’. In my view, research on
modern-day genizah finds, which has been methodologically inconsistent to date, requires a
more comprehensive approach based on socio-anthropological, ethnological and museological
perspectives.

The aim of this paper is to tackle the topic of genizah in an unconventional way, placing it
in new, perhaps provocative, contexts. This approach draws on many years’ museum expetience
of processing genizah finds at all stages of their museumization as collection objects. The first,
more extensive, part of the paper focuses on theoretically defining the core issue; the second
part sets out the current state of research on genizot in Bohemia and Moravia, particularly with
regard to the specific features of the process of including genizah finds into the museum’s
collection.

What is a genizah?

From the perspective of modern Jewish orthopraxy, a genizah is defined as “a protected place
where worn and torn holy articles that are no longer used are put away.**

The term ‘genizah’ derives from the Hebrew root G-N-Z, which is used only as a plural
noun — not as a verb — in the sense of ‘treasury’ or ‘storehouse’. The Aramaic verb ganaz means

‘to save, hoard up, reserve’ or ‘to remove from sight, hide’; the noun ginza (construct state: gniz)

3 HOFFMAN, Adina — COLE, Peter Cole. Sacred Trash : The Lost and Found World of the Cairo Geniza. New
York : Nextbook : Schocken, 2011. Hence the somewhat polemical title of this paper.

* Mishnab beruraly : the classic commentary to Shulchan aruch Orach chayim, comprising the laws of daily Jewish conduct : an English
translation of Schulchan aruch and Mishnaly berural with explanatory comments, notes and facing Hebrew text. Volume 2 (A), Laws
concerning the raising of the hands in blessing, falling on one’s face in supplication, the end of the prayer service, the reading from a
Toral scroll, the synagogne and its appurtenances, one’s business schedule §128-§156 = Mishna brura | by Yisroel Meir ha-Coben
(the Chafetz Chayim), edited by Aviel Orenstein. Jerusalem : Pisgah Foundation : Feldheim Publishers, 1993, p. 394.
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appears with the meaning of ‘hidden treasure’ (in the sense of something valued). Another of
the meanings of the Aramaic verb accentuates a possible reason for concealment: ‘to declare a
book apocryphal, to suppress, prohibit the reading of ’?

Defining the term ‘genizah’ is complicated by its ambiguities. Genizah may be understood as
a process of concealing or putting away ritual objects that are no longer in use. In a local sense,
genizah may indicate an area in a cemetery or elsewhere for the temporary or permanent storage
of worn-out ritual objects, particularly Torah scrolls. Specifically, the term relates to the best-
known and oldest genizah, the Cairo Genizah; genizot from the modern period, particularly in
Europe, are usually referred to collectively as ‘modern genizot’. Hebrew and other manuscript
fragments that have been put to secondary use in the bindings of other books are referred to
figuratively as ‘European genizot’.

For the purposes of this paper, I am using the term ‘genizah’ to refer to a protected, closed
and publicly inaccessible space, for example in a synagogue attic, which for centuries was
used by a local Jewish community as a storage area for worn-out objects relating to religious
practices. A genizah contains mainly textual relics that are no longer suitable for ritual use;
these items were supposed to be buried in the Jewish cemetery at an appropriate later date (see
Picture 1), although, for reasons that have not been established, this did not happen in many
[ cases. In addition to texts of a religious nature, genizot
\ also contain secular publications, archival materials,
synagogue furnishings, textiles for ritual and other use,
and shoes.

As mentioned above, the requirement to treat written
documents in a special way is based on Jewish religious

1 law (balacha), according to which it is necessary to prevent

i any desecration of God’s name. See, in particular,
Shulchan Aruch, Orah Hayim 154:5: “When a Torah Scroll
bas become worn, it should be placed in an earthen vessel and put
away in the grave of a Torah scholar. 1t may even [ be put away
in the grave of a scholar/ who merely learned halachic | rulings/,
but did not attend a Torabh scholar.“® Also see the respective
commentary:’

“When a Torah Scroll has become worn. The same
| ruling | applies/ to | Books of/ Prophets or Writings, when they
Pict. 1: The Jenish community’s approach to worn- ave been written on skin, in roll form and with ink.

-ont Torah scrolls is similar to its approach in dealing In an earthen vessel. / This is required/ 5o that it will
with the deceased — ideally, they should be buried — eydyre.
in earthen vessels alongside the grave of a scholar. And put away. The same ﬂt/iﬂg /azpp/z'ex m/ other /Hoé//

Photograph of the tombstone of Meir .
Fischl with vesels for the storage of worn-ont Tora Books which have become worn. They must [ also/ be put away /

sorolls at the front of the base. Prague, 1921. Inn. ™ @ protected Pplace/ and it is forbidden to burn them. Although
No. JMP 95.676. one’s objective [ in burning them/ is that they should not come to |

3 JASTROW, Marcus. Dictionary of the Targumim, the Talmud Babli and Yerushalmi, and the Midrashic Literature. New Yotk :
Choteb. 1926, p. 258 [online], [cit. 23. 8. 2018]. Available at http://www.tyndalearchive.com/TABS/Jastrow/index.
htm .

¢ Mishnab berurab, tef. 4, p. 357. Shulchan Aruch is the most extensive halachic codex of Jewish religious law; the sec-
tion Orah Hayim deals in general with prayer, Torah reading in the synagogue, Shabbat and holidays.

7 Mishnab berurah, tef. 4, p. 357.
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be treated with/ disrespect, it is nevertheless / forbidden to burn them as/ one wonld be acting destructively. The
Rambam writes [in his Sefer Ha-Mitzvos,/ Negative injunction, No. 65, that if one destroys Holy Writings
he transgresses the negative injunction of “You should not do this to the Lord your God”.* Correspondingly, in
the case of a holy appurtenances one should be careful about this. [Acharonim|”

Talmudic discussions broadly cover questions relating to the language of the texts, the size
of the script used, etc., to which the genizah requirement applies.” The opinions of rabbinic
authorities about the treatment of texts written in other languages vary, although they mostly
confirm that sacred texts in any language require genizah. In many religious communities, the
genizah requirement was applied to the actual Hebrew script: any use of Hebrew letters, even
in a secular text, was most likely perceived as an impulse for special treatment and, hence, when
no longer in use, for placing the text in a genizah. This is why genizot contain fragments of
private correspondence, as well as simple messages and documents about business contacts,
etc., written in Hebrew and other languages.

As mentioned above, genizot also contain non-textual materials. The question of what to
do with worn-out holy appurtenances is dealt with in  Shulchan Aruch, Orah Hayim 154:3: “Holy
appurtenances, such as a case for [ holy/ Books, [ cases for/ mezuzos, tefilin straps, a chest in which one puts a
Torah Scroll or a Chumash, a desk on which a Torah Scroll is laid and a curtain which is hung in front of the
Sanctnary, have holiness, and require genizah.*"" See also the respective commentary:'!

“Holy appurtenances. Le., although we rule in Sec. 21 with reference to mitzvah appurtenances that after
their mitzvah [ service/ is over it is permitted to throw them away, this is not the case where holy appurtenances
are involved. | For them the ruling is that/ even after they have become worn and are no longer fit for their
function, they nevertheless have holiness and must be put away in a genizah. 1t is forbidden to make any |
non-holy/ use of them.

This only | applies/ to an appurtenance of the holy [article/ itself, but an article which serves a holy
appurienance, that is called an appurtenance of a [ holy/ appurtenance, has no holiness and may be used / for
a non-holy use/ even when it is still in order / for its mitzvah function/ .

In practice, it was and still is very difficult to decide what should and should not be placed
in a genizah. At present, book-based instructions are being published'” and there are a large
number of websites with lists of items that require genizah. There is a clear tendency not to fill

¢ Deut 12:4; see also the previous verse, Deut 12:3: “And ye shall break down their altars, and dash in pieces their
pillars, and burn their Asherim with fire; and ye shall hew down the graven images of their gods; and ye shall de-
stroy their name out of that place. [online], [cit. 23. 8. 2018]. Available at https://www.mechon-mamre.org/p/pt/
pt0512.htm .

? See, in particular, the Babylonian Talmud, Tractate Shabbat 115a, [online], [cit. 23. 8. 2018]. Available at https://
www.sefaria.org/Shabbat.115a.2?lang=bi&amp;with=all&amp;lang2=en .

' Mishnab bernrah, ref. 4, pp. 349-353.

" Mishnabh bernrab, ref. 4, p. 349.

2 For example, FEINHANDLER, Yechezkel. Sefer Gingei hakodesh. Lakewood, New Jersey : Istacl Bookshop Pub-
lications, 2012.
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a genizah with objects that do not belong there." It is, therefore, surprising to find that older
genizot may contain objects not requiring genizah, such as parts of ordinary garments and, in
particular, shoes.

These finds, however, cannot be deemed accidental, for they recur and conform in type with
caches in non-Jewish buildings (see below). All of the European genizot that are known and
have been researched so far come from synagogues in rural areas or small towns,'* which is why
they can be assumed to show the influence of local folk practices. It appears that, at least in
rural areas, the tradition and practice of genizah may, to a certain extent, have been associated
with superstitions practised by the Christian population.

The genizah in comparison with caches of “deliberately concealed garments”

The Deliberately Concealed Garments Project was set up in 1998 by the UK-based
conservator Dr. Dinah Eastop with a set of precisely defined aims that largely resonate with the
research on genizot in Bohemia and Moravia:'® to raise awareness of the existence and value of
concealed garments, to prevent the destruction of such finds on site and by means of suitably
adapted conservation techniques, to gather information about such finds, and to provide
information about them to researchers. The project focuses on the practice of concealing
parts of garments, shoes, candlesticks, candle snuffers and other such items in the fabric and
foundations of buildings — mostly in rural houses, but also, for example, in churches — not only
in Britain and continental Europe, but also in Australia and North America, from the Middle
Ages through to the present.'®

The British footwear historian June Swann started her systematic study of concealed
garments in the 1950s. She has given several presentations at the Shoe in History conferences,
which have been held since 1994 in the Czech city of Zlin. Several of her papers have been
published in the proceedings of these conferences, one of which was directly focused on shoes
that had been found hidden in buildings."” These proceedings also contain several articles on
archaeological finds of footwear in the Czech lands, although these come from wells, graves

Y Today, with the use of photocopiers and cheap printers, and in onr throw-away society, there are instances of thousands of pounds
of so-called shemot’ that are disposed of by burial on a regular and ongoing basis. This practice canses a significant problem for com-
munities as burial in a cemetery is often regulated and restrictions on what may be placed there apply, and burial in any other location
requires permits as a form of ‘dumping’ or waste disposal. (...) Based on my research and common sense, I decided that English or other
langnages did not rise to the level of sanctity that justified inclusion in a Genizah.(...) I included all HEBREW texts, in calligraphy,
printed, or reproduced in any manner which included the Tetragrammaton, or the accepted direct substitutions and variations on it (...)
For ritual objects, I included those that had a very high level of perceived sanctity. This included any items embroidered or decorated with
one of the Hebrew representations of a name for G-d, Torah mantles, Wimpels or binders, Tefillin boxes and straps, and Tallitot, all
of which are used directly for performance of a Mitzvah or come in direct contact with something necessary to perform a mitzvabh. This
is not a definitive list (...)* BLAIR, ref. 2, pp. 8-14.

"*The genizot in Prague synagogues have not been preserved.

5 Deliberately Concealed Garments Project, [online], [cit. 23. 8. 2018]. Available at https://www.concealedgar-
ments.org/information/ .

16 See also the extensive list of publications telating to the Deliberately Concealed Garments Project, [online], [cit.
23. 8. 2018]. Available at https://www.concealedgarments.otg/publications/ .

7 SWANN, June Marion. Obuv utajend v domech / Shoes Concealed in Buildings. In: Obuv v historii 97 [The Shoe
in History *97 : Proceedings of the 2nd International Conference], 29 September — 1 October 1997. Edited by Ivan
Planka. Museum of Southeast Moravia (Zlin, Czech Republic), Vol. 2, 1998, No. 2, pp. 11-19.
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and septic tanks."”® Few papers in Czech publications have focused directly on footweatr or
garments hidden in the walls of rural buildings in Bohemia and Moravia;"” there are more
frequent references in general to building offerings, particulatly of animal or plant origin.’

The purpose of the concealed garment and shoe caches is touched upon only marginally in
the published texts. A comprehensive approach to such finds, i.e. consideration of their precise
location and of the other objects found, indicates that the caches were most likely used for
magic, protective and apotropaic purposes. Dinah Fastop states that the garments are usually
hidden “at the juncture of old and new parts of a building, in voids, and at points of entry or access (doorways,
windows and chimneys).”®" As Ceri Houlbrook notes, all of the above are liminal spaces;* they are
located in the peripheral areas of a building and, as such, are potentially dangerous, as they
are the most easily accessible to negative forces. As the author further shows, feet and shoes
touching the ground are also perceived by some anthropologists as being liminal, which is why
“it is the liminality of the shoe itself that resulted in its prominence in worldwide superstitions beliefs, such as
its intrinsic association with luck.”’* From here one can infer the frequent occurrence of footwear
among the concealed objects: this is related to the metaphorical character of the shoe,** which
retains the imprint of the wearer’s foot, and to the primarily protective function of footwear
when walking,

Swann provides a fairly detailed typology of the concealed objects: mostly footwear (single
shoes or pairs), but also a large amount of head coverings, wigs and “mwen’, women’s and children’s
outer- and underwear”.* The garment finds are usually combined with finds of animal remains,
in particular cats, plant matter (flowers, grains, seeds, nuts) and various tools. Symbolically

'8 BRAVERMANOVA Milena — BREZINOVA Helena — HLAVACEK Petr. Zvlastnosti obuvi ze 16. stoleti
nalezené pfi archeologickych researchech na Prazském hradé / Renaissance Leather Footwear Found in a Well
in Front of the All Saints Church at the Prague Castle, In: Obuv v historii ’97 [The Shoe in History *97 : Proceed-
ings of the 2nd International Conference], 29 September — 1 October 1997. Edited by Ivan Plinka. Museum of
Southeast Moravia (Zlin, Czech Republic), Vol. 2, 1997, No. 2, pp. 86-92; HLAVACEK Petr — PRUDKA Alena —
SHROMAZDILOVA Ivana, Nilez ustiové obuvi ze 16. stoleti v prost&jovském ghettu / A Discovery of Leather
Shoes from the 16th century in Prostéjov Ghetto. In: Obuv v historii [The Shoe in History : Proceedings of the 3rd
International Conference], 2527 September 2000 / Museum in Zlin, Czech Republic : Museum of Southeast Mora-
via, 2001, Vol. 3, 2000, No. 3, pp. 179-184.

¥ POSEKANA Klira — SIMEK Rudolf. Depot fragmentii pozdné baroknich odévii a obuvi z Panského mlyna ve
Starosedlském Hradku [A Cache of Fragments of Late Baroque Garments and Shoes from Pansky mlyn in Staro-
sedlsky Hradek] (under publication).

2 PLESSINGEROVA Alena — VAREKA Josef. Obyceje a obiady spojené se stavbou domu v ¢eskjch zemich
[Customs and Rituals associated with Building a House in the Czech Lands|. In: Ndrodopisnd revue [Ethnographic
Revue], 28/1, 1991, pp. 15-20, especially pp. 16-17. VAREKA Pavel. Stavebni obétiny z Ceské stfedoveké vesnice v
archeologickych pramenech [Building Offetings from a Medieval Czech Village in Archacological Sources]. In: Cesky
lid | The Czech Ethnological Jonrnal, 78/2, 1991, pp. 117-119, etc.

2 EASTOP Dinah. Outside In: Making Sense of the Deliberate Concealment of Garments Within Buildings. In:
Textile, 4/3, 2006, pp. 238-255, pp. 246-247. The same author develops a metonymic and metaphorical analysis
of concealed garments, describes their active protective purpose on several levels, and also refers to the functional
connection between the concealed garments and the mezuzah (p. 250).

2 HOULBROOK Ceti. Ritual, Recycling and Recontextualization: Putting the Concealed Shoe into Context. In:
Cambridge Archaeological Jonrnal, 23/1, 2013, pp. 99-112; p. 104.

» HOULBROOK, ref. 22, p. 105. For mote on the liminal perception of footweat, see the literature ibidem.

* HOULBROOK, ref. 22, p. 107. For more on the emotional symbolism of footwear, including concealed shoes,
see most recently DAVIDSON Hilary. Holding the Sole: Shoes, Emotional, and the Supernatural. In: Feeling Things:
Olbjects and Emotions Through History. Edited by Stephanie Downes, Sally Holloway and Sarah Randles. Oxford : Ox-
ford University Press, 2018, pp. 72-93.

» SWANN, ref. 17, p. 18.
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remarkable finds are those of objects that are associated with fire and flames, such as pipes
for smoking, candlesticks, lamps, candle snuffers, and coal. With regard to textual relics,
Swann refers only marginally to “pages from a bible, prayer and hymn books and Jewish religions books.
Occasionally there are papers with names, perhaps an attenpt to ensure their existence was noted’ >

Extensive finds of shoes and garments, occasionally accompanied by textual relics, are of
particular relevance for comparing Swann’s research with a study of the finds from genizot in
Bohemia, Moravia and elsewhere”. The main difference between these finds is in the proportion
of textual and non-textual objects: the items founds in non-Jewish caches are primarily non-
textual, while those found in genizot are predominantly texts. Another difference is the way
these items are stored: objects in non-Jewish caches are usually concealed in a wall cavity, while
those in genizot are always just stored there. What these finds may have in common, however,
is the assumed protective function of the objects that have been put away and concealed.

The genizah’s protective function

The genizah’s primary purpose of protection is twofold. Objects bearing an inscription of
God’s name are stored there in order to prevent its desecration; objects that no longer meet
the standards for religious texts or, in general, for ritual objects as a result of wear and tear
or damage are stored there in order to protect the Jewish community or individuals from the
negative effects of such objects.”® As in the case of concealed garments and building offerings,
it is also possible that objects placed in a genizah may have the purpose of active protection.
A worn-out Torah scroll in a genizah is protected and, in a certain sense, also provides active
protection.

As Shalom Sabar shows on the basis of a large number of examples, “#he power of the Torah
scrolls and their appurtenances goes beyond their “official” function in the synagogue [...] and beliefs in its
magical powers and abilities to heal and protect became widespread.”’® In folk practice, Torah scrolls were
used in unorthodox ways, whether or not they were approved by the rabbinical authorities.

Sabar does not examine whether worn-out Torah scrolls also appear in similarly unorthodox
contexts. The actual genizah requirement, i.e. the need for discarded scrolls to be treated
specially, however, proves that the Torah scroll was widely perceived to have retained a certain
amount of its original properties, including its sacredness. The same applies to phylacteries,
mezuzah scrolls and amulets, which are usually at the forefront of the lists of objects stored
in a genizah.

If these objects once served a protective function, which was the primary purpose of mezuzah
scrolls and amulets, it is likely that some of these qualities were retained in the genizah. Together
with the concealment of garments, shoes, candle snuffers and other such items, the storage
of materials in a genizah was probably informed by a knowledge of similar practices from
the non-Jewish milieu; these materials might have been intended to protect — the synagogue,

% SWANN, ref. 17, p. 18.

" In terms of typology, there are practically identical finds in genizot in Alsace and, particulatly, in Germany. See
Geniza-project Alsenz, [online], [cit. 23. 8. 2018]. Available at https://www.blogs.uni-mainz.de/fb01genizatalsenz/
inventar/textilien/ .

* See also BLAIR, ref. 2, p. 3: The hiding place, or Genizah, was thought to serve the twofold purpose of preserving good things
Srom harm (protecting items that are elevated in sanctity), and preventing “bad” things (items that somebow convey ill or curses or that
are associated with demonic or evil traits) from having the opportunity to harm things, places, or pegple.

? SABAR Shalom. Torah and Magic: The Torah Scroll and Its Appurtenances as Magical Objects in Traditional
Jewish Culture, In: Eurgpean Journal of Jewish Studies, 3/1, 2009, pp. 135-170; s. 169.
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its furnishings and the local Jewish congregation, and
probably also each other. This ambiguity — the unclear
distinction between the protector and the protected — is
one of the main features of liminal spaces, and genizot
are liminal spaces par excellence.

Genizah research in Bohemia and Moravia

The Jewish Museum in Prague has been focusing
on research on genizot in Bohemia and Moravia since
the 1990s, with increasing intensity in recent years.”
Since 1996, it has examined genizot in the attics of

Pict. 2: Fragment of a manuscript of hymns
(otzrot). Manuscript on parchment. Central Enrope,

haps 16th century. Found in th i3ah . . .. .
f:l% T %?%Po;’; ;ﬂ7 4€9M‘go‘g”€‘gem{d synagogues in the following localities of Bohemia

and Moravia: Luze, Bezdruzice, Vseradice, Bfeznice,
Zaluzany, Kdyné, Janovice nad Uhlavou, Rychnov nad
Knéznou, and Holesov. The only intact genizah — in
the refurbished synagogue in Luze — has been fully
explored. Much of the genizah that was discovered
in Bfeznice had already been taken apart or destroyed
eatlier; the remainder was also completely explored by
the museum, as were the small genizot in Kdyné and
Janovice. The most valuable items and several other
samples were selected from the other genizot.

Jewish Museum staff set about collecting and
relocating genizah finds immediately after the fall of
the Communist regime in the former Czechoslovakia.
The main aim was to save objects in synagogue attics
that faced imminent danger, and to prevent their misuse
(desecration, illegal sale, etc.), hence it was primarily
a rescue and research operation. The approach taken
towards the matetials was intuitive;”' the Jewish Museum
staff devoted most of their attention to the oldest
finds, or, more specifically, to those objects whose age
or uniqueness was evident. Genizah finds comprising
between 4,000 and 5,000 items (mainly textiles, papers
it embroidery, appline (Star of David moti) and par'chment doc1'1ments) were gathered toget'her at
Found in the synagogue genizah in Lue. Inn. No, the Jewish Museum in Prague. Only a small portion of
JMP 178.565. this material, however, has undergone conservation and

restoration measures for inclusion in its holdings as part
of the Central Register of Collections in accordance with Act No. 122/2000 on the Protection
of Museum Collections.

Pict. 3: Torah mantle. Bohemia, 1691. Wool, chain

3 SIXTOVA Olga. Findings from Genizot in Bohemia and Moravia. In: Judaica Bobemiae, 34, 1995, pp. 126-134;
VESELSKA Dana. Nilezy textili{ v genizot ¢eskjch a moravskjch synagog [Textile Finds from the Genizot of
Bohemian and Moravian Synagogues|, Cesky /id / The Czech Ethnological Journal, 87/4, 2000, pp. 295-306.

' The methodological guidelines for the museum’s genizah reseatrch was provided mainly by the project Professor
Falk Wiesemann’s project; see WIESEMANN Falk. Genizah — Hidden 1egacies of the German Village Jews. Vienna :
Bertelsmann, 1992.
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Aside from religious texts in the form of scrolls, codices, single
sheets and manuscripts (see Picture 2) and secular Hebrew texts
(fragments of private correspondence, simple messages, documents
about business contacts, etc.), the finds included mainly synagogue
textiles (particularly Torah binders, as well as Torah reading table
~ covers, and Torah mantles — see Picture 3), personal textiles, including
ritual textiles (Zallit katan, a rectangular garment with a hole for the
head and ritual fringes; sometimes a fgidake/ or man’s waistcoat
_ — see Picture 4), as well as frequently worn garments, in particular
Pic. 4 A man's waistat (1zi-  foOtwear (see Picture 5). Another group of materials comprise parts
dakel) from a prayer shawl. Wool, of synagogue furnishings (fragments of decorative architectural

repp. Bobemia, 181 elements, candlesticks, candle snuffers, etc. — see Picture 6). Objects
century. Found in the synagogne

izah in Luge. Inv. No. [MP . . .
‘56;;{;70[” < I No.J become part of the Jewish Museum’s holdings; they are kept in a

separate room where they can be handled only in necessary cases.
The actual storage of objects testifies to the perception of the
genizah as a liminal space: for example, in the synagogue genizah in
Zaluzany — the exploration of which was completed by the Jewish
Museum in 2017 — most of the objects were situated near the attic
entrance, along the edges of the attic, and under the beams near
Pict. 5: A dhilds shoe Leather, the window, i.e. in places where “negative forces” have the easiest
twill tape, cloth. Bobemia, 191h access (see Picture 7). To date, insufficient attention has been paid
[ZZ”Z ZOE’Z Z’Z.Zbelynzz‘ffmgﬂkpto the specific placement of objects found in genizot. Particularly if
é; 7;’424' s Lo N . a genizah is explored by someone lacking the necessary skills, albeit
with the good intention of saving the Hebrew writings that are stored
there, this may devalue the quality of the find for various reasons,
including the fact that attention is not paid to the actual placement of
the objects or to the presence of non-textual relics. Methodological

that are of less interest in terms of text or typology have not yet

gaps in genizah research have also been contended with by Jewish
Museum staff in the past.

Pic. 6: Candle snuffer. Wrought ~ Thelong-term aims of the Jewish Museum in Prague are to process,
Iron. Bohemia, 19th century. sort, conserve and digitize all of its genizah finds and then to include

Found in the synagogue genizab in them in its collections, to register them in the Central Register of
Luge. Inv. No. JMP 179.299.

Collections, to provide access to them in digital form, and to show the
general public this unique and little-known phenomenon of Jewish
culture. To facilitate the adequate processing of thousands of genizah
finds, it has been necessary to verify the curation, conservation/
restoration, administration and digitization procedures, as well as
the possibility of focusing the project on a smaller sample. In 2017,
the Jewish Museum successfully completed a pilot project for the
Pic. 7z Removing the genizaly— comprehensive processing of a selected genizah find (specifically in
finds from the attc of the yma- Rychnov nad Knéznou). This involved work in its own conservation

gogue in Zalugany, 2017. Jewish . .
and restoration studios, as well as work done by external conservators

Musenn in Prague.

151



L. Uli¢na: Modern Genizot: “Sacred Trash” Reconsidered

and by students as part of their practical training.

Refining the approach towards the conservation and restoration of genizah finds may
be regarded as the project’s most important conclusion. Unique objects™ undergo complete
conservation, which includes taking apart book blocks, mechanical cleaning and washing, gluing
and repairs with Japanese tissue for firmer adhesion without filling in losses, straightening the
materials, and sewing in accordance with the origin method. Mass-produced items, in particular
printed books of a later date,” however, should be seen as general objects, rather than
primarily as texts (mostly standard liturgical texts in various languages). The amateur stitching
of book blocks, as well as the actual wear and tear of the material, is important for the sake
of authenticity. These valuable characteristics are lost in the case of complete conservation.
For these objects it is necessary to find a compromise between a conservational perspective
— le., prioritizing minimal intervention in terms of the amount of material added — and a
museological perspective, i.e., the necessity to approach an object with regard to the permanent
preservation of a collection, etc.”” The Jewish Museum in Prague opted to conserve these
finds in a minimalist way (mechanical cleaning and reinforcing the adhesion) so that as much
further damage as possible would be prevented, and so that the objects could be stored safely
(in Melinex, folders, boxes, etc.) and adequately digitized.™

The Jewish Museum in Prague is now emphasizing that all genizah objects should retain
clear traces of their history even after conservation, which means that they should reflect the
fact that they already showed signs of considerable wear and tear when placed in the genizah.
As such, it will then be possible to draw attention to the still little-known phenomenon of the
genizah through appropriate digital presentations of these finds, particularly set out in contrast
with the well-preserved ritual objects that came to the Jewish Museum in Prague at a time when
they were still suitable for use.

Last but not least, the pilot project led us to reconsider what may be regarded as a genizah
find. In future, it will be necessary to place more focus on non-textual finds and on objects that
at first glance are not associated with Judaism (ordinary garments, canes, dried fruit, shells, hair
and other items found in a genizah). The genizah should no longer be seen solely as a dump
site for useless objects, but as a place that is an important part and active feature of Jewish
community life. By sensitively exploring and carrying out a detailed analysis of the content of a
genizah, it is possible to gain a better idea of the life of a particular community and of the local
customs, including those that are not described in textual soutrces perhaps because they relate
to magical practices. Moreover, genizot also provide insights into the activities of local rabbinic
courts and schools, as well as insights into the wider sociolinguistic context. To conclude,
modern local genizot remain an unappreciated source of information for understanding the
values, behaviour patterns, wealth, preferences, and direction of Jewish communities in the
diaspora.

2 ULICNA Lenka. The Genizah of Rychnov nad Knésnou: Preliminary Research for a Project Involving the Pro-
cessing of Genizot Finds from Synagogues in Bohemia and Moravia. In: Judaica Bobemiae, 52/1, 2017, pp. 135-141.
» Manuscripts, old and rare printed books, printed books with hand-written notes, maps, etc.

* Mostly fragments of prayer books, dating from the 18th and 19th centuties.

» See JEFFERSON Rebecca Jefferson — VINCE-DEWERSE Ngaio. When Curator and Conservator Meet: Some
Issues Arising from the Preservation and Conservation of the Jacques Mosseri Genizah Collection at Cambridge
University Library. In: Journal of the Society of Archivists, 29/1, April 2008, pp. 41-56.

* Digitizing entire printed modern-day codices (mostly prayer books) is ineffective; for mass-produced books, it is
appropriate to replace large-scale digitization with several illustrative photographs, subject to agreement between
the curator and photographer.
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Adolf Jebavy— A Master Butcher and 1ocal Cultural Benefactor. On the history and archive sources concerning
one of the most significant Brno producers in the 20th Century

This paper focuses on the history and production of the Adolf Jebavy factory —one of the famous family
meat industry companies in Brno in the first half of the 20th Century. From the time of the first owner,
Adolf Jebavy (1872-1938), and later his equally significant son, also named Adolf (1903-after 1948?),
the company has grown into an important and famous Brno meat products producer and exporter. This
company produced mostly canned meat, various kinds of sausages, patés and other foods, with a brand
mark “Delica”. These products were also very popular in foreign countries (as well as with the Czech
minority overseas). The company had several shops in Brno at the Kfenova street, on the Namésti
Svobody square, in Krilovo Pole, but also in other cities, for example in Luhacovice.

This paper is based on extensive company archive funds from the Brno Moravian Land Archives, where
we can find information about company production, sales management, export and other important
facts about this producer, such as private correspondence, war damages evidence and also evidence on
the occasion of the political and administrative changes in the government in 1948.

The topic was also put into larger context, as this study also briefly focuses on the history of butchers as
well as on the history of companies and production in the first half of the 20th Century in Czech lands.

Key words: industry, factories, industry history, production, butchery, meat industry, crafts

Brno jako kfizovatka obchodu a pramyslu

Pocatky brnénského pramyslu se zacaly vytvafet za hradbami. V pfedméstich, kterd se
rozvijela az do momentu propojeni se s historickym centrem ve Velké Brno (1919), bujela
femesla a prvn{ vyrobny a manufaktury.

Na novych ulicich, které dnes paprskovité¢ sméfujf od centra mésta, se usazovali budouci
velkopodnikatelé, ktefi svoji ¢innosti utvateli brnénskou pramyslovou, ale i kulturni krajinu.
Rozvoj vyroby a femesel a pfiliv novych obyvatel do mésta byl zejména v 19. stoleti natolik
razantni, ze brzy pfed¢il jind mésta, ktera byla rovnéz soucdsti vlny zmén a vyvoje. Jednim
z nove zbudovanych predmésti, které se vaze k tématu tohoto pfispévku, byla Lidicka ulice
(pavodné Velka Nova ulice), oblast Kfenové a dalsi.

Klicovym historickfm momentem pro brnénsky prumysl byla Zeleznice, kterd z mésta roku
1838 vytvofila dtlezity dopravn{ uzel a diky niz mohl obchod a vyvoj stroja vzkvétat. Brno
se stalo skute¢nym velkopramysloviym centrem. Ackoli potravinafsky pramysl nebyl v Brné
nejsilnéj$im odvétvim, predstavoval rovnéz vyznamnou vyrobni ¢ist. Veskeré podniky napfic
odvétvimi poznamenal rozpad Rakouska-Uherska, ale i nasledna krize ve 20. letech, druha
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svetova valka a politické zmény po roce 1948, jez znamenaly praktickou likvidaci ptvodnich
samostatnych podnikt s dlouholetou tradici.!

K historii feznictvi a uzenafstvi v ¢eskych zemich — cechy a spolecenstva

Reznictvim nazyvame ,zdkladni, pocetné nejsilnéjsi méstské potravinafské femeslo,
spocivajici v porizce zvifat a zpracovani i prodeji masa“®. Patfilo mezi zikladni femesla,
ze kterého se vyvinuly dalsi obory jako brasnatstvi, kozeluzstvi, atd.

Snahy o sdruzovani feznika do cechl pozorujeme v Ceskych zemich jiz od 12. stoleti
a toto femeslo se v souvislosti s nar@istem obyvatel a spotfebou masa rozéitovalo. Reznické
femeslo se rozvijelo na venkové 1 v nové zakladanych méstech, kde feznici dodavali maso spise
zamoznéj$im obc¢antim, zatimco pekafi pekli pro nejchudsi vrstvy. Prvni znak byl feznickému
cechu udélen Janem Lucemburskym v Praze a mél podobu bilého lva na cerveném pozadf’.
Na Moravé mél vsak jinou podobu a to dvé zkiizené feznické sekyry®. Ve znaku brnénskych
feznikl se lev zacal objevovat az od 30. let 15. stoleti.> Miru jeho rozsifeni v téchto méstech
pak mizeme odhadnout podle po¢tu masnych krama. Nejstarsi z nich byly napiiklad zalozeny
v Praze za vlady krale Pfemysla Otakara II. roku 1234 u kostela svatého Vaclava. V téchto
kramech se k prodeji nabizelo cerstvé maso, pficemz dobytek byl zabijen v jate¢nich chlévech
piipadné na obecnich jatkiach. Masné kramy byly redukovany také cechovnimi a méstskymi
natizenimi. Maso se prodavalo také na masnych trzich. Reznické cechy si postupné vybudovaly
silné postaveni i pfes valky a dalsi d¢jinné zvraty a v prabéhu staleti se také formovaly v feznicka
spolecenstva.

Zivnostenské spolecenstva a grémia, kterd vznikala po zruseni cecht’, pokrac¢ovala nadale
v puvodnich principech, pouze pfizpisobenych dobovym pozadavkim a pramyslovému
vyvoji. Spolecenstvo feznikt a uzenafu, jejimz clenem byla i firma Adolfa Jebavého, zahrnovalo
do svych fad majitele firem a Zivosti v feznickém a uzenafském (nebo feznicko-uzenaiském
oboru). Clenem se musel stat kazdy, kdo s pfislusnym opravnénim porazel a tzv. pafil (tedy
cistil a zbavoval $tétin a chluptl) dobytek a maso pak prodaval v obvodu meésta Brna. Firmy,
které toto femeslo provozovaly formou tovarni vyroby, mohly byt dobrovolnymi ¢leny, pokud
jejich clenstvi schvililo pfedsednictvo.”

Reznicky cech oslavil v roce 2010 vyro¢i 700 let a k této pilezitosti byla ve spolupraci
s Ceskym svazem zpracovatelt masa vydana rozsahla publikace Ladislava Steinhausera ,,700 let

se lvem ve znaku.®

Vzdélavani v feznicko-uzenatském oboru
Radné vzdélani bylo podminkou ¢lenstvi v cechu jiz od dob Karla IV. a cechy samotné
také vyrazn¢ ovliviiovaly kvalitu vyuky a vybér budoucich u¢ni. Moderni ucnovské skoly byly

' VYSKOCIL, Ales. Brio — Priimyslové mésto. Praha : Paseka, 2014. 103 s.

2 Lidovd kultura. Nérodopisnd encyklopedie Cech, Moravy a Slezska, sv. 3. Praha : Mlada Fronta, 2007, s. 877-878.

* K soucasné podobé tohoto znaku napt. https://www.velebny.cz/reznici-a-uzenari

* Tento typ znaku miizeme vidét napiiklad v Brné na budové divadla Reduta na Zelném trhu. Je zde umistén na pfi-
pominku byvaljch masnych krami, které se vedle divadla nachézely. Podoba znaku viz: https://encyklopedie.brna.
cz/home-mmb/?Pacc=preview&image=18882

> STEINHAUSER, Ladislav. 700 /let se lvem ve gnakn. Brno : Cesky" svaz zpracovatel masa, 2010, s. 8.

¢ Cechy zacaly byt ruseny ve druhé poloviné 18. stoleti a nasledné pfedevsim v 19. stoleti.

"Viz STEINHAUSEROVA, Hana. Z historie reznikdi a nzendidi v Brné. Bakalafska diplomova prace. Brno : Masarykova
univerzita, 2012, 47 s.

® Viz STEINHAUSER, Ladislav. 700 Jet se lvem ve 3naku. Brno : Cesky'* svaz zpracovatel masa, 2010, 447 s.
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budovany v duasledku pramyslové revoluce a rostouci potfeby po vyucenych pracovnicich.
Potfebna doba pro dosazeni vzdélani a vyucniho listu byla dva az ¢tyfi roky. Do uceni se
mohli pfijimat odbornici, ktefi byli ¢leny Spolecenstva feznikt v Brné®. Dalsi vivoj nastal v 80.
letech 19. stoleti, kdy prave toto Spolecenstvo zalozilo zivnostenskou skolu pro ucné feznické
a uzenafské zivnosti. V letech 1908 — 1914 fungovala pod nazvem Odborna pokracovaci skola
pro spolecenstvo feznikd, uzenatt, mydlara.

Brnénské jatky

V roce 1899 vznikly méstské ustfedni jatky na ulici Masnd, kterym piedchazely jatky
zbudované v roce 1877 v oblasti ulice Kienova. Ty vsak svoji kapacitou nestacily neustale
se rozvijejicimu méstu a proto byly pfistavény budovy, které daly zaklad témto méstskym
jatkim. Ve stejném roce, kdy Adolf Jebavy starsi, zakladatel budouci velkovyrobny, zapocal
své podnikani. V tomto obdobi také vzkvétal ¢ily export do zemi Rakouska-Uherska, ktery
byl po roce 1918 utlumen, ale vzhledem ke vzniku tzv. Velkého Brna'’ byla poptavka pokryta
a vyuzit byl cely areal jatek. Ve 20. letech 20. stoleti se pak aredl rozsifil napifklad o pokladnu
pro dobytci a masné trhy a masnou burzu, ve 30. letech o prostory hovéz{ porazky, dr$t’karny
a desinfekén{ stanice pro vozidla. Byla zde umisténa rovnéz kafilerie (zde se zpracovavalo
nepozivatelné maso a vyrabéla masokostni moucka), sbérna kizi a dalsi. V aredlu fungovala
rovnéZ laboratof na testovani vzorkd masa a mléka a dal§i potraviny. Cinnosti méstskych jatek
byla krome zasobovani masem také hospodarska kontrola kvality masa, nakupni a vykupni
¢innost a dovoz masa z venkova. Jatky fungovaly jakozto obecni zafizeni do roku 1951, kdy
byly pfedany nirodnimu podniku Masna, stejné jako podnik A. Jebavého a dalsich."

Firma Adolf ]ebavy

Zakladatel budouctho velkopodniku na zpracovani masa
-I* a vyrobu uzenin a masovych konzerv Adolf Jebavy'? se vyudil
v roce 1892 a svoji prvni tovarnu na uzeniny oteviel nasledné
v roce 1899. V roce 1929 se do firmy pfidali i jeho synové,
Cyril a Adolf a firma byla zapsina do obchodniho rejstifku
s pfedmétem podnikani feznictvi a uzenafstvi. Cyril Jebavy pak
z firmy vystoupil v roce 1932.

Prvni provozovnou v pocatcich firmy Adolfa Jebavého byla
Obr. 1: Pﬂbw/éﬂﬁ’”fj v Bra¢ na Namést! pobocka na ulici Nové (dnesni Lidicka). Firma se postupné
svobody, 1539 rozrustala a sidlem se stal dim na ulici Kfenova 35, kde byla
rovnéz prodejna. V roce 1931 zde A. Jebavy ziskal koncesi na provozovani hostinské zivnosti.
V hostinci byly podavany vyrobky firmy ze studené i teplé kuchyné. V roce 1934 byl prodej
rozsifen na dribez a zvéfinu.” Firma méla své prodejny rovnéz na ulici Palackého v Krilové

? Cely nazev znél Spolecenstvo feznika, uzenatt a mydlafi. Jednalo se o nistupce Cechu feznikd (od roku 1860). Viz
také aktivity Adolfa Jebavého v oblasti vzdélavani.

1""Tj. pfipojeni 23 pfiméstskych obci Brau v roce 1919.

"' Viz téz Moravsky zemsky archiv (ddle MZA), fond Adolf Jebavy, tovarna uzenin a masovych konzerv, H367 (dale
fond H367), karton 4.

12 Adolf Jebavy starsi (1872-1938). Ve firmé pusobil rovnéz jeho syn, Adolf Jebavy ml. (1903-1963) a Cyril Jebavy,
ktery v roce 1932 vystoupil z rodinné firmy a stal se feditelem JASA Krahul¢i, dalsiho vyznamného podniku v tomto
oboru.

13 Viz MZA, fond H367, Karton 1, inv. ¢. 46/1
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poli, na Nameésti Svobody (tuto filidlku vedla také Jebavého dcera Julidna) a také v Luhacovicich
(od roku 1933)."*

A. Jebavy starsi a J. Jebava byli také majiteli dal$ich nemovitosti v Brné, jako napiifklad domu
na tehdejsi ulici Arcivévody Bedficha v Zabrdovicich (dnesn{ ulice Trnitd), na ulici Kienova
39 a rovnéz domd v Hodoniné a Bilovicich (zakoupen v roce 1916). V roce 1918 zakoupil
A. Jebavy od brnénského stavitele Frantiska Pavlu celkem 91 m* z pozemkové parcely z tehdejsi
katastralni obce Kiizova ulice za cenu celkem 2200,- K¢."® Domy, které A. Jebavy na svém
novém pozemku vystavel, se nachazely na ulici Mackensenové, difve Tivoli, dnes Jiraskova.

Obchod

Jak jiz bylo feceno vyse, po pocatecnim provozu zacal ve 20. letech 20. stolet{ Adolf Jebavy
star$i rozvijet svoji ¢innost v sidle firmy na ulici Kfenova. V roce 1926 ziskal povoleni dilny
na masové konzervy, o tii roky pozdéji zacal vyrobni objekty rozsifovat nastavbou a dalsim
vybavenim. V roce 1934 pak zacal spolu se stavitelem Vladimirem Slavickem realizovat novy
Ctyfpatrovy dam, ktery by nahradil pivodni dim jednopatrovy; v témze roce Jebavy v suterénu
domu otevfel novy obchod. Navrh vchodu, portilu a vitrin realizovala firma Ergon z Brna
v cené 12.000 K¢."* Navth interiéru obchodu provedl Odborny zavod pro fezniky a uzenate
Richarda St’astného se sidlem v Brné.

V roce 1935 bylo modernizovano vybaveni provozovny na Nameésti Svobody v Brné novym
chladicim strojem. Z archivnich prament se dochoval nabidkovy letdk spole¢nosti Tatra a z néj
bylo vybrano chladici zatizeni ,, TATRA-ATE®, konkrétné skifn ,, Agrarius®.

Z archivnich dokumentd se mizeme dozvédét rovnéz informace o obchodnich zastupcich
firmy. V roce 1938 byl zastupcem pro Bratislavu Ludevit Stein. Jeho povinnosti bylo zafidit
odbyt konzervové sunky, uzeného masa, ze specialit krakovského salamu, hanackych klobas,
domactho uzeného dopékaného masa, anglické slaniny, atd. Z levnéjsich pak valasskych klobas,
toceného klobasového salamu. Objednavky mély byt zasilany na dobirku, nebo davéryhodnym
firmdm bez dobirky. Obchodni zastupce dle dohody obdrzel celkem 4% ze svych piimych
a nepiimych objednavek.!”

Firma pravidelné vydavala cenfky
svych produktt, jako naptiklad tyto
z archivu firmy:

V roce 1940 doslo k dalsimu vy-
znamnému kroku v puasobeni firmy.
Adolf Jebavy zalozil vefejnou spolec-
nost spolu s témito brnénskymi pod-
nikateli:

-Ladislav  Hornicek,  tovarnik
v Brné, Francouzska 27

-Adolf Jebavy, tovarnik v Brné,
Kfenova 35
Obr. 1: Dobové ceniky -Gustav  Kurka, velkoobchodnik
v Brn¢, Kotlarska 19

4Viz MZA, fond H367, Karton 1, inv. &. 48/8.

15 Viz MZA, fond H367, Karton 3, Inv. & 95/3-6.

16 Viz MZA, fond H367, Karton 33.

"Viz MZA, fond H367, Karton 30, inv. & 229/23-27.
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-Eduard Pokorny, tovarnik v Brné, Josefska 5
-Vladislav Radek, prokurista v Brné, Cejl 63
-Ferdinand Silhan, tovarnik v Brné-Zabovfeskich, Rumunsk4 100

Uéelem této vefejné obchodni spole¢nosti bylo spoleéné provozovani podniku pod
firmou s nazvem: ,Radek a spol., spole¢nost pro zuzitkovani krve a jateénych vedlejsich
produktda®, némecky JRadek & Co., Gesellschaft fiir Blutverwertung und Verwertung von
Schlachthausnebenprodukten®. Sidlem spolecnosti byly Meéstské ustfedni jatky v Brneé.
Predmétem podnikani bylo ,,zéskdvati, 3pracovati, zugitkovati a obchodovati krvi 3 jatecnych zvivat a
Jatecnymi vedlejsinii produkty, pripadné vjrobky 3 nich*'®. Zakladni jméni spolecenské obnaselo 60.000
K¢, z toho byl kazdy ze spolecnikt povinen slozit ¢astku 10.000 K¢. Kazdy ze spole¢nikt byl
povinen do spolecnosti dodavat veskerou krev, kterou ziskal pfi porazce vlastnich jate¢nych
zvifat, kromé toho mnozstvi, které potiebovali pro své krevn{ vjrobky.

Z roku 1946 se rovnéz zachoval zaznam ze soutéze na dodavku masa a uzenin pro zavodni
kuchyni a kantynu Zbrojovky Brno, n.p."

Jednim z meznikd povalecné produkee firmy bylo ziskani Zivnostenského listu pro vyrobu
tekutého polévkového kofeni, kostek a masovych koncentrati, provoz v Brné na Kfenové
35 v roce 1946 a prodej zvétiny. Zvétina byla dle archivnich soupistt dodavana napifklad do
restauraci a jidelen podniki jako napiiklad n.p. Bata v Brné na Koblizné, Elektrarny mésta
Brna, Vinidrna Zadruha na Namésti Svobody, dile do Akademické menzy, do Kounicovych
koleji, do Skodovych zavoda Brno, do Zbrojovky n.p., ¢ do Sdruzenych zavodi textilnich,
rovnéz v Brné.

Firma A. Jebavého byla také dodavateli masa pro armadu. Z dokumentt z roku 1945 — 1947
muzeme zjistit informace o dodavkach pro utvary brnénské posadky. Jednalo se o tutvar 450,
dale vojenské utvary ubytované na hrade. Mési¢né bylo dodano piiblizné 625 kg masa (pfesnou
potfebu masa bylo nutno nahlésit dodavateli dopfedu, alesponi 12 hodin)*. V roce 1947 (na
obdobi od 1. 8. do 31. 12.) se A. Jebavy rovnéz zavazal dodavat zdsoby masa pro vycvikové
prapory, vojenské oddily a proviantni sklad.

Zaméstnanci a firemni obézniky

Varchivnim fondu firmy se nachazi také mnoho
dokumentd s informacemi o zaméstnancich,
platovych a pracovnich podminkach. Firma byla
velice casto kontrolovana a podléhala zakonim
a vyhlaskam, které bylo nutno dodrzovat.
Obr. 3: Polepka na masové konzervy-vepiony gulds Napfiklad z hlaseni na ziklad¢ kontroly v roce
1940, a obvineni, ze firma nevyplaci prodavackam ve svych obchodech pfiméfeny plat podle
vyhlasky Ministerstva socialni a zdravotni zpravy, mizeme zjistit, jaké byly platové podminky
zamestnancu (v tomto piipad¢ mladsich zaméstnankyn) v té dobé. Nevyucend zamestnankyné
obdrzela po dovrseni 20 let plat 580 K¢, po dovrsen 21 let 640 K¢, po dovrseni 22 let 700 K¢
a po dovrseni 23 let plat 760 K¢ mésicné. Na zakladé této vyhlasky firma upravila platy svym
prodavackam na prodejnach.

8 Viz MZA, fond H367, Karton 1, inv. ¢. 43/1-4.
' Viz MZA, fond H367, Karton 30, Inv. & 243/ celé.
2 Viz MZA, fond H367, Karton 30, Inv. ¢. 237/3-4.
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Pracovni doba zaméstnanct nesmeéla ¢init vice nez 8 hodin ve 24 hodinach, resp. ne vice
nez 48 hodin v tydnu. Do pracovni doby se pocitala pohotovost v praci, u uént mimo to ¢as
k navstéve skoly.

Zajimavym zdrojem informaci o provozu podniku jsou také firemni obézniky. Jedna se
o nejraznéjsi pravidelna oznamen{ a nafizeni ze strany vedeni firmy, napifklad o pfelozeni
zaméstnankyfi v ramci prodejen, o sbirce na Némecky Cerveny kifz (1940), & o odevzdavani
potravinovych listki na mléko a tuky

V dal$im z obéznikt z roku 1933 se doc¢teme prakticka provozni oznameni, napiiklad, ze
za firemni automobily byli zodpovédni zasadné soféfi. Kazdou zavinénou skodu méli uhradit,
nebo zjistit vinika. Za tim ucelem byli povinni denné provadét kontroly svého vozidla a kazdou
$kodu museli zapsat do knihy auta. Reditel firmy rovnéz upozortioval zaméstnance, Ze je nutno
spofit s vodou a elektrickym proudem s tim, Ze jeden z pracovnika byl v tovarné povéten denni
kontrolou pretékajicich nadob, kapajicich kohoutkt a znecist'ovani vody a jiny zaméstnanec byl
povéten kontrolou sviceni a elektroméri.*

Vilka, vale¢né skody a pohledavky

I firma Adolfa Jebavého se musela pfizptisobovat aktualnim politickym zménam a novym
vyhlaskam. V roce 1939 zadal Jebavy na Ministerstvu narodni obrany o zafazeni své tovarny
mezi registrované podniky dulezité pro obranu statu. Tato zadost v$ak byla s odivodnénim
zmeneénych pomért oznacena za bezpfedmétnou a zamitnuta.

A. Jebavy byl rovnéz nucen dolozit svij arijsky ptivod novym ufadim. Z tohoto procesu
se dochovalo nékolik zadosti o dodani dokumentd, ktery A. Jebavy odeslal farafi z Hornich
Bor, kterého zadal o dodani kiestnich listd svych pfedki a dalsim. V roce 1941 rovnéz zadali o
prokézani arijského pavodu jednoho ze zaméstnanct. Zidovska otazka se A. Jebavého dotkla
napifklad také pfi pobytu v laznich, kam mu byla dorucena informace o uvolnénych bytech
po brnénskych Zidech. Jebavy se mél vyjadiit, zda by mohl néktery z bytd vyuZit pro své
zameéstnance.

Mezi omezenimi v riznych hospodafskych odvétvich v Protektoritu Cechy a Morava
bylo také vladou zastaveno zivnostenské zkusebnictvi a vyzkumnictvi. Z tohoto divodu byla
v roce 1944 zastavena také ¢innost Pracovni komise pro veterinarné-chemicky vyzkum masa.
Na zaklad¢ tohoto rozhodnuti byl také rozeslan dotaznik tém clentim Spolecenstva feznikd,
kterym byly zastaveny zivnosti. Dotaznik slouzil ke zjisténi poctu a staff stroju, které zustaly
v jejich podniku po uzavieni. Piikaz k tomuto Setfeni dal der Wehrwirtschaftsoffizier des
Wehrkreiskommando Bohmen und Mihren.

Jednota feznikti a uzenaft také informovala feznické a uzenafské firmy, o nutnosti
umist’ovan{ pfiméfeného mnozstvi masa do obchodu a to tak, aby bylo v§e prodano. Ostatni
zasoby bylo doporuceno ponechat v chladirné s odavodnénim, Ze ,,tim se uchrani maso pfed
znehodnocenim, nebo zni¢enim, nebot’ pfi leteckém dtoku je zbozi ve vyloze i v obchodé
niceno stfepinami, ohném, piskem a prachem®.* O nékolik mésict pozdéji pak byli ¢lenové
Spolecenstva feznikl a uzenaft informovani o zakazu vystavovani masa a masnych vyrobki
ve vykladnich skiinich feznicko-uzenatskych podniki v Protektoratu Cechy a Morava. Podnik,
ktery by tento zakaz porusil, mohl byt potrestan pokutou az 500.000 K¢.

21 Viz MZA, fond H367, karton 1, inv. & 56/3.

2 Viz MZA, fond H367, karton 1, inv. & 56/31.

% Viz MZA, fond H367, karton 3, inv. & 79/40.

2 Viz MZA, fond H367, kraton 1, inv. C 79/43, 46.
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Dalsi z cetnych povinnosti podnikd bylo nahldseni tzv. Luftschuzkomandu umisténi
firemni chladirny a chladictho materidlu (pfi eventualnim bombardovani by pak bylo spravné
postupovano pii odklizeni s ohledem na tyto chladirny).

V prvnich mésicich po skonceni valky roku 1945 firmy odevzdavaly piihlasky valecnych skod.
Za firmu A. Jebavého byla piihlaska odevzdana v ¢ervnu a dle firmy nebyla pfi bombardovani
zavodu zjisténa zadna ztrita na zivoté¢ ani zdravi. Ze $kod na majetku vsak uvadi celkovou
skodu ve vysi 182.878.85 K¢.

Firma rovnéz zaslala nevyfizené pohledavky za zbozi a prici ve mzdé za zbozi dodané
némecké vefejné sprave, ¢i némeckym vefejnym podnikdm. Jednalo se o nejriznéjsi castky
za maso a uzeniny a to z kvétna a dubna 1945. Jednalo se napiiklad také o pohledavku s byvalou
némeckou firmou BOHUMIL ZDRAHAL — Uzenaistvi Brno na Kifzové ve vysi 4540 K¢
za dodané zbozi, které zlstala tato firma kratce pfed osvobozenim Brna dluzna. Dalsi
pohledavku na firmu KAREL SCHMIDT, uzenatstvi v Brné na ulici Videniska 4 ve vysi 1263,-
Ke¢. Dale za firmu LINDENTHAL — Kantina Flieghorst, Brno-Letist¢ za 1.410 K¢. Podnik
A. Jebavého poptaval také platby za zbozi dodané zdkopnickym vyvafovnam (Stellungsban)
v Zabovieskach, Jundrové, Slating, Cernovicich, Kralové Poli, atd v celkové visi 167.628,- K&

Clenstvi v kulturnich a sportovnich organizacich a dalif vefejné aktivity

Soucast! vedeni vyznamného podniku, clenstvi v oborovych komisich a $ifeni povédomi
o feznickém oboru byla prezentace na vefejnosti. A. Jebavy v roce 1938 a 39 pfednasel na padeé
brnénského rozhlasu. Pfednasky na téma Ceskoslovenské masové konzervy a Vyroba uzenin
a masovych konzerv byly vysilany kratkovlnnou stanici do ciziny a zastupci rozhlasu pozadali
A. Jebavého o dodani textu v anglickém a $panélském jazyce.”

Adolf Jebavy byl vyznamnym cestnym clenem mnoha odbornych, ale i kulturnich
a sportovnich organizaci, které hojné podporoval. V roce 1943 mu v dopisech z archivu firmy
napifklad dékuje Narodni rada ¢eskd za pifspévek na podporu kulturni a socialni ¢innosti
(ve vysi 500 K¢&), Zemska ustfedna pro péci a dorost zivnostensky dékuje za datr ve vysi 200
K¢. V témze roce byl Adolf Jebavy také povéfen do nové vytvofené pracovni skupiny v ramci
Zemské jednoty. Ucelem této skupiny byl veterinarné-chemicky vyzkum masa.

Ceska atletickd amatérska unie se rovné v roce 1943 rozhodla pozadat vyznamné osobnosti,
podniky a korporace Cech a Moravy, aby pfijaly ¢lenstvi v ¢estném vyboru pro mezizemské
utkani lehkych atletd Cechy — Morava. Z dopisu unie A. Jebavému se do¢teme o navrhu o jeho
zvolenf za clena cestného vyboru a o prosb¢ unie o navrh odménéni vitézl vécnymi cestnymi
cenami, nebo penéznimi ¢astkami. Na toto A. Jebavy nasledné odpovida, ze dékuje za pozvan,
jeho prabéhu vyslovuje mnoho zdaru, poukazuje jim obnos 500 korun, ale vyhrazuje si, aby pfi
eventualnim jmenovan{ darct nebyl jmenovan.

V roce 1945, byl A. na schizi pfedsednictva Spolecenstva fezniki a uzenaft jmenovan
finanénim referentem Spolecenstva a také povéfen funkcl dozirat na finanéni hospodafstvi
v Pfidélovaci komisi pfi Spolecenstvu feznikd a uzenafti Brno-mésto.”” Téhoz roku byl také
Dekretem Jednoty spolecenstev fezniki a uzenait pro Cechy a Moravu v Praze jmenovan
¢lenem spolecenstevntho vyboru.

% Viz MZA, fond H367, Karton 3, inv. ¢. 87/15-18.

% Cela pfednaska A. Jebavého je dostupna v pfepisu ve fondu firmy, viz MZA, fond H365, karton 32, inv. ¢.
254/15-21.

' Viz MZA, fond H367, karton 3, inv. ¢. 79/17.
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Aktivity v odborném skolstvi*®

1942 byl A. Jebavy clenem pfipravného vyboru ve véci ziizeni mistrovské skoly feznicko-
uzenafské v Brné. Odborna skupina masného priamyslu ho rovnéz poprosila o posudek, ktery
by pak uplatiiovali jako nazor Hospodatské skupiny. Tento posudek byl na zadost vypracovan
v némcing.”

I pfes valecnou dobu stile probihala zasedani Pracovni komise Jednoty spolecenstev
feznika a uzenati pro Cechy a Moravu, jako napifklad v roce 1944. Na tomto zasedani byla
projednavana témata jako feznicko-uzenafska skola a ucebni osnovy a budovani programu,
navrh na pfestavbu této skoly a zbudovani nové odborné a studijni knihovny v této skole.

V podniku A. Jebavého probéhla v roce 1945 exkurze zaka z Uénovské skoly v Ivanéicich.
O exkurzi informovalo Spolecenstvo feznikl a uzenafi, na které se $kola obratila. Cilem bylo
provést jednou mesi¢né exkurzi do Brna a spocivala by v tom, Ze uc¢ni véetné uditele navstivi
stifdavé kazdy meésic nejvétsi zavody, kde by cely den pracovali. V tomto pfipadé se jednalo
o 10 zakt z I. — I1I. ro¢niku.

Export

Firma A. Jebavého byla rovneéz velice uspeésnym exportérem do mnoha zemi po celém
svété. Cily zahraniéni obchod provazelo mnoho natizeni a doporuéent, ale také upominek
a komplikaci. Z roku 1941 mame napfiiklad dolozenou dodavku konzerv do Hamburku
a do Sofie (pro firmu ,,EGEA®), dile mizeme mezi archivnimi dokumenty nalézt pohledavky
a upominky firmam, napfiklad z dodavky do Alexandrie. Jednalo se o pohledavku sunky v cené
9095 korun. Zastupce firmy, Ital E. Lindi o sob¢ dle A. Jebavého od vypuknuti valky nepodal
7adné zpravy. Firma proto zadala Narodn{ banku pro Cechy a Moravu v Praze o odpis do 50%
vyse pohledavky

Dalsi z dochovanych pohledavek byla napifklad pohledavka u firmy Joseph Singer v Pafizi.
Naposledy dle firmy platili v roce 1939, kdyZz objednavali 115 kg ,,Jambon de Prague (tedy
Prazskou sunku) a od té doby od nich rovnéz nebyly doruceny zadné zpravy.

Z dokumentace o exportu v letech 1937 — 1943 a 1945 — 1947 mutzeme vycist, ze firma
kromé dvou zminovanych destinaci exportovala také do Némecka, SSSR, Anglie, Spojenych
statt americkych a Palestiny.

Zajimavym zdrojem informaci o zahrani¢nim obchodu a o poptavkach ¢eskym firmam jsou
také poptavkové listy. Pokud se jednalo o zahrani¢ni pobocky ceskych firem a spolecnosti,
objednavky a korespondenci vyfizovala Poptavkova sluzba v Praze. Napifklad firma T. S.
Quartson & Company, Gold Coast, British West Africa se zajimala mimo jiné o hovézi maso
v sudech (beef in barrels), vepfové nozky v sudech (pigs feet in barrels)

A. Jebavy také sam hledal zahrani¢ni zastupce napifklad pro prodej Sunky, masovych
specialnich pastik v konzervé, uzenek a trvanlivych salamd. Z nabidek zahrani¢nich poptavek
si vybral Anglii, Belgii, Francii, Holandsko, Indii, Italii, Novy Zéland, Palestinu, Recko, Svédsko,
Svycarsko a USA.

Firma A. Jebavého pro tucely exportu vyrabéla rovnéz malé konzervované sunky ve
¢tythrannych krabicich (byly asi o 10% drazsi nez normalni sunky). Byly baleny po 48 ks
(jednolibrové) nebo 24 ks (dvoulibrové) do Zamofskych beden. Z Brna byl dle dolozené

# K vyvoji odborné feznické-uzenafské skoly v Brné zde: https://encyklopedie.brna.cz/home-mmb/?acc=profil_
skoly&load=958.
¥ Viz MZA, fond H367, karton 3, inv. ¢ 99/1.
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dokumentace z roku 1938 do Terstu vypravovan sbérny vagon, ktery byl nejpozdéji osmého
dne na misté. Tento vagdn byl vypravovan kazdy tyden ve ¢tvrtek.

Ze strany SSSR byl dle archivnich dokumentt z roku 1938 velky zdjem o mrazené masné
krémy, coz je dolozeno korespondenci obou stran a naslednymi objednavkami. Ve sejném roce
probihala rovnéz jednani s USA, kde méli zajem o vyrobky firmy. Zajimava ovSem byla také
myslenka zafidit u pfilezitosti Svétové vystavy v New Yorku ochutnavku prazské sunky.”’ Dalsi
informace o této vystavni prezentaci se vSak v archivu nedochovala.

V USA, jak jiz bylo feceno vyse, pusobilo ne¢kolik ceskoslovenskych organizaci, které
zprosttedkovavaly obchodni styky s domovinou. Napiiklad ,,O.K. — Informacni sluzba
americkym Cechoslovikim®. Jednalo se o spole¢nost, kterd dodavala krajanam v USA
hospodatsky ¢asopis. Po zjisténi zajmu ziidili rovnéz filidlku v New Yorku a také v Londyné,
coz bylo nakupni misto kolonii. Pracovnici této firmy cestovali napifklad i do jizni Ameriky, kde
zjist’ovali odbytové podminky pro ceskoslovenské vyrobky. Z jednoho z dopist A. Jebavému:
] de ndm o to, aby Ceskoslovenské 2bogi bylo prodivino lidmi nasimi, ktef? maji u nds ve staté svoje krevni
svazky a tim i moralné na prosperité domdciho primysin byli interesovdni.“>'

Vydavatelstvi Czechoslovak Trade and Industry si v dopise A. Jebavému z roku 1938 stézuje,
e izl propaganda pracuje proti nim ji§ dnes a to 2listé v Anglii a USA torzenim, e Ceskoslovensko
prestavad byti statem priimystovym a vyvoznim a e se stalo stitem sté gemédélskym. Musime nkdazati ciginé
thned v pocdtcich této nepravdivé propaganda, Ze nds stat md i naddle moZnost ndrgeti si svd abranini

0dbétisté a doufime proto, e ani vase ct. firma neodmitne spoluprici na této akci.

Ochranné znamky a reklama
Ochrannd znamka je identifikaci vyrobka firmy, log a slogant a celé znacky. Jedna se
o0 ,,grafické znazornéni tvofené zejména slovy, pismeny, ¢islicemi, barvou, kresbou, nebo tvarem
¢ 33

vyrobku, ¢i jeho obalu®.

Obr. 4 a 5: Ochranné zndm#ky Delica a Everest

Napiiklad kolem roku 1938 mély ochrannou znamku tyto produkty firmy A. Jebavého:
obrazek vojak, dva Ivi, hospodytika, ndpis ,,Hoveézi gulas®, znamky se obnovovaly vzdy po
deseti letech. Dle archivnich zaznami z roku 1947 byly v roce 1946 zapsany tyto znamky:
Delica, fantasticky znak A. Jebavého, obraz prasete nad krabici Delica, Everest, Delica uzsi
napis na krabici, dva Ivicci, hovézi gulas, vojak a hospodyne.

0 Viz MZA, fond H367, karton 30, inv. ¢. 240/109.
1 Viz MZA, fond H367, karton 30, inv. ¢. 240/101.
2 Viz MZA, fond H367, karton 30, inv. ¢. 240/103.
* Viz https:/ /www.upv.cz/cs/prumyslova-prava/ochranne-znamky.html.
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Soucasti uspesného prodeje je prezentace vyrobkl firmy a s tim souvisejici grafika, loga
a propagacni materidly. Adolf Jebavy na designu log vyrobku a na reklamnich sloganech
spolupracoval s mnoha reklamnimi spolecnostmi, napifklad s reklamnim a prodejnim poradcem,
Antoninem Hromkem z Prahy, ktery pro firmu navrhl reklamni texty, navrh propagace vyrobku
a také naplanoval jakousi reklamni kampan, kterd by obsahovala také oznameni do magazint,
reklamni prospekt, ¢i dopis pro zakazniky. ™

Adolfa Jebavého v roce 1944 také oslovila firma Baal Film Ing. Bohuslava Kratkého
z Prahy, ktera jiz od 30. let 20. stoleti vytvafela kratké propagacni reklamni filmy spole¢nostem.
Zakazniky této firmy byly viznamné podniky z celého Ceskoslovenska a k dispozici byly vlastni
ateliéry a grafické oddéleni.” S tim souvisela dochovani korespondence také s firmou Repra —
ustfednou reklamnich praktiki, kterd firmé v roce 1944 doporucovala umisténi propagacnich
reklamnich filma v kinech a v roce 1938 pro firmu navrhla letaky, napisy na roletach ve vykladu
firmy, a dal$i.”®

Po roce 1948 a znarodnéni firmy

Proces znarodnéni podnikt potravinafského pramyslu vychazel z dekretu prezidenta
trepubliky ¢. 101/1945 Sb. a zikonem ¢. 115/1948 Sb. a probihalo v né¢kolika fazich. K 29.
Gnoru 1948 zfidilo Ministerstvo vyzivy tzv. Ustiedni narodni sprivu podnikéi masného
pramyslu s narodnimi spravci, dosazovanymi do jednotlivych podnika. Ackoli byli majitelé
zbaveni vétsiny prav, stale byli formalnimi vlastniky podnikd. V roce 1949 byla funkce téchto
narodnich spravcl zrusena a firmy byly zafazeny do narodniho podniku Masna. Znarodnéni se
dotklo vsech stfednich podnika nad padesat zaméstnanct.”

Zmocnéncem pro narodni spravu firmy Adolfa Jebavého byli od 4. 3. 1948 Frantisek Duma
a Josefa Zdarova, ktera provadéla administrativu narodni spravy. Tito zmocnénci vedli podnik,
do n¢hoz byli jmenovani zasadné samostatné a s pécf fadného hospodate podle smérnic z roku
1945. Za hospodateni a provoz podniku nesli plnou zodpovédnost viaéi Ustiedni narodni
spraveé podnikd masného pramyslu.

Nérodni sprivce Duma byl také povéien vynosem Ustfedni narodni spravy podnika
masného pramyslu ke kontrole pokladny firmy. Vysledky kontroly byly pfedlozeny a zachovaly
se v archivu firmy v kopiich:

Stav pokladny ke dni 4. 3. 1948 32.921.90 Kcs.

Ve zprave o danovém zatizeni firmy bylo uvedeno toto:

wFirma je verejnon obchodni spolecnosts, viastni ponze kanceldrské a provozni 3arizent v bilanini hodnoté
Kés 397,336,-. Jinou linnosti vyrobni je vysek syrového masa. "

K provozu v revidovaném obdobi firmy narodni spravce uvadi toto: ,,» roce 46 bylo porizeno
ndkladni auto a v planovanyeh investicich hodla firma poridit jednn nardgeku a zarizeni udiren s dopravni
drahou. Kapacita podniku je vyuzita na 70%. Ke konci revidovaného obdobi bylo v gdvedé zaméstndno 18
gancenych délnika, 2 pomocni délnici a 1 uéert, 21 zaméstnanci ve vysSich slugbdch a 3 toho 6 siredniki, 6
vedoncich prodejen a 9 prodavacek.

Ke mzdovym a platovym pomérim:

5 INenigsi skutecny vidélek u délnikea pri Casové mzdé cind 588 tydné, nejvyssi skutecny vidélek pri casové
mzde je 880 tydné. Nejvyssi mésicni platn u dirednictva ini 5,200, nejnizsi 3,250. 1 kontrolovaném obdobi

3 Viz MZA, fond H367, karton 32, inv. &. 253/5.

#Viz MZA, fond H367, karton 32, inv. & 253/11.

% Viz MZA, fond H367, karton 32, inv. & 253/13, 45.

T Viz KUKLiK,Jan. Zndrodnéné Ceskoslovensko. Praha : Kosmas, 2010.
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giicastnili se 2 améstnanci $riové brigddy po dobu 1 miésice.”

K administrativé zavodu:

wPodnik provozni sicetnictvi nemd avedeno, ale vyroba jest statisticky gachycena, jak co do mnogstvi, tak
7 docilenych obratii n_jednotlivych drubii 2bo%i. Financni sietnictvi jest podvojné, propisovact systém Arwill-
samostatnd mdovd a skladni sictarna neni gavedena. Kalkulace vyrobkisi provadél majitel podnikn p. Adolf
Jebavy.

Pracovni mordlka n zaméstnanci jest velmi dobrd. Jedind gdvada tevi v nedostatkeu potiebnych surovin

Leopold Kapoun, pfedseda zavodn{ rady, pak v hlasenich uvadi, ze zavod trpi nedostatkem
zapracovanych sil a nerovnomérnym pifsunem surovin z rozdéloven, coz ma za nasledek
$pickové a tézko zvladatelné vypeti sil. ** Ze zapisu z kontroly v bfeznu roku 1948 muazeme
také vycist stav strojniho vybaveni zavodu.

Po roce 1948 nebyla jedinou zménou ve firmé narodni sprava, ale také nazev firmy a to na
A. Jebavy n. p. Masna — Zavod Jebavy. To byly také jedny z poslednich let byvalého vyznamného
masného a uzenafského podniku, ktery prozil svoji historii v prva{ poloviné 20. stoleti. Firma
A. Jebavého byla v roce 1951 vymazana z obchodniho rejstifku.

Zavérem

Tento piispévek predstavuje piehled produkce a vyvoje vyznamného rodinného podniku
Adolfa Jebavého starstho, ktery se v prubéhu let stal viznamnym vyrobcem a exportérem a ma
své pevné misto na seznamu brnénskych podnikateld.

Zasadnim pramenem pfi tvorbé této studie byl firemni fond, ulozeny v Moravském zemském
archivu v Brné pod ¢islem 1469, zn. H 367. Obsahuje dokumenty firmy a v mens{ mife i rodiny
s dataci od konce 90. let 19. stoleti, tedy pfelomu stoleti a obdobi stale jesté silného rozmachu
pramyslové vyroby. I v této dob¢ do velkych mést prichazeli budouc velkopodnikatelé, ptipadné
se jeste skolili a vzdélavali ve svych oborech, aby za nékolik desitek let vybudovali prosperujici
podniky, jejichz slavu zadusila 2. svétova valka a nasledné politické a hospodatské zmeény. I tuto
linii muzeme sledovat v dochovanych dokumentech firmy.

Nejstarsi zastoupené obdobi (tedy konec 19. stoleti) zastupuji spise osobni vysvédceni,
vyuéni listy, pracovni knizky a kupni smlouvy ptuvodnich parcel a objektt pro potfeby firmy.
Dalsi rodinné dokumenty, jako naptiklad osobni korespondence, se ve fondu objevuji paralelné
s ,pracovnimi® zaznamy viceméné po celou dobu pusobeni firmy, minimaln¢ vsak do konce
40. let 20. stoleti. Nejvice zastoupenou skupinou jsou dokumenty z 30. let 20. stoleti. Jedna se
o rozsahly soubor nejriznéjsich internich firemnich nafizeni, stavebnich uprav, cenikti, povoleni
na rozsifeni vyroby, patentd a ochrannych znamek (ty se pak v ramci fondu objevuji v dalsich
podobach i ve 40. letech 20. stoleti).
ale 1 pravidelné¢ vydavané pokyny pro majitele firmy, ¢asto ovlivnéné déjinnymi udalostmi.
Takto mizeme sledovat napiiklad pokyny k vybudovani krytu, k hlaseni chladicich zafizeni pro
evidenci v pifpadé naletu, stejné jako zakaz vystavovani masa ve vylohach, rovnéz v pfipadé
naletu. Firma samozfejmé uzce spolupracovala s armadou, pro kterou dodavala zejména
masové konzervy, ale i s dal$imi vjznamnymi podniky, kde zajist’ovala zavodn{ kuchyné pro
zameéstnance.

¥ Viz MZA, fond H367, Karton 1, inv. & 48/3.
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Samostatnou a rovnéz neméné zajimavou kapitolou je ¢etna korespondence ohledné exportu
vyrobkt do zahraniéi, zajist ovani obchodnich zastupci a jejich hlaseni ohledné stavu obchodu,
¢ logistika k vyvozu zbozi.

V zavérecné kapitole pifspévku jsem shrnula informace z velmi rozsahlé dokumentace
udalosti roku 1948, které zasadné ovlivnily chod firmy a pfispély k jejimu postupnému zaniku
v roce 1951. Kazdé ze zminénych obdobi, které je doloZzeno dokumenty ve fondu firmy by si
zaslouzilo dukladnéjsi rozbor a predevsim zasazeni do déjinnych udélosti v kontextu mésta
Brna, pramyslu, ale i jen samotného feznického femesla, propagace, prodeje, atd. Velky dik patii
v prvé fadé pamét’ovym institucim, které tyto historické dokumenty uchovavaji a zpfistupniuji
tak badatelim k hlubsimu zkoumani, ¢i zachyceni dil¢ich témat z déjin mést a pramyslovych
odvetvi.
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Specific issues of industrial beritage protection : Questions on industrial architecture anthenticity — two examples
Industrial heritage, as a specific segment of the heritage fund, is evaluated from the perspective of
unique criteria - the traditional categories need to be re-interpreted in relation to industrial heritage. Two
model examples, Frydek-Mistek and Krnov, deal with the questions of authenticity, limits of heritage
protection (in terms of its enforcement and fulfilment), and finally the reasons for misunderstanding
the values and potential of the industrial heritage. Foreign examples from Germany (Crimmitschau and
Euskirchen) and Poland (Lodz) represent positive solutions that combine positive monument values
with new uses of the monuments.

Key words: industrial heritage, industrial architecture, textile factory, factory building, authenticity, value
assessment, protection

Ochrana pramyslového dédictvi

Otazky ochrany pramyslového dédictvi jsou velmi aktudlnim tématem. Pamatkova péce stoji
pfed otiazkami, jak definovat hodnoty industridlnich (pramyslovych, technickych) pamatek.'
Jejich urceni je zaroven klicem k vybéru nejhodnotnéjsich objektd a ke zduvodnéni opravnénosti
ochrany. Nejde o snadné téma. Sama pamatkova péce je ze své podstaty interdisciplinarni.
urbanismus, historie uméni) pfistupuji odbornosti, které disponuji znalost{ vyvoje technologii
vyrobnich procesu, tézby, dopravy nebo skladovani. Slozitost a obtizna uchopitelnost takovych
pojmu, jakymi jsou hodnota typologickd nebo hodnota technologického toku jsou piicinou,
proc jen velmi malo skutecné vyjimeénych objektd a arealt ziskalo pamatkovou ochranu.

Pamatkovy fond na tizemi Ceské republiky dnes zahrnuje vice nez 2 500 objekta a zatizent,
které muzeme oznacit jako technické pamatky, nebo pramyslové dédictvi. Na prvn{ pohled
vysoké ¢islo skryva znac¢nou disproporci. Velkou ¢ast tvoif objekty pfedindustrialnich vyrobnich
zafizeni a postupt, vétsinou redukované na stavebni podstatu — byvalé mlyny, hamry, valchy.
Jen vyjimeéné je dochovano vlastni vyrobni zafizeni. Z toho by bylo (na prvni pohled) mozné
odvodit, ze estetické kategorie jsou témi, v nichz mize pramyslové dédictvi snaze uspét. Takové
zavéry by viak byly liché. Rada pramyslovych objekti vysoké hodnoty urbanistické nebo
architektonické zistava bez pamatkové ochrany, mnohde s odvolanim na druhotné zasahy,

! MATEJ, Milo§. Péce o technické a pramyslové pamétky. In: Zprivy pamitkové péce, roc. 68, 2008, &. 5, s. 415-419.
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kterymi be¢hem svého uzivan{ prosly. Na druhou stranu tlak, kterému jsou vystaveny v hledani
nového vyuziti, vede k novym zasahtim. Do hry vstupuje faktor autenticity a otazky, jak ji
ve vztahu k primyslovému dédictvi definovat. Dva piiklady z oblasti textilntho pramyslu
mohou tuto problematiku vystizné ilustrovat.

Priklad prvni — absence puristické ¢istoty a uskali prosazeni pamatkové ochrany
Narodni pamatkovy dstav se systematickymi pruzkumy pramyslového deédictvi zabyva
od 90. let 20. stoleti. Jednou z lokalit, které byly zpracovany jesté v 90. letech, byl také Inafsky
a bavlnatsky Frydek-Mistek. Toto soumésti vzniklo spojenim puvodné samostatnych mést —
slezského Frydku a moravského Mistku. Zatimco Mistek dosahl vyznamu regionalnfho, Frydek
se stal vyznamnym slezskym textilnim centrem. Slezsky kontext a vliv némecké architektury
nasel odezvu v Sirokém uplatnéni rezného zdiva v historizujicim architektonickém tvaroslovi.

Textilni tovarny byly zakladany podél vodnich ndhoni a tokd, avsak zatimco v Mistku
byla tovarni zastavba Siroce rozprostfena, ve Frydku se soustiedila pii Zelezni¢ni stanici.
Misto, historicky spojené s textilni vjrobou (ve kterém se kiizi dva vodni toky, na nichz byly
textilnf provozy v pribchu 19. stoleti zakladany), ziskalo napojenim na Zeleznicni sit’ novy
impuls. Béhem nékolika desetileti byla cela oblast transformovana v primyslovou ctvrt’, byly
definovany zakladni prostorové vztahy a tento pferod zavisila vystavba pradelny bavlny firmy
Adolf Landsberger. Zalozena byla roku 1882, jeji podobu vsak definovala pfestavba, ke které
doslo po poziru roku 1894, projektovana videniskou kancelafi D. V. Junk.? Stala se vyznamnou
pohledovou dominantou, uplatiujici se jak v prihledech jednotlivych ulic, tak na pifjezdu
po zeleznicn{ trati.

Vysledkem vyhodnoceni prizkumu bylo v roce 2000 podani navrhii na pamatkovou ochranu
pro celkem sedm objektd z dvaceti dokumentovanych arealti. Navrhy se opiraly o hodnoty
architektonické, urbanistické i historické. Byly vybrany piiklady riznych stavebnich typua
a fesen, architektonicky zdafilé ptiklady pro misto typickych staveb z rezného zdiva, urbanistické
dominanty. Cilem bylo také zachovat charakteristické proristani obytné a pramyslové zastavby
a kontrast méfitka. Ministerstvo kultury CR, v jehoZ kompetenci prohlagovani kulturnich
pamatek je, rozhodlo v roce 2012 o neprohlaseni vétsiny z nich.” V roce 2014 byly navrhy
na pamatkovou ochranu podany znovu. Tento krok byl vyvolan zamérem vlastnika (a. s.
Slezan jako nastupnicka firma n. p. Slezan) zbourat Landsbergrovu pfadelnu. Ani podruhé
k prohlaseni za kulturni pamatky nedoslo. Navrhy nebyly podpofeny vlastnikem, ale ani
spravaimi (vikonnymi) organy pamatkové péce na urovni obce a kraje (Méstsky ufad Frydek-
Mistek, Krajsky urad Moravskoslegskébo kraje). Argumentaci ilustruje vynatek vyjadfeni Krajského
ufadu Moravskoslezského kraje z roku 2011: ,,... budova byvalé prddelny baviny firmy A. Landsberger
& p. 1085 ve Frydkn je jig 3 idsti nevyugivana, respektive se v ni negachovalo privodni vybaveni. Stavba,
postavend v soucasné podobé v letech 1894—1895, byla pojata v tehdy zela standardnim stylu primyslovych
staveb ve Slezskn a v Sudetdch, 1. v kombinaci omitanych ploch s regnym zdivem. Po 1L svétové vlce byl diim
opatien brizolitem, doslo k dispozicnim dipravim, modernizaci schodistovébo prostorn, pologeni nové dlaghy
a podlahovych krytin v jeho ldsti, osageni novyeh dver?, obetonovani gnainé iasti piivodnich litinovych sloup,
nebo zazdéni a proragent novych okennich otvord. Celkové [ze Ronstatovat, e budova dnes jig témér v nicem
nepripomind doklad viznamného odvétvi frideckého texctilnibo primysin. V' disledkn odstranéni piivodniho

> Méstsky urad ve Frydku-Mistku, stavebni archiv.
* Vyjimkou byla pfadelna firmy Bratfi Neumannové, vlastnik se vSak proti prohldseni odvolal.
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vybaveni a vyraznych stavebnich dsabii doslo & vyraznému snizent pamatkovych hodnot stavby i 3 blediska
Charty industridiniho dédictvi. .. “?

Pradelna Aloise Landsbergera byla zbofena. Tlak vefejnosti vedl vedeni mésta k vytvofeni
pracovni skupiny, slozené ze zastupcti mésta, vlastnika a Narodniho pamatkového dstavu. Jejim
ucelem byla pifprava navrhu méstské pamatkové zény, ktera by ochranila zbyvajici pamatkove
hodnotné objekty pramyslové c¢asti Frydku. Ke konsenzu nedoslo pro pfekazky kladené
ze strany vlastnika. Mésto poté uzavielo v roce 2016 s vlastnikem dvoustranné memorandum
(bez tcasti odborné pamatkové péce), ve kterém se vlastnik zavazal ,,& gachovdni, ochrane a sidrgbe
vybranych obvodovych stén identifikovanych objeketsi’ Pamitkove hodnotné stavby maji byt redukovany
na vytvarné pusobivé fragmenty.

Pro analyzu duvodu, pro¢ pradelna i dal$i objekty opakované neziskaly pamatkovou
ochranu, jsou dulezité predevs$im argumenty vykonnych organi pamatkové péce. Zamitavy
postoj by zdivodnén pfedevsim ztratou ptivodniho vybaveni (a ptivodni funkce) a druhotnymi
upravami, ke kterym doslo v prabéhu vice nez stoletého uzivani: bifzolitova omitka hladkych
ploch fasady, dil¢f zmény dispozic (vestavby socidlniho zazemi, rozdéleni nékterych pracovnich
salt, vestavba v podkrovi), aprava schodistového prostoru, vyztuzeni ptvodnich litinovych
sloupti betonovym plastém, vyména vypln{ dvefnich a okennich otvort, pfipadné jejich zazdént,
viména podlahovych krytin a podobné.® K témto davodim pfistoupila zanedbana udrzba
a v piipad¢ Landsbergerovy pfadelny dlouhodobé nefesené statické problémy. Ministerstvo
kultury pfiznalo objektim jisté ,historicko-architektonické” a ,urbanisticko-historické®
hodnoty, ale neshledalo je dostate¢nymi pro prohlaseni.’

Priklad druhy — limity pamatkové ochrany

Tovarna na sukna Aloise Larische byla v Krnove na mist¢ demolovanych meéstskych hradeb
zalozena na pocatku 60. let 19. stoletl. Vyznamné tak zformovala podobu jiznitho okraje
méstského centra v prostoru mezi puvodnim méstskym jadrem a nove zalozenou okruzni ulici.
Vytvofila nové pohledové dominanty okruzni tfidy, které nachazeji protivahu na protéjsi strané
ulice a opa¢ném biehu feky (jejiz tok ulice sleduje) v monumentalnich tovarnich budovach
firem Florian Schmidt a syn a Franz Gabler. Spolecné pak vytvatejf jeden z charakteristickych
obrazti Krnova a jsou odrazem vyznamu a formativnfho vlivu pramyslového rozvoje na jeho
dnesni podobu.

Pavodni tovarni budova firmy Alois Larisch byla vystavéna s vyuzitim starstho objektu
mytnice jako ctyfpodlazni stavba na pidorysu pismene T s hlavnim pracelim orientovanym
k jihu (a budouci okruznf tfid¢). Konstrukéné odpovida nejstarsim typum textilnich tovarnich

* Vyjadteni Krajského tfadu Moravskoslezského kraje ¢j. MSK 38318/2011 (odbor uzemniho planovani, stavebniho
fadu a kultury, zprac. Mgr. Ales Bystriansky) citovano dle rozhodnuti o neprohlaseni byvalé padelny bavlny firmy A.
Landsbetger, ¢.j. MK 55069/2012 OPP, zpracovala Mgt. Petra Svobodové, Ph.D., schvilila Mgt. Petra Ulbrichova.
> Memorandum o spoluprici mezi Slezan Frydek-Mistek a.s., Textilinvest Group a.s. a statutdrnim méstem Frydek-
-Mistek ze dne 22. 1. 2016.

¢ Rozhodnuti o neprohlaseni byvalé pfadelny bavlny firmy A. Landsberget, ¢.j. MK40967/2014 OPP (zpracovala
Megr. Ilja Kocian); Rozhodnuti o neprohléseni byvalé hlavni tovarny budovy firmy A. Lemberger, ¢.j. MK15802/2015
OPP; Rozhodnut o neprohlaseni byvalé tkalcovny firmy J. Munk a synové, ¢,j. MK18001/2015 OPP; Rozhodnutd
o neprohldseni byvalych skladd bavlny firmy A. Landberger, ¢.j. MK17322/2015 OPP; Rozhodnuti o neprohlaseni
byvalé tkalcovny firmy Bratii Neumannové, ¢.j. MK21297/2015 OPP.

7 Rozhodnuti o neprohlaseni byvalé pfadelny bavlny firmy A. Landsberger ¢.j. MK 55069/2012 OPP (zpracovala
Megt. Petra Svobodova, Ph.D., schvalila Mgt. Petra Ulbrichova) a ¢.j. MK40967/2014 OPP (zpracoval Mgt. Ilja Ko-
cian, schvalila Mgr. Petra Ulbrichova).
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budov. Ma silny plast’ zdény z kamenného a cihelného zdiva a dfevené vnitfni konstrukee.
Tento model, uplatiiovany v Britanii od konce 18. stoleti, byl zahy opoustén ve prospéch
kovovych skeleth. V piipadé fady vlnafskych tovaren se udrzel jesté po celé 19. stoletd, casto
v$ak byl druhotné upravovan s rostoucimi naroky na zatizeni. Larischova tovarn{ budova je
jednim z dochovanych dokladt. V protikladu k utilitirnim feSenim, postradajicim estetické
ambice (které byly pfiznac¢né naptiklad pro brnénské vlnafské podniky), je zde zfejma snaha
vtisknout nové funkeci klasicky fad. Projevuje se v exteriéru v kompozici a detailu fasady, v
interiéru v opracovani dfevénych prvka. Sloupy, nesouci stropy v centralni ¢asti, byly oblym
dfikem a hlavici pojednany v naznaku klasického tvaroslovi. Stfidma fasada, ¢lenéna pouze
fimsami a rytmizovana fadou okennich os, byla akcentovana centralnim tympanonem s reliéfni
vyzdobou, letopoc¢tem vzniku a inicidlami majitele.

Po znarodnéni se areal byvalé Larischovy tovarny stal souc¢asti n. p. Karnola a byl upraven
pro sidlo generalniho feditelstvi. V severnim kiidle budovy doslo jesté k nahrazeni pivodnich
konstrukci Zelezobetonovymi stropy, v zapadnim a vychodnim kfidle k tomu (zfejme diky ztraté
vyrobni funkce) nedoslo. Budova byla dale vyuzivana jako archiv, sklad a kancelafe. V roce
2003 byla na podnét Narodniho pamatkového ustavu a rozhodnutim Ministerstva kultury
CR prohlagena kulturni pamatkou (spolu s dal$imi budovami a unikitné dochovanou dilnou
dezinatury).?

Po krachu Karnoly v roce 2003 ziskalo ¢ast arealu Mésto Krnov s cilem vyuzit ji pro potfeby
mésta a vybudovat textilni muzeum. Zbylou ¢ast, véetné ptvodni budovy, odkoupil Zemsky
archiv v Opavé pro sidlo Statniho okresniho archivu Bruntdl. Zacala postupna rekonstrukce
jednotlivych budov a jejich uprava pro depozitarni ucely. Nevhodnost ptivodnich dfevénych
konstrukc{ pro archivni depozit byla zfejma a od roku 2008 byla vedena jednani mezi vlastnikem
a pamitkovou pé¢i o kompromisnim feseni.” Narodni pamatkovy tdstav ustoupil vlastnikovi
v ptipadé vychodniho kiidla, kde byly konstrukce 2.—4. podlazi sice dievéné, ale upravované,
piipadné druhotné a povolil jejich nahrazen{ novymi ocelobetonovymi stropy. Naproti tomu
trval na zachovan{ konstrukci v té ¢asti objektu, kde byly dochovany v autentické hmote i
formé — v centralni ¢asti a zapadnim kifdle — s tim, Ze tyto prostory by bylo vhodné vyuzit tak,
aby mohly byt piistupné nejen pracovnikim archivu (jednaci mistnosti, badatelna, knihovna
apod.). Vlastnik v8ak navrh odmitl s tim, Ze pro tyto potfeby ma dostatecné reprezentativni
prostory v jiné budové."” Kompromisnim feSenim, které mélo skloubit pozadavky pamétkové
péce a naroky na ulozeni archivalii, mélo byt vlozen{ pfidané kovové konstrukce. Ta by pfevzala
nosnou funkci a byla by odstranitelna v pifpadé snizeni narokd na zatiZzeni stropu. Ponékud
tézkopadné fesen{ bylo ale smeteno na zakladé posudku stavu dfevénych konstrukei, ktery si
v prubchu rekonstrukce nechal zpracovat investor a provadéci firma. Mykologicky posudek
konstatoval, ze vSechny konstrukce stfedni ¢asti jsou napadené a je nutno je odstranit.'
Narodni pamétkovy Gstav vznesl jako odborna instituce Ministerstva kultury CR legitimni
pozadavek odborné analyzy, prvkového posouzeni a vymény misto plosného odstranéni

¢ Dilna dezinatury, zachovana po ukonéeni provozu s kompletnim vybavenim dilny a dokumentaci provézejici vzo-
rovani za celou dobu existence, ziskala statut narodni kulturni pamatky v roce 2010. V prosinci 2017 vyhofela rukou
zhafe. V soucasné dob¢ se fesi koncepce jeji obnovy.

? Pozadované zatizeni stropd pro archivni depozit dosahuje 12 kN/m?

"'V pamitkové chranéné vile Katla Larische, kterd je sou¢dsti arealu.

"' SOKA Bruntil se sidlem v Krnové — rekonstrukce objektu na archiv, 11. etapa, objekt C, Mykologicky prazkum
stropt pod puadou a ve stfednf ¢asti u vytahu, Ing arch. Tat’ana Tzoumasova, listopad 2016.
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a nahrazeni novodobou konstrukci. '* Argumenty Narodniho pamatkového ustavu, stejné jako
nové mykologické posouzeni, které nechal ustav vypracovat,” nebyly akceptovany. Vykonny
organ pamatkové péce (Méstsky urad Krnov, odbor vystavby, pamatkovd péce) vysel vstfic
investorovi a povolil kompletni odstranéni konstrukei stfedni ¢asti a ndhradu ocelobetonovymi
stropy. Své rozhodnuti zduvodnil takto: ,,Spravns orgin povaguje, v tomto pripadé, ga nutné ustoupit
v gdsaddch statni pamtkové péce (v3dy prigpisobit vyngiti objektu jeho stavebné technickému stavu, nikoliy
prizpiisobovat objekt jeho novému vyugiti) a obétovat ldst piivodnich dievénych konstrukci, aby bylo mozné
budovn naddle smyslupiné vyugivat. Uchovdvat doklad konstrukdi za kagdon cenn i tam, kde nemd a nebude
it veregnost pristup smysluplné neshleddva, predevsim ke stavn konstrukcs, které by v nevyngivanyeh prostordch
chatraly a, v koneiném diisledku, stejné zanikly. V' pripadé, e se podai? najit trim, ktery nebude napaden
drevokaznymi skide, prisiibil reditel archivu nchovat tento doklad konstrukce priimysiové architektury 19.
Stoleti v muzen, kde nebude skryt pred raky vereinosti, ale bude naleité prezentovan. V' pripade, e by pan
Alois Larisch potreboval rogsiit svou tovdrnum, nebot’ by chiél modernizovat thalcovnn, nevabal by provést iipravy
gnamenajici Zmeénu nosnych konstrukcl &k vy$st iinosnosti podlah a stropi, a jisté by oponoval pamdtkarin, e
objekty, i ty v pamatkovém djmu, musi byt v proni vadé vyugivany, aby nechdtraly a opusténé nezanikaly. ..
Znicena byla jak autenticita hmoty, tak autenticita formy. Zdavodnéni zcela nadfadilo nové
vyuziti podstaté pamatky."*

Autenticita pramyslového dédictvi

V obou piipadech doslo k nevratnym ztratdm, které nas vraci k otdzkdm autenticity
pamitky a jeji aplikaci na pramyslové dédictvi. Autenticita / pavodnost pamatky'® nemusi byt
chapana jen jako stav bezprostfedné po vzniku, odpovidajici ptivodnimu zaméru. Jestlize je
mozné obecné¢ vztdhnout stav autenticity také na ty zmény, které maji charakter ,,zamérnych
uméleckych promén a doplika®, je nezbytné v ptipadé pramyslového dédictvi rozsifit tento
zabeér také o ,,zameérné technické zmény a zlepseni®. Ve vysledku jde tedy o akceptovani vyvoje
jako fady stavu, z nichz kazda méla ve vyvoji pamatky opodstatnéni. ' Poslednim z nich je stav
doprovazejici zanik pivodni funkce a zastaven{ provozu. Absolutni nadfazeni celistvosti vivoje
véem pfedchozim stavim (vcéetné prvotnfho) vyjadfuje princip posledniho pracovniho dne,
uplatiiovany ve vztahu k jejich zachovani, obnové i prezentaci na vybranych (a vyjimecnych)
piikladech pramyslového dédictvi. Zahrnuje nejen jednotlivé promeény, kterymi pamatka prosla
a které zformovaly soucasny stav, ale na stejnou droven zajmu a ochrany klade také stopy
kazdodennosti a lidské ptitomnosti."”

V kontextu Ceské republiky je princip posledniho pracovniho dne uplatnén na dvou
hornickych aredlech, ' z oblasti textilniho primyslu, kterému se tento ¢lanek vénuje, domaci

12 Nérodni pamétkovy ustav, izemni odborné pracovisté v Ostravé, odborné vyjadient, &j. NPU-381/96918/2016,
ze dne 6. 1. 2017, zpracovala Mgr. Michaela Ryskova, schvalil doc. Milo§ Matg;.

3 Tovarna Larisch Krnov, Mykologicky prizkum stropd ve stfedni ¢4sti na 2. a 3. NP, Ing. Radim KaluZa, 6. 3. 2017.
" Meéstsky ufad Krnov, odbor vystavby — stitni pamatkovd péce, zdvazné stanovisko ¢. 1/2017, ¢. KRNO-
OV-66849/2016 siro, ze dne 18. 1. 2017, zpracovala Andrea Sitova.

15 Shrnuti nabizi STULC, Josef. Autenticita pamatky a problém jeji rekonstrukee (nékolik poznimek k vééné aktual-
nimu tématu pamatkové péce). In: Zpravy pamatkové péce, 2001, ¢. 8, s. 242-247.

10 MATE], Milos, ref. 1, s. 415-419, zde citovano ze s. 419 (text v uvozovkach je doslovnou citaci).

17 MATEJ, Milog — SENBERGER, Tomas. Pravda posledniho pracovniho dne. In: Fdrum architektnry a stavitelstvi,
rocnik IX, 2001, ¢. 4, s. 36-39.

'8 Dual Michal v Ostravé-Michilkovicich (nirodni kulturni pamatka a instalovany objekt ve sptavé Narodniho
pamatkového ustavu) a dal Mayrau ve Vinaficich u Kladna.
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ptiklady schazeji.”” V kontextu stfedoevropském je takovym piikladem byvald tovirna na sukna
Muller v Euskirchenu, spadajici dnes pod Primyslové muzeum v Oberhausenu,” nebo tovirna
firmy Gebruder Pfau v Crimmitschau, jez je dnes soucasti Saského pramyslového muzea®.
Tovarna na sukna v Euskirchenu

ukoncila provoz na pocatku 60. let 20. stoleti. Uz tehdy byla anachronismem, zastavenim
v case, protoze do provozu dlouhodobé neinvestovalo a vybaveni tovarny pochazelo
pievazné z pocatku 20. stoletf. V 80. letech ziskalo aredl s vybavenim Pramyslové muzeum
a po nékolikaleté obnove objektl a restaurovani stroju byla tovarna oteviena vefejnosti
jako unikdtni technické muzeum. Ve stavu, v jakém byla roku 1961 uzaviena, je znovu
,»V provozu“ a c¢inné stroje provazeji navstévnika kompletnim procesem vyroby vlnéného
sukna.”® Pietn¢ bylo pfistupovino nejen ke strojnimu zafizeni — zachovany a konzervovany
byly stopy provozu, poznamky (tuzkou pfimo na sténu barevny zaznamenana slozeni barvicich
smési), drobnosti zapomenuté poslednimi zaméstnanci. Zatimco v pifpadé tovarny na sukna
Miiller je pusobivost celku podpofena jistou malebnosti, druhy ptiklad posouva piistup dale.
Provoz tovarny na vinéné zbozi Gebrider Pfau byl ukonéen roku 1990.% Posledni pracovni den
se tu opira o zaffzeni riznych casovych vrstev, véetné novodobych, a budovy nejsou usetfeny
fady druhotnych Gprav razné kvality. Zejména v interiérech nestira dosud postupna rehabilitace
dojem nedavno ukonceného provozu, véetné syrovosti pramyslového prostiedi.

Obecné je samozfejmeé uplatnéni takového pristupu mozné pouze v extrémnich pifpadech,
kdy jsou pamatkové hodnoty podpofeny vérohodnym prostiedim. Ukazuje vsak, ze je mozné
(a do jisté miry i nezbytné) akceptovat i ty zasahy, které mizeme hodnotit jako degradacni,
a snizujicf hodnoty pamatky v piipadé, ze syrovost, hrubost a svébytného genia loci uzname
jako jeden ze signifikantnich atributt pramyslového prostfedi.

Krajni poloha maximélni ochrany autenticity a posledniho pracovntho dne bude vzdy
vyjimkou, spojenou s muzejnim vyuzitim. Existuje v§ak mnoho dalsich poloh, které mohou
skloubit nové funkce s pozadavky pamatkové péce. I komercni vyuziti mize tézit z jedine¢nosti,
pamatkovych hodnot a genia loci pramyslového dédictvi, jak ukazuje pitklad z polské Lodze
— multifunkéni centrum Manufaktura. Tovarna na bavlnéné zbozi Israel Poznanski patfila
k nejvétsim textilnim producentim mésta, kterému se prezdiva Polsky Manchester. Tovarni
aredl o rozloze témef 30 ha byl po svém uzavieni konvertovan v multifunkéni (obchodni,
kulturn{ a spole¢enské) centrum Manufaktura. Cast budov ustoupila novému namésti, ostatni
byly upraveny a pfestavény pro nové funkce. Pivodni koncept ponechdval z mnoha budov
pouze plast’* U nejvétsi z budov — byvalé pfadelny, jejiz konverze v hotel® probehla jako
posledni, byl tento piistup opustén, architektonické a konstrukcni prvky byly ponechany
a jejich vlastnosti plné¢ zhodnoceny. Pivodni kovovy skelet ztstal zachovan, jednotlivé pokoje

! Plany na zpfistupnéni byvalé dezinatury tovarny na sukna Larisch v Krnové, které se tento text vénuje, zhatil
pozar. Autenticita jednotlivich strojd, zafizeni a vybaveni, véetné rozsahlé sbirky dezénovych knih a provozni
dokumentace, stejné jako pravdivost prostfedi jako celku byla ztracena.

% LVR-Industtiemuseum — Tuchfabrik Miiller.

2 Sichsisches Industriemuseum — Tuchfabtik Gebriider Pfau.

2 Kol. Erinnerungsstiicke einer Fabrikwelt. Die Tuchfabrik Miiller. Katalog des Rheinischen Industrienusenm Eunskirchen. Essen
: Klartext Verlag, 2000.

# Crimmitschau. Tanzende Spindeln und fliegende Schiitzen. Die historische Tuchfabrik. [cit. 05. 05. 2018].
Dostupné z http://web.saechsisches-industriemuseum.com/ crimmitschau.html

2 Vice MATE], Milo. Piklady zachovani kulturniho dédictvi textilniho primyslu v Polsku a ve Francii. In: Zprizy
pamidtkové péie, roc. 68, 2008, ¢. 3, s. 213-218.

» Vienna House Lodz.

172



Muzeolégia a kultirne dedic¢stvo, 1/2019

piizptsobeny jeho rozponim a v komunikac¢nich koridorech, recepci a restauraci piiznan
jako prvek, vyznamne urcujici prostfedi. Svétlo bylo do stfedu hlubokého traktu piivedeno
vlozenim atria a eliptické prostupy jednotlivich stropt vytvail efektni vytvarny akcent nad
prostorem recepce. K plasti udovy bylo pfistoupeno s respektem, zachovano je puvodni ¢lenéni
1 architektonicky detail. Do soucasnosti jej ukotvuje blok nadstavby krytého bazénu, proporéné
vyvazeny s ohledem k celku. Kvalitni soudoba architektura vytvofila novou vrstvu, respektujici

ptvodni hodnoty.

Zaver

Vratime-li se k prvnimu z vyse uvedenych piikladu, otazka, kterou rozhodnuti o neprohlaseni
Landsbergerovy pradelny ve Frydku-Mistku (a s ni dalSich staveb) vyvolava, je mozno polozit
takto: Je nezbytna puristicka ¢istota puvodn{ hmoty a formy pro ziskani pamatkové ochrany?
Je-li tomu tak, jen maloktera puvodné vyrobni stavba dokaze témto narokim dostat. Jak bylo
ukizano, pfiznini autenticity pouze vychozimu / prvotnimu stavu je jejim ,,zplosténim*.

Zaprvé jsou vyrobni stavby v pribchu casu konfrontovany se zménami technologii nebo
dokonce se ztratou puvodni funkce a pfizpusobeni se funkci nové. VSechny tyto zmény
zanechaly stopy. Flexibilita a univerzalnost, ktera je jednou ze zakladnich charakteristik budov
byvalych tkalcoven nebo pfadelen (ktera souvisela s principem absorpce meéniciho se poctu
i typu strojnfho vybaveni) je kvalitou, kterd objektim dava Sance odolavat témto tlakim
nesrovnatelné vyssi, nez tomu je u staveb pfimeji svazanymi s jednou technologii. Pfesto i ony
se musely vyrovnat s proménami vyuzitf a ménicimi se naroky.

Zadruhé je nutné pfijmout fakt, ze vztah ke znarodnénému majetku byl ve vétsiné ptipada
kofistnicky. Textilni pramysl nebyl strategickym odvétvim, investovano bylo malo, udrzovaci
prace byly zanedbavany a nové zasahy byly svou povahou ¢isté utilitarniho razu. V principu
jde vsak témef vzdy o reverzibilni zasahy a prvky, které ze své podstaty prochazeji pravidelnou
obnovou a je mozno je rehabilitovat. Jestlize byla v 70. letech 20. stoleti jako nahrada ptivodnich
a v té dobé¢ uz dozilych oken vlozena nova, odrazejici dobova omezeni a upadek stavebni
kultury, neni dtivod ve chvili, kdy doziji i tato, opakovat podobnou chybu dale (i kdyz se to
bohuzel ¢asto déje, pouze jinymi prostfedky). A podobné mtzeme rehabilitovat i dalsi prvky,
at’ uz zvolime kopie puvodniho, nebo soucasné nerusici a kvalitn{ feSent.

Zatieti — jistd nedokonalost a syrovost je nedilnou soucasti svébytného genia loci
pramyslového dédictvi.

Pramyslové dédictvi je specifickou ¢asti pamatkového fondu, ktera vice nez jiné podléhala
béhem své historie tlakim vyvoje a zmén. Lpéni na puristické cistoté pramyslové stavby
ve smyslu prvotnfho konceptu a jeho realizace jako podmince pro jeji pamatkovou ochranu je
diskvalifika¢ni. Analogicky bychom pak museli pamatkové ochrany zbavit vSechny objekty, které
ve své minulosti prosly stavebnimi Gpravami, které si vyzadaly napifklad ménici se standardy
bydleni a které je odchylily od pavodn{ podoby. Jestlize u jinych staveb na tomto pamatkova
péce nelpi, nemuize byt tento fakt pouzivan jako argument proti ochrané primyslovych staveb
a jeho uziti je nutno vnimat jako zcela acelové.

Ani v pfipadé Krnova nebyl stav pamatky v dob¢ ziskani pamatkové ochrany puristicky cisty,
presto se pamétkovou ochranu podafilo prosadit. Slo o typologického zistupce nejstarsiho
druhu textilnich tovarnich budov s ¢astecné dochovanymi puvodnimi konstrukcemi. Mnohé
obdobné stavby byly uz v pribc¢hu své textilni historie piestavény, dfeveéné stropy byly
nahrazeny kovovymi nebo zelezobetonovymi skelety. Tak se stalo ¢aste¢né 1 v tomto pifpadé.
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V casti objektu vsak byly puvodni konstrukce dochovany a o tento fakt se opirala definice
pamatkovych hodnot. Problém nelezel v prosazeni ochrany, ale v jejim naplnéni. Ocekavani,
ze staitem financovand pamét'ova instituce bude v pfistupu k ochrané kulturntho dédictvi
pozitivnim pifkladem, se ukazala jako licha. Neimérnost narokt na zatizen{ stropt v kombinaci
s akceptovanim tohoto agresorského piistupu ze strany vykonného organu pamatkové péce
vedla k viznamné degradaci pamatky.

Textilni vyroba u nas po roce 1989 prosla hlubokou krizi a naprosta vétsina textilnich
arealt hledala nebo hledd nové vyuziti. Kazda konverze pfedstavuje zdsah do autenticity
pamatky, novou vrstvu v jejim vyvoji. Jeji dopad nemusi byt nutné negativni, pokud je nova
napln zvolena s ohledem na kapacitni moznosti a konstrukéni vlastnosti pamatky. O vysledku
rozhodne vzdy mira respektu k hodnotam pamatky a jejimu prostedi. Proto je potieba v
kazdém konkrétnim ptipadé piesné formulovat pamatkové hodnoty, stejné jako nejvyznamnéjsi
stav autenticity. At’ zvolime jako nejhodnotnéjsi kterykoli ze stavu, kterym v prabéhu vyvoje
prosla, je poteba odvodit, které ¢asti a charakteristiky pfimo jej pfimo urcuji a pamatkova péce
by m¢la disledné trvat na jejich ochrané a zachovani. Naproti tomu u téch prvka, které se
na pamatkové hodnoté nepodileji, nebo tam, kde je mira hodnoceni nizka, otevira se prostor
novym zasahtim. Pozadavky pamatkové péce budou vzdy do jisté miry svazujici, ale jak ukazuje
piiklad lodzské Manufaktury a zejména konverze byvalé pradelny, lze skloubit i ryze komeréni
vyuzitl s pozadavky pamatkové péce. Demolice je vzdy krajnim a nevratnym fesenim a takto
vzniklé jizvy je obtizné zacelit.

Presto stile pfetrvava obava z brownfields. Hodnotné stavby ztstiavaji bez pamatkové
ochrany, protoze ta by mohla odradit potencionalni zijemce a komplikovat jejich zaméry,
a ¢asto kon¢i v sutinach. A i tam, kde je ochrany dosazeno, je tlak na tstupky pamatkové péce
tak velky, ze redukuji samu podstatu pamatky. Dva postoje a rozhodnuti vykonnych organa
pamatkové péce, predlozena vyse, piestavuji modelové piiklady. To, co je spojuje, je pfedevsim
nepochopeni hodnot a potencialu pramyslového dédictvi. Jak ukazuji zahraniéni piiklady,
nemusi to tak byt.
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Obrazové pfilohy

Frysiek Mivtok, Tevtiil bevditey ' BITThosH delernidel itanicos
Kresebnd rekonstrioe sy bolem robu K900 Larosiay 51
b prrs pusbillhse BVLROVE, Rlichanla = BILAK, Petr, Kukiien
et nextindho primees Frpdiu-Adanhs / The Cubived be
ritape af i Frjdieh-Mintel Tovstle infurtsy, O Mivosed
POy Uy, Uzem odbornd pracovilst v Dstrmsd, 2013,

Obr. 1: Frydek-Mistek, rekonstrukce tovirni zdstavby v okoli Selexnicni stanice, stav kolem rokn 1900.
Legenda: 1 — pradelna firmy A. Landsberger, 2 — thalcovna firmy A. Landsberger, 3 — bélidlo a tkal-
covna firmy A. Landsberger, 4 — bélidlo a sipravna firmy J. Munk a synové, 5 — bélidlo a ripravna Bratri
Neumannové, 6 — tkalcovna Bratii Neumannové, 7 — thalcovna firmy |. Munk a synové, 8 — pridelna
bavlny firmy Bratii Neumannové. Narodni pamatkovy iistay, kresba Jaroslay Stanék, 201 3.

175



M. Ryskova: Specifické problémy ochrany pramyslového dedictvi...

Obr. 2: Fiydek-Mistek, pridelna baviny firmy A. Landberger, ~ Obr. 3: Crimmitschau, tovarna na sukna Gebriider Pfau.

priceli pri nlici Nddragni v pobledu od Zelexnicni stanice. Foto Aredl, jeho? provoz skonéil v roce 1990, je piistupny

Michaela Ryskovd, 2013. vefejnosti. Stroje jsou udrzovany v provozuschopném
stavu. Prostfedi si uchovava genia loci pramyslového
provozu. Foto Michaela Ryskova, 2015.

Obt. 4: Krnoy, tovdrn

a na sukna firmy A. Larisch, firemni veduta. Mugenm mésta Krnov.

f R T _J.-.-

Obr. 5: Lod?, prideina baviny Israel Poznan-
ski | Vienna House Hotel 1odz, nlini priicels.
Foto Michaela Ryskova, 2018.
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Muzeoldgia a kultiirne dedicstvo, 2019, 7:1:177-191

Folk art production as a part of cultural heritage

Folk art production is a valuable part of cultural heritage and a significant form of expression of the
creative arts of previous and present generations. The article is a reflection on the development of
folk production in Slovakia from the end of the 19th century, when folk production was organized by
cooperations and associations. The activities of these institutions gradually created favourable conditions
to capture and ensure the development of folk art production. In 1945, it was possible to make the first
attempt to underpin the development of folk art production in its entire scale.

Key words: society, producers” cooperative, craft, folk, production, cultural heritage, Slovakia

LPudova umelecka vyroba predstavuje cenny kultirny odkaz a je vyznamnym prejavom
tvorivych umeleckych sil predchadzajucich aj sdacasnych generacii. Prispevok predstavuje
nahliadnutie do vyvoja 'udovej vyroby na uzemi Slovenska od konca 19. storocia, ked T'udova
vyrobu organizovali druzstva a spolky ako napriklad Izabella, Druzstvo pre spenazenie
domaceho 'udového priemyslu, Lipa, Detva, gtétny ustav pre zveladovanie zivnost{ ¢i Spolok
pre zvelad'ovanie domackej vyroby. Vicsinou boli zamerané len na jednu cast’ 'udovej vyroby,
predovsetkym vysivku a jej aplikaciu, pripadne na tkaniny a ¢ipky, niektoré aj na iné materialové
skupiny. Cinnost’ tychto institicii postupne vytvorila priaznivé podmienky na podchytenie
a zabezpecenie rozvoja 'udovej umeleckej vyroby a v roku 1945 sa tak mohol urobit’ prvy
pokus o podchytenie zabezpecenia rozvoja F'udovej umeleckej vyroby v celej jej Sirke.

Ludova umelecka vyroba je charakterizovana ako organizovana vyroba uzitkovych
adekorativnych predmetov, ktoré su vyhotovené z tradi¢nych materialov tradi¢nou technolégiou.
Jej formy vyrazne ovplyviiovali a aj stale ovplyviiuji organizatori tejto ¢innosti (spolky, druzstva,
institacie). Za hlavné kritérium Fudovej umeleckej vyroby je povazovana vytvarnia hodnota
vyrobku. Pod pojem 'udova umelecka vyroba bola zarad'ovana vic¢sina vyrobenych predmetov
po domicky, ktoré sa pouzivali vo vidieckom prostredi. Termin Pudova umelecka vyroba sa
zacal pouzivat’ v druhej polovici 19. storocia (s dérazom aj na estetickd stranku predmetu),
¢o suviselo s procesom narodného uvedomenia. Narodny ornament sa stal hlavnym znakom
tejto vyroby, znazorfiovany bol na vyrobkoch vsetkych druhov materidlu réznymi vyrobnymi
technikami.'

Ku koncu 19. storo¢ia bolo organizovanych viacero vystav udového umenia, ktoré
prezentovali doma aj v zahrani¢i najmi vysivky a ¢ipky, ¢o nasledne viedlo k zvySenému

! Elektronicka encyklopédia. Tradicnd Iudova kultiira Slovenska slovom a obragom. Heslo Pudova umeleckd vyroba. [citované
dria 11. jula 2018]. Dostupné na internete: https://wwwludovakultura.sk/polozka-encyklopedie/ludova-umelecka-
-vyroba/.
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Obr. 1: Vysivany golier na Senské saty. Spolok Izabella. Miizenm Didovej nmeleckes vyroby ULLUV | foto: Digitalizainé centrum
Miizea SNP

zaujmu verejnosti o tieto vyrobky. Za spomenutie stoji napriklad vystava vysiviek v roku 1887
v Turcianskom Sv. Martine, ktora sfubovala skvely a dostojny tvod k ststavnej starostlivosti
o Pudovi umelecki virobu. Vystavu pripravila Zivena a na zaklade spomienok OFgy Kréméry,
ktora sa od v roku 1924 stala jej predsednic¢kou, si moézeme urobit’ obraz o vtedajsej situdcii
a vaimani Pudovej umeleckej vyroby: ,,Do martinskej vystavky sme ani my Slovenky nevedeli nnobo
0 nasich vysivkdch a o nasom Indovom nmeni vébec, hoci som a miladi byvala medzi Indom, ktory svej kroj
bobato zdobil vysivkami... Celé leto a celii jesert, kde sa sislo niekolko slovenskych dam, prvd téma roghovorn
bola nekonelna chvdla vySiviek a krojov a o ktord skisila v Martine. Dovtedy Slovenky nieco podobné
nezazili. O kroje a vysivky ludové sa nik nezaujimal. Od sriadenia tejto vyistavky pocnile Zacali nase ddamy
Ludové vysivky npotrebovat’ na okrasy swvojich oblekov a bytoy, nadovsetko vysivané blizky, detské satocky
a mugské kosele po vystavke velmi vychytili a Sirilo sa to Gim dalej, tym viac.®

Slovenska politika pred 1. svetovou vojnou ovplyviiovala aj spésob a formy starostlivosti
slovenskych cinitel'ov a institicif o 'udova umeleckd vyrobu. Na jednej strane sa vyznacovali
zapalistym, nadSenym az entuziastickym postojom, ktory bol ale spojeny s idealistickou
nerealnost’ou. Na druhej strane bol postoj realnejsi, skoro az prizemne;jsi, s dbrazom na riesenie
aj materidlnych a vecnych otazok v raimci l'udovej umeleckej vyroby. Prvu liniu reprezentovali
osobnosti, ktoré boli v spolo¢nosti povazované za vazené a autoritatfvne.

K tymto patrili napriklad Pavel Sochasi, Viliam Pauliny & Elena Soltésova.

Pre spravnejsie pochopenie starostlivosti o l'udovi umeleckd vyrobu by bolo mozno dobré
spomenut’ nasledovné. Sice Joset Vydra hovoril, ze ,mordlny a socidlny viznam Iudového vysiva-
nia ug davno pochopili slovenski viastenci, tento nazor bol vsak povazovany za velmi idealizujici
hlavne z tychto dévodov: vyznam 'udového vytvarného umenia vo vzt'ahu k inym odvetviam
Pudového umenia bol zo strany slovenskych vlastencov pochopeny dost’ neskoro. V ramci du-
chovnej kultiry’ sa zbierali Fudové prejavy najmi v podobe piesni ¢i povesti dlhé roky, oproti

> OKRUCKY, Jan. Spoloinost’ Lipa a jej zdstoj v snahdch o organizdcin slovenskej ludovej umeleckej viroby. Vyskumna spriva ¢
17. Bratislava, 1950, s. 5.

*> Delenie na Pudové obycaje a folklor, v rimci ktorého je folklor slovesny, hudobny, Pudovy tanec, dramaticky
a detsky.
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tomu materialna kultdra Pud{ v takom
,,_‘? rozsahu nezaujimala. Do pozornosti sa
. zacala dostavat’ az po vyse 60 rokoch
od vydania zbierky Pisné svétské lidu sio-
venského v Ubftch.* Zaujimavost’ou je aj
fakt, ze osoby, ktoré sa najviac snazi-

i o povznesenie slovenskej Iudovej
umeleckej vyroby, nevyrastali v pro-
stredi, v ktorom by prichadzali do kon-
taktu s 'udovym vytvarnym umenim.

', " Pavel Sochafi vyrastal v krajoch, kde
)_ sa nevysivalo, slovenské vysivky ho

Obt. 2: Kosielkea detska. Spolok Izabella. zaujali v roku 1885. Elena Solt¢sova
Miizzenm Ludovej umeleckej vyjroby ULUV. nepoznala slovenské 'udové vysivky,
Foto: Barbara Nesmannovd, ULUV pokial’ sa nezoznimila so sukromnou

zbierkou Pavla Sochafia.’

Izabella

Koncom 19. storocia (1895) vznikol v Bratislave spolok Izabella, ktory sa venoval
predovsetkym vyrobe vysiviek. Ornamenty aplikovali vysivacky na profinne,® aj sakrilne
textilie (Obr. 1 a 2). Cely nazov spolku bol Zensky spolok pre podporu domaceho vysivacského
priemyslu v Presporku a okoli. O vznik spolku sa zaslizila belgicka arciknazna Izabella
Habsburska (Nathalie Isabelle Hedwige Francoise de Cro¥), ktora bola vydata za Fridricha
Rakudsko-Tesinskeho. Zasluhou jej ucitel'a mad’aréiny sa zoznamila s pracami Marie Holléssyovej,
postmajsterky posty v Krizovanoch nad Dudvahom (vtedy Kerestur), ktora neskor viedla
vysivacska skolu v Ciferi. Po vzniku spolku dala Izabella zriadit” d’alsie vysivacské skoly podla
vzoru ciferskej, v ktorych boli zdruzované nadané miestne vysivacky. K najvyznamnejsim
dielnam patrili dielne v Ciferi, Dubnici nad Vdhom, Lopasove, Papradne ¢i Zavare.” Vysivacky
pouzivali pri svojej praci najkvalitnejsie materialy, ako napriklad kovové pozlatené nite, bavinené
nite, jemny vlneny zorzet, hodvab, etamin. Na sakralne textilie pouzivali napriklad hodvabny
satén ¢i pravu zlatd nit”.* Roku 1904 pracovalo pre Izabellu okolo 800 vysivaciek.’

Zalozenie spolkumozno pokladat’ za pociatky organizovanej starostlivosti o 'udovi umeleckd
vyrobu na Slovensku. Organizacia bola podporovana (aj financne) vladou, zaujimavost'ou ale
bolo, ze slovenské vysivky uvadzal len ako uhorské, bez oznacenia etnického povodu, aj ked
islo o vysivky slovenské, ktoré vytvorili slovenské zeny."” Mad’arsky otientovand Izabella po 1.

*Jan Kollar: Narodne spiewanky, Pudovit Star: O narodnych pisnich a povéstech plemien Slovenskych.

5 OKRUCKY, ref. 2, s. 1-2.

¢ Najznamejsi typ odevu bol Izabella blazky.

7 SZABOOVA, Nela. Kvalita a originalita — Spolok Izabella. In: Remesls, nmenie, dizajn. roé. 19, 2018, ¢. 1, s. 21;
SZABOOVA, Nela. Uspechy vysivick z produkcie Spolku Izabella na medzinarodnom trhu. In: Muzeoligia a kultirne
deditstvo, ro¢. 6, 2018, ¢. 1,s. 95-103.

$ SZABOOVA. Kvalita a originalita..., ref. 7, s. 22-23.

*BOTIK, Jan — SLAVKOVSKY, Peter et al. Encyklopédia lndovej kultiiry na Slovenskn 1. Bratislava : Veda, 1995. s. 208.
" STANO, Pavol. Drugstvo pre speiiagenie domdcebo Indového priemysin v Skalici. Vyskumna sprdva & 18. Bratislava, 1957,
s. 6.
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svetovej vojne zanikla, jej funkciu prevzal v roku 1919 $titny ustav Detva.!!

Spolocnost’ pre 'udovi keramiku

V roku 1908 zalozil architekt Dusan Jurkovi¢ spolu so Samuelom Zochom a Vladimirom
Jurkovicom Spolo¢nost’ pre I'udovi keramiku v Modre. Akciova spolo¢nost’ bola zalozena
pod nazvom Karol Zak a spol., neskér bola premenovana na DruZstvo. Spoloénost’ bola
ptriamym pokracovatelom Keramicko-priemyselného ucilist’a zalozeného v Modre roku 1883."
Spolo¢nost’ dbala hlavne na to, aby sa v jej dieliach vyrabal tradicny Fudovy riad a v roku
1918 zazival zlatd éru v doésledku velmi velkého dopytu po modranskej keramike. Novu
vzorkovnicu vyrobkov, ktora obsahovala 259 kresieb tradi¢nych vyrobkov, pre dielne zostavil
Hefman Landsfeld a Jan Ludvig. Od roku 1922 do 2. svetovej vojny fungovala spolo¢nost’ pod
nazvom Slovenska keramika, ucastinna spoloc¢nost’, v roku 1952 sa stala umelecko-vyrobnym
druzstvom pod nazvom Slovenska 'udova majolika. V 60. rokoch 20. storocia bola spolo¢nost’
na ziklade rozhodnutia §titu zlicena s vyrobnymi druzstvami Kroj a Detva."? V roku 1968 sa
osamostatnila a az do roku 2016 a posobila ako druzstvo Fudovej umeleckej vyroby."*

Druzstvo pre spenazenie domaceho I'udového priemyslu

starostlivosti o 'udova vyrobu, domacku vyrobu, jej propagiciu a predaj. Druzstvo bolo
zalozené hlavne na zaklade osobnej iniciativy Dr. Pavla Blahu.'® Zakladajuce valné zhromazdenie
sa zislo 30. 3. 1910 v katolickom kostole v Skalici, otvorila ho Anna Jurkovicova. Pritomnych
ucastnikov oboznamila vo svojom uvodnom prejave o najhlavnejsich dovodoch, ktoré stali za
zalozenim druzstva. Vyzdvihla predovsetkym zivd I'udovi umeleckd vyrobu v okoli Skalice
a v §irSej oblasti, ktorej treba venovat’ pozornost’ a upozornila na nekalé praktiky priekupnikov,
ktorych nezaujima hodnota l'udovych umeleckych vyrobkov ako vysledku ¢innosti, ale sleduji
len svoje obchodné zaujmy. Okrem prijatia stanov sa na flom ustanovila aj sprava druzstva.
Stanovy druzstva hovorili o tom, ze cielom je ,,skupovanie a speriagenie domcebo Indovébo prientysin
doma a v cudzozemskn Zhotovenyeh, a sice: umeleckych vyrobkov 3 dreva, slamy, palachu, bliny, kovn, ale
gvldste rozlicnyeh ludovych vysiviek, cipiek, starych a novych predmetov Indového kroja. Otvorit’ nové droje
zdrobku pre chudobné vidiecke Seny, zamestndvat’ ceg Zimu dorastaicu mlides, dvihat’ takto Gisty gisk casto
vykoristovanych lndovych umelcov a sirit’ medzi nimi zamoznost. Dalej prekazit’ vyndsanie starych a novych
Ludovych priemyselnych inkov a tim zdvibat’ rozkvet domdcebo ludového priemysin. Snagit’ sa vytvorit’ pekny
vkus a Styl s pougitim starych vorov a foriem k potrebam domidcebo $ivota a modernyeh pogiadavikor.'
Stanovy druzstva boli zimerne pripravené v takomto zneni, pretoze sa zakladatelia druzstva
obavali, Ze v inej formulacii a pri uz existujucom spolku Izabella by bolo zalozenie druzstva

' PODOBOVA, Katarina. Organizovanie Pudovej umeleckej vjroby na Slovensku. In: Ustredse Indovej nmelecke vyiroby
v Bratislave 1958 — 1988 : Zbornik k 30. vyrotin vydania zdkona o Indovej umeleckej vyjrobe a umeleckych remeslich. Bratislava :
SPTU, 1988, 5. 4.

2 PETRAKOVICOVA SIKULOVA, Agita. Hore Modrou maPovana dlazka... alebo kratke zamyslenie nad modran-
skou keramikou. In: Reweslo, umente, dizajn (€alej RUD), ro¢. 17, 2016, ¢. 4, s. 12-13.

15 PALICKOVA-PATKOVA, Jarmila. sdovi vjroba na Slovenskn. Bratislava : Veda, 1992, s. 20.

" Modranska majolika bola na navrh OZ Slovenskd Pudova majolika a BSK zapisana do Reprezentativneho zozna-
mu nehmotného kultirneho dedi¢stva Slovenska v roku 2017.

15 O zalozenie druzstva sa zasluzili aj Anna Jurkovicova, Katatina Smieskolové, Gizela Blahova, dr. Pudovit Okénik,
kaplan Jozef Novik, Emilia Boorova, Sarlota Klementisové a Iudmila Markovi€ova.

STANO, ref. 10, s. 9.

16 STANO, ref. 10, s. 10-11.
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znemoznené zo strany vladnych cinitefov. Skuto¢ny a pravy zamer zakladatelov — zachovat’,
zveladit’ a propagovat’ slovenské I'udové umenie — sa teda v stanovach utajil a nahradeny
bol zdoérazfiovanim hospodarsko-socialnych ciefov. Z takych istjch dévodov sa zamerne
do prvého riadneho vedenia druzstva nezaradili verejne posobiaci Cinitelia, ktor{ stali
za zalozenim druzstva, dostali sa tam vylu¢ne skalické zeny.

Druzstvo sa vo svojej ¢innosti orientovalo najmd na ¢ipky a vysivky zapadného Slovenska
a ich pouzitie na odevoch a v bytovom textile, na kroje (hoci jeho stanovy zahrniovali vietky
odvetvia Tudovej vyroby). Jednotlivci, ktoti sa uz predtym zaujimali o kroje,"”
zoznamovali s vysivackami a zacali im zadavat’ pracu a sprostredkuvat’ jej odpredaj.

Po roku 1918 zaradilo druzstvo do okruhu svojho zaujmu aj vySivku z detvianskej
oblasti (vySivka krivou ihlou), vyrezavané piesty z Kralovej pri Modre, vyrobu zo slamy vo
Vrbovciach, hracky a keramiku. V celkovej organizacii vyrobnej ¢innosti skalického druzstva
boli dolezitym spojovacim ohnivkom vidiecke spolupracovnicky, takzvané ,,faktorky®, ktoré
viedli a organizovali vyrobu v jednotlivych vysivkarskych oblastiach. Prevazujice zameranie
na vysivku viedlo k tomu, Ze sa pre druzstvo vzil nazov VySivkdrske drugstvo v Skalici'® Pre
propagaciu vysiviek organizovalo druZstvo vystavy, najmi v Cechach a na Morave, kde ich
do roku 1918 uskutocnilo takmer 50."” Najvyznamnejsia bola ucast’ druzstva na Slovenskej
vystave v Londyne v roku 1911, na ktorej vystavili diela majstrov Slovacka (moravského
Slovenska) a Pudovy textil zo Slovenska a Moravy. Najvic¢si vyznam vystavy spocival hlavne

sa v kraji

v tom, ze sa do sveta dostali slovenské T'udové umelecké vyrobky pod vlastnym menom a ako
diela slovenskych 'udi. Po roku 1918 mali uz vystavy skor obchodny, ako kulturny a propagacny
charakter. V roku 1922 sa dostalo druzstvo do financnej krizy. Vedenie chcelo vyraznu stratu,
ktora ohrozovala existenciu druzstva, uhradit’ financiami z predaja vlastnych dokumentac¢nych
zbierok statu. Tento zamer sa nepodaril, druzstvo nakoniec stratu uhradilo inym spésobom.
Zadiatkom toho istého roku vstipilo druzstvo za ¢lena Ustredného druzstva v Bratislave, ¢o
malo za nasledok zmenu stanov a ich prispdsobenie ciePom Ustredného druZstva. Zmena sa
vsak neodrazila na akejkol'vek forme subvencie smerom do druzstva. V obdobi rokov 1923 az
1949 sa cinnost’ druzstva uberala skor ustalenym a pomerne rovnomernym rozsahom, aj ked’
sa vynarali problémy s nedostato¢nym odbytom vyrobkov, ktoré ale samotné druzstvo nevedelo
ovplyvnit’® Od 30. rokov sa druzstvu castejsie podarilo dostat’ subvencie od ministerstva
skolstva a narodnej osvety, ministerstva obchodu alebo od krajinského vyboru. Rézne udalosti,
ktoré nasledovali po skone zakladatel'a druzstva Pavla Blahu v roku 1928, vyustili v ramci chodu
druzstva do rozhodnutia, ze druzstvo v roku 1939 pristiapilo za clena Spolku pre zveladovanie
domiickej viroby na Slovenskn. N roku 1946 sa stalo clenom Ustredia Fudovej umeleckej vjroby
v Bratislave. Aj napriek pomoci, ktora Ustredie poskytovalo druzstvu, nebolo mozné odvratit’
jeho postupny zanik a pristapilo sa k postupnej likvidacii. Vyse 40-ro¢né posobenie druzstva
ukondil 8. 8. 1952 vymaz z podnikového registra Ludového sudu v Bratislave.”!

7 Anna Jurkovi¢ova, Emilia Boorovéa — 'udové vysivky; Gizela Blahova — Pudovy textil. STANO, ref. 10, s. 9.
18 STANO, ref. 10, s. 11-23.

Y BOTIK, ref. 9, s. 112.

* Napriklad hospodérske vykyvy celostitneho dopadu, Stitopravne zmeny ¢&i dafiova politika.

' STANO, ref. 10, s. 16-30.
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Lipa

I%J(:astinérska spolo¢nost’ pre napomahanie F'udového priemyslu so sidlom v Turcianskom
Sv. Martine vznikla v roku 1910, zaloZena bola aj z podnetu Ziveny.> Na fungovanie spolo¢nosti
bol potrebny zakladny kapital, ktory sa skladal z urcitého poctu ucastin s nominalnou hodnotou
25 korun. Nizka hodnota ucastin bola stanovena zamerne, zrejme kvoli tomu, aby bolo
upisovanie umoznené ¢o najsirsim vrstvam obyvatel'stva. Zakladajice valné zhromazdenie
zvolala menom zakladateliek 3. 8. 1910 Elena Soltésova,” stanovy Lipy vypracoval Viliam
Pauliny, ktory bol neskotsie oznac¢ovany ako ,proy inicidtor i linny itcastnik pri zakladani Lipy™.

Hlavnou dlohou Lipy bolo organizovanie vyroby a sprostredkovanie predaja 'udovych
umeleckych vyrobkov, najmi vysiviek, starostlivost’ o udrzanie tradi¢nej formy vysivky
vo vsetkych jej zlozkach a jej prenos aj do mestského prostredia.

V prvych rokoch svojej ¢innosti Lipa vyrabala a predavala vysivky, Cipky, detskd a damsku
konfekciu, postelnu a stolna bielizen, bytovy textil, krojové siciastky. Boli zastdpené tylové
vysivky ,,presporské”, nitrianske, slatinské, detvianske, ocovské, hontianske, tekovské
a trencianske vzory. Okrem textilu sprostredkovavala Lipa predaj modranskej keramiky, hraciek,
kosikarskych, drevenych a drotarskych vyrobkov.

Organizacia viroby bola zabezpecena osobnym kontaktom s vysivackami, ktorym sa odovzdal
material na vyrobu, hotovy vyrobok posielali naspit’ postou, pricom uviedli aj vy$ku odmeny
za pracu. Aby ale vietko fungovalo tak, ako malo, bolo potrebné mat’ vysivacky a ¢ipkarky,
ktorym by sa zadelila praca. Lipa tak zadala prvé prace vysivackam a ¢ipkarkam na jesen roku
1910. Narazali ale pritom na t’azkosti, ktoré boli sposobené absenciou poznania spol'ahlivého
a uplnejsicho prehladu o vyskyte l'udovej umeleckej vyroby ako v raimci teritéria, tak i v ramci
materidlovych druhov. K lepsiemu poznania problematiky chybali systematické vyskumné
podklady a literatira o slovenskej l'udovej umeleckej virobe bola skromnd. Tieto nedostatky tak
riesila aj odborna pracovnicka Lipy Anna Senselova. Okrem samostidia ohPadom ziskavania
potrebnych chybajicich informacii chodila osobne po regiéne a zhanala aj adresy vysivaciek,
tiez zabezpecovala virobny materidl. Nickedy trvala takito cesta za informéciami aj mesiac.*
S menom tejto vybornej odbornej pracovnicky je neodmyslitelne spdjané polozenie zakladov
pre sustavnu vysivkarsku vyrobu v ramci Lipy, ako aj dal$ia ¢innost’ Lipy na poli slovenského
vysivkarstva.

Cinnost’ Anny Senselovej v oblasti Pudovej umeleckej vyroby bola vjznacna aj v tom, Ze
za cely ¢as existencie Lipy sa nebolo potrebné zaoberat’ otazkou vytvarnej hodnoty vyrabanych
vysiviek. Prisne, spolahlivo, ale aj citlivo dbala na pravost’, povodnost’ a vernost’ 'udovych
vzorov a ornamentov na vysivkach. Dolezité to bolo hlavne preto, lebo niekedy samotné
vysivacky skizli do roviny pouzivania pochybnych vzorov ¢i odkreslovania z t6znych rodinnych
& médnych ¢asopisov. Svojou erudovanost’ou dokazala A. Senselova tieto vplyvy eliminovat’,
pricom ale nikdy neobmedzovala vlastnt tvoriva fantaziu 'udovych umelkyn, naopak nechala
dostatocne vel'ky priestor pre jej rozvoj. Vzory nepredpisovala, neprikazovala, ale vysvetlila

2 Spolok Zivena bol zalozeny 4. 8. 1869 v Turcianskom Sv. Martine. Po 40-ro¢nej prestavke (v roku 1990) bola
¢innost’ spolku obnovena na zaklade vyzvy spisovatel’ky Hany Zelinove;.

» Spravkyniou spolku bola do roku 1922 Elena Soltésova, Anna Rolkova, Margita Pauliny-Téthova — podpredsednic-
ky, Fedor Jesensky — pokladnik, Anna Senselova — pokladnicka, starala sa aj o vyrobnu a vytvarni stranku vysiviek.
OKRUCKY, ref. 2, s. 14.

2 Zandari podPa prikazu vrchnosti sledovali kazdu akciu, ktort Lipa vykonavala a mala tak slovensky charakter. Na
jednej z ciest Annu Sengelovi aj s jej spolupracovnitkou Ruzenou Novakovou z Trnavy zavreli do vizenia a drzali
ich tam niekolko dni. OKRUCKY, ref. 2, s. 16.
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funkciu vysivky na prislusnom predmete. Toto bolo délezité hlavne preto, ze velky podiel
na vyrobe Lipy mali vysivané odevy a odevné suciastky.®

Lipa od zaciatku svojho pdsobenia vyvijala aj bohatd a uspes$nu vystavnu ¢innost’.” Od
roku 1914 vydavala ¢asopis Zivena, neskor zintenzivnila vydavatePski ¢innost’ a zacala
vydavat’ zobrané spisy slovenskych spisovatelick Terézie Vansovej, Eleny Soltésovej, Pudmily
Podjavorinskej ¢i Bozeny Slancikovej-Timravy. Tieto zmeny dali podnet na vznik edi¢ného
oddelenia, ¢o bolo treba upravit’ aj v stanovach Lipy. Tato ¢innost, 1 ked’ zasluznd, bola ale
na dkor 'udovej umeleckej vyroby. Hospodarsku ¢innost’ Lipy poznacila 1. svetova vojna, ku
koncu vojny sa v$ak zaujem o Tudové umelecké vyrobky opit’ objavil, ale bol stale problém
so zasobovanim materidlom. Niekolko opatreni zo strany $tatu prinieslo I'udovej vyrobe
prevratové obdobie — $tat mal 'udovej umeleckej vyrobe venovat’ viac pozornosti. Zriadeny bol
Vladny komisariat pre zachovanie umeleckych pamiatok, ktory viedol architekt Dusan Jurkovic.
Lipa dostala svoju prvi subvenciu od statu az v roku 1920, konkrétne z ministerstva $kolstva
a narodnej osvety na zalozenie kozusnickej Skoly a dielne v Mosovciach.”

V tom istom obdobi bol ztiadeny ateliér Lipy, ktorého poslanim bolo rozsirovat’ uplatnenie
vysiviek, utvarat’ a formovat’ vkus, zostavovat’ médnu prilohu ¢asopisu Zivena & usporadivat’
vystavy. Lipa zalozila pobocky v Trencine a Piest’anoch, ktoré vsak museli neskor zatvorit.
Po viacerych snahiach o podporu zo strany statu (ziadosti podavané od roku 1926) dostala
spolo¢nost’ §tatnu subvenciu, ktord jej bola vyplacana v obdobi rokov 1930 az 1940. V decembri
1927 zriadila Lipa ,,stdlu vystavkn a predajiin’ v Bratislave v budove Tatra banky, zrusena bola
v roku 1938.

Chod spolo¢nosti tiez nepriaznivo ovplyvnila 2. svetova vojna, ¢o sa ale zlepsilo kratko
po skonceni vojny a az do roku 1951 pracovala Lipa bez problémov. V roku 1951 vstupila
spolo¢nost’ v dosledku ustanoveni zikona ¢. 243/1949 Zb. o acastinnych spolo¢nostiach do
likvidacie.”

Zvaz slovenského 'ndového priemyslu

Celoslovenska organizacia, ktora mala tsilie obsiahnut’ v ramci F'udovej umeleckej vyroby
vsetky vyrobné materialy a celd oblast’ Slovenska, vznikla v roku 1910 v Turcianskom Sv. Martine
aj za ucasti spolocnosti Lipa. Institicia mala zdruzovat’ vsetky podniky 'udovej umeleckej
vyroby, sustred'ovat’ prebytky vyrobkov, ktoré ¢lenské podniky sami nepredali, mala sa starat’
o odbyt tychto vyrobkov vo vlastnych predajniach, najmi v Bratislave a kipelnych mestach,
uspotiadavat’ vystavy a organizovat’ export Fudovych umeleckych vyrobkov do zahranicia.”

Detva

Vyrobné druzstvo so sidlom v Bratislave s nazvom Detva, leskoslovensky ludovy nmelecky prienysel,
iéastinna spolotnost’ vznikla v roku 1919. Po prevrate prevzala funkciu zruseného uhorského
spolku Izabella, pricom ju ale rozsirila na cely rad novych odborov, ktoré suviseli s domackym
priemyslom a I'udovym umenim na Slovensku a v Podkarpatskej Rusi. Organizovala vyrobu

% OKRUCKY, ref. 2, s. 14-18.

% Naptiklad vystava Priemyselnej a obchodnej komory v Kosiciach, vystava krajinského a doméceho priemyslu
v Miskovei, vistava slovenskych vysivick a keramiky vo Viedni, v Hradci Kralové a inde. OKRUCKY, ref. 2, s. 21.
7 VALENTOVA, Zora. Lipa — dcastinarska spoloc¢nost’ pre napomahanie Fudového priemyslu. In: RUD, ro¢. 11,
2010, ¢. 3,s. 18.

8 OKRUCKY, ref. 2, s. 32-34.

¥ PODOBOVA, ref. 11, 5. 5.
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textilnych vyrobkov s aplikiciou 'udovych vysiviek, najma detskd a dimsku konfekciu a bytovy
textil. Presnejsie vyrabala rucne pracované vysivky v rozlicnych technikdch a materidloch
(pokryvky, zaclony, zavesy, bytové uzitkové predmety, obrusy, podusky, vreckovky, cepce,
podbradnicky, naprsenky, prehozy, zasterky, goliere, kabelky, rucniky, dievcenské, detské
a damsky bluzy, Saty, vesty, plaste). Rucne spracované cipky (palickované, Sité, siet’ované,
pletené, hackované), ru¢ne tkané vyrobky z vlny, konope, I'anu a bavlny (zavesy, zaclony,
metrové latky na sukne, kostymy a plaste, tkané kabelky, koberce, predlozky, behune, rucne
tkané platna), r6zne drobné vyrobky z dreva, slamy, pratia, lyka, hracky, kraslice, keramiku
uzitkovu aj figurdlnu. Okrem svojich vyrobkov predavala Detva aj F'udovi a modernud keramiku,
potahové latky, bytovy textil, sklo, kozuchy, vyrobky z koze a iné.

Pre Detvu bolo Fudové umenie vychodiskom, pricom ale konstatovala jeho postupny
a nezadrzatel'ny zanik, a to pod vplyvom p6sobnosti prenikajicej mestskej civilizacie a mestskym
vplyvom. Umelecka tvorba a potencil slovenského I'udu, preukazand nesmiernym bohatstvom,
mala byt usmernend inak a prinavratend do ,,zdravych® kolaji. Bolo potrebné zachovavat’
¢o najviac z tvorivych schopnosti F'udi — vyrobné techniky, bohaté motivy a ornamentiku,
pouzivanie domadcich materidlov. Detva $pecifikovala svoje poslanie v troch rovinich:
hospodarskej, socialnej a kultirnej. Prva rovinu tvorilo zuzitkovanie domacich sil a materialov,
zakladanie vyrob, druhi rovinu zamestnavanie obyvatel'stva chudobnych krajov a tretiu rovinu
jemny vkus Pudu, uslachtild praca a umeleckd hodnota vyrobkov. Tieto ciele naplfiala pomocou
nasledovnych krokov. Usporaduvala kurzy a z nich neskér budovala dielne na urcity druh
vyroby. Vyrobné oblasti Detvy boli rozdelené po celom tzemi Slovenska a aj na Podkarpatske;j
Rusi, ktora bola znama svojimi textiliami). Vyrobnu cinnost’ Detvy organizovalo ustredie
v Bratislave, spolupracovalo s pocetnou skupinou poprednych vytvarnikov a odbornikov, tiez
zabezpecovalo odbyt v tuzemsku aj v zahranici. Detva organizovala aj vystavnu ¢innost’, ktorej
ucelom bolo propagovat’ odbyt vyrobkov slovenského P'udového umenia.™

Spolocnost’ si presla rozlicnymi organizacnymi zmenami. Roku 1948 bola s inymi druzstvami
zaradena do Ustredia Pudovej umeleckej vyroby, v roku 1952 presla do Siovenského zvizn virobnych
drustier. K dolezitym osobnostiam textilnej tvorby v UUV-e patrila aj Elena Holéczyova, ktora
v roku 1948 nastipila do vjrobného druzstva Detva (patriaceho pod ULUV), kde navrhovala
predovsetkym Cipky a vysivky, ale venovala sa aj odevnej tvorbe.

V 60. rokoch sa Detva zludila s druzstvom Kroj a rozsirila aj svoj sortiment, ked” popri
textile vyrobe zacala s vjrobou zo slamy, supolia, dreva a koze.

V roku 1987 sa zmenila organiza¢na Struktdra Detvy vytvorenim Styroch zavodov: 1.
Konfekcia, 2. Drevovyroba, 3. Koza, 4. Sluzby a obchod. Ludovoumelecké vyrobky, hlavne
vysivky, tkaniny, modrotla¢, vyrobky z dreva a Supolia, predstavovali az 60 % produkcie Detvy.
Exportovala hlavne do Belgicka, Holandska, Nemecka, Rakuska a USA.!

Spolo¢nost’ umeleckého priemyslu

V roku 1920 (1921) vznikla Spolo¢nost’ umeleckého priemyslu v Bratislave, ktorej
zakladatel'om bol Josef Vydra. Spolo¢nost’ vznikla na koncepcii prazského zdruzenia Artél
v Prahe,” jednej z najvyznamnejsich institdicii ¢eského uzitkového umenia a dizajnu prvej

0 DETVA®, Ceskoslovensk}'* Pudovy umelecky priemysel, a¢. spol. Bratislava : Slovenska Grafia, b. n.
3 BOTIK, ref. 9, s. 91.
2 MICHALIDES, Pavol a kol. Vytwarnd kultira vjroby. Bratislava : Slovenské pedagogické nakladatelstvo, 1985, s. 40.
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polovice 20. storocia.”

Spolo¢nost’ mala v Bratislave, Prievidzi, Starej Alsi, Ardanove
a Dubovom dielne na spracovanie textilu, dielne na vyrobu keramiky boli v Plaveckom Stvrtku.
Uzke kontakty nadvizovali s ¢eskymi a slovenskymi vytvarnikmi* a rozvijali vystavnu ¢innost’.

Spolocnost’ sa po valutovej devalvacii zaclenila do spolku Detva.

Statny Gstav pre zvelad’ovanie Zivnosti

Institacia bola zriadena vlaidnym nariadenim ¢. 28/1923 Sb. 1. marca 1923 ako ,,0jkonné miesto
Stitne slugby na zveladovanie Zivnosti v Zdujme achovania remesla, domdckes viroby a drobného obchodn
v aktudlnych podmienkach masovej velkovyroby > Ustav svojou ¢innost’ou nadviazal na $kolitel'ské
a zvelad’ovacie akcie institacii spred 1. svetovej vojny.* Ustav vznikol z podnetu Slovenskej
remeselnej jednoty a snahy ministerstva obchodu, priemyslu a Zivnosti zalozit’ aj na Slovensku
podra vzoru Ciech, Moravy a Sliezska institdciu, ktord by vyvijala prakticku vzdelavaciu,

kurzovt a osvetovu ¢innost’™’

medzi zivnostnikmi a Fudovymi vyrobcami.*

Ustav organizoval okrem kurzov a $koleni na zavadzanie roznych novych technik
a modernych pomécok a pristrojov pre remeselnikov aj skolenia a kurzy uréené pre niektoré
odvetvia ludovej vyroby a to prostrednictvom zakladania dielni a druzstiev v strediskach tradi¢nej
Pudovej vyroby. K tymto patrili napriklad: Druzstvo pre F'udovy textil v Brezne, Druzstvo pre
odbyt vlnenych vyrobkov v Dobsinej, tkacske druzstva v Rajci a Malinci, Umelecka hrackaren
v Kremnici a Druzstvo pre drobny tovar v Starej Turej.”

Vzniku spomenutych druzstiev predchadzalo organizovanie kurzov — kurzy zamerané
na hrnciarsku vyrobu v Novej Bani (hlinené hracky) a Pukanci (4zitkova keramika) ¢i kurz
domackej vyroby hraciek v Kremnici. Tokarske kurzy v Starej Turej boli zamerané na vyrobu
domackeho riadu, spomienkovych predmetov a hraciek, pricom vyrobu neskor prevzalo
zalozené druzstvo. Kurz v Kyjaticiach mal snahu na uplatnenie pévodnej domackej techniky
dreveného sgrafita® s umoznenim prechodu z vyroby velkych a t'azko predajnych obilnych
truhiel na iny typ vyroby, a to na vyrobu hraciek, detského nabytku a mensich spomienkovych
predmetov. Zastupené boli aj d'al$ie druhy 'udovej umeleckej vyroby, a to kurzovou ¢innost’ou
so zameranim na cipkarstvo v Sabinove a Okrucanoch, vysivacstvo v Bacichu, kozusnictvo
v Mosovciach, Bratislave, Turcianskom Sv. Martine a v KosSiciach, rezbarstvo v Medved'ove,
Spisskom Podhradi, Tur¢ianskom Sv. Martine a Zdiati, drotarstvo v Dlhom Poli a Velkom
Rovnom ¢ podkovaéstvo a kosikarstvo.*! Zvyseny zaujem o Pudovi umelecku vyrobu a jej
rozvoj, ktory bol podnieteny hlavne kurzovou cinnost’ou, so sebou priniesol aj problémy
spojené s odbytom vyrobkow.

3 Bol zalozeny v roku 1908, zakladatelia patrili k nastupujicej generacii vytvarnikov a teotetikov umenia. Spolo¢-
nost” sa od polovice 20. rokov 20. storocia stretavala s finanénymi problémami a pod tlakom hospodarskej krizy
zanikla v roku 1935. [citované dna 13. juna 2018]. Dostupné na internete: http://www.czechdesign.cz/temata-a-
-rubrtiky/artel

** FrantiSek Maly, FrantiSek Kysela, J. Ort, J. Krs, J. Jates, M. Tusar, J. Votruba, J. Vodrazka, F. Polasek, J. Alexy, M.
Benka. MICHALIDES, ref. 32, s. 40.

3% ZELINOVA, Hana. Bohuslav gippich a kyjaticka hracka. In: RUD, ro¢. 18, 2017, ¢. 3, s. 14.

30 PALICKOVA-PATKOVA, ref. 13, s. 22.

7 Uéebné dielne, oddelenie pre umeleckt vyrobu, kresliarne, vistavnd hala.

¥ BOTIK, Jan — SLAVKOVSKY, Peter et al. Encyklopédia ludovej kultiiry na Slovenskn 2. Bratislava : Veda, 1995, s. 239.
% PALICKOVA-PATKOVA, ref. 13, s. 22.

* Technika rytia do dreva.

4 BOTIK, ref. 38, 5. 239.
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Velka a vsestranna pozornost’ venovana 'udovej umeleckej vyrobe bola hlavnou zasluhou
dvoch vyznamnych osobnosti — Bohuslava Sippicha a Karola Ondrei¢ku, ktori v Ustave viedli
oddelenie umeleckej vyroby.

Akademicky maliar Bohuslav Sippich sa po prvykrat spominal medzi instruktormi kurzov
v roku 1926. Zaujimal sa osobitne o remesld, ktoré suviseli s umeleckym priemyslom a to
konkrétne o hracky. V ramci svojej prace mal zdujem cerpat’ a inSpirovat’ sa tradicnymi
vyrobnymi postupmi a vzormi, zaroven ich ale rozvijat’, aby reSpektovali aktualne potreby.
Zdo6raznoval potrebu pouzivania domécich surovin, miestnych vyrobnych tradicii s dopadom
na moznosti redlneho zlepsenia hospodarskej situdcie lokality a regiéonu. Velky ekonomicky
potencial videl v adaptacii postupov a vzorov tradi¢nej vyroby na nové funkcie produktu,
ako boli propaga¢né predmety.”> Bohuslay Sippich mal najvi¢siu zasluhu na rozvinut vjroby
hraciek v Kyjaticiach. Pracovnik Ustredia Pudovej umeleckej vjroby Pavol Stano definoval

vplyv B. Sippicha na vjrobu kyjatickych hraciek nasledovne: ,,Do s&ladby ornamentn, aky sa
pousil na hrackach, dost’ podstatne zasiahol viastnymi navrhmi akad. maliar Sippich. Urobil tak s mieron
a pochopenim pre zachovanie tradicného charaktern povodného ornamentn, aky sa oddavna uplatnil na sisekoch.
Indc cele kyjatickef akcii (vyroba braciek v Sirfom rdamci, pougitie dreva, vyrobné postupy, technika a skladba
ornamentoy) sa v nacnel miere uplatnil vplyy vytvarnika. Podobné pokusy na Slovensku v odvetvi dreva si
dost’ ojedinelé a v kyjatickom pripade mozno ich oznalit’ za sispesné. Vytvarnik Sippich mienil vytvorit’ éosi
nové, vykonal to vsak obogretnim respeftovanim vsetkych tradicnych prokov. Nakolko ponechal volné pole
invencii samotnych Indovych vyrobeov, bolo by treba hlbsim vyskumonm este ogrejmit’

Od roku 1936 viedol odborné kurzy akademicky maliar Karol Ondreicka. Po zalozeni
Ustredia Pudovej a umeleckej vyroby v Bratislave (1945) bola zvePad’ovacia otizka zatial
vyriesena tymto docasnym riesenim. Karol Ondreicka mal na starosti zveladovanie dreva,
kovu, koze a skla zatial’ v Stitnom tstave v Turéianskom Sv. Martine, za tymto tc¢elom dostal
aj rocnu dovolenku od Poverenictva priemyslu a obchodu. V marci 1947 vsak K. Ondreicka
vystapil zo sluzieb Ustredia Pudovej a umeleckej vyroby. Ondrei¢ka za jednoroénd éinnost’
vyhotovil 65 navthov na spomienkové predmety a hracky pre druZstvo Javorina, rajeckych
rezbarov a ostatnych vyrobcov.*

Podr'a tdajov v Encyklopédii Fudovej kultiry na Slovensku 2 Ustav za dobu svojej existencie
usporiadal 1 382 kurzov pre 33 663 ucastnfkov, co znamenalo usporiadanie kurzov asi pre
tretinu poctu zivnostnikov na Slovensku, ktori pochadzali hlavne z Liptova, Turca, Ponitria
a stredného Povazia.*

7 iniciativy Statneho tstavu pre zvePad'ovanie Zivnosti bol zalozeny v roku 1928 spolok
Slovenska praca, ktorého c¢innost’ subvencovalo ministerstvo obchodu, priemyslu a Zivnosti.
Tajomnikom spolku bol Bohuslav Sippich.* Spolok mal za ciel' ochranu Pudovej vyroby
a starostlivost’ o jej uplatnenie v sucasnom zivote. V ramci svojej ¢innosti organizoval
prednasky, kurzy, pripravoval vystavy a propagoval l'udova vyrobu, podchycoval ozivené druhy
Pudovej umeleckej vyroby, sprostredkuval odpredaj vyrobkov a tiez sledoval stav I'udovej
vyroby. Taziskom ¢innosti spolku bolo stredné Slovensko, kde sa ststredovala najmi textilnd
vyroba. Okrem spomenutych cinnosti spolok posobil aj pri zakladani vyrobnych druzstiev

2 ZELINOVA, ref. 35, 5. 15.

B STANO, Pavol. yiskum Indovych braiiek. Vyskumnd sprava & 22. Bratislava, 1957, s. 15.

“ MAJEK, Frantisek. Kronika ULUV 1945 — 1974. Vskumnd spriva & 235. Bratislava, 1984 — 1985, s. 4-10.
“ BOTIK, ref. 38, 5. 239.

4 MICHALIDES, ref. 32, s. 40.
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(napriklad tkacske druzstvo v Rajci), vysielal vyrobcov do odbornych kol (hrnciari z Novej
Bane a Pukanca $tudovali na keramickej $kole v Bechyni). Spolok zanikol v roku 1938.%

Spolok pre zvel'ad'ovanie domackej vyroby na Slovensku

Iniciatormi zalozenia spolku boli pracovnici Obchodnej a priemyselnej komory v Bratislave
Eugen Jurek a Ema Markova. Nova spoloc¢nost’, ktora cheeli zalozit’, mala koordinovat’ ¢innost’
uz existujicich ucastinnych spolo¢nosti, druzstiev, spolkov aj sukromnych podnikov. Skusenosti
v tejto problematike nadobudli aj pri zaoberani sa Gcastinnou spolo¢nost’ou Detva, kde sa mali
moznost’ blizsie zoznamit’ s hospodarskymi problémami Fudovej vyroby. Z tohto poznania
vyrastla snaha prispiet’ k usporiadaniu organizacie tejto zlozky hospodarskeho zivota ako
celku. Ked’ze snahy o zalozenie komorského tstavu nakoniec nepresli cez prislusné ministerské
miesta, pristapili k zalozeniu Spolku pre zvelad'ovanie domackej vyroby na Slovensku, ktory
vznikol 14. 4. 1939.

Vo svojej ¢innosti sa spolok zameriaval na zvelado-
vanie, podporu a propagiciu domackej vyroby, ochra-
nu hospodarskych a socialnych zaujmov domackych
pracovnikov. V auguste 1939 zverilo ministerstvo skol-
stva, kultury a osvety spolku ,,obchodnu stranku® ¢ip-
karskych skol na Slovensku. Dovtedy spravoval statne
&ipkarske $koly Statny $kolsky dstav v Prahe (Obr. 3).
V tomto obdobi bolo na Slovensku pit’ ¢ipkarskych
8kol, resp. dielni, a to v Starych Horach, Hodrusi,
Kremnickych Baniach (Piargy), Konosove a Luc-
kach pri Kremnici, v d'alSom obdobi pribudla dielna

A ﬂ\"‘iﬁ; v Motyckach a Spanej Doline. Tymto sa stala hlavnou

L’d—‘;ﬁt’h a ustrednou ulohou spolku ¢ipkarska vyroba. Vedenie

Obt. 3: Prikpjvka palickovand, nivrh Stitneho dielni a ich spravu mali na starosti ,,dielovedice®, kto-
SKolského iituaru v Prake. Spolok pre zveladvvanie — yni 1oli odborne vzdelané zeny spolu s trojélennym
dw,m/ég piroby. L kuratériom®, jeho clenmi boli funkcionari obecnej
Miizeum Ludovej nmeleckej vjroby ULUV /| foto: > » Jeho cle Oll Tunkcionarl obecnc)
Digitalizaéné centrum Miizea SNP spravy. K hlavaym povinnostiam dielovedicej bola sta-

rostlivost’ o dielfiu, vyucovanie palickovanej technike,
spravovanie materidlov, odbyt — odosielanie hotovych vyrobkov a vyplacanie odmien — podpér
za vyhotovenu pracu. Od roku 1939 do roku 1952 mali dielne spolu desat’ veducich.

Spolok dostaval na niektoré dielne subvencie od ministerstva Skolstva, kultury a osvety.
Niklady na spravu a chod dielni v Hodrusi a Starych Horach znasali obce, ktoré na to ale
dostavali priamo od $tatu urcity objem podpory. Pévodnt ucebni osnovu dielni spolok
nezmenil, neskor zaviedol do vyrobného planu dielni aj pletenie cipiek podla Pudovych
motivov, ktoré mali k dispozicii pracovnici alebo ich nadobudali zberom. Okrem toho robili
¢ipky vlnené, hodvabne aj zlaté. V mestach boli ¢ipky pletené podla F'udovych vzorov prijaté
vel'mi kladne a bol po nich velky dopyt. V roku 1941 pripravila niekolko navrhov na ¢ipky
podla T'udovych vzorov prof. Olga Bujnakova, od zaciatku ¢innosti spolku ich robila Ema
Markova (Obrt. €. 4). V rokoch 1942 — 1943 pripravila dva navrhy prof. Elena Holéczyova a to
na okolok na motiv ,,Hore Hronom, dolu Hronom* a prikrjvku na motiv dvoch oproti sebe
sediacich vtacikov. Niekolko d’alsich motivov navrhla Ol'ga Polaskova, kancelarska uradnicka

7 BOTIK, ref. 38, s. 169.
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“1 spolku, ¢i Anna Drobova, vyucena cipkarka.
| Za svoju pracu v oblasti navrhov nedostavali
-~ Ziadnu odmenu.*®

Clenmi spolku boli vyrobné zdruzenia
%! Detva, Lipa, Druzstvo pre spenazenie
domaceho Tudového priemyslu v Skalici
a kulttrne institdcie ako Zivena, Zviz evan-
+ jelickych Zenskych spolkov, Jednota slovan-
skych Zien a tiez hospodarske organizacie
obchodnej a priemyselnej Komory, Ustredné

druzstvo a okresné zivnostenské spolocen-
Obr. 4: Prikryvka so laton Gpkou, navrl Ema Markova. Spolok u a v poloc
S

pre zveladovanie domdctey vyroby. 9
Miigeum ludovej nmeleckej vjroby ULUV / foto Barbara Newman-  Dalsie  aktivity reahzoyali v tkacstve
nova, ULUV prostrednictvom dielni Statneho ustavu

pre zveladovanie zivnosti v Turéianskom
Sv. Martine, zalozenim rezbarskej dielne v Jurgove (1940), zakupenim dielne na vysivanie a Sitie
bielizne v Liptovskom Sv. Mikulasi (1941) a jej rozsirenim na pletiarsku a papuciarsku vjrobu
v Puchove. Spolok organizoval a podporoval aj vjrobu kobercov a hraciek. V Bratislave, Lip-
tovskom Sv. Mikulasi a Banskej Bystrici mal aj svoje predajne a zicastfioval sa na domacich aj
zahrani¢nych vystavach a vel'tthoch.*

V roku 1945 bolo zalozené Ustredie Pudovej a umeleckej vyroby v Bratislave, v tom istom
roku vymenoval minister priemyslu Emu Markovd za podpredsedni¢ku UPUV-u, ktora v ramci
predsednictva zastavala funkciu dradujiceho ¢lena pre Slovensko.” Spolok sa stal v zmysle
dekrétu prezidenta republiky ¢. 110/45 ¢lenom ULUV-u’' a na svojom valnom zhromazdeni
30. 12. 1946 rozhodol, Ze v pripade svojej likvidacie majetok odstupi technicko-hospodarskemu
oddeleniu UPUV-u. Od roku 1949 spolok postupne strical svoju pésobnost’ a aj na zaklade
vonkajsich tlakov sa uznesenim vyborov jednotlivych druzstiev v auguste 1951 a decembri 1952
rozhodol pre likvidaciu s tym, ze jeho majetok, ako aj znac¢nu cast’ pracovnej naplne prevezme
Uruv.

Existenciu tohto vjznamného spolku, ktory je pokladany za priameho predchodcu URUV-u,
pravne ukondil vymer Poverenictva vautra €. 11/2-262-22/5-1953 z 25. 5. 1953.%

tva.

Statny ustav pre PFudovy priemysel

Zakon z roku 1943 o organizacii 'udového priemyslu bol prvym legislativnym ustanovenim,
ktoré upravovalo tstrednu organizaciu 'udovej umeleckej vyroby na Slovensku. Zikonom bol
zriadeny Statny ustav pre Pudovy priemysel so sidlom v Turéianskom Sv. Martine, ktory bol
neskor pricleneny k Statnemu tstavu pre zvelad'ovanie Zivnostl. Zakon urcoval organizacii
vyskum FPudovej vyroby v jednotlivich oblastiach Slovenska.” Zaujimavym materidlom, ktory

S MARKOVA, Ema. Cinnost’ spolkn pre zveladovanie domickej viroby na Slovenskn. Vyskumnd sprva & 28. Bratislava,
1957, s. 1-22.

“ BOTIK, ref. 38, s. 190.

50 MARKOVA, ref. 48, s. 8.

'V ramci spoluprice bolo zalozené v roku 1948 druzstvo Kroj, ktoré na seba prevzalo ulohy spolku v rimci vjroby
v oblasti ¢ipiek, modrotlace, kozuchov a krojov.

2 BOTIK, ref. 38, 5. 190.

% PODOBOVA, ref. 11, 5. 5.
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dokladal dolezitost’ celej situacie a potreby vyrieSenia organizacie 'udovej umeleckej vyroby
na $tatnej Grovni bola Zprdva o Zasadnuti Snemn Slovenske republiky v Bratislave v mesiaci jiin 1943.
V ramci programu rokovania bola predlozena Zprdva narodohospodarskeho a rogpoctového
vyboru o vlddnom ndavrbu zdikona o organizdcii ludovébo priemysiu, ktora predkladali poslanci Michal
Klimko a rozpoétovy poslanec Dr. Pavol Florek. Ustav mal byt ustanoviziiou, ktord bude
organigovat, podporovat’ a veladovat’ vsetky odvetvia [ndového priemyshu, spajat’ v sebe socidlne ciele
5 obchodne hospoddrskymi. Ustav nemal mat’ zarobkovy charakter, jeho prvotnou tlohou mala
byt organizacia a zvelad'ovanie, usmerfiovanie odbytu vjrobkov l'udového priemyslu tak, aby
ich ceny ostali pre vyrobcu zabezpeéené na primeranej vyske.”

Zasluzna ¢innost’ vSetkych spomenutych institicif a hlavne 'udi, ktorf za nimi stali, postupne
vytvorila priaznivé podmienky na podchytenie a zabezpecenie rozvoja I'udovej umelecke;j
vyroby v celej jej Sitke. Bez nich by sa nebolo mozné pripravit’ na komplexné podchytenie
starostlivosti o Pudovi umeleckd vyrobu na Slovensku, nakolko vsetky uspechy aj netspechy,
vzostupy aj pady davali podnetny zaklad na vznik institacie, ktora by predstavovala novu etapu
starostlivosti o 'udovu a umeleckd vyrobu.

Tuto etapu zaznamenalo vydanie Dekrétu prezidenta republiky ¢. 110/1945 z 27. 10. 1945
o organizacii 'udovej a umeleckej vyroby, ¢im bola postavena na nové zaklady. Koncepciu
organizacie vytvarného zdokonalovania Tudovych a umeleckych vyrobkov, uziakonend
dekrétom, sformuloval Theodor Pistorius.’® Nasledne bolo 23. 11. 1945 zriadené Ustiedi
lidové a umelecké vyroby ako celostatna organizicia so sidlom v Prahe. Pobocka prazského
ULUV-u bola v Bratislave zalozena 1. 12. 1945 pod nazvom Ustredie I'udovej a umeleckej
vyroby. Pobocka bola hospodarsky, administrativne a odborne samostatnou jednotkou, ale bez
pravnej subjektivity.*® UTUV posobil ako centrala, ktord zakladala druZstva, mala na zreteli
hlavne zdruzovanie drobnej, roztratenej vyroby do vicsich druzstevnych celkov so zamerom,
ze je Tahsie zlep$it’ vyrobu a pozdvihnat’ Zivotna uroven vyrobcov pri jej organizovani
do celkov.”” Clenmi UPUV-u boli okrem druzstiev aj jednotlivci a organizacie, ktorych ¢innost’
spadala pod udovd umelecku vyrobu. Institdcia tak podla zdkona zabezpecovala ochranu
a podporu rucnej a remeselnej vyroby na uzemi celého $tatu a tiez napriec vsetkymi odvetviami.
Zakon a novo ustanovena institicia mali garantovat’ aktivity, ktoré v predchddzajicom obdobi
neprebiehali systematicky (a hlavne boli na roznej urovni a v roznych oblastiach). To znamenalo,
e rozdielnost’ tloh a ¢innosti ULUV-u a predchadzajucich ustanovizni spocivala hlavne v tom,
7e UPUV mal zahnut’ starostlivost’ o vietky odvetvia Pudovej umeleckej vjroby na celom tzemi
Slovenska.

V stcasnosti je UPUV v zriad'ovatel'skej posobnosti Ministerstva kultary Slovenskej
republiky ako organizicia, ktord sa v rozli¢nej miere podiela na ochrane, rozvoji a Sireni
Pudovej umeleckej vyroby. URUV vykonava starostlivost’ o tradiéné remesla na celo$tatne;
urovni, prispieva k dokumenticii, archivacii, uchovavaniu a prezentacii tradicnych udovych

5 Poslanecka snémovna parlamentu Ceské republiky. Spole¢na éesko-slovenska digitalni parlamenti knihovna. S SR
1939-1945. Tisky. [citované diia 12. jana 2018]. Dostupné na internete: http://www.psp.cz/eknih/1939sst/tisky/
t0762_00.htm

% MARKOVA, Ema. Zvelad'ovanie viroby. In: ULUV 1946 — 1951. Prace Ustied{ /idové a nmeélecké vyroby 1946-
1951. Praha : ULUV, 1952, 5. 5.

5 PODOBOVA, ref. 11, s. 6.

5 MARKOVA, ref. 55, s. 5.
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vyrobnych postupov, tiez vjznamne posobi v oblasti vzdelavania a poskytuje aj akreditované
kurzy tradi¢nych remesiel.”®

Zoznam pramenov a literatary (References)

Archivne pramene (Archival Sources)

MAJEK, Frantisek. Kronika ULUV 1945 — 1974. Vyjskumnd sprdva & 235, Miizenm ludovej nmeleckes
vyroby. Bratislava, 1984 — 1985, 238 s.

MARKOVA, Ema. Cinnost’ spolku pre zveladovanie domickej vyroby na Slovensku.
Vyskumna sprava ¢. 28, Muzeum Fudovej umeleckej vyroby. Bratislava, 1957, 69 s.

OKRUCKY, Jan. Spolocnost’ Lipa a jej 3dstoj v snahdch o organizicin slovenskej ndovej nmeleckej viroby.
Vyskumnd sprava & 17, Miigenm Indovej umeleckey vyroby. Bratislava, 1956, 39 s.

STANO, Pavol. Drusgstvo pre speriagenie domdcebo lndového priemysin v S kalici. 1V yskumnd sprava & 18,
Miizenm ludovej nmeleckey viroby. Bratislava, 1957, 306 s.

STANO, Pavol. Vyiskum ludovych braliek. Vyskumnd sprava & 22, Miigeum ludovej umeleckej vyroby.
Bratislava, 1957, 19 s.

Literatara (Bibliography)

BOTIK, Jan — SLAVKOVSKY, Peter (1995). Encyklopédia ludovej kultiiry na Slovenskn 1. Bratislava
: Veda, 484 s. ISBN 80-224-0234-6.

BOTIK, Jan — SLAVKOVSKY, Peter (1995). Encyklopédia ludovej kultiiry na Slovensku 2. Bratislava
: Veda, 448 s. ISBN 80-224-0235-4.

SWDETT A« Ceskoslovensky'f Pudovy umelecky priemysel, G¢. spol. Bratislava : Slovenska Grafia,
b. n.

MICHALIDES, Pavol a kol. (1985). jitvarnd kultiira vyroby. Bratislava : Slovenské pedagogické
nakladatel'stvo, 407 s.

PALICKOVA-PATKOVA, Jarmila (1992). I'udova viroba na Slovensku. Bratislava : Veda, 224
s. ISBN 80-224-0097-1.

PETRAKOVICOVA SIKULOVA, Agita (2016). Hore Modrou maPovana dlazka... alebo
kratke zamyslenie nad modranskou keramikou. In: Remeslo, umenie, dizajn, roc. 17, ¢. 4, s. 12
-13.

SZABOOVA, Nela (2018). Kvalita a originalita — Spolok Izabella. In: Rewesio, umenie, dizajn, roc.
19,¢. 1, s. 21-23.

SZABOOVA, Nela (2018). Uspechy vysiviek z produkcie Spolku Izabella na medzinarodnom
trhu. In: Mugeoldgia a kultiirne dedicstvo, vol. 6, No. 1, s. 95-103.

Ustredie Indovej umeleckej vjroby v Bratislave 1958 — 1988 : Zbornik k 30. vyrociu vydania 3ikona o
Lidovej nmeleckej vyrobe a umeleckyoh remeslich. Tkacik, Jozef (ed.). Bratislava : SPTU, 1988, 42 s.

ULUV 1946 — 1951. Price Ustredi lidové a nmélecké vyroby 1946-1951. Raban, Josef — Kotik, Jan
(eds.). Praha : ULUV, 1952, 127 s.

% Statit UIUV 2008. Statdt Ustredia Fudovej umeleckej viroby. Podla platného Statiitu zabezpecuje rozvoj Pudove;
umeleckej viroby vo vsetkych oblastiach jej vyskytu, vykonava vyskum, dokumentaciu, monitoring sucasnjch podob
Pudovej umeleckej vyroby na Slovensku, poskytuje starostlivost’ vyrobcom v sirokom ramci ¢innosti, zabezpecuje
vzdelavanie v oblasti tradi¢nych remesiel, vykonava vydavatel'skd a kniznicnd ¢innosti, muzejna ¢innost’ prostred-
nictvom Muzea Pudovej umeleckej vyroby v Stupave. [citované diia 13. juna 2018]. Dostupné na internete: http://
www.uluv.sk/domain/flox/files/o-nas/povinne-info/statutULUV_2008.pdf

190



Muzeolégia a kultirne dedic¢stvo, 1/2019

VALENTOVA, Zora (2010). Lipa - ucastinrska spolo¢nost’ pre napomahanie Pudového
priemyslu. In: Remeslo, umenie, dizajn, ro¢. 11, ¢. 3, s. 16-18.

ZELINOVA, Hana (2017). Bohuslav Sippich a kyjaticka hracka. In: Reweslo, umenie, dizajn, roc¢.
18, ¢. 3, s. 14-16.

Internetové zdroje (Internet Sources)

Elektronickd encyklopédia. Tradicnd Indovd kultiira S lovenska slovom a obrazgom. Heslo l'udova umelecka
vyroba. [citované dnia 11. jula 2018]. Dostupné na internete: https://www.ludovakultura.sk/
polozka-encyklopedie/ludova-umelecka-vyroba/

Poslanecka snémovna parlamentu Ceské republiky. Spole¢na cesko-slovenska digitalni
parlament{ knihovna. S SR 1939-1945. Tisky. [citované dna 12. juna 2018]. Dostupné na
internete: http:/ /www.psp.cz/eknih/1939sst/tisky/t0762_00.htm

Statdt UIUV 2008. Statit Ustredia Pudovej umeleckej vyroby. [citované diia 13. jana 2018].
Dostupné na internete: http://wwwuluv.sk/domain/flox/files/o-nas/povinne-info/
statutULUV_2008.pdf

191






Mikulasské obchtizky na Hornolideésku jako soucast
kulturntho dédictvi regionu'

Lucie Navratilova

Mgr. Lucie Navratilova

Masaryk University in Brno

Faculty of Arts

Department of European Ethnology
Arna Noviaka 1/1

602 00 Brno

Czech Republic

e-mail: navratislova@vmp.cz

Muzeoldgia a kultrirne dedicstvo, 2019, 7:1:193-206

St. Nicholas door-to-door processions in Hornolidelsko region as a part of the region’s cultural heritage

In the Czech Republic, St Nicholas door-to-door processions are among the most important traditions,
being often considered the highlight of Advent. It also applies to the region of Hornolide¢sko where
the first masked figures appear after the All Souls” Day and roam around villages until the St. Nicholas
Day. Devils, who appear in Roman-Catholic villages, are an integral part of cultural heritage not only in
the corresponding villages, but also in the entire region. This study describes not only the present-day
form of the St Nicholas door-to-door processions and disguises used at it, but attention is also paid to
the most significant changes that influenced the form of flying, and shifted the procession’s form to the
present-day one. A part of the study deals with historical development of these traditions and figures,
that appear in the processions, their role and symbolism within the procession.

The goal of this study is to introduce the theme of the St Nicholas procession and its attributes, using the
analysis of particular factors which influence its form even beyond the borders of the Czech Republic.
In the course of the research, special attention was paid to several aspects that form this phenomenon,
such as organization of the procession and identity of both active and passive participants. The study
shows a research sample of this tradition’s bearers as well as motivating elements, thanks to which the
tradition is still alive and passed down from generation to generation. In addition to these facts, the work
looks into the form of support from the villages, but also into diverse opinions of inhabitants in the
researched region regarding the inscription of the St Nicholas door-to-door procession on the List of
Intangible Elements of Traditional Folk Culture of the Czech Republic. A part of the study answers the
question to what extent is the tradition as a cultural heritage indelibly integrated in the region of southern
Moravian Wallachia in its authentic and almost unchanged form.

The contribution is an outcome of the GIS project in quantitative and qualitative analyses and
interpretations of traditional folk culture, which is solved within the programme of Specific Research by
the Institute of European Ethnology of the Faculty of Arts of Masaryk University.

Key words: St. Nicholas, devil, doot-to-door procession, tradition, Wallachia, Advent

Obfadni obchuzky pfedvanocniho obdobi maji zvlastnl misto ve vjrocnim obycejovém
cyklu, nebot’ po skonceni rolnickych praci, hodovych oslavach urody, a po posledni
katefinské zabavé nastava doba zimntho klidu. Mikula$ska obchtizka je tak ¢asto povazovana
za vrchol adventu a nejinak je tomu v oblasti jizniho Valasska. Zde se mikuldsska obchtizka
uchovala v autentické formé pouze s drobnymi pfeménami a i v soucasné dobé, kdy spousta
tradic upadd a meni se jejich podoba, tradice tzv. /tini Cert je stile zivim fenoménem,

! Piispévek je vystupem projektu GIS v kvantitativnich a kvalitativnich analyzich a interpretacich tradiéni lidové
kultury feseného v ramci programu Specifického vzkumu Ustavem evropské etnologie Filozofické fakulty Masa-
rykovy univerzity.
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jez je nedilnou soucasti kulturniho dédictvi regionu nejen jizntho, ale celého Valasska.

Obchtizka je determinovana fimskokatolickym vyznanim, v obcich, kde pfevlada vyznani
evangelické, nebyla tradice zaznamendna, nebot’ pfislusnici evangelické cirkve neuznavaji
kulty svatych. Tento zvyk je specificky tim, Ze ackoliv zakladni principy jsou ve vsech
obcich stejné, ve vizualnich, charakterovych, ¢i organizacnich rysech je velice rozmanity.
Pri dukladnéjsim vyzkumu je proto zapotfebi vénovat se kazdé obci individualne.

Na uvod je tfeba vymezit zakladni terminologii. Pokud hovotime o mikuldsich, ¢i Certech,
jedna se o celou skupinu obchizkait, kde nazev je pochopitelné odvozen od svatku,
ke kterému je obchiizka vazana, pifpadné od nejvyraznéjsi postavy obchuzky, kterou je cert.
Pojem /étini je odvozen od rychle se pohybujictho ucastnika obchiizky, kde na Valadsku
pojem /tat je ekvivalentem pro béh, ktery je
neodmyslitelné s obchuzkou spojen, nebot’
postavy jsou casto v poklusu. Vyznam se
vSak rozsifil na samotné obchdzeni. Pro
. nazvy masek jsem po konzultaci s doktorkou
Jarmilou Vojtovou z Ustavu ¢eského jazyka
zvolila mala pismena.

V této studii sikladu za cil popsat nejen sou-
¢asnou podobu mikulasské obchtizky a masek
ji ptislusicich, ale vénuji se také nejvyraznéjsim
zménam, které mély vliv na formovani /étini
\ a posunuly tak podobu obchutizky do té sou-
Foto 1: Svaty a éerti pii obchiizce. Francova Ihota, 2015. Foto ¢asné. Vyjma strucného predstaven{ mikro-
antor regionu Hornolidec¢ska se vénuji postavam,

které jsou soucasti této tradice, jejich roli
a symbolice v obchtizce. Zaroven se mij vyzkum zaméfi na nositele tradice, oblibenost a Zzi-
votnost obchuzky, podporu ze strany obce a v zavéru prace vyhodnotim nazor respondentt
na moznost zapsani mikulisii na Seznam nematerialnich statka tradi¢nf lidové kultury Ceské
republiky.

Prispévek je vystupem projektu GIS v kvantitativnich a kvalitativnich analyzach
a interpretacich tradiéni lidové kultury feseného v ramci programu Specifického vyzkumu
Ustavem evropské etnologie Filozofické fakulty Masarykovy univerzity.

Metody a techniky vyzkumu

Tomuto tématu nebylo v minulosti vénovano pifli§ odborné pozornosti. Pfi napliovani
vyzkumného cile bylo nutné pracovat s obecnéji koncipovanymi zdroji, nebot’ ke konkrétni
oblasti vzniklo milo ziznamua. Pfestoze se tématu vénovalo nékolik badatelt, nikdo
neuskutec¢nil komplexnf vystup vénujici se této problematice, ackoliv napifklad Ladislav Buzek
provedl bohatou fotodokumentaci a region zpracoval touto formou. Proto pevné véiim, ze
tato studie bude drobnym piinosem na poli badan{ v oblasti tradi¢n{ lidové kultury nejen
na Valassku, ale i za jeho hranicemi.

Pii terénnim vyzkumu mikuladské obchuzky, kterému se vénuji od prosince roku 2013
az do soucasnost, je kladen diraz na kvalitativn{ formu badani. Hlavn{ vjzkumnou metodou
je zucastnéné pozorovani a zaroven nestandardizované a polostandardizované rozhovory
s respondenty, a to s aktivnimi i pasivaimi ucastniky obchuzky. Pfi vjzkumu k diplomové praci
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jsem vypracovala dotazniky, abych si ovéfila informace, které mi respondenti podavali béhem
rozhovort, poptipadé abych ziskala touto cestou informace nové.

Cely vyzkum probihal doposud velmi dobfe, nebot’” mne obchtizkafi piijali mezi sebe
a mohla jsem intenzivné proniknout do problematiky. Za jednu z nejvétsich vyhod povazuji
to, ze jsem v podobném véku jako vétsina aktivnich ucastnikti obchtizky, ktefi byli diky tomu
neobvykle otevieni a upfimni.

Charakteristika zkoumané lokality

Oblast jiznfho Valasska je homogennim dtvarem, ktery se rozklada na vychodnim dzemi
Ceské republiky u statnich hranic se Slovenskou republikou. O piislusnosti tohoto hraniéntho
uzemi k Valassku se muzeme pifesvéd¢it pomoci charakteru lidového odévu, pievahou
roubené architektury a salasnického zpasobu hospodafeni. Hornolide¢sko spada svou
polohou do oblasti Beskyd, Bilych Karpat a Vizovickych vrcht, lezi ve Vlarském prasmyku,
a vSechny obce byly administrativné fazeny k byvalému okresu Vsetin.

Sdruzeni obci vzniklo umeéle roku 1994 a dzeml tvoii katastry obci: Francova Lhota, Horni
Lide¢, La¢nov, Leskovec, Lide¢ko, Luzna, Pozdéchov, Prlov, Seninka, Stielna, Studlov, Usti,
Valasska Polanka, Valadska Senice a Valasské Piikazy.

V tomto regionu o rozloze 165,54 km? Zije v sou-
casnosti pfiblizné 12208 obyvatel, coz je asi o 700 osob
vice, nez k roku 2015.> Nejvice obyvatel Zije v obci Li-
decko (1802 obyvatel’), nejméné osidleny jsou Valasské
. Prikazy (300 obyvatel®).

. Historie zkoumanych obci jizntho Valasska ma

¥ émet ve viech piipadech obdobny vyvoj. Poéat-
L ky osidleni vétsich obci muzeme datovat do 13.
— 14. stoleti. Historické prameny dokladaji, ze ob-
last pustosily uz od 14. stoleti vpady tureckych hord,
nejvetsi a nejkrvavejsl probéhly ale az v 17. stole-
ti. ,Dne 16. zari vtrbly priismykem Lysskym a Vlarskym
nové houfy a zle hospodafily. Dne 5. a 7. fijna
pteslo 4000 Tatarh prasmykem Starobrozenkovskym,
kde pobili 200 moravskych VValachdi, kterf méli priismyk chra-
. nit. Daleko vétsi horda prevalila se nechranénym prismykem

o Strelenskym a poloila se tiborem mezi Francovymi Lhbotami

a Senici. Oboji zle hospodarili. Znicili cely fraj od Uber.

Brodu & Valas. Kloboukdm a odtnd as ke Vsetinn. “© Pus-

tosivé vpady byly ukonceny 1. srpna roku 1664 uza-
vienim miru mezi cisafem Leopoldem s Turky. ,,Pro Valassko byly ndjezdy tatarskych hord hor-
§7 neg vilka ticetiletd. Bylo zabito a odvleceno tebdy 470 lidi. V' zapisu se uvddi, e v Lalnové shorelo

Foto 2: Cert u cesty. Valasskda Polanka, 2016.
Foto antor

2 Pocet obyvatel v oboich Ceské republiky & 1. 1. 2015, Praha : Cesky statisticky Gfad, 2015. Dostupné z: https:/ /www.czso.
cz/documents/10180/20556287/1300721503.pdf, cit. 8. 5. 2018.

3 Pocet obyvatel v obcich Ceské republiky & 1. 1. 2018. Praha : Cesky statisticky tfad, 2015. Dostupné z: https:/ /www.czso.
cz/csu/czso/pocet-obyvatel-v-obcich-see2a5tx8j, cit. 9. 5. 2018.

4 Pocet obyvatel v obcich Ceské republiky & 1. 1. 2018. Praha : Cesky statisticky tfad, 2015. Dostupné z: https:/ /www.czso.
cz/csu/czso/pocet-obyvatel-v-obcich-see2a5tx8j, cit. 9. 5. 2018.

> Statn{ okresni archiv Vsetin, MNV Luzna, inv. ¢. 29. Pamétni kniba obce Luzna : 1924—1954, s. 139-140.

195



L. Navratilova: Mikulasské obchuzky na Hornolide¢sku jako soucast kulturnfho dédictvi regionu

13 domi, v Luiné 2, v Polance naproti tomn 22.°° Tyto pustosivé najezdy zmifiuji proto,
ze si je dodnes pfipominame prave pii mikulasské obchuzce, ackoliv si to spousta obyvatel
zkoumaného regionu neuvédomuje.

Mikulasska obchuzka

WV tradici evropskych ndrodii je znacné rozsitend a stard predstava o tom, e o dlonbych imnich nocich
se prirodni sily dostavaji do divokébo zdapasu, svét je naplnén démonickymi bytostwi, ,divokym vojskenm: .
Slunce, symbol tvorivé sily, jako by jimi bylo porageno.” Timto vyrokem Viclava Frolce lze vystihnout
podstatu mikulagské obchtizky v oblasti jizniho Valasska, kde dodnes privody maskovanych
nahani hrizu nejen détem, ale 1 dospélym jedincim. Nadpfirozené bytosti, které symbolizuji
postavy, jez jsou soucasti této tradice, jsou spojeny s kultem mrtvych predki, ktefi se vraci
do svéta zivych pravé v obdobi zimniho slunovratu. Toto pohanské nabozenstvi bylo mezi
lidem velmi rozsifené a cirkev se jej snazila potlacit. Jelikoz se ji vsak nepodafilo tuto viru
vymytit aplné, zvolila jinou strategii. Ve svém kalendafi vybrala pevnd data pro kult svétct a
jejich svatky vmistila v rozmezi dni starého pohanského kalendafte.

Za zakladni postavy mikula§ského pravodu jsou povazovani: svaty (Mikulas), cert, smrt,
konik a zid. Interpretaci zminovanych figur nelze s jistotou urcit, nebot’ jsou masky velice
starobylého puvodu. Stejné slozeni postav mame zaznamenané jiz kolem roku 1880 diky
pameétnikim, kterym o obchuzce vypraveli jejich rodice a prarodice. Podobu maskam v této
oblasti dala pfedstavivost nasich pfedkd, ktefl vyuzili regiondlné dostupnych materiald.
Na Valassku to byla ov¢i, kozi a krali¢i kize, dfevo, slama a kozi ¢i kravské rohy. Jejich vybér
mél v mnoha piipadech symbolickou vazbu k plodinim a souvisel s hospodafskym cyklem ¢i
plodnosti. Kozesinové masky navazovaly na archaické postavy, nékteré mély prostiizené otvory
oc¢i a ust lemované Cervenym platnem, niti, dlouhy nos a vyplazeny jazyk. To symbolizuje
vitalitu a pohlavni sflu. Nezbytnym atributem spousty postav je jezovina, jez¢i kaze, kterd je
prastarym motivem a nositelem zdravi. Je jakymsi ekvivalentem k tradici pichani jalovcem
o Velikonocich. Ve chvili, kdy je osoba popichina jezovinou, ji obchuzkat zajist'uje zdravi
do dalstho roku.

Mikuldsska obchtizka a obdobi s ni spoje-
né bylo, podobné¢ jako Masopust, tzce spjato
s hospodafskym rokem. Symbolika obfadu
spojenych s maskovanymi méla pfinést hos-
podafi a celé usedlosti plodnost, reproduk-
| ci, ochranu pfed démony a vlivy negativnich
sil. Skakan{ ¢ertt do vysky si proto muzeme
| vysvetlit jako akt, kdy meli dotycni zajistit
hospodafi vysoké obili a bohatou sklizen lnu
a konopi, podobn¢ jako to muzeme pozoro-
vat pii faSanku u tance medvéda s hospodyni.
Akt predstavujici kopulaci s maskovanym, vy-
stupovani ze spart smrti ¢i vyprask ma zajistit

e

Foto 3: Syt mez' iery. Francova

plodnost, urodu a zdravi.®

¢ Tamtéz, s. 143.

"FROLEC, Viclav. Obfadni obchuzky ,,svatych noci®. In: Frolec, Vaclav (ed.). Obradni obehiiz/y. Uherské Hradiste :
Slovacké muzeum v Uherském Hradisti — Ustav lidového uméni ve Straznici, 1988, s. 13.

8 EBELOVA, Katetina. Maska v proméndch éasu a kultur. Praha : Grada Publishing, 2012, s. 218.
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Svaty Mikulas

Predlohou pro tuto postavu se stala osobnost Mikulase, ktery zil podle historickych
pramenu na pfelomu 3. a 4. stoleti v Myfe, mésté na uzemi Malé Asie. Narodil se do rodiny
zboznych kfest’ant a jiz jako mlady pfijal duchovni svéceni. Podle tradic mél zemiit 6. prosince,
pravdépodobné roku 327 jako obét’ pronasledovani kiest’anid. Ostatni informace v soucasnosti
cerpame pouze ze stfedovékych legend, na jejichz zakladé vznikl neobycejné siroky patronat.
Mikulas je vaiman jako ochrince déti, chudych, namoinikd, mlynafa, obchodnikd, rolnika
a pastyfu, opusténych, pronasledovanych, nevinné odsouzenych, zajatcti a rodiny. V obchtizce
Mikuld$ zastava roli zpoveédnika a soudce provinilch. Téméf vzdy pfichazi do kontaktu
s malymi détmi pouze on, piipadné s jednim Certem. Zaroven je charakteristicky svou autotitou
nejen mezi pasivinimi ucastniky tradice, ale pfedev$im mezi obchuzkaii a casto je soucasné
1 organizatorem obchizky.

Podoba svatého, jak je v této oblasti Valasska nazyvan, neni ni¢im odlisna od Mikulase
z jiné castl republiky. V nékterych obcich je vSak doplnén o pomtcky, se kterymi se bézné
nesetkavame. Takovou pomuickou muze byt proutek, kterym tresta zlobivé déti, ale i dospélé
jedince.

Cert
obyceju a slovesné tradice. Navazuje na predstavy pfedkua o zljch bytostech, které skodi lidu.

Cert je démon, kterj pochdzi ze slovanské mytologie, obdobi pfedkfest’anského. Nejblizsi
démonickou pfedstavou s vlastnosti s nimi pojené jsou duse zemfelych. Z nich se vyvojem
nabozenského smysleni stivaji démonicti bohové. Ti mohou krom dobra a ochrany také trestat,
hubit a zastrasovat. Jak poznamenal Ladislav Buzek, , jednotlivé artefaksty, které vidime u této masky,
pochdzi ag g konce 19. stolets, ale prevdazné g 20. stoleti. [son tu velmi 3rejmé stopy iigkosts, bezdétného strachn,
obav a tendenci byt zajat touto skupinon, zaZit cosi neobvykiého, a prece byt vysvobozen, ,,0listén; dostat se
% toho.”* V mikulasskych obchuzkich na jiznim Valassku zacalo obecné platit, ze ne Mikulas,
ale Cert je ustfedni postavou spojenou s timto zvykem. Zaroven obyvatelé danych obci vaimaji
certy jako nejvyraznéjsi a nejreprezentativnéjsi masku mikuldsské druziny, nejspis i proto, ze
,»Stambrlaka®, které délajf hluk 1 mimo jejich hlasité projevy.

Pro certy vSech obci je spole¢ny motiv ovci kuze, nebot’ material byl v oblasti dostupny.
WV nasem regionu byl Cert chlupaty, Skaredy, robaty a délal hrogny kravdl. Taky ma dliby jazyk. Proc
ale v nasem regionn sa tak vypodobnil, v oblastech bobatsich oblékali lerta do siimy. Nebo do brachoviny.
Co piiroda dala. Tady v tom nasem pasteveckém kraji, kde byl dostatek ovéich koi, ted nekeré st cerné,
nekteré strakaté, vypada to hrozneé, tak to zacali pousivat jako obleient lerta. " Pravé u ertd jsou dost
markantn{ rozdily mezi jednotlivymi obcemi. Napfiklad ve Valasské Polance nosi certi cervené
sukné symbolizujici pekelny ohen, ve Francové Lhoté tento ohenl symbolizuji barevné stuhy,
které maji pfipevnené ke kukle, v Lidec¢ku jsou hbitf a vysoci, takze lidé si své Certy vzdy poznaji
a nelze je zaménit.

? BUZEK, Ladislav. Kulturné historické pozadi mikula§skych obchizek na moravském Valassku. In: Langer, Jiff
(ed.). Moravsko-slovenské vztahy v lidové kulture. Ostrava : Profil, 1974, s. 162.
1" Brhel, Stanislav (1936); 14. 3. 2016.
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Smrt

Smrt ¢loveéka byla v lidové tradici spojovana s odloucenim duse od téla smrtelnfka a dale
s virou v jeji pokracujici existenci. ,, Ve starsich dobdch byla katdd smrt povatovina za
ndsilny  akt, zphsobeny (dry, magili a  podobmymi  piiinami, které u mrtvébo vywoldvaly pocit
kiivdy a toubu po pomsté.“" Kiestanstvi zménilo postoj ke smrti, kdy se stala nutnou
a nevyhnutelnou pro zivot a pravy kiest’an tak mohl piejit do posmrtného, blazeného Zivota.

Maska smrti pochazi pravdépodobné z obdobi pozdniho stfedovéku a podle domnének
badatelt se jedna o geneticky nckdejsiho zenského démona z obdobi zimniho slunovratu.
V tomto obdobi umiralo nejvice osob kvuli nuznym podminkam, proto se mezi obchtizkafi
objevuje postava, kterd ma tuto skute¢nost pfipominat a nahanét strach.

Téméf na celém tzemi Ceské republiky nahradil postavu smrti andél, hlavné ve méstech,
ale v oblasti jiznfho Valasska je stile fazena mezi zakladni tfi postavy obchuzky. Smrt
je velmi tajemnad, pavodné byla odéna vzdy v bilém — bilé kalhoty, svrsek a plachetka pfes hlavu,
stejné tak bilou méla barvu i oblicejova maska. V poslednim desetileti se vsak rozsifily moznosti
zpracovani této masky a v nekterych obcich je smrt v ¢erné vatiante.

Konik/Kobylica

Podle informace od respondenta vime, Ze jiz kolem roku 1880 byla tato maska soucasti
mikulagské obchiizky, podobné¢ jako postava zida. Podle Ladislava Buzka je kobylica velmi
starobylého puvodu, kdy zosobfiuje kultovni zvife. Na tomto tGzemi si ji vSak lid uzputsobil
a zasadil do lokaln{ problematiky, aby jako dal${ z masek budila hrizu. Spojili tuto postavu
s tureckymi néjezdy, které drancovaly dzemi jizniho Valasska. V obcich, které témito
Gtoky netrpély, se postava nevyskytuje (napf. La¢nov, Studlov, Valagské Piikazy). Naopak
ve Francové Lhoté, vedle které se rozkladal tabor s najezdniky, ktefi oblast drancovali,
se v ramci mikulasské obchuzky navysilo mnozstvi této masky.

Turek, kobylica, konfk ¢i na koni ¢asto vede druzinu, nékdy vchazi jako prvnf do staveni
a je rovnéz postavou zapornou, nebot’ muze ublizovat a soucasné piipomind krutou
historii oblasti. Zaklad tela obvykle tvoii kovova obru¢ zakrytd textilif, takze obchuzkaf
bud{ dojem clovéka jedouciho na koni. Maska je stejné jako u certa v kazdé obci svébytna
a charakteristicka svou lokalni apravou, rozdily vsak nejsou tak razantni, jako je tomu u Certa.

Zid/nosi¢

Stejne jako ostatni postavy vyjma MikuldSe fadime zida mezi masky nelichotivého
charakteru. Zidé vétsinou Zili v nehygienickjch podminkich, ve stisnénych prostorech
ghetta a bez vlastnictvi zemédélské pudy. Z toho divodu se zivili pfedevsim obchodovanim
a pujcovanim penéz. Ve stfedovéku mohli na rozdil od kfest’ant brat droky, coz vedlo
k lichvé. Zidovsti muzi nosili dlouhé vousy a odlisovali se jak odévem, tak stravou ¢ mluvou.
Z toho duvodu zacaly vznikat xenofobni pfedstavy, ¢asto fantasticky zkreslené. Vsechny
tyto vlastnosti se odrazeji také v mikulasské obchuzce, kde vlivem stereotypizace povazoval
venkovsky lid Zida za zipornou postavu. Symbolizoval tak zlo ve stejné mite jako naptiklad
smrt ¢i konik.

1 BROUCEK, Stanislay —JERABEK, Richard (eds.). Lidovd knltura : Narodopisna encyklopedie Cech, Moravy a Slezska.
Praha : Mlada fronta, 2007, s. 928.
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Obchuzkafi byli v minulosti obdarovavani zemédélskymi produkty, nikoliv penézi. Ziskavali
tak oves, obili, $pek a podobné. Muzeme pozorovat paralelu s podomnimi obchodniky, kteti
také obchazeli domy a ziskavali tyto produkty. Postava zida méla v obchuzce funkci noseni
téchto véci. Z tohoto ukonu je odvozen nazev nosic.

V obcich, kde se tato maska vyskytuje, ma na sobé vzdy stary, otrhany odév
a pusobi zprvu castecné neutrdlné, je vsak postavou tajemnou a zradnou. Charakterizuje jej
vyrazny nos, bryle a vzdy ma na hlavé klobouk. Muze mit dlouhé vlasy, popiipadé i vousy.
Tato maska v $ir$im pojeti prosla nejvice zménami, kazdad obec si jej pfizptsobila podle
sebe. Pouze v obci Valasskd Polanka a Horn{ Lide¢ ji stile nazyvaji zidem, ve spousté obci
se maska nazvem pretransformovala na nosice podle funkce, kterou tato postava zastava
a ze ma maska pfedstavovat clovéka zidovského vyznani, si jiz Gcastnici obchuzky casto
neuvédomuji.

Analyza charakteristickych prvka tradice jako kulturniho dédictvi
Deétské 1étani

V oblasti jizniho Valadska k mikulasské obchizce neodmyslitelné patif détské /#rini, které
je natolik specifické, ze 1 samostatné tvofi soucast kulturniho dédictvi regionu. Pfesto je mezi
badateli tento fenomén casto opomijen. Podstata tkvi v tom, Zze se mladi chlapci ve véku
od 7-13 let prevlékaji do kostymu certd, smrti, konikd a zida a prave jim nalezi cas pfed
svatkem Mikulase. Tradice nepiislusi konkrétnimu datu, vaze se k obdobi mezi svatkem dusicek
a Mikulase.

Létini nenese charakteristické prvky obchiizky, jako je tomu u dospélych jedinci. Jde pouze
o spontanni setkavani déti v urcité ¢asti obce, kde maskovani prohani déti v bézném obleceni.
Nejvetsim rozdilem je absence Mikuldse (vyjma Francovu Lhotu, kde ma tradice charakter
obchiizky stejné jako u dospélych jedinct). K vidéni jsou tak pouze postavy zaporného
charakteru. Tyto specifika naim dokladaji autenticitu tohoto obyceje, ktery je v oblasti jiz
od pradivna a nese tyto starobylé rysy. Pravé tim, jak je toto obdobi zahalené do tmy
a spojené se spontannim obchazenim po obci, muzeme pozorovat piezivsi pohanskou tradici,
jez se nevaze ke konkrétnimu datu, a navic neni propojena s cirkevnim Zivotem.

Podobné¢ jako u mikuladské obchtizky se i détské kostymy lisi v kazdé obci, a to z toho davodu,
ze maji témeéf stejnou podobu, jako masky dospélych nositeld tradice. Rozdily mezi maskou
muze a chlapce jsou drobné, vétsinou se jedna o absenci jezoviny, jednodussi ztvarnéni koné
u masky konika ¢i ne tak dokonalé usiti masky, kterou vétsina mladika ziskd od svych rodica,
mnohdy ji usije pravé otec, ktery v minulosti sim obchazel za danou masku. Timto zptisobem
se snazi muzi vést chlapce k této tradici uz o détskych let a predavaji tak kulturni dédictvi
Z generace na generaci.

Tak jako ve vSech ostatnich smeérech détského folkloru, i toto ##ini je utlumeno. Déti travi
veétsinu svého volného casu u televizni obrazovky ¢i pocitace. ,,My sme difv tieba aj mésic
létali. Ted to vypada 14 dni, maximalné tyden. Fakt nejsou décka, nebo jsou décka, ale neni
0 to djem takovy. “* Také tuto tradici casto komplikuje nepfizen pocasi. V pfedchozich letech
bylo zvykem, ze v tomto obdob{ byli malf certi a smrtky vidét kazdodenné po dobu celého
mésice, dnes je tradice sméfovana hlavné k vikendu a nejintenzivnéjsi je to poslednich 14
dni pfed svatkem Mikulase. I pfesto je stale narocnéjsi tyto déti pii terénnim vyzkumu nalézt
a zaznamenat jejich aktivitu.

12 Respondent PM (1996), cit. 11. 6. 2018.
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Nositelé tradice a jejich motivace

Skala nositelti tradice mikulasské obchtizky je velmi Siroka a nelze ji jednoznacné vyhranit.
Jedna se o ryze muzsky zvyk s vékovym pramérem 20-25 let. V minulosti obchazeli pouze
dospéli muzi, v poslednim desetileti pfistoupily nékteré obce vzhledem k nedostatku plnoletych
ke snizeni vékové hranice pro obchazeni. Komunita to v$ak v souvislosti se silnym prvkem
anonymity pfi obchuzce nepocit’uje. Setkdvame se tak s nositeli tradice, ktef{ /g7 jiz od
patnacti let. Zaroven je to v nékterych obcich stile nepifpustné a dodrzuji se stanovené
zvyklosti. Podobné je tomu u problematiky, do kolika let mohou muzi obchézet. Casto
se setkavame s tim, ze upoustéji od aktivni Ucasti z divodu zalozeni rodiny, v obcich Stfelnad
a Valasské Piikazy je toto uplatiiovano nekompromisné. V okamziku, kdy se muz ozeni,
zanika jeho moznost ucastnit se obchtizky. V nékterych obcich se ve vyjimeénych pfipadech
k obchuzce piipoji muzi dichodového véku, neucastni se ji vSak po celou dobu, jedinec
se spiSe jen symbolicky na chvili pfida. ,,Je 7o krdsné, kdyg chodi mladi a tot’ stryc vyleti Sedesdtilety. To
nejde popsat, co to pro nas namend. ‘>

Pocet obchtizkaiu je v jednotlivych obcich odlisny. Jedind Luzna ma ustileny pocet Sest
postav a tento je neménny. Ve vétsiné obcf /##7 v praméru 15 muzu, v obci Lidecko, Francova
Lhota a Valasska Polanka, které jsou rozlohou a poc¢tem obyvatel nejvétsi, je pocet dvojnasobny.

V mensich obcich (Luzna, Valagské Ptikazy, Studlov) jsme se v ptedchozich letech setkavali
s jistym oslabovanim této tradice, nebot’ ti, ktefi by méli byt nositeli, ztraceli zajem o Gcast na
obchiizce. Zainteresovanych muzt ubyvalo a vedouci skupiny mél ¢asto problém domluvit
adekvatni mnozstvi muzi. Nebylo to vSak prozatim alarmujici, vzdy sylesé/ minimalni pocet
muzt pro obchizku, ktery je v obcich stanoven zastoupenim masek. V souvislosti s timto
jsem méla obavu, ze pokud by se zajem v mensich obcich nenavysil, zménila by se struktura
obchtizky, v horsim pfipadé by zcela zanikla. Toto se v$ak nepotvrdilo a i v malych obcich pocet
ucastnikii pozvolna stoupa, stejné, jako je tomu ve vétsich obcich. Dtvodem je zvyseni populace
a také soudrznost nynéjsi generace. Stava se tak, ze v obcich vétsich misto dvaceti obchtizkaia
obchazi ¢tyficet muzt, ve Valasské Polance se jeden den rozdéluji na dvé skupiny z dtvodu
rozsifeni plochy obce, nebot’ pro jednu skupinu by bylo nerealné navstivit vsechny domy, coz
je zakladnim pravidlem. V Lidecku obchazi stabilné skupiny tii. I pfes to, Ze se druzina rozdeli,
pocet jedné skupiny odpovidd poctu obchtizkart, kteif obchazeli kolem roku 2000. ,, 1o je hlavné
g toho drivodn, protoge my tam mame strasné silny rolnik. U nds je to tak, ge migou chodit ti, co ug maji
osmmdct rokd. A my tam mdme fotbalisty, je tam strasné dobry rocnik, to je devadesdt pét, devadesdt sest, a jich
Je hrozné moc. A oni méli minuly rok osmndct, nebo tak néjak to bylo, a tim pddem se nas tolik seslo. Je tam ted’
strasné moc mladyeh, takovych dravych, které to bavi.“* Narast poétu miknldssi ma kladny dopad také
na pasivni ucastniky obchuzky, tedy obyvatele obce. ,, D7 chodilo malo, ted’je to fakt banda. Je na to
aj lepsi pobled, kdyF sa na to podives. >

Pro vétsinu obchuzkaia je nejvetsi motivaci k /##ini zabava, které si jedinci uziji spoustu,
coz utvrzuje fakt, ze prekazkou casto neni ani sadra na ruce, ¢i ortéza na kotnfku. Muzi
se setkavaji s piffhodami, na které radi vzpominaji do konce zivota. Jedni se komplexné
o velmi oblibenou tradici, coz nim doklada skutecnost, ze kazdy v dané oblasti o
tomto svatku velice rdd hovoif. Krom zabavy jsou obchizkafi motivovani reakcemi

Y Respondent RL (1989), cit. 13. 6. 2018.
" Respondent JD (1993), cit. 21. 5. 2018.
15 Respondent PS (1994), cit. 9. 6. 2018.
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obyvatel dané obce. ,,Mdm rid ten pobled téch déti vystrasenych, to si fakt ugivdam. 1 téch lidi, ndm
to i priznaji, $e 3 nds jde respekt, 17 starsi a to tak dovéka nabudi.“*°

Ze strany mladych muzi se mizeme setkat s lakadlem v podobé alkoholu. Ten hraje
vyraznou roli pfi obchtizce ve vSech obcich, nebot’ mikulisi jsou nejcastéji pohosténi prave
domaci slivovici. Nutno viak podotknout, ze jsem se s timto jako s motiva¢nim faktorem
setkala zfidka. Moznou motivaci mohou byt také penize, které ziskaji certi pfi obchtzce.
Ve vetsine pifpadt vak samotnf muzi neziskaji Zadny obnos, vytézek vénuji na obecné prospesné
¢i charitativn{ ucely.

Jednim z nejvyraznéjsich motivac¢nich prvki, coz je dal$im vyraznym rysem tohoto fenoménu,
je zachovani této tradice. ,,Je 70 ta polanska tradice. I to, Ze jsi v ¢ partii téch lidi, e tam se sejdou fakt
Jako vsichnz, takovi ti spravni Polaniansts, takse nezdlesi na tom, jestli si fotbalista, hasic nebo myslivec a ma to
takovii dobrii atmosférn. Ze se blizi ty Vinoce, Ze u to je tak brané. Mné se to dycky libilo odmalicka, dycky
sem si to pral. Pro mié dneska byla motivace, e sem dycky chtél za ty Certy chodit. Z vlastniho pobledu to mam,
ne se by mi nékdo 1ikal, je to Polanska tradice, budes chodit. To ne.“” DuleZité je, ze tuto skutecnost
si neuvédomuji pouze dospéli obchtizkafi, ale uz i mladistvi, u kterych zajem o to stit se
soucasti skupiny certd prudce stoupa. Kontinuitu tradice, ktera je pfedavana z generace
na generaci doklada vyrok nahodného ¢certa ve Francové Lhoté, ktery #za/ v roce 2018 poprvé.
Na dotaz, pro¢ chodi za certa, odpovédel pouze: ,,Muj tata chodil!*.

Podpora ze strany obce

Mikulasska obchtizka je nedilnou soucasti kulturniho dédictvi obci Hornolidecska, které
tuto tradici podporuji, nebot’ je povazovina za jeden z nejvyraznéjsich prvka kulturntho
dénf obce, ale jelikoz je obchtizka svébytnym fenoménem, starostové ani jini zastupitelé se
nijak neangazuji do jeji organizace. Podporu majf nositelé této tradice vSak zajisténou, hlavné
ve spojitosti s poskytnutim zazemi{ v budovach patiicich obcim. V prijezdovych obcich jsou
dale instalovany vystrazné dopravni znacky po dobu konani kulturni akce jako upozornéni pro
fidice, aby dbali zvysené pozornosti a bylo tak zamezeno pifpadnym nehodam.

Ve vyjimeénych piipadech pfispivaji obce také finanéné na mikulasskou obchtizku,
a to napftiklad pfi vyrobé nové masky. ,,Mikuldsské masky se pripravuji pred obehrizkon nékolik tydni,
obec poskytuje prostory pro opravovani masek, bébhenr roku mdme masky uskladnény na obecnin tirade, finaniné
Jsme podporili vznik novyeh masek, dvon Certi, darma poskytujeme azgems pri pochiizRdch, krdtka hodné
nam dlegi na tom, aby tradice probihala jako doposud.“® |, Prispivali sme v lofiském roce, potiebovali
si nechat usit novy kofuch, tak tam sme piispivali, ale je to vyjimecné, protoze obchtizka je
na zakladé dobrovolnosti a oni si vyberou tolik, Ze jim to staci.«"

V kontrastu s touto podporou vsak stoji problematika postupného vytraceni jezoviny
z obchizky. Nutno podotknout, ze obchtizkafi, jez majf stale pfipevnénou jezovinu k masce,
ji téméf nevyuzivajl. 1 pfesto stile dbaji na poctivou hygienu a pravidelné ji dezinfikuji.
Prvnim impulzem byla vyhlaska z hygienické stanice, ve které je psano, ze jezci kiuze
muze byt soucasti masky jako doplnck, nesmi byt pouzita. Ackoliv v nékterych obcich
se jezovina stale vyuziva, v nékterych od ni upustili sami obchtizkafi. ,,Ono je to mognd
lepsi bez toho. Neg riskovat. Treba by to moblo dojit do zdkazu provezu tady t¢ tradice. Jd
osobné jsem proti jegoviné. Tata mél taky otravu krve a ja napuchlé rameno jak kopacik.

1 Respondent VM (1996), cit. 8. 6. 2018.

7 Respondent JT (1992); 22. 5. 2018.

'8 Respondent J T (starosta), cit. 16. 5. 2018.
1 Respondent MP (starosta), 14. 6. 2018.
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Nic prjjemného ta lécha. “® Pti vyzkumu bylo zjisténo, ze vyhlasku si stanovuji jednotlivé obce,
které apeluji na obchuzkafte, aby upustili od jezoviny, a zakazaly tak jejl vyuzitl. V opozici
k tomuto faktu stoji duraz na uchovani tradice v autentické podobe, kdy jezovina k maskam
neodmyslitelné patti. |, Tak jd jsem tieba o idné vybldsce nevédél atim, to je pro mé novd informace. Je
to symbolikum, kieré bylo védycky, taksge by byla kravina, kdyby se to néjak _jako 3rusilo, kagdopddné vim,
Ze tam vidycky pak funguje néjaka dezinfekce, tak ono to projde néjakym procesem, aby to nemélo néjaké
ndsledky. Takse si myslin, nechal bych to, gas jako kluci nejsou takovi, Ze by tu jegovinu pongivali jen, $e
by chtéli jako ublizit, protoge oni vi, $e to samo o sobé pichd.‘® Nejen z ptedchoziho vyroku, ale po
rozhovorech s respondenty lze usoudit, Ze je jezovina povazovana za regionalni raritu a proto
by méla zustat zachovana jako soucast masky ¢i jejtho dopliku.

Identita

Mikuldsska obchtzka je fenoménem natolik
vyraznym a vyznamnym, ze prvek uchovavani
identity v obyvatelich dané oblasti je neobycej-
né silny, a to v pfipadé identifikace regionalni
1lokalni. ,,Je to tradice, je to od nepaméti, bez toho by se
obesli lidi, ale patii to k 1 dédiné, nékdo to prejde, nékdo
trpt, pokud tam mi své viastni déti, vnuky, tak to pro-
$ivd tenble ritudl. Kdyg to nékdo nemd rid, tak neotevie
a nikdo si 3 toho nic nedéld. “*

Zajimavé bylo pozorovat nazory, zdali to
v jedinci upeviiuje pocit sounalezitosti v sou-
vislosti s konkrétni obci, nebo tento vztah pocit’oval spiSe k oblasti Valasska jako takového.
Casto jsem se setkala s myslenkou, kdy byli obéané diky mikuldsiim vyrazné hrdi na svou obec.

Foto 4: Syt se zacernénym oblicejem bez, oblicejové masky.
Lidetko, 2015. Foto autor

Uz jen nekonecény spor o to, kdo ma nejhezdéi Certy nas utvrzuje v tom, ze zde mizeme ho-
vofit o dokladani své identity vaci obci. Na druhé strané stoji obyvatelé mensich obci, kte-
i az tak nelpi na své obecn{ identité, ale uvédomujf si, ze to je jedna z valasskych tradic
a pfislusnost tak pocit’uji k regionu. Zaznamenala jsem tak nazor, kdy jedinci touzili vyzkou-
$et si obchuzku v jinych, napiiklad vedlejsich obcich. V kontrastu s timto jsem se setkala ale
s vétsinovym nazorem, ze jejich obec ma obchtzku a masky nejlepsi a zména obce by ab-
solutn¢ nepfipadala v dvahu, nebot’ v kontextu mikulasské obchtizky je pro nositele tradice
charakteristické jiné obce popichovat a ¢astecné i zesmésnovat. Tyto konkurenéni tendence
se vSak nedotykaji pouze mikuldsské obchtizky, ale prolinaji se celym zvykoslovim.

Zasadnim zjisténim pro mne byl fakt, ze i pfes socialnf a hospodafské zmény, kterymi
valassky venkovsky lid prosel ve 20. stoleti, muzeme pozitivn¢ hodnotit kontinualni
provozovani obchiizky. Dokonce 1 behem druhé svétové valky nebyla tato tradice pferusena,
byla pouze zkricena. Rovnéz v obdobi socialismu, kdy byl rezim ¢aste¢né proti tomuto
fenoménu, nebot’ je spojen s kfest’anskym svatkem, byli sice aktivni ucastnici vyuzivani
k riznym brigddam vyménou za povoleni k obchutzce, ani tak vsak nebyla kontinuita
narusena. Je pozitivni pozorovat, ze tak, jako to nékteré tradice neustaly a zanikly, mikulasské
obchiizky naopak vzkvétajl a tési se ¢im dal vétsi oblibé, mozna pravé diky tomu, Ze

* Respondent OP (1995), cit. 20. 5. 2018.
! Respondent JD (1993), cit. 21. 5. 2018.
* Respondent MV (starosta), cit. 16. 5. 2018.
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tradice nen{ nijak f{zena, je pouze dédéna z generace na generaci a formuje se spontanne.
Pravdépodobné zde vsak hraje nejvétsi roli prave doklad identity obyvatel této oblasti, ktef
si obchuizku nenechali upfit ani v dobach nejtézsich.

Zapsani mikuld§skych obchtizek na Seznam nematerialnich statkd tradi¢ni lidové
kultury Ceské republiky

V poslednim desetileti se rozsifuje povédom{ o mikuldsské obchtizce na Valassku, a to
diky medialn{ propagaci, vystavam, ale také v reakci na ucast Certl na jarmarku ve Valasskych
Kloboukach ¢i ve Valasském muzeu v ptirodé v Roznové pod Radhostém. Badatelé zacali
intenzivnéji reflektovat vyznam mikuladské obchuzky pro oblast Valadska, ale také urcita
specifika, diky kterym je tato tradice jedinecnd. V reakci na tyto skutecnosti se zacalo uvazovat
o moznosti zapisu této tradice na Seznam nemateridlnich statki tradiéni lidové kultury Ceské
republiky, ktery je narodnim derivitem seznamu UNESCO (Organizace OSN pro vychovu,
védu a kulturu).

Ve vyzkumu jsem se na tuto problematiku zaméfila a zaznamenavala jsem rozlisné reakce
a nazory na skutecnost, ze by mohla byt tradice zapsana a byla tak dale propagovana touto
cestou. Ti, ktefi se zapisem souhlasi, uvadi jako hlavn{ pozitivum fakt, Ze by se obchtizka
zviditelnila, tudiz by vzrostl cestovni ruch, coz by znamenalo, Zze by to pfitahlo masy lidi
a bylo by to ekonomicky ptinosné pro oblast. , 1o by jako akordt prinesto néco. V" momenté, kdy
by to bylo zapsané v UNESCU, tak by o tom krdtka védélo hrogné moc lidi. To je ten proni bod, jo?
Cog znamend, e by to sem pritablo lidi. Cog znamend, $e by bylo pro nasi krajinu jako ekonomicky lepsi.
Stoprocentné.‘® Nezasvéceni lidé do této problematiky maji podobny nizor a jsou pro to, aby
byla obchtizka zapsana. Jako hlavni divod uvadi pravé ekonomicky pfinos a zviditelnéni této
obchizky.

Sdruzeni Hornolidec¢ska v cele se starosty obci prozatim odmita fakt, Ze by se o tomto
mohlo jednat, s tim, Ze si uvédomuji, kolik za zpracovanim tohoto zapisu stoji prace a nikdo
se tohoto ukolu nechce chopit. Zaporné reakce jsem zaznamenala také u vétsiny aktivnich
ucastniktt obchiizky. Hlavnim divodem, pro¢ se stavi k zapisu spiSe zaporné je fakt,
ze obchuzka je v kazdé obci odlisnd a podle respondentli neni zarucena udrzitelnost.
WMy,  jako  sdrugeni Hornolidedska, se &  tomn  postavilo  gdporné.  Jeliko$  driime  basn,
tak bysme se o to moc nepokousels. |d nevim, jak to probibalo, jak se to esilo sem u toho nebyl, ale je s tym hodné
price a nikdo si to nechté] vit na triko a pak je to dost rozlisné v tyeh dédinach a pak nejakd ndritelnost. Tady
52 0gari za dva roky zrusi smrticky, a kdo ponese odpovédnost 3a to, Ze budon?“®* Z.e je problematika zapisu
kontroverzni zalezitost{ nam doklada vyrok starosty jedné z obci, ktery nema zcela negativni
postoj. ,, Tuto otazku jsme jig diskutovali, ale ne vsichni maji stegny ndzor. Obava g urcitého omezovdnt, osobné
i myslim, e by si tato otdgka gaslougila vétsi diskuzi, osobné bych s tim problém nemél, pokud by to
do budonena tuto tradici nesvazovalo.

Nektefi respondenti se snazi hledat feseni, aby obchtizka probé¢hla podle zvyklosti i pfes to,
ze by se stala popularni a méla by spoustu zajemct, kteif by si ji chtéli prohlédnout. Moznym
rizikem by vsak bylo postupné vymizen{ autenticity mikulasské obchtizky. I v pfipadé, Ze by se
v nékterych obcich tato problematika dala fesit tak, Ze by se pocetnéjsi skupina (asi 40 muzi)
rozdélila na pul, pulka by obchazela obec a pulka se predvadéla vefejnosti, toto neni realné fe-

» Respondent JD (1993), cit. 21. 5. 2018.
* Respondent KM (starosta), cit. 16. 5. 2018.
» Respondent JT (starosta), cit. 16. 5. 2018.
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$enf v obcich mensich, kde je obchiizkara nizky
pocet. ,,Neni problém, e by se protibla kvili divd-
kiim. Tak by to bylo 5 dny. Jaky je rogdil mezi dvouma
a tiema dnama? Jeden den a dva dny, to ug je tieba,
ale kdy% ug se chodi dva, tak proc ne tri. Ale predsta-
vil jsem si opravdu tu masu lidi, kterd se pude podivat
a ug vbledem k tommn, Ze nds je jako fakt hodné, teba
(tyficet, tak si myslim, e to divadlo miige délat dvacet.
Mné to neprijde jako problém. Viibec ne.

Téma by rozhodné¢ bylo pithodné
rozvinout a projednat znovu s obyvateli obci,
nebot’ negativni nazory jsou casto zalozeny

Foto 5: Zastavovini aut ve Stielné. Strelna, 2015, Foto autor
na mylnych informacich. Sama jsem vSak

k této problematice skeptickd. Dilezitym aspektem této tradice je fakt, Ze je spontanni a obec
nijak nezasahuje do organizace ani déni. Podoba masek, ale i prab¢h obchtzky je v kazdé
obci individualni. Nejvyraznéj$im prvkem mikuldisii zistava dodnes nckolikrat zmiflovana
autenticita, kterou by mohl zapis na Seznam nenavratné poskodit. Vyrok respondenta nam
vsechny tyto teze doklada a je na misté, aby se problematice pifslusni badatelé do budoucna
i nadidle veénovali. |, Iniciativu  zapsat  pochiizky  do  nehmotného  dédictvi UNESCO
Jsem  zaregistroval wg pred nékolika lety. Vim, Fe nékteré wvesnice tebdy wmiély trochu  obavy,
co za povinnosti by g toho phynuly. Osobné bych uriité tak skepticky nebyl. Kagdopddne,
at’ s UNESCEM, nebo bez, néj, diilezité je tuto skvélon tradici udret, predat miadym a donfat, $e oni ndélaji

to samé. ‘©

Zaver

Miknldsi patii mezi nejvyznamnéjsi tradice jizntho Valasska, a to i pfes to, ze jsou pro
vnéj$i pozorovatele dosti kontroverznimi. Nikdo z obyvatel dané oblasti si neumi pfedstavit,
ze by zvyk /fétini ¢ertd zanikl. Nékteff lidé maji z tradice dokonce strach, nebot’ obchazeni
si spojujf s noci a setkala jsem se tak s respondenty, ktefi jsou od détskych let natolik
traumatizovani, ze se rad¢ji vyhybajf interakci s maskovanymi. Vétsina obyvatel vsak povazuje
certy za neodmyslitelnou soucast kulturnfho dédictvi nejen své obce, ale i celého Valasska,
a nejinak je tomu ve spojitosti s #tanim malych Certd, kterym nalezi obdobi pfed svatkem
Mikulase.

I pfes drobné aktualizace a promény vymezuje zvyk diky kontinuité fadu shod s podobou
zaznamenanou pfed padesiti ¢i sto lety. V soucasné dobé jsou dilezitou organizacni
platformou tradic obce ¢i spolky, kdezto dffve obchiizky zajist’ovali jedinci. Tuto spontannost
mizeme dodnes pozorovat u mikuldsi, nebot’ v nékterych obcich zkoumaného regionu
se obchuzka formuje bez zéavislosti na nékterém ze spolka ¢i jiné instituce dané obce, tudiz
i charakter organizace se odlisuje od dalsich obchiizek, jez jsou souéasti virocniho obycejového
cyklu.

Pro obyvatele neni /tini pouze jakousi udalosti, ale upeviiuje identitu a svazuje tak
populaci se svymi pfedky. Komunitu, ¢i skupinu obchiizkaiu sdruzuje tato oblast tradi¢ni
lidové kultury nejen po dobu konani obchizky, ale vzhledem k dlouhodobym pifpravam

% Respondent JD (1993), cit. 21. 5. 2018.
" Respondent PF (1984), cit. 21. 5. 2018.
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celorocné. Nositelé tradice nabyvaji spolecnych zazitk a vznikaji tak mnoholeta, ¢i
celozivotni pratelstvi. Zaroven vsak mikuldsi upeviuji mezi obyvateli pifslusnost k dané
obci, ale také regionu. Mikulasské obchuzky vzdy patfily na Hornolide¢sku k vrcholu nejen
adventniho obdobi, ale celého vyroéniho obycejového cyklu. Piestoze jiné tradice, napiiklad
masopustni obchtizka, /Jucky, ¢i Velikonoce podléhaji zménim, mikulisi zGstavaji v takika
neménné podobé a takto jsou pfedavany generacim budoucim. Mladi muzi si sami vyrabéji
masky, pomahaji mlad$im chlapctim a pfedavajf jim tak jisty druh poselstvi, které ma nejvetsi
pravdépodobnost pfezit dalsi spoustu let v distojné podobe. To, ze obchtzkati zajist'uji
kulturni déni v obci a svou aktivitou dotvaii podobu tradi¢ni kultury Ceské republiky,
si pravdépodobné jednotlivel ani neuvédomuyi.

Pri vyzkumu jsem si uvédomila, Ze ackoliv se jednd o obchtizku, jez je tzce spjata s katolickym
prostfedim a svatym Mikuldsem, nepodafilo se v této oblasti piekryt rezidua pfedkfest’anskych
verskych pfedstav. Hlavni postavou tak neni Mikulas, jak by se mohl kazdy domnivat, ale Certi.
Ti jsou ustfednimi postavami celého fenoménu /#ini. V nékterjch obcich je tato skutecnost
natolik vyrazna, ze je cela skupina aktivnich ucastnikti obchuzky nazyvana certi.

Stejné jako doba ma i mikulasska obchtizka sviij vivoj a bude zalezet jen na tom, jak se k této
tradici postavi soucasna generace a do jaké miry povede své potomky k tomuto vyraznému
a jedinecnému zvyku.
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Welcome; Family friendly. Gamification in musenm

The purpose of this article is to show ways how to promote a regional museum as an attractive choice for
families with children for their leisure time activities. The aim is to promote the mascot of the museum
as an attractive and interactive guide. The article presents the principles of gamification for museum’s
promotional activities, the combination of offline and online communication with audience, especially
parents with children. The first part of the article is about target audience and their specifications. For
the purpose of the project, we chose the audience of parents with children. Then we applied the chosen
techniques, such as gamification, storytelling, and interaction, to create an abstract museum guide -
the mascot of the museum, specifically Novohrad museum and gallery in Lucenec. This mascot then
communicates with the youngest audience of the museum through offline/online channels.

Key words: communication tools, gamification, mascot, children visitor, interactive elements, ambient
media, The Novohrad Museum and Gallery in Lucenec

Uz v roku 1973 sa H. Shettel zaoberal otazkami, ,,¢o tvori gagitok v miizen, preco India navstevuyi
miizenm a preco nie, kto navstevuje mizgenm a kto nie”.’ Tieto otizky su aktualne aj dnes. Najmi
v désledku globalizacie, digitalizacie a disneyfikacie kultiry ako takej. Je potrebné si uvedomit’,
ze na trhu kultury sa vyskytuje silny konkurencny boj o priazen verejnosti. Muzea sa musia
naudit’ viaimat’ potreby navstevnikov, ako i trendy v ich spravani a nasledne nim prisposobit’
svoje produktové portfélio a spdsob komunikacie. Ako vsak zaujat’ svojou ponukou lokédlne
publikum, ktoré poznid nase muzeum, ked nedisponujeme finanénymi prostriedkami na
zakapenie napriklad interaktivnych kioskov, ¢i modernizaciu vystavnych priestorov, a tym im
priniest’ zazitok zahrani¢nych muzef? Napriklad zavedenim cyklicky sa opakujicich programov
so zameranim na presne ur¢ené publikum a vytvorenim herného prostredia.

Cielom projektu ,,Vitajte: Family friendly* je vytvorit’ atraktivny priestor pre rodiny
s det'mi v priestoroch Novohradského muzea a galérie (NMG). V pripade tohto muzea ide
o experimentalny projekt. Jeho ambiciou je vytvorit’ platformu pre aktivne travenie vol'ného
¢asu rodin s det’'mi, s minimalizovanim finan¢nych, personalnych a materidlnych vstupov muzea.

' SHETTEL, Harris H. Exhibits Arts Form or Educational Medium? In: Museum News, 32, 1973, s. 32-41.
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Vyuziva doterajsie poznatky a principy z muzejnej pedagogiky, tvorby vystav, marketingovych
teérif a trendov, pricom zohladnuje moznosti muzea na jednej strane a potreby navstevnika
na strane druhej. Jednotlivé vedné discipliny su v praci navzijom prepojené a vydst’uju
do projektu ,,Vitajte: Family friendly*. Ambiciou prace je poukazat’ na moznosti, ako vyuzit’
poznatky z principov tvorby hier, gamifikacie, v muzejnej praxi. Cielom tejto prace nie je
zamerat’ sa na teoretické analyzy akademickych tedrii, ale ponuknut’ prakticky priklad, ako
sa Novohradské muzeum a galéria rozhodla vyuzit’ svoj potencial. Avsak pre prehladnost
prace sme sa rozhodli najprv popisat’ marketing muzea v kocke, kI'icové pojmy a tematické
okruhy v kontexte témy prace. To umozni ¢itatel'ovi pochopit’ podstatu projektu v adekvatnych
suvislostiach. Nasledne sa budeme venovat’ jednotlivym fazam projektu.

Z pohl'adu muzejnych pracovnikov je dolezité sledovat’ nielen zdujem verejnosti o muzeum,
ale aj sposoby, akymi sa potencialny navstevnik dostava k informacidm o muzeu a jeho ponuke.
Pri priprave nového projektu je ddlezité si uvedomit’, s akou cielovou skupinou chceme
primarne pracovat’. Jej urcenie je délezitym krokom, lebo pomaha odpovedat’ na otazky, ktoré
sa pocas priprav projektu vyskytnd tak, aby bola odpoved ¢o najspecifickejsia. Ciel'ové skupiny
maja svoje charakteristiky ako vek, demografické zazemie a pod. Avsak pre tvorbu projektu je
vhodné odpovedat’ aj na d’alsie otazky, ako napriklad: Kde komunikuje? Kde hl'ada informacie?
Navstevuje nase mizeum? Je medzi nasimi on-line fanasikmi? Pomoct’ moze aj vytvorenie
postavy, ktord reprezentuje dané charakteristiky.

Aj ked sa problematike nami zvolenej cielovej skupiny deti a rodiny s det’'mi venuje
vysoka pozornost’ a mozno by si zasluzila vicsiu pozornost’ kritickejsia skupina navstevnikov,
v Novohradskom muzeu a galérii chceme zac¢at’ ,,nanovo®. A s ohfadom na skladbu navstevnikov
sme sa rozhodli vypracovat’ projekt pre tato ,,najvd’acnejsiu® skupinu a budovat’ s nou vztah.

Marketing muzef a marketingovy mix v kocke

Co tvori obsah a podstatu pojmu marketing? ,, Potreby, Zelania, dopyt, ponuka, produkst, vymena
a transakcia, hodnota, ndklad a spokojnost, trh, podnik, dnjmové skupiny, resp. stakeholders.”” Bohuzial,
stale sa stava, ze pod pojmom marketing si mnoho I'udi predstavi reklamu a PR, teda cast’
marketingovej komunikacie, ktora je sucast’ou SirSiecho pojmu marketing. Marketingovy mix
predstavuje subor marketingovych nastrojov, ktoré st institiciou vyuzivané tak, aby dosiahol
stanovené marketingové ciele na ciefovom trhu.’ V rimci kultirnych organizécii, ktorou je aj
muzeum, pozostava tento mix zo $iestich premennych: produkt, cena, distribicia, marketingova
komunikacia, Pudia a fyzické prostredie.* Ciefom tejto casti nie je zamerat’ sa na definovanie
pojmu a vysvetlenie sivislosti medzi jednotlivymi prvkami, ale o poukazanie na jeho Specifika
v muzeu. Podl'a M. Tajtdkovej je dolezitou zasadou uplatnenia marketingu v kultare ,,podradenost’
marketingu umeleckym cielons*, v pripade muzef podriadit’ marketingové aktivity ciefom organizacie,
nenadradit’ marketingové aktivity zmyslu a podstate muizea. Dalej Tajtakova tito zasadu
charakterizuje nasledovne: ,,S/Higi najmi na zefektivnenie vzdjomne komunikdcie medzi kultiirnon
organizdcion a_jej publikom. Jeho silohon nie je asabovat’ do umeleckych ambicii kultiirne organizdcie, ale
Skir spravne pregentovat, nacasovat’ a davkovat’ jej ponukn, vyugit’ pomer med3i spotrebitelsky atraktivnymi
produktmi a projektmi zaujimavymi 3 umeleckébo hladiska, a to bez obrogenia hlavného posiania kultiirneg

> KITA, Jaroslav a kol. Marketing. Bratislava : Tura Edition, spol. s 1. 0., 2010, s. 19.

3 KITA, ref. 2, s. 29.

4 TAJTAKOVA, Maria a kol. Marketing kultiry. Ako oslovit’ a ndrzat’ si publikum. Bratislava : Eurokédex, s. r. 0., 2010,
s. 260.
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organizacie.® Aby sme tuto charakteristiku preniesli do oblasti muzei, cielom marketingu je
zefektivnenie ponuky muzea pre potreby navstevnikov. Efektivnou formou sa javia prave
sprievodné programy, ktoré moézu sluzit’ ako testovacie balicky, vdaka ktorym vieme zistit’,
na aku ponuku reaguje nase lokalne publikum, respektive naucit’ svoje publikum prijimat’ nova
ponuku a pripravit’ ich na zmeny. Programy dokazu pruznejsie reagovat’ na potreby trhu, st
menej financne naro¢né a v pripade nedspechu st ¢asovo jednoduchsie prispdsobitelné novym
zisteniam. Zaroven sa pri ich produkcii zabezpedi ich nadviznost’ na poslanie a Specifikiciu
muzea.

Produkt

Co tvori produkt muzea? Z marketingového pohladu je produktom muzea jeho ponuka pre
verejnost’. Najdolezitej$im prvkom st expozicie a vystavy, tie by mali byt’ ,,produktom* toho
najlepsieho, ¢o vie muzeum pontknut’. H. Shetell definuje nasledujice faktory ich efektivnej
produkcie: stanovenie cielov, vyber obsahu, poradie a $truktira informacii, aktivna participacia,
techniky fixujice ziskané informdcie, testovanie efektivnosti. A vyzdvihuje, Ze ,,expozicia je
produktom toho najlepsieho, o mize mizenm ponsiknut™® Avsak produktovy mix muizea je omnoho
$irsi a hlbsi.

Tab. 1: Produktovy mix miizea

Cenova ponuka Doplnkova ponuka
Vlastna produkcia Ina produkcia Vzdelavanie Spolo¢enské | Publikacie | "Komeré-
akcie né vyrobky
a sluZby"
"stala expozicia "prebraté vystavy | "prednisky "Klubové "Publikacnd | "Obcer-
kratkodobé vystavy festivaly" semindre akcie c¢innost’ stvenie
triendle tvotivé dielne | Besedy " Vyskumné | Darcekové
sympdzia" vzdelavacie spravy predmety
programy Sprievodné | Prendjom
poradenstvo " materidly priestorov"
k vystavam
Reklamné
informacie
materialy
Kalendare
apod."
Cena

Vo vi¢sine muzei na Slovensku je cena dotovana alebo subvencovana, a teda spottrebitel’ zaplati
iba ¢ast’ nakladov vynalozenych na produkt. Na zvysku sa podiel'a $tat, fondy, rézne granty,
darcovia a pod. Pri stanoveni cien v pripade novych programov pre verejnost’ odporucame
vychadzat’ zo stanovenia cien podl'a nakladov a zohl'adnit’ zauzivanu cenu vstupného.

STAJTAKOVA, ref. 4, s. 46.
¢ SHETTEL, ref. 1, s. 32.
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Distribucia
V praxi sa vyuziva priamy distribucny kanal, teda mizeum — navstevnik, bez vstupovania
sprostredkovatela.

Ludia

Vyznam ludského faktora je v muzejnej praxi zjavny. udska praca a kreativita v produkénom
procese je nenahraditelnd. Bez zanietenosti, zdujmu, motivacie a kreativity Tudi muzea
nemoézu fungovat’. Z hladiska marketingu je dolezité venovat’ pozornost’ jednotlivym rolam
zamestnancov a ich vplyvu na navstevnikov, v urovniach kontakt s navstevnikom a vplyv na
tvorbu marketingovych stratégii.” Ci uz ide o kontaktny personal, ktory je bezne v kontakte
s navstevnikom, alebo koncepcny, ktorého rola je vo vytvarani a koordinovani marketingovych
stratégif. Pri priprave jednotlivych programov, stratégii ¢i definovani cielov nesmu koncepcni
pracovnici (vedenie, odborni pracovnici) zabidat’ diskutovat’ s kontaktnymi pracovnikmi
(predovsetkym lektori, pokladnicky, a pod.), ktori poznaju skladbu navitevnikov najlepsie. A na
zaklade ziskanych informacif z prvého kontaktu stanovovat’ realne ciele a nadvizujuce stratégie.

Fyzické prostredie — miesto

Vyznam fyzickych atributov a atmosféry prostredia, v ktorom dochadza ku spotrebe, uzitiu,
kultdrneho produktu je velmi vysoky. Medzi atributy zarad’ujeme nielen stav a charakter budovy
a interiérové rieSenie. Dolezitym atribitom je aj typ osvetlenia, dizajn prostredia, vone, klima,
farby, hudba, ruchy a pod. Viaczmyslové zapojenie mé vplyv na prezitie komplexného zazitku.

Marketingova komunikacia

Marketingova komunikacia je najviditel'nejSou ¢ast’ou marketingového mixu. To je dovod,
preco si ju mnoho F'udf zamiena s marketingom ako takym. Jej cielom je ovplyvnit’ postoje
ciefového trhu smerom k pozitivnej zmene v jeho spravani, zlepsit’ imidz mudzea a pod. Nastroje
a techniky vyuzivané v marketingovej komunikdcii vytvaraju tzv. komunikac¢ny mix, ktory je
tvoreny: reklamou, PR, podporou predaja, osobnym predajom, priamym marketingom a event
marketingom.® Skladba komunika¢ného mixu muzea zévisi od stanovenych komunikaénych
cielov, finanénych moznosti, zvyklostf a v neposlednom rade od cielového segmentu. Medzi
najvyuzivanejie v praxi patria: plagaty, billboardy, reklama v tlaci, PR c¢lanky, newslettre,
pozvanky na vernisize, webstranka, socialne média a event marketing;

Regionalne miuzeum z marketingového pohl'adu

Regiondlne muzea so $pecifickym zameranim zbierkového fondu a vystavného planu sa vo
vSeobecnosti mozu javit’ ako menej zaujimavé pre verejnost’, resp. lokalne publikum. Nakol'ko
ich $pecifické zamerania nemusia byt’ z pohladu navstevnikov natolko zaujimavé, nemusi sa
zhodovat’ s ich zaujmami. Pricom aj Specifické regionalne muzed maji ¢o pondknut’, mozu
oslovit’ svoje publikum a ukazat’, ¢o vsetko sa skryva za danou problematikou.

Dalsim problémom, ktorému musi éelit’ nejedno regionalne muizeum, je cestovny ruch.
Vyznamnym faktorom, ktory vplyva na regionilne muzeum, je charakter budovy. V ptipade
zamku ¢i hradu su tieto budovy verejnost’ou vaimané ako zaujimavejsie nez standardné budovy,
v ktorych sidli nejedno regionalne muizeum. Je potrebné si uvedomit’, ze konkurencia muzef

TTAJTAKOVA, ref. 4.
8 KITA, ref. 2.
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nezahfnia len d'alie kultirne organizacie, ,,ale aj vsetky ostatné podniky, ktoré sitagia o spotrebitelov
volny éas”’ Netreba zabudat’ ani na celospoloéensky problém, ktorym je trend navstevnosti
muzei. Vo vSeobecnosti mozeme charakterizovat’, ze ma klesajicu tendenciu, ¢o potvrdzuju
vysledky navstevnosti. Pripadne u lokalneho publika ¢asom vznika predstava, ze ,,ved’ tam sa nic
nemeni”. Tento jav zapri¢inuje predovsetkym stav stalej expozicie, ktora sa ¢asom stiva menej
atraktivnou. Tu sa otvara d’al${ priestor, a to vzdelavat’ verejnost’ o fungovani muzea.

Stale expozicie su orientované koncepéne, to znamena, ze stala expozicia sprostredkiava
hlavny obsah mzejného tezauru a ukazuje zberové, vyskumné, dokumentaéné a komunikacné
ciele muzea. Nie je to len vystava, ale nizorné sprostredkovanie aktualnych poznatkov, bezpecne
dokazanych, na zaklade muzealii, ktoré boli vybraté zo zbierkového fondu ako exponaty.
Prezentuje vybrané fakty tak, aby boli uchopitelné pre co najsirsie publikum, zohladnuje
vekové, vzdelanostné rozdiely, rozdiely v socidlnej prislusnosti ¢i geografickom a kulturnom
povode. Aj ked ma privlastok stila, expondty v nej sa mozu obmienat’, pretoze zbierkovy fond,
z ktorého sa pri tvorbe stalej expozicie vychadza, nie je staticky, neustale sa dopliia a meni.

Zmyslom stalej expozicie je vd'aka vystavenym muzealidm a aktudlnemu stavu poznania
problematiky predstavit’ tému Specifického zamerania muzea verejnosti. V pripade stalej
expozicie sa aj vd’aka zakonnym podmienkam moze rychlo javit' pre lokalne publikum ako
,,obkukana®. Doplnenim o programy, ktorymi moéze flexibilnejsie reagovat’ na poziadavky
navstevnikov, mozeme taktiez vytvorit’ zo stalej expozicie ,,zivy organizmus®, zivy produkt
muzea. Okrem doplnenia nového zazitku sa tu vytvara priestor na experimentovanie s tzv.
objektmi nemuzejnej hodnoty, ako st substituty, didaktické exponaty ¢i zabavné exponaty.

Substituty su veci, ktoré v uréitom pouziti nahradzaju iné veci, ich funkciou je nahradit’,
zastupit’, ptipomenut’, doplnit’ pouzit’ a rozsirit’ expoziciu.'” V sticasnosti sa kladie doraz na
originalitu predmetu, pokial je to mozné, a na pribeh konkrétneho predmetu. Pri animacnych
programoch je vSak viac nez nutné pouzit’ dalsie didaktické ¢i zabavné exponaty, co najviac
evokujuce pribehy, ktoré chceme navstevnikom poskytnut’.

Uplatnenie novych médii v expozicii ma viacero pozitlv, ako napriklad odlPahcenie
a zjednoduSenie expozicie, vyuzitie doplnkovych informacii, nahradenie klasickych popisov
putavejSou formou, uplatnenie multimedialneho obsahu podporujuceho kontextualitu ¢i
zvySenie atraktivity.!! Pti individudlnej prehliadke expozicie sa navstevnik stretava s konkrétnymi
predmetmi, avSak tieto vnemy, vizudlneho charakteru, nie je schopny navstevnik uchopit’
a vclenit’ ich do ststavy aktualneho poznania.

Vysvetlenie kI'i¢ovych pojmov

Ganmifikdcia: Jednou z najefektivnejsich technik, ktorou je mozné kontrolovat’ konanie
navstevnikov zamyslanym smerom, je forma hry."* Pojem gamifikicia podla G. Zichermana
a Ch. Cunninghama spaja principy tvorby hry v nehernom kontexte, ktorého cielom je vdaka
hernému mysleniu a hernej mechanike zvysit’ angazovanost’ a zaujem hracov, v nasom pripade
navstevnikov smerom k vystave. Vyuzitie principu hernej mechaniky, a teda prislub hry, je vo
vseobecnosti dobrym motiva¢nym faktorom, stimulom k aktivite vyvolavajici pocit potesenia

" TAJTAKOVA, ref. 4, 5. 59.

1" Blizie napt. BENES,JOSC£ Original a substitut z hPadiska muzeologického. In: Miizeum, ro¢. 32,1987, ¢. 1,5, 9-15.
" Blizsie pozti SOBANOVA, Petra. Muzegjni expozice jako edukacni médium. 1. dil. Pristupy k tvorbé expozic a jejich inovace.
Olomouc : Univerzita Palackého, 2014. Kapitola 8.2. Nova média v expozicich, s. 270-280.

2SHETTEL, ref. 1, s. 41.
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z prekvapenia. Zametiava sa na tri zakladné komponenty: potesenie — odmena — cas.” Pri
ptiprave je podla C. Murphyho a kol." délezité z pohPadu angazovanosti, aby boli dodrzané
urcité faktory, ako jednoznacne urcené ulohy, spitna vizba, ako hra¢ postupuje, balansovanie
narocnosti so skusenost’ami hracov a ¢asom uréenym ku hre a minimalizovat’ ruchy. Tieto
zasady moZzeme najst’ aj medzi hlavnymi pedagogickymi zasadami, ktoré uvadza aj P. Sobafiova.
Je to zasada vedeckosti, uvedomenia a aktivity, primeranosti, spitnej vizby, primeranosti veku
a schopnostiam, individudlneho pristupu, komplexného rozvoja, spojenia tedrie s praxou,
postupného podavania témy, emocionalnosti, nazornosti, reflexivity a problémového sp6sobu
podania obsahu.” Utéenie hricov, pre ktorych je projekt pripravovany, nim pomodze pti
priprave scenéra, ale aj naslednej komunikaénej stratégii projektu. Cim presnejsie si uréime
hracov, teda nasu cielovu skupinu, tym budeme efektivnejsi pri priprave uloh a ich naroc¢nosti.
Budeme lepsie vediet’, ako motivovat’ navstevnikov a pod.

Vzhl'adom na skutoc¢nost’, Ze projekt ma mat’ podobu experimentu a vyuziva aktuilne
technicko-finanéné moznosti NMG, zvolili sme si a redizajnovali sme principy gamifikacie podla
moznosti muzea. Nejde teda o Cistd gamifikdciu podla tedrii, ale vyuzitie tychto poznatkov
v kontexte nasich moznosti. Jednym z problémov je finan¢na narocnost’ projektu v pripade
vyuzitia interaktivaych digitalnych technolégii. Na druhej strane sme zvazili aj problémy zo
strany navstevnika. Sice uz viacero 'udi vyuziva smartphone, pokladdme vsak za neetické ziadat’
od navstevnika, aby mifal svoje platené data, ked’ mizeum nedisponuje vlastnym verejnym wifi
pripojenim. Dalej sme zvazili moznost’ odbremenit’ zazitok z vystavy od digitdlnych displejov
a pritiahnut’ ich pozornost’ k artefaktom. Aby sme vsak zacali navstevnikov pripravovat’ na
vyuzivanie novych prvkov v ramci expozicie, citlivo sme do nej umiestnili popisy s QR kédom,
do ktorého sme ukryli rozsirujice popisy. Vyhodou je, ze navstevnikovi sa tieto informacie
po naskenovani kédu ulozia v mobilnom zariadeni. A ked’ze ,,posledny level hry sa bude
odohravat’ u navstevnika doma, vypracovat’ posledné badatel'ské zadanie je aj viac nez ziaduce.

Zamerali sme sa na vyuzitie principov gamifikicie v offline prostredi. Tak, aby bolo
prostredie motivujucejsie a naplnil sa ciel’ projektu, aktivne travenie vol'ného c¢asu rodin s det'mi
v priestoroch muzea.

Hric = ndvitevnik: Navstevnici muzea nie si homogénna a stala skupina, moézeme ich
charakterizovat’ ako dynamické a v zlozeni premenlivé zoskupenie, preto je potrebné sledovat’
zmeny, ktorymi prechadzaju. Podla zakona o muizeach a galériach je mizeum charakterizované
ako Specializovana pravnicka osoba, ,,&ford na dklade prieskumn a vedeckébho vyskumu v silade so
Svojim gameranim a Specializdcion nadobiida predmety kultiirne hodnoty, ktoré ako zbierkové predmety
odborne spravuje, vedecky skiima a spristuprinje verejnosti najmd na dicely $tidia, poxndvania, vdeldvania
a estetického zagitku Specifickymi prostriedkanmi mizejne komunikdcie“'® Na zaklade tohto je mozné
muzeum prirovnat’ a vaimat’ ako médium, ktoré svoje ,,publikum®, navstevnikov, formuje
a poméha mu vytvarat’ nizoty, postoje, hodnoty."”

3 ZICHERMANN, Gabe — CUNNINGHAM, Christophet. Gamification by Design: Inmplementing Game Mechanics in
Web and Mobile Apps. California : OReilly Media, 2011, s. 182.

" MURPHY, Curtiss. Chapter 5: Design better games! Flow, motivation & fun. In: Design and Development of Training
Games: Practical Guidelines from a Multi-Disciplinary Perspective. Cambridge : Cambridge University Press, 2013. Dostupné
online: http://www.goodgamesbydesign.com/Files/Chaptet5_Flow_Motivation_Fun_Final WebVersion.pdf.

15 SOBANOVA, Petra. Expozice jako misto pro vzdeldvani. Metodika k tvorbe expozic zobledinjicich vzdelivaci potieby
navstevnikn. Brno : Moravské zemské muzeum, 2017, s. 34-35.

16 Zakon & 206/ 2009 Z. 3. Zdkon o mizedch a o galéridch a o ochrane predmetov kultiirng hodnoty a o zmene gikona Slovenskey
ndrodnej rady & 372/ 1990 Zb. o priestupkoch v nent neskorsich predpison, €l. 1, § 2, odstavec 5.

" HRADISKA, Elena a kol. Psycholdgia médii. Bratislava : Eurokédex, s. 1. 0., 2009, s. 416.
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Pri priprave nového projektu je dolezité stanovit’ si na zaciatku otazku: Co chceme
dosiahnut’ a s kjm to chceme dosiahnut’ — pre koho je program uréeny? Na frazu ,,pre vsetkych,
alebo pre siroku verejnost’™, zabudnime. Je potrebné si vyspecifikovat’, kto bude koncovym
prijimatelom. Nakol'ko jednotlivé skupiny pouzivatelov maju svoje navyky, motivy, sposob
komunikacie, ocakavanie, priestor, v ktorom vyhladavaju informacie, v ktorom zdiel’ajd svoje
zazitky a skusenosti. Medzi zakladné otazky mozeme zaradit’> Aké publikum chceme oslovit™?
Preco ich chceme oslovit? Ako s nimi chceme pracovat™? Pre¢o by mali mat’ zaujem? Aké
potreby uspokojuje vystava? Co ich motivuje k naviteve? Navstevnici prichadzaji do muzea
s roznymi zaujmami, dosiahnutym vzdelanim, zdzemim a to vSetko formuje ich spravanie
v muzeu i ochotu vaimat’ ¢o im je pondkané. Primarnou hodnotou muzejného zazitku na
strane navstevnika je podl'a Shettela, moznost’ zvysit’ svoje vedomosti a, alebo, zmenit’ svoj
postoj.'

Cesta navstevnika: NV procese priprav projektu sme sa rozhodli vyuzit' aj nastroj vyuzivany
najmd v oblasti service designe, ktorym je mapovanie cesty navstevnika. Na tejto ceste je zhrnuty
cely proces, ktorym navstevnik prejde od ziskania povedomia, cez navstevu az k vytvoreniu
motivu k opitovnej navsteve. Cesta navstevnika sa sklada z niekol'kych stupfiov navstevy:
Wpovedomie, planovanie, ndjdenie cesty, prichod a navsteva, po navsteve, motivicia k opdtovneg navsteve."
V ramci priestorov expozicie ide o definovanie a charakterizovanie zaciatku, optimalneho smeru

s¢c

a zaveru prehliadky tak, aby bol zazitok zo strany navstevnika ¢o najsilnejsi, relevantny a pod.

Maskot. Postava, zviera alebo vec, ktord prinasa st’astie, alebo reprezentuje organiziciu
¢i, podla Slovnik sucasného slovenského jazyka, ,,drobny predmet al. kreslend, prip. trojrozmernd
postavicka, obyé. vierata, pouivany ako talizman prindsajici stastie al. ako symbol firmy, nejakej akcie”>

Maskot predstavuje ilustrovant persénu alebo personifikované zviera, vec, ktord reprezentuje
hodnoty organizacie. Maskot muzea ma svoje opodstatnenie. Predovsetkym ak je vasou
ciefovou skupinou rodina s det’'mi. Vdaka nemu sa aj deti naucia odlisit’ vasu komunikiciu
v konkurencii, zaplave reklamnych sprav, ktorym su vystavené pocas dna. Vytvoria si kladné
asociacie, ¢o moze viest’ k vytvoreniu kladného vzt'ahu k muizeu, mizeu ako takého. Vdaka
svojmu vizudlnemu prevedeniu je nositelom vizudlnej identity znacky, a teda napomaha
vyniknit’ v komunika¢nom boji a vytvara akdsi persénu znacky. Poméha cielovej skupine pri
identifikacii, zapamitani a pochopeni znacky. Maskot znacky je nositefom imidzu a identity
znacky. Rovnako tak je nositelom hodnoty produktu. A nakolko produkt nie je schopny
komunikovat’ sam za seba, maskot vystupuje ako jeho hovorca, ambasador.

Interaktivne proky: Vo veobecnosti pod interaktivne prvky zahriiuje tie aktivity, v rimci ktorych
sa vyzaduje aktfvna Gcast’ recipienta. Interaktivne média su tie, v ktorych komunikacnom procese
sa vyzaduje okamzité zapojenie prijimatel’a formou nejakej akcie. Vyhody interaktivnych médif
st: zacielenie, zapojenie uzivatela, silnejsi emocny zazitok, cenova efektivnost’ a atraktivita pre
mladsie genericie.”!

Medziinteraktivne média mozeme zaradit’ ajambientné médium, pre ktoré je charakteristické,
ze od pociatku idey pocita s umiestnenim na netradicnom mieste. Principy sd: jednoduchost’,
originalita, nakladova efektfvnost’, flexibilita, nevzbudzuje strach, praktickost’, relevantnost’,

interaktivnost’, legalnost’.”

8 SHETTEL, ref. 1, s. 33.

' SCHAUER, Brandon. Adaptive path. Exploratorium: Mapping the Experience of Experiments. Aptil 11, 2013.
2 Slovnik siiéasného slovenského jazyka. M — N. Ved. red. A. Jaro$ova, Bratislava : Veda, 2015.

*' BARRY, Pete. The Advertising Concept Book. London : Thames & Hudson, 2012, s. 190-191.

2 Tamze, s. 179.
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O projekte v Novohradskom muzeu a galérii

Novohradské mizeum a galéria sa zacalo profilovat’ ako muzeum pribehov, ktorého cielom
nie je len prerozpravat’ pribehy, ale aj motivovat’ a in$pirovat’ navstevnikov k ich tvorbe.
Vytvorit’ programy, ktoré budd pre cielové skupiny atraktivne, ale zaroven sa odklonit’ od
zauzivanych pravidiel tvorivych dielni. A dovod? V tesnej blizkosti NMG sidli Novohradské
osvetové stredisko, ktoré tieto tvorivé dielne pre nami zvolenu ciefovu skupinu organizuje.
Efektivnejsie je nadviazat’ spolupracu, ako vytvarat’ d’alsi konkurenény boj s potencialnymi
partnermi. Zarovenn NMG chce prist’ s nie¢im novym pre lokalne publikum.

Novohradské muzeum a galéria v Lucenci je Specializovana regionalna fondova institacia,
ktora bola zalozena v roku 1955. Sidlom bol spociatku zamok v Hali¢i, neskor Filakovo, od roku
1985 sidli v pamiatkovej budove na Kubinyiho namest{ ¢. 3 v Lucenci v historicko-pamiatkove;j
zéne mesta. V roku 2004 bola k Novohradskému muzeu priclenena Novohradska galéria.

Novohradské muzeum a galéria, ktorého zriad'ovatel'om je Banskobystricky samospravny
kraj, spravuje viac ako 30-tisic kusov zbierkovych predmetov. Okrem regionalistiky sa odborné
¢innosti zameriavaji na charakteristické vyrobné odvetvia Novohradu — sklarstvo stredného
Slovenska a smaltovnicky priemysel. Pre navstevnikov je kazdorocne pripravenych okolo
dvadsat’ vlastnych i prevzatych vystav.

K najpocetnejsim zbierkovym siborom Novohradského mizea a galérie patria archeologické
zbierky. Nachadzaju sa v nich vzacne kolekcie bronzovych o0zdéb a $perkov z mladsej
a strednej doby bronzovej. Pozoruhodné su nalezy stredovekych keramickych nadob a kachlic
z hradov Filakovo, Somogka a Divin. Zbierky historie obsahuji predmety stuvisiace s cechovou
organizaciou, spolkovou ¢innost’ou a priemyselnou vyrobou vyuzivajicou miestne zdroje
surovin, ako je sklarstvo, smaltovnictvo a keramicka vyroba. Etnologické zbierky tvoria mozaiku
tradi¢nej materilnej kultary etnicky a konfesionalne zmiesaného regiénu na juhu stredného
Slovenska. Najbohatsie zastupené su ukazky 'udového odevu, textilu a novohradskej hrnciny.
Zaujimavé su predmety z vybavenia remeselnickych dielni, interiérov dedinskych domacnosti
a produkty tradi¢cného domackeho remesla z dreva, kovov a prirodnych pletiv.

Zbierka vytvarného umenia obsahuje diela autorov, ktorych Zivot a tvorba si spojené
s Lucencom a okolim. Jedine¢n4 je kolekcia akvarelov, ktora sa systematicky doplfia od roku
1983, ako rezultat medzinarodného prezentacného podujatia — Triendle akvarelu. Medzinarodné
keramické sympézium je organizované kazdoro¢ne od roku 1989. Vysledky tvorivého pobytu
umelcov su prezentované na vystave. Z vybranych diel je postupne budovanid unikitna
zbierkova kolekcia, obsahujuca takmer dve stovky keramickych artefaktov od osemdesiatich
umelcov z celého sveta. Dal$im medzindrodnym periodickym podujatim je sut’azna prehliadka
Szabbov graficky Lucenec.

Konkurencia: Je potrebné si uvedomit’, ze nasu konkurenciu tvori vsetko, co ponuka rodine
moznost’ travit’ spolu ¢as. V najsirSom slova zmysle aj televizia a internet. Ale z hl'adiska institaci
nakupné centrum v centre mesta, kniznica, mestské muizeum, tvorivé dielne organizované
NOS, detské herne, hrady a rekreacné strediska v okoli, turistické atrakcie a d'alsie. Co nerobi
konkurencia? Zatial sme nepostrehli pravidelnost’ aktivit pre vybrand cielovua skupinu. V nasom
okoli sa vyskytuji programy a aktivity nepravidelne, narazovo. Je potrebné nijst’ si vlastny
priestor, vlastny den na opakujice sa aktivity na jednom mieste, v nasom pripade v muizeu.

Medzi hlavné prezentac¢né prostriedky muzea patri stila expozicia. Mohli by sme ju ponat’
ako vykladnu skrifiu muzea. Jej tvorba a obsah ma svoje principy a pravidld. V pripade NMG
stala expozicia ,,Poklady minulosti vznikla v roku 2008 a ponuka vyber z najvzacnejsich
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zbierkovych suborov. Z archeolégie su vystavené predmety z doby bronzovej najdené
v pravekej osade a pohrebisku v Radzovciach, poklad stredovekych striebornych minci
zo Suric, képie pokladu renesanénych $perkov z krypty kalvinskeho kostola v Lucenci a nalezy
keramickych nadob a kachlic z novohradskych hradov. Druhej casti expozicie dominuje
historické sklo. Vystavené st napojové supravy, tenkostenné case zdobené brisenim, rytim,
mal’bou emailom, matovanim, leptanim, vrstvené a prebrusované sklo, toaletné supravy
a Casti osvetlovacich telies vyrobené sklarfiach v Zlatne, Katarinskej Hute, Malinci a Utekaci.
K najvzacnej$im exponatom patria rucne dekorované smaltované predmety vyrobené v dvoch
najstarsich smaltovniach v Uhorsku, ktoré pracovali v Lucenci. Vystavené hrnciarske vyrobky
z Halice — datované kr¢ahy a nadoby réznych tvarov zdobené charakteristickymi vyzdobnymi
motivmi v teplych zemitych farbach — patria medzi poklady etnografickych zbierok. Keramiku
doplna zapisnica hali¢ského hrnéiarskeho cechu pisana od roku 1852. Sucastou stilej
expozicie su vzacne historické knizné vizby. Najstars je latinsky traktat z mediciny z roku 1555
v pergamenovej vizbe. Pokladom NMG je aj vystavena Korabinského ucebnica prirodopisu
z roku 1795, s vlastnoruénym podpisom a venovanim lucenskej kniznici od Jana Salamina
Petiana, Novohrad¢ana, prirodovedca eurépskeho formatu. Samostatna miestnost’ je venovana
ukazkam nabytku a interiérovych doplnkov pochadzajicich z Hali¢ského zamku. Expoziciu
uzatvaraju vytvarné diela umelcov, ktorych Zivotna put’ a tvorba st zviazané s novohradskym
regibnom. Dielo tychto umelcov mozno pravom zaradit’ medzi poklady eurépskeho vytvarného
umenia (Ladislav Mednyanszky, Teodor Kosztka-Csontvary, Jalius Szab6, Béla Bacskai, Eduard
Putra).

Nie je jedno, aké typy doplnkovych, substitu¢nych materidlov v expozicii vyuzijeme. Tieto
prvky by mali navstevnika viest’ k relevantnym aktivitim, ktoré su vybrané a dizajnované
s ohl'adom na tému a ciel stalej expozicie, v nasom pripade k aktivnej kreativnej Gcasti. Zaroven
je ich dlohou vratit’ pozornost’ navstevnika spat’ k muzealiam. V ramci projektu ,, Vitajte: Family
friendly* sme vyuzili ako doplnkové materialy papierové polepy skriatka ako sprievodcu v hre,
dopliujtce popisy a kvizové otazky, QR koédy a predmety z doplnkového fondu.

Produkcia programu ,,Vitajte: Family friendly*

Program sme pracovne nazvali ,, [7ajte: Family friendly“s cielom vyuzit’ principy gamifikacie,
resp. s upravou principov tedrie pre podmienky NMG a tym zatraktivnit’ stilu expoziciu
pre rodiny s det'mi. Viziou NMG je vytvorit’ prostredie zaujimavé pre rodicov i deti, ktoré
podnecuje prezitie zazitku a z mizea vytvor{ akisi platformu pre vzdelavanie, rozvoj kreatfvneho
a kritického myslenia a zaroveti bude ingpirovat’ k d’aliej tvorbe obe vekové kategorie. Co
je mozné spravit’ preto, aby sme u deti podnietili zaujem o kulturu? Naucit’ ich, Ze umenie,
kultara, historia prezentovand v muzeu je previazana s ich kazdodennym Zivotom. V NMG
sme sa rozhodli stanovit’ si nasledujuci ciel’ projektu: Z pohl'adu muzea zatraktivnit’ ponuku
pre rodiny s det’'mi a pontknut’ im priestor na spolocné a aktivne travenie ¢asu. Odprezentovat’
muzeum ako Ziva institdciu a vyuzit’ ¢lenitost’ a potencial priestorovych moznosti. V ramci
ponuky vol'nocasovych aktivit v meste sme nasli akusi dieru na trhu. Chyba v meste pravidelne
sa opakujuci program, v ktorom maju rodicia s det'mi moznost’ aktivne spolu travit’ ¢as. Z toho
ciel'u je jasna aj cielova skupina, budici hraci: rodiny v meste a okoli. V prvej faze projektu sa
chceme zamerat’ na rodiny s det’'mi do desat’ rokov priamo z mesta Lucenec.

Rozhodli sme sa ju Sirsie popisat’ a vytvorit’ reprezentativnu personu: Rodina objavovatela.
K navsteve muzea ju motivuje zvedavost’, hl'adanie odpovedi. Od navstevy ocakava ziskanie
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novych vedomosti a in$piracie. Demograficky spada do regiénu Novohrad. Pri tejto skupine
je mozné ocakavat’, ze aktivne vyhladava informacie o ponuke. Je ochotna a schopna aktivnej
ucasti. Je prirodzene zvedava a vedie svoje deti k aktfvnemu traveniu volného ¢asu. Uvedomuje
si dolezitost’ technologii a je schopna s nimi pracovat’.

Pri spusteni projektu sme chceli zaujat’ najmd rodiny s det'mi, ktoré uz v NMG boli
a absolvovali ,,Kurz mladého keramika®“. Teda publikum, ktoré chceme oslovit’ pri spusteni
programu, uz poznia NMG. Preto sme sa pri mapovan{ cesty navstevnika zamerali na
nasledovné stupne: prichod — navsteva — po navsteve — motivacia k opakovanej navsteve. Presli
sme si budovu ako navstevnik, ktory vie, kde sa NMG nachadza, a aké je dispozi¢né riesenie
vystavnych priestorov. Ale otazkou ostava, ako pochopi, Ze ho tu ¢aka nie¢o nové? Ako sa tu
citi? Co hPad4? Preco sem prisiel? Tieto otazky nim pomohli pri priprave prostredia. Okrem
znacenia sme sa zamerali aj na prezenta¢no-komunika¢nu dlohu vstupu do NMG. Pri produkcii
na jednotlivych stupnioch sme sa zamerali na nasledovné prvky:

Prichod do muzea: Ako zistia a zorientuji sa, ze ich caka nie¢o nové? Uvitaci plagat
so skriatkom na brane. Nasledne v podbrani ich $kriatok smeruje k vystave, odhal'uje tajomstva
a podava informacie, ¢co mo6zu oc¢akavat’ vo vystavnych priestoroch.

Na vystave: Ako sa zorientuju v priestore, ako postupovat’? Aky je smer programu?
Smerovacie znacenie je doplnené o ilustraciu skriatka, ktory ich bude viest’.

Po vystave: M6zeme niekde vstrebat’ zazitok z vystavy? Smerovacie znacenie je doplnené
o ilustraciu skriatka, ktory ich bude navigovat’ do oddychovej zony.

Motivovanie k opakovanej navéteve: Co so ziskanymi skisenost'ami a vedomost'ami?
Na zfskanych odmenach, vo forme ,,Zberatel'skej karticky z NMG* a ,,Manuali pre rodi¢a®
st uvedené dopliiujice a motivujice informacie k opidtovnej navsteve, ak by zazitok nebol
dostatocne motivujuci faktor. Jednou z nich je moznost’ ziskat’ d’alsie zberatel'ské karticky,
alebo ziskat’ hracku skriatka.

Tematické otazky z priprav projektu, ktoré vam odporacame prediskutovat’ a jasne stanovit’
odpovede:

Aké publikum chceme oslovit™

Co motivuje nase publikum?

Preco ich chceme oslovit™?

Ako chceme s nimi pracovat’™?

Existuji nejaké bariéry medzi nami a nasim navstevafkom?

Kde komunikuji a hl'adaja informacie?

Ako nas objavia?

Ako sa u nas zorientujur

Aké maju alternativy travenia vol'ného casu?

Co robi konkurencia?

Ma vystava slabé stranky, ktoré by mohli byt jednoducho pozmenené tak, aby boli
efektivnejsie na dosiahnutie ciela?

Akt zmenu spravania chceme u navstevnika vyvolat’ po navsteve?

Prvd etapa: V prvej etape sme vytvorili maskota a jeho pribeh. Maskot by mal byt’ vizualne
atraktfvny a zaroven variabilny, aby sa mohol v priebehu ¢asu modifikovat’. Je potrebné pocitat’
s moznost’ou, ze maskot bude komunikovat’ aj s inou ciefovou skupinou navstevnikov, a teda

ako sa vyvija a dospieva navstevnik, méze ,,dospievat’ aj maskot. V nasom pripade sme sa
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rozhodli pre skriatka. Vizuilne je vyskladany z detailov muzedlii v naSom zbierkovom fonde —
vybrusy na skle, ornamenty na hrncine a pod. Nasledne sme napisali scenar jeho pribehu, ktory
odpovedal na otazku: Kde sa tu vzal $kriatok? Podstatu jeho ptibehu tvori vytvorenie predstavy,
ze skriatok sa doteraz ukryval v NMG, spoznal vsetky zbierkové predmety, zakutia muzea,
pozna pribehy minulosti. Chce sa o ne teraz podelit’ s det'mi. Je detsky zvedavy, hravy. Vyzjva
deti, aby sa s nim vydali odhalit’ tajomstva a pribehy Novohradu a muzea.

Pocas Noci muzef a galérii 2017 bol predstaveny detom formou omal'ovanky. Chceli sme,
aby deti samé vybrali farebnu $kdlu skriatka. Na zdklade vysledkov z prvej etapy sme sa roz-
hodli skriatka ponechat’ ¢iernobieleho. Okrem neho bol pripraveny aj program: NMG, HROU
W Prvd kapitola pribebu — Ako sa g obycajného predmetu stane
sTE @bHoDLAN cBiavT Y, 72zize/ny ‘. Formou mapy, putovania predmetu sme de-
patre 2ammow uksaew ] om predstavili akviziény proces.

Ciefom bolo zistit’, ¢ sa deti nebudu Skriatka
bat’, ako na neho budu reagovat’. Cielom mapky
bolo predstavit’ fazy akvizicného procesu v muzeu
s vyuzitim objektového ucenia. A zistit’, ¢i je koncept
mapky pre deti zrozumitel'ny a zaujimavy.

Druba etapa: V druhej etape sme sa rozhodli pre-
niest’ $kriatka do vystavnych priestorov ako sprievod-
cu. Pomocou jednoduchych viet predstavil najzauji-
mavejsi fakt z vystavy, poukazal na zaujimavy objekt.
Priviedol navstevnikov do vystavnych priestorov
(Obz. ¢. 1). Bol vyuzity aj na sprievodnych materia-
loch.

Cielom tejto etapy bolo zistit’, ¢i ho deti budu
akceptovat’” ako médium prendsajuce informdcie
Obs. 1: Skriatok sprievodea a zaroven, ¢i bude v ¢iernobielom prevedeni v ramci

VAM ICH

interiéru dostatoc¢ne efektivny a citatel'ny.

Tretia etapa: Skriatka sme vyuzili v on-line aj offline komunikacii. Oznacoval programy
venované det'om, ale zaroven vytvaral atraktivny obsah na socidlnych siet’ach ako doplnkova
komunikdcia, konkrétne na kanaloch Facebook stranky NMG a instagramovom tdcte muzea.
Cielom bolo zistit’, ako na Skriatka reaguje $irsia verejnost’. V ramci tychto komunika¢nych
aktivit vystupoval skriatok ako hovorca muzea.

Storti etapa: Finalizacia tejto etapy prebichala spolu s pripravou prispevku. Jej aplikdcia
do praxe v case uverejnenia prispevku este neprebehla. V tejto etape sa uz prendsa ciel’ do
realnej podoby — vytvorenia cyklicky sa opakujuceho programu pre rodiny s det’mi v priestoroch
NMG. Okrem vyuzitia prvkov gamifikacie je zapojené do projektu aj objektové ucenie.

Cielom hry je na zaklade vyriesenych ,badatel'skych dloh® vdaka spolupraci rodica
a diet’at’a zfskat’ odmenu. Séria dloh ma podobu kvizovych otazok, pytanie sa otdzok sa javi
ako velmi efektivny sposob zapojenia publika do témy vystavy a deja hry® V priebehu hry
sa podita s aktivnou cast'ou oboch hracov. Skriatok ako rozpravaé ich prevedie celou hrou.
Lektor vstupuje len minimalne, jeho rolu vysvetlime v scenari hry. Rovnako ako napriklad
v pocitacovych hrach, aj nasa hra ma r6zne urovne. Na konci ¢akd malého badatela odmena
v muzeu. So spustenim programu sa pocita v letnom obdobf, kedy priestor na vstrebanie zazitku

% SHETTEL, ref. 1, s. 40.
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poskytne zahrada, kam ich bude navigovat’ opit’ skriatok. Zaverecny level je presmerovany
do domaceho prostredia a pocita s tym, ze deti budi motivované k tvorbe a zbieraniu tzw.
digitalnych odznakov s moznost’'ou ziskat” hracku — skriatka.

Scendr: V scenari sme zohladnili receptivnu a mentalnu kapacitu vybranej cielovej skupiny
so zameranim na detského dcastnika. To ovplyvnilo aj rozsah sprostredkovanych informacii,
ich naroc¢nost’ a velkost™ textu. Scenar nadvizuje na mapu cesty navstevnika, teda navstevnika,
ktory uz pozna NMG. Vo faze Prichod do miizea v den, kedy je mizeum urcené pre rodiny
s det’mi, im bude prisposobeny aj vstup a podbranie. Skriatok ich prevedie od hlavnej brany az
na poschodie do vystavnych priestorov.

Opit’ sa vraciame k tzv. ceste navstevnika, tentoraz so zameranim na dispozi¢né rieSenie
budovy muzea a samotnej expozicie — zaciatok — optimalny smer — vytycenie konca zazitku.
V tejto casti skriatok funguje ako feas, predpripravuje navstevnika na to, ¢o sa bude diat’ hore,
aby bol jeho zazitok komplexny.

Na bhlavnej brine ich vita Skriatok: ,Vitajte v mizen, v dome miiz, nasledny ma!*

Podbranie: ,,Tu sa odohravajii kiigla nasich konzervitoroy, ale dnes k nim nepdideme. Dnes ti cheem
ukdzat, ako sa 3 obylajnébo predmetu stane mizeny artefakt. Pod za mnon, ak chees 3istit’ viac!”

Sklené dvere: ,, 57 pripraveny odhalit’ tajomstva NMG2*

Medziposchodie: Bude pripravena instruktaz formou plagatu: ako postupovat’, ¢o je ich ulohou
a ze na konci ich ¢akd odmena. Tieto informacie st relevantné hlavne pre rodica a je na fniom,
ako ich diet’at’u prerozprava.

V zjednodusene;j forme skriatok komumku e s dietatom: ,,TI)O]O% ilobu je vyrie$it’ sérin diloh.
S e . '! T @ \ - @ J' Ziskat” odmenn. Cakd ta nickolko prekvapeni,

O | sl sanr 5 o o N tajomstvo a pribeby. Ale spolu ich urcite vyriesime.
Pt do ol Hore ng na teba cakd lektorka. Md pre teba pripra-
vené prvé prekvapenie.

Prvykrat vstupuje do programu lektorka.
Jej tlohou je predaj listka a odovzdanie ,,Ma-
iy [ s i nudlu pre rodicov®. Okrem toho bude mat’
pripraveny miesok, v ktorom budd karticky

- s vybranymi objektmi, resp. s materidlmi, z
“m_ ktorych su vybrané predmety z doplnkového
' : fondu vyrobené. Diet’a si vyzrebuje karticku
s materialom reprezentujucim predmet a na-
sledne méze pokracovat’. Lektorka im ukaze
cestu. V nasom pripade ich zavedie k sklene-
nym dveram, ktoré vedu do vystavnych pries-

] asra s canonita
== | Gt pretemien
= J .

R

torov urcenych na vystavy.

Nasleduje etapa v mape navstevnika ,,Pocas
vystapy“, ktora ma poskytnut’ zazitok, inspira-
ciu a ponaucenie. Hlavnym zmyslom je pri-

pravit’ prostredie, v ktorom bude expozicia
' cielovu skupinu prevadzat’ novymi zazitkami,
¢ uspokoji ich potreby ucit’ sa, objavovat’, po-

chopit’ suvislosti, inspirovat’ sa.
Obr. 2: Mapa predmetn p > 105P
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Prva droven predpokladd naro¢nost’ na cca 20 mindt, je v nej zahrnuté objektové ucenie.
Na zaklade ndhodného vyberu materidlovej karty si hraci zvolia reprezentujici predmet. Opit’
sa za¢ina uvodnym slovom Skriatka na sklenenych dverach: Sklenené dyere, vstup do vystavnych
priestorov = vstup do prvého leveln: ,, Ak ug mds vyZrebovanii materidlovii karticku, ndjdi predmet, ktory je
g neho vyrobeny, na stole. Pri siom ta lakd mapka, pomocon ktore odbalis, ako sa g obylajnébo predmetu
Stane miizejny artefakt. Predmetov sa miges aj chytit, ale bud opatrny, tieto sii 3 mojej 2bierky a mdm ich rdd.
Ked's predmetom prejdes celi mapku, vylistenim postednej silohy na mape si otvoris dvere do dalsieho leveln.

Vo vystavnych priestoroch si rodi¢ spolu s diet’at’om prejdd mapku predmetu. Je koncipo-
vand tak, aby si spolu a intuitivne presli objektovym ucenim a zaroven ziskali predstavu, ako
vyzera akvizicny proces (Obr. ¢. 2). Mapa je doplnena o jednu otizku s moznost’ou vyberu:
WV ktorej miestnosti by si vystavil tento predmet: Poklady Novobradu, Krehky Novohrad, Interiéry Novobra-
dn, Umelecky Novohrad? s instrukciu, aby svoju odpoved’ prezradili lektorke, ktora ma kI'a¢ od
dalsieho levelu.

Druhykrat vstupuje lektorka, poziada ich, aby charakterizovali predmet, s ktorym sa zozna-
mili, a v akej miestnosti by ho vystavili. Ak je odpoved’ spravna, zavedie ich do ich miestnosti.
Ak nie, poprosi ich, aby to skusili znova a nasledne ich zavedie do miestnosti, instruuje, akym
smerom v nej postupovat’ a odovzda im Ba-

NMG; HROW R °
;S:;‘LELESN'E datel’sky zap1sn1k (Obr C. 3)
Sklenené dvere, vstup do priestorov stilej expozicie
— vstup do drubého leveln:
VYZNAM
SYMBOL DATOVANIE SAMBOLU

Druhy level hry predpoklada cca 30-min-
utové trvanie a jeho hlavnou zlozkou je po-

zorovanie predmetov, ¢itanie s porozumenim
a nasledné riesenie badatelskych tloh. Skria-
tok opit’ na seba prebera niekol'ko uloh, ako
sprievodca a rozprava¢ hry ¢ kvizmajster:
L Gratulujen, odomkol si miestnost’— Krehky Novo-
hrad. V" tejto miestnosti budes riesit’ badatel5ké silohy.
Twgjim cielom je poskladat’ klticové slovo miestnosti.
Ked' ho budes mat, prezrad ho lektorke.

Skriatok ich prevedie svojim lektorskym
vykladom, prisposobenymi popismi toho
najzaujimavejSicho a  najrelevantnejsicho
z miestnosti, aby si to deti zapamitali.

TWOUOU ULOHCU JE VYBRAT SPRAVMU ODPOVED
A PRESRESUIT JEJ SYMBOL DO RAMCEKLL

MIZABION! S TAPESAT DATOUVANIL Sacast’ou niektorych popisov  budd aj
HA ZAVER POMOCOU SKRIATNEVES , S, , ,
ABECRIY VTLLATI SVELE MOJE badatelské dlohy formou otazok, ktorych
EELSOVT 51O KE'-]EDVE

stovo spravna odpoved sa vyberd z moznost,

pricom miesto pismen su pouzité symboly

v ~ gkriatkovej abecedy (Obr. ¢. 4). Cielom je, aby

Obr. 3: BddatelSky zdpisnik deti prekreslili symbol spravnej odpovede do

pripravené¢ho pracovného listu a na zaklade

tabulky, ktora je sucast'ou ,,Manualu pre rodicov* a prelozili tento symbol do nasej abecedy.

Nakolko tieto odpovede bude na konci potrebné chronologicky zoradit’ tak, aby im vyslo klI'd-

cové slovo miestnosti, bude potrebné zapisat’ si aj rok. Hlavny popis bude doplneny o ukryté
detaily, doplnujice informacie v QR kédoch.
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Lektorka tretikrat vstupuje do hry, kedy

§EQDBEFl’rTEE%IHrﬁDE.FE1BDKU jej detski navstevnici prezradia svoje rieSenie,
SMALTOVU KRYTINU? kI'a¢ové slovo miestnosti. Ak je kI'a¢ spravny,
odovzda im odmenu: Zberatel'sku karticku

s STERNICH 7 danej miestnosti. Sucast’ou odmeny bude aj

odkaz na d’alsiu misiu: ,,Gratulujem k dispesnénn
vyrieSenin badatelskych siloh v mizen. Doma miges
vyugit’ nové pognatky a pokracovat’ v pribebu
o Novohrade. Ndpomocnd ti bude aj myslienkova
mapa, ktorsi najdes na stranke www.nmghrou. tumblr.
com. Tvojim vychodiskovym bodom bude klicové
Obr. & 4 Ukdka otinky slovo g miestnosti. Ak sa pribldsis na nasej stranfke
na edmodo.com do skupiny s kddom tukGie, budeme
ta vedjet’ ohodnotit’ digitalnym odznakom, ked nazbieras 3x expert badatel’ 3iskas 3D papierovii skriatka.”
Treti level: Posledny level hry sa presuva z prostredia mizea do domaceho prostredia hracow.
Vzhladom na principy gamifikacie a zapojenie technolégii do tohto procesu sme sa rozhodli
vyuzit’ v poslednej faze strainku edmodo.com. Edmodo je strinka, ktora poskytuje nastroje
a priestor pre vytvorenie online ucebne. Ponika moznosti vytvorenia skupin, sledovania
napredovania studentov, hodnotenie domacich uloh, vytvaranie kvizov a pod.

Iﬂ RAKOTTYAY

Na tomto mieste je nasim cielom, aby rodicia s det'mi vyuzili ziskané informacie pri vytvoreni
a spracovani vlastného pribehu na zaklade ziskanych informacii. Motivovat’ ich chceme vd’aka
ziskavaniu tzv. badgedov, teda digitalnych odznakov, ktoré poukazuji na uspesné dokoncenie
misie badatel'a na ré6znych drovniach. Nimi vytvorené pribehy zaslané na stranku skupiny
si precita zamestnanec, do ktorého $pecializacie zapada dana miestnost’. Na zaklade vyuzitého
k'icového slova miestnosti je mozné identifikovat’, ktord miestnost’ badatel’ navstivil a teda,
aké poznatky a inspiracia mu bola poskytnutd. V Manuali pre rodi¢a bude tito informadcia
zdoraznena. Rovnako aj spésob prihldsenia a sposob hodnotenia a zbierania digitalnych
odznakov:

Bddatel junior. Ziskaja, ked’ napiSu pribeh a vyuziju v ilom kl'icové slovo + nazov miestnosti
+ predmet s ktorym pracovali.

Bddatel excpert: Ak k tomu pridajua fakty, ktoré si zapamitali z navstevy, ziskaju odznak badatela
experta. Potrebné informacie budd mat’ so sebou vdaka Zberatel'skej karticke, Manudlu pre
rodic¢a, Mapy predmetu, Badatel'skému zapisniku a dopliujice informacie vd’aka QR kédom.

Motivovat’ hracov na tvorbu pribehov a zbieranie odznakov budd dve zlozky: papierova
hracka skriatka a volny vstup na d’alsie podujatie ,,Vitajte; Family friendly”. Odmenu ziskaja
po nazbierani troch Badatel'ov expertov.

Pozadie projektu

A ¢o cena? V NMG je cena vstupného stanovend na 1,- € dospell a diet’a 0,50,- €, ak
ma viac ako sedem rokov. Ale treba si uvedomit’, ze ideme ponuknut’ sluzbu navyse, akysi
bali¢ek a zazitok. VzhlI'adom na rozpocet materialnych nakladov sme sa rozhodli stanovit’ cenu
nasledovne: Vstupné + 2 eurd za pomocny material, ktory navstevnikom ostane:

Mapa predmetu (format A3, ¢iernobiela tlac)

Manudl pre rodi¢a (format A4, ¢iernobiela tlac, brozura)

Zberatel'ska karticka (format A6, plnofarebna tlac)
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Badatel'sky zapasnik (format A4, ¢iernobiela tlac)

A ¢o nacasovanie? Idedlne je pre program stanovit’ defl v mesiaci, kedy patri mizeum
vybranej cielovej skupine. V nasom pripade sa javi ako najvhodnejsia nedel'a. Navrhovanym
dnom je druha nedel’a v mesiaci, vzhl'adom na d’alsie programy, na ktorych pripravach sa pracuje
a skladbu programov v meste Lucenec. Ciefom je vytvorit’ akysi zvyk u cielovej skupiny, ze
tento defl je muzeum ich, v tento denl sa mézu ich ratolesti hrat’ v muzeu a nebudd nikoho
vyrusovat’. Okrem toho je vhodné upozornit’ na urcité obmedzenia, najmi kapacitné. Tento
problém méze elegantne vyriesit’ vstup v casovych intervaloch, a to kazdd hodinu a pol pre
dalsie rodiny. Na jednotlivé vstupy budu pust’ané Styri rodiny, ked'Zze v ramci stalej expozicie
disponujeme Styrmi miestnost’ami.

Moéze sa to javit’ ako vel'a prace, vela energie vynaloZzenej na jeden denl a par navstevnikov,
ale je potrebné si uvedomit’, ze si budujeme publikum a vzt'ah s publikom. Rodicom mézeme
ponuknut’ d'alsie produkty z produktového portfélia urcenych pre nich. A z deti vychovat’
generaciu, ktord bude mat’ rada muizea.

A ¢o s rodinami, ktoré chcd navstevovat’ program pravidelne? Gratulujeme! Vytvorte urcité
varianty, modifikujte dlohy podl'a aktualnych vystav. Nemifite si vSetky tromfy na zaciatku.
Rovnako variujte s odmenami, vytvorte nadvizujice, ocislované, zberatel'ské karticky. Vicsinu
prace uz mate za sebou: spracované texty po odbornej stranke, fotografie, teraz uz staci ,len®
preniest’ informacie do hry s prihliadnutim na spravanie vasej cielovej skupiny.

Prezentovanie projektu

Stratégia komunikicie vychddza z benefitu produktu a vyberu cielovej skupiny.** Opit’ sa
vraciame k otazkam:

1. Ako sa rodiny rozhoduju o traveni svojho volného casu? St to finanéné motivy,
vzdialenost’, forma zazitku?

2. Kde hladaji informaécie o ponuke? Vyuzivaji socidlne siete? M6zeme vyuzit’ netradicna
formu offline komunikacie?

Existuju rozne nastroje na meranie efektivnosti a navratnosti vyuzitia jednotlivych
komunikac¢nych nastrojov a médil. Tomuto sa v tomto prispevku nevenujeme. Zameriavame sa
na néstroje, ktoré su finan¢ne nendrocné. Pre ich spravne vyuzitie je dolezitd najmd kreativita
a efektivne vyuzitie energie a Casu. Samozrejmost’ou je online komunikicia so zameranim
na socialne média. V dnesnej dobe a pre slovensky trh st najvhodnej$ou volbou Facebook
a Instagram, su najvyuzivanejSie na nasom trhu. Pre efektivne vyuzitie socialnych sieti je
dolezity najmi obsah. Uprimne, aky typ prispevku okrem pozvanky na vernisaz alebo podujatie
vase muzeum publikovalo? V pripade projektu ,,Vitajte: Family friendly sme vyuzili $kriatka,
ktory prezentoval r6zne fotografie muzealii zo zbierkového fondu, klddol otazky, ankety, citoval
zo §tudif a sprav, upozorfioval na nové akviziéné dianie a pod. Dalsim prvkom vytvorenym
na podporu projektu bola podstranka cez portal tumblr.com, kde sa sustredil obsah. V d'alsej
etape sa vytvori na podstanke priestor, kde by si rodicia vedeli dohladat’” d’alsie informacie,
pripadne d’alsie ulohy, omalovanky na stiahnutie, pracovné listy pre deti k d’alSej navsteve a pod.
Ako sme spomenuli na za¢iatku projektu, bude prvykrat spusteny ako VIP event pre rodiny, ktoré
NMG poznaji. Budeme ich kontaktovat’ priamo prostrednictvom mailu, telefonitu s ponukou
zicastnit’ sa. Cielom tohto kroku je otestovat’ projekt. Nasledne sa projekt bude prezentovat’

2* BARRY, ref. 16, s. 43.
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na kanaloch socialnych sieti NMG — Facebook a Instagram. Pocas priprav projektu je vhodné
vypust'at’ tzv. teasrové prispevky, ktoré poukazuju na to, ze sa nieco nové kona. Komunikacné
kanaly v tomto projekte boli hlavne socidlne média, na ktorych uz skriatok svoj ptibeh Zije.
Pre dalsiu etapu by bolo vhodné vytvorit’ dalsie kanaly, ako vlastny komunikac¢ny kanal
na socialnych siet’ach inspirovany strankou Mys v muzeu, kde by mal Skriatok vicsiu slobodou
prejavu. Z pohl'adu marketingovej komunikacie sa vytvara d'alsi priestor pre budovanie znacky
muzea ako ,,Family Friendly*.

Neuchovavame pamiatky minulych generacif len pre tie budice generacie, sme tu aj pre
sucasné. Samozrejme, vytvaranie zbierkového fondu a uchovavanie histérie je zdkladom prace,
ale aj prezentacia tychto pokladov pre verejnost’. V pripade d'alSej prezentacie projektu sa
pocita s vyuzitim ambientnej formy komunikacie v offline prostredi. Preniest’ $kriatka do ulic
Lucenca. Plagaty so skriatkom a QR kédmi, ktoré by vytvorili cestu do muizeu. V QR kode by
bol tentoraz nahrany zvuk, resp. skriatok by pozyval deti do muzea.

Zaver

Zmeny v spravan{ navstevnikov, potencialnych alebo existujucich, davaji impulz pre zmeny
v komercnej stratégii muzea. Pre spravne urcenie trendov, ktoré maji potencial oslovit’ a
vyvolat’ kladné reakcie smerom k muzeu a jeho ponuke, je dolezita segmentacia trhu. Teda
roz¢lenenie trhu na segmenty, ktoré maji spolo¢né rysy.

Trh kultary, do ktorého spadaju aj muzea, je netypickym trhom. Sice aj tu vstupuju subjekty
do vzajomnych vymennych vzt'ahov, zakonitosti fungovania ponuky a dopytu maji svoje
$pecifika. Ponuka ma prevahu nad dopytom a vicsina spotrebitelov, navstevnikov uvazuje
o navsteve muzea az vtedy, ked’ ich oslovi konkrétna ponuka. * Sice existuje skupinka aktivaych
navstevnikov, ktorl navstevuji muzed na pravidelnej baze, ale tito skupinka tvori coraz
mensie zastapenie z celkovej populacie. Preto je ddlezité vytvorit’ atraktivne programy pre
vybranu cielova skupinu a zamerat’ sa na efektivnu komunikaciu medzi mizeom a vybranym
segmentom. Pochopenim svojho publika, jeho spravania, motivacii alebo bariér m6ze mizeum
vybudovat’ uspesnd marketingovd stratégiu. Jej vysledkom bude oslovenie relevantného
segmentu, prildkanie a udrzanie jeho zaujmu vd'aka atraktivnej ponuke na mieru a efektivnej
komunikacii. Ked’ viete, ¢o chcete dosiahnut’, a s kym, ste pripraveny vytvorit’ adekvatny obsah
k naplneniu stanovenych cielow.

Novohradské muzeum a galéria sa rozhodla budovat’ si vzt'ah s publikom od detstva.
Vytvorit” u deti kladné asocidcie s muzeum a zazitkom, ktory si budd s nim spajat’. Pre
komunikaciu s detskym navstevnikom je dolezita hrava forma. V tomto pripade sme to zobrali
doslova a premenili sme muizeum na hraci priestor. Avsak s cielom pritiahnut’ pozornost’ spit’
k muzedliam, nie k displejom s pohyblivymi obrazkami a pod.

Z pozorovania navstevnikov v nasom muzeu sme si v8imli, ze mnohi rodic¢ia neustale
upozorfuji, ¢o vSetko v muzeu nesmu robit’, v najhorsich sceniroch profiluju lektorku
do pozicie policajta. Aj preto sme sa rozhodli zacielit’ tento program na rodiny s det'mi.
Narusujeme konvenciu: mizeum = prosim nedotykat’ sa, prosim ticho.

V konecnom dosledku nie je cielom projektu vyuzit' vzdelavaci potencidl muzea
a odprezentovat’ tieto moznosti vybranej skupine, ale vzdelavat’ spolo¢nost’ o potenciali mizea
ako takom, ako o platforme k inspirdcii a vytvaranie pozitivnych asociacil s mizeum u rodicov,
ale predovsetkym u buducich navstevnikov, u deti. Stimulovat’ kolektivnu tvotivost’ lokalneho

5 TAJTAKOVA, ref. 4, s. 27.
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publika. Motivovat’ k aktivnej ucasti na prehliadke vystavy. Vtiahnut’ navstevnika do expozicie
ajej pribehov. A ako spomenul uz Shettel v roku 1973, hra je jednou z najefektivnejsich technik,
ktorou je mozné kontrolovat’ konanie navstevnikov zamysl'anym smerom.
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Contemporary documentation in the field of technical beritage - the impact of the cooperation between a museum
and the contemporary sector of production on the strategy of the musenm's professional activities

Museums in general, and technical museums in particular, concentrate not only on the historical
phenomena but also on the so-called contemporary documentation. In the case of technical museums,
the focus is mainly on recording the production and transformation of the so-called manufacturing sector,
i.e. industrial companies and firms, in the broad context of socio-economic and cultural phenomena.
The research activities of curators of museum collections and researchers are also among the discussed
topics in connection with the latest technologies, applied research, etc., including their influence on the
company‘s transformations. The institutions offer their knowledge to the wider public through specific
museum work. The paper summarizes and evaluates examples of relevant activities of the Technical
Museum in Brno in recent years and explains the impact of these activities on the conceptual basis of
the institution for the near future.

Key words: museum documentation, contemporary documentation, technology, production, industrial
companies, research activities of curators, conceptual basis

Muzejni dokumentace techniky, vyroby a pramyslu v Technickém muzeum
v Brné, jeji koncepce a cile se zfetelem k dokumentaci soucasnosti

Muzejni dokumentace a vyzkum vyvoje techniky, femeslné vyroby a pramyslové produkce
v geografickém, socioekonomickém ¢i obdobné standardné definovaném kontextu se lisi
od zkoumani ostatnich slozek kulturniho a civiliza¢niho vyvoje. Prvky kulturnfho vyvoje, jako
jsou literatura, hudba, vytvarné uméni, folklor, jsou do jisté miry specifikovany svym ptivodcem
jako piislusnikem urcitého naroda ¢i etnika. Technika a vyroba je v tomto smyslu specifikovatelna
z hlediska narodnfho mnohem méné, lze ji pokladat za produkt mezinarodni ¢i lépe feceno
nadnarodni charakteru, a¢ i historicky vyvoj tohoto segmentu kultury je ovlivnén pfirodnimi
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podminkami konkrétniho prostredi'. Muzejni dokumentace je v nasledujicim textu i v diskurzu
naseho pracovist¢ pojimana jako védeckym zpusobem provadeéné zajistovani, ukladani
a publikovani dilezitych dokumentd a predmétd, lze ji charakterizovat jako soubor technickych,
ekonomickych ¢i historickych pomucek, které obvykle tvoff podklad pro dal$i muzejni ¢innosti
— projekty (jako jsou prezentace, archivace, publikacni ¢innost apod.). Dokumentarni ziznam
musi byt zdznamem prikaznym, jedna se tedy o informaci podlozenou dokumenty, které maji
relevantni hodnotu a lze je dokladovat. Pod pojmem muzejni dokumentace je také mozné
zahrnovat soustavné shromazdovani pisemného, tisténého, kresebného, elektronického
a jiného materidlu pro védecké a vyzkumné ucely. Pro vlastni dokumentaci byvaji stanovena
strukturovana kritéria, které je doporuceno implementovat do sbirkotvornych a vyzkumnych
zameért jednotlivych kuratort (stejné tak jo je to feseno v rozsahu instituci, ale 1 soukromych
sbératelt) ve forme plant a koncepci. V ramci nich jsou pak zvlast’ vycleniovany a zpracovavany
ty, které se tykaji soucasnosti nebo nedavné minulosti, a to vzhledem k osobitému charakteru
prace s takto ,,zivymi® prameny a dokumenty.

Sbirkotvornd ¢innost Technického muzea v Brné (dale jen TMB) je zajist'ovana oddélenim
Dokumentace védy a techniky (dile jen DOVaT) dle stavajictho Sbirkotvorného planu
zpracovaného pro obdobi 2014—2020. Tento koncep¢ni material byl sestaven tak, aby akcentoval
zasadni dokument zfizovatele a poskytovatele podpory TMB? — Koncepci rozvoje muzejnictvi
v Ceské republice. ,Je ikolem stitu — Ceské republiky, zastonpeného Ministerstvem kultury — poskytovat
Systematickon, #iinnou a efektivni podporn této historicky vniklé, $ivé a stile se roguijejici soustavé instituci
chrdnicich, koumajicich, vereinosti 2pristupinjicich a doma i v abranici propagujicich ndrodni privodni,
kulturni a technické dédictvi prostiednictvim sbirek muzeini povahy. * Uvedena citace sveéd¢l o akeeptaci
a viznamném misté dokumentace technického dédictvi spole¢nosti v pojeti celkového dédictvi
minulosti, o které je tfeba s garanc{ statu pecovat. Jadro muzejniho tezauru TMB tvoif sbirky
hmotnych dokladt vyvoje dtlezitych oblasti védy, techniky a vyroby minulosti i soucasnosti se
zaméfenim na tzem{ Moravy a Slezska, u nékterych obort je ptisobnost celostatni®. V soucasné
dobé je sbirkovy fond ¢lenén na vice nez tiicet oborovych podsbirek, pficemz nékteré z nich
spravuje TMB jako jediné muzeum u nas. Vzhledem k povaze sbirkového fondu nejsou
vsechny sbirkové obory personalné zajist’ovany pouze pracovniky DOVaT, ale téz pracovniky
z ostatnich oddéleni muzea — jednd se napfiiklad o sbirku slévarenstvi, jez je zajiSt'ovana
v ramci Oddéleni konzervovani-restaurovani Metodického centra konzervace® TMB, sbirku
vypocetni techniky Oddéleni spravy sbirek a informaci ¢i sbirku slepeckych pomtcek
a zafizeni Odd¢eleni tyflopedickych informaci. Zpracovani sbirek, vjzkum prostedi a vlastni
akvizi¢n{ ¢cinnost doplnuji dalsi odborné aktivity, napf. experimenty s rekonstrukcemi zaniklych

! Napiiklad hojnostl potfebnych surovin a zdroji, piistupu k nim a podobné. Vice viz NEKUZA, Peter. Technika
v mugeint knlture. In: Mugeoldgia a kultirne dedicstvo, vol. 4,2/2016, s. 67-75.

>'TMB je pfispévkovou organizaci Ministerstva kultury CR, které je zaroven pro TMB poskytovatelem podpory védy
a vjzkumu ve smyslu pifslusnych zikona CR.

5 Koncepee rozvoje muzenictvi v Ceské republice. https:/ /www.mker.cz/koncepce-rozvoje-muzejnictvi-v-ceske-republi-
ce-1594.html, s. 5

* Tezaurus TMB je proménlivy, v ¢ase odrazi preference a moznosti s ohledem na personalni zastiténi konkrétniho
oboru. O proménlivosti fondu, jeho vyuzivani apod. 1ze cerpat informace z vyrocnich zprav instituce, dostupnych
z www.tmbrno.cz. V roce 1994 byl jako vnitini metodicky tkol sestaven Soupis profilujicich podnika v ramci regio-
nu. Zadavatelem byl Ing, V. Vykydal, tehdejsi vedouci Odboru védy a techniky, text vypracovaly PhDr. Z. Stejskalova
a PhDr. N. Urbankova.

> Metodické centrum konzervace je organizaénf slozkou a integralni souc¢asti TMB, od roku 2009 je ndrodnim meto-
dickym pracovi§tém pro oblast konzervovani-restaurovani sbirkovych predmétii ze sbirek muzei v Ceské republice.
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vyrobnich technologii a postupt, a pfedevsim pak samostatna vyzkumna ¢innost. Vyzkumna
¢innost je koncepcné a organizacné rozclenéna tak, aby fesené vizkumné projekty a tkoly byly
vyhodnocovany a podpofeny bud’ v rimci ¢innosti muzea (tzv. interni vyzkumné dkoly hrazené
z bézného rozpoctu muzea), nebo formou institucionalni ¢i ucelové podpory ve vyzkumu.
Tvorba sbirky TMB a jeji zhodnocovani je zaroven povazovana za specifickou soucast aktivit
veédy a vyzkumu. Vzhledem k personalni obsazenosti oboru sledovanych v TMB se nerozviji
vyzkumna cinnost v ramci jednotlivych sledovanych obord rovnomérné, ale v prabéhu
¢asu jsou akcentovany obory, kterym byla pfidélena finan¢ni podpora v ramci ucelovych
a instituciondlnich dotaci. V ramci internich tkold jsou pak dlouhodob¢ sledovany na odd¢lent
DOVaT predevsim projekty zamérené na tvorbu a zhodnoceni sbirky TMB (vcetné technickych
pamatek iz situ) a vyzkum v ramci vybranych oborl s dostatecnym personalnim pokrytim
(napf. industridlni archeologie, metalurgie, dopravni prostfedky, jemna mechanika, historické
kovové materialy). Na odboru MCK jsou to projekty tykajici se preventivni konzervace, vyvoje
analytickych metod a metodik péce o vybrané druhy historickych materialti a v neposledni fadé
také oblast sledovand spolecné s DOVaT — historické kovové materidly.

Sbirkotvorné plany TMB sestavované v minulosti a v ramci nich formulované teze vztazené
k dokumentaci soucasnosti se snazily vyuzivat zavérd muzeologického vyzkumu a platnych
koncepcnich materidla a metodik. Pfikladem muze byt snaha o inspiraci systémem SAMDOKE,
ale 1 pozd¢jsi aktivni role TMB pii zprostiedkovavani aktudlnich trendd v muzeologii formou
odbornych seminaia a konferenci. V roce 2005 to byl pfimo seminaf ,, Teorie a praxe —
dokumentace soucasnosti® uspofadany ve spoluprici s Ustavem archeologie a muzeologie
Filozofické fakulty Masarykovy univerzity v Brné, Katedrou UNESCO pro muzeologii
a svétové dédictvi a Asociaci muzef a galerii Ceské republiky. Svim zptsobem byl pii zpracovani
posledniho a nyni platného sbirkotvorného planu TMB i pfi posledni aktualizace koncepcnich
material muzea limitujici fakt, e soucasna Koncepce rozvoje muzejnictvi v Ceské republice
se explicitne otdzkami dokumentace soucasnosti vibec nezabyva. Samozfejmé, ze vzhledem
k charakteru dlouhodobé odborné ¢innosti TMB zuastava tato problematika i pfesto v ramci
internich materialt i schvalené koncepce instituce a pfipravované koncepce vyzkumu’ v TMB
sledovana.

Koncepce odbornych ¢innosti, tedy 1 dokumentace soucasnosti, jinych pamét’ovych instituci
na tGzemi Ceské a Slovenské republiky jsou dle vefejné pifstupnych material velice podobné.
Narodni technické muzeum v Praze shromazd'uje sbirky hmotnych dokladt vyvoje techniky,
pramyslu, dopravy, architektury a védy Ceské i zahranicni provenience, zejména vsak z Gzemi
Ceské republiky od roku 1908 po soucasnost. Tato instituce se také cilevédomé vénuje budovani
archivu a technické knihovny. Zvolenou strategii stale charakterizuji citace jiz ze zakladatelskych
materiall instituce: ,,Dle privodniho ndavrbu konise, professorskym sborem k oslavé panovnického jubilea
zvolené, mélo byti ,,musenm Ceské védy a prdce technické " zalogeno jako distay pripojeny k c.k. leské vysoké Skole

¢ Jako zakladem byla kooperace $védskych muzei od roku 1977, prezentovana matetialem ,,Muzejni dokumentace
soucasné §védské spolecnosti prostiednictvim akvizice pfedméti®, zpracovanym v roce 1980. Systém SAMDOK
(,»samtidsdokumentation® — uchovavani optimalniho fondu pfedméta pro budoucnost) byl vyuZivan v koncepcnich
materidlech TMB, jeZ jsou dnes soucasti archivu a sebedokumentace muzea — jedna se napfiiklad o plany price a
akvizic, pfehledové staté k ¢innosti muzea apod. Svou roli zde opét sehrilo persondlni obsazeni TMB, ale i pfitom-
nost muzeologickych a metodickych pracovist’ v Brné, napt. Metodicko-muzeologické oddéleni Moravského muzea
v Brné, muzeologické pracovisté FF MU.

7 Tato koncepce v souladu s novou Metodikou hodnocena vyzkumnych organizaci bude odevzdina k projednani
poskytovateli do 31. 7. 2018 a nasledné bude zvefejnéna.
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technické a vybudovano hlavné e sbirek jednotlivych profesorsi a stolic. Mélo obrazovati, jak vypadala ‘eskd
prdce tfechnickd pred zaloenim Ceskébo vysokého nient technického a shromdsgditi vse, co od ¢ doby vzniklo
a vznikd nového v hlavdch myslicich a pracujicich technikii éeskych.“*  Slovenské technické muzeum
v Kosicich, kterému byl vydan statut v roce 1947, je svym poslanim podobné Narodnimu
technickému muzeu v Praze, véetné zaméfeni na podobné obory primyslu a védy. Ze statutu je
mozné ve zkratce odvodit zakladni charakteristiku a zaméry instituce: ,,...7a gdklade prieskunn
a vedeckého vyskumn v silade so zamerenim a $pecializaciou vykondvanim zakladnych odbornych
cinnosti giskavat, vedeckymi metodami Zhodnocovat’ a skiimat, ochrariovat, vyugivat’ a prezentovat’ zbierkové
predmety a Fbierky a dokumentacné materidly viagice sa ku komplexnel dokumentdcii dejin a vyvoja vedy
a techniky, premysin a dopravy v Slovenskej republike a k podieln Slovenska a jeho osobnosti na rogueji svetovej
vedy jako sicasnosti kultiirneho dedicstva. “’

Naproti tomu firemni ¢ soukroma muzea v Ceské republice nesleduji problematiku
techniky a vyroby v jeji komplexnosti, ale zaméfuji se na svoji jedine¢nou ¢ast nebo oblast.
7. nejvjznamnéjsich firemnich technickych muzef Ize jmenovat Skoda auto muzeum v Mladé
Boleslavi (automobilka Skoda) a Technické muzeum v Kopfivnici (automobilka Tatra). Vlastnické
vztahy v téchto ,,pfidruzenych® institucich muzejniho typu jsou ptimo odvislé od majetkovych
vztaht téchto velkych firem a také od jejich finanéni kondice, jenz je pfimo zavisla na zisku.
Mensich soukromych technickych muzef s nejraznéjsim zaméfenim (od automobilismu, pfes
textil, femesla, cyklistiku, po vojenstvi a dalsi) vzniklo po roce 1989 velky pocet a neexistuje
jejich pfesny soupis. Jejich podstata tkvi vétsinou v nadseni jednotlived ¢i skupin, jez jejich
prostiednictvim s velkym entuziasmem mohou sdilet svoji celozivotni sbirkotvornou vasen
a znalosti s vefejnosti. I s témito ,,nadSenci® Ize Gspésné spolupracovat, nejen jim pomahat a
spolupracovat pfi jejich prevazné prezentacni ¢innosti, ale 1ze z jejich znalosti i fondd cerpat
pro dalsf odborné zpracovani a vyzkum vcéetné dokumentace soucasnosti. P¥inosné jsou rovnéz
projekty muzel v pifrodé zaméfené na mapovani soucasné podoby femesel a historickych
vyrobnich postupti a technologii.

V nasledujicim textu piinasime ukazky projektd TMB, pii nichz byla navazana spoluprice
se soucasnym vyrobnim sektorem, a to zcela dcelné, se zamérem reagovat na pozadavky
dokumentace soucasnosti formulované ve vyse pospanych koncep¢nich materidlech TMB.
Mohou slouzit jako piiklady dobré praxe i inspirace pro dalsi odbornou ¢innost. U druhého
ptikladu, vystavniho projektu Uméni emailu/Technika smaltu, se oteviené pokousime kriticky
zhodnotit klady i zapory projektu a jejich pfinos pro dalsf odbornou ¢innost.

Technické kresleni a zobrazovan{

Vystava pod nazvem Technické kreslenf a zobrazovani probihala od ffjna 2016 do bfezna 2017
ve vystavnim sale TMB. Technické kresleni je souhrnny nazev pro vsechny druhy grafického
vyjadfeni v raznych veédnich, technickych a vyrobnich oborech a patii k nejdilezitéjsim
komunika¢nim a informaénim prostfedkim technickych odborniki na celém sveéte. Je
nositelem technické myslenky a ma podobné dilezitou vypovidaci schopnost jako pismo nebo
mluvené slovo. Zamérem vystavy bylo prezentovat vyvoj, zpusoby a metody technického
kresleni od nejstarsich zminek (kopie, skeny) az po soucasnost, kdy se nové nazjva technické
zobrazovani. Prostfednictvim technickych vykresi z obort hornictvi, hutnictvi, strojirenstvi,
elektrotechniky, letecké techniky, stavebnictvi a pramyslového designu (vytvarného navrhu)

® GRUBER, Josef. Technické musenm pro krilovstvi leské. Praha : Nakladem piipravného komitétu, 1908, s. 12-13
? Akvizicnd politika Slovenského technickébo miizea, 2013.
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prezentovalo dutlezitost oboru pro vyvoj spolec¢nosti. Autorem puvodnich textd a vybéru
exponati vystavy s nazvem ,,Technické kreslenie v zrkadle casu® byl Ing. Ladislav Klima
ze Slovenského technického muzea v Kosicich, garantem realizace upravené vystavy ,, Technické
kresleni a zobrazovani* v TMB byl Mgr. Petr Nekuza.

Jiz na piipravé vystavy v TMB participovaly brnénské stfedn{ prumyslové skoly a Fakulta
architektury Vysokého uceni technického v Brné. Zapojeni téchto vzdélavacich instituci
do projektu vystavy naslo své uplatnéni pfedevsim ve formée interaktivnich ukdzek. Podatilo
se tak ozivit staticky vyklad o historii technického kresleni, rozsifit jej o soucasnost, tedy i
nejnovéjsi trendy v praxi. Soucdsti piipravenych vystupt byly specidlné upravené edukaéni
aktivity urcené studentim stfednich skol a univerzit. Vefejnosti se podafilo pfedstavit nejen
preciznost technickych vykresu, jez mohou byt v jistém nahledu naziriny i z pozice svych
nespornych vytvarnych kvalit, ale i souvislosti jejich vzniku a vyuzivani od historie po soucasné
moderni formy. Pro muzejni prostiedi obvykla historickd rekonstrukce zde méla formu
konstrukéni kancelafe z obdobi tiicatych let 20. stoletd, ale jiz méné obvyklé bylo jeji pfedvedeni
v obdobich nasledujicich — v tomto pifpadé az po devadesata léta 20. stoleti s nezbytnou
vybavou a pomuckami.

Kontakty na stfedni skoly a pracovist¢ Vysokého uceni technického v Brné se rozvijely
z pocatku pomalu. Piijednanich bylo nutné trpélive vysvétlovat piinos a tedy pfidanou hodnotu
spoluprace a aktivnich ukazek v ramci vystavy. Na jednotlivych skolach bylo velice riznorodé,
kdo azjakého povéfeni se stal pro muzeum partnerem. Statutarni zastupce po prvotnim kontaktu
s muzejniky vétSinou povéfovali dalsim jednanim pracovniky oddélen{ pro praci s vefejnosti.
Také skala reakci byla siroka, od naprosto odmitavych odpovédi, az po nadseni. Zajimavym se
muze jevit, ze stanoviska feditelek a fediteltl skol byla vstifcna vzdy, ale nasledujici konzultace
mnohdy vedly k nezdaru a frustraci. I pfes tato komunikacni ,,uskali” se vzdy podafilo dojit
ke spolecnému fesen{ a pifi dalsich jednanich se situace zacala jevit pozitivné. Prakticky pak
doslo ke spojeni na mnoha trovnich prezentaénich vystupt. Skoly a muzeum propojily své
webové stranky, byl pfipraven harmonogram praktickych ukazek, zajiStén prezenta¢ni prostor
pro jednotlivé skoly na vystavé. Architektonicky byly jednotlivé ,,stanky™ ve vystavnim sale
TMB pro vsechny skoly fesené stejn¢, do formy jakéhosi paravanu ve tvaru pismene L,
na némz byly z vnéjsi strany potisky sbirkovych dokumentt (zvétsenych technickych vykrest ¢i
detailti napt. turbin nebo parnich kotlt) a z druhé, vnitinf strany si kazda skola sama zpracovala
vlastni grafickou prezentaci. Kazda ze $kol se snazila pojmout svoji prezentaci co nejnoblesnéji
a grafické ztvarnéni bylo na velice dobré urovni. Jako dalsi podporu jsme vSem participujicim
skolam pfedali 50 volnych vstupenek do vystavnich prostor TMB.

Je mozné s odstupem konstatovat, ze takto pojata konkrétni a prakticka spoluprace méla
vynikajici vysledky — $koly si samy stanovovaly néco jako ,,navstévni dny* ve vystave a ty
vyuzivaly pro podnécovani potencionilnich zdjemcd o studium, ¢imz se rovnéz zvySovala
navstévnost TMB. V praktickych ukazkach skol vystupovali jako ,,pfednasejici® ¢i animatofi
vybrané studentky a studenti skol, které a ktefi béhem dopolednich oteviracich hodiny TMB
plnili dkoly zadané od svych pedagogu, vétsinou v souvislosti s programovanim nebo obsluhou
3D tiskaren.

Prezentace soucasnosti byla krome $kol podpofena téz spolupraci s firmami a spole¢nostmi,
které vyvijeji hardwarovou i softwarovou vybavu nejmodernéjsich systémi. Mezi ty
nejatraktivnéjsi patif 3D tiskarny pro rizna odvétvi pramyslu, vyroby ¢i vyuzivané ve vytvarné
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tvorbé. Pozornost byla upfena také na soucasné pokracovatele tradicnich vyrobct, firmy Kinex
Measuring, Centropen a Logarex v Ceské republice.

Interaktivni porovnan{ historie a soucasnosti bylo pfilezitosti pro pfipomenuti dlouhodobé
tradice pramyslové viroby v Cechach a na Moravé a s nf spjaté technologické znalosti, co bylo
kvitovano jak zaméstnanci prezentujicich firem jako moznost popularizace jejich obori, tak
pedagogickymi pracovniky stfednich a vysokych skol. Podle jejich sdéleni a reflexe ocenovali, ze
jim vystava nevSednim zptisobem pomaha obohatit teoreticky vyklad a vyuku o praktické ukazky.
Tato pfilezitost nam otevfela fadu moznosti dalsi spoluprace na prezentacnich projektech a diky
nf pracovnici z praxe a vzdélavani ziskali povédomi o existenci muzejni instituce jako partnera.
Avsak 1 v ramci odborného zpracovani dilé¢ich fondu ¢i ziskavani akvizic znamenala vystava
s participaci partnerti vyznamny benefit. Vzhledem k pfekotnému vyzkumu a vyvoji novych
technologif véetné jejich deskripce, vzhledem k rozvoji informacnich technologii jako podptrné
infrastruktury pro technologicky vyvoj a aplikace a v neposledni fad¢ 1 vzhledem k stile uzsi
specializaci a délbé prace pfi tomto procesu, nelze fesit muzejni dokumentaci jakéhokoliv oboru
technického dédictvi bez zapojeni odborniki z praxe. Na piikladu oboru technického kreslent
a zobrazovan{ bylo doloZzeno, jakym zptsobem lze tyto specialisty do muzejni ¢innosti zapojit.
Piinos projektu se nasledné odrazil 1 pfi pfehodnocovani dokumentace této oblasti techniky
v ramci sbirkotvorného planu a planu ¢innosti muzea na nasledujici obdobi.

Uméni emailu/Technika smaltu

Projekt Uméni emailu/Technika smaltu byl zaméfeni na prezentaci emailu a smaltu —
fenoménu, jez spojuje dva tak rozdilné materialy, jako jsou kov a sklo a zaroven i dva tak rozdilné
sveéty, jako je svét uméni a uméleckého femesla a svét pramyslové vyroby. Vystava byla piistupna
navstévnické vefejnosti od listopadu 2017 do konce kvétna 2018 a jejim garantem byla Mgr.
Pavla St6hrova. Takto rozsahly projekt by nebylo mozné pfipravit bez participace desitek kolegt
a spolupracovniki z mnoha pamét'ovych instituci CR a Slovenska, ale také bez fady partnerd
a sponzoru z vyrobni praxe. Projekt Uméni emailu/Technika smaltu ale nepfedstavovala jen
jeji ustfedni cast, tedy vystava. Vzhledem k tomu, Ze jeho vznik byl iniciovan Metodickym
centrem konzervace TMB, byly do néj zahrnuty i workshopy tohoto pracovisté a prezentace
c¢innosti této samostatné organizacni slozky muzea celkové." Na nich se muzejni konzervatofi
méli moznost setkat s odborniky z ,,emailérské praxe®, kdyz rekonstruovali vybrané emailérské
postupy uzivané v minulosti pfi vyrobé $perku, liturgickych predmétt a dalsich artefakta
s emailovou vyzdobou. Tyto postupy byly peclivé zdokumentovany a s videoprezantacemi
se pracovalo i dale a staly se zakladem dalsich pfidruzenych aktivit projektu. Propojeni se
soucasnou restauratorskou praxi umoznilo obohatit restauratorskou a konzervatorskou linku,
ktera se vine celym vystavnim projektem jako jeden z lightmotivi koncepce vystavy.

Videodokumentace pofizend na workshopech byla vyuzita jednak v doprovodném
dvacetiminutovém filmu k vystaveé a nasledné pak jako trvale zpiistupnény odborny metodicky
material na webovém portalu MCK, jednak také na interaktivnich pocitacovych stanovistich,
tzv. infopointech, ve vystavé. Navstévnik s hlubsim zajmem zde kromé nich nasel i rozsifené
popisky k exponatim, informace a fotografie k nejvyznamnéjsim artefaktim vytvofenym touto

" MCK TMB se ve své metodické a vjzkumné ¢innosti zaméfuje na historické kovové matetidly, a to véetné jejich
povrchovych dprav a uzitych vjzdobnych technik. Vybér problematiky smaltu a emailu jako tématu spole¢ného
vyzkumu a odborné ¢innosti oddéleni DOVaT (muzejni dokumentace, dokumentace soucasnosti) a odboru MCK
(péce o kulturni dédictvi s touto povrchovou a vyzdobnou dpravou) byl logickou volbou. Jako interni vyzkumny
kol je tato problematika zapracovana do koncepce vyzkumné ¢innosti instituce pred tfemi lety.
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technikou za svétovych muzei, a také informace o restaurovani nasich vyznaénych pamatek,
které na vystavu zaptjceny byt nemohly. Opét jsme tak uplatnili a prezentovali ptiklady
soukromé restauratorské praxe (praxe licencovanych restauratortt pusobicich mimo statni
instituce, byt provadéjicich zakroky na predmétech kulturniho dédictvi zapsanych v Centralni
evidenci sbirek a dalSich registrech dle platné legislativy). Kupfikladu slo o relikviat svatého
Maura nebo Zavisuv kifz z Vyssiho Brodu, tedy nejvyznacnéjsi pamatky s emailovou vyzdobou
nachazejici se na nasem uzemi, nebo o prezentaci tykajici se vyroby repliky cisatské koruny
svaté fi$e Rimské o vyrobé emailovych desti¢ek z této koruny.

V podobném rozsahu jako videosmycky poiizené na workshopech, které dokumentuji
rekonstrukce historickych technologickych postupti prace se smaltem a jejich soucasné
moznosti restaurovani, byly zpracovany i videosekvence zachycujici podobu souc¢asné vyroby
smaltovanych pfedméta a pramyslové zpracovani smaltu. Tyto videosekvence jsou soucasti
vystavy spolu s vyrobky, které za timto uGcelem vznikly. Tak napiiklad ve smaltovné firmy
Beskyd ve Frydlantu nad Ostravici pro ucely vystavy vznikly litinové kotliky a panve, byla
zachycena jejich vyroba od samotného odliti, pfes jejich pi{pravu pro smaltovani, po naneseni
a vypaleni smaltu. Ackoliv je vyroba smaltovanych produkti v této soukromé firmé v poslednich
letech utlumena, bylo diky ,,osvicenému* majiteli firmy zdarma mozné dokumentaci provést.
Dokumentace a vyroba probé¢hla ve dvou terminech s mésicnim odstupem, druhy termin
byl zvolen v dobé¢ konani kazdoro¢niho vytvarného smaltarenského sympozia, kdy majitel
svoji firmu otevira vytvarnikim na nékolik dni a umozfiuje jim vyuzivat zafizeni firmy pfi
vytvarné tvorbé. Podobnym zptisobem jsme spolupracovali také se soucasnym nejvétsim
vjrobcem smaltovanych ceduli v Ceské republice, firmou Smaltovna Tupesy. I zde probéhla
videodokumentace vyroby smaltovanych ceduli a jednotlivich technologickych kroki, i tato
firma zapujcila pro vystavu a vénovala do sbirek muzea vzorek soucasné produkce. Jiz pii
navstéve pracovnikd muzea v tupesské firmé se projevil nebyvaly zajem vSech zaméstnanca
firmy o vystavu a spolupraci. Pfekvapeni zaméstnanct vzbudilo téma vystavy a to, ze v ramci
jeji koncepce se jejich soucasna prace dostane do centra pozornosti muzejnika a navstévniku.
Po dukladném vysvétleni zaméra tvircd vystavy — ukdzat praci, kterd se za smaltovanymi
artefakty i pfedmeéty skryva — zaméstnanci v naprosté shodé pozitivné hodnotili muzejni ptistup
a snahu o dokumentaci soucasnosti jako takové. Dalsi formou, ktera pfispéla o obohaceni
exponati o soucasné produkty, byla firma Mefrit — na ¢eském trhu jediny dodavatel emailt a
frit pro pramyslové i uméleckofemeslné vyuziti. Diky této firmé mohla byt na vystavé nazorné
vysvétlena technologie vyroby smaltu.

Kromé vyse zminénych firem, se kterymi byla navazana velmi tizka kooperace, jsme v ramci
piiprav vystavniho projektu oslovili vSechny firmy v Ceské republice a na Slovensku, které
se n¢jakym zpusobem zabyvajl smaltirenskou produkci. Vyzvu ke kooperaci ptijala odhadem
neceld polovina z nich. Nabidli jsme jim zastoupeni na vystavé a v katalogu.'' Nasi motivaci
bylo vyuziti takto ziskanych informaci pro vystavu i pro muzejné-dokumentacni praci, ziskané

T tuto ¢ast kooperace povazujeme pies pomérné nizky pocet kooperujicich za uspésnou, byt’ se neobesla bez dil-
¢ich nedorozumeént, kdy jsme firmdm museli opakované vysvétlovat, ze nejde o akci veletrzniho typu nebo pfehlid-
ku. Firmam se podafilo vysvétlit, v cem tkvi podstata muzejn{ vystavy, ze tedy nejde o misto pro placenou inzerci,
ale naopak o prezenta¢ni prostor, o jehoz koncepci s kone¢nou platnosti rozhoduje tvirce vystavy.
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informace budou trvale fixovany jako doprovodny matetidl v raimci sledovanych obora.'?

To, ze soucasni producenti byli zahrnuti do vystavy, pfineslo i dalsf nezamyslené efekty. Jiz
pii konani vernisaze a posléze jest¢ pifi dvou dalsich pfilezitostech se vystava stala nezavisle
na jejich tvircich a muzejnich pracovnicich mistem, na kterém se sesli soucasni producenti,
ktef{ obnovili komunikaci. Pod vedenim firmy Mefrit a s podporou specialistt na materialové
inzenyrstvi z Ceského vysokého ucent technického v Praze se vystava stala platformou k obnové
¢innosti smaltdrenské asociace, jez byla v nekolika poslednich letech utlumena. Je otazkou
nejblizsich mésict, jak bude zamér naplnén, muzeum jiz do téchto aktivit nehodla vstupovat.
Nicméneé je potésitelné, ze muzeum sehrdlo v tomto piipadé takto pozitivni a inspirativni dlohu
pro komeréni vyrobni sektor.”

Na dvou vyse uvedenych pfikladech jsme se pokusili ilustrovat aktualni podobu
dokumentace soucasnosti v TMB, jez je druhou nejvétsi instituci pecujici o technické kulturni
deédictvi v Ceské republice. Jsme si védomi, ze specificky sbirkovy fond a obory odborného
zajmu této organizace vyznamnym zpusobem koreluji s moznostmi jejich zpracovani a dalstho
vyuzivani, véetné¢ komunikace smérem k vefejnosti, v tomto pifpadé zastupcim vyrobniho
sektoru. Jsme vsak také pfesvédceni, ze mohou byt i pfes svoji odlisnost od historickych,
geografickych, uméleckych apod. témat pfi kuritorské a prezentacn{ cCinnosti inspirativni i
pro jinak specializované muzejn{ a pamét’'ové instituce. Zapojovani soukromého, komer¢niho
¢ vyrobniho sektoru do odborné a vyzkumné ¢innosti muzel v nasem prostfedi nema
dlouholetou tradici a déje se pozvolné. Limitujicim faktorem zlstava v prvni fadé personalni
zajisténi projektd, a to véetné osobnostnich pfedpokladd jednotlivych aktérd. S témito limity
je tfeba pocitat na obou stranach, jak na stranach muzejnikd, tak na strané partnerd, u kterych
zalezi ¢isté na subjektivnim rozhodnuti pro (ne)spolupraci. Oteviené je tfeba fici, ze zalezi na
kreativité kazdého jednotlivého muzejnika, s jakou své potencialni partnery bude ke spolupraci
motivovat. Stejné pak je dilezita kreativita, s jakou piislusny vedouci pracovnik instituce nabyté
kontakty zuzitkuje a zahrne do strategickych a koncepénich materialti a samozfejmé — last but
not least — rozhodujici zastiva osobni pifstup jednotlivych kurdtort a odbornych pracovnika
pii naplnovani cild danych koncepci. Budeme radi, pokud nas piispévek bude pravé tyto
pracovniky k promysleni muzejni dokumentace a dokumentace soucasnosti motivovat.
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Ethnographic collections of musenms in Uzbekistan: samples of copper-embossing art

The article is devoted to the study of ethnographic collections of museums in Uzbekistan. Ethnographic
collections of museums in Uzbekistan were studied on the basis of samples of copper-embossing art.
The article deals with ethnography, ethnographic collections, factors of formation of ethnographic
collections of museums in Uzbekistan. The process of development of the Uzbek copper-embossing
art was analyzed on the example of copper samples from museums in Uzbekistan.

Key words: ethnography, ethnographic collections, museum, object, museum collection, metal carving,
wood carving, painting, ornament, copper products

Ethnographic expositions are formed on the basis of existing ethnographic collections in
museum funds. There are lots of ethnographic collections in the museums of Uzbekistan. Only
a tenth of these collections are exhibited in museums. Ethnographic collections differ from
other museum collections by its extensive presence. The diversity of ethnographic collections
is directly related to ethnography. While speaking about ethnographic collections of museums
in Uzbekistan, it is worth mentioning ethnography and ethnographic collections.

Ethnography is a system of special science that studies the distinctions between the different
types of ethnic groups of the world, their ethnic origin, their lifestyle, customs, level of material
and spiritual development, and their distinctive features, is calculated.

The object of ethnography is ethnos, and objects of the whole sphere of the public are the
objects of research. This includes:

— the appearance and history of ethnos on earth;

— the number and distribution of ethnos;

— appearance of representatives of the ethnos;

— Language and Religious Beliefs;

— basic forms of traditional culture - economic activity, material culture (places and
lodging, clothes and food);

— social culture: social institutions (kin, societies, families, etc.), morals and others;

— Spiritual culture: Rituals of the cycle of life cycle (birth, marriage, death), seasonal
rituals, beliefs and ideas.!

Ethnographic collections are the collection of items representing the culture of a particular

! KOZMINA, V. A. — BUZIN, V. S. (eds.). Ethnology (ethnography): a textbook for academic baccalanreate. Moscow:
Publishing House Yurayt, 2015, 438 p. Series: Bachelor. Academic course.
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ethnos or ethnic group. The museum is of great importance when the ethnographic collection
of ethnographic pieces of information is preserved.

There are two types of ethnographic collections: material (household, economic, production
and religious) reflecting the material culture of the ethnos and examples of non-material
heritage (traditions, beliefs, ceremonies and folklore). Ethnographic collection artifacts have
their own characteristics and have vital importance to the ethnographic culture.

Ethnographic objects contain ethnographic data — evidence of cultural expressions that are
characteristic of some ethnos.?

Ethnographic collections are systematic collection of items that represent the culture
of a particular ethnos or ethnic group. Ethnographic collection items are significant in the
field of the museum, with preservation of ethnographic information. There are two types of
ethnographic collections: material (household, economic, production and religious) reflecting
the material culture of the ethnos and examples of non-material heritage (traditions, beliefs,
ceremonies and folklore). Ethnographic collection artifacts have specific features, ethnos are
important as a means of characterizing the culture.

Ethnographic data on ethnographic objects — contains evidence of cultural expressions
inherent in one particular ethnos.

Therefore ethnographic objects can be classified as follows:

—  objects which are always used in typical, economical and daily life. Their shape, material,
and function is not the same as the difference. In most cases, they continue to be used in life.

—  Multipurpose items do not function in traditional culture in terms of their old use, and
they have the ability to change their contextual context. For example, musical instruments or
rituals used as subjects in everyday life.’

How does the exhibit generally differ from the product? It can be assumed that this difference
conceals the semiotic migration associated with filling the museum environment with artefacts.
Creating a collection and exposition - is based on the existing scientific classification based
on these or those selected principles. The exhibits ate even sorted out to describe the entire
culture, and this selection is paradigmatic. Regardless of the motives and principles that make
up the ethnographic collections, in any case, the object will fall into the museum alone.*

According to ethnographic materials in the fund and the exposition, museums can be
divided into four groups:

1. The first group consists of museums with the concept of ethnographic material,
which is the basis of the museum exposition, and aims at showing ethnic culture.

2. Museums of the second group include museums exposed to ethnographic material in
the exposition of a particular section or subject.

3. The third group includes ethnographic objects in the museum exposition, but museums
specialize in non-traditional culture-related museums.

Ethnographic collections can be found in various museums in Uzbekistan. Ethnographic
collections are the most spread in the museums, such as: history, local history, art, literary
museums, memorial museums, home museums, museums-reserve, historical and architectural

> MOLCHANOVA, Nina. Problems exhibiting ethnographic objects in museums of the Russian Federation. Mag, thesis. Sankt-
Petersburg, 2016, p. 17.

*BOGOMAZ, S. M. Thing in the traditional culture of the Turkic peoples of Central Asia. In: Builetin of Tomsk state
University, 2008, Ne 3 (4).

* BARANOV, D. A. Ethnographic museums today. In: Anthropological forum, 2007, Ne 6, p. 21-25.

> MOLCHANOVA, ref. 2, p. 31.

236



Muzeolégia a kultirne dedi¢stvo, 1/2019

ensembles. Ethnographic collections in these museums are mainly associated with ethnographic
expeditions.

On the collection of ethnographic collections of the State Museum of History of Uzbekistan
L.Levteeva gives the following arguments:

“At the end of the 1930s, the museum fund was collected during expeditions not only
in Uzbekistan, Kazakhstan, Tadjikistan, Kyrgyzstan, Turkmenistan, but also abroad (Iran,
Afghanistan, etc.). Nearly 90 collections have been collected in the ethnographic fund of the
museum, with more than 16,000 pieces exhibiting various aspects of the life of the people
of Central Asia. There are items related to such nationalities as Bukhara Jews, Dungans and
others that make up a small number. The collection includes clothes, footwear, embroidery and
carpets, household appliances and copper, iron bottles, agricultural tools and jewelry, handicraft
equipment.”®

S.Krukovskaya associated the history of ethnographic collections of the State Fine Arts
Museum of Uzbekistan with the ethnographic expeditions:

“If the time between 1935 and 1941 was the accumulation of the collection, time exhibits
between 1945 and 1952 were scientific writing and scientific inventory.”

The State Museum of Temurids’ History started its work on October 18, 1996 in connection
with the 660th anniversary of the great leader Amir Temur. There are about 5,000 objects in
the museum fund today. More than 2500 exhibits of the museum exposition are included. The
main part of the State Museum of Temurids’ History consists of rare exhibits such as Amir
Temur and manuscripts of the Temurids epoch, correspondence with various statesmen, coins
and ceramics, architectural decorations, books, ethnographic works, works of artists of our
countty.

There are rich ethnographic collections in the State Museum of Temurids’ History. The
collection of ethnographic collections of the museum dates back to the time of the museum
establishment. After publishing a museum dedicated to the history of Amir Temur and the
Temurids, many collectors donated their collections to the museum. Most of these collections
are ethnographic collections. An ethnographer — collector Saltanat Siddikova from Tashkent,
collector Sanobar Sultanova and Rakhima Sharafutdinova have enriched the museum with their
ethnographical collections.

Specialists of the museum Saltanat Siddikova, Khamida Jurayeva, Sanobar Sultonova, Gulsara
Babanazarova from Samarkand and others have contributed to the museum’s contribution to
enriching the museum.®

Ethnographic collections of the State Museum of Temurids’ History consist of ceramic
items, samples of metal and sugar, porcelain, weaponry, embroidery samples, ornamental
patterns, clothes and fabrics. The samples of this museum are the materials of the XIV-XX
centuries.

Pasturing on the territory of Uzbekistan is a kind of folk art that has been developed and
decorated since ancient times. Among archaeological findings, it is known that the rarity is
related to the VII-V centuries BC. In the beginning, the legendary heroes and the image of
creatures were widely used in decoration, but after the Arab conquest, some changes took

¢ LEVTEEVA, Larisa. Dungan dresses and jewelery. In: Az Tashkent, 2005, Ne 3-4, p.18.

T KRUKOVSKAYA, S. M. In the world of treasures. 'T.: Publishing house of literature and art named after Gafur
Gulyam, 1982, p. 21.

¢ HABIBULLAEYV, N.N. (ed.). State Musenm of Temurids’ History 15 years old.'T .: Academics, 2011, p. 6.
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place, such as other types of art. They are “girrikh”, “islimy” (types of handcraft) patterns and
bytes in the Arabic alphabet.

Patterning of copper rose to its top in the time of Amir Temur and the Temurids. The
masters of that era are amazed by its elegance, impeccable taste, richness and complexity of
decorations. Fine ornaments, black silver, gold and silver patterns are widely used.’

Throughout the centuries, schools with specific features have been formed in the art of
patterning of the copper. Schools Tashkent-Ferghana, Samarkand-Bukhara and Khiva differ
from each other by methods, depth or shallowness of patterns of printing, applied patterns.

Copper tools and samples of museums in Uzbekistan, which were widely used in everyday
life were made for various purposes. They include &itchen utensils and household items: harvester,
vase, vase with handles, pots, and pots with one holder and two holders, “dekcha”, “xurma”,
“xurmacha” (types of household items), bowl, cup, large flat dish, plate, tray, “hovoncha —
(type of household items) and its copper handle”, “tutqichli drushlak” “mantiqasqon” (types
of household items), lid, copper basin, skimmer, incense bowl, cast iron  door ring; water
and tea items: “oftoba, qumg’on” (types of houschold items), bucket, kettle; izems for washing:
hand washer with lid, basin, “tos, dastshuy” (types of household items); #ems of  horses and
pets: horse’s collar, bridle, horses, dog’s collars; eguipment of cosmetology: “‘surmadon” (box for
colour); Candlesticks: metallic candlestick; smoking equipment. “chilim” (a kind of hookah); Writing
instruments: ink pot, pair of compasses, equipment of drawing; astronomical instrument. telescope;
Military equipment. an equipment for putting on the top of the flag; bronze vessels for military
expeditions constitute ethnographic collections of this museum.

Majority of calligraphic items of The State Museum of Temurids’ History consists of
kitchen utensils and water tanks.

The coppetr bowl in the museum collection (KP 81-1 / 2-1) dates back to the XVI-XVII
centuries, and its straightforward walls were tilted toward the cascade and the bottom is round.
The decorations are arranged horizontally in the center of the container. The outer part of the
wall decorated a wide circle. Two-leaved patterns are made of square trimmings. Leaves are
limited to small spots. In the lower part of the circle, the flowers are drawn with patterns. It
is made using carving technique. This copper bowl was presented to the museum by Sanobar
Sultanova, a collector from Tashkent in 1999.

One of the ethnographic exhibits decorated with calligraphic artis considered “mantikaskon”
(a type of kitchen equipment which cook duplings on steam) (KP 87-13) XIX-XX. The shape
of the rectangle is stored up to the middle of the “mantikaskon”. The middle part makes
image as tied. On the side wall of the “mantikaskon” there is a handle. The handle is curved
on both sides and flat. It is attached with the elegant ring with triangular shaped flowers. Only
one handle of the “mantikaskon” has been preserved. For this reason, one of the attached
rings has been preserved. In the “mantikaskon” there is a tray which can be put dumplings. It
was round shaped with leaf like holes. There are fixed rectangular handles. The “mantikaskon”
is largely based on herbal ornaments. This exhibit was presented by the ethnographer Saltanat
Siddikova in 2000. '

“Dastshuy” — (narrow-necked jug with long spout used for washing ) (KP 5-9) is made
of copper, multi-core, eight-cornered base, mushroomed shaped, eight-sided side walled. The

’ LEVIEEVA L. - MUKHTAROVA, R. “Lace” of metal (coppet-wrought articles in the collection of GMII). In:
Art. Tashkent, 2017, No. 4, p. 24.

" ORIFJONOVA, Gulra’no. Ethnographic collections of the State museum of Temurids® history: samples of art of
copper-embossing. In: International Scientific Journal Theoretical & Applied Science. Philadelphia, 2018, No. 4, pp. 310-311.
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Pict.1: Tung (XIX century) (KP-1683). The
collection of the State Museum-Reserve “Ichan
Kala”

container extends from the base to the mouth. The lid is also
made of eight-edged, with carvings made of elegant orna-
ment. Each of the eight edges is embroidered. There is a
small six-leaf bouquet in the middle of the tie. Herbal pat-
terns on the side of the lid are made of three leafy flowers.
“Dastshuy” belongs to the XVII century, made of yellow
coppet.

There are several types of buckets decorated with differ-
ent patterns in the museum. The bucket provided by the col-
lector Sanobar Sultanova (KP 87-2/1) is made of red copper,
the tiniest bleached interior. It has a reel shape. The middle
part is narrow; the upper and lower parts are extensible. The
whole surface of the bucket is covered with patterns. Top
of the bucket covered with lid. The handle is heavy, shaped,
attached to both sides. The handle is finished with the pat-
terns like leaf. The decorations form the horizontal circle.
The patterns include vertical paths, semi-circles, and cutls.
The circle pattern is made up of patterns like leaf. Medals are
made of zigzag patterns on the outside of the container. The
medallions are made of glass, like the spatters of drops. This
pattern is completed with triangular shapes and patterns as
fir tree.!!

The collection of the State Museum-Reserve “Ichan
Kala” contains samples of the Khiva school of embossing,

—  Tung (XIX century) (KP-1683). A pear-shaped con-
tainer for water made of copper, decorated with “arka gul”,
“madohil”, “islimiy”’” and geometric patterns. The handle of
the container is in the form of a dragon, the lid is not pre-
served (pict.1).

—  Kumgon (KP 132). A vessel made in 1906, which
sises are decorated with “madohil” pattern. On the basis
of the kumgan there is an Arabican inscription “Amali usto
Bekchon Yokub 1324” (pict.2.).

—  Sulobcha (XIX century) (KP 1554). A vessel for
washing, with cylindrical form lower part§ on the lid there
are special holes for water. The curface is decorated with
“olma gul”, “tanop gul”, “ilon izi” patterns and the masters
name “Sohibi Nazar Muhammad” in Arabic script.

Pict.2: Kumgon (KP 132).The collection of the  —  Kapshirma (XX century) (KP 420). The product is

State Museum-Reserve “Ichan Kala”

in the form of a boiler with a lid of yellow copper and dec-
orated with “hoshiya naksh”, “arkon naqsh” and “aylanma

islimiy” (pict.3.).2

" Tbid.

12 ORIFJONOVA, Gulra’no. Khotezm school of embossing. In: Echo of history. Tashkent, 2018, No. 4, p. 15.
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Conclusion

Metal objects, widely used in public life,
are not only articles of everyday life, but are
also examples of applied art decorations.
Metal objects are widely used in all spheres
of the people’s lifestyle. In the daily life and
household there was great need for them.
The great need of metal goods in everyday
life has resulted in the art of decorating
it from ancient times. Today, samples of
popular folk dances have become a rarity in
the collection of museums. Ethnographic
collections are important examples of
people life style, and their past.

L1 i A
Pict.3: Kapshirma (XX century) (KP 420). The collection of the
State Musenm-Reserve “Ichan Kala”
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Possibilities of cooperation between folk groups and local musenms on two levels: nmusenms for folklore, folklore
[for musenms

The main goal of this report is to highlight the necessity of cooperation between various folk groups
(and folk ensembles) and local museums in the context of traditional folk costume research. Sewing
new outfits often breaks away from the local specifics as the folk groups do not know how to perform
research and with whom they can collaborate. This summary presents actual possibilities for cooperation
and puts emphasis on two levels— how a museum can help the folk groups and vice versa. An integral
part of this report covers the rights and responsibilities of deposit administrators as well as research
possibilities open to the researchers — professionals and layman alike, who are interested in traditional
folk clothing,

Key words: museum, folk costume, clothing, deposit, cooperation, research

Predkladany prispevok som sa rozhodla ponat’ z praktického hl'adiska na zaklade vlastnych
skusenostf ako nestranného pozorovatel'a, ale aj z hl'adiska pozicie byvalej pracovnicky muzea
v Trebisove. Ked'ze sa venujem problematike odievania, aj tento prispevok je smerovany
k tradi¢cnému odevu a sucasnym krojom. Ako je vSeobecne zname, viaceré muzea vlastnia
vo svojich zbierkach mnozstvo suciastok tradicného odevu. Nepochybne najznimejsou
institdciou s najvicsou zbierkou tradi¢ného odevu na Slovensku je Slovenské narodné mizeum-
Etnografické mizeum v Martine (dalej SNM-EM). Vo svojom depozitari a stilej expozicii
vlastni 38 700 kusov trojrozmernych muzedlii' a teda stciastok tradicného odevu, resp. kroja,
ako je medzi folkloristami zauzivané, a uUzitkového textilu. Dalgiu najrozsiahlejsiu zbierku
spravuje Mizeum l'udovej umeleckej vyroby v Stupave. St to najviac navstevované institucie,
ktorych zbierky v sicasnosti vo vel’kom vyuzivaji aj badatelia, ktorf maji potrebu dozvediet’
sa o vyvine tradi¢ného odevu danej oblasti viac. Mnohi 'udia v$ak nevedia, Ze zbierky krojov
ma aj vel'ké mnozstvo malych lokalnych muzel. Svoj prispevok zameriavam na oblast’ juzného
Zemplina, preto sa budem venovat’ prioritne tejto oblasti, aj ked’ spomeniem aj priklady z inych
zemplinskych oblasti.

Socialne siete st dnes vel'mi dobrou vyskumnou ,,oblast’ou®. Na urcitych strankach je mozné
precitat’ si nazory na témy tykajice sa krojovej problematiky, moznosti z{skavania informacii
o nich a v neposlednom rade skdsenosti s t6znymi muzeami. Tak je mozné si mnohokrat
precitat’ o tom, aké st muzed zastarané institicie, ze mnohé su staré socialistické vykopavky,
kde je vel'mi zly pristup k poziadavkam verejnosti a zamestnanci starsej generacie nie st schopni

! Informacia poskytnutd odbornou zamestnankyriou SNM-EM Mgt. Evou Dudkovou.
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inovativneho pristupu k mazejnej praci. V neposlednom rade som zachytila pohorsenie viacerych
jednotlivcov zo skupiny tzv. folklotistov o tom, ze SNM-EM, ale aj iné muzea nepust’aju Pudi
do depozitarov. Pre mnohych muzejnikov, odbornikov je to samozrejmost’ urcitého postupu,
zakonov a pravidiel, pre mnohych zas nepochopitel'na zmes pravidiel, ktoré cast’ verejnosti
poburuje. Samozrejme, hovorim len o tej skupine I'udi, ktori nemaju zrejme pozitivny vzt'ah
k muizeam, resp. nepoznaji problematiku muzejnej prace.

Preto je potrebné vysvetlit’ urc¢ité pravidla, ale tiez nacrtnut’ potrebu posilnenia vzt’ahu
a vzadjomného vyuzivania svojich sluzieb medzi muzeami a folklérnymi kolektivmi, resp.
jednotlivcami. Aj naprick mnohym negativhym nazorom na muzed sa musim ako byvala
zamestnankyna muzea postavit’ na stranu muzei, pretoze je zrejmé, Ze verejnost’ nema vietky
informacie, resp. nesnazi sa svoju zaujatost’ proti muzejnym zakonom pochopit’ z druhej strany.
Okrem toho, ze mnohé muzed nepracuju prave v idealnych podmienkach a kultdra celkovo
je na chvoste $tatneho financovania, dovolim si tvrdit’, Ze aj z toho madla, co maji a mozu
vyuzivat’, dokdzu vytvorit’ priam zazraky na pockanie prave vo vzt'ahu k verejnosti.

Muzeum ako kulturna institdcia md povinnost’ chranit’ muzejné zbierky, ktoré su rozdelené
do dvoch priestorov: vystavné priestory a depozitar. Expozicie si verejné a tradicny odev
z expozicil si moze kazdy navstevnik odfotit’, pripadne si vypytat’ k jednotlivym krojom
podrobnejsie informacie o ich pévode, darcovi a pod.

Badatel'om sa nazyva kazdy jednotlivec (laik aj odbornik), ktory m4 zaujem vidiet’ konkrétne
krojové sucasti z depozitiru za urcitym ucelom. Kazdy badatel’ ma prava aj povinnosti. Ma
pravo vidiet’ krojové stcasti, o ktoré ma zaujem, dostat’ k nim informacie, ktoré ma muizeum
k dispozicii a taktiez si konkrétnu suciastku odfotit’. Ziskany fotograficky a informacny material
moéze pouzit’ prakticky — pri siti novych krojov alebo teoreticky pri pisani odbornych alebo
studentskych prac. Povinnost'ou badatela je akceptovat’ pravidld a normy, ktoré muzeum
ma a mus{ dodrziavat’. Depozitar je miesto, ktoré je pristupné len odbornému pracovnikovi
a konkrétne krojové sucasti moze pracovnik z depozitaru badatel'om priniest’ a ten si ich moze
odfotit’, nemoze sa slobodne po depozitiri pohybovat’. Ako urcuji interné muzejné zasady:
wDepozitirny regim je internon normon. Urinje spdsob a podmienky trvalého odborného nlogenia bierkovych
predmetov a prevadzkn depozitaroy v miizgen. Je to Specidlny priestor mizea na odborné nlogenie, odborni
ochranu a gabezpeienie bezpelnosti a bierkovych predmetov. Zbierkové predmety sa nkladaji v depozitaroch
oddelene podla jednotlivych fondov.

Na to, aby boli textilné predmety spravne uskladnené a zachované, musia byt’ dodrzané
normy vlhkosti, osvetlenia aj teploty. Muzeum ma povinnost’ konzervovat’ a zachovavat’
jednotlivé zbierkové predmety pomocou odborného konzervatora tak, aby boli zachované
v urcenych podmienkach pre daldie genericie. Je uplne jasné, Zze ak by ziskala pristup
do depozitirov verejnost’, mohlo by déjst’ k tzv. depozitirnej anarchii. Casté vyberanie,
chytanie, neopatrné nakladanie, fotenie s bleskom a premiestfiovanie textilnych predmetov by
viedlo k vaznemu poskodeniu a neustalej potrebe ich opravovat’, ¢im by sa v neposlednom rade
zvysili finanéné investicie. Kazdy spravcea, kustéd depozitru je preto zodpovedny za ochranu
zbierok a dodrziavanie pravidiel, ktoré st v muzeu urcené. Ako priklad prav a povinnosti
spravcu depozitara uvadzam konkrétny interny predpis muizea v Trebisove:

Prava a povinnosti spravcu depozitara:

*  spravovanie priestorov depozitara podla urc¢eného systému a depozitirneho rezimu,

* Interny dokument Muzea a Kultirneho centra juzného Zemplina v TrebiSove. 26. Depozitirny rezim — odborné
ulozenie zbierkovych predmetov.

242



Muzeolégia a kultirne dedic¢stvo, 1/2019

* sledovanie klimatickych a technickych podmienok v depozitari pri kazdom vstupe, najmene;j
vsak raz za dva tyzdne,

* starostlivost” o odborné ulozenie a ochranu zbierkovych predmetov pred poskodenim
a odcudzenim,

* prijem a vydaj zbierkovych predmetov, vedenie evidencie a dokumenticie o pohybe
zbierkovych predmetov,

* zodpovednost’ a kontrola fyzického stavu zbierkovych predmetov,

* zodpovednost’ za dodrziavanie depozitirneho rezimu a bezpecnostnych opatreni
v depozitari,

*  vypracovanie systému a rezimu odborného ulozenia zbierkovych predmetov,

* sledovanie, vyhodnocovanie a vypracovanie analyz technického stavu ulozenych
zbierkovych predmetov, navrh opatreni,

* v ptipade zistenia vaznych nedostatkov vyhotovi zapis a predlozi ho $tatutarnemu organu
muzea.

Je preto uplne jasné, ze muzea musia dodrziavat’ urcité zasady, aby mohli vSetky muzejné
zbierky, v tomto pripade konkrétne textil, zachovavat’ a dokumentovat’ tak obraz o sposobe
tradi¢ného odievania nasich predkov. Ak st teda Pudia, ktorym sa mizejné zasady nepacia, mali
by vediet’, ze ku konkrétnym odevom sa dostat’ mézu, ale musia dodrzat” podmienky, ktoré
ma muzeum vodi verejnosti urcené. Tymto prispevkom by som rada apelovala predovsetkym
na folkl6rne skupiny a subory, ktoré v ramci svojho pésobenia neustile vytvaraju nové kroje
pre svoje potreby. Mnohokrat su to, zial', kroje, ktoré nemaji s danou lokalitou takmer ni¢
spolo¢né, resp. ani nie je snaha, mozno vedomost’, ze maji moznosti spravit’ si pri siti novych
krojov za pomoci muzef a kultirnych institacif svoj vyskum.

V ramci stredného a juzného Zemplina sa nachadza nickolko muzei, ktoré vo svojom
vSeobecnom zamerani na regionalnu kultdru maju vo svojich zbierkach aj mnohé sucasti
tradi¢ného odevu. K takym patri Mizeum a Kultdrne centrum juzného Zemplina v TrebiSove
a Zemplinske muzeum v Michalovciach. Mensi pocet odevnych sucasti, ktoré len dotvaraju
expoziciu tradi¢ného stavitel'stva a byvania, ndjdeme vo Vranove nad Toplou (elokované
muzeum hlavného muzea v Hanusovciach nad Toplou), v Regionalnom muzeu v Kralovskom
Chlmci a v Mizeu 'udovej architektiry v Humennom (skanzen). V sucasnosti zaziva folklérne
dianie akysi boom, neustile vznikaji nové a nové folklérne a spevacke skupiny, obcianske
zdruzenia, ktoré sa snazia o zachovavanie lokalnych a regionalnych tradicii. K nim patti aj
zachovanie, pripadne obnovenie tradicného odevu, pretoze nie vo véetkych obciach sa zachoval.
Najmi dedinské folklérne skupiny patria ¢asto k tym, ktoré nevedia, akjm smerom sa uberat’
pti vyrobe novych krojov. Pod'me teda najst’ na Zempline tri obce, ktoré sa v ramci zachovania
krojov a nutnosti stadia muzejnych zbierok absolatne odlisuju.

1. Do prvej skupiny radime obce, v ktorych vlastnia kroje takmer v kazdej rodine, kde
tradi¢né odievanie nevymrelo, zachovava sa a aj Sitie novych krojov je v danom lokdlnom
spolocenstve pod prisnym drobnohladom. K takymto obciam urcite moézeme zaradit
Parchovany a Folklérnu skupinu Parchovianka. T4 ani nepotrebuje skimat’ odevné kusy
z muzel, pretoze staré tradicné odevy vlastnia a nové si neustale siju a vysivaji. Parchovany sa
nachadzaju v okrese Trebisov, patria teda do juzného Zemplina. TrebiSovské mizeum vlastni
niekol’ko pévodnych odevnych sucasti z Parchovian, viaceré su sucast’ou stalej expozicie. Tu si
dovolim uviest’ vlastné presvedcenie, ze ak si chcu iné sibory kopirovat’ kroje podl'a skupiny
Parchovianka, maji naozaj zarucené, ze idu tym spravnym smerom, treba sa vSak osobne pytat’
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na $pecifika itia a vysivania. Skupinu zalozil ucitel Andrej Pacuta v roku 1971 a preslavila
ju najmi rodina Topolovskych. Aj podla slov Nikoly Topolovskej, jednej z ¢leniek skupiny,
vyskum zalozeny na zbierkach muzea nie je pre nich potrebny a nezakladaju si na nom. O tom,
aké kusy sa v muzeu v Trebisove nachddzajd, vsak vedia. Parchovianka s mizeom pracuje len
v druhej rovine — dotvara kultirne programy muzea a ponutka svoj vlastny lokalny folklor vzdy
tak, ako je pre muzeum a konkrétny typ podujatia potrebné.

Aj na priklade Parchovian moézeme uviest’ jeden negativnejsi pripad sitia krojov, ktory sa
tyka FS Hornad z Kosic. Aj ked’ sa na prvy pohlad moéze zdat), ze kroje vyzeraju rovnako
v Hornade ako v Parchovianke, absencia vyskumu sdboru je pre znalca viditel'na hned’. Pre
zensky kroj je typické sitie spodnych sukni, tzv. bilotov, tak, Ze sa riasia vSetky Casti okrem
prednej poly, ktord ostdva nenariasena. Tak vytvori vrchna sukna pozadovany tvar. Subor
Hornad si tieto spodné sukne nariasil po celom obvode, preto ma kazda Zena na vystupeni
vypuklé brucho, ¢o spésobuje spodna sukfia. Taktiez v mnohych suboroch dievéata pouzivaja
iba jednu spodnu sukfiu a menf sa silueta. Pévodne Zensky odev vytvaral siroka siluetu a tak sa
to snazi dodnes dodrziavat’ aj Parchovianka. Toto st pripady, ked’ je zrejmé, Ze vyskum priamo
v obci alebo navsteva muzea a jeho expozicie ¢i depozitara su potrebné a netreba sa spoliehat’
iba na kopirovanie podla folklérnych skupin, resp. ich fotiek z internetu. Samozrejme, v raimci
suborov a rychlych prezlekov medzi ¢islami je zrejmé, Zze pouzivaju len jeden typ spodnej
sukne. Neplatf to vsak vsade. Parchovianku vSak mo6zeme uviest’ ako jeden z mala pozitivaych
prikladov; ako kroje z obce zachovavat’ a ako vytvarat’ nové.

2. Druhu skupinu tvoria obce, kde sa povodné tradicné odevy, kroje scasti zachovali, s
nad’alej prezentované prostrednictvom vystupeni folklérnej skupiny a su doplnené novo
usitymi cast’ami krojov. Paradoxne sa ani jedna sicast’ kroja nenachadza v ziadnom lokalnom
muzeu, dokonca ani v SNM-EM. Do tejto skupiny mozeme zaradit’ pre folkloristov priam
notoricky znamu obec Zamutov. SNM-EM uchovéva len vytkavany textil, ktory bol pre tdto
obec charakteristicky, iné muzeum vs$ak odevné sucasti nevlastni. Preto aj pri $iti novych
krojov vychadzali a vychaddzaji obyvatelia obce len z toho, ¢o sa v obci zachovalo v minulostt
a aj z toho, ¢o im opisne ponukla star$ia generacia zo svojej pamite. Zo zenskych krojov sa
zachovali iba brokatové sukne, niekolko rukavcov a z muzskych niekol'ko nohavic, kosiel’ aj
lajblikov. Najvic¢siu zbierku vlastni rodina Visniovskych, ktora sa preslavila najmid vdaka dnes
uz slavnemu Visnovskému verbungu, ktory je najviac prezentovanym tancom z tejto obce po
celom Slovensku spolu s ¢ardasom.

FSK Zamutovcan vznikla v roku 1964 na podnet Ondreja Demu a prave vdaka alebo aj kvoli
nej doslo v obci k viacerym krojovym zvlastnostiam. T4ato skupina totiz zmenila raz kroja raz
a zrejme aj navzdy. Tradi¢ny odev v obci bol velmi jednoduchy a jeho nosenie uplne zaniklo po
2. svetovej vojne. Priblizne po roku fungovania skupiny ju navstivil prof. Stefan Nosal a Ondrej
Demo, ktoti sa prisli inspirovat’ spevnou, hudobnou a tane¢nou kultirou a podporit’ tvorbu
skupiny. Prof. Nosal' prisiel s navthom, aby si zeny usili aj lajbliky, ¢o bude na javisku krajsie
vyzerat’, ako len samotné biele rukavce. Lajbliky sa v tejto obci nikdy nenosili a netvorili sucast’
tradi¢ného odevu. Priblizne v rokoch 1965 — 1966 tak na podnet Nosala vznikli, postupne si
ich zeny skraslovali, nasivali ozdoby, flitre, vytvarali obrazce. V sticasnosti mlada generacia, ale
dokonca ani stredna nevie, ze lajbliky sa v tejto obci nenosili a povazuju ich za vlastné. Starsia
genericia sice potvrdi, Ze lajbliky sa nikdy nenosili, ale s s nimi absolitne stotoznent: ,,Se i
vecej bats, kedy tote divki majn blinkace lajbiki a iie lom take bile bluzki. Sak naj vidi cali svet, e tu
paradne kroje i Feni paradne buli a su. Cholem daco 3me sebe vidumali a i tak Sicke subori po nas opakuju,
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vSak nemusa nac, Ze lagbiki tu riigda riebuli.

Rovnako skupina postupom casu zmenila muzské nohavice, ktoré sa povodne vobec
nezdobili, na zdobené, zmenili aj strih, zdobenie opaskov, u zien zasa zmenili zavizovanie
zacepky. Sukne sa v Zamutove nosili hladké, neskladané a az pomerne neskoro, priblizne v roku
1942, sa zacali skladat’: ,Bolo fo na podnet Zidav@/, ktord chodila do dediny a mala rodinu v Seovciach.
Tam ug v tef dobe nosili v ramei tradicného odevn skladané sukne. Algbete Demidkove), rod. Lengeroves
povedala, aby svojej deére Mdrii dala usit’ sukiin tak, ako je to (3 jej pohladu) ,,dnes ng moderneisie”. Ukdzala
¢, ako skladat’ na sukni za mokra faldy pomocon Feleznej Zeblicky so Seravymi nblikmi. Faldy zacali robit
Siroké, cca 8 - 9 em. Po tomto vzore to galali opakovat’ aj ostatné dieviatd a zakritko sa tmto spdsobom
skladali vsetky sukne, samozrejme s novsou diZkon pod kolend. “ Dokonca si neskor v skupine zacali §it’
sukne so skladanim na drobné faldy, ako su typické pre rozne obce na Zempline.

Subory na Slovensku, ktoré si davali sit’ zamutovské kroje, si kopiou krojov, ktoré pouziva
FSK Zamutovéan. Ked’ze, ako som spomenula, sa ziadne kusy tradi¢ného odevu nenachadzaji
v muzeach, si ostatné sibory odkazané na kroje Zamutovcéanu. Je to obec plna paradoxov vo
vyvoji ani nie tak tradi¢ného odevu, ako kroja, ktorému skupina vel'mi zmenila celkovy raz.
Podrobny vyskum a zachytenie vyvoja jednotlivych odevnych sucasti sa nikdy nerobil, ¢iastocne
bol spracovany ako kapitola v publikacii Stefana Kocdka.’ Podrobny vyskum a zachytenie vjvoja
odievania pocas celého 20. storodia som pracovala v ramci rigoréznej prace.’ Ci je dobré, ze
sa kroj dostal do podoby, ako je dnes ponukany verejnosti az v ramci folkorizmu v dobe, kedy
nosenie tradicného odevu uz zaniklo, necham uz na individualne posudenie.

3. Do tretej skupiny patria obce, ktorych tradi¢ny odev je vo vicSom pocte zastipeny
v muzejnych zbierkach, ale, paradoxne, v obciach sa tradi¢ny odev nenachadza. Z tejto skupiny
sa budem venovat’ obci Upor, nachadzajicej sa v juznej ¢asti okresu Trebisov. Trebisovské
muzeum vo svojom depozitiri a expozicii vlastni naozaj bohatd zbierku tradi¢ného odevu
z obce Upor, ktoré mizeum odkipilo od sikromnej osoby v roku 1995. St to stéiastky, ktorych
strih a zdobenie kore$ponduju s kolorovanymi kresbami URUV-u. URUV v tejto obci totiz v 70.
rokoch 20. storocia uskutoé¢nil podrobny vyskum, ktory zdokumentovala Alena Rybatikova.”
Konkrétne vystupy publikovala v ¢lanku a st podrobne zachytené aj v elektronickej encyklopédii
ULUV-u na ich webstranke.® Z juzného Zemplina tak ide o jednu z mala obci, kde bol vyskum
nielen realizovany, ale aj zverejneny. Pre akéhokol'vek zaujemcu o usitie nového kroja z Uporu
sa tak otvara skveld moznost’ ziskania jedine¢nych informacii, ktoré by sa v stcasnosti pri
osobnom vyskume v obci uz nedozvedel.

Vyskum UPUV-u je mozné doplnit’ o informacie a fotografie konkrétnych odevnych éasti
z muzea v TrebiSove. Muzeum vlastni Zensky aj muzsky kompletny tradi¢ny odev, vratane
spodného odevu, dokonca aj niektoré sucasti vrchného zimného odevu. Badatel, vyskumnik
tak moze konfrontovat’ ziskané informacie z dvoch kultarnych instittcii a na zaklade nich si
méze dat’ usit’ kroj z obdobia, ktoré je vd'aka viskumu ohranic¢ené desat’rociami od konca 19.
storocia do 2. stvrtiny 20. storoc¢ia. Podla informacii od spravkyne textilného fondu v Muzeu
ULUV-u v Stupave, ULUV vd’aka vyskumu v minulom storodi vlastni jedny povodné rukévee,

’ Rozhovor s informatorkou Helenou Janokovou bol zaznamenany v marci 2014.

“ MARCINOVA, Jilia. Zmeny v odievani v obei Zamutov v drubej polovici 20. storoiia. Rigordzna praca. Nitra, 2014, s. 15.
5 KOCAK, Stefan a kol. Tradiénd lndovi kultira obce Zamutov. Zamutov : Obecny tirad, 2003,

* MARCINOVA, ref. 4, 112,

" RYBARIKOVA, Alena. Ludovy odev v Upote, okres Trebisov. In: Ndrodopisné informcie, 1988, ¢. 1, s. 149-167.

8 RYBARIKOVA, Alena. Upor. [citované 12.3.2018]. Dostupné z: http://www.uluv.sk/sk/encyklopedie/ tradicny-
odev-slovenska/tradicny-odev-obci/upor/
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reprodukované rukavce z roku 2008, druzbovsky ru¢nik, muzsky kabatik a tkany obrus.’
Mizeum v Trebisove vlastni takmer 40 kusov tradi¢ného odevu z Upora, ktoré st oznacené
prirastkovim a evidenénym cislom a kazdd saciastka je pisomne podrobne analyzovana. Toto
vsetko je zarukou kvalitnych a naozaj vycerpavajicich informacii pre kazdého, kto ma zaujem
o uditie novych krojow.

Pozrime sa teda na skupinu z tejto obce a na kroje, ktoré vznikli z iniciativy jej ¢lenov. FSK
Jarina v Upore vznikla v roku 1999. V tom roku si jej ¢lenovia dali ugit’ kroje. V Zenskom
kroji je najvicsia podobnost’ s tradicnym odevom v zwlgpke a v muzskom ciastoc¢ne v koseli
a nohaviciach. Druhé kroje si dali usit’ v roku 2017 a podla slov ¢lenov skupiny sa inspirovali
prave vjskumom z UPUV-u. Prave tu prichddza situicia, ktora je z mojho pohPadu paradoxna
a vysledok zbyto¢ne neadekvatny k mnozstvu materialu, ktoré mohla mat’ alebo ma skupina
k dispozicii. Veduci alebo ¢lenovia skupiny nenavstivili pred $itim krojov depozitar v Trebisove,
a teda ani nezist’ovali, ¢i sa tam kroje z ich obce nachadzaji. Podla ich tvrdenia sa vSak inspirovali
vyskumom z ULUV-u a kroje si dali usit’ v okoli Vranova nad Toplou.

A vysledok? V minulosti sa Gporska muzska kosela zdobila jednoducho, ale s pouzitim
viacerych materidlov. Skupina si dala vysit’ vel'ké kvety, ktoré si typické pre oblast’ Vranova
a okolia. Vrchné nohavice, ktoré sa nikdy nezdobili, si tiez dali zdobit’ na zaklade dohody
s krajcirskou dielnou. Zenské rukavee zmenili strih, doplnili si vysivku, ale oproti prvym krojom
nastala vyrazna pozitivna estetickd zmena, najmi v dizke kroja a jeho ustrojenosti. Tymto
mame pred sebou pripad, ked’ sa sice v obci povodny tradiény odev nezachoval, ale kompletny
vyskum, nakresy aj konkrétne casti v muzeach ano. Ak sa iné subory rozhodnu spracovavat’
folklér z obce Upor, rozhodne by pri $iti krojov mali siahat’ po vyskumoch a depozitaroch
muzef.

Tieto tri priklady st dokazom toho, Ze aj v sucasnosti pri stile sa zvySujucom pocte
folklornych zoskupeni a novych krojov je potrebné robit’ viskum, pytat’ sa v obciach, studovat’
literatiru a v neposlednom rade navstevovat’ muzed. Spomeniem aj dve opit’ paradoxné
situdcie tykajuce sa muzea v Michalovciach a Trebisove. Zemplinske mizeum v Michalovciach
spolupracuje s folklérnymi subormi a skupinami uz dlhé roky. Najvyraznejsie s FS Zemplin
z Michaloviec a FS Svojina. Najskor v Zempline, v sucasnosti vo Svojine posobi krojarka
pani Marika Ko$cova, ktora sa pri $itf novych krojov mnohokrat obratila prave na mizeum
v Michalovciach. Podla slov tamojsieho riaditefa Marosa Demka uz byvali zamestnanci mizea,
folkloristi, vel’ki narodniari, ako Milan Bohucky a Jan Ordos, spolupracovali s tfmto siborom —
konkrétne s Milanom Hvizd’akom a jeho manzelkou, ktora dlhé roky zastavala vo FS Zemplin
poziciu krojarky. Jeden z poslednjch zdujemcov o tradi¢ny odev z mizea bola FSK Cemertianka
z Pustého Cemerného.'

Paradoxom pre toto mizeum je Mizeum v Trebisove. Podl'a slov pracovnicky, ktora dlhé
roky spravuje expoziciu odievania a remesiel a takisto je spravkynou textilného depozitaru,
za celé jej dlhoro¢né posobenie v tomto muzeu neprisiel NIKTO za tucelom, aby zistil, ¢i
sa v muzeu nachadzaju konkrétne odevné suciastky, vdaka ktorym by sa mohli dat’ $it” nové
kroje."! V okrese Trebisov sa v§ak nachadza naozaj velké mnozstvo dedinskych folklérnych
skupin, ktoré by tito moznost’ mohli a mali vyuzivat’. Casto sa stretaivame so skupinami, ktoré
si kroje navrhli samé, dokonca bez toho, aby vedeli o tom, ako vyzeral tradi¢ny odev v ich obci.

? Informacie ziskané od odbornej pracovni¢ky ULUV-u Batbory Kanavorove;.
1" Informacie ziskané od tiaditela muzea Marosa Demku.
" Informaécie ziskané od zamestnankyne muzea Matie Patihuzovej.
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Tak, ako aj v injch muzeach, aj tu plati, ze moznost’ badania ma kazdy, kto prejavi zaujem
a podla zauzivanych predpisov mu bude tito moznost’ poskytnutd. Jednou velkou nevyhodou
tohto muzea je, ze za celd jeho existenciu tam nebol zamestnany ziadny etnolég, ktory by sa
venoval ¢i uz odevnej problematike alebo inej, ktora spada pod etnolégiu. Vynimkou bolo moje
posobenie v rokoch 2011 — 2012, kedy som sa venovala vyskumu tradi¢ného odevu v desiatich
obciach na Tokaji, v ktorych doposial’ nebol organizovany ziadny vyskum.'

Muzeum sidli v kastieli rodiny Andrassyovcov a ma vo vlastnictve niekol'ko d’alsich budov,
ktoré v minulosti sluzili na rozne Gcely, ako jazdiaren, stajne, polnohospodarske budovy. Mazeu
sa podarilo cely kastiel' a byvald jazdiaren kompletne zrekonstruovat’ a v sucasnosti pracuje
na tvorbe novych expozicii. Zial, prave budova, kde sa nachadza expozicia l'udového odevu
juzného Zemplina, este zrekonstruovana nebola a ma pomerne zlé podmienky. Vysoka vlhkost’,
v niektorych miestach aj priame vonkajsie svetlo nevytvaraji vhodné podmienky pre takato
expoziciu, no mizeum ma v plane v najblizsom case vel'ku rekonstrukeiu aj tejto Casti muzea.
Expozicia vznikla v roku 1994 a od jej vzniku do dnesnych dni ostala nezmenena. Napriek
nevyhovujicim priestorom starého objektu muzea, odevy, ktoré si v flom prezentované, svoju
hodnotu nestracaju. Okrem bezného navstevnika ma naozaj vel'ky prinos pre vsetkych, ktori
sa vazne zaujimaji o odev juzného Zemplina a zdlezi im na tom, aby kroje, ktoré vznikaju
v stcasnosti, boli nielen in§pirované tym tradi¢nym, pévodnym odevom, ale aby boli jeho ¢o
najvernejsou képiou z daného obdobia.

Tak, ako vedia muzed vychadzat’ v dstrety odbornym a vyskumnym potrebam vetejnosti,
ku ktorej patria aj folklérne skupiny a stbory, tak tieto tiez mozu reciprocne pomoct’ muzeam.
Trebisovské muzeum patri v tejto spolupraci so skupinami a v organizovani kultdrnych
podujati k najvyznamnejsim. Méze ist’ prikladom pre ostatné muzed a kulturne institucie, ktoré
maji rovnaké ciele. Za obrovské pozitivum a dévod, preco z mojho pohladu drzi trebiSovské
muizeum v tejto organizacnej pozicii prvenstvo, je, ze 1. januara 2012 nastala fizia mdzea
a osvetového strediska. Spoijili sa do jednej institucie s jednym sidlom a tak v budove kastiel'a
vnikla institacia s nazvom Miigenm a Kultrirne centrum jugného Zemplina. Bol to prvy takyto pokus
v ramci Kosického samospravneho kraja a rokmi sa ukazalo, Ze tento pokus bol veI'mi dobrou
vol'bou. Pracovnici muzea a osvetového strediska tak spolocne vytvaraju neuveritelne putavé
verejné podujatia a nové vystavy ¢i expozicie, ktoré rok co rok lakaju stile vicsie mnozstvo
zaujemcov. Spojenie odbornych pracovnikov, technickych pracovnikov a pracovnikov osvety,
ktori su zas zbehli v organizovani akéhokol'vek typu podujati, prinieslo vel'a dspechov a kvality,
za ktorymi stoji riaditel'ka institicie Mgr. Beata KereStanova.

Jednym z cielov tejto institucie je prezentdcia starych zaniknutych remesiel a organizovanie
podujati, ktoré su zamerané priamo na niektora z oblasti tradi¢nej kultary. Tieto podujatia sa
delia na tri skupiny. Dnes uz k najznamejsim, ale aj najobl'ibenejs$im patria tie, ktoré prezentuju
tradi¢nd tokajsku alebo vSeobecne zemplinsku gastronémiu. Nerada pouzivam toto slovo, pre
mna je to tradicné stravovanie, ale v muizeu si zauzivali terminolégiu tradi¢na gastronémia. Do
druhej skupiny patria podujatia s dorazom na tradicné remesld a v tretej skupine st poduyjatia,
ktoré v spravnom ro¢nom obdobf{ alebo mesiaci prezentuju vyrocné zvyky a tradicie. Muzeum
ma za posledné roky svojho posobenia uz presne urcend spolupracu s réznymi folklornymi
skupinami, pretoze kazda z nich sa zaobera inym zvykoslovim, resp. ma spracované tematické

12 Blizsie o vysledkoch viskumu pozri MARCINOVA, Jilia. Tradicné odievanie v tokajskej oblasti v 1. polovici 20. storoiia.
Trebisov : Mizeum a kultirne centrum juzného Zemplina, 2012.
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pasma. Pre zaujimavost’ budem pouzivat’ narecie. V ramci tradi¢ného stravovania mizeum
predstavuje:

- Varerie zameski: FSK Brezina - Brezina, FSK Slivnican — Slivaik, FSK Vidumarnec — Kuzmice,

- Stivkovi lekvar: FSK Kle¢enoveanka — Klecenov, FSK Dubiny — Dargov, FSK Teplican —
Zemplinska Teplica, FSK Vidumanec — Kuzmice, FSK Brezina — Brezina,

- Pecerte chleba: FSK Strapec — Cerhov, FSK Kle¢enovéanka — Klecenov,

- Pecerie krepli, ceregi, hruba loksa, bandurkova loksa, chlebovi posnchi, makoviiiki, orechoviiiks, bobalki:
FSK Tokaj — Vel'ka Ttna, FSK Celoveanka — Celovce, FSK Brezina — Brezina, FSK Teplican
— Zemplinska Teplica, FSK Strapec — Cerhov.

V ramci uchovavania starych remesiel a ich prezentacie na scéne musim predovsetkym
vyzdvihnat’ zamestnancov muzea, ktorf sa naucili pliest’ lana na historickom spletacom
stroji z 19. storoc¢ia. Dokonca v muzeu vznikol rekord, pretoze sa na tomto stroji podarilo
upliest’ najdlhsie lano. Muzejnici okrem spletacicho stroja predvadzaju aj mutenie masla,
mlatenie obilia cepmi, pracu so starymi mlat’ackami ¢i pecenie chleba v starej peci. Dolezité je
spomenut’, ze zamestnanci su obleceni do tradi¢ného pracovného odevu z TrebiSova, ktory je
usity podl'a vzoru z odevu, ktory sa nachadza v stalej expozicii muzea. Z folklérnych skupin sa
k prezentovaniu starych remesiel alebo ¢innosti na podujatiach pridavaju:

Tkarie pokroveor: FSK Strapec — Cerhov, FSK Kle¢enovéanka — Klecenov,

Praiie, rajbarie: FSK Kle¢enovcanka — Klecenov,

Pradzerie na kolovratu: FSK Klec¢enovéanka — Klec¢enov,

Mut'erie masla: FSK Klecenovéanka — Klecenov, FSK Celoveanka — CeFovee, FSK Tokaj —
Velka Ttfna.

Z rodinnych a pracovnych zvykov a tradicii sa mizeum venuje predovsetkym vinobraniu
a dozinkam, ale v spolupraci so skupinami poc¢as roka predstavuji ovel'a 8irsi zaber v spracovani
tradicit:

Fasengi, pribiranci: FSK Ky$¢anka — Kysta, FSK Jarina — Upor, FSK Orgofiina — Trebiso,
FSK Trebisovcan — Trebisov, FSK Omladzina — Novosad, FSK Dubiny — Dargov,

Stavarie maja: FSK Teplican — Zemplinska Teplica, FSK Strapec — Cerhov, FSK Vidumariec
— Kuzmice, FSK Studzenka — Plechotice,

Doinki: FSK Parchovianka — Parchovany, FSK Studzenka — Plechotice, FSK Zipovéan —
Nizny Zipov, FSK Vidumatiec — Kuzmice,

Vinobraite: FSK Strapec — Cethov, FSK Aszt — Mala Tf1ia,

Kralun na valale: FSK Novomescanka — Slovenské Nové Mesto, FSK Dolinka — Vel'ké
Ozorovee, FSK Zipovéan — Nizny Zipov,

Gubase: FSK Dubiny — Dargov, FSK Vidumarec — Kuzmice, FSK Tepli¢an — Zemplinska
Teplica, FSK Brezina — Brezina, FSK Slivni¢an — Slivnik,

Praiie piria: FSK Aszi — Mala Ttna,

Suparie kenderici: FSK CePovéanka — CePovee,

Svadzba: FSK Vidumanec — Kuzmice, FSK Zipovéan — Nizny Zipov, FSK Studzenka —
Plechotice,

Koserie a hrabasie sena - FSK Strapec — Cerhoy,

Ublare, pdlesie ubla: FSK Teplican — Zemplinska Teplica,

Rajbarte: FSK Teplican — Zemplinska Teplica.

Samozrejmostou je, ze vSetky skupiny vystupujd v krojoch. Kroje folklérnych skupin
juzného Zemplina by bola urcite téma hodna velkej stadie. Ako v mnohych inych obciach na
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celom Slovensku, aj tu si odbornikmi vyéitané mnohé nezrovnalosti — dizka sukiesi, ozdoby,
ktoré ku krojom nepatria, neprimerand farebnost’ krojov, neucesané vlasy, nepouzivanie
cepca alebo Satky, pripadne celkové kroje usité podla vlastnej fantazie alebo podla vzoru
»zemplinsky®. Neexistuje totiz pojem zemplinsky kroj, zemplinsky tanec, zemplinska zacepka
a pod. Jedine, ak sa rozprava konkrétne o obci Zemplin, ale, myslim si, ze nie kazdy, kto tieto
terminy pouziva, pozna aj tuto mali obec. Preto praca s krojmi vo folklérnych skupinach je
naozaj, ako sa hovori, beh na dlhé trate. Bol by potrebny intenzivny vyskum, ktory by mal
byt zalozeny na analyze fotografického materialu, na ustnom rozhovore s najstarsou zijucou
genericiou a v neposlednom rade na stddiu materilu a zbierkového fondu v mizeach. Mizeum
v Trebisove by vedelo byt pri tvorbe novych krojov velmi napomocné snad’ v kazdej obci, kde
vymenované skupiny posobia, pretoze kroje z tychto obci vlastnf vo svojej zbierke. Je len na
voli ¢lenov a veducich skupin, ¢i tieto moznosti v budticnosti vyuziju a ¢i im zalez{ na tom, aby
ich kroje mali naozaj hodnotu.
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Europejskie Centrum Solidarnosci: Stala expozice

Prvni kroky k iniciaci vzniku ECS v Gdansku pfisly jiz v roce 1998, instituce byla oficialné
zalozena v roce 2005 a o tii roky pozdéji zacala fungovat. V roce 2014 se konalo slavnostni
otevieni nové viceucelové budovy pfimo v prostorach byvalé Gdanské lodénice. Na vzniku
ECS se podilela fada organizaci a jednou z vyznamnych osobnosti zasahujicich do tohoto
procesu byl i starosta Gdansku Pavel Adamowicz.! Centrum se vénuje celé fad¢ kulturnich
a edukacnich ¢innosti.

Stala expozice, rozkladajici se v sedmi rozlehlych mistnostech ve dvou podlazich, pfedstavuje
klicové okamziky vedouci k revoluénim udalostem v Polsku v disledném provazani s dénim
v celém vychodnim bloku. V expozici kladou autofi diraz na emocionalitu a propojeni
multimédif s muzealiemi. Zjevnym zamérem zde bylo to, aby navstévnici ,,vstupovali“
do klicovych okamzikt spojenych se zménou rezimu.

Obr. 1.

Jednotlivé mistnosti expozice jsou pojimany do jisté miry jako samostatné vizualni celky
¢i L kapitoly®, coz napomaha pii ilustrovani zmén a déjinnych pralomt. Expozice se vénuje
udalostem vedoucim ke vzniku Solidarity v Gdansku a pokracuje pres déni 80. let az k padu
komunistického rezimu v Polsku a Evropé. K evropskym souvislostem se autofi nékolikrat
vraci, zastoupeno je tu také déni v Ceskoslovensku. Hned druhd mistnost expozice nese
nazev Moc bezmocnych a stejnojmenny text Vaclava Havla je 1 soucast! katalogu k expozici.
Specialni pozornost vénuje expozice tloze cirkve a vjznamu papezovy navstévy v Polsku pro
obrodny proces. Setkdvame se tu tak s kombinaci pfevazné chronologicky stavéného narativu
a samostatné funkénich, vybrané téma do hloubky pojednavajicich, celku.

! Na webu ECS mu byla po jeho amrti v roce 2019 vénovéna také kratka vzpominka. Viz: http://www.ecs.gda.pl/
title,pid,1903.html.
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Mezi nejvyznamnéjsi exponaty patii dievénd deska s 21 pozadavky délnika, ktera byla béhem
stpnové stavky v roce 1980 zavésena na vstupni brané do lodénic. T¢ je vénovan prostor hned
v prvni mistnosti expozice, kde jsou umistény (zavéseny u stropu) také napftiklad ochranné
helmy, z nichz si stavkujici délnici odstraniovali identifikacni ¢isla. Kontext stavce z roku 1980
dodali autofi zafazenim tematického celku vénovaného nepokojim a protestim v Evropé,
ale také mistnim udalostem, které stavce piedchazely. Zde patif k nejvyraznéjsim exponatim
bunda nesouci stopy po kulkach, kterd patfila Ludwiku Piernickému, jedné ze 45 obétf udalosti
prosince 1970 v Gdarsku.”

Mimo prezentaci klicovych muzedlii pracuje expozice vyznamné (a vzhledem k tématu
logicky) s oralni historii. Navstévnici si mohou vybirat z mnoha hodin videozaznamu napfic¢
vystavou, v niz své zazitky popisuji pfimi acastnici udalosti. Autofi také casto vyuzivaji zaznamy
z oficidlntho televizniho zpravodajstvi ¢i novinové clanky. K zprostfedkovani atmosféry
dramatickych represi, zacinajicich v roce 1981, slouzi i umeélecka dila. Vyraznym prvkem
objevujicim se napfi¢ expozici je vytvafeni prostiedi, v némz se mohou navstévnici ocitnout
piimo v centru udilosti. Mohou napiiklad zasednout ke stolim, u nichz probihala vyjednavani
k ukonceni stavky v roce 1980, zatimco sleduji sestfih zaznamu téchto udalosti. Dale autofi
nabizeji moznost nastoupit do policejnfho vozu na mista zasahujicich tézkoodénct a sledovat
zabéry ze zasahi na demonstracich roku 1981. Témito a podobnymi prostiedky je dosazeno
pocitu dramati¢nosti a je vytvafen tlak na navstévniky, ktery by je mél vést k vlastnimu uvazovani.

Vyse popsana expozice patfi z instala¢nfho hlediska k velmi vydafenym projektim
a odpovida soucasnym evropskym meéfitkim. O tom svéddci i to, Ze v roce 2016 byla ocenéna
Council of Europe Museum Prize.” Jedna se o zajimavy pokus reflexe nedavnych déjinnych
uddlosti, v némz autofi efektiviné zkombinovali oraln{ historii, dobové dokumenty a predméty —
piimé ucastniky zlomovych okamzikt. Expozice se vyhyba hodnoticimu jazyku a spise se snazi
o zprosttedkovan{ osobnich zazitkd, coz je vzhledem ke stale Zivé tematice vice nez vhodné.

Monika Mikulaskova

* http:/ /www.ecs.gda.pl/title, WYSTAWA_STALA,pid,33.html.
? http:/ /www.ecs.gda.pl/nagroda-muzealna-2016.
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FERDINAND II. : arcivévoda Ferdinand II. Habsbursky : renesanéni
vladat a mecenas : mezi Prahou a Innsbruckem. Blanka Kubikova —
Jaroslava Hausenblasova — Sylvia Dobalova (eds.). [Sprievodna publikacia
k vystave| Narodni galerie Praha : Valdstejnska jizdarna, 3 . novembra 2017
— 25. februara 2018. Praha : Narodni galerie, 2017, 403 s. ISBN 978-80-
7035-650-0

Na rok 2017 pripadli dve $pecidlne ,,okrdhle” vyrocia: jednak uplynulo 470 rokov
od uvedenia arcivojvodu Ferdinanda II. ,, Tirolského® (1529 — 1595) za spravcu a miestodrzitel'a
Ceského kraPovstva (1547) a stcasne 450 rokov, odkedy prevzal vladu v Tirolsku (1567).
Vzhl'adom na to sa konkretizoval zamer spristupnit’ $irSej odbornej i laickej verejnosti formou
vystavy rozmanité kultirne, historické a umelecko-historické aspekty tejto nevsednej osobnosti.
Pochopitel'ne, takto naro¢ny vystavny projekt vyzadoval, aby mu predchadzala viacrocna
medzinarodna spoluprica odbornikov na dand problematiku z radov rakuskych i ceskych
vedeckych pracovnikov a muzejnych kuratorov. Konkrétne na fiom participovali Specialisti
z dvoch krajin a piatich institacif: za Rakdasko Schloff Ambras pri Innsbrucku a Kunsthistorisches
Musenm vo Viedni, za Ceski republiku Ndrodni galerie v Prahe, Ustav déjin uméni Akademie vied
Ceské republiky a &astoéne aj Filosofickd faknita Univerzity Karlovy v Prahe.

Primarnym vystupom projektu bola initalicia tematickej vystavy v Cesku a Rakusku:
v ,,mikrolokalitich prazskych Hradcian a zamku Ambras pri Innsbrucku definujicich
najosobnejsi priestor oficidlneho i privatneho historického tcinkovania arcivojvodu Ferdinanda
Tirolského. Ako prva bola medzi 15. jinom az 8. oktébrom 2017 na zamku Ambras otvorena
vystava Ferdinand 11 — 450 Jahre Tiroler Landesfiirst. Nasledne po jej deinstalacii sa podstatna cast’
vystavnych exponatov zaradila do dramaturgie Ceskej vystavy Arcvévoda Ferdinand 11. Habsbursky
— renesancni viadar a mecenas — mezi Praboun a Innsbruckem, spristupnenej od 3. novembra 2017
do 25. februara 2018 v priestoroch prazskej Valdstejnskej jazdiarne. K rakuskej i ceskej vystave
boli vydané textovo i obrazovo obsiahle sprievodné publikacie.

Predmetom tejto recenzie je predovsetkym vyse Styristostranova publikacia k ceskej vystave,
s ktorou nesie rovnaky nazov: Arcivévoda Ferdinand 11. Habsbursky — renesanéni viadar a mecenas
— mezi Prabon a Innsbruckem. K jej zhodnoteniu je iste prospe$né pristupit’ aj s pomocou
»ambraskej verzie®, ktord ma zhruba o pit’desiat strin menej.! Medzi obomi knihami su
uz na prvy pohlad zjavné zasadné rozdiely v ich vizudlnom porati. Ceské verzia disponuje
decentnou cervenou ,,paperback® obalkou, na ktord vhodne zvolili Seiseneggerov portrét
mladuckého arcivojvodu Ferdinanda II. z doby kratko po prevzati miestodrzitel'ského uradu
v Ceskom kralovstve.? Osobne by som viak uvitala vi¢si rozmer tejto ilustracie, aby bola
nileZite dominantnym prvkom na prednej obalke. V porovnani s Cechmi totiz Rakasania (hoci
rovnako zvolili ,,paperback®) vsadili na vytvarne mimoriadne putavy, plnofarebny dizajn obalky
s celostranovym atcivojvodovym portrétom z poslednych dvoch dekad jeho Zivota.” Dojem
luxusnej kniznej prace z ¢ias renesancie na rakuskom ,,katalégu‘ este umoctiuje efektna zlatena
oriezka.

! Rakusky exemplar, ktory mam k dispozicii v anglickej jazykovej mutacii, nesie nazov Ferdinand I1. 450 Years Sovereign
Rauler of Tyrol : Jubilee Exchibition. Ed. by Sabine Haag & Veronika Sandbichler. Schloss Ambras Innsbruck : 15 June — 8
October 2017. Innsbruck : Haymon, 2017, 367 s. ISBN 978-3-7099-3402-9.

? Jacob Seisenegger, 1548. KHM Wien, Gemildegalerie, inv. ¢. GG 5947.

* Neznamy nemecky maliar, posledna $tvrtina 16. storo¢ia, KHM Wien, Gemildegalerie, Inv. ¢. GG 4501.
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Po obsahovej stranke st obe vydania do istej miery zhodné: odlisnosti sa prejavili v rozsahu
a zoradeni trindstich odbornych eseji a hlavne v ndplni samotného katalégu. Podotykam,
ze Ceskd vystavna publikicia prezentuje odborné texty v plnom zneni, zatial' ¢o v rakuskej
edicii su skratené. Ocefiujem taktiez, 7e Cesi opodstatnili vy$si pocet stran nielen rozsahom
odbornych textov, ale tiez o niec¢o velkorysejSou obrazovou zlozkou.

Prvé tri odborné texty uvadzaju Citatel'a do politickych suvislosti. Ich autormi si popredni
Ceski a rakuski historici $pecializujici sa na rant éru habsburskej vlady v strednej Eurépe —
autori mnozstva odbornych a vedeckych studif i monografif k danej problematike. Menovite
su to: prof. PhDr. Vaclav Buzek, CSc. z Historického ustavu FF Jihoceskej univerzity
v Ceskych Budé&joviciach (Habsburkové uprostied Evropy v 16. stoleti, s. 11-17); PhDr. Jaroslava
Hausenblasova, Ph.D. z Ustavu éeskych déjin FF Univerzity Karlovej v Prahe (Ferdinand II.
— sprdvee a mistodrici zemi Koruny leské, s. 18-23) a univ. prof. Dr. Heinz Noflatscher z Institut
fiir Geschichtswissenschaften und Europiische Ethnologie, Universitit Innsbruck (Arcivévoda
Ferdinand 11. jako viddee Tyrolského hrabstvi, s. 24-27).

Nasledujica zostava textov sa venuje roznym sféram vytvarného umenia a luxusnej umelecko-
remeselnej produkcie, stavitel'stva, kniznej kultdry a zberatel'stva, ktoré spitne vnimame ako
kl'aicové stéry arcivojvodovych kulturnych zaujmov a mecenassky podporovanych aktivit.
Dlhorocna $pecialistka na renesancné portrétne maliarstvo PhDr. Blanka Kubikova, PhD.
z Narodnej galérie v Prahe predostrela citatelovi prehladovy sumar portrétnej reprezenticie
Ferdinanda Tirolského od jeho detstva az do samotnej smrti (Obrazg arcivévody Ferdinanda 11. v jebo
portrétech, s. 28-31). Mgr. Sylva Dobalova, Ph.D. a jej kolega PhDr. Ivan Prokop Muchka (obaja
z Ustavu dé&jin uméni Akademie véd CR) spoloéne citatePom priblizili hlavni oblast’ svojho
dlhodobého odborného vyskumu (Szavebni projekty arcivévody Ferdinanda 11. v Praze a Innsbrucku,
s. 32-37) a napokon PhDr. Eliska Fuc¢ikova, CSc., jedna z poprednych znalkyn rudolfinskeho
umenia, spracovala tému Pragsky brad a jebo vyzdoba a Ferdinanda 11 (s. 38-43). Rakusky autorsky
tim reprezentuji vedecki pracovnici — kuratori z Kunsthistorického muzea vo Viedni a z muzea
na zamku Ambras. Jeho sucasna riaditel’ka Dr. Veronika Sandbichler vo svojom texte (Innata
ommninm pulcherrimarum rerum inguisitio: arcivévoda Ferdinand 11 jako sbératel, s. 44-47) ponukla
aj niekolko ilustrativnych vizualizacii z nediavno zrealizovanej instalicie arcivojvodovych
ambraskych zbierok priamo na mieste ich povodného vystavenia tak, ako to fakticky aj hypoteticky
dovol'uji dobové inventare z roku 1596 a 1621. V porovnani s touto v zasade ,,materidlovo*
zameranou $tudiou sa Mag, Paulus Rainer, kurator zbierok cisarskej klenotnice (Kaiserliche
Schatzkammer) Kunsthistorického muzea vo Viedni, venoval arcivojvodovym zbierkam skor
z hladiska ich univerzalneho vyznamu a ideového zameru, v rdmci dobového literarneho,
resp. priamo zberatelsko-teoretického diskurzu. Dalsi délezity ¢lanok zberatePského zaujmu
Ferdinanda Tirolského predstavuje jeho povestna zbrojnica. Dr. Thomas Kuster, ktory posobi
ako kurator na zamku Ambras, sa vo svojom prispevku (,, Toto heroické theatrum*: Zbrojnice hrdini
na gamku Ambras, s. 48-50) pokusil hypoteticky nacrtnat’ ideovy koncept zbrojnice, chronolégiu
akvizi¢nych c¢innosti aj pévodny sposob a lokaciu jej prezentacie v priestoroch zamku Ambras,
ktoré uz dnes neexistuji. Podrobne je v sprievodnej publikacii spracovana aj arcivojvodova
mimoriadne bohatd a vzdcna kniznica (Mgr. Ivo Purs, Ph.D.: Knibovna arcivévody Ferdinanda
1L, s. 57-62) a $pecifika hudobnej kultiry na arcivojvodovom dvore (Dr. Franz Gratl: Hudba
na dyore Ferdinanda 11. v kontextn dynastickych vazeb, s. 69-71). Zaradenie poslednych dvoch textov
osobne vnimam (v porovnani s predoslymi) ako tematicky uz dost’ odt’azité a predpokladam,
ze st zrejme motivované odbornym ziujmom a profilaciou ich autorov (Dr. Katarina Seidl,
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kuratorka muzea v Ambrase: ,,Protoge jejich nauka aci [t vsechny vnéisi a vnitini nemoci |[...]*
lkarstvi na dyore arcivévody Ferdinanda I1., s. 63-66; Dr. Alfred Auer: O rdgjich, zabraddch a rostlindch,
s. 67-68). Najmd Auerova esej je vel'mi vSeobecnd a prakticky vobec sa nedotyka (ako by som
ocakavala) vzt'ahu arcivojvodu Ferdinanda Tirolského k ,,umeniu tvorby zahrad*. Osobne som
presvedcend, ze ovel'a vicsi zmysel by malo zaradenie textu napriklad o povestnej portrétnej
kolekcii typu womini famosi, ktora si arcivojvoda budoval na zamku Ambras a na sklonku jeho
zivota uz obsahovala aspofi 860 malieb.* Pokial’ je mi zniame, tejto ambraskej portrétnej kolekcii
sa za poslednych takmer sto rokov venovala len minimalna badatel'ska pozornost’. K dispozicii
mame stale hlavne rozsiahle materidlové $tudie Friedricha Kennera e$te z konca 19. storodia,’
resp. syntetizujiceho ,,sprievodcu® po ambraskej portrétnej zbietke z roku 1932.°

Po odbornych textoch nasleduje v oboch publikaciach (Ceskej i rakuskej) katalbgova cast’.
Katal6govy heslar je v ceskej sprievodnej publikacii zostaveny zo siedmich sekeif, ktoré st
zoradené chronologicky (detstvo arcivojvodu, jeho pésobenie v Cechéch a nasledne v Tirolsku)
a nasledne aj tematicky (arcivojvodova zbrojnica, kunstkomora, kniznica, dvorské festivity).
Samozrejme, prazska vystava a tym aj katalogové hesla sa sustred’uju predovsetkym na Specifické
aspekty ¢eského posobenia Ferdinanda II. Tirolského, pricom viaceré historické dokumenty ¢i
artefakty boli verejnosti predstavené alebo publikované vobec po prvy raz. Pomerne velka
pozornost’ je v katalégu venovana jemu blizkym prazskym dvoranom. Mozaika exponatov
privatnej i oficidlnej povahy dokumentujicich ,,mikrohistoriu‘ ¢eského ucinkovania Ferdinanda
II. Tirolského skrze kultirne, nabozenské, politické, ekonomické i dvorské hl'adisko je skutocne
naleZite ndzornd a Zanrovo pestra.

Na zaver tejto recenzie mozem konstatovat’, Zze Ceskd a rovnako aj rakuska sprievodna
publikacia k vystave st textami aj ilustraciami mimoriadne efektné a obsahovo hodnotné. Ich
vyznam urcite nezoslabol ukoncenim vystavného projektu. Naopak, skonc¢enim vystavy sa ich
délezitost’ len posilnila, pretoze st historicky prvymi syntetizujicimi publikiciami poskytujicimi
aj vysostne aktualne zistenia k danej osobnosti a jej kultirno-socialno-umelecko-historickému
kontextu. Nepochybujem, ze dlhodobo najdu uplatnenie ¢i uz ako zdroj odbornych informacii,
alebo ako pomdcka pri vjucbe v akademickom prostredi.

Ingrid Halaszova

* STIBRANA, Ingtid: Rodovi portrétna galéria Palffyovcor na Cervenom Kameni. Obdobie proyeh troch generdcii v 16. — 17.
storod. Krakow, 2013, s. 58.

> KENNER, Friedrich: Die Portritsammlung des Erzherzogs Ferdinand von Tirol. (Die Deutschen Bildnisse).
In: Jabrbuch der Kunsthistorischen Sammilungen des Allerbochsten Kaiserhaunses, 15, 1894, s. 147-260; KENNER, Friedrich:
Die Portritsammlung des Erzherzogs Ferdinand von Tirol. (Die italienischen Bildnisse I). In: Jabrbuch der Kunsthis-
torischen Sammiungen des Allerhochsten Kaiserhanses, 17, 1896, s. 101-274; KENNER, Friedrich: Die Portritsammlung
des Erzherzogs Ferdinand von Tirol. (Die italienischen Bildnisse IT). In: Jahrbuch der Kunsthistorischen Sammilungen des
Allerhichsten Kaiserbauses, 18,1897, s. 135-261; KENNER, Friedrich: Die Portritsammlung des Erzherzogs Ferdinand
von Tirol. (Spanien und Portugal, Frankreich). In: Jahrbuch der Kunsthistorischen Sammilungen des Allerhochsten Kaiserhauses,
19, 1898, s. 6-146.

¢ Die Portriitsammiung des Erzherzogs Ferdinand von Tirol. Fiibrer durch die Kunsthistorischen Sammiungen in Wien. Wien, 1932.
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Pokyny pre autorov

Maximalny rozsah prispevku je 25 NS (25 x 1800 znakov). K prispevku je potrebné dodat’
zakladné udaje o autorovi (email, tituly, organizaciu, ktord zastupuje v anglickom jazyku), abstrakt
(do 10 riadkov) a 5 kIacovych slov, oboje v slovenskom aj anglickom jazyku. S autorom pred
publikovanim redakéna rada ¢asopisu Muzeoldgia a kulturne dedi¢stvo v zastupeni predsedu
redakénej rady podpisuje licenéni zmluvu o zverejneni diela a autenticite prispevku. Zakladnou
cita¢nou normu je norma ISO 690.

Textova cast: Text sa nepokusat’ zalamovat’ ani Specialne upravovat’, odstavce bez
tabulatoral Pismo Times New Roman, vel'kost’ 12, normal, bez zvyrazfiovania. Riadkovanie 1,5.
V pripade priamych citacii pisat’ kurzivou. Odkazy na pramene a literatiru zasadne uvadzat’
v poznamkach pod ¢iarou v tvare:

Odkaz na monografie:
- MLYNKA, Ladislav. Remeselnik vo vidieckom prostredi : Remeslo a status remeselnika v lokdlnom
spololenstve. Bratislava : Stimul, 2004, s. 56.

Odkaz na stadie (v pripade, ze je uvedeny v zborniku aj editor, uved'te ho za nazvom zbornika):

- MLYNKA, Ladislav. Tradi¢né vyrobné stavby v obci a ich vplyv na utvaranie medzietnickych
kontaktov. In: Etnokultiirny vyvoj na jugnom Slovensku. Bratislava : Katedra etnolégie FF UK, 1992,
s. 64-70.

Odkaz na uz citovany zdroj v texte:
- MLYNKA, ref. 1, s. 50. - ¢islo ref. je ¢islo poznamky pod ¢iarou, v ktorej sa nachadza uz
citovana praca prvykrat s celym bibliografickym tdajom.

Odkaz na archivny dokument:

- MVSR-Slovensky narodny archiv v Bratislave (d’alej SNA), f. Minister Ceskoslovenskej
republiky s plnou mocou pre spravu Slovenska, 1918-1928 (dalej £. MPS), Skatul'a (d'alej skat.)
¢. 277, sign. €. 1234/1920 prez.

Prilohy:

- Obrazové prilohy zasielajte  samostatne vo formate jpg, jpeg, bmp
v rozliSeni min. 300 dpi a riadne oznacené a identifikovatelné. V texte uved’te popiskom,
kde by mal byt’ obrazok umiestneny. Tabulky a grafy je potrebné zasielat’ osobitne aj priamo
v standarde xls, xIsx (excel).



