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Museum Communication, Exhibition Policy and Plan:
The Field Museum as a Case Study

Yun Shun Susie Chung

Dr. Yun Shun Susie Chung, Ph.D.
Southern New Hampshire University
Liberal Arts
Team Lead and Adjunct Faculty
History (Public History) Program
USA
email: y.chungl @snhu.edu
Muzeoldgia a knltiirne dedicstvo, 2019, 7:2:7-21

Museum Communication, Exchibition Policy and Plan: The Field Museum as a Case Study

Museums are moving forward in redressing the injustices of history by influencing policies through
communication. As a case study museum, the Field Museum situated in Chicago, Illinois, USA, is examined
to address how it is at the forefront of administration, preservation, research, and communication efforts
that promote diversity, disclosing historical events, art, and anthropological objects in juxtaposition
with current events and contemporary objects. To understand the role of advocacy through museum
functions, the paper examines two current exhibitions, Drawing on Tradition: Kanza Artist Chris Pappan,
and Looking at Ourselves, which are bi-functional ongoing processes of conservation and exhibition.
The paper explores museum exhibition plans and policies, namely recontextualization of collections,
which reflect the transition into a new political environment.

Keywords: Communication, exhibition plan and policy, recontextualization

Museums and Policies

Museums are agents that should not be swayed by the change in government policies,
but stand firm in their social, cultural, and political stance to be inclusive through museum
communication policies and plans. The Field Museum of Natural History’s name was changed
to the Field Museum in 1994 in light of addressing the larger scope of the kind of collections
and exhibits. The change also reflects a new perspective on classification of the anthropological
collection, which was formerly viewed as second to or a part of natural history since 1933
when it was first established as the Marshall Field Museum of Natural History, an outcome of
the World’s Columbian Exposition. Two exhibitions at the Field Museum, Drawing on Tradition:
Kanza Artist Chris Pappan’ supported by the National Endowment for the Arts and Art Works,
as well as partially funded by The Julian Grace Foundation for outreach, and Looking at Ourselves,
are examined in this paper. The statues were first exhibited at the 1933 exhibition on The
Races of Mankind presenting a racist outlook through science and art. Today, the exhibition and
conservation policies interpret that “we reect race as a way to excplain physical differences. .. When we look
at the statues today, we realize we're not looking at others — we’re looking at onrselves.””* The methodology
in this paper is to first present the literature review on museums, politics, and policies. Secondly,

! PAPPAN, Chris — RICHLAND, Justin B. — WALI, Alaka. Drawing on Tradition: Kanza Artist Chris Pappan [Museum
Exhibit]. Chicago, IL: The Field Museum, October 29, 2016 to January 13, 2019.

> THE FIELD MUSEUM. Looking at Ourselves: Rethinking the Sculptures of Malvina Hoffman [Museum Exhibit]. Chi-
cago: The Field Museum, January 15, 2016 to January 1, 2018.
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unpublished exhibition plans and policies from the Director of Exhibitions, Matt Matcuk, will
be shown, compared, and analyzed with past exhibitions and literature. Third, a conclusive
analysis of the political environment and exhibition plans and policies in the communication
process of recontextualization in museums will be conducted.

In the context of published literature on museums, politics, and policies, “Engage the
World: Examining Conflicts of Engagement in Public Museums” examines the Dead Sea
Serolls exhibition in the Royal Ontario Museum in Toronto in 2009. The discussion is on the
relationship between museum policies as a part of engagement and democratization, with the
argument as follows:

a more radical and high-risk positioning of engagement, while not embraced by the ROM, offers the nusenm
transformative potential. . .Such a positioning must involve the recognition of engagement as an agonistic political
Jield, and museums as potential arenas for making public the perpetual struggles and irreconcilable differences
that are intrinsic to processes of democracy.’

The vision of agora was intended by William Thorsell to exhibit the scrolls in order to
bring together Christians, Jews, and Muslims, who are all the stakeholders of the scrolls, into a
dialogue on interfaith and traditions.* Engagement on different levels are explored:

...engagement viewed from the intellectual or curatorial perspective; engagement seen as a social integration
and cultural diversity exercise; engagement as a market orientation; engagement perceived as participation and
interaction, but also, engagement viewed as a political practice. The last was not encompassed within the ROM 5
own objectives, but derives from my particular interest in engagement and democratisation.”

The conclusions ate that museums as cultural institutions should be active in the public
sphere and in the contemporary context.® The Dead Sea Scrolls exhibition is retrospectively
seen as a space where different cultures could have come together to discuss the differences
and controversies and embrace traditions that are ideally a part of the democratic process of
policy building.” Like the Enola Gay exhibition planning stages in the 1980s at The National
Air and Space Museum of The Smithsonian Institution where stakeholders were adamant to
hold an open discussion on a variety of issues, the Palestinian and Israeli stakeholders closed
themselves off from the challenges of the deeper and complex debates surrounding the Dead
Sea Scrolls.

In the book Po/itics of Musenms, the question of how are international policies understood
by specific actors in nation-states and different actors is posed.® Thus, the top-down politics
of globalization is discussed in addition to Marxist-inspired governments and museums. Such
debates are also within the context of the ICOFOM Study Series, e.g., a paper by Vino§ Sofka
argues the importance of the museum to preserve totalitarian regimes’ history to teach future
generations the past political authorities that controlled what museums should and should
not communicate.” In response to an immigration ban in 2017, the Museum of Modern Art
(MoMA) in New York re-installed works by Muslim artists, representing countries who were

> ASHLEY, Susan L.T. Engage the World: Examining Conflicts of Engagement in Public Museums.” In: Infernational
Journal of Cultnral Poligy, vol. 20, no. 3, 2014, p. 266. http://dx.doi.org/10.1080/10286632.2013.808630.

* Ibidem, p. 266.

> Ibidem, p. 267.

¢ Ibidem, p. 294.

7 Ibidem, p. 275.

8 GRAY, Clive. The Politics of Musenms (New Directions in Cultural Policy Research). Basingstoke, UK. : Palgrave Macmil-
lan, 2015, p. 61.

? SOFKA, Vino§. From opptession to democracy. Changes in the wotld and European upheavals, heritage, muse-
ums, the museum profession and museology. In: ICOFOM Study Series 33 Final Version, 2004, pp. 94-101.
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affected by the order, on the fifth floor in the permanent gallery, a very quick response in the
name of protest. Then the question is - how is the decision to embrace former policies affect
the Field Museum as we enter new administrations? In Chapter 3 on “The National Politics of
Museums,” this phenomenon of the choices that museum actors make and the results of those
choices in museum functions are discussed. Cleatly, in the case of the MoMA, those choices
were made without too many bureaucratic decisions that could have prolonged the situation,
but a disaster management cultural quick response communication policy and plan to a wider
national and international forum was produced. How a government perceives museums is
through how much funding is prioritized to them." The Field Museum building is on the
National Register of Historic Places, but the museum is incorporated by the State of Illinois. Yet
how much funding is it receiving from the federal government in the current exhibitions? How
much power does a museum have to make choices internally on museum display? Altogether
how is museum communication free from the influences of current governmental stance?'!
The argument here is that museum communication decisions should not have to be pressured
from the national political environment.

How do museums in the twenty-first century follow the debates of the national policy as we
have seen with the example of MoMA? Although MoMA’s actions were an immediate reaction
protest to the Executive Order, the national policies that are already implemented previous to
the current administration can be questioned. Museums need to make their own agendas to
approach the wotld as inclusive and open to just causes as a cultural, social, and political agent.'”
Museologist Francois Mairesse has examined the developments of /a nouvelle muséologie that
lays its foundations on the issues of the social fabric or the stakeholders of the heritage, thus
directly related to the culture and community.” In this study, it is not the intention to examine
all the different actors that perform the power game such as pressure groups but to explore
some of the main actors who create the exhibition plans and policies.

To continue with the discussion in published literature related to the topic, a paper on
“Antipodean Aesthetics, Public Policy and the Museum: Te Papa” discusses the transformation of New
Zealand political policies that affected the museums creating a ‘backward’ culture to a more
competitive one, and the critiques that were made on the Te Papa exhibition as a postmodernist
populist exhibition; but the argument is that the exhibition embraces a complex understanding
of a Pakeha futurism and the fall of colonialism, what Dibley calls an “antipodean camp.”'*
Silverman’s “Diasporas of Art: History, the Tervuren Royal Museum or Central Africa, and the Politics
of Memory in Belgium, 1885—2014” explores The Royal Congo Museum, which was established
from 1897 to 1910, to understand the history of the imperial museum. Belgium, a neutral
country, had colonized one-thirteenth of Africa, considered a glorious configuration in the
form of maps at the time and the cartography and reflected in the iconography in the museum
architecture. Silverman discusses the permanent galleries that were untouched for a century
and La Mémoire du Congo exhibition, which excluded the concept of a colonial past. In 2005,
the exhibition raised debates for those stakeholders who were a part of the colonial history

1" GRAY, ref. 8, p. 70.

" Ibidem, p. 124.

12 Ibidem, p. 100.

' MAIRESSE, Francois. La belle histoire — aux origines de la nouvelle muséologie. In: Publics & Musées, 2000, no.
17-18, pp. 33-56.

" DIPLEY, Ben. Antipodean Aesthetics, Public Policy and the Museum: Te Papa, for Example. In: Cultural Studies
Review, vol. 13,2007, no. 1, pp. 131-132.
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because of the exclusion of the Congolese communities, and the continuation of a past set to
glorify how Imperial Belgium allowed the Congolese free from the Arab slave holders.” The
renovations from 2005 to 2013 “Africa today and in the future’ addressing post-colonialism and
democratization are also discussed. She also provides suggestions on research and provenance
of the collections: for example, the distinction should be made with artwork created in Belgium
while the resources and design are Congolese, and thus the reassembling of the “diasporas of

objects’” Congolese and Belgian is necessary.'t

Allin all, these discussions are relevant to the topic
of this research on museum communication policies and plans.

Using primary soutces, a “public historical” or “museum historical” approach to conducting
research on the phenomenon of the Field Museum’s exhibitions and policy is applied. The
outlook is a Marxist political and identity-based approach in examining groups and individuals
who have been “disfranchised” in society throughout history and continues in the present.'” This
research takes the politico-cultural lens to explore the communication policies that the Field
Museum embraces in recontextualizing its collections. The annual reports of the Field Museum
are also perused. For the Drawing on Tradition: Kanzga Artist Chris Pappan, an examination of the
actual exhibition, newer and older exhibition plans, minute books, and funding is conducted.
For the study on Looking at Ourselyes, the exhibition and restoration plans, minute books, and
funding are viewed. To make a comparison with the older exhibition, the 1933 exhibition plan
and published literature on this exhibit in addition to Marvina Hoffman’s writings are analyzed
to understand the iconography of the Marvina Hoffman statues.

Drawing on Tradition: Kanza Artist Chris Pappan

Although two contemporary Na-
tive American artists Rhonda Holy
Bear (Cheyenne River Lakota) were
featured at the Field Museum during

Chris Pappan

Contamgscary Culturs | Pro— the same petiod, this research con-
—t Virws \ .

centrates on Chris Pappan (Kanza,

plleig N ' Osage, and Cheyenne River Lako-

axhilyl Gl

T ta), who was the principal exhibition

' curator of Drawing on Tradition.'® By
—— 1 making choices on the artifacts and
e his artwork, Pappan is producing a
connection with heritage, but he also
shows the dynamic changes and the
proprietors of heritage interpretation
through the influence of ledger art
of the Plains Indians. Two other curators, the Field Museum’s Dr. Alaka Wall in the North
American Anthropology Collections and Dr. Justin Richland, who is an Associate Professor
of Anthropology at the University of Chicago, produced this exhibition with Pappan, which

Fig. 1: Bubble Plan Simple 4.01.16, Couttesy of the Field
Museum

15 SILVERMAN, Debora L. Contemporary Issues in Historical Perspective Diasporas of Art: History, the Tervuren
Royal Museum for Central Africa, and the Politics of Memory in Belgium, 1885-2014. In: The Journal of Modern
History, vol. 87,2015, no. 3, p. 627.

1¢ Ibidem, p. 616.

"'TOSH, John. Historians on History. London & New York, 2014, p. 9.

' THE FIELD MUSEUM. Annual Report to the Donors, 2016, p. 3.
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was displayed from October 29, 2016 to January 13, 2019. This project was partially funded by
the National Endowment for the Arts with outreach funding by the Julian Grace Foundation."”

Through the exhibition planning stages with the Exhibition Design Director Matthew
Matcuk, Exhibition Developer Susan Golland, and the rest of his team, Chris Pappan’s “big
idea” for Drawing on Tradition is to use “bis art to transform our perspective on Native American cultures”
as his “art exposes inaccurate ideas about Native American cultures” at the same time demonstrating
“that Native culture continues to change.”® As Figure 1 shows, the three main themes linked with the
existing exhibit cases create an interventive linkage of “Contemporary Culture,)” “Distorted 1V iews,”
and “Ewvolving Artform.” Figure 2 explicates how the larger themes are showcased in three areas,
while graphics are created on existing cases throughout the exhibit and two areas where Pappan
reacts to the existing cases.

Chris Pappan

- | e e e | —
| = . | ﬂ;;,l..,w; It E\m =
—_ = o \AN" [|4i il il ] r =1 j

NORTH AMERICAN INCUANS s, CI- m e

—o—o- IR e
| Contemporary B o g E |
— | Cullure g - - i mro. T |

hemaltic groupings

. graphics on cuisting cases

| Pappan arbatrk
PeBEting 1o Sometning

& oase

Fig. 2: Bubble Plan_Pappan_03.23.16, Courtesy of the Field Museum

An artist who is a part of the stakeholders’ group that the heritage belongs to leading the
curation is a strong political action as a democratic approach. As stated in the briefing for the
exhibition design:

“Chris Pappan is an Osage, Kaw, and Cheyenne River Lakota Sioux artist who is known for bis
contemporary ledger art. The ledger art tradition is a Plains art form that originated as narrative paintings on
hides and later transitioned to work on paper, notably during the 19th century on ledger books, hence the term
ledger art. Chris Pappan’s work draws on that tradition and adds to its contemporary imagery, collage, and

surrealistic elements.””*

1 Ibidem, p. 3.

*'THE FIELD MUSEUM. Matt Matcuk, Exhibition Design Department, “Chris Pappan: big idea 3.18.16,” March
18, 2016. [Unpublished notes].

' THE FIELD MUSEUM. Matt Matcuk, Exhibition Design Department, “Chris Pappan: Developet’s Brief
4.18.16,” April 18, 2016. [Unpublished notes|. THE FIELD MUSEUM. Chris Pappan, Exhibition Design Depart-
ment, “Groupings Rotation 6/8/2016,” October 8, 2016. [Unpublished notes].

11



Y. S. S. Chung: Museum Communication, Exhibition Policy and Plan: The Field Museum as a Case Study

As part of the exhibition planning and policies, museums apply different kinds of goals and
objectives.”” They are the overall communication process and the policy-making of exhibitions
for each kind. Within the process of the experience goals, the affective goals that the visitor
would feel are “challenged and sometimes a little uncomfortable,” and a cognitive goal is that the visitor
would know that “Native cultures continne today” and “Pappan’s work is just one example of living
tradition.””

Prior to planning out this exhibit, visitor research was undertaken in conjunction with the
Native American Hall’s Renovation study in 2015 that resulted in visitors who wanted to see the
exhibit to be renovated with Drawing on Tradition as an enlightening work. There was no front-
end evaluation produced but a literature review entitled Demographics of Visitors and Efficacy of
Exchibitions Addressing Contemporary Native Americans wtitten by an intern Michelle King, The
study focused on the National Museum of the American Indian, the Field Museum, Milwaukee
Public Museum, and Southeastern Native American Museum. The results that are shared from
the report show that many visitors do not have prior knowledge about native peoples, for
example, in the differences of the cultures within indigenous nations and tribes, the importance
of cultural ideas, and environmental issues.** Museologist Jan Dolék stresses the importance
of listening to the audience and response to be reflected in museum communication with
professionalism as the putpose of museums is for the public at large.” And in this case, the
message should be about the new perspective on knowledge concerning Native Americans.

The Exhibition Walkthrough describes how the visitors will be oriented to Drawing on
Tradition as they enter through either the Webber Gallery, Northwestern Coast/Arctic, Pawnee
Earth Lodge, or Levin Hall. The walkthrough details the interaction that visitors will have
with the contemporary interpretation of the old exhibit with video projection and music, the
graphics with text added on to the old cases. The visitors also encounter the larger themes
through Chris Pappan’s artworks, including ledger art that are a part of the original collection
and communicating the relationship between the traditional objects and ezo/ving work by Pappan.
As shown in Figures 4 and 5, the traditional artifacts are recontextualized with contemporary
drawings. The distorted view theme is portrayed with paintings that are actually distorted in
the image of contemporary Native Americans and how, as visitors, they see people through
a skewed wortldview, perspective, or lens. The third theme interprets contemporary culture
through ledger art, e.g., Wizard of Oz, and that history meets present culture as a “continuun’’ in
Native American culture. The objects and resources that were selected for this exhibit included
objects, imagery, sound, and multimedia to produce an experiential effect of past and present,
and recontextualization and reconfiguration.”

* CHUNG, Yun Shun Susie. “Hetitage Planning”. In: The S.AA Archaeological Record, vol. 7, 2007, no. 4, pp. 42-46.
» THE FIELD MUSEUM, ref. 21.

** Ibidem.

» DOLAK, Jan. OTEVIRANI SE VEREJNOSTI NEBO ,NOVA ORTODOXIE*? (Opening to the public or
new orthodoxy?) Muzeolégia a kultirne dedicstvo, vol. 5, 2017, no. 1, p. 145. In original Czech language:
“Muzenm musi ndt potreby a prdani (mnohdy i nevyslovené) svjch nzivatelii a reagovat na né, ale muzejni expozice, vystavy, pro-
gramy atd. museji byt tvoreny s maximalni profesionaliton, beg podbizivesti. Jen to je cesta k spolecenskému uzndni profesi v mnzeich
zastoupenych a koneckonci i k podpore muzei ze strany vergnosts.”’

*THE FIELD MUSEUM, ref. 21.
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Fig. 3: Developers Brief Pappan_04_16_17 Fig. 4: Ledger Art Tradition and Now
Courtesy of the Field Museum Photo credit: Y.S.S. Chung

Fig. 5: Drawing on Tradition
Photo credit: Y.S.S. Chung

Looking at Ourselves: Rethinking the Sculptures of Malvina Hoffman

The new exhibition Looking at Ourselves looks back at the past on why the sculptures were
created in the first place by Malvina Hoffman and the exhibition that the sculptures were
made to be placed in, Races of Mankind opened on June 6, 1933. In 2015, as written in the
Annual Report to the Donors and the text in the exhibition, a restoration process took place
by the conservators in the Field Museum to shed a different light on the sculptures of Malvina
Hoftman: “The conservation process included photo documentation, restoration, and research on the identities
of the subjects who posed for the pieces.””’

The funding for the exhibition is through private funding, from Pamela K. Hull, who
happens to be the granddaughter of Stanley Field, nephew of Marshall Field; the restoration
of 83 sculptures and 30 busts can be viewed in the exhibition. The funding for the restoration
is from The Elizabeth Morse Genius Charitable Trust and an anonymous donor, also private
funds.®® In the history of the Races of Mankind by Henry Field, the curator notes that the
bronzes were sponsored by Marshall Field, whom the museum is named after, Mrs. Stanley
Field and Mrs. Charles H. Schweppe.”

' THE FIELD MUSEUM. Annual Report to the Donor, 2015, p. 5.

* Ibidem, p. 5.

» FIELD, Henty. The Races of Mankind: An Introduction to Chauncey Keep Memorial Hall. Chicago, IL: Field Museum of
Natural History, 1934, p. 3.
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What has already been discussed by authors concerning the 1933 exhibition and rationale for
the commissioned sculptures, each chapter in Kinkel’s book discusses the processes in which
the exhibit configurated from the conception of the idea and the theories that were developing
and prevalent in physical anthropology. As described in 1940 by geographer Elizabeth Eiselen,
there was a taxonomic hierarchy in the manner in which races of the three primary divisions
were displayed. In addition, the life-size sculptures were according to a conceptual arrangement,
and the heads and busts demonstrated the variations in racial types.”” Kinkel also notes from
her research that a racial narrative was created throughout the exhibit hall, alluding to a kind
of character for each racial physique with the idea of a personality characteristic of a culture
or a particular nation.”® However, there were those who did oppose the idea of race, such
as anthropologist Edward Sapir who remarked in a lecture that an entire cultural personality
trait had no scientific basis.’”” The Races of Mankind guidebook tells an account of the three
different views on race according to Berthold Laufer, Arthur Keith, and Henry Field, who used
Malvina Hoffman’s sculptutes of human beings to justify those views.” Berthold Laufer was
against the idea of the exemplary state of the Aryan civilization and the color of the eyes being
blue; furthermore, he claimed that a national characteristic of behavior was the effects of the
tradition of the culture, and not from a biological determination.’* Nonetheless, Arthur Keith,
Conservator and Professor in the Royal College of Surgeons of England, Corresponding
Member of the Field Museum, had a differing view, a Social Darwinist was arguing for white
superiority.” Keith boasted about his bust that Hoffman had created as a model of a man
from the Nordic origin, which was to represent the most ideal physiognomy.*® Decoteau
further notes that Keith was against the idea of mixed races, arguing that it would cause
disorder in society and the genetic composition; in addition, he believed that the Caucasian
race had reached the highest stance in a civilized achievement, compared to the “Congloid’
and “Mongoloid’ races.”” This comparison of race and museum objects is not new. Museums
in the mid-nineteenth century were pronouncing the inferiority of colonized races through
the comparison and contrast, for example, to the English race through county archaeological
artifacts found in England and contemporary objects collected from colonial countries.® As
described in Henry Field’s The Races of Mankind: Sculptures by Malvina Hoffman: An Introduction to
Channcey Keep Memorial Hall, he gave a detailed description of the “Special Scientific Exhibits”
according to biological or physical anthropology.” The sculptutes were accompanied by charts
made by Dr. A Hrdlicka of the San Diego Museum used to classify race according to the shape
of the head, body, and facial features which were applied using the cephalic index; maps were
also shown representing skin color, hair types, and ears.* Although Henry Field did not rely

* KINKEL, Marianne. The Races of Mankind. Utbana : University of Illinois Press, 2011, p. 90.

*! Ibidem, p. 90.

2 DECOTEAU, Pamela Hibbs. Malvina Hoffman and the “Races of Mankind.” In: Woman’s Art Journal, Fall89/
Winter90, vol. 10, 1989, Is. 2, p. 40; KINKEL, ref. 30, p. 93.

» KINKEL, ref. 30, p. 106.

* Ibidem, p. 106.

» Also mentioned by DECOTEAU, ref. 32, p. 17.

% Ibidem.

" Ibidem, p. 24.

* CHUNG, Yun Shun Susie. “John Britton (1771-1857). A Soutrce for Exploration of the Foundations of County
Archaeological Society Museums.” In: Journal of the History of Collections, vol. 15,2003, no. I, pp. 111-123.

¥ FIELD, ref. 29, p. 37.

4 Tbidem.
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on Keith’s theory, he instead applied Alfred Haddon’s (of the University of Cambridge) and
other British anthropologists’ theories; however, he did classify racial types and eugenics in
the exhibition, which Laufer was against."' Field was producing a plan titled “Hereditary and
Eugenics” that tried to link certain features such as alcoholism as well as a demographic map
with vital statistics on racial problems, and a chart that showed eugenic pedigree.”” In the end,
Field used a phylogenic tree as a means of pedagogical approach in the displays.”

Decoteau writes the biography of Malvina Hoffman beginning with her study with
Auguste Rodin in Paris from 1910 to 1914 and concentrating on the sculptures she created
numbering 104 sculptures of which 50 were head sculptures, 27 busts, and 27 life figures.*
Hoffman traveled worldwide during a period of five years to create the sculptures for the
Keep Exhibition Hall at the Marshall Field Museum of Natural History opening for the 1933
Chicago World’s Fair.* Her husband Sam Grimson traveled with Hoffman taking more than
1,800 photographs, documenting the models and measurements of the body and trying to
find the best representation of the races that she encountered.* She was acclaimed as one
of the top female artists of her time writing her own college textbook Seulpture Inside and Ont
published in 1939.

Malcolm X College displayed some of the sculptures after removal from the Field Museum.
Then the Museum of Contemporary Art presented sixteen of the sculptures re-interpreted in
OpEd: Fred Wilson raising issues about race in the museum.”” What we consider art in different
contexts is cleatly demonstrated in the museum environment: for example, sculptures made to
be placed for art history or sculptures were created for an anthropological study.*

Conjoined with the historiography of the sculptures and first exhibits of Malvina Hoffman,
the Field Museum is endeavoring to redress the wrong of the past by re-interpreting Malvina
Hoffman’s sculptures. The exhibition is concerned with the restoration and the re-interpretation
of Races of Man and the changing views, the public policy of the nation, and the development
of anthropology as a discipline. The planning stages for the Malvina Hoffman sculptures in
the Comer Gallery, as it was for the Drawing on Tradition exhibit, were produced by Matt Matcuk
and his team, Alvaro Amat, Jaap Hoogstraten, Alaka Wali, Sadia Ahmed, Janet Hong, and
Gretchen Baker. This, too, is a semi-permanent exhibition. The visitor experience goals are to
show that the works are not art as a part of the sensory/motor goals; to feel connected with the
sculptures of individuals shown as affective goals; and the cognitive goals as to how race and
anthropology are a part of the conversations and actions in the current times.*

As it was for the Drawing on Tradition exhibition, there are three main themes for the Malvina
Hoffman exhibition. The first is “diversity of cultures” displaying twelve full figure sculptures,
and the thematic message is: “who we are; how we [it into the world around us; and how we respond to

1 KINKEL, ref. 30, p. 110.

* Ibidem, pp. 111-112.

* Ibidem, p. 116.

“ DECOTEAU, ref. 32.

* Tbidem.

¢ Ibidem, p. 15.

4T KINKEL, ref. 30, pp. 183-84.

* Ibidem, p. 199.

¥ THE FIELD MUSEUM. From Matt Matcuk. To Alvar Alvaro Amat, Jaap Hoogstraten, Alaka Wali, Sadia Ahmed,
Janet Hong, Gretchen Baker. “Concept notes for Malvina Hoffman exhibit. July 14, 2015. [Unpublished notes];
THE FIELD MUSEUM. Matt Matcuk, Sadia Ahmed, and Susan Golland, Exhibition Design Department, “Malvi-
na Hoffman: Final Object Groups 10/2/2015,” October 2, 2015.
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our physical environments—~but the ways that we respond to these needs differ across time and space” The
second theme is the 7dea of race represented by fifteen portrait busts encouraging the visitors
to probe into this theme: “A digital rail will help visitors explore the sculptures from the perspectives that
interest them most. In addition, a graphic element will enconrage visitors to make gnesses abont the “race” of the
people depicted—and to see how often those predictions are wrong” The third theme is Malvina Hoffman
with 6 portrait busts and heads in addition to Brooklyn Man of a full figure statue conveying:
“the commissioning of the pieces, her travels around the world, the making of the sculptures, and how changes
in the way that we think abont race have resulted in us displaying, removing, and nltimately redisplaying the
objects—but now within a richer context.”™

Some questions to provoke the audience with a new understanding of the sculptures and
the exhibit are “Which one of these ‘races’ is closest to yours? Are you sure?”; “Where do you think these
people are from? What made you think that?’; and “Can humans really be divided into different ‘races’?’

& RACE GROUPING £
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Fig. 6: Final Object Groupings F1g 7: Final Ob/ea‘ Groupmgy
Courtesy of the Field Museum Courtesy of the Field Museum
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Fig. 8: Final Object Groupings Fig. 9: Final Object Groupings
Courtesy of the Field Museum Couttesy of the Field Museum

% THE FIELD MUSEUM, ref. 49.
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Malvina Hoffmam | 7.L7.15
Contre Diagram

MALVINA HOFFMAN:

Content Diagram for exhibition in
Comer Gallery
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Fig. 10: Content Diagram, Courtesy of the Field Museum

Fig. 11: Malvina Hoffman, Photo credit: Y.S.S. Chung
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Analysis and Conclusion

Labels are now being changed within the exhibit through the twenty-first-century view of
the museums’ cultural, social, and political causes agenda. Concerning this topic, there is no
one-size-fits-all approach to re-contextualization. There are complex issues for each piece of
artwork and the environment that it is situated. For example, there might be statues that are
sitn (In its original environment) that could have been produced in an offensive context. No
matter how much the label or historical marker is re-contextualized, the offensive artwork will
remain the same, especially if these statues are situated publicly outdoors. For those artworks
that are ex situ (situated outside its original environment and these are mainly artifacts in
museums), the artifacts will have to be considerably re-contextualized to justify not to change
the original offensive title of the artwork. One major example is the currently undergoing
renovation and re-contextualization of the Royal Museum of Central Africa in Tervuren,
Belgium. The enormous colonial collection has been revamped to serve a twenty-first-
century audience. Like many grand European museums, the Royal Museum of Central Africa
(RMCA) was built to glorify Belgium’s colonization of the Congo. The RMCA has revamped
their exhibit spaces to demonstrate the changing needs of post-imperialistic interpretation.
The building and the exhibitions have been closed since December 2013 and reopened in
December of 2018. The exhibits are now addressing community engagement with the African-
Belgians. These changes are made since the 1958 World Exhibition in Brussels with the view
of Central Africa as a means of scientific probing and resources for the kingdom. With post-
colonialist perspectives of Central African and Africans, the collections are to be approached
and interpreted with the community’s views with the need to look at the objects in a different
light through recontextualization, and also to address the repatriation and restitution of looted
artifacts in the collection.

Moreover, Silverman mentions the new communication of the RMCA as it closed for several
years for the opening of the new building and galleries. The museum has gone global forming
partnerships. The objects have “their status shifted from primitivity to the postcolonial in modern Western
musenms: toward aestheticization, the artworks elevated as “masterpieces,” as in the LACMA Luba show;
and toward materialization, the works presented as embodiments of social, cultural, and ritual practices, as in
the Gainesville Kongo Across the Waters” >' Her main recommendations ate systemization of the
provenance and the producers and inventorying and digitizing the collections.

In The Return of Curiosity: What Museums are Good for in the 21" Century, Nicholas Thomas
discusses the new approach “The Collection as Creative Technology” when a 2005-6 exhibition
at the Cambridge University Museum of Archaeology and Anthropology developed an
exhibition with contemporary artists from New Zealand and installation with mixed media
to make a connection with ancestors.”® The description of the exhibition at the Cambridge
University Museum of Archacology and Anthropology has definite correlations with not only
anthropological museums but natural history museums, such as the Field Museum. Adding to
the discussion is that the Field Museum’s anthropological collections are a creative technology
but also a political narrative that solidifies its grounds from changing public policies nationally.

In the Alsdorf Hall of Northwest Coast and Arctic Peoples and Native North American
Hall, which connects to the temporary exhibition on Drawing on Tradition: Kanga Artist Christ

31 SILVERMAN, tef. 15, p. 665.
2 THOMAS, Nicholas. 2016. The Return of Curiosity: What Museums are Good For in the Twenty-first Century. Reaktion
Books, 2016, p. 128.
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Pappan, we can witness the ethical responsibilities as well as the exhibition policies that the
Field Museum demonstrates in the theory and practice of exhibition, with two large panels
that explain how the Field Museum respects the Native American Graves Protection and
Repatriation Act of 1990. The second panel is an original letter from the Central Council
Tlingit and Haida Indians of Alaska in regards to “Exhibition and Public Access to Shaman
Objects and Human Remains.”

As you are aware sacred objects are subject to claims under the Native American Graves Protection and
Repatriation Act. However, it is more than likely that massive claims are not forthcoming in the near future.
The Tlingit and Haida Indians wonld like to be assured that the sanctity of these objects be maintained while
in_your possession and care. We wonld therefore humbly and respectfully request the following:

1. Regarding Sacred Objects:
Any exchibition or use of sacred objects which are depicted with crest motifs acknowledge (1) that they are

sacred objects; (2) that crest art is the intellectual property of specific clans and cannot be reproduced for any
reason without the express written permission of the clan or the federally-recognized tribe if clan attribution is
not indicated in_your records. The appropriate tribe may be identified by the community from which the object
was obtained, or you may contact the Central Council of "Ilingit and Haida Indian Tribes of Alaska if no
clan or community is identified in your records; (3) that the clan associated with the object and crest art, or the
community from which the object was obtained, be identified on exhibition labels if this information is available;
and (4) that no photos be allowed without the clan or community attribution.

2. Regarding Shamanic Objects and Human Remains:
The exchibition and use of such objects or remains shall be restricted. Access shall be anthorized only for the

necessary care and storage by musenm personnel and by the Tlingit and Haida people. If shamanic objects and
buman remains were taken from a grave site, they should remain together as a collection. In no instance should
they be separated.

Human remains may not be altered, photographed, or displayed in any manner without prior express written
consent by the appropriate clan, or tribe. This includes any form of invasive or non-invasive testing procedures.

Shamanic objects should be stored in a ceremonial box or a special constructed box if a ceremonial box is
not avatlable. We realize that you may not be able identify all shamanic objects or distinguish them from other
sacred objects. We also recognizee that some objects may be identified as shamanic objects in your records but in
Jfact may not be shamanic objects. However, we are requesting that this restriction apply those objects that have
been identified as shamanic object in yonr records.”’

With this letter on display embracing it as a part of its policies, the Field Museum is trying to
become a leader in policy and adhering to causes as well as promoting them. With mandates in
Illinois state law that museums open up to residents free at the most 52 days annually, museums
such as the Field will be responsibly communicating through exhibits by incorporating a cause
for all peoples.

3'THE FIELD MUSEUM, Alsdotf Hall of Northwest Coast and Arctic Peoples and Native North American Hall,
original letter from the Central Council Tlingit and Haida Indians of Alaska in regard to “Exhibition and Public
Access to Shaman Objects and Human Remains” [Panel 2 in Exhibit].
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In many of the colonial exhibits, such as the RMCA, an entire re-designing of the exhibit
spaces and collections are being configured. Instead of “ignoring” the existing interpretation
of the exhibit cases, “a new kind of experience is being layered over the space” >* Thus, both exhibitions
Drawing on Tradition and Looking at Ouwrselves bring the visitors closer to the connection of
history being redressed by posing new ways of seeing through perspectives of visitor agendas
with personal, social, cultural, and physical contexts. The exhibitions represent contemporary
artists, who are a part of the stakeholders” group of the museum collections, and manifest
the distorted perspectives of the past and racism in a politically assertive communicative light
through recontextualization. Despite what goes on in the political environment in the nation,
museums should be places that address the dialogue of conflicts, distortions, racism, inequality,
and any other kinds of socio-political issues.”® Though new political administrations may place
restraints on funding and public policies may change, the museum environment through the
application of exhibition plans and policies should hold its ground on inclusive cultural, social,
and politically active views.
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Between amnesia and the «war of memoriesy: politics of memory in the museum narratives of Ukraine

This paper seeks to lay out certain critical reflections on social transformations, changes in memory
politics and its representation in the Ukrainian museum narratives over the years of independence. In
particular, it focuses on the challenges involved in constructing various forms of historical memory,
it determines the ways of its representation in current museum narrative practices, illustrates memory
politics controversy over the historical issues of the Holodomor of 1932 — 1933, World War II and the
Holocaust and reveals the place they occupy in historical memory and museum narratives of different
regions of Ukraine. Correlations between historical memory, identity and museum narratives of different
regions of Ukraine are highlighted.

Keywords: historical memory; politics of memory; museum narrative

Recent social political changes and transformations in Ukraine have given rise to the
growth of research interest in the issues of memory, identity and reconciliation. Ukrainian
society experiences the lack of consensus on the problems of common historical past and
common historical memory. History and historical memory continue to be subject to political
manipulations and are viewed as means of social disintegration, whereas museums may serve
important tasks of bringing social understanding and reconciliation as for controversial and
sensitive pages of historical memory.

In most contemporary research papers the conceptual terms of «politics of history» and
«politics of memory» come to be used by scholars to outline the purposeful selection of
historical memory with the aim of its streamlining to achieve political goals. Politics of history
implies broader definition, while politics of memory is viewed as its integral component of
affirmative function. The definition of «Geschichtpolitik» or «politics of history» was pioneered
and scholarly theorized by German researcher Edgar Wolfrum. He suggests it to be a field of
activity and an area of politics in which various political actors use history for their specific
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political purposes'. According to findings by German sociologist Niklas Luhmann, history
as a scientific discipline should be considered in the sense of «second-level historiography»
or analytical historiography the reflection of which is oriented towards reconstruction and
analysis of the narratives, and not the events that it desctibes®.

The essential part of the politics of history is the «politics of memory». Its objective is to
construct the collective memory of a society, often with the use of affirmative and didactic
historiography. It results in producing popular science literature, textbooks, teaching historical
disciplines, as well as promoting memorial politics to preserve the memory of «significant»
events and personalities. Allan Megill asserts that affirmative historiography being part of
the memory politics assigns research to projects relevant to current political elites. It lacks
criticism of reflections and reminiscences that it collects and traditions that it supports
opting for their mythologization’. Memory politics manifests itself in the design of urban
landscapes (monuments, commemorative plaques, street names etc), perspectives of museum
functioning (defining the mission of museums, developing exhibition concepts, providing
relevant representation of the leading narratives), prioritization strategies in archival institution
functioning, state support programmes for the film industry, theater and literature. Thus, the
memory politics has come to be a crucial mechanism for the society, the nation and the state
consolidation.

According to G.Kasianov, “During the Soviet period, the Ukrainian master-narrative was
“re-profiled” within the framework of class approach”. The events were aimed at merging all
the nations of the Soviet Union into a new community - the “Soviet people”. The very approach
was in particular revealed in the museum representation of events. Museum narratives changed
significantly after the declaration of independence. However, they still preserved rudiments of
the Soviet master narrative marked by the following indicators: marxist interpretation of the
“struggle of classes” emphasizing positive role of the “proletariat”; cult of the Soviet leaders
(exhibiting artifacts of notable positive role of V. Lenin, J. Stalin and L. Brezhnev); maintaining
positive interpretation of the historical role of Russia and the USSR in the development
of Ukraine. Quite interesting is the fact that even twenty years after Ukraine had become
independent, the central streets in most residential settlements (except for the western region)
remained to be named after V. Lenin’.

The public resistance of 2014 was directly manifested in the movement for dismantling
of the Soviet past symbols. It revealed itself in the processes of de-communisation and the
“Leninopad (Leninfall)” or dismantling of the monuments to the Soviet regime leaders in
Ukraine. The first monuments to V. Lenin in the West of Ukraine (Chervonohrad, Ternopil,
Lviv) were removed earlier in 1990, while in Kyiv, Zhytomyr, Poltava and other regions of
the country they were not dismantled until 2014°. The lack of a unified politics of memory
over the past has brought about strong regional differences, evidenced just as well in museum

' WOLFRUM, Edgat. Erinnerungskultnr und Geschichtspolitik als Forschungsfelder: Reformation und Bauernkrieg. Erinnerungs-
kultur und Geschichispolitik im geteilten Dentschland. Leipzig : Hg, Scheunemann, 2010, pp. 19-21

> LUHMANN, Niklas. Die Gesellschaft der Gesellschaft. Frankfurt am Main : Suhrkamp Verlag, 1997, pp.103-109

> MEGILL, Allan. Historical Knowledge, Historical Error: A Contemporary Guide to Practice. Chicago and London : The
University of Chicago Press, 2007, pp. 22.

* KASIANOV, Geothij. Past continnons: istorychna polityka 1980-x — 2000-x. Ukraina ta susidy. Kyiv : Laurus, 2018, p.
284..

> HAJDAJ, Oleksanda. Kamyany; hist’ Lenin u Centralnij Ukrayini. Kyiv : K.1.C., 2018, p. 57.

¢ Ibidem, pp. 52, 66-67.
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exhibitions. Having conducted field studies of historical museums in all regions of Ukraine
we claim about preservation of the Soviet master narrative or its hybridization with the neo-
imperial Russian narrative (in the East and South of Ukraine) and regional manifestations of
identity. Public attitude to the Soviet past displays controversy due to regional peculiarities,
corruption and difficulties in funding and financial support of museums in Ukraine.

«Mirrors» of memory politics: leading themes in the museums of Ukraine

The research data in the given paper are drawn from current exhibitions displayed in national
and regional museums of history and culture. The investigation uses a qualitative study approach
to explore narrative changes within the context of memory politics. The domain of field study
included the exhibits of 12 museums in all regions of Ukraine: Kyiv, Lviv, Odesa, Poltava,
Slaviansk, Kramatorsk, Bakhmut. Within the multiple perspective approach the study utilized
the criteria for content analysis of museum narratives. The criteria were developed within the
framework of joint Ukrainian-Lithuanian project “Museum as the Space for Polylogues of
Dominant and Alternative Narratives: From Theory to Practice” (2018-2019), that the authors
of this paper participated in.

The Soviet narrative in modern museums of Ukraine is directly and latently represented in
the exhibition cognitive schemes through specific expositions. Though transtormed by adding
extra elements lately, they emerge to require more thorough research. Slawomir Kapralski claims
about selectivity and «erasure/forgettings in collective memory, which is typical of the Soviet
totalitarian model of memory. Erasure can be conscious and directed manipulation, we often
experience, when the physical area itself makes up symbolic memory space for many conflict
groups due to unequal access to space control means. This phenomenon is exacerbated in case
only one homogeneous group remains on the «battlefield» in the physical space. Therefore, the
landscape under its control «temembers» what the group wants to be remembered, as well as
what it wants to forget, destroy, neglect or remember in a distorted form’. This has been clearly
traced through a series of subjects that were taboo in the Soviet Union.

A vivid illustration of the memory politics controversy in Ukraine is #he Holodomor of 1932-
1933 (man-made famine in Soviet Ukraine). It occupies a special place in communicative
memory, examplifying political influence on memorial processes. The issue of «famine of
1932-1933» has always been inherent in public discourse. Along with Chornobyl disaster and
the war in Afghanistan it emerged as one of the issues which facilitated the collapse of Soviet
power in Ukraine. As far back as 1970s - the first half of the 1980s the Ukrainian public
space, being under the control of the Communist Party (CPU) incorporated discreet debate
on whether famine was a social phenomenon at all. After the proclamation of independence
of Ukraine, the taboo was gradually removed from the Holodomor theme. In 1993 President
Leonid Kravchuk initiated commemoration of the Holodomor victims, although the first
memorial objects in remembrance of the victims of the Holodomor appeared in Kyiv region
and in Kharkiv in 1988-1989%. The Holodomor Remembrance Day to honour the memory
of people who had died of starvation in 1932-1933 came to be officially observed only in
1998. Interestingly, in 2004 President L. Kuchma authorized commemorating the victims of

7 KAPRALSKYT, Slawomir. Muzei taboru Auschwitz-Birkenau yak polifonichnyi landshaft pamiati. In: Holokost i
suchasnist”: studiyi v Ukrayini i sviti, 2015, Vol. 1, Is. 13, p. 77.

¢ Ukrainian Institute of National Memoty. Den pamiati hertv holodomorn. Metodychni rekomendatsii dlia navchalnykh
gakladiv. [online]. [Accessed 06 July 2019]. Available from: <http://www.memory.gov.ua/page/den-pamya-
t-zhertv-golodomoru-metodichni-rekomendatsii-dlya-navchalnikh-zakladiv/>.
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«famines, that is, the victims of deaths from food shortages in 1921-1922, 1932-1933 and in
1946-1947.

Significant efforts to introduce the issue into public discourse have been made by Ukrainian
diaspora historians Frank Sysyn, Alexander J. Motyl and American historians Robert Conquest
and James Mace’. In particular, according to Mace, the Holodomor of 1932-1933 hampeted
the development of the Ukrainian nation «barshly and traumaticallys, and «the Nazis do not hold the
monapoly on genocider'".

Pict. 1: Bread and Famine — Symbols of the Holodomor of 1932-1933. National Museum
of the History of Ukraine, Kyiv. Photo by Roman Kuzmyn.

At the initiative of President Viktor Yushchenko in 20006, the Verkhovna Rada (Ukrainian
Parliament) passed the law «On the Holodomor of 1932-1933 in Ukraine», according to Article
1 of which the Holodomor was recognized as «genocide of the Ukrainian peoples. In 2008 the
Memorial to victims of famines in Ukraine was opened. It was renamed into the Memorial
to Holodomor victims in 2015". Since then, systematic comprehensive research on the issues
related to the Holodomor, among others, problems of collective traumatic memory, has
commenced®.

? SYSYN, Frank. The Ukrainian Famine of 1932-33: The Role of the Ukrainian Diaspora in Research and Public
Discussion. In: Studies in Comparative Genocide. London : Palgrave Macmillan, 1999, pp. 187-196.

Y PORTNOV, Andtij. Upraghneniya s istoriey po-nkrainski. Moskow : OGI Memotial, 2010, pp.193.

" Radio Svoboda. Zakhody do 75-kb rokovyn Holodomorn 1932-1933 rokiv. [online]. 2008. [Accessed 06 July 2019].
Available from: <https://www.radiosvoboda.org/a/1947710.html/>.

12 MAROCHKO, Vasyl. Holodomor 1932-1933. Kyiv : Natalia - Brechunenko, 2007, p. 64.
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Presidential electoral success of Viktor Yanukovych brought about the shift of Holodomor
issue from the epicenter of state politics of memory. Thus, in 2010-2012, commemorating
the Holodomor victims was held on a public, not on a state level basis'. It was only with
the Revolution of Dignity and the launch of Russian-Ukrainian war in 2014 that once again
the Holodomor problem was actualized. Thus, in 2015 the Verkhovna Rada condemned the
communist and Nazi regimes in a special Act and unlocked access to archival documents of
Cheka-NKVD-KGB, facilitating research on Holodomor problems.

The theme of the Holodomor of 1932-1933 is quite strongly represented in the museum
narratives of Ukraine. The efforts to «restore» the memory of victims through museum
expositions have become typical. Interestingly, museums in the East of Ukraine (Bakhmut,
Sloviansk, Kramatorsk) and the South (Odesa), represent the «famine of 1932-1933» as a
deviation or «overenforcement» of the Soviet policy of collectivization, or even as personal
guilt of Y. Stalin. Instead, in the museums of the Central (Kyiv, Poltava, Dykanka) and Western
regions (Lviv) the Holodomor appears as a deliberate act of genocide of the Soviet government
against the Ukrainian people. Though food shortage and hunger were not reported in Western
regions, since Western Ukrainian lands between the two World Wars were part of Poland.

Moreover, museum expositions keep blatant distortions of history typical of the Soviet
period. The deaths of people from starvation are replaced by optimistic paintings of the
«ictorious move of socialismy, joyous and prosperous peasant life. Mass resistance and the
war of peasantry against Stalin’s power are misconceivingly supplanted by the pictures of
unanimous public support of the Soviet collectivization policy, opposed only by minor groups
of «kulaks» (wealthy farmers who resisted being forced into collective peasant housholds) and
«party policy evaders»'®. As a result, museums exhibit whimsically fused portraiture of the
Holodomor artifacts demonstrating successful collectivization policy and «prompt attack on
a class enemy», and displaying photos of «collective agricultural competition winners» and
the plundered peasants (Odesa, Bakhmut, Sloviansk, Kramatorsk, Poltava, Dikanka). The
politics of memory within the period of Independence has led to consequential references
about Holodomor victims. But quite often, they constitute a formal representation of materials
having little in common with the regional history, which the museums are aimed to represent.
For example, according to famine death toll estimates in Sloviansk district, more people (15
%) have been reported to have died of starvation in urban areas than in rural ones (13.5%),
which is a paradox. The exposition on the Holodomor events of 1932-1933 in the museum
of Kramatorsk city history exhibits the campaign poster by Dmitry Moor dated 1921, calling
for help to those who suffered from food shortages in Volga region of the Russian Empire
in 1921-1923. Alongside, there are displayed photos of Liudmyla Shylo’s family, who all died
of starvation in Sumy region located about 300 km far from Kramatorsk. The Poltava Local
Lore Museum named after Vasyl Krychevskyi displays photos of collective farming labour
heroes assembly (1933), but it does not keep any mention of Holodomor despite the fact that
in Poltava region the level of infant mortality reached 66% of the total number of victims,

U Istorychna Pravda. Rada ne zakhotila vidznachaty ynvile: Slipobo, Mazepy i Holodomorn [online]. 2011. [Accessed 06 July
2019]. Available from: <http://wwwdistpravda.com.ua/short/2011/11/16/62396/>.

" HRYNEVYCH, Lidija. Holod 1932-1933 u publichnii kultuti pamiati ta suspilnii svidomosti v Ukraini. In: Problemy
istorii Ukrainy. Kyiv, 2007, p. 389.
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whereas in other regions of the Ukrainian SSR it was 40 %." Such museum expositions generate
ambivalent attitudes towards the events of the Holodomor of 1932-1933.

Controversial memory of World War II (1939-1945) in the museum narratives
The list of legal acts issued by the Ukrainian authorities on commemoration of important
historical dates is undoubtedly headed by those related to World War II. This global destructive
conflict has remained one of the most controversial pages in the history of Ukraine. Until
2014, the official discourse had been dominated by the definitions of «The Great Patriotic
War», «Victory» and others, which clearly marked the Soviet interpretational conception of
that period. According to the estimates by Svitlana Nabok, the concept of «The Great Patriotic
War» had been used more than 200 times in the normative legal acts until 2013, which appeared
16, But at the same time, it had virtually been the only tribute to
the state-level victory (always written with the capital letter - «Victory») for many years, with
a view to the entire arsenal of historical politics tools'. Such symbolic construct was often

to be an absolute frontrunner

used along with the concepts of «fascism», «occupation», «featy, «people-winners», which were
characteristic of the Soviet politics of memory unremittingly tolerated in the post-Soviet space.

The construction of Ukrainian historical memory of World War II has been complicated
by inconsistent support of various memory politics models, often counter-contradictory and
controversial to the previous politics of memory during the serving of a number of Ukrainian
presidents. The peculiar feature of implementing the politics of memory in Ukraine is the
revision of approaches to interpreting the Second World War events. Alterations emerge
practically every five years and vary from support of the post-Soviet model to a nationally
centered one and vice versa. In particular, Tatiana Zhurzhenko observes that the proclamation
of independence of Ukraine opened space for pluralization and nationalization of public
memory'®. Pluralization of memory was conditioned by democratization processes in the
1990s and promoted the articulation of their own versions of the past by various social
groups, including the Ukrainian Insurgent Army (UPA) veterans, descendants of the Holocaust
victims, victims of Stalin repressions, and the former ostarbeiters. Instead, the nationalization
of memory is associated with reappraisal of the Soviet narrative about the «Great Patriotic
Wan» and the construction of new national identities and national «memory cultures» by post-
Soviet elites .

Nevertheless, the memory of «oint victory» remains to stand as an important symbolic
resource in demand by various political authorities both at the regional and national levels.
It has been employed in the Ukrainian-Russian relations to legitimize post-Soviet integration
projects as well as «strategic partnership» of the two countries”. Interpretation of the history
of World War II and estimation of its significance for Ukraine have been directly related to
post-colonial search for national identity and geopolitical choice between Russia and the West?.

5 PETRENKO, Stepan. Holod 1932-1933 1t. na Poltavshchyni ochyma suchasnykiv. In: Bulletin of the Lviv Polytechnic
National University. Lviv: State and Army, 2003, p. 304.

' NABOK, Svitlana. Derzbava i polityka pamiati: dosvid chotyrokh Pregydentiv Ukrainy. In: SHAPOVAL, Juriy. (Ed.).
Kultura istorychnoi pamiati: yevropeiskyi ta ukrainskyi dosvid, Kyiv : IPIEND, 2013, p. 255.

17 Ibidem, p. 256.

18 ZHURZHENKO, Tetjana. Chuzha viina chy spilna Peremoha. Nacionalizaciia pamiati pro Druhu svitovu viinu
na ukraino-rosiiskomu prykordonni. In: Ukraina moderna, 2011, Vol.18, p. 101.

1% Ibidem, p.101.

* Ibidem, pp.103-104.

*! Tbidem, pp.102-103.
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A leading theme of the museums of Ukraine, except for those in Western regions, is the
construct of the «Great Patriotic Wat», which has been preserved practically unrevised since
the Soviet Union petiod. Following the «Soviet canony, in the museums of Donbas (Bakhmut,
Sloviansk, Kramatorsk), Poltava, Odesa, the exposition on the World War II events opens
with the symbols of unexpected attack of Nazi Germany on the Soviet Union on June 22,
1941: the Luftwaftfe airplanes, aviation bombs, loudspeakers, reports of Nazi Germany attack,
mobilization for the Red Army. Indispensable attributes are the landscapes of the ruined peaceful
life and the massive patriotic rise of the «Soviet people» in defense of the USSR. Expositions
are richfully charachterized by preserving dominance of the Soviet press and cartoons relaying
ideological Soviet clichés to visitors and glorifying the «sacred wam. Episodic changes have only
been found in Kyiv National Museum of History of Ukraine in World War II and Odesa Local
Lore and History Museum wherein interpretations of the «Molotov-Ribbentrop Pact», the
German-Soviet parade in Brest in 1939 and «liberation» of western Ukrainian lands in 1939-
1940 are exposed. Therefore, a peculiar prologue to the main exposition has been framed.

Indispensable stories of such a museum narrative are the heroic fighting force of the Red
Army, brutal Nazi occupation regime, «liberation» and the heroic way to «Victory». This scheme
has been noticed in almost all the museums visited. Lack of the narrative redefinition has been
evidenced by the preserved episodes of combat operations outside Ukraine, in Belarus, Russia,
the countries of Eastern Europe. The episodes of the defense of the Brest Fortress, the Battle
of Moscow, the Siege of Leningrad, the Battles of Stalingrad and Kursk attract visitors to a
«broad» Soviet grand-narrative.

Special attention should be paid to the other two «representative» episodes related to local
partisan clandestine movement and cruelty of the occupation regime. It is exactly through
local manifestations, as in the most instances of only the Soviet partisan resistance, that the
grand narrative of the «Great Patriotic War» has been bound up with local stories. Although
there have been noticed certain positive attempts to reshape the homogeneous interpretation.
For example, within the context of Soviet resistance movement, the Kramatorsk Museum of
City History expositions feature the existence of a local clandestine group of the Organization
of Ukrainian Nationalists (OUN) without specifying the details of its activities and personal
membership. At the same time, only the Kyiv National Museum of History of Ukraine in
World War II and the Kyiv National Museum of History of Ukraine, as well as the Lviv
Museum of the Liberation Struggle of Ukraine display particular exhibitions dedicated to the
Ukrainian Insurgent Army (UPA) struggle. This is regarded to be an alternative to dominance
of Soviet partisan movement in the Ukrainian museum narrative.

The Holocaust: between dissemblance and marginalization

Another tragic historical issue for the Ukrainian society is the Holocaust, which, for various
reasons, has been silenced by memory politics agents. American historian Timothy Snydet’s
thesis is that the regions where mass killings of noncombatants were committed on the eve
of and during World War II are to be named «Bloodlandsw, «although the bloodlands in those years
became a battlefield, all those people were victims of the politics of destruction, not military actions»*. The
Holocaust is a vivid example of the politics of extermination, which took lives of approximately
between 900 thousand and 1.5 million people in Ukraine®. During the Soviet petiod, regardless

* SNYDER. Timoty. Bloodlands: Enrope between Hitler and Stalin. New Yotk : Basic Books, 2012, p. 7.
» KASIANOW, ref. 4, p. 284.
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of detailed study of genocide evidence on Soviet territory, the term «Holocaust» was not
acknowledged by special commission authorities to denote the mass extermination of Jewish
population during World War IT**. General terms, as «peaceful residents», «Soviet people» and
none of the ethnic and religious definitions were applied to denote mass executions.

Proclamation of independence encouraged reapproaching of the Holocaust theme. Thus,
in September 1991, President Leonid Kravchuk made emotional speech in Babyn Yar®, and
the Cabinet of Ministers of Ukraine adopted a decree of September 10, 1991 «On measures
regarding the 50th anniversary of the Babyn Yar tragedy», which legitimized commemorating
the wrass extermination of Soviet citizens, in particular of Jewish nationality by German fascist invaders..».
Steps towards engaging in a constructive Ukrainian-Jewish dialogue could be exemplified by
opening the monument to priest Omelian Kovch in Lvivin 2012, who had saved both Ukrainians
and Jews during World War II, as well as by partial restoration of the Jewish cemetery and the
establishment of the Lviv Ghetto Victims Memorial®’.

The theme of the Jewish ethnic group genocide is often revealed in museum narratives,
precisely through the prism of Nazi repressions and «sufferings of the Soviet people» from
«German barbatismy, as, for example, in Bakhmut®. Such interpretation is an expressive relic of
the Soviet memory narrative, that Ukrainian museum exhibitions are unfortunately dominated
by*. The Holocaust issue is not the key issue of museum exhibitions and is often integrated
with other occupation stories: terror against Red Army soldiers as prisoners of war, rigorous
occupation policy, forced labor resettlement, etc. Moreover, despite the fact that since 2011
the memory of Holocaust victims has been honoured at the governmental level, the tragedy
has not been practically exposed as an independent theme in the Ukrainian museums. Of all
the museums having been visited the only particular exhibition is displayed in the Industrial
Museum of Artemivsk Champagne Wines Factory. The alabaster tunnels of the factory were
places where in December 1941-January 1942 the German occupation troops murdered Jews™
referred to as «Soviet citizens» in modern museum narrative. The National Museum of World
War IT in Kyiv in its hall Ne 7 displays the exhibition entitled “The occupation regime on the
territory of Ukraine”, which features artifacts and documents dedicated to persecution of Jews
in Kyiv, Lutsk, Lviv, Boryslav, Vinnytsia region, as well as shootings in September-October 1941
in Babyn Yar, known as the “place of memory” of the Holocaust in Ukraine. The memorial
in Babyn Yar acquired the status of a national one in 2010. Since then it has become the
place where the ceremonies of Holocaust victims commemoration by the Ukrainian officials
(L. Kravchuk, L. Kuchma, V. Yushchenko, P. Poroshenko) are held™. Further, certain mentions
of the Holocaust within the context of the Nazi occupation regime are found in the Bakhmut
Museum of Local Lore and the Poltava Local Lore Museum named after V. Krychevskyi,
featuring the map of ghetto locations in the area. Quite impressive is the fact that the photo
album published by the Museum of World War II in Kiev in 2004 contains no mention of the

* LEVITAS, Feliks. Holocaust: pamiat, fakty, dokumenty. In: SHAPOVAL, Jutly. (Ed.). Kultura istorychnoi pamiati: yevro-
peiskyi ta nkrainskyi dosvid. Kyiv: IPIEND, 2013, p. 170-171.

» Ibidem, p. 174.

% Cabinet of Ministers of Ukraine. Pro zaxody n uiyazken 3 50-richehyam tragediyi Babynogo Yaru, 10.09.1991, Ne 192.

T LEVITAS, ref. 24, p.81.

» KAPRALSKYT, ref. 7, pp.79-80, 84.

# KASIANOW, ref. 4, p.284.

O TATARINOV, Serhij. FEDOTOV, Sergel. Shtetl-Bakhmut - fenomen evreiskogo naroda v Donbase. Kharkiv: Slovo, 2013,
pp. 133-135.

T KASIANOYV, tef. 4, p.285.
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Holocaust in Ukraine®. Moreovet, it appeats as paradoxical though true that in the second
decade of the twenty-first century the exhibitions feature antisemitic propaganda leaflets
(Sloviansk, Poltava), characteristic of the Soviet policy during the Cold War period. While at the
same time, numerous museums have no mention of the extermination of the Jewish people.
At the regional level, the problem of the
Holocaust comes to get embedded in collective
memory provided there is an active local Jewish
community, as it is exemplified in Odesa. The city
was the second one, following Moscow, by the
number of Jewish population in the Soviet Union
and the largest Soviet center of Jewish community
in the territories occupied by Germany and its allies.
Odesa Local Lore and History Museum holds the
exhibition related to the period of World War II.
Though being spaced in a separate large room,
it virtually ignores the Jewish genocide theme,
whereas scholarly observations of such problem
go far back to 2006. And the state of affairs turns
out to be even more miserable when it comes to
have been noted that Jewish population were
evacuated from Northern Bukovina, Bessarabia
and Romania, where about 100 thousand people
were murdered, to Transnistria centered in Odessa.
The situation in Odesa improved only after the

Pict. 2: Part of the exchibition on the Nazi occupation Museum of The Holoc.aust B Victin'%s O.f fascism
regime in Ukraine (1941-1944). was opened by the Jewish community in 2009.%
National Museum of the History of Ukraine in Since then, the museum has been actively replen-
World War II, Kyiv. Photo: Roman Kuzmyn. -, .4 1 particular, a layout of the ghetto located

in Slobidka (residential area of Odesa) appeared on display in 2017

ATO: challenges of harsh modern times

Despite all the complexities and contradictions of the memory landscape in Ukraine, since
2014, the theme has appeared which, regardless of the region, serves as a unifying motive for
the museum narrative. The theme unveils the Russian-Ukrainian military conflict of 2014-2018,
or as it is frequently outlined, the Anti-Terrorist Operation in the East of Ukraine (renamed
into Joint Forces Operation). In recent years, such thematic exhibitions have appeared in
the Museum of World War II and the National Museum of History of Ukraine in Kiev, the

2 Memorialnyj kompleks «Nacionalnyj muze istoriyi Velykoyi Vitchyznyanoyi vijny 1941-1945 rokiv». [Photo albuml], Kyiv:
Archetype, 2004. p. 92.

¥ RASHKOVETSKIY, Mikhail. Tema Holokosta v Muzee istorii evreev Odessy. In: RASHKOVETSKIY, Mikhail
(ed.) Istoriya Holokosta v Odesskom regione. Odesa : Nehocyant, 2006, p. 118-119.

* CHECH, Leta. V7 Odesse otmetili godovschinu otkryitiya muzeya Holokosta. [Photoreport]. 2010. [Accessed 06 July 2019].
Available from: <https://reporter-ua.com/2010/06/23/fotoreportazh-v-odesse-otmetili-godovshchinu-otkryti-
ya-muzeya-holokosta/>. [in Russian].

3 UNIAN. V7 Odesskom muzee Holokosta poyavilsya mafket getto v miniatynre. [online]. 2017. [Accessed 06 July 2019].
Available from: <https://religions.unian.net/judaism/2266839-v-odesskom-muzee-holokosta-poyavilsya-maket-
getto-v-miniatyure-foto.html/>.

31



P. Verbytska — R. Kuzmyn: Between amnesia and the «war of memories»: politics of memory in the museum...

Museums of Local Lore and History in Odesa and Poltava, as well as in Donbas museums
(Bakhmut, Sloviansk and Kramatorsk). The tendency confirms implementation of the politics
of memory for the collective memory mobilization by constructing a single museum narrative
on contemporary events.

Therefore, the defining feature of
the politics of memory in Ukraine
is the existence of contradictions
and conflicts in the post-Soviet
historical memory. Over the years
of independence, the political elites
have failed to form a single «canon»
of important state events and
personalities, which is evident in the
museum exhibition analysis. The lack
of a long-term strategy in planning
and systematic implementation of
the politics of memory leads to
periodic changes in the vector of
state historical policy. The Soviet
narrative is claimed to be dominant
in the museums of all levels,
especially, with reference to the
period of the 20th century, except
for the West of Ukraine, where it is
displaced by nationalistic narrative.
Victimized historical events such
as the Holodomor, the Holocaust,
and the Volyn tragedy often remain r .
formal attributes of regional museum Pict. 3: Munition fragments featured in the installation exhibiting the
exhibitions that are left uninterpreted _ Abnti-Terrorist Opemfz'qn in the East 0f U/émz';?e.

. . National Museum of the History of Ukraine, Kyiv.
on the basis of local material. Thus, Photo: Roman Kuzmyn.
we can conclude that fragmentation
and inconsistency in memory politics construction in the third decade of independence of
Ukraine have caused lacunae in the museum narrative, that will have to be eliminated in the
years to come.
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Musenm and gallery education and its aplication in the context of pre-primary education
The presented article deals with the issue of cooperation among museum and gallery institutions and
pre-primary education. Its content is structured into a theoretical and a research part that are closely
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connected. In the theoretical part, there is an analysis of the curriculum of pre-primary education and an
analysis of the possibility of a cooperation among the pre-primary schools and the museum institutions
with regard to the (educational) needs and interests of the child visitor. This connection is then specified
in the chapter devoted to the phenomenon of the children’s museum, set especially in the European
context. In the theoretical part, we also checked the offer of Slovak museums and galleries intended for
pre-school children (performances, workshops, interactive exhibitions). The research part of the article,
based on interviews with teachers and directors of nursery schools, examines not only the possibilities
of cooperation between the pre-primary school and museums and galleries, but also the specific needs
and requirements of pre-primary practice towards these institutions in order to fulfill their educational
potential to the fullest possible extent.

Keywords: museum, children’s museum, pre-primary education curticulum, museum practice, child
visitor

Specifics of pre-school age in relation to museum education

Pre-primary education implemented by kindergartens is a specific educational system in the
Slovak context. Its function in relation to the child is not only educational but also socialization-
adaptive. The kindergarten is therefore not an environment that primarily and exclusively
educates, its role and function in the education system is understood more comprehensively. It
is a full-featured integration of the child into the social environment, in which his mental and
value attitudes will be formed lifelong. Within this range, the targeting of pre-school education
also defines the State Educational Program for Pre-primary Education (hereinafter referred to
as SEP), according to which: “#he main goal of education in kindergarten is to achieve optimal cognitive,
sensomotoric and socio-emotional levels as a basis for primary school education at primary school and for life
in society.”" A child in preschool age (defined from 3 to 6 yeats of age) is primarily an object
of education, understood as ,,an activity that ensures the transfer of Spiritual propert'y of society from
generation to generation. 1t is about mediation of norms and formulas, communication rituals, hygiene habits,
ete., which takes place through family education from the earliest age of children. In this sense, pedagogical
education is mainly a component of socialization, which is explored in other sciences“?

In the pre-school age, a child except upbringing, also goes through the process of
learning, acquiring new knowledge about the world that surrounds him. However, due to his
developmental ability, this process should be informal, be done primarily through games and
direct (physical) contact of the child with the object of knowledge. The ,,palpable” way of
communicating the world is also important because, from a developmental point of view pre-
school age is characterized by a period of enthusiastic discovery, creativity and as increasing
motor activity (movement need). A child of this age ,,is very proactive, his thinking is egocentric, self-
centered. ‘> Cutiosity, creativity and the desire to discover and understand the wotld - the mental
wotld of a pre-schooler could be simply described.

Museum education and its possibilities in relation to a pre-school child

By linking the educational function of a museum and a gallery and the presence of a child
visitor in this institution, we come into the sphere of museum pedagogy. One of its basic
definitions characterizes it as a pedagogical discipline, “examining all aspects of the use of museums
and their collections for educational activities, for example didactic and methodological problems by creating

! State educational program for pre-primary education in kindergartens. Bratislava: Ministry of Education, Science,
Research and Sport, 2016, p. 6. Available at: http:/ /www.statpedu.sk/files/articles/nove_dokumenty/statny-vzdela-
vaci-program/svp_materske_skoly_2016-17780_27322_1-10a0_6jul2016.pdf. [cit. 28.11.2018].

2 PRUCHA, Jan. Piehled pedagogiky. Praha : Portal, 2000, p. 14.

3 VAGNEROVA, Marie. Vyvgjovd psychologie: détstvi a dospivini. Praha : Karolinum, 2012, p. 177.
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Specialized exhibitions (children's museums, youth musenms), preparing special tours for schools, lessons and
s workshops“ in the musenm, ete.“* Naturally, we also understand it as an integrative discipline
that combines pedagogical, psychological and vocational knowledge. * Galleries, as specialized
museums focused on the visual arts, develop gallery pedagogy focused on the visual culture
and the reception of works of art. That the museum and the gallery also have educational
potential for the child visitor is unquestionable. It is most often implemented in cooperation
with elementary schools or kindergartens in the process of non-formal education. The basic
task, which is in cooperation among the museum and educational institutions, is to link the
educational and upbringing goals of the primary (in out case pre-primaty) school and museum.
The museum's educational activities (programs) are informal in nature and such a form of
education is more popular with pupils than formal education that is carried out in the school
environment. This, of course, is possible and desirable from both institutions, with regards
to specific conditions and with respect to the child as a ,,recipient of knowledge®. In many
developed countries, museums are used as effective educational facilities and have become very
important organizations in the field of children‘s education. The environments that museums
provide allow visitors - children and adults to explore and learn in this environment. Learning
and exploring in museums are updated by the interaction of objects displayed in museums.
The fact that learning in museums is not limited to books or school premises, museums have
strengthened their importance as an educational institution. Although visiting the museums
and galleries is not binding in the curriculum, but only recommended, thanks to changing
the environment and other forms of learning, pupils‘ broadening and confirmation of
knowledge is improved. The museums are gaining a significant segment of visitors that has
the potential to develop in the future. Many museums are aware of this and prepare special
museum programs for individual categories of visitors. There is a mutual interaction and
symbiosis among museums and schools. Working with a child visitor is not a new phenomenon
in Slovak museums; even before 1989, this area developed within the framework of cultural
and educational activities. After stagnation, respectively in the 1990s°, new trends have been
developing since the beginning of this century through museum pedagogy, as part of a broader
education of visitors to the cultural-historical heritage. Museum pedagogy as a social science
deals with museum education and it contributes to school education. As a sub-discipline of
museum pedagogy, it deals with educational process in the museum, especially to the specific
forms and methods of working with the public and with aspect of stimulating learning of
museum audience.

Art Education is based on the mutual respect of the individuality of the child, the teacher
and the artist. It is based on the psychologist Howard Gardner‘s suggestion that a wider set
of skills is needed to develop intelligence.” Gatdner‘s theory contributed to education reform
based on the development of the natural but diverse abilities of each child. From this theory
museums and galleries are also based on the preparation of their programs, that not only
by visually visitors can receive and absorb knowledge through exhibitions and expositions.
Upbringing by art in museums should, on the one hand, promote fantasy and curiosity and on

+ PRUCHA, Jan — WALTEROVA, Eligka — MARES,JiH. Pedagogicky slovnik. Praha : Portal, 2003, p. 101-107.

5 éOBANOVA, Petra. Edukacni potencidl muzea. Olomouc : Univerzita Palackého v Olomouci, 2012, p. 44.

¢ Due to the economic transformation of the society after 1989 and the reduction of funds by the founder of the
museum, the departments of cultural and educational activities lapsed, or functions were accumulated.

" It includes eight different types of intelligence (linguistic, logical-mathematical, visual-spatial, musical, movement,
interpersonal, intrapersonal and natural). Engaging a specific type of intelligence creates a specific type of creativity.
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the other a desire for knowledge. Its basis is the use of collection items, respectively knowledge
found in the museum. All art-based projects emphasize the active involvement of the visitor in
communicating with the artwork. The museum supports opportunities for children to discover
objects in the museum, imagine stories about objects, establish relationships with them, study
in a safe and comfortable environment and develop problem solving skills.® Children usually
meet objects that were made in the past, try to perceive them and compare past and present,
helping them to create historical awareness. Because of their age group and character, they are
curious and willing to learn and explore, so they have a clear memory and creative thinking.
Therefore, anything they encounter becomes a tool for their learning. In this way, museums
are becoming the ideal learning environment in pre-school education, as they enable children
to acquire historical awareness and perceive events and phenomena in causality. Children‘s
museums play an important role in this area. They were formed from initial collections to
practical, multi-sensory learning institutions with a focus on interactivity, while increasingly
impacting sensory perception compared to traditional museums. The attractiveness and success
of today‘s children‘s museums in attracting children and families and engaging them in the
emergence of new discoveries are a major success in innovative pedagogical approaches.
Young children often comment how special the ,,real thing* was seen. When they were asked
to talk about what they liked the most, they often listed places in the museum where they
could see things close and if they could touch objects and artifacts and had a multi-sensory
interaction, the experience was even more memorable. However the question remains to what
extent teachers can mediate, work, cooperate with museums. The specificity of children‘s
museums goes beyond the traditional behaviorist model of education, where the child is in
the position of a passive recipient of information. It was very well presented by Black, who
said that museums should treat small children ,, %07 as passive observers, but as participants with active
engagement; direct and immediate experience of objects, people and event<’ Whether these processes are
interactive-experiential or not, the museum can act as an ,activating-educative® element in
cooperation with kindergartens. For example, guided tours for children, animation programs,
children‘s workshops and creative workshops can fulfill this function. The intersection between
non-formal and formal education is to include a visit of a museum (as a non-formal education
facilitator) in the implementation of individual kindergarten education activities.

Children‘s museum and its forms in Slovakia

The concept of a children‘s museum as a cultural-museum institution dedicated exclusively
to children is based on the museological background of collecting and preserving artifacts and
objects, but last but not least, it adheres to the basic pedagogical principles of clarity, activity,
appropriateness and emotionalism of knowledge. These, in museum practice, are applied to
access to child visitors, depending on their age and needs. The range of objects of knowledge
that such a type of museum can provide to children is diverse. “Children’s museums offer a
wide range of activities to children and youth based on collaboration in planning, designing and implementing
exhibitions, programs and projects for these facilities. Children can create artistically (paint, play theater, dance,
write, play on musical instruments and sing, weave, do-it-yourself), do more or less scientific studies (for example
observe various natural phenomena), or take part in varions excursions in them. " Institutional form of

¢ BELLAMY, Kate — OPPENHEIM, Carey. Learning to live: museums, young people and education. London : Institute for
Public Policy Research, 2009. p. 10.

* BLACK, Graham. The Engaging Museun: Developing Musenms for Visitor Involvement. London : Routledge, 2005. p. 68.
”’JGVA, Vladimit. Détské muzenm. Edukaini fenomén pro 21. stoleti. Praha : Paido, 2004, sp. 121.
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children‘s museums can also be varied; the most common are two basic types:

- children‘s museum as an autonomous institution with its own places and equipment;

- children‘s museum as part (department) of a museum institution that organizes exhibitions,
expositions and creative programs designed exclusively for children.

Bratislava‘s BIBLANA - International House of Art for Children is the oldest, self-operating
institution that probably best meets the profile of the children‘s museum in Slovakia (in
this case, a children‘s gallery would be more appropriate).. It presents the institutionalized
connection of the children‘s gallery and the center of the children‘s book culture, in which the
reflection of creation in the first years after its foundation (1987) was mainly of a theoretical
character ''. However, its current program profile is more vatied, in addition to exhibitions
and expositions, we can find a wide range of accompanying events realized in an experiential
and interactive way. If we stay in the target group of pre-school visitors, we can find mainly
creative theaters, dramatic reading of fairy tales, or so-called ,,reading workshops® in which the
dramatization of a fairy tale is intertwined with the child‘s psychomotoric activity (for example
puppet creation). Interestingly, BIBLANA prepares such activities for children since 18 months
of age, when they have basically sensoric character (petformance The Glove'?).  Later in pre-
school age, it focuses on the development of reading abilities of children, get known with a
book (as an artifact) and literature as a specific type of art, respectively with a fairy tale as a
literary story, especially in the form of dramatization (performances Baby-Snowman and Pictures
from the Foresi).” There are several galleries in Slovakia that prepare programs for children‘s
visitors. They are primarily based on the discipline of art education. Let’s mention the S/ovak
National Gallery in the first place. Activities for children in this area are part of the gallery
pedagogy, while a separate program for kindergartens is currently quite varied. We can choose
from it, for example, the creative cycle Colors, Shapes, Things'*, which by its focus on exploting
the visuality of phenomena directly corresponds with the content of the SEP. For example, it
focuses on examining the colors and colors of things that a child comes into contact with (part
A white is color!), recognizing geometrical objects and their basic shape characteristics, or the
issue of the child‘s constructional play (section Shape creation). We can see from the focus of the
offered activities on the basis of which criteria the activities for this age group are conceived.
Here belong:

- emphasis on game as a basic method of working with a child within educational activities;

- emphasis on the visual and concretized perception of the world as a whole and in details (this
way of conveying the reality to the child is natural in view of the age, assuming that he cannot
read yet, thus decoding the world through images);

- emphasis on motor-construction activity related to material (concrete) perception of objects
and their sensory properties.

" However, BIBIANA is not the only children visitor-otiented institution. Since the autumn of 2018, the Severka
Children‘s Museum has been operating in Nitra, which operates on the principle of a community museum and its
aim is to develop a method of experientially acquiring information and knowledge, using the ,,hands on“ method -
hence direct contact with exhibits and expositions.

2 Available on: http://wwwbibiana.sk/sites/default/files/programpdf/bibiana_december_2018.pdf. . [cit.
28.11.2018].

B Available on: http://wwwbibiana.sk/sites/default/files/programpdf/bibiana_december_2018.pdf. . [cit.
28.11.2018].

'* Available on: https:/ /www.sng.sk/sk/bratislava/programy/skolske-programy/Materske-skoly. [cit. 28.11.2018].
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The Stovak National Museum is also systematically dedicated to work with a child visitor,
respectively its specialized museums. However, it is more focused on child visitors who have
already reached school age.'

Educational potential of cooperation between pre-primary school and museum
We perceive the museum and the gallery as institutions whose main educational potential
lies in the experience and interactivity of the world that they can offer to child. Of course,
these attributes are being integrated by kindergarten teachers into educational activities realized
directly in the interior of kindergartens, however, museums have a much wider range of (specific)
objects in their collections, with which children cannot meet in their natural environment
(and in kindergarten) Moreover, in the museum, their position in the process of learning is
changing in comparison to the kindergarten - they become researchers, detectives, often (in
the form of games) solving a particular problem. This interactive dimension of cognition is
even more pronounced compared to the kindergarten, because ,,znformation interpreted in the
school environment is often limited to the possibility of a visual experience (in the image, map, projection,
other visnal media). Museums and their forms of education allow fo use more senses (except visual, also the
ability to touch the original or copy).“'® The sensory, coherent and symbolic perception of reality
is the most appropriate form of knowledge for pre-school age. However, in our opinion,
why has the museum an irreplaceable function in its educational aspect, is the correction of
childish naive concepts and theories. Especially in correcting preconcepts through informal
education in a museum through game a child can get a real picture of the empirical nature of
the things and phenomena that surround him, their patterns and characteristics. In addition
to the positive co-operation with school institutions, museum educators also provide specific
recommendations that can improve school and museum collaboration. They are primarily
formulated as recommendations for primary school teachers, but we can also apply them to
kindergarten practice. To improve cooperation, it needs to:
- the school discovers and recognizes the educational and upbringing value of the museum for
its educational purpos;
- there were activities in the museum that the school cannot offer or provide;
- the museum visit was included in the curriculum of each school (so far it is usually in the
category of school trips);
- the museum visit, in collaboration with the museum, was conceptually prepared to be used in
the most effective way;
- the school helped to select an adequate part of the exhibition or exposition (visiting the whole

<17

museum or too large exposition would be nonproductive).

15 As far as events for preschoolers are concerned, the Slovak National Museum is currently holding two exhibitions
for this age group - Maria Theresa and Asterix and Obelix. These are interactive events where visitors are directly in-
volved - they can, for example, try historical clothing or creation craft items.

16 LESKOVA, Agita — DOBIASOVA, Zuzana — SZABOOVA, Silvia — HUTTANOVA, Jana. Na spoloénej ceste.
Kolokvium a metodika pre komunikdcin medzi mizeinymi a skolskymi pedagdgmi. Bratislava : Zviz muzei na Slovensku, 2017,
p. 37.

' BRABCOVA, Alexandra. Vefejné muzeum. In: BRABCOVA, Alexandra. (ed.) Brana muzea oteviend. Nachod :
Nakladatelstvi JUKO, 2003. p. 24-39.
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Museum practice and official curriculum of pre-primary education

As mentioned above, the mandatory curriculum for educational practice in kindergarten is
State educational program for Pre-primary Education. The skills and competences of the child
to cope before compulsory school attendance are differentiated into seven educational areas:
Language and Communication, Mathematics and work with information, Human and nature,
Human and society, Human and the world of work, Arts and culture, Health and movement.
Our opinion is that, in principle, museums can “intervene” in them thematically and didactically
(in case the principles of experiential or object pedagogy are adhered). More important than the
theme of the exhibition, exposition, or even a creative workshop is the methodology of work,
but also age adequate knowledge, the highest possible proportion of clarity and unambiguous
explication of the phenomena and processes explained (without using exact terminology). Both
museum educators and kindergarten teachers are aware that if a child should learn something
at this age, learning must be through play. In principle, this means either to manipulate with an
object of interest or engage in a creative process that results in a concrete tangible product. In
our opinion, the possibilities of manipulation and construction play can be very well connected
with the knowledge of the properties of materials (natural and synthetic), as stated in the
content, performance standards and evaluation questions by the SEP. Several pedagogical
approaches (mainly Montessori pedagogy) are based on authentic work with materials, but
the added value of the museum lies in the interactivity and “otherness” of the environment.
Museum exhibits have an irreplaceable value where a kindergarten cannot saturate contact
with an authentic environment, not even in the exterior. This applies, for example, to the
exploration of the universe as part of the natural system, which is unattainable under empirical
conditions, but it is the museum that has the opportunity to mediate it experientially, using
appropriate didactic procedures. In spite of some differences between the basic curriculum
of kindergartens and the current offer of museum and gallery activities for children, we can
see quite significant conjunction of both spheres and hence a certain similarity in the model
of child visitor on the museum and gallery side and the child as an object of education and
upbringing from point of view of kindergarten.

Research methodology

In our research we decided to apply exclusively qualitative methodology. The aim of the
research is to understand the how our research subjects (teachers and headmasters) look at
research phenomenon. In the following section we describe the research methodology and
offer basic information about the research.

Research objectives and research questions

The main aim of the research was to analyze the opinions of pre-primary education teachers
on the current situation of museum and gallery education and on the use of services offered by
these institutions. Our intention was:
- Identity specific forms of cooperation between pre-primary education teachers and cultural
institutions.
- Identify the needs of pre-primary education teachers related to museum and gallery education.
- Analyze the views and recommendations of pre-primary education teachers for museum and
gallery institutions.
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Research questions were formulated from the above research objectives, which are at the
heart of each research project.'® The issue of museum and gallery education and its application
has been elaborated by several experts, as we mentioned above, especially in the field of primary
education. For this reason, the research focuses on the less explored area, the current situation
of museum and gallery education in pre-primary education, which we consider to be a major
research problem. Based on the formulated research problem, we are looking for answers to
these research questions:

Q_1_a. What is the focus of the museums and galleries which are visited by kindergarten
educators with children?

Q_1_b. Which museum educational programs are most preferred by kindergarten teachers?

Q_2. How is the cooperation between kindergarten teachers and museum teachers?

Q_3. What is the potential of museums and galleries in the context of museum education
of pre-primary education children from the perspective of kindergarten teachers?

Q_4. Which aspects do pre-primary education teachers consider as insufficient in the
context of museum education?

Research methods

We used the in-depth individual semi-structured interview method to collect qualitative
data. As part of the data collection, 11 interviews with teachers of pre-primary education were
conducted. Each interview was semi-structured with pre-defined themes, and we changed the
order of themes to fit the specific situation.

Research group

The selection of our sample was made by deliberate qualified selection, which can be
understood as selection having some characteristics relevant for research. One of the features
was the specific experience of teachers of pre-primary education with visits of museums
or gallery institutions. The subjects of research were 11 teachers of pre-primary education
(including heads of kindergartens) within the Bratislava region visiting museum and gallery
institutions. In the article, in keeping with anonymity, we do not mention the names of
kindergartens or the real names of the participants. Individual participants of our research
are called pseudonym Participant A - Participant K. The data related to the research file are
summarized in Table 1.

Methods of data processing and analysis

We used an open coding technique to process and evaluate the qualitative data obtained from
the interviews. We used the procedure described by Svaticek (et al., 2007). We first numbered
each line of text and then assigned a code to each unit. We then moved on to systematic
categorization. We chose the category names in the way recommended by Strauss and Corbin
(1999)". We named the categories to be thematically related to the data they represent. The
analysis of qualitative data resulted in the creation of meaning categories closely related to
the cooperation of kindergartens with museum and gallery institutions. After realizing open

18 SVARICEK, Roman — SEDOVA, Klara et al. Kvalitativni vjzkum v pedagogickych védich. Praha : Portal, 2007, 384 p.
12 STRAUSS, Anselm — CORBIN, Juliet. Zdklady kvalitativniho vyzkumn: postupy a techniky metody gakotvené teorie. Bos-
kovice : Albert, 1999, s 196.
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coding, we used another analytical technique called the ,,open cards® technique, which is an
extension of open coding.”

Interpretation of results

By analyzing the obtained qualitative data, we came to the findings that specify the course of
cooperation between kindergartens and museum and gallery institutions. In the next section,
we summarize the findings based on the identification of categories that have proven to be
significant.

Attendance and services of museums and galleries for kindergartens
Kindergartens have planned several activities throughout the year, either directly in the
kindergarten or outside their complex. They are visited by theaters, magicians or kindergartens
visits various institutions. Teachers ,and directors® statements showed that they would like to
visit museums and galleries more often, than they do so far, but for various reasons they do not.
One of the determining factors was the age of children. For this reason, kindergarten teachers
prefer to visit museums with children of the last year of pre-primary education. The reason
may be, according to Participant E, the level of children‘s cognitive development: “I'hey can't
take so much from that, those little children. They remember two things and done.” The development of
memory strategies, a way to better remembering and preserve information, is still very limited
in this period, but under the guidance of an adult (teacher, museum educator), a five-year-old
child is able to use basic strategies such as pointing, naming and repeating®' In terms of the
focus of the museums, the most visited by the participants was the Slovak National Museum
- mainly the Natural History Museum and its related exhibition at the Bratislava Castle. Other
institutions, offering educational programs for preschool children, included the Slovak National
Gallery and its part the Schaubmar Mill or the regularly visited International House of Arts
Bibiana. Participants also visited many other museums such as Bratislava City Gallery, Museum
of Transport, Military History Museum, Museum of Clocks, Museum of Weapons, Bojnice
Castle, Devin Castle and Red Stone Castle. The kindergarten was interested in guided tours
with qualified lecturers - museum educators. The preference of guided tours is also confirmed
by the results of research carried out in the Czech Republic in 2007-2009, as up to 63% of
teachers would prefer guided tours with accompanying program and museum educator.”? We
emphasize that the effectiveness of the educational program is conditioned by the presence
of a qualified lecturer - a museum educator, who should take into account the age of children
as stated by Participant B: “Lecturers should nunderstand young children, what is very important, because
not everybody can work with small children.” The benefit of guided tours from the perspective of
kindergarten teachers is that the educational program is run by a specialist who also represents
a new authority for children. If teachers are not interested in guided tours, they can use self-
service programs during which teachers use the educational potential of the museum. Teachers
for some time become tutors and accompany children on the path of art in an understandable
way, being responsible not only for the educational process but also for the safety of children.
The self-service program is preceded by a thorough preparation of teachers in the form of
self-study of professional literature (book publications, encyclopaedias, internet resources).

2 SVARICEK, Roman - SEDOVA, Klira et al, ref. 20, s. 226.
2 VAGNEROVA, Marie. Ijvgjovd psychologie I. Détstvi a dospivini. Praha : Karolinum, 2008, p. 174.
2 SOBANOVA, ref. 5, p. 242.
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Kindergarten teachers are not only involved in their vocational preparation, but also they try
to prepare children for visit of the museum by explaining to them the purpose of the visit and
familiarizing them with the basic rules of good behavior.

Cooperation of kindergartens with museums and galleries

An optimal relationship between a museum and a kindergarten is considered a prerequisite
for successful cooperation between these institutions, which is also beneficial for both parties.
On the one hand, the school provides incentives for museum education and on the other
hand, school groups represent a significant part of the museum visitors.” Similarly, further
research showed that up to 81% of visitors are pre-school age groups.* It is this age category
that is considered to be the key, as school groups make a significant contribution to increasing
museum attendance, so it is necessary to pay sufficient attention to mutual communication.

Kindergarten teachers communicated with museums and galleries in a various ways -
most often preferring an electronic form of communication via e-mail or the website of a
concrete cultural institution over personal contact. The present is characterized by a significant
development of communication technologies that make it possible to obtain the necessary
information relatively quickly and easily. The Internet has become an excellent tool for
communication between museums and school institutions. As part of in-depth individual
interviews, teachers and directors of the kindergartens explained to us the process of
cooperation with museums and galleries. As director I states: “Uswally the musenm contact us.
They send us a calendar of events and we choose from that, depending on the area we're interested in. Then 1
call there, book the date, time, number of seats. They send us offers by e-mail.” For mutual cooperation
it is necessary to know each other’s goals and tasks in fulfilling the educational activity. We
agree that the impression that a teacher and children get after visiting a museum is crucial, as
he/she will remember a good experience and a pleasant lecturer, as well as a bad expetience
or inappropriate program. We assume that in the case of a positive experience, kindergarten
teachers will regulatly seck out various educational programs at museum institutions.”

The potential of museum and gallery education for kindergartens

This category defines the positive aspects of museum and gallery education for kindergartens
from the perspective of pre-primary education teachers. Teachers mentioned a number of
positive aspects related to visits to museums and galleries. They consider the contribution of
individual forms of mediation of works as experiential learning through creative workshops.
Participant G said, “Kids are excited from these visits, they enjoy it, they like to engage in interactive activities,
they try to excplore everything, as it is said, better see and excperience as to hear for 100 times.” The potential
of museums can be seen in live interactive learning. Experiential learning, which is based on
discovery, research, play and sensory perception, is more accepted by children, in case the
information provided in the kindergarten environment is limited to the possibility of a visual
experience (for example picture, map). Various forms of museum education allow involvement
of multiple senses (except the visual one, children have the opportunity to touch the original),
thereby acquiring lasting knowledge and values that they will be able to apply later in their
lives. The museum is an environment that educates by experience, object-based method, while

2 SOBANOVA, ref. 5, p. 232.

2% PAVLIKANOVA, Martina. Vzdelavanie v mizeach a galériach na Slovensku. In: Mugeoligia a kultiirne dedicstvo, vol.
3, 2015, Is. 2, p. 29-38.

% LESKOVA — DOBIASOVA — SZABOOVA — HUTTANOVA, ref. 16, p. 54.
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education becomes illustrative as it is based on theoretical knowledge, mediates or complements
it with expetiential form, sensory perception and authenticity”, pointed out by participant C:
s When you learn about castle in the kindergarten, it does not have the same effect as when you are in the castle.
This is the same as when you learn about cars and engines and you go to the transportation museum and there you
have the engine disassembled and you can see it all moving. That's what they see directly. You simply can't replace
that.” The museum is an institution that provides not only formal but also informal education
through museum-pedagogical activities under the guidance of a teacher or other specialist
in the museum, thereby deliberate learning processes. A positive aspect is the expansion of
knowledge and the interconnection of theoretical knowledge with the real world. The benefits
of cooperation between museums and kindergartens include the development of emotional
intelligence and multi-sensory interaction, which contributes to the development of sensory
perception of children. A visit of museums and galleries contributes to the development of
social skills or compliance with the rules of social life. Based on our research findings we also
include the development and formation of personality and the development of communication
skills as benefits. A change of environment and free admission (or a symbolic fee) to galleries
and museums are other positive aspects. The educational potential of the museum lies not
only in diversification of the current day, but also helps teachers to achieve predetermined
educational goals. Despite these advantages, kindergarten teachers also see problems or
obstacles that limit their activities in the museum. The problematic areas are presented in the
following part of the article.

Negatives of museum and gallery education in the context of pre-primary
education

The issue of cooperation between the museum and the kindergarten and their mutual
relations is one of the current problems in museum education, which according to foreign
research stems from the effort to reconcile the goals of both institutions - the school and the
museum.”’ Participants of the research talked openly about the negative aspects directly or
indirectly related to the issue of museum and gallery education in the context of kindergartens.
Kindergarten teachers pointed out the problems, obstacles, or shortcomings they encounter
when visiting museums and galleries. Negative aspects from kindergarten teachers® point of
view include the limited capacity of the museum and the poor readiness of some museum and
gallery educators to work with preschool children, which entails an overly professional and
unattractive approach. This problem may be due to the ignorance of the museum lecturers
about the educational or cognitive level of preschool children. In case that the instructor’s
approach is disproportionate to the age of the children, teachers intervene in this process. The
monotonous, eventful and overly professional approach of the museum lecturer, who was
unable to approach the children‘s vocabulary, described Participant B: “We were at one castle during
the Nature School and it was very professional .... in 1248 after the fall of the Tatars ... and the kids didn't
care. Because they wanted to see the sword. That is all for the older children where they specifically focus on that
area of history or natural bistory.” The participants of our research agreed that the offer of museum
and gallery programs is mainly oriented for the age category of elementary or secondary school
children. Insufficient offer of educational programs for preschool children thus proved to
be another problematic area, which limits pre-primary education teachers in connection with

% Ibidem, p 32.
7 SOBANOVA, ref. 5, p. 231.
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museum education. At present, there are many exhibitions in museums and galleries, but teachers
still rated them negatively. We believe that making museum exposures more attractive would
contribute to the development of museum education and higher attendance by kindergartens.
The issue of funding is another area of negatives, especially with regard to ensuring the transfer
of children to the museum. The distance between the kindergarten and the museum is one of
the factors influencing whether the kindergarten visits the museum or not. The kindergarten
has to provide transportation that is expensive, so teachers do not visit museums as often
as they would like. Participant D pointed out the financial demands of providing transport:
“But transport is an alpha omega, as we cannot get there. The transport is the most important. Nothing
else disconrages us. We would love to visit them. But if we have to pay for a bus for 85 children, it is
abont 500 enros and that is unrealistic.” The distance between the kindergarten and the museum is
considered a significant obstacle from the teachers® point of view. Many kindergartens are too
far away, which means that teachers can use the museum only exceptionally. In the case that
the museum‘s educational program is subject to payment and the transport costs appear, the
kindergarten does not have enough funds to support the use of these extracurricular forms of
education.”® As an alternative, kindergarten teachers choose other means of transport, using
public transport, which again entails additional risks related to the safety of children or the
carelessness of other passengers in the transport. If the kindergarten has sufficient financial
resources, it can afford not only a bus, but also other means of transport such as sightseeing
vehicles (Presporacik, Blavacik), or a boat, as Participant B mentioned: ,,We visit castle Devid
during summer. We go by nice boat, we bave a pirate week, we conguer the castle.” If the kindergarten is
close to a museum or gallery, teachers prefer to move children in the form of a walk. Other
obstacles within museum and gallery education include teachers® lack of interest in the services
that museums or galleries provide for kindergartens. The most often subjective obstacles in
cooperation are often considered the refusal of the pedagogue to experience forms of learning
and lack of interest in the profession of a teacher; who performs it as a necessary activity, he/
she does not enjoy working with pupils, he/she does not have deeper interest in using other
forms of education in own educational practice.”” The personality of the teacher proved to
be crucial, as it is the teacher who decides whether to include in his time-thematic plan a visit
to the museum, as evidenced by the statement of Participant D: ,,Because there are teachers who
have no relation to it and then don't even go with children.” The role of the teacher in this process is
unquestionable, since the family does not have to do similar activities to a sufficient extent and
the children often visit these institutions for the first time in pre-primary education.”

The results of our research pointed to the presence of many difficulties or obstacles in
cooperation between kindergartens and museums. That is why it is important to look for ways
to improve it, so the educational potential of the museum for pre-school children can be
tully exploited. The development of closer cooperation between museums and kindergartens
can arise, if the obstacles that burden or restrict such cooperation are removed. Defining the
identified opportunities, threats, strengths and weaknesses related to the research objective and
research issues is provided by the following SWOT analysis. We consider the mediation of art
in an experiential form as strengths in the SWOT analysis; expanding children‘s knowledge
and horizons; development of emotional intelligence; development of sensory perception;

% LESKOVA — DOBIASOVA — SZABOOVA — HUTTANOVA, ref. 16, p. 35.
* Ibidem, p. 33.
" SOBANOVA, ref. 5, p. 233.

46



Muzeolégia a kultirne dedic¢stvo, 2/2019

development of social and communication skills; activities carried out outside the kindergarten;
free admission to museum and gallery institutions. Weaknesses in SWOT analysis include
weaker readiness of some museum and gallery educators to work with preschool children;
overly professional and unattractive approach in museums and galleries; insufficient offer of
educational programs for preschool children; problem of financing (costly transport from
kindergarten to museums). Among the opportunities that emerged from research, we include the
creation of exhibitions for multi-sensory interaction; realizing creative, interactive exhibitions;
making exhibitions and expositions more attractive to younger visitors; equipping museums
and galleries with didactic aids or materials suitable for a younger age category; self-education
of museum educators (for the kindergarten area of interest); addressing the issue of transport
(ensuring transport). Among the threats that emerged from research, we include weak, too late
promotion of exhibitions; problem of distance between kindergartens and museums; the lack
of interest of some teachers in the cooperation and services of museums; limited capacity
space; outdated exposures. SWOT analysis helps to create conditions for solving issues related
to museum and gallery education and its application in the field of pre-primary education. The
form of assistance is to eliminate these weaknesses and eliminate threats and, on the other
hand, to establish strengths and use opportunities related to museum and gallery education in
the context of pre-primary education.

Conclusion

The contribution of theoretical and empirical character points to the possibilities of museum
and gallery education in the context of pre-primary education. Based on our research findings,
we would like to propose the following recommendations aimed at streamlining cooperation
between kindergartens and museum and gallery institutions.:
- make museums and galleries more attractive and adaptable to the age group of preschool
children;
- create appropriate educational programs for preschool children led by a museum educator;
- to provide material and technical equipment of museums and galleries related to suitable
didactic means for the younger age category;
- education of museum workers in the field of didactics and developmental psychology with
an emphasis on pre-school age;
regularly inform kindergartens of current events organized by museums or galleties;
Provide a means of transport from museums and galleries to transfer children from kindergarten
to the museum.
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Gallery as an explicit stimulation environment in the development of artistic talent

The study introduces unique research results on the topic of artistically gifted and talented children and
young people, and their interactions with the environment and exhibitions of Slovak galleries. Artistically
gifted teenagers (N = 32) from different regions of Slovakia participated in the research. Based on
the research results, we consider the gallery environment stimulating for artistic talent of a person in
a specific way. The authors of the study confirmed that in the observed group of artistically gifted
teenagers, their artistic talent was positively impacted. Progress was captured in specific components
of artistic expression (imagination, fantasy and creativity), which was identified as direct influence of
visiting galleries.

Keywords: gallery, stimulating environment, artistic giftedness, adolescent

The paper presents research findings from selected galleries in the area of Slovak Republic in
groups of artistically gifted teenagers.! We agree with Sobafiova® that gallery as an environment

' The period of adolescence is a period of not only physical, but also social and psychological (or similar)
transformation of a person approximately at the age of 12/13 to 19/20 years. In this paper, we will refer to observed
group as ‘teenagers’.

2 SOBANOVA, Petra. Muzejni expozice jako ednkaini médinm. Olomouc : Univerzita Palackého v Olomouci, 2014. pp.
36-37.
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possesses educational potential. We also assume that gallery carries supportive or stimulating
potential that positively impacts artistically gifted teenagers.

Based on the abovementioned supportive potential of galleries, teenagers experience
enrichment of their authentic expressivity in their art making® Teenagers act in the roles
of gallery visitors, who are influenced by the art of the exhibited artists. In the stimulating
environment of the gallery, artistically gifted teenagers are inspired by the art of other artists,
which is reflected in their own art making. They create, reconstruct, re-create and build new
pieces in the form of artwork, which is authentic and unique for its creator.

We aim to define gallery as an explicit stimulating environment (possessing supportive
potential) in relation to developing artistic talent of teenagers.

We focused on:

- artistically gifted teenagers as gallery visitors

- a review of galleries that the group of artistically gifted teenagers have been visiting or
visited in the specific researched period

- the demonstration of indicators of artistic talent, which we presented through graphs and
verbal commentary.

These facts are described in the article.

Artistic expression in a group of artistically gifted teenagers

Artistic expression in a group of teenagers may be characterised as unstable or even
ambivalent in this developmental stage. It is a period which is considered a period of loss of
interest in artistic expression. This is confirmed by the term describing it as ‘crisis period™ In
this group of young people art creating becomes dull and simultaneously imperfect according
to the visual form and according to real expectations.’

However, if teenagers overcome the crisis of this age, these qualities can be found in their
art making:

- evident attempt for shading, capturing volume and plasticity;

- copying also appears as an insensitive acceptance of models from the professional art
creating of adults;

- in art making, more personal features appear, which allows to assess the interests and
hobbies of teenagers;’

- they will request feedback from their surroundings.’

If teenagers do not overcome the ‘crisis period’ they will minimise their art making (and
often refuse to create and swap it for an activity they have not done before).

The choice of artistic themes and ideas is rather limited, stemming out of subjective

* Every attistic expression needs to be assessed individually. Despite not being able to generalise the discovered facts,
we believe that presenting the findings may shape the perspective towards a positive connection between galleries
and artistic talent for the benefit of the artistically gifted visitors.

* MACEK, Pett. Adolescence. 2. vyd. Praha : Portdl, 2003. pp. 25-30.

5 KOVACOVA, Barbora — VALACHOVA, Daniela. Potreby, ocakdvania, moznosti a limity adolescentov so zdravotnym
gnevyhodnenim v kontexte ich pobladu na umenie In: Vyjskumna paradigma skupinove arteterapie. Ruzomberok: Katolicka
univerzita v Ruzomberku. VERBUM - vydavatel'stvo KU, 2018. pp. 16-18.

§ KOVACOVA — VALACHOVA, ref. 5. p. 23.

7 BARTKO, Michal - KOVACOVA, Barbora — SEVCOVIC, Martin — UHEL, Jaroslav — VALACHOVA, Daniela.
Vytvarné nadanie sucast’ umeleckého nadania v sicasnom svete In: Fenomeén vytvarného nadania vo vyvine cloveka:
teoreticko-vyskumnd paradigma. Banska Bystrica : Univerzita Mateja Bela v Banskej Bystrici, 2018. pp. 6-29.
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interests, individual experiences and also from inspiration from exhibitions/expositions.®
Especially through art making, they have the ambition to take stance towards various areas —
social, political, ethical.” The art making of artistically gifted teenagers is specific in the fact that
they project their inner struggle for their own identity and their place in the world into their art.
Erikson' talks about the antithesis of identity as of confused identity, which is also typical for
this developmental stage of young people.

Galleries or museums as welcoming environment contributing to the development
of artistic talent

Artistically gifted teenagers constantly search for stimuli for their art making, which as we
mentioned, can be found in the gallery environment. In galleries, teenagers become part of
a community that is attracted by the gallery environment with the ambition to nurture the
need for a cultural experience. Gallery visitors are presented with vatious collections or author
exhibitions. It depends on the individual what they incline to and what they choose from the
offer of a particular gallery.

In the context of our research, we worked with a sample of artistically gifted teenagers (N
= 32) in three regions of Slovakia (East, Central and West).

Sampling conditions included:

a) artistic talent (giftedness) confirmed by a psychological assessment not older than two
years;

b) age range of 12/13 to 19/20 years old;

¢) residency within the three regions of Slovakia.

The average age of participants was 17.5 years. Distribution of the research sample according
to the regions was: 11 teenagers from the western region, 9 teenagers from the central region
and 12 teenagers from the eastern region.

Each teenager who was part of the research sample had a specific artistic expression in
terms of:

a) techniques applied in their art making;

b) verbal/non-verbal presentation of their art.

“TU rather express it by colours and won't babble about it; it says everything for me.” [R11]

Following the initial interviews'' we focused on the environment of the galleries in our
research. In fact, based on their personal experience, the teenagers considered Slovak galleries
more attractive and inspirational compared to the offer of Slovak museums. From the
perspective of the teenagers, these factors were considered limiting: time frame, rigidity of
thematic focus, rather low marketing and difficult access to basic information.

$ KOVACOVA — VALACHOVA, ref. 5, pp. 18-19.

¥ KOVACOVA, Barbora. Posudzovanie esteticko-vjchovnej oblasti vo volnom ¢ase u #iakov v priestore inklizie
(z prieskumu). In: CREA-AE 2018 : kreativne reflexcivne emociondlne alternativne - nmelecké videldvanie, Zbornik 3 elektronicke
konferencie s medzindrodnon ricaston. Banska Bystrica : Univerzita Mateja Bela v Banskej Bystrici, 2018, p. 231-239.

" ERIKSON, Erik. Zivotny cyklus rozsireny a dokonéeny. Praha : Portal, 2015, pp. 45-58.

" Through individual interviews in the group of teenagers (from January to February 2018) we explored their
interest in visiting galleries and museums, their expectations from the perspective of the offer of galleries and
museums and from the perspective of their personal reasons of inclining towards a gallery or a museum.
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“Internally, 1 felt that something was alluring me to go to the museun, but 1 felt that something is missing
in there, something unspoken, as if unfinished” [R3].

This finding was surprising in the fact that we did not expect our recipients to express it in
this particular way. We agree with the opinion of Doldk'> who claims that museum is about
objects and about people. It is necessary to point out that Slovak museums do not aspire
to be visitor-friendly or advertise their programme. “The final goal of a museum there fore is not
the collection, not even its exhibition, but rather a maxinum of content visitors (consumers), who need this
Jacility for fulfilling their cultural needs and will be returning to the musenm”.” This quote by Dolak' is
referenced because it relates to the perspective expressed by the interviewed teenagers who
considered the offer of museums limited.

The environment of galleries was perceived to be more acceptable and in the context of the
art making of individuals with artistic giftedness evaluated as more enriching [R12], richer in
content [R4, 8, 21] and personally relatable [R7] as compared to the museum environment. As
opposed to museums, galleries offered long-term exhibitions, which had a positive impact on
the development of art making, because it allowed for multiple interactions with the art pieces
over time.

“1 do not paint quickly, it needs to grow in me, and time, that does not play a role for me, rather the opposite,
1 need it” |[R11].

“.. the opportunity to see his works multiple times and to realise the message which I conld perceive throngh
my eyes and heart, projected on my own [works| ..., I consider that a big shift in myself” [R7].

The opportunity for a return, repetition, entrance in medias res constituted part of the
process of reconstruction of their previously created art piece. Establishing knowledge about
various opportunities for expression enriched their authentic artistic expression.

I was surprised that despite the photos from the tablet I had a feeling I had to see it once more, and again
and again. Even the lady selling the tickets recognised me and said to enter for free, because she bas never
experienced anyone coming in three times during the same day” |[R12].

Inspirations which they capture on paper or in modelling material, teenagers describe as
moments which bring an interruption to the typical view of everyday reality.

“Personally, when I visit exhibitions in galleries, 1 feel a relief in creative invention, I create and re-create. In
musennss, 1 feel constrained; I have a feeling that if 1 wanted to change something, it wonld not be so easy. The
sign with no touching, no smoking, no talking will definitely persuade me that a museum is not the place where
my art-making will develop” [R18].

Despite the limitations of museums described by teenagers, they commented on some
positive aspects of museums as:

2 DOLAK, Jan. Otevirani se vefejnosti nebo ,,nové ortodoxie“? In: Mugeoligia a kultiirne dedicstvo, vol. 5, 2017, Is. 1,
pp. 138-139.

' Ibidem, pp. 139.

' Ibidem, pp. 138-139.
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“environments that cannot be denied their positive charge”|R2] and an environment ‘Stmulating
potential towards pronounced expressivity in self-expression”|R9).

Scott also makes the interesting point that not all museum experiences can be measured,
either in terms of their social or economic benefits, and that a focus on measurement should
not be the only factor that guarantees the action of whether to undertake a program/exhibition
ot not.”

Despite the mentioned positives of museums, the environment of galleries was considered
a more acceptable environment by the group of teenagers that we worked with in our project.
We are aware of potential bias, as the teenagers might have been influenced by several factors
such as more frequent positive experience favouring galleries.

Gallery, a stimulating environment for developing artistic giftedness

Galleries were selected in collaboration with the teenagers based on two criteria. The first
criterion was the appeal of the gallery to the teenagers. From the list of all galleries in the
regions, larger galleries were selected by the teenagers based on their interest in their current
offer. The second condition was the accessibility for each recipient based on their residency
and the opening hours of the gallery. In the schematic depiction we list the offer of all selected
galleries in Slovakia in 2018, including the overall number of offers, which was 25 offers (Figure
1). We consider that to be quite a high offer with significant personalities of art production. All
selected galleries were visited by at least one of the research participants.

The Central Slovakian
GalleryinBanska
Bystrica

Liptov Gallery of Peter

Michal Bohuriin _\
Liptovsky Mikulas o

o

The East Slovakia
GalleryinKoSice

The Jan Koniarek
GalleryinTrnava

The Turiec Galleryin
Martin

Ludovit Fulla Gallery,
RuZomberok

The Art Gallery of

Slovak National Gallery Povasiein Jili
ovazieinZilina

inBratislava
Fig. 1: Galleries in Slovakia and their offer in 2018. Source: authors’ own production
The schematic representation (Figure 1) shows with the colour saturation in the figure that

The Slovak National Gallery in the capital city of Slovakia provided the highest offer (Np = 5)
from all the galleries in 2018.

15 SCOTT, Carol. Museums and Impact. In: Curator: The Musenm Journal, vol. 46, 2003, Is. 3, p. 293-310.
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For illustration, we list the offer of the galleries without further explanation.
The Slovak National Gallery (SNG) in Bratislava
Exhibitions in 2018

- The Eights (27 Feb 2018 — 31 Dec 2018). The exhibition was characterised as a series
of “Small exhibitions for the Eight anniversaries”.

- FILLA — FULLA: The fate of the artist (10 July 2018 — 21 Oct 2018).

- Berger (21 June 2018 — 30 Sep 2018).

- Architect Friedrich Weinwurm: The New Way (25 Jan 2018 — 20 May 2018).

- Photographer Bazovsky (17 Nov 2017 — 15 Apr 2018).

Ludovit Fulla Gallery, Ruzomberok

Exhibitions in 2018
- Ester Simerova-Martin¢ekova (26 July 2018 — 23 Sep 2018).
- Gardens Gardens (31 May 2018 — 22 July 2018).
- Adamciak, begin! (16 Feb 2018 — 15 Apr 2018).

The Central Slovakian Gallery in Banska Bystrica

Exhibitions in 2018
- From a Point to a Memory Footprint(8 Sep 2017 — 4 Mar 2018).
- Dominik Skutecky — Unknown Portraits 1I. (11 Sep 2018 — 12 Dec 2018).
- How to Tackle Art... (16 Oct 2018 — 24 Feb 2019).

The Jan Koniarek Gallery in Trnava
Exhibitions in 2018
- Sculptor Jan Koniarek (permanent exposition).
- Frantisek Bohunicky: Deform (29 Mar 2018 — 26 Apr 2018).
- Lenka Vilhelmova: The Tangible Head (5Apr 2018 — 9 May 2018).

Liptov Gallery of Peter Michal Bohun in Liptovsky Mikulds
Exhibitions in 2018

- “In good company” with Simona JaniSova, Linda Vikova and sili. (24 Apr 2018 — 9 June
2018).

- Jan Zoricak, The Windows to Space (10 July 2018 — 2 Oct 2018).

- Karol Baron, Drawings 1966-1983 (25 Oct 2018 — 19 Jan 2019).

The East Slovakia Gallery in Kosice
Exhibition 2018
- Jan Vasilko — Abstract Paintings Vol. 1 (11 Sep 2018 — 14 Oct 2018).
- XIX. —19"Century Art in Eastern Slovakia (23 Feb 2018 — 19 Aug 2018).
- Frantisek Vesely — The Country of a New Kind (27 June 2018— 21 Oct 2018).

The Turiec Gallery in Martin
Exhibition in 2018
- Miroslav Knapp (24 May 2018 — 2 Sep 2018).
- Mikulas Galanda: Drawings and relief prints (8 Feb 2018 — 20 May 2018).
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- Colourful BRASILUSTRATION (24 May 2018 — 1 July 2018).
The Art Gallery of Povazie in Zilina
Exhibitions in 2018

- The Month of Architecture in The Art Gallery of Povazie in Zilina (8 Mar 2018 — 8 Apr
2019).

- HAPP(Y)SOC(IETY) —Holiday is an Enriched Everyday (A film about Alex Mlynar¢ik)
(25 Jan 2018 — 4 Feb 2018).

The following findings cannot be generalised as they are valid for the artistically gifted
teenagers in our project. Our ambition was rather to demonstrate the fact that artistic talent
of an individual can be influenced and developed through galleries. The gallery environment is
considered to be positively impacting on imagination, fantasy and creativity.

Fig. 2: Triad of indicators of artistic giftedness. Source: authors’ own production

In the context of evaluation of artistic giftedness, we focused on one out of the three
indicators of artistic giftedness (Process — Environment— Product, see Figure 2), which we
consider significant in relation to the environment of galleries and museums.

From the triad of indicators, we focused on the indicator of Environment (I-1), where the
individual with giftedness lives, creates and communicates. Specifically, it was out-of-school
environment, which is characterised by the fact that the individual with artistic giftedness a)
purposefully seeks activities with art production; b) actively participates in art activities; c) has
independent and creative ideas.

In this paper we use the term indicator, which comprises of two components: component
of receptivity (I-1-R) and component of expressivity (I-1-E). Each component consists of
categories that were identified through the evaluation of the work of artistically gifted teenagers.

RECEPTIVITY: Evaluation of the indicator of receptivity (I-1-R) in artistic giftedness

From the total number of galleries in Slovakia, artistically gifted teenagers identified eight
galleries (Figure 1). These galleries were visited by each teenager from the sample at least once
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a week.

Surprising 75% of surveyed recipients with artistic giftedness confirmed this information.
From the total number of recipients (N = 32) a substantial 12% of adolescents with artistic
giftedness affirmed that they visited selected exhibitions repeatedly and explained the reasons:

‘1 felt renaissance when 1 entered; and the mixture of inspirations was unigune” [R1].

The first component that was observed within the indicator of Environment (I-1) was the
component of receptivity (Figure 3).Within this component, the highest frequency rate was
noted in the category of visual inspiration (n,= 36%).

Artistically gifted teenagers perceive visual inspiration in terms of stimuli and sensations
from the artwork that is offered in the gallery environment. From their perspective, it represents
a significant stimulus for their own art-making. Inspirations which they found enticing during a
gallery visit (‘here and now’) were used after time as segments or gradually in sequences.

Doubravova perceives visuality as a set of symbols and signs representing the meanings of
the surrounding world."®

“T¢ is just details, flowers, overlapping colonrs ... but yes ... it is the influence of the inspirational exhibition
in Rugomberok [R18).

EXPRESSIVITY: Evaluation of the factor of expressivity (I-1-E) in artistic giftedness

The term ‘expressivity’ in its broadest sense can be understood as allowing ‘expression’ to
materialise — it is a specific, materialised /physical, tangible expression of certain meanings'’. In
all its forms, this term carries two fundamental poles. On one hand there is the tangible form
petceived through the senses, and on the other hand there is meaning which is expressed in
it. Besides that, expressivity represents a process which gives an outer form to various inner
contents. In the literature, we can also find a statement that expression is “@ specific, emotionally
coloured and more or less structured representation of the inner world of a person”.'®

In defining the understanding of the term ‘expressivity’ in this way, it is about finding a
corresponding expression for the inner personal perceptions of a person through expressive
means such as gestures, shapes, colours, rhythms, or melody. Key aspects in this understanding
of expressivity are the movement from inside out and the emphasis on the emotion and
emotional quality of the content. Based on this, it is possible to petceive artistic expression as
a suitable form for learning, assessment and construction of knowledge.

The second part of the indicator of Environment was identified by the researchers as
‘Expressivity’. Within this component, the highest frequency rate in the responses of teenagers
was noted in the category of ‘sketches inspired by the exposition’ (n,=28%).

The art making of the recipients was evaluated during regular sessions. The evaluation
usually happened in smaller groups (2-4 recipients in a group), which were not identical in
terms of the number of recipients.

Teenagers were invited to present and describe their artwork in front of the group of
peers, gain feedback and respond to it. It was interesting that this option was chose by 1/5

16 DOUBI}AVQVA, Jarmila. Sémiotika v teorii a praxi. Praha : Portal 2002. 160 p.

" KOVACOVA, Barbora. Pogicia babky v umeleckom a terapentickom priestore. Komarno : J. Seley University, 2009. pp.
21-35.

18 SLAVIK, Jan. Od vyrazn & dialogn ve vjchové. 1. vydani originalu. Praha : Karolinum, 1997. p. 104.
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of teenagers. The rest preferred individual presentation in front of artists — professionals and
researchers.

They perceived their presence as audience (which they preferred according to their own
comments) and the artwork of their peers rather as an opportunity to familiarise themselves
with another piece of art.

M art-sketches as inspiration for creation from
exposure
art- sketches for creation
M corrections of art-sketches and gallery visits
m art creation with modern technology
M tactile inspiration as a real stimulus

m Visual inspiration without comments

m Visual inspiration with writing, notes

Fig. 3: Categories of receptivity. Source: authors’ own production

The sessions were conducted according to the previously organised schedule in three phases.
During the first phase we explained to the teenagers what the focus of the evaluation would be.
We introduced the evaluation categories. Through an example we modelled also the analysis of
a product — in a collaborative way we searched for the ‘presence’ of individual categories. Each
teenager had the opportunity to evaluate the discovered category.

Considering the specific communication with recipients with giftedness we identified each
value point (1-5) also with a percentage identifier and for a clearer picture commented on each
value point (Table 1).

Tab. 1: Evaluation scale of assessed categories. Source: authors” own production.

Value Percentage evaluation Commentary on the evalu-
ation of the group / specific
indicators

1 0-20 % very low presence of evaluated
category

2 20 —40 % low presence of evaluated
category

3 40 —60 % good presence of evaluated
category
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In the second phase, we let the teenagers/artists take over the activity. They described their
artwork and if other members of the group were present they had a chance to feedback. During
this project, three groups were spontancously created with 3-4 teenagers per group supporting
each other. Most teenagers/artists were interested in a discussion, rather than feedback. They
wanted to hear opinions about their artwork without being asked to change anything,

“T will not be changing it, if you tell me that this is not technically correct” [R22].
“T do not think you can evaluate it, just ask questions, that’s better for both sides” [R5].

In this too, the vulnerability of the recipients with giftedness appears, despite the fact that
their artwork developed and keeps improving, they are not (yet) interested in feedback in this
developmental stage, as there is still the worry, the fear of being hurt, unwillingness to accept
an opinion (!). Based on this reason, the feedback turned into a discussion, which revealed and
confirmed that a gallery is a space which influences a young person with artistic giftedness in an
environment outside the family and school/workplace. A commentary of one of the recipients
serves as evidence:

“I do not like feedback, becanse I know that I will be considering it and I do not feel like doing that. 1t does
not marke sense to me, words, words ... if someone likes it, they say i, if someone does not they also say it, it
does not matter, I do not ask_for it, usually they do not say it and sometimes 1 probably prefer it that way” [R3].

The third phase was focused on final reflection of their artwork by teenagers themselves.
They had opportunity to describe their feelings about their own artwork in relation to the gallery
environment (Did the gallery influence your artwork? If yes, how?). They had a chance to comment of
‘discovered’ categories — they could agree or disagree with them (Which of the categories can you see
in your artwork?). This was the final part of each session and everyone who attended it was able
to express their opinion, including group members, professional artists and researchers.

The evaluation of the factor of expressivity (I-1-E) from the perspective of artistic giftedness
was rather time-consuming (sessions lasted 3.5 hours on average).

Evaluation of identified categories in the context of artistic talent

The focus of this part of the paper is to introduce the evaluation of the identified categories,
which is presented in the graphs. The graphs provide a comparison of the evaluation by three
evaluators. Likert scale from 1 to 5 was used (1 = low score, 2 = high score)". The graphs are
supplemented with authentic quotes of teenagers. The content of the quotes was not changed,;
we provide the full transcript.

In connection with Figure 4, the artistically gifted teenagers perceived gallery an explicit
environment for developing their artistic talent. This statement belongs to the category Se/f/
14/ Us, which was evaluated in the <4; 5> interval.

' Desctiptors of the Likert scale values wete adopted from Novék, whoconsiders the middle value of 3 as a value
with no statistical significance. See NOVAK, Milos. Strategie rozvoja manasmentu skoby. Banska Bystrica : Metodické
centrum, 1999. p. 24-31.

58



Muzeolégia a kultirne dedic¢stvo, 2/2019

numerical values
—
—

Self/Id/My presence Compotision Multi-story line New element
—e—R1 5 3 3 5
R13 4 2 3 5
R15 5 2 3 5

Indicators of artistic giftedness

R 1 R13 R15

Fig. 4: Evaluation of the factor of expressivity regarding the indicators of the environment.
Source: authors” own production

Another category which was identified in the artwork of recipients with artistic giftedness
was the presence of a new element. During the presentation, recipients verbalised several new
elements, which they did not have in their artwork previously (they did not previously appear
as new elements). For illustration, we mention some of the quotes of teenagers describing the
category ‘New element/-s and their presence in my artwork’.

T knew that it was not mine, but it has already appeared in two artworks, at first very subtle, but nzy nom
pointed it ont to me — and what is this? — and now I realise it too. 1 do not mind it. Now I even know where 1
saw it exactly, but I know that what 1 saw is not identical with mine” [R3].

“The shapes strictly framed have disappeared from my artwork and less rigid depictions appear with less
rigid and maybe also strict borders. As if the artist influenced me in the fact that 1 blur the borders and I am

freer” [R21].

Figure 5 presents further categories which were repeatedly marked by the recipients and
presented in their art products. Recipients confirmed unusual fantasy, which was not expressed
in the artworks in this context. They admitted that many bizarre elements (as they described and
titled the unusual fantasy in their artwork) appeared already during the visit of the exhibition
looking at particular artwork/-s. In the category identification process, also the category of
‘alternative depiction of the storyline’ was mentioned. One of the teenagers described it in this
way:

“T used to always draw a section of the day in the classic way of morning, lunch, evening, and all of a
sudden I had a feeling that it does not have to be like that; that also a different order is correct, particularly in
that event, it is completely different, mine, but different” [R18].

Within the factor of expressivity, we focused on colour. In the artistic expression, colour

and its artistic use represents mainly the emotional area of the artist, so called individual
experiencing, It allows to articulate expression, mood, impression, or emotion.
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r nE j

numerical values
—
—
—

Multi-story line Unusual fantasy Different depicting of the storyline Unusual colours
—@==R5 2 5 5 5
R23 2 4 5 4
R1 1 5 4 5

Indicators of artistic giftedness

—8—R5 R23 R1

Fig. 5: Evaluation of the factor of expressivity within the indicator of the environment.
Source: authors’ own production

T like colours, but I realised that only here, while drawing, in overlaps and in finishing up that I am more
colourful. At first, I thought it would be the weather, but it was not, it was the exhibition. Even my sketches
were in colour which did not use to happen” |R5].

Symbol, similarly to colout, also belongs to the basic means of expression. It does not
relate to the logically directed projection of direct visual experience. There is certain stability
of relations between colour, shape and content. Certain things in our imagination relate to
certain colours from the beginning and this connection applies not only to us but to all people.
However, in the described research in the set of recipients, the factor of colour and its use
proved to be decisive. Adolescents used unusual colour scheme, which could be characterised
as non-stereotypical.

There may be several reasons behind that, for example, the environment of the gallery
serves as a factor supporting creativity, which results into nonconventional use of the colour
in the depiction; or making a choice from the gallery offer based on the artwork of a particular
artist. From the perspective of the teenagers, the category of ‘visual creativity’ was connected
with the artwork of specific artists, with their typical artistic expression. For illustration we
provide quite an expressive quote of one of the teenagers:

“T am fascinated by bhis diverse exipression. . .some artists take it in the way that if it is white then it is [just]
white, but in bis artworks, I can see so much, that I am amazed. The image on the wall continues in my mind,
where I contribute to it, erase some parts and create againy I conld probably characterise it like this; it is quite
imprecise, but that’s how I understand bim, and I am glad that they chose him to have this exhibition” |[R21].

Evaluation of categories within the factor of expressivity

Within the evaluated categories in the researched group of adolescents with artistic
giftedness, the number of factors eventually settled at six (Figure 6). These are categories
indicated by repeated statements and evidence from the side of the recipients and considered
and coded as those constituting the relationship of Me in the Gallery and My Art. We consider
these categories to be those influencing the art making of the recipients with artistic giftedness
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during their regular visits of the selected galleries in Slovakia.
Fig. 6: Categories of the expressivity factor. Source: authors” own production

Conclusion
New Unusual U;gsrl;al
element fantasy resolufion
Self/ld/My Imaginative Unusual
presence form colours

The process of identification of specific categories in a group of artistically gifted teenagers
was rather difficult in terms of finding an agreement between the researches and the categories
they observed and the understanding of the wording of the categories by the teenagers.
Artistically gifted teenagers preferred visual expression or short verbal descriptions. The
research required verbalisation and explanation of the categories in order for the findings to
be validated.

Categories identified during the research project (presented in detail in the graphs) confirm
that galleries can be considered as environments that stimulate artistic talent in a person. Based
on the research, we confirmed six categories which were repeatedly identified in the described
group of teenagers.

It is important to note that the identified categories were described by the teenagers in the
context of their gallery visit or a selected exhibition. The categories were not previously present
in their artwork. Three quarters of the teenagers admitted that the presence of these categories
was related to their regular occurrence in the artworks exhibited in the visited galleries.

The described categories are significant because there search focus of connecting artistic
giftedness and the environment of galleries has not been previously evidenced in our conditions
in any of the mentioned contexts and we consider the described findings significant for the
group and for the community of researchers involved in this area.
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Toys within the collections of selected Ciesgyn Silesia museums as a source of knowledge of the former ludic
culture of the youngest inbabitants of the region

The aim of the article is to familiarize the readers with the collections of toys gathered in selected museums
of Cieszyn Silesia and to consider their role in the cognition of the former forms of entertainment of
the youngest inhabitants of this region. The study is based on visits and queries conducted from May
to September 2018 in the ethnography departments of three institutions: The Museum of Cieszyn
Silesia in Cieszyn, the Jan Jarocki Museum in Ustrofi and Muzeum Tésinska in Cesky Tésin, as well as
interviews with museum personnel employed by these institutions. The article does not include detailed
characteristics of the entire inventory of toys in any of these facilities. The purpose is to signal the
problems that must be considered by any researcher attempting to draw inferences on the topic of the
former ludic culture of children in a given region, on the basis of sources available in museums.

Keywords: toy, play, anthropology of things, museum, culture of region

Toys have been a subject of research for decades. But the results of regional research on
children’s toys ate still unsatisfactory.

According to the definition coined by Jan Bujak a toy is a material object made especially for the
purpose of play, which contains a cultural context characteristic of a given period or previous periods within the
scope of material, spiritual or social culture, and which expresses them in such a way that it evokes certain ludic
attitudes, and therefore shapes the physical, psychological or emotional development'.

The article constitutes a report on pilot studies for the purposes of the realization of the
project, the objective of which is to develop a lexicon of traditional toys and games of Cieszyn
Silesia. The aim of this study is to enrich the current research on children’s toys in the context
of the Cieszyn Silesia region. Research into the history of toys in the Cieszyn Silesia region
requires the use of methodology from various scholarly disciplines — traditional methodology
of ethnographic and historical studies — as a comparative method. Getting to know the former
ludic culture of children requires referring to various sources — written, iconographic and
material. The knowledge about out-of-use museum toys, and indirectly about the games played
with them, is provided through objects stored in museums. The aim of the article is to depict
the toy museum resources of three institutions — the Museum of Cieszyn Silesia in Cieszyn,
the Jan Jarocki Museum in Ustror and Muzeum Tésinska in Cesky Tésin (hereinafter referred

' BUJAK, Jan. Zabawki w Europie. Zarys dziejow — rozwdj zainteresowari. Krakéw : Uniwersytet Jagiellonski, 1988, p. 24.
All quotations are rendered by a translator.
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to as the Cieszyn Museum, the Ustron Museum and the Tésinska Museum, respectively) and
consider their role in getting to know the former games of the youngest inhabitants of this
region. Reseatrch executed in these museums from May to September 2018 constitutes the basis
for the research conducted. The context of this article, devoted to toys accumulated in the
collections of several museums in Cieszyn Silesia, is the anthropology of things®

Modern anthropology has finally noticed things/items in their original roles which made it
possible to open a new research field. Both taking an interest in the histories of objects and
writing them down are relatively recent phenomena. This text could have been ornamented
with references to vatious authors such as James Clifford’, Krzysztof Pomian’, or Karolina
Dudek®. However, the author of this wotk — on this occasion — took the liberty of abandoning
the general (sometimes too excessive, although usually required) convention of quoting
several authors, in this case those dealing with the anthropology of things and sociology of
objects’. Ethnology and anthropology have already seen new reflections on the topic of things.
Anthropology already has brilliant texts regarding objects’ and this new idea has also begun
to take root in ethnomuseology®. Yet the question remains: how to speak about things? How
to show the many themes associated with things and display the multitude of paths they have
taken in a limited museum space? How to show their history and permanence? How to prepare
an exhibition in accordance with the idea that it should inspire and expand contexts without
being limited by stereotypes? How do we conceptualise research on things? After all, what it all
boils down to is not just a few literary tricks... In this paper, the author will focus on presenting
a museum context in the functioning of toys. Using selected examples of museums, the author
will attempt to show how contemporary museums conceptualise the “new dimensions” of
toys.

The text takes into account several issues in the field of methodology of ethnographic
museology. It is obvious that the study of toys in their original context, the practices and
meanings connected with them, is undoubtedly an anthropological enterprise, but the
investigation of objects in the museum context changes the perspective significantly. The aim is
not to discuss the usefulness of the determined typologies of toys in the analysis of this category
of collections presented in museums. The article does not contain a detailed characterization
of the entire inventory of toys in each facility. The aim is to signal the problems that have to

*RYBUS, Agata — KORNOBIS, Maciej Wiktot. Ludzie w swiecie przedniotin, pryedmioty w swiecie ludzi. Antropologia wobec
rzeczy. Warszawa : Wydawnictwo Uniwersytetu Warszawskiego, 2016.

> CLIFFORD, James. Kigpoty g kultura. Dwndziestowieczna etnografia, literatura i sztuka. Warszawa : Wydawnictwo KR,
2000.

* POMIAN, Krzysztof. Historia. Nanka wobec pamieci. Lublin : Wydawnictwo Uniwersytetu Marii Curie-Sktodowskiej,
2006.

> DUDEK, Karolina. W czym tkwi ,,rzecz”? Antyesencjalizm, doswiadczenie i etnograficzne media. In: Efnografia
Nowa, vol. 3, 2011, Warszawa : Paristwowe Muzeum Etnograficzne w Warszawie, pp. 93-103.

¢ See, eg: BALL, Donald, W. Toward a Sociology of Toys: Inanimate Objects, Socialization, and the
Demography of the Doll Wotld. In: The Sociological Quarterly, vol. 8, 1967, Is. 4, p. 447-458, source: https://doi.
org/10.1111/j.1533-8525.1967.tb01081.x; KRAJEWSKI, Marek. Sq w yciu 1ecgy... S3kice 3 socjologii predmiotiw.
Warszawa : Fundacja Nowej Kultury Bec Zmiana, 2013.

7 CZACHOWSKI, Hubert. Zycie rzeczy. O autonomii przedmiotéw — projekcie Joanny Wréblewskiej. In: Etnografia
Nowa, vol. 3, 2011, Warszawa : Paristwowe Muzeum Etnograficzne w Warszawie, pp. 71-76.

¢ See, e.g: JORDANOVA, Ludmila. Objects of Knowledge: A Historical Perspective on Museums. In: VERGO,
Peter (ed.). The New Museology. London : Reaktion Books, 1989, pp. 22-40; STRANSKY, Zbynék Z. Museology and
Museums. In: ICOFOM Study Series — ISS, vol. 12, 1987, pp. 287-292.
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be taken into consideration by researchers who, on the basis of the available museum sources,
attempt to draw conclusions about the former folk culture of children in a given region.

Pict. 1: Map Cieszyn Silesia region

To start with, I have prepared a general description of the toys which are in possession of
the above mentioned museums; I have presented the themes of exhibitions devoted to toys and
childhood, prepared in recent years by these facilities. In the subsequent part, when describing
the collections of toys from the ethnographic department of the Cieszyn Museum, I have
considered the semantic scope of the term ‘out-of-use museum toy’ and referred to the issue
of identification of toy objects in the archaeological material of the Cieszyn Museum. The next
fragment was an attempt to depict the influence of various factors which determine the local
character of the collection during the process of its creation on the example of toys gathered
by the Ustrot Museum. The subsequent review of toys owned by the Té¢sinska Museum made
it possible to reflect on legitimisation and the issue of selecting toy objects for the collections
of ethnographic museums. The summary of the article, which emphasizes the importance
of museum exhibits in getting to know the past folk culture of the youngest inhabitants of
Cieszyn Silesia, includes comments on further possibilities of research on this aspect of the
cultural heritage of the region based on various available sources.

Toys in collections and museum exhibitions

Toys have been gathered by museums on the Polish and Czech side of Cieszyn Silesia
for decades. Museums in which research was carried out do not specialize in their collection.
The number of inventory items in the ethnography departments of the studied museums is
respectively: 6634 in the Cieszyn Museum, 2874 in the Ustront Museum and around 3500 in
the T¢ésinska Museum. However, items that used to be used by children to play with can also
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be found at exhibitions and in the storages of the departments of archaeology, history, art and
technology. Some conclusions about old toys and children’s games can also be drawn while
browsing the collections of archival photographs of a given museum and getting familiar with
other historic objects.”

What links the collections of toys from these facilities is their diversity. Museum resources
contain many items related to childhood in various historical periods. These museums are in
possession of prehistoric objects which are believed to have had a play-related use, toys of
the youngest members of wealthy Cieszyn families and items used for playing by bourgeois
and peasant children.!” Carefully made sets of doll’ furniture can be found there as can simple
folk toys made of wood and clay, from the same time period. In addition, there are also toys
produced in manufactories, by craftsmen and copies of mass factory production from both
before 1989 and the last decades.

The wide range of toy objects in possession of city museums can be admired during
temporary exhibitions and other projects devoted to childhood, organized by these institutions.
All three of the museums discussed have organized such undertakings.

In the Ustron Museum, the idea of displaying toys appeared in 2008 and was realized in the
form of an exhibition titled Ir the Circle of Childhood. Toy objects had already appeared at the
earlier exhibitions prepared by this museum — they formed, for example, part of the exhibition
titled A souvenir from the communist era (from 1945 to 1989 — the times of the People’s Republic of
Poland). Today, the exhibition from 2008, slightly diminished, forms a part of the permanent
exhibition of the museum and, according to the employees’ statements, it has been raising
unchangeable interest among the visitors for the past 10 years. I will discuss the toy collections
of this institution in more detail in further sub-chapters..

The temporary exhibition titled The world of a child long ago, yesterday and today... was organized
by the Cieszyn Museum in Cieszyn in 2011. The author of the script of the exhibition was
Grzegorz Studnicki — an employee of the ethnographic department. The display held not only
toys, but also various artefacts related to childhood — from those dating two centuries back to
the ones used closer to modern times. It showed toys from both rural and urban areas. The
aim of the exhibition was to present how the responsibilities, rights and pleasures of childhood
have changed through the ages.

Cieszyn and Cesky Téin located by the border river Olza, which marks the course of the
Polish-Czech border, have been cooperating in various fields for years. The exhibition was
prepared as part of the cross-border project titled Dwa miasta jedna tradyga — Dvé mésta jedna
traduce (Two cities, one tradition), and the Tésinska Museum was its co-organizer — lending over 80
exhibits to the facility on the other side of the Olza River. The Cieszyn Museum presented 32
objects from its own collections at the exhibition; about 70 more were received from private
individuals, and the remaining 243 objects were borrowed from the Upper Silesian Museum in
Bytom, Municipal Museum in Zabrze, Museum in Gliwice, the Silesian Museum in Katowice,
and therefore from outside the area of Cieszyn Silesia. The exhibition was accompanied by
lectures and workshops. Visiting it provided an opportunity for children and adults to exchange
experiences, memoties, reflections on what is different and what has remained the same in
childhoods of the past and present generations. The display of numerous toys and other objects

? PIERONKIEWICZ-PIECZKO, Krystyna — PAUL, Malgorzata. Dolls, Teddies, Horses... Toys in the Collection of the
Silesian Museum in Katowice. Katowice : Muzeum glqskic w Katowicach, 2013, pp. 193-215.

Y BLAZEVICIUS, Povilas. Toys as a reflection of player’s social status. In: ROMANOWICZ, Paulina (ed.). Child and
Childhood in the Light of the Archaeology. Szczecin : Chronicon, 2013, pp. 137-151.

66



Muzeolégia a kultirne dedic¢stvo, 2/2019

related to Cieszyn Silesia aimed at awakening the recipients’ sense of bonds with their place of
residence and its community as well as inspire interest in the past and culture of the region."
During the conducted research, Monika Kupkovd, ethnographer at the Tésinska Museum in
Cesky Tésin, prepared the exhibition titled Détsky svét (A Child’s World). The temporary exhibition
was available in the Jablunkov exhibition hall from 18 October 2018 to 28 February 2019. This
exhibition showed how childhood in the Cieszyn Silesia region looked like and changed from
the late 19th century to modern times, on the basis of an assortment of toys and other objects
from the collections of the Té¢sinska Museum. Illustrations of stories about the history and
changes of everyday life of children — from birth, through early childhood to school times —
included: antique doll carriages, children’s books, school supplies, games, puppets and dolls. 2.
An out-of-use museum toy — or just a folk one?

Bearing in mind the definition of the specifics of the ludic culture of the youngest
’inhabitants of Cieszyn Silesia, also based on the objects preserved in museums, the term “out-
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Pict. 2: Exchibition poster: Détsky svét.
https://www.muzeumct.cz/jablunkov/ (access on Oct 3, 2018)

" PODSIADL.O, Jolanta. Museum as a means of development of regional identity. Kielce: Muzeum Zabawek i Zabawy.
Kieleckie Towarzystwo Naukowe, 2010, pp. 103-110, 199-200.
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of-use museum toy” should be defined. The question is whether it is reasonable to limit the
analysis to regard merely the 19th century folk toys, which are considered the most “regional”
manifestations of ludic culture. In popular understanding, these are, above all, objects which
were made by native folk artists, either for sale or for their own use, according to the knowledge
and patterns handed down in a given environment from generation to generation.

The preliminary research at the Cieszyn Museum made it possible to get acquainted with the
examples of folk toys kept in the ethnography department. Descriptions of museum inventory
cards of individual objects show that many wooden and clay toys from this section are products
made by artists who lived in Cieszyn Silesia. In the 1960s, the museum purchased, among
others: a sculpture-toy jemioluszka i dzieci 3 gaska (eng. a waxwing and children with a goose) made
by Jézet Motyka from Jaworzynka, a clay whistle in the shape of a cockerel and a dove by Jan
Drobik who lived in Bielsko-Biata and sold his toys e.g. at the market in Skoczéw and Cieszyn
as well as a wooden toy violin purchased at the Cieszyn stall from Jan Dziecina from Bielsko-
Biata.

However, many of the toys obtained by the museum in this period of time are handicrafts
from outside Cieszyn Silesia. These include, among others, a wooden cradle toy, a rocking
horse, a pair of horses pulling a cart, wheelbarrows, a horse on wheels, which Jan Kepka, an
illiterate folk artist from Koszarawa (Zywiecki county), traded for a pipe, and a moving figurine
of a bird pecking at the grain made by Jan Krzystanek from Jerzmanowice (former Olkusz
county). The toy collection also includes a £/pok, which is a bird on wheels, attached to the
stick which moves its wings, a wooden sculpture of an Austrian shooter, a moving toy in the
form of a pair of head-butting goats. In the museum registration cards, those items have no
annotation regarding the identity or descent of their creators or how these toys ended up in the
ethnography department of the Cieszyn Museum.

The aim of the research was, above all, to become familiar with the documentation and
toy exhibits of the ethnographic department of the Cieszyn Museum. However, additional
interesting information was also obtained from the archaeology department. The problem of
identifying toys in the archaeological material of the museums of Cieszyn Silesia goes beyond
the thematic framework of this text.'”” However, since the research that makes it possible to
draw conclusions about old toys that have been recorded in the history of the culture of the
region demands the analysis of all available sources of information, it is necessary that attention
is paid to this issue as well. In the archaeological resources of the Cieszyn Museum, toys that
were discovered during the excavations carried out at the Castle Hill in Cieszyn include, among
others: a miniature axe, a single die and a game piece dating back to the 12th-13th century.

It is possible to name prehistoric objects made as miniatures of tools and equipment used
by adults for the purposes of children’s games on the basis of museum collections.” Some
of these objects were used for not only play, but also socialization and the preparation of the
youngest children to perform various economic actions. However, in the case of archaeological
sources, it is not possible to unambiguously determine whether a minor object, obviously made
with a child’s capabilities and needs in mind, did not perform, for example, the magical or
sacral functions, either exclusively or additionally. The analysis of exhibit guides and directories

2ROMANOWICZ, Paulina. Guzik czy zabawka? O problemach identyfikacji zabawek w materiale archeologicznym.
In: KABACINSKA-LUCZAK, Katarzyna — ZOVLADZ-STRZELCZYK, Dorota (ed.). Zabawka — pryedmiot ludyczny
7 obiekt kolekgjonerski. Poznan : Wydawnictwo Naukowe UAM, 2016, pp. 91-102.

3 GOMULKA, Izabela. Children’s toys in mediewal Silesia. In: ROMANOWICZ, Paulina (ed.). Child and Childhood
in the Light of the Archaeology. Szczecin : Wydawnictwo Chronicon, 2013, pp. 153-162.
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containing diminutive name forms may falsely lead to the conclusion that the archaeological
museum collections contain toys."

A review of prehistoric and historical miniaturized museum objects which were defined
by diminutives makes it clear that an ethnographer and a museum worker can also encounter
similar doubts at work. Although the oldest items in the ethnographic department come from
the turn of the 18th and 19th centuries, the lack of information about the functions of some
items — upon being obtained by the museum — and their small size may make an ethnographer
wonder — never gaining absolute certainty — whether the object in question is a toy, an item
with a completely different original purpose, a multifunctional object or an object that had once
been damaged, lost its economic usefulness and was handed over to children to play with. It is
illustrated perfectly by the example of the collection of the ethnographic department of the
Cieszyn Museum, which holds a clay “ry#i&” dated to the first half of the 20th century, which
is a shallow, baked, glazed bowl on three legs". The object bearing the reference number MC
/ E / 00617 has a broken handle, and its item card states that it could be a miniature object
used to store small amounts of products, e.g. spices, or else that it could have served as a
child’s toy. The fact that some functions of historic museum objects from the department of
archaeology, history and ethnography are so difficult to identify may additionally enhance their
incompleteness.

Due to the fact that toys in the Cieszyn Museum remain in the collections of departments
specializing in the study of the culture of various past historical periods, it seems right to
consider all the toys from the given area deposited in museums as manifestations of the old
folk culture of the region, from prehistoric toys to those popular in periods closer to our
times. It is also necessary to take into account the toys that have been purchased, imported,
and included in the local cultural inventory, eventually ending up in the museum. It seems that
a broad understanding of the term “out-of-use museum toy” is more useful, especially if toys
imported from other regions or countries are represented in large numbers in local museum
collections. This proves that the games played with them constituted an element of popular
culture, fashionable among children in a given area decades ago. Taking into account the oldest,
including not fully confirmed, examples of toys from archaeological collections of a given
museum as a manifestation of the past ludic culture of the region creates an opportunity to
both explain the unchanging form and function of some toys and show, on their example, the
course of various cultural and civilizational processes that occurred in the region centuries
ago.'

How is the museum’s collection of toys created? Example of the Jan Jarocki’s
Museum of Ustron

Reporting on the research carried out in the Ustron Museum will allow to present its
collections of toys and help identify factors that give the collection a local character.

The museum exhibition presents out-of-use museum toys, games, books, school supplies
and children’s clothing. The space, arranged to look like a children’s room from the first half of

" KAPALSKI, Maksymilian. Na skrgysowanin diejow i kultur. Ekspozyea stata Muzenm Slaska Ciesgyiskiego. Cieszyn :
Muzeum Slqska Cieszyniskiego, 2005, pp. 15-22.

15 Photogtraphy and description of the object — available at http://www.katalog.muzeumcieszyn.pl/dzial/etnografia.
html after entering “rynik” into the search engine (access on: 2018.09.10).

1 BROOKSHAW, Sharon. The Material Culture of Children and Childhood: Understanding Childhood Objects in
the Museum Context. In: Journal of Material Culture, vol. 14, 2009, Is. 3, pp. 365-383.
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the 20th century, contains dolls, teddy bears, prams and toy prams, beds, wooden ponies and
many more. The museum is in possession of various toys — folk, bourgeois, manufactured ones
as well as those originating from the Polish communism period. The oldest toys emphasize the
specific character of Ustron, which in the 18th century was an industrial town, and in the 19th
century — a spa resort. The exhibits from this period show what toys were used by children of
patients who used to come for a treatment in Ustron.

The museum has been hosting tourists and visitors for years — parents and grandparents
with children and groups staying in Ustron and the nearby towns. Some of the current visitors
may feel that the exhibition is dominated by toys for girls, which is why the employees make
sure that’ toys for boys are also displayed. There is also a playtime corner, complemented
by showcases presenting smaller toys and archival photographs. These photos often present
the patients who visited Ustron in recent years and who, enchanted by the collection and
way of presenting toys, shared their own photographs of childhood, portraying them with a
toy, which, at that time, was an indicator of family wealth. It happens that visitors send their
childhood toys to Ustron or bring them as gifts during their subsequent visits, thus adding to
the exhibition. These are, therefore, items not always associated with the region of Cieszyn
Silesia, but they allow to draw conclusions about what toys children played with in a given
period. Alicja Michatek — sharing her observations on the audience’s reactions — notes that both
younger and older people succumb to the magic of the objects: they take them in their hands and
simply start to play with them. The older the visitor — the greater the sentiment to the presented
toys and the reflection that the museum is the best place to save their own toys from childhood
from being thrown into the dustbin appears more often.

The collection of toys from the Ustron Museum is growing not only because of the gifts
mentioned above. It happens that the inhabitants of Ustrod and the surrounding area, who
know the museum’s profile, call and ask for the protection of items — including toys. As a
museum ethnographer, Alicja Michaltek also participates in the demolition of old houses
and boarding houses, where she inventories and selects various objects to join the collection,
sometimes also finding valuable specimens of toys. While expanding the collection, other
contemporary possibilities are also put into use. For example, a collection of small dolls
in regional costumes from around the world also continues to expand due to the fact that
employees of a nearby second hand shop often inform the museum about a new potential exhibit
identified by them among the items on sale. Following various online auctions also creates a
possibility of expanding the collection.

Toys shown at the Ustrot Museum exhibition are not all the toys in the collection — roughly
the same amount is located in the storage rooms. Various cardboard boxes contain teddy bears,
sets of dolls’ clothes in decorative packaging for chocolates, books, school supplies, small
cars, etc. In the case of the youngest visitors, who come to the museum with their parents or
grandparents, finding out-of-use museum toys provides an opportunity for an intergenerational
dialogue.'” Although most visitors are reluctant to leave the museum play area, sometimes the
younger children are less enthusiastic about out-of-use dolls with dark circles under their eyes,
unhealthy pale complexions and bluish fragile palms. During tours of the exhibition, museum’s
workers occasionally have the opportunity to see that today’s teenagers, who have never seen

7 COLE, Anne J. - PETERSSON Brooks, Eva. Toy Story: Childhood versus Children in Toy Museums. In: Museum
& Society, vol. 14, 2016, Is. 2, pp. 294-312.
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toys from the beginning of the 20th century, or examples of rough toy production from the
communism era, find the aesthetics of the out-of-use museum toys rather strange.

Legitimisations: example of the Tésinska Museum

Pict. 3: Dolls: the Ustrort Museum. July16, 2018. Photo by Magdalena Szalbot

Ethnographic museology, which aims to document various aspects of the culture of the
dynamically changing everyday life, has been trying in various ways and for many years to
determine the criteria for selecting items that will be directed either to the museum storage or
directly to the exhibition." Consumer culture, with its excess of production of objects of all
types — including toys for children, does not facilitate this task for the museum personnel.”
Creating a museum narration about childhood always involves a certain amount of doubts,
regarding, for example, which objects to choose, keep and show in the museum. Modern toys,
which are a part of everyday life of today’s generation of children, are also the next link,
illustrating the transformation of the toy assortment. Currently, toys ate becoming out of
date at an incredible pace, because they are being replaced by a flood of subsequent layers of
mass toy production. In the near future, the same will be true for the currently fashionable and
desirable children’s toys, and the question will be asked: which of them should “rest” in the
museum to show the next generations of children what their parents’, grandparents’ and great-
grandparents’ toys used to look like.

Yet another issue is the ordering of museum collections of toys according to a specific
principle. In the case of the ethnographic department of the Cieszyn Museum, the collection of
previously described wooden and clay folk toys does not require a division based on extensive

8 BOUQUET, Mary. Academic Anthropology and the Musenm. Back to the Future. New York-Oxford : Berghahn, 2010;
NIEROBA, Elzbieta. Dynamics in the Field of Museums: Contemporary Challenges for Polish Museologists. In:
Social Sciences, vol. 7, 2018, Is. 77, pp. 1-9.

1% See eg.: BELK, Russell W. Collecting in Consumer Society. London-New Yotk : Routledge, 1995; TANCZUK, Renata.
Kolekcjonowanie i nadmiar przedmiotéw. In: Kultura Wipdtezesna, vol. 1, 2013, Is. 76, pp. 105-117.
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typologies.”” Howevet, the problem of how to group toys becomes important in the case of the
Ustrot Museum and the Teésinska Museum, as both of these institutions not only have more
toys than the Cieszyn Museum, but also present their toy collections in a wider time-frame and
social perspective. Toys in the ethnographic department of the Té$inska Museum in Cesky
Tésin are divided into the following groups: 1) dolls, 2) toy prams, 3) books for children, 4)
little furniture, 5) puppets and stuffed animals, 6) wooden toys. The above categories of toys
are the most numerous among the toy resources of this institution. However, the review of
the inventory cards of individual museum objects and a visit to the storage rooms revealed
the museum’s wealth when it comes to the items that escape this classification. This includes,
for example, puzzles, math, board and skill games, a set of stamps, a miniature Szzger sewing
machine, a miniature table football game, a three-film projector, two wire-connected telephone
toys, a toy optical laboratory and even inflatable sleeves for swimming lessons and many plastic
toys produced after 1950.

In spite of the involvement of ethnographic museums in the problem of excess and
“overrepresentation” of objects in the contemporary culture, wherein the decision about
musealization requires selection from amongst many potential ‘candidates’, the opportunity
to familiarize oneself with the collections of just three selected institutions allowed to notice
other issues which should be further examined in order to expand the knowledge about out-
of-use museumtoys and children’s games. These issues include collecting toys for the youngest
children and acquiring toys in their original packaging.

The oldest type of toy for these children who are still unable to sit on their own is — and has
been, since the eatliest times — a rattle.” Its specimens were obtained during excavations and are
stored in the archaeology departments of various museums. The institutions where this study is
conducted do not have toys that fall into this category. For an ethnologist / anthropologist of
culture an interesting subject of study may involve the issue of providing children as young as
infants with toys. Museologists have limited possibilities of enriching collections with prehistoric
rattles. But the observation of the dynamically developing branch of modern toy production
directed largely at new-borns should encourage to supplement the museum collections — when
possible — with the oldest objects preserved which used to function as toys for these youngest
children. The potential acquisition of some of the 20th century toys in this category, which — as
research has shown — are rarely represented in the museums of Cieszyn Silesia, will ultimately
pay off, for example, during the preparation of exhibitions presenting the eatliest childhood
and its historical changes in their entirety.

Another research problem noticed concerns the analysis of toy packaging. Formerly,
toys consisting of numerous small parts or the more expensive and advertised ones — that
came from well-known manufactories — were packaged. Descriptions on antique toy boxes
inform us how their creators transferred knowledge about their educational values, purpose
or recommended use. Multilingual instructions attached to out-of-use museum toys allow to
determine the expected distribution range.” The comparison of description form and content
on old and modern toy packaging may also be an interesting supplement to the knowledge

2 7OLADZ-STRZELCZYK, Dorota et al. Dzige zabawek dziecieych na ziemiach polskich do poczatkn XX wicka.
Wroctaw : Chronicon, 2016, pp. 19-23.

' ROMANOWICZ, Paulina. Archaeological finds of playthings in late medieval towns. Contribution to the study
of the development of children in the past. In: ROMANOWICZ, Paulina (ed.). Child and Childhood in the Light of the
Archaeolygy. Szczecin: Chronicon, 2013, pp. 163-184.

2 70LADZ-STRZELCZYK, ref. 20, p. 164-172.
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about the dynamics and direction of changes in toys.

Decades ago most children had few toys. They were far more respected and passed on to
other children in the family from generation to generation.” Practice shows that the packaging
is the part of a given toy that is usually immediately thrown away, unless it is a solid wooden
box. The situation was similar decades ago, which is why many toys from museum collections
have no packaging, although the Ustron Museum and the Tésinska Museum are in possession
of toys in their original, slightly battered packaging. In the case of puzzles or board games, the
packaging is not only a container, but an integral part of the toy, which explains methods of
using it for fun. Since some antique games and toys are without boxes, they are not able to fully
present their values to the contemporary recipient. The activities of employees of the studied
museums have shown that they are making efforts to add toys with their packaging to the
collections. This will enable further research into this aspect of the functioning of toys in both
past and contemporary culture that is rarely shown at exhibitions, yet is extremely interesting.

Toys from the museum collections as a source of knowledge about the
transformation of ludic culture of children living in the Cieszyn Silesia region

The history of the region’s culture, presented by local museums, is also a story about
out-of-use museum toys and children’s games. The collection of toys owned by small local
museums helps in determining the local specificity of the ludic culture of a given region. The
toys are also part of the museum’s narration about history, civilization changes and foreign
cultural influences that gave a unique character to the towns where the individual museums
were created.” Analysing this category of museum objects is an important step in learning
the manifestations of the local colour of the old folk culture and the current forms of its
continuation.

Nowadays, museums are depositaries of knowledge about former toys and children’s games
by vatious means, including cooperation with currently active folk artists from the region.
Handicraftsmen make toys referring to memories from their own childhood and modelled on
formerly common toy models. In 2008, the ethnographic department of the Cieszyn Museum
was enriched with toys made by Jan Kocyan from Wisla. Among the purchased wooden toys
distinguished by their vivid multi-coloured hues were: a highlander doing somersaults, a duck
on wheels, a pecking hen, £/pok, head-butting goats, pecking cockerels, a horse pulling a cart
on wheels, a rocking horse on wheels and a cockerel pecking at grains.

Sometimes a museum’s cooperation with local artists is not only about buying their toys.
Museums use the artists’ help by commissioning a specific toy, the existence of which in the
area decades ago has been confirmed by field tests. It may be an object once commonly used by
children to play with, absent from the museum’s collections, but which would be a valuable asset
to the exhibition being prepared. An example of a toy which contributed to the ethnographic
department of the Cieszyn Museum is a toy finfa — a shotgun with a wooden body and a simple
firing mechanism made of a clasp, nails and rubber used for sealing jars — prepared by Otmar
Kantor — a local sculptor and folk artist from Jablunkov (Czech Republic, district of Frydek-
Mistek).

» See eg.: JAFFE, Deborah. The History of Toys. From Spinning Tops to Robots. London : Sutton, 2006; FRASER,
Antonia. A History of Toys. London : Spring Books, 1972.
* HOOPER-GREENHILL, Eilean. Museun: and the Shaping of Knowledge. London - New York : Routledge, 1992.
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Pict. 4: Flinta: Museum of Ciesgyn Silesia in Ciesgyn. Nov 9, 2018. Photo by Magdalena Szalbot

Out-of-use museum toys have also become a carrier of knowledge about the region’s
cultural traditions through highly popular workshops, craft stands, meetings with folk artists
that make toys according to given patterns — all of which are part of cultural events and events
co-organized by local museums. The specifics of the local ludic culture can also be found in the
linguistic layer of the region’s culture. In the past, similar toys and games were perhaps widely
known in individual regions, but they have gained separate names specific to a given area; these
names may still be remembered by the oldest inhabitants of the region. The reference on the
basis of toy museum collections to the specifics of the ludic culture of the youngest inhabitants
of Cieszyn Silesia — the region which was divided by the Polish-Czech border since 1920, also
requires further research on the issue of the popularity of some toys spreading across the
border of the Olza River.

The studies, carried out in the three selected museums of Cieszyn Silesia, based on fieldwork
material such as curator and guest interviews as well as observation notes, showed that museum
exhibits are valuable sources which significantly assist in learning about the local specifics,
changes and continuity of the regional children’s culture of play. Further research requires
referring to all available archives and, above all, persuading people to share their memories
about the out-of-use toys and games from the oldest generation of Cieszyn Silesia residents. In-
depth research requires answering the question: are the Cieszyn Silesia toys somehow different
from the artefacts collected by museums in other regions or are they similar?

The wotld around us is changing continuously. Toy has become a vital attribute of consumer
culture. Toys changed together with the development of civilization and new historical epochs.
Toy collections are created in museums all around the globe. Collections of toys in the museums
of Cieszyn Silesia constitute a representative set, illustrating the history of the social culture of
the region, as well as the transience of customs and fashions. The museums of Cieszyn Silesia
hold mainly unique collections of toys produced from the late 19" century to the present. It is
in these toys that the charm of the bygone culture of the region and the particular and peculiar
character of its residents are set. They call to mind the tales of old and legends of yore, a
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nostalgic representation of Cieszyn Silesia traditions, customs, and rites. They will, therefore,
always remain a part of the cultural heritage.

When toys are collected for a museum, attention is always paid to their origins, creators
and uses. The individual components of an exhibition are based on personal stories of the
people met by ethnographers during field research. Among the collected objects there are
those which enable us to tell the story of their owners. Once we start paying attention to the
temporal dimension of toys and their transformations, we revise our way of conceptualising
museum objects. These transformations are what the anthropologists should be interested in.
The anthropological theory, the practises of toy collection and the organisation of the museum
and its exhibitions are parts of a system wherein a museum is understood as a medium of
ethnographic knowledge. The point is that this system should be considered as a whole, with
toys being an important part thereof.”
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Ambignons Heritage: Plaster Saints’, Cast-iron Christs and other Mould-made Catholic Sculptures from the
Second Half of the 19" and the Early 20" Centuries

This paper deals with the phenomenon of mould-made religious sculptures, which were bourgeoning in
Catholic milieus in the second half of the 19th and the early 20th centuries. The reported observations
are based on research into artistic production in Catholic, or partly Catholic, German areas (such as
Bavaria, Rhineland, Silesia) and the Habsburg Monarchy. The study makes use of publicity sources
(advertisements, catalogues and price lists) and technological publications, as well as opinions of Catholic
art critics and art theoreticians of the period. Extant mould-made Catholic sculptures represent an
ambiguous heritage. They are generally assumed to be mass-produced, clichéd artifacts, and not usually
considered to be works of art. Nonetheless, as relics of a bygone epoch that spanned over a century, they
do deserve protection and preservation, or at least documentary work and research.

Keywords: plaster casts, cast-iron sculptures, mould-made sculptures, Catholic art, artistic mass-
production

“A most gracious Raphaclesque Madonna with the Christ-child’, St. Vincent de Paul, St. Charles
Borromeo as well as numerous other statues, “exvellently monided in plaster and accessible in many
copies”’; some intended for church use, others “perfectly suited for the decoration of homes of Catholic
Christians in order to elevate the religious spirif’ : that was how the products created by a plaster
figures manufacturer called Massini (°~1862), active in the mid-19" century in Breslau (modern-
day Wroclaw), were described in an enthusiastic press note from 1849.! Although the works of
Massini, who belonged to the first generation of artisans producing plaster figures for Catholic
clientele, are impossible to trace and identify today, we can, nonetheless, easily envisage what
they might have looked like because in Catholic churches, chapels and monasteries, such “wosz

gracions” specimens of mould-made Madonnas, Christs and saints can still be encountered (Pict.
1-2, 8-9).

“Translated by Malgorzata Hatadewicz-Grzelak

1 <<(...) eine hichst anmutsvolle raphael’sche Madonna mit dem Jesuskinde (...)". “(...) vortreflich ans Gyps geformt und in mebrerern
Exemplaren vorhanden.” ““(...) welche ganz, geeignet sind, ur Hebung des religiosen Gemiits die Wohnung katholischer Christen zu
schmiicken.” — Schlesisches Kirchenblatt, 15, 1849, p. 453-454. The press note from 1849 was not the only one in which
the periodical of the Wroctaw diocese praised the activities and artistic output of Massini. See also: Schlesisches Kir-
chenblatt, 15, 1849, p. 263; 20, 1854, p. 487; 22, 1856, pp. 43-44, 175. On the reception of Massini’s religious plaster
casts see: LUBOS-KOZIEL, Joanna. Urok gipsowej madonny. In: Marmur dziejowy. Studia 3 historii sginki. Poznan :
Wydawnictwo Poznanskiego Towarzystwa Przyjaciél Nauk, 2002, pp. 415-420.
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Mould-made religious statues, still relatively common in most Catholic (or formerly Catholic)
countries, are often seen as symbols of Catholic imagery and aesthetics stemming from the 19
century. The term ‘plaster saint’, commonly used in many languages to denote such figures,’
suggests that the unique material from which these figures were cast was gypsum plaster. In
fact, for the serial production of devotional figures, in addition to pure gypsum plaster, various
other materials were used, such as so-called ‘alabaster material’, ‘ivory material’, ‘hardened
casting material’, ‘stone material’, clay, cement and papier maché. Mould-made devotional metal
sculptures, mainly corpuses of Christ, were also very popular. They were usually made of cast
iron or zinc.

These various types of sculptures that were mass-produced in batches to meet the demands
of Catholic recipients in the second half of the 19™ and the eatly 20" centuries are the subject
of this article. The serial manufacturing of church sculptures was an international phenomenon
that developed in many Catholic countries. It should be emphasised, however, that the reported
observations are based on research into artistic production in Catholic or partly-Catholic
German areas (such as Bavatia, Rhineland, Silesia) and the Habsburg Monarchy. As such, the
discussion and conclusions presented in this paper refer mainly to these regions. However,
the supralocal character of the Christian art market in the period under discussion, as well as
a significant homogenisation of Catholic art production, gives grounds for generalising the
phenomena known from the areas of German and Habsburgian countries to a reflection of
wider tendencies.

The study is based principally on publicity sources, such as advertisements, catalogues and
price lists. Historic manuals of casting and moulding, as well as other technological publications
were consulted regarding the technologies and materials used in the serial manufacturing
of sculptures. The analysis of the reception given to ‘plaster saints’ and other mould-made
sculptures in Catholic milieus was informed by the publications of Catholic art critics and art
theoreticians of the period. Contemporary scholarly publications related to the issues analysed
in the article are scarce.’

1. Gypsum plaster and other materials used in the serial production of sculptures

The first generation of craftsmen to undertake the manufacture of plaster statues for Catholic
customers was active in the 1840s and 1850s (like the aforementioned Massini from Breslau).
Of course, there are references to plaster casts representing Christian themes which date back to
before the 1840s, but they ate infrequent and refer to collectors’ copies of medieval sculptures,

* For example: in German, ‘Gipsheiliger’; in French, ‘saint en platre’; in Polish, ‘gipsowy $wicty’. In English, and also
in German and French, the phrase ‘plaster saint’ is also used in a figurative sense to describe a one-dimensional,
schematically depicted positive hero.

*> Above all, one should mention the following publications: BUSCH, Silvia Matia. Graitempelidee und Industrialisierung.
St. Nikolans zu Arenberg. Eine Wallfabrtsanlage der katholischen Spétromantik im Rheinland (1845—1892). Frankfurt a. M.
: Kunstgeschichtliches Institut der Johann Wolfgang Goethe-Universitit, 1984, pp. 102-108, 199-202; LINGENS,
Peter. Gipsgiefier und Polychromenre in Kevelaer: zur Geschichte der Devotionalien, Gipsfiguren und Polychromie am Niederrhein
und dariiber hinauns. Kevelaer : Verein fur Heimatschutz und Museumsférderung e.V. Kevelaer, 2004; FONTAINE,
Arthur. Die religivsen Terrakotta-Bildnisse ans den ,,Kunstanstalten” des 19. Jahrbunderts. Merzig : Provesa Verlag, 2015. The
author of this article has already written about mould-made religious sculptures in these works: LUBOS-KOZIEL,
ref. 1; LUBOS-KOZIEL, Joanna. ,,Z terakoty, gipsu oraz slawnej i niezawodnej masy kamiennej”. Seryjna wytwor-
cz0$¢ rzezb koscielnych w 2 pot. XIX i poczatkach XX w. oraz jej oceny w tekstach niemieckich autoréw katolickich.
In: LIPINSKA, Aleksandra (ed.) Materiat rzedby. Migdzy technika a semantyka | Material of Sculpture. Between Technigue
and Sematics. Wroctaw : Wydawnictwo Uniwersytetu Wroctawskiego, 2009, pp. 329-345.
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rather than to devotional statues. The ‘church career’ of plaster casts undoubtedly began no
earlier than the mid-19" century. Considering the origins of the phenomenon of devotional
plaster statues, it must be emphasised that by the mid-19" century, plaster-casting had already
established its position as the most popular technique for sculpture replication, having been
used for decades. It was a technique with multifaceted applications, although mainly associated
with copying antique figures. The development of the production of devotional plaster statues
can thus be treated as an expansion of this well-known technique into the realm of church art.
However, the whiteness of traditional plaster casts, natural in works mostly referring to antique
marble figures, was unacceptable for Catholic buyers of devotional statues. That is why the
‘classic’ technique of plaster-casting, having been introduced into religious artistic production,
was enriched with widely used polychromy, gilding and other types of finishing. Polychrome
‘plaster saints’ joined the antique-like gods, goddesses and heroes, creating a completely new
sector within plaster cast manufacturing.

Nevertheless, the production of ‘plaster saints’ cannot be treated simply as one chapter
in the history of plaster-casting. The phenomenon should also be considered in the context
of examples of devotional figures manufactured from other casting and plastic materials.
Throughout the history of Christian sculpture, we encounter numerous precedents for
multiple mould-made statues. Particularly noteworthy in the context of the phenomenon under
discussion are the clay sculptutes made in the second half of the 18™ century and the first
half of the 19" century in Rhineland, for example, those by Caspatr Odendahl (1725-1792) or
Peter Joseph Imhoff (1768-1844). The manufacture and sale of terracotta sculptures might
have been a factor in preparing the groundwork for the positive reception of plaster casts by
a Catholic audience.

After the spread of religious plaster casts, the popularity of terracotta figures and reliefs
also grew concomitantly. Aside from sculptures made from plaster and clay, the manufacturers
and sellers of devotional items also offered figures and reliefs manufactured from a wide range
of other casting and moulding materials. Some of these materials, such as ‘alabaster material’
(‘Alabastermasse’), ‘ivory material’ (‘Elfenbeinmasse’) or ‘hardened casting material’ (‘verhirtete
Gussmasse’), were most likely refined versions of gypsum material. Others cannot be treated
as direct alternatives to plaster. For example, papier maché, which made relatively short-lived
products, was used exclusively to make ornaments and minor sculptures (e.g creche figurines).
On the other hand, clay and cement, as well as cast iron and zinc, were more resistant to
damage, and therefore served well to manufacture sculptures for outdoor use. However, the
analysis of the character and purpose of particular materials is often not possible because it is
difficult to determine what the names found in advertisements and catalogues denoted.

We can of course refer to the lexicons of the time or to professional handbooks devoted
to casting and moulding, e.g. those by Martin Webet* or Eduard Uhlenhuth.” However, these
sources are not always helpful. Some of the materials were mentioned in advertisements and
catalogues in too general a way (e.g. ‘hardened casting material’) to be able to search for them

* WEBER, Martin. Die Kunst des Bildformers und GipsgiefSers (...), Dritte vermehrte und verbesserte Auflage. Weimar :
Bernhard Friedrich Voigt, 1871. The manual by Weber was published six times between 1861 and 1898.

> UHLENHUTH, Eduard. Vollstindige Anleitung zum Formen und GiefSen oder genane Beschreibung aller in den Kiinsten und
Gewerben dafiir angewandten Materialien (...). Wien — Pest — Leipzig : A. Hartleben’s Verlag, 1879; UHLENHUTH,
Eduard. Vollstandige Anleitung zum Formen und GiefSen oder genane Beschreibung aller in den Kiinsten und Gewerben dafiir ange-
wandten Materialien (...), Finfte, vermehrte und verbesserte Auflage. Wien — Leipzig : A. Hartleben’s Verlag [1899].
Uhlenhuth’s handbook had nine editions, published between 1879 and 1928.
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further in professional books. Furthermore, many materials could appear in several varieties,
relating to the individual inventions of particular producers.

For example, ‘stone material’ (‘Steinmasse’), according to its name and definition from Meyers
Konversations-Lexikon,® should imitate stone. However, the “famous and reliable stone material”,
recommended in catalogues published by the Munich company Mayer’sche Kunst-Anstalt,” one
of the leaders in the church art market, seems to have been a composite of a different kind. In
a company chronicle from 1872 it was desctibed as “wood-like”.* Also, the anonymous author of
an article published in 1865, in the journal Organ fiir christliche Kunst, criticising the Munich ‘stone
material” (most probably from Mayer’s company), contrasted it with wood.” Mayet’s ‘stone
material’ was sometimes used to make stone-like statues; however, most frequently, it served —
just like gypsum plaster — to imitate polychrome wooden figures (Pict. 1 and 8).

Additionally, terms used in advertisements and catalogues were not always precise and
accurate for marketing reasons, which encouraged the choice of more prestigious names for
materials. The chapter on ‘ivory material’ (‘Elfenbeinmasse’), included in the book by Martin
Weber,'” makes for very instructive reading; according to Webet, in order to obtain this matetial
substituting ivory, the manufacturer could use up to seven different recipes, of which only the
first two required the use of powdered ivory or bone. The remaining recipes were based on
ingredients which had nothing to do with the target noble material, e.g. cement, rice, starch
or gypsum plaster. The terms ‘alabaster material’ or ‘alabaster casts’ were also ambiguous. For
example, Massini, after a few years of operation, enriched his offerings with “a/abaster fignres”
which, in fact, according to another press note, were only “alabaster-like” and “quite inexcpensive” "'
Moreover, in a critical article published in Organ fiir christliche Kunst, we can find the categorical
statement that the “so-called alabaster material” “is nothing more than plaster, boiled in wax or oil and
well polished”.

Regardless of the critical opinion on ‘alabaster material’ cited above, experiments to
improve existing and invent new casting and moulding materials should not be underestimated.
Undoubtedly, plaster casting remained the most important technique used to multiply sculptures
until the beginning of the 20" century. Nevertheless, in the production of Catholic sculptures,
more often than the ‘classic’ plaster-casting technique, its modificated versions and related
techniques were applied. The technique of making clay sculptures was also improved, where
new types of clay compounds and new firing technologies were used to create sculptures with
increased resistance. Technological experiments and commercial strategies connected with
finding and promoting new, nobler or more resilient materials contributed to a large extent to
the boom in the serial production of devotional statues in the second half of the 19" century
and the eatly 20" century.

¢ MEYER, Hermann Julius (ed.). Nexes Konversations-Lexikon fiir alle Stinde, 14, Hildburghausen — New-York : Verlag
des Bibliographischen Instituts, 1860, p. 692.

7 “die bekannte und bewihrte Steinmasse” — MAYER, Konrad. Frang Mayer'sche Hofkunstanstalt, gegriindet 1847. Ge-
schichte — Leistungen — Bedeutung. Eine Miinchner Unternehmensbiographie, 1: Die 1. Generation, 1847—1883. Munchen : Franz
Mayer’sche Hofkunstanstalt GmbH, 2001, p. 96.

¢ “Nach einer Reihe von Versuchen gewann er [J.G. Mayer] eine zihe, holzihnliche, zum Ausformen sich eignende
Formmassa.” — MAYER, ref. 7, p. 14.

? Statuen fur Kichen. In: Organ fiir christliche Kunst, 15, 1865, pp. 169-172; p. 172.

""WEBER, ref. 4, pp. 65-67.

" “die alabasterartig gefertigten Gegenstande”, “recht preiswiirdig”. In: Schiesisches Kirchenblatt, 20, 1854, p. 487.

12 “Figutren von (...) sogenannter Elfenbeinmasse (die nichts Anderes ist, als in Wachs oder Oel gesottener und ganz
polirter Gyps)...” — Statuen, ref. 9, p. 172.
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2. Christian art revival as the ideological basis for the development of Catholic
art

The expansion of plaster-casting and other improved materials and technologies dedicated
to the serial production of sculptures was undoubtedly a pivotal factor that underpinned the
burgeoning ‘plaster saints’. However, in searching for the sources of the popularity of devotional
plaster casts and other mould-made religious statues, we should also turn our attention to the
ideological basis of the development of Catholic art in the second half of the 19" century
and the eatly 20" century. The beginnings of the production of devotional plaster casts and
other mould-made sculptures coincided with the spread of ideas concerning the Christian
art revival in Catholic circles. Around the middle of the 19" century we can obsetrve the
development of an influential religious-artistic movement, the proponents of which supported
and propagated religious art.”” At the same time, in German and Austrian dioceses, a network
of Christian art societies (Christliche Kunstvereine) was formed, the first diocesan museums were
set up, and periodicals devoted to Christian art appeared, such as Organ fiir christliche Kunst
(published in Cologne in 1853-1873), Kirchenschmuck (published in Stuttgart in 1857-1870) or
Christliche Kunstblatter (published in Linz in 1862—1943). Catholic authors called for a raise in the
quality of artistic production, as well as for elevation in the taste of the clergy and the faithful.
Considerable importance was attached to popularising works of high artistic value, the impact
of which would be felt by a large Catholic population.

This policy of Catholic milieus supporting Christian art bore fruit in the form of a real
invigoration of the field of religious art production and the gradual shaping of the modern
market of church art. The market subsumed both traditional domains of art, such as oil
painting, wood or stone sculpture, and new types of artistic production, e.g. cast and moulded
sculptures. The latter, being a type of output using serial manufacturing techniques, seemed
useful at a time of a tendency towards disseminating and popularising religious works of art.
Because of the appearance of mass-produced, cheap and easily accessible sculptures, even
poor and peripheral parishes could participate in the process of the revival of Christian art.
The advantages of the serial manufacturing of sculptures were appreciated in many Catholic
circles, whose members did not hesitate to eulogise cast or moulded sculptures in religious
periodicals. Consider, for example, a fragment of an extensive letter entitled “Sollen mechanisch
verfertigte Bildhanerwerke aus den Kirchen entfernt werden oder nicht?”’, which was published in 1857 by
an influential Catholic newspaper in Bavaria, Augsburger Postzeitung."* The anonymous author of
this text stated, among other things: “If an artist makes a church sculpture in stone or wood with bis
chisel, it exists only in one copy, it can be seen in only one church and only a few people have the opportunity to
be spiritually uplifted by it. If, however, he executes a sculpture model in monlding material, plaster or wax;, it

1 See: KNIEB, Friedtich Wilhelm. Kirche und Kunst. Kunstpolitik und Sammeltitigkeit des Bischofs Eduard Jakob
Wedekin im Kontext seiner Zeit. In: BRANDT, Michael (ed.). Schatzkammer anf Zeit. Die Sammiungen des Bischofs
Edunard Jakob Wedekin 1796—1870. Katalog zur Ausstellung des Di6zesan-Museums Hildesheim. Hildesheim : Di6-
zesan-Museum, 1991, pp. 26-50; GUSSONE, Nikolaus. Die Anfinge der Diézesanmuseen im Zeugnis ihrer Initia-
toren. In: ALZHEIMER, Heidrun et al (eds.). Bélder — Sachen — Mentalititen. Arbeitsfelder historischer Kulturwissenschaften.
Wolfgang Briickner zum 80. Geburtstag. Regensburg : Schnell & Steiner, 2010, pp. 541-552.

' Sollen mechanisch verfertigte Bildhauerwerke aus den Kirchen entfernt werden oder nicht? In: Augsburger Postzei-
tung, 1857, Beilage zur Augsburger Postzeitung, No. 224, p. 895.
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can be replicated mechanically, cheaply and quickly, so that it can be placed in hundreds of churches and serve
thousands of worshipers to pray and to lift up their spirits.””"®

3. Catholic critique of devotional mould-made sculptures

Although the serial manufacturing of religious statues gained popularity during the Christian
art revival and seemed to be an answer to the call for the dissemination of religious art, it
was, nevertheless, also subject to strong critique. The leading spokesmen and theoreticians
of the revival of Christian art had a decidedly negative attitude towards cast and moulded
sculptures. The widespread interest on the part of buyers and the positive reactions of local
milieus contrasted sharply with opinions castigating the series manufacture of statues authored
by the then-leading German theoretician of Catholic art, August Reichensperger (1808—1895),
as well as by publicists publishing in the Cologne periodical, Organ fiir christliche Kunst, and with
objections raised in official directives issued by Christlicher Kunstverein fiir Deutschland.®

The critique of the sculptures, “cast in plaster, moulded in paper or similar materials and disseminated by
means of industrial multiplication”"” constituted an element of a broader crusade against ‘industrial’
production, the inundation of which was supposed to threaten not only sculpture, but also other
domains of contemporary Christian arts and crafts, such as goldsmithing and metalworking,
parament manufacture and even printmaking. The rejection of ‘industrial’ production became
an indissoluble element of the theory of Christian art, which was developed in opposition
to the secular artistic world. The proponents of this theory made many charges addressed at
artistic mass production, targeting both the materials used and the very manufacturing process.

Casting and plastic materials used in the manufacturing of sculptures were categorised
as ‘surrogates’ (‘Surogatte’). This pejorative concept, being a key term in the vocabulary of
Catholic polemists fighting ‘industrial’ production, stigmatised these materials as substitutes
and therefore worthless. Sculptures made of ‘surrogates’ were portrayed, in contrast to those
made of wood or stone, as lacking in quality and short-lived. There appeared suggestive
descriptions of contemporary church interiors full of plaster and terracotta ‘martyrs’, lacking
noses, fingers or toes.

However, over practical issues around the durability or quality of materials, there prevailed

> <«

ideological questions. The use of ‘surrogates’, “which aim to pretend to be something which in reality
they are not”,'® spurred a principled resistance, because they were perceived as a deception and
a breach of the truth deluding the spectator. The term ‘deception’ (‘Tduschung’) was another
key concept which was characteristic of Catholic discussions on mass artistic production and

the materials used in it. The postulate of the veracity of the materials often received a religious

S “Wenn ein Kiinstler ein kirchliches Bildbanerwerk aus Stein oder Holz, meiselt, so existirt es nur in einem Excemplar, kann nur in
einer Kirche geseben werden und nur wenige Menschen haben Gelegenbeit, sich daran gu erbanen, wenn er aber ein Modell zu einem
Bildhanerwerk von Massa, Gyps oder Wachs verfertigt, so kann es mechanisch, woblfeil nund schnell vervielfaltigt und somit Gelegenbeit
gegeben werden, daff es, in hundert Kirchen anfgestellt, Tansenden von Glaubigen ur Andacht und Erbanung dient.” — Sollen me-
chanisch, ref. 14.

1 Sample German-language source texts containing criticism of religious mould-made sculptures were cited and
analysed in the following studies: BUSCH, ref. 3, pp. 102-104; LUBOS-KOZIEL,, ref. 1, p. 417; LINGENS, ref. 3,
p. 23-33; LUBOS-KOZIEL, ref. 3, pp. 337-343; FONTAINE, ref. 3, pp. 77-80.

V7<) der aus Gyps gegossenen, ans Papier oder dhnlichen Stoffen gepressten und auf dem Wege fabrikmissiger Vervielfaltigung
verbreiteten Statuen und Bildwerke” — Christliche Kunst und Kunst-Industrie. In: Organ fiir christliche Kunst, 8, 1857, pp.
253-255, 268-270, 280-283; p. 253.

18.<(..) etwas scheinen wollen, was sie in Wirklichkeit nicht sind’~ REICHENSPERGER, August. Fingerzeige auf dem Gebiete
der kirchlichen Kunst. Leipzig : T.O.Weigel, 1854, p. 64.
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interpretation: according to Catholic theoreticians, since art serves God, who Himself is the
Truth, it is improper that art refers to lies and deception. In this way, the admonitions to avoid
surrogate materials received ultimate justification.

Aside from the materials, the industrial-like manufacturing process was also criticised, as
well as the implied marketing methods. The “fabricates, manufactured in large batches and offered for
sale similar to other mass-produced goods”" wete rebuked. It was emphasised that even works made
after the best models, after being multiplied to produce a large number of copies, were devoid
of “the most important feature of a work of art: originality”*® The pejorative term ‘Dutzendwaate’
(which can be translated as ‘a dime a dozen product’) was used to label these types of mass-
produced products, deprived of originality and individuality, for example: “glittering, but from an

aesthetic and technical point of view, objectionable Dutzendwaare’ >

4. Production, advertising and sales: mould-made sculptures in the market of
Catholic art and crafts

The stigmatisation of moulded devotional statues was widespread, though totally ineffective.
The development of series production of Catholic sculptures was by no means affected by
these repeated charges. Of crucial importance was undoubtedly their tacit acceptance on the
part of countless ecclesiastical customers. Beginning in the mid-19™ century, during the era of
striving to revive Christian art, the production of mould-made religious sculptures, regardless
of the recurring criticism from Catholic ideologues, continued to develop more and more
intensively in subsequent decades. The number of producers and sellers of ‘plaster saints’ was
growing, as was fierce competition between them. Throughout the German Empire during the
1870s, particularly in Prussia, a limitation lasting a few years was placed on the functioning of
the Catholic arts and crafts market, in the form of Kulturkampt’s policy. However, after the
struggle with the Catholic Church was over, devotional artistic production—including the series
production of Catholic sculptures—was teborn in Germany with even greater momentum.
The period of the most intense activity of producers and sellers of ‘plaster saints” and other
mould-made sculptures, associated with the peak of market mechanisms development, was at
the end of the 19" century and the beginning of the 20" century—in both the German Empire
and the Austro-Hungarian Empire.

Mould-made sculptures were one of the many artistic or craft objects offered to Catholic
clients. Figures and reliefs were advertised and sold alongside artefacts such as wooden
sculptures, oil paintings, chromolitographies, goldsmiths’ works and metal church utensils,
liturgical vestments, stained-glass windows, decorative liturgical books, religious graphics
and various small devotional items (rosaries, medallions) (Pict. 3). Hence, the activity of the
producers and sellers of cast and moulded sculptures should be considered in the wider context
of the totality of the market for Catholic arts and crafts of that period.

The development of this market was linked to the rise of Catholic publicity. Advertisements
constituted the most important form of publicity. They were not only published in the

19 <(....) jene Fabrikate, die in Menge erzengt und, gleich andern Fabrifkwaaren, feilgeboten werden” — Ueber die Verwendung von
Fabrikerzeugnissen statt der Kunstwerke in der Kirche. In: Organ fiir christliche Kunst, 3, 1853, pp. 25-26, 35-37, 46-48;
p. 47.

20<(....) der wesentlichsten Eigenschaft eines Kunstwerkes, der Originaliti?” — Ueber die Verwendung, ref. 22, p. 47.

2V <(..) eine gleissende, aber dsthetisch und technisch verwerfliche Dutzendwaare” — [Endert, Joseph van (?)]. Unwahrheit, Un-
geschmack und Ungeschick in der Kunst und Kunsthandwerk, Organ fiir christliche Kunst, 13, 1863, pp. 200-202, 211-
214, 221-224; p. 200.
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religious press, but also in various periodical and compact publications, such as, for example,
schematisms of the Catholic clergy (Pictures 3—4).” These advertisements, often impressively
and attractively illustrated, were primarily meant to channel the attention of potential buyers
to a given company and its range of products on offer. However, prospective customers
could find more detailed and structured presentations of offers in catalogues or price lists.
The fact that catalogues and price lists for the sale of church statues and devotional articles
were a very popular form of advertising publication is corroborated by the content of the
announcements, in which numerous sellers of Catholic sculptures recommended precisely
these kinds of publications to their future clients. Usually, these catalogues were marketed as
available ‘gratis und franco’, i.e. free of charge, and sent by post at the company’s expense.
Less extensive price lists and prospectuses could also be included, especially at the end of the
19™ and the beginning of the 20™ centuries, as additions to the editions of periodicals read by
clerics. Unfortunately, the former popularity of the catalogues and price lists is not reflected
in the current state of preservation and availability of that type of publication. In spite of
their often beautifully decorated covers (Pict. 5) and numerous illustrations (Pict. 6), they were
generally treated as publications of short-term and utilitarian value, and as such, relatively rarely
were they incorporated into public libraries or archival collections. Nevertheless, the activities
of a number of German and Austro-Hungarian Catholic producers and sellers of mould-made
figures are quite well documented by extant examples of catalogues and price lists.

Mayer’sche Kunst-Anstalt of Munich is a German company active in the Catholic arts and
crafts market, for which probably the greatest number of catalogues have been published. It has
been operating since the mid-1840s, specialising in the production of church sculptures from
‘stone material’.* Particularly extensive and impressive catalogues documented the offerings of
the Viennese company Johann Heindl’s Kirchliche Kunst- und Paramenten-Handlung, founded
in 1869. These catalogues were, incidentally, printed by the publishing house belonging to
Johann Heindl, who, apart from producing paraments and selling various works of church art,

2 See e.g.: Schematismus und Adressbuch der katholischen Geistlichkeit im Kinigreiche Bayern, Minchen : Vetlag von Dr. M.
Huttler (Konrad Fischer), 1889; General-Schematismus der katholischen Geistlichkeit Dentschlands, 1893, vol. 1, 2; 1894, vol.
1; 1898, vol. 1; 1904, vol. 1; 1905, vol. 1; 1906, vol. 3, 4; 1908, vol. 1-4; 1909, vol. 1-4; 1911, vol. 1-4; 1914, vol. 1-4;
General-Schematismus der katholischen Geistlichkeit Osterreichs, Urfahr — Linz Verlag des General-Schematismus, 1905,
vol. 1; 1907, vol. 1.

» We managed to locate as many as 12 copies of other catalogue editions, including interesting examples of litho-
graphic prints from the 1850s and early 1860s. See e.g.: Mayeriche kgl. privileg. Kunstanstalt plastischer Arbeiten (...), IN
Auflage. Miinchen [published after 1854, before 1861], copy in Bayerische Staatsbibliothek in Munich, shelfmark:
Bavar. 5195 h; digital copy: http://opacplus.bsb-muenchen.de/title/BV020316683/ft/bsb11000400?page=11
[18.12.2018); Mayer’sche Kunstanstalt fiir kirchliche Arbeiten (...), V1 Auflage. Miinchen [published after 1861], copy in
Minchner Stadtmuseum, shelfmark: G — Z 2030 a/2; Mayer’sche-Kunstanstalt fiir kirchliche Arbeiten (...), XV Auflage.
Miinchen, 1875, copy in the author’s collection; Mayeriche kgl. Hof-Kunstanstalt fiir kirchliche Arbeiten, Statuen, Altarban
und Glasmalerei (...). Miinchen — London — New York, 1895, copy in Moravské zemské muzeum in Brno, Védecka
knihovna, shelfmark: D2163; Mayerische kgl. Hof-Kunstanstalt fiir kirchliche Arbeiten, Statuen, Altarban, und Glasmalerei.
Miinchen — London — New York [no indication of date], copy in Bayerische Staatsbibliothek in Munich, shelfmark:
Bavar. 4317 r; [Mayer & Co. Bavarian Ecclesiastical Art Establishment]. [Minchen, no indication of date], incomplete
copy in the Mayer’sche Kunstanstalt in Munich; Mayer & Co. Bavarian Art Establishment for Stained Glass, Statuary et.
Miinchen [no indication of date], incomplete copy in the Mayer’sche Kunstanstalt in Munich.
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also engaged in editorial and book-keeping activities (Pict. 6).** Other producers and sellers of
Catholic sculptures, whose interesting catalogues and price lists have been preserved, include
the following:

- The multi-branch company founded by Leo Woerl in 1866 in Wiirzburg, which had a
subsidiary headquarters in Vienna; the company advertised under a number of names,
including K. & K. Hofbuchhandlung und Kunstanstalt von Leo Woerl, and Leo Woetl’sche
Buchhandlung und kirchliche Kunstverlags-Handlung (Pict. 5).%

- Anstalt far kirchliche Kunst owned by Carl Walter from Trier, which was a renowned
manufacturer of Catholic terracotta sculptures.”

- Anstalt fiir christliche Kunst owned by Heinrich Bésken from Geldern, who produced
sculptures using various types of moulded materials.”’

- A Munich foundry and metal factory named ES. Kustermann (after its late founder),
known for producing Christ corpuses and religious figures made from cast iron and zinc.”

All the entities mentioned above were large workshops, manufactories or trading companies.
The flourishing of the Catholic arts and crafts market in the second half of the 19" and the eatly
20" centuries was mainly associated with the activities of these types of institutional entities,
which replaced individual artists and craftsmen. These large workshops or manufactories
offered a ready-made sculptural product, presented in illustrated catalogues and price lists,
from which customers would chose models that were of interest to them. Moreover, the buyers
could specify the dimensions of the works they ordered, as well as types of material and
finishing, The correspondence between producers or sellers and their clients was very populat,
both as discussions of the details of transactions carried out by post, as well as postal delivery
of the works themselves.

Many producers of mould-made figures engaged in supralocal or even international activities.
Customers in distant places were reached through multilingual catalogues or company branches
— on both a foreign and a domestic scale — as well as through cooperation with numerous
sales representatives. An example of a German label conducting extensive supralocal and
international activities was the already mentioned Mayer’sche Kunst-Anstalt from Munich.

*'The catalogues present a wide range of the company’s assortment, of which sculptures were only one of the sec-
tions: Katalog von Kirchen-Ornamenten und Paramenten. Johann Heindl (...), kirchliche Kunst- und Paramenten-Handlung. Wien,
[1886], copy in Osterreichische Nationalbibliothek in Vienna, shelfmark: 1963896-B; Die irchliche Kunst, das Kunstge-
werbe, Handel und Industrie vom Standpunkte des christlichen Consumenten, heransgegeben von Johann Heindl. Wien, [1895], copy
in Moravské zemské muzeum in Brno, Védecka knihovna, shelfmark: D4092; Joh. Heindl’s kirchl. Kunsthandlung,
In: Dae kirchliche Kunst, Beilage zum Katholischen 1 ereinsblart, 3, 1896, No. 9, pp. 73-136, copy in the author’s collection.
» The catalogues published by Woetl’s company were in the form of booklets devoted to separate sections of its
rich offer. All the volumes listed here include sculptural works: Kunst-Anstalt von 1.eo Woerl. Kgl. Bayr. und Kaisl. und
Kgl. Oest.-Ung. Hof-Buch- & Kunst-Héndler (...), L: [Auszng ans den Katalogen A — K]. Wirzburg — Wien, 1892, copy in
the author’s collection; Katalog der K.¢>K. Hofbuchhandlung und Kunstanstalt von 1.eo Woerl, B: [Kreuzmwege und heil. Graber].
Wiirzburg, [after 1894], copy in the authot’s collection; Katalog der K.¢>K. Hofbuchhandlung und Kunstanstalt von 1.eo
Woerl, D: Marienstatuen, G: Statuen der Heiligen, J: Christusstatuen, Wirzburg [no indication of date], copy in the author’s
collection.

% Anstalt fiir kirchliche Kunst von Carl Walter, Bildbaner. Ttier, 1906, incomplete copy in Bibliothek des Bischoflichen
Priesterseminars in Trier, shelfmark: RON 7484; Carl Walter, Bildhaner. Anstalt fiir kirchliche Kunst. Trier, 1914, incom-
plete copy in Amt fiir kirchliche Denkmalpflege in Trier.

7 Heinr. Basken. Anstalt fiir christliche Kunst (...). Geldern, [no indication of date], copy in Stadtarchiv in Geldern,
shelfmark: Geldern, Akten E 388.

* . S. Kustermann (...), Katalog 25/ 5. Kirchliche Gegenstinde ans Eisen- und Zinkgnf. Minchen, [no indication of date],
copy in Bayerisches Wirtschaftsarchiv in Munich, shelfmark: F 19/118.
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This tycoon in the field of serial production of church sculptures distributed his products in
numerous European and non-European countries. For example, in the territory of Austria-
Hungary, Mayer’s sculptures were sold through the Vienna company of Johann Heindl (Pict.
6).”” In remotely located foreign centres, such as London, Patis and New York, the Munich
company had subsidiaries. The global functioning of the Mayer’sche Kunstanstalt is confirmed
by its catalogues, which were published not only in German, but also in English, French and
Spanish.

5. Serial manufacturing of sculptures for Catholic clients: the still unfinished
chapter

The manufacturers of ‘plaster saints’ continued their flourishing activities until the beginning
of the 20™ century. The ‘golden age’ of serial production of devotional sculptures was only
curbed by the outbreak of the First World War, although even this did not terminate this
branch of Catholic artistic production. The manufacturing of cast and moulded religious
statues, although quantitatively limited and slowly relegated to the periphery, continued into
the interwar period and after the Second World War, and has in fact never died out completely.
This is evidenced by the plaster and cement saints, which, together with their modern brothers
and sisters made of resins or fiberglass, are still being manufactured and marketed (Pict. 7),
along with the use of modern online trading methods.” The presence of such mass-produced
devotional figures on the market indicates that they still find buyers in traditional Catholic
environments.

6. Ambiguous heritage

Setting aside the currently manufactured and sold devotional figures, which may be an
interesting topic for researchers investigating the popular religious culture of our time, let us
return to the issue of the relics of mould-made Catholic sculptures from before the First World
Wart. ‘Plaster saints” from the second half of the 19" and the early 20 centuries, which can
still be encountered in numerous Catholic devotional establishments, represent an ambiguous
heritage. They are generally assumed to be mass-produced, clichéd artefacts, and not usually
considered to be works of art. Nonetheless, they are relics of a bygone epoch that spanned
over a century. They bear witness to the disappearing formation of Catholic culture and are the
fruits of the former heyday of artistic casting and moulding techniques. Finally, they document
the intriguing phenomenon of the rise of mass artistic production and the marketing of art. For
these reasons, ‘plaster saints’ do deserve protection and preservation, or at least documentary
work and research.

In considering how extant historic mould-made religious sculptures are protected and
documented, we need to pay attention to the places where and the way in which they are stored.
Most of the preserved specimens of ‘plaster saints” have survived to this day because they are
still used for their original purpose (Pict. 8). We can find them in various Catholic venues of a
public or semi-public character: in churches, chapels, presbyteries, monasteries and a variety of
confessional institutions. Tokens of sculptures made of such materials as cast iron, zinc, terra

? See Heindl’s catalogues, which contain additions presenting the offer of sculptures from Mayer’sche Kunst-An-
stalt: Katalog von Kirchen-Ornamenten, vef. 28, pp. 77-107 [+ 3 unnumbered pages|; Die kirchliche Kunst, ref. 28, pp.
135-140.

30

See eg: https://wwwholyart.pl/artykuly-religijne/ figury/ figury-z-wlokna-szklanego?sorter_id=5&sort=20a
[15.05.2019].
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cotta or cement can be found outside buildings, not only in the immediate vicinity of churches,
but also as elements of roadside shrines and crosses, outdoor Ways of the Cross or replicas of
the cave of apparitions from Loutdes, which mark the landscape of Catholic countries.”

The survival of historic religious moulded sculptures in situ, in their original context, and
fulfilling their primary functions is of course the optimal way to preserve them. However, it is
not known how long this situation will last. Will the relics of once serial-made sculptures placed
in Catholic venues survive safely throught subsequent decades and will they be preserved for
generations to come? Unless they are treated as part of our heritage and monuments of the
past, they ate vulnerable to destruction and disposal.

The removal of ‘plaster saints’ from churches and chapels may by encouraged by pursuit of
the modernization of Catholic sacred interiors. Another factor whose significance cannot be
overestimated is the progressive secularization of contemporary European societies. It involves
(or will involve eventually) a diminishing demand for ecclesiastical buildings and, consequently,
the descralization of some of them and redeveloping them for non-religious purposes. Of
course, the legacy of the 19™ and the early 20" centuries is (or will be) particularly threatened in
these processes due to the still ambivalent (or sometimes even clearly negative) attitude towards
it. Secularisation processes are already at work in Germany and the Czech Republic, and, in
time, they will probably affect all Central European countries.

A comparison of the state of preservation of mould-made religious sculptures from the
second half of the 19" and the eatly 20" centuries in Germany with those found in the former
German territories that today belong to Poland (e.g Silesia) shows evident differences: many
more examples of mould-made sculptures remain in Polish churches. This is undoubtedly due
to the great attachment of Polish Catholics to traditional elements of church decor and their
resistance to change and modernisation. In Germany, a large wave of church modernisation
had already been experienced at the end of the 1960s and in the 1970s, after the Second
Vatican Council. During that petiod, the legacy of the 19" and the eatly 20 centuties was not
appreciated at all; hence many works from that period were lost, including a number of ‘plaster
saints’. The ongoing process of secularisation and the decline in the number of Catholics
in Germany create further dilemmas associated with desacralised church buildings and their
interior decor.

Assuming that the phenomena of modernisation and secularisation will undoubtedly spread
to Poland and other Central European countties, it is justifiable to argue for the safeguarding
of at least a selection of specimens of historic mould-made Catholic sculptutes in museums.
Unfortunately, in light of the current prevailing practice, it seems unlikely that museums will
prioritise the collection of these artefacts. Examples of mould-made Catholic sculptures from
the second half of the 19" and the eartly 20™ centuries are currently found only sporadically in
museum galleries and collections.

‘Plaster saints’ are exhibited in some diocesan and church museums. This is the case, for
example, at the Archdiocese Museum in Wroclaw (Pict. 9). However, the isolated examples of

! It is worth noting that telics of old devotional sculptures in private use are unfortunately much harder to find. It
should be emphasised that private recipients were also important clientele for the Catholic arts and crafts market.
Numerous producers of Catholic sculptures (as we can infer from the catalogues and price lists that have survived)
produced for their private clientele rich offerings of small-sized figurines and crucifixes, Christmas cribs, miniatures
of Lourdes grottos, or religious souvenirs usually sold in pilgrimage centres. Examples of these types of artefacts
have probably survived in some homes, and also appear on the antiquarian market, but it is difficult to study them
comprehensively.
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mould-made figures in the Wroctaw Archdiocese Museum, displayed in corridors and along
staircases, are not exhibited as an important part of the museum’s collection.”

Another possible context in which historic mould-made religious sculptures can be
presented is in association with folklore and the history of culture. This context is illustrated by
the example of the Niederrheinisches Museum fiir Volkskunde und Kulturgeschichte, which
is located in the well-known pilgrimage town of Kevelaer.” Since the end of the 19th century,
Kevelaer has been an important production centre for polychrome Catholic sculptures made
from gypsum plaster and other materials. This production developed until the 1960s.** In the
permanent exhibition of the museum in Kevelaer, the theme of ‘plaster saints’ manufacture
and the trade in devotional items form part of the history of the town and of the pilgrimage
centre.

However, itis religious figures and reliefs from castiron that have a better chance of becoming
part of museum collections, rather than sculptures made of plaster and similar materials. Due
to the greater material value of cast-iron sculptures they are more often considered to be works
of art and not just mass-produced products. The attractiveness of patinated cast-iron works is
in all probability also appreciated by museum directors and exhibition curators. However, the
growing interest in cast-iron artistic objects may not necessarily bring about the rediscovery of
Catholic statues. For example, The Artistic Casting Department of the Museum in Gliwice,
Poland, which documents the history and production of the famous Koniglich Preufische
EisengieBerei in Gleiwitz,” contains no typical Catholic church sculptures among the works
exhibited.

Although plaster saints, cast-iron figures of Christ and other mould-made Catholic
sculptures from the second half of the 19th and the early 20th centuries currently find their
way into museums only in exceptional cases, it is necessary to argue for inclusion of their
tokens in museum collections. The documentation and safeguarding of these artefacts, which
are so characteristic of Catholic aesthetics of the 19" century, could form part of the scope of
the activities of diocesan and other church museums. Secular museums, with collections related
to religious life, old material culture, folk culture, or industrial heritage and metal foundries, can
also contribute to the preservation of Catholic sculptures from this fascinating era of serial
artistic production.

> The Archdiocesan Museum in Wroclaw is currently undergoing refurbishment and its collections are to be reat-
ranged, so it is not known what the role of the ‘plaster saints’ will be in the newly redecorated museum.

» https:/ /www.niederrheinisches-museum-kevelaer.de/ [13.05.2019].

* On the production of plaster casts in Kevelaer see: LINGENS, ref. 3.

3% KWIECIEN, Anna. Zeliwo. Odlewnictwo artystyczne w dawnych Gliwicach (1796—1945) . Wystawa e biorow Mu-
zeum w Gliwicach | Cast Iron. Art Casting in the Old Gliwice (1796—19435). An Exchibition from the Gliwice Musenm Collection.
Gliwice : Muzeum w Gliwicach, 2017.
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Pict. 1: Stame ty‘ St. Mmj/ Queen of Hea-

ven, made of the so-called ‘stone material’: pro-

duct of Mayersche Kunst-Anstalt in Munich.

Pict. 2: Statue of St. Antony of Padua,
made of gypsum plaster. Photograph by
Andrzej Koziel.

Photograph by Andrzej Koziel.
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Pict. 3: Advertisement by Glaesser’sche Buch- und Papier- Pict. 4: Advertisements by sculpture manu-
bandlung in Limburg, published in: Schematismus der Didcese  facturers, published in: Schematismus und
Limburg, Limburg a. d. Lahn : Verlagsgeschift von Phil.  _Adressbuch der katholischen Geistlichkeit im
Jac. Glaesser 1893. Statues and reliefs are advertised Kdnigreiche Bayern, Minchen : Verlag von
alongside other devotional items and religious literature. Dr. M. Huttler (Konrad Fischer), 1889.
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Pict. 5: Cover of a catalogne of Leo Woerl’s company, ~Pict. 6: Page from a catalogue of Jobann Heindl’s
headquartered in Wirzburg und Vienna: Kunst-  kirchliche Kunst- und Paramenten-Handlung in 1 ienna,
-Anstalt von 1eo Woerl. Kgl. Bayr. und Kaisl. und presenting sculptures from Mayersche Kunst-Anstalt in
Kyl. Oest.-Ung. Hof-Buch- & Kunst-Héindler (...), Munich. This catalogue was published with the ti-
L: [Auszug ans den Katalogen A — K. Wirzburg—  tel: Die kirchliche Kunst, das Kunstgewerbe, Handel nnd
Wien, 1892. Industrie vom Standpunkte des christlichen Consumenten,
herausgegeben von Johann Heindl. Wien, [1895].

¥ Pict. 8:

Sacred Heart
statue, made

of the so-called
stone material’
: product of
Mayer’sche
Kunst-Anstalt
in Munich. The
figure, located
in the Catholic
church in Jele-
nia Gora—Cie-
plice, Poland,
seems to still
function as

an object of
veneration.
Photograph
by Andrzej
Koziet.

Pict. 7: Contemporary cement figures (before assembling
and finishing) in Zaktad sztuki koécielnej of Barbara
Schaefer-Kobylczyk in Piekary Slaskie, Poland. Pho-
tograph by Joanna Lubos- Koziel.
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Pict. 9: Statue of St. Mary, made of moulding material (repainted white),
produced (or sold) by Goerlich & Coch, Buch- & Kunsthandlung in Bres-
lau. The statue belongs to the collection of Muzeum Archidiecezjalne in
Wroctaw. Photograph by Joanna Lubos- Koziel.
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Graduates of the Higher Women's (Bestuzhev) Conrses in the service in the State Hermitage (late 1910-1970-
zes

T}{e article is devoted to the professional activities of graduates of the Higher Women’s (Bestuzhev)
Courses in the State Hermitage Museum. They made a great contribution to the Soviet museum building,
they were engaged in the restructuring of the Imperial Hermitage, scientific and exhibition work, and
mastered educational field. The article is based on materials from the personal archive of N. V. Blagovo
(materials Mel’'nikova) and the graduates’ memories. In addition, biographies of 23 employees of the
Hermitage, graduates of Courses who worked there from 1914 to 1975, are given for the first time.

Keywords: Bestuzhev Courses, E. Yu. Mel’'nikova, Hermitage, museum department, artifact, collection,
exposition, Zh. A. Matsulevich

Until 1917, women with great difficulty were employed at the Imperial Hermitage. Maria
Ivanovna Maximova and Olga Lavrova were taken among the first. Both were graduates of
the Higher Women’s (Bestuzhev) Courses. In the 1920-1930s, several dozen graduates of the
Courses were accepted to work in the State Hermitage Museum. These were professional art
historians. They belonged to the well-known scientific schools of art history: professor A.V.
Prakhov. professor D. V. Ainalov, professor M. A. Polievktov, professor B. V. Farmakovskiy,
professor A. A. Konstantinova and others. On the preparation of professional women in the
history and theory of art in pre-revolutionary Russia it was in one of the atticles of the author.

Memories of the scientific, expositional, and political-educational work of graduates of
the Bestuzhev Courses wete left by the doctor of art history, board member of the Academy
of Arts, Professor Zhanneta Andreevna Matsulevich, who was a student of professor D. V.
Ainalov. Some of her memories have been published?, but most of them are stored in vatious
archive collections.

This publication includes an article by Zh. A. Matsulevich, which was written for the
collection of memories, but it was published only a small part’.

! VAKHROMEEVA, Oksana. Educational and scientific value of the Museum collection for Teaching of Art His-
tory at the History and Philology Faculty of the Higher Women’s (Bestuzhev) Courses in St. Petersburg — Petrograd
at the Turn of the XIX-XX Centuries. In: Muzeoldgia a kultiirne dedicstvo, vol. 6, 2018, Is. 1, pp. 43-53.
*MATSULEVICH, Zhanneta. Podgruppa istorii i teotii iskusstv. In: Sanks-Peterburgskie 1ysshie ghenskie (Bestuzhevskie)
kursy, 1878-1918. Leningrad, 1965, pp. 87-92; MATSULEVICH Zhanneta. Podgruppa istorii i teorii iskusstv. In:
Sankt-Peterburgskie 1ysshie ghenskie (Bestuzhevskie) knrsy, 1878-1918. Leningrad, 1973, pp. 93-100.

> MATSULEVICH, Zhanneta. V Ermitazhe. In: Bestuzhevki v ryadakh stroitelei sotsializma. Moscow, 1969, pp.157-164.

95



O. Vakhromeeva: Graduates of the Higher Women’s (Bestuzhev) Courses in the Service in The State Hermitage...

Article’s copy fell into the hands of Elizaveta Yulianovna Mel'nikova (1889-1974), who,
after graduating from the Bestuzhev Courses, worked as a teacher of Russian language and
literature at school for more than 50 years, and at the end of her life took part in the work of
associations of graduates of the Higher Women’s (Bestuzhev) Courses. Her duties included
literary editing of the alumni memories of the courses, communication with authors and
editors, transportation of materials. Most of the memoirs of Courses’graduates remained in
the personal archive of Mel’nikova®.

Her daughter handed over the personal archive of the mother to Nikita Vladimirovich
Blagovo, who is the founder and director of the Museum of History of the Karl May School
in St. Petersburg (14th line of Vasilyevsky Island, house 39)°.

From 1919 to 1930, 20 Bestuzhev Courses graduates were hired to work in the State
Hermitage Museum® (in the manuscript Zh. A. Matsulevich indicated other dates, 1919-1920).
Graduates of Courses (Zh. A. Matsulevich, M. 1. Maksimova, O. V. Voinova, N. B. Krasnova,
K. V. Trever, M.I. Shcherbacheva-Izyumov, T. D. Kamenskaya, A. G. Genkel’-Nikolaeva, K. V.
Polzikova-Rubets and other) considered working in the Hermitage a matter of their life’.

The new government set serious tasks for young personnel: 1) to restructure the museum,
taking into account the new premises (in 1922 the Winter Palace and a number of other
buildings were given to the Hermitage exhibition halls); 2) to establish the scientific and
exposition work of the museum; 3) to conduct political and educational activities among the
population. Graduates of Courses joined in a lot of work, relying on the deep and all-round
training, which they received within the walls of the first women’s university®.

The exposition and exhibition activities of the Hermitage in the early 1920s were carried
out on the principles of dialectical materialism. Zh. A. Matsulevich wrote: “A new system of
displaying material to the mass visitor has emerged - the creation of a comprehensive exhibition.
It was necessary to link all the works of art of this country in a certain era. The task was to
show the class stratification in the very process of the development of art, in the struggle of
the idealistic and realistic direction.

Graduates of Courses were included in the research work. It was necessary to create
publications that popularized the Hermitage’s collections: guidebooks, catalogs, hall plans with
detailed annotations, so that the new viewer could navigate the complex maze of four buildings
the museum had. New editions were fundamentally different from pre-revolutionary museum
catalogs. According to M., “they were supposed to give not only familiarity with the materials
of the exhibitions, but also enrich the knowledge of readers (potential visitors) in the field of

* VAKHROMEEVA, Oksana. Materialy lichnogo arhiva E.Yu. Mel’'nikova (1889-1974) po istorii Vysshih zhenskih
(Bestuzhevskih) kursov. In: XTII CHteniya, posvyashchennye pamyati R.1.. YAvorskogo (1925-1995). Novokuznetsk, 2018,
p. 11

> VAKHROMEEVA, Oksana. Predmet v ehkspozicii Muzeya istorii shkoly Karla Maya kak otobrazhenie vospita-
tel‘nyh principov pedagogiki ee sozdatelya. In: Muge. Pamyatnik. Nasledie, 2018, 3, p. 110, 120.

¢ MATSULEVICH, ref. 3, p. 157.

"VAKHROMEEVA, Oksana. Prepodavanie nauk na Vysshilh ghenskib (Bestuzbevskih) kursah (1878-1918). So vstupitel nym
ocherkom “Granicy Zhenskoj ebmansipacii v dorevolyncionngj Rossii”: K 140-letiyn Bestuzhevskily fursov. Moskva : Politicheskaya
chnciklopediya, 2018, p. 243, 352.

¢ MATSULEVICH, ref. 3, p. 158.

? Personal‘nyj athiv N. V. Blagovo (Sankt-Peterburg). F. Materialy E.Yu. Mel’'nikova. D. Matsulevich Zh. A. Bestu-
zhevki v EHrmitazhe (Leningrad, 09.06.1964), 1. 1-2.
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the history of culture and art”". They combined certain historical and cultural phenomena as

part of the culture of society from the point of view of a new ideology.

The exclusive field of activity of graduates was educational work with the new Soviet people.
At first, servicing of single visitors was organized; later group tours began to be organized.
In order to attract a large flow of visitors to the renovated museum, extensive propaganda
activities were launched at enterprises, institutions and collective farms. At the Hermitage, the
first lecture hall of the University of Culture and Art was created, where up to 600 people
studied at two courses annually''.

The basics of aesthetic education ate best laid at an early age, so graduates of the Bestuzhev
Courses were engaged in the creation of scientific sections for schoolchildren and seminars for
teachers. Separate groups of schoolchildren were allowed in the Hermitage.

The knowledge of foreign languages allowed the graduates to develop and strengthen the
international scientific relations of the Hermitage with various museums of the world. Zh.
A. Matsulevich wrote: “Widely established scientific correspondence, consultations, exchange
of books and photographs enriched the Hermitage library and photo library and allowed the
scientific staff to keep abreast of international museum activities, new exposition techniques,
artistic discoveries, cataloging systems and the improvement of restoration work. At the same
time, this correspondence served as propaganda of the Soviet Hermitage as a new museum of
world culture and art abroad”"”.

Graduates of Courses (senior graduates 1903-1909 and younger 1913-1918) participated in
the life of almost all Departments of the museum. Below are the first biographies of the 23
employees, that is, all the graduate of the Course (in chronological order according to the year-
end of the Course) who have ever served in the Hermitage from 1914 to 1975.

Olga V' ladimirovna Lavrova (born Voinova)(1883-1965), graduate of the St. Petersburg M.N.
Stoyunina women’s secondary school and the historical and philological Department of the
Bestuzhev Courses in 1903. After completing the Courses she worked as a teacher in the
secondary school. Lavrova came to the Hermitage first from Graduates of Courses. That was
in 1916. Lavrova worked in the General Department under the direction of the director of
the museum. After 1918, she moved as a research assistant to the Department of Antiquities,
where she checked the museum inventory and formed the library. In 1918, the State Hermitage
opened library, where since 1920, Lavrova became the permanent employee. She worked as a
senior researcher until her retirement in 1950.

In 1926, the cataloging of the entire book stock of the Hermitage began. Lavrova paid
much attention to this. She called the catalog of the Hermitage library “the business of her
life”.She developed a special cataloging system with extensive use of reference, criss-crossed,
and additional cards, laying the foundation for the future systematic catalog of the Hermitage
library. Thanks to such a card system, museum staff created detailed subject indexes.

During the Great PatrioticWar she took part in the evacuation and re-evacuation of the
Hermitage. In addition, she worked in 1941-1942 to preserve the monuments of art and
sculpture remaining in the besieged Leningrad®.

Natalya Davidovna Flittner (1879-1957) was born in the family of a famous St. Petersburg
dermatologist; in this house there were many famous people. She studied at the Nikolaevsky

1 Thidem, 1. 2-3.

" MATSULEVICH, ref. 3, p. 159.
12 Personal’nyj arhiv, ref. 9, 1. 3-4.
 Ibidem, L. 7-8.
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Institute of Noble Maidens. She had an early interest in art. This was facilitated by her aunt,
who knew European languages and took the girl to various museums. Flittner had a real passion
for art history'.

She graduated from the Courses in 1904. After she continued to improve her scientific
studies with her teacher, professor A V. Prahov at the women’s university to continue'. In the
summer months, a young woman listened to lectures by professor A. Ernman on Egyptology
at the University of Berlin. Then she began working in the secondary school; her teaching
experience was 50 years.

In 1919, she entered the service in the State Hermitage Museum, where she worked for
30 years until her death. Flittner was one of the first women historians in Russia. She was the
author of many scientific works and created an entire scientific school'.

In 1922, she already participated in the All-Union Congress of Egyptologists in Moscow.
Flittner has been recognized as one of the 5 largest Egyptologists in the world. Her research
interests were very broad (she studied the culture and art of Egypt, Mesopotamia, Syria). She
discovered many ancient artifacts (for example, a bronze statuette of the pharaoh Takharki, a
beautiful alabaster vase of the pharaoh Haremheb, a rare Syrian incense burner, faience, glass,
signet)'’. In the Hermitage Compilations, she made reports on the most valuable of them. In
1926, she wrote an article entitled “The Hermitage Cylinder - a Seal with the Name of Piopi
I’'®. The staff of the Hermitage noted that “the exceptional value of the object, the ability to
open the artifacts from all sides, makes the work of a scientist particulatly valuable”".

Doctor of Historical Sciences, professor, head of the Department of the Ancient
Eastmember of the Hermitage Academic Council N. D. Flittner made science popular. She
was among the organizers of the University of Culture and the Arts at the museum. She
actively supported the idea of cooperation of the Hermitage with schools®.Her student A.
M. Serkova recalled: “Natalya Davidovna was not a cabinet scientist. The main purpose of
her activity was “to know more to transfer her knowledge to other people”. It was not enough
to open access to the treasures of the Hermitage, it was necessary to teach the newly arrived
people to see, appreciate these treasures. She wrote fascinating books for young people and
museum guides”'. M. E. Mathieu wrote in an obituaty that Flittner in the 1920s was the first
to organize lectures on art at Leningrad factories, conducted tours for the soldiers and sailors
of the Red Army, arranged mobile exhibitions. She emphasized her role as a teacher: “In the
1920s and 1930s, Flittner taught at the Institute of Art History, Leningrad State University,
Institute named after Ilya Repin. In addition to specialists in the Ancient East, she studied
many generations of art historians and artists. At the end of her life, when she was sick a lot,
communication with students brought joy to her life”*.

' Personal’nyj athiv N.V. Blagovo (Sankt-Peterburg). E Matetialy E.Yu. Mel’nikova. D. Materials for the biography
bestuzhevok in the Hermitage, 1. 4-4 rev.

S VAKHROMEEVA, ref. 2, p. 47.

' MATSULEVICH, ref. 1, p. 99.

7 Personal’nyj arhiv, ref. 14, 1. 4.

'8 Gosudarstvenny] EHrmitazh. Sbornik. Vyp. 111 Leningrad : gosudarstvennaya Akademicheskaya tipografiya, 1926, p.
8-12.

1 Personal’ny,

arhiv, ref. 14, 1. 4 rev.
% Personal’nyj arhiv, ref. 9,1. 9.

! Personal’nyj arhiv, ref. 14, 1. 5.

2 Personal’nyj arhiv, ref. 14, 1. 4.
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Maria Ivanovna Maksimova (1885-1973) was daughter of a Petersburg merchant. She graduated
of the St. Petersburg M. N. Stoyunina women’s secondary school with a gold medal. In 1909,
she graduated of Bestuzhev Courses. Maksimova was a student of professor M. I. Rostovtsew.
After she interned at the universities of Bonn and Berlin. In 1914, at Berlin University she
received her Ph.D. This gave her the right to be accepted in the same year to serve in the Imperial
Hermitage in the Department of Antiquities, where she was engaged in the systematization of
16 thousand carved stones. At the same time she worked on her master’s thesis “Antique curly
vases”, which she defended in 1918 (the monograph of the same name was published in 1916,
and in 1927 a French edition was published in Paris)*.

In 1919, Glyptic was allocated to a special museum department within the Numismatics
Department. Maksimova headed the Department of Glyptic until its disbandment in 1930.
In the 1920s, she was the organizer of two exhibitions (“Antique carved stones” and “Carved
stones of the XVIII-XIX centuries.”), for which she wrote guidebooks. Maksimova was
published a lot, for example, in the Hermitage Compilations in 1926 her article “Portraits of
Russian princes and soveteigns by carver Johann Dorsch” was published*.

Full list of scientific papers of M. 1. Maksimova is impressive. To her 80th birthday (1965), it
consisted of 62 titles®>. Among them ate publications were: articles in the collection “Hellenistic
Technique” (1948), “Anabasis Xenophon (translated from Greek and commentary)” (1951),
“Ancient Cities of the South -Eastern Black Sea Coast” (1958) and others. At the end of her
life, the scientist worked on the large Bospori burial complex of the Hellenistic era, preparing
the monograph “Artyukhovsky kurgan” (published in 1979). For all his scientific works in 1945,
Maksimova was awatrded the degree of Doctor of Science®.

In 1919-1925, Maksimova taught at the Faculty of Social Sciences at the Leningrad State
University (a course on the history of ancient art and the art of antiquity and a seminar on
ancient art, historical topography and methods of work on ceramics artifacts). Later she
returned to teaching in 1945-1947 at the Institute named after Ilya Repin.

From the Hermitage, the scientist was dismissed because of non-proletarian origin,
although she was officially presented with “participation in reactionary groups, communication
with counterrevolutionary white immigrants of Europe”. The reason for the dismissal was
Maksimova’s extensive scientific contacts with world scientists who respected her contribution
to science”.

Since 1925, Maksimova intermittently engaged in scientific work at the Institute of
Archeology of the USSR Academy of Sciences. For example, from 1939 to 1941 she processed
artifacts from new excavations in Mtskheti and Armazi (Georgia). She received the title
“Honored Scientist”. In 1945, she was able to return to the Hermitage®.

Ksenia Vladimirovna Rubets (born Polzikova) (1889-1949) was from the lieutenant’s family and
was a graduate of the St. Petersburg Pavlovsky Institute of Noble Maidens and 2 years studied
as a student at the Sorbonne. She graduated from the Bestuzhev Courses in 1912. She worked
all her life as a history teacher in school. She had the title of “Honored Teacher”. She was a
first-class teacher and educator of the younger generation. She wrote books and articles for

» Personal’nyj arhiv, ref. 9, 1. 5.

* Soobsheheniya Gosudarstvennogo EHrmitagha (I). Leningrad : Iskusstvo, 1940, p. 134-140.

» BRASHINSKI], Tosif. K 80-letiyu Matii Ivanovny Maksimovoj. In: Sovetskaya arbeologiya. 1965, 2, p. 132.
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7 Tbidem, L. 5 rev.

8 Soobsheheniya Gosudarstvennogo EHrmitagha (XXXVII). Leningrad : Avrora, 1974, p. 112.
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children (about life in besieged Leningrad, teaching history in school and aesthetic education
of children)®.

Polzikova-Rubets started working in the Hermitage in 1939 as a guide at the request of her
friends, to lead the school sector. During the blockade, she remained in Leningrad: she taught
at school number 239, led 3 children’s camps and was a blood donor™.

After re-evacuation of the museum in 1945-1949, she was a senior fellow at the Hermitage’s
Political and Educational Department. She was the main curator (methodologist) on the work
of the museum with schools. From 1947, Polzikova-Rubets organized a special series of
lectures and excursions for schoolchildren: in the museum children could see what they were
reading in school textbooks. She suggested that teachers make more active use of drawings,
photographs and other visual aids. According to her recommendations, sets of photographs of
the Hermitage artifact were compiled’'.

Natalia Evgenievna Garshina (born Engelhardt) (1887-1930) was daughter of a hereditary
nobleman, graduated from the Vologda Mariinsky women’ school with a gold medal and
Courses (1913). She worked at the Hermitage from 1917 to 1930 as a specialist in numismatics.
She was engaged in the scientific inventory of the collection. To do this, she studied in detail
the Roman portrait art on coins, medals and carved stones. Zh. A. Matsulevich mentions
her 4 published articles™, one of them in the Hermitage Compilations (“New cameo of the
Hermitage”)™.

Elena Viktorovna Ernshtedt (1888-1942) was daughter of academician V. K. Ernstedt, a
graduate of the St. Petersburg women’s E. P. Schaffe women’s secondary school and the Faculty
of History and Philology in the Department of Art History (1913); student of professors
M. 1. Rostovtsev, E. E Zelinsky and I. M. Greavs. She continued research at the Bestuzhev
Courses, studying ancient art in the Hermitage. She taught art history and Latin at E. P. Schaffe
women’s secondary school and the St. Petersburg Catherine Institute of Noble Maidens. She
was anemployee of the Pavlovsk Palace Museum, the Hermitage, the Institute of Archeology,
the Public Library and the Leningrad State University. In 1930, Ernstedt was arrested and until
1934 she was in a camp for political prisoners™.

In the Hermitage Ernstedt worked as a researcher in the Department of Antiquities, as a
specialist in ancient art and archeology. She investigated the Tanagri statues, prepared their
catalog, She also worked on archaeological materials from South Russian excavations (she was
preparing to publish material on the burial complex of the Kul-Oba and Bolshaya Bliznitsa
mounds). She was the author of a number of scientific works, but many of them saw the light
after her death™.

Tatyana Davidovna Kamenskaya (1890-1970) was a noblewoman, graduated from the St.
Petersburg Petrovsky secondary school, the Faculty of History and Philology of Courses in
universal history (1913) and the Petrograd Conservatory in the piano class with the title of
“free artist” (1920).

» Personal’nyj arhiv, ref. 9, 1. 36.

3 Thidem, 1. 37.

I YAKOVLEVA, Elena — DELOVA Anna. Polzikova-Rubec Kseniya Vladimirovna (nekrolog). In: Uchite/skaya
gazeta. 1949, 11 iyun’, 45, p. 4.
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Kamenskaya lefta detailed autobiography. We can see that she began working at the Hermitage
in 1919 as a librarian (she organized a general reading room). After she was transferred to the
Graphic Department, and from 1932 to 1960 she was in charge of the drawing department,
which was patt of the Hermitage’s Western European Art Department™.

The meaning of her scientific activity was to familiarize the wider art community with
drawings of various national schools on selected topics (architectural, decorative drawings),
various techniques (watercolors, pastels), organization of exhibitions and catalogs. In the 1920s,
Kamenskaya was a member of the Scientific and Educational Department, introducing visitors
to the graphic materials of complex exhibitions; she worked more deeply with students at art
schools in Leningrad, Moscow and Kiev. Already being a candidate of sciences, she headed the
Hermitage’s postgraduate school for several years and prepared two graduate students”.

During the Great Patriotic War, she carried out the evacuation of 30 thousand drawings,
accompanied them to Sverdlovsk, where she was engaged in the protection of valuable collections,
and then conducted their re-evacuation. In the evacuation she headed the Department of
graphics, participated in the exhibition “The military past of the Russian people”®.

Kamenskaya was the author of about 50 scientific publications. Below are the most famous
of her works: a monograph on Giiber Robert (1959), a study on the work of Rubens (19506),
pastels by Western European artists of the 16th - early 19th centuries (1960) and others. She
often published in the “Hermitage Communications”. The scientist considered important two
publications in the French journal Gaz des Beaux Arts (in 1929 and 1934) about the drawings
by Jacques Bellange and Grez. Kamensky’s great erudition made her a unique specialist, so
she often prepared exhibitions of drawings in conjunction with museums in Italy, Germany,
Sweden, and Belgium™.

Kamilla Vasilievna Trever (1892-1974) graduated from the St. Petersburg Pedagogical Institute
and Bestuzhev Courses (1913). She was a student of professor B. V. Farmakovskiy (participated
in the excavations of Olbia) and with his assistance was hired by the Archaeological Commission;
she was later an employee of the Academy of the history of the material cultureIn 1943,
Trever was elected as a member correspondent of the Academy of Sciences. She began to work
the Hermitage in 1919 in the Archeology Department of Russia. Since 1920, she went to work
in the Department of Antiquities. For this time, she made a pointer to 11 thousand artifacts. In
the summer of 1924, she was a helper of the guardian of the Hellenistic-Skifsky, in addition,
she was the keeper of the Departments of the Caucasus, Iran and the Middle Asiaantiquities®.
In 1922, the first exhibition of the collection of Sassanian antiquities of Iran was opened. In
1924-1925 - an exhibition of art of the Ancient East and the Muslim world*.

Since 1928, together with professor I.A. Orbeli Trever organized the Department of the
East, where she worked until retirement and continued to give consultations until the end of
her life. She specialized in the complex question of Greek-Bactrian and Kushan art related
to the problems of Zoroastrianism. In 1935, she organized an exhibition of Iranian art and
archeology (the catalog totaled more than 600 pages). This exhibition has been associated with

3 Personal’nyj athiv, ref. 14, 1. 5tev.-6.

37 Personal’nyj athiv, ref. 9, 1. 16-17.
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the holding of the Third International Congress of Iranian art. At the congress, Trever spoke
on “The problem of the Greco-Bactrian art.” In addition, she was engaged in receiving foreign
guests from more than 20 countries. For her great contribution to science she was awarded a
doctoral degree. In 1940, at a conference dedicated to the 175th anniversary of the Hermitage,
Trever reported on relations between the West and the East*.

During Great Patriotic Warafter the evacuation of the Hermitage, Trever was sent to work
in the branches of the Academy of Sciences in Tashkent and Yerevan. She received the title
“Honored Scientist” of the Uzbek SSR, in 1943 she was elected amember correspondent of
the Academy of Sciences.

K.V. Trever was competent expert in the field of culture and art of ancient and medieval
Iran, the author of a significant number ofscientific works. Here are some of them: “Sassanid
Silver” (1935, together with L.A. Orbeli), “Artifacts of Greek-Bactrian Art” (1940), “Essays on
the History of Ancient Armenia” (1952), “Essays on the History and Culture of the Caucasus
Albania 6th ¢. BC - 7th AD (1959)*.

Maria Illarionovna Shcherbacheva (born 1zyumova) (1888-1968) graduated from the history and
philology department of Courses (1913). She came to the Hermitage in 1920 as a photo-
library specialist and bibliographer. Working in the department of the Art Gallery, she began
to study Western European painting. In 1927-1928, she explored the collections of foreign
museums. Returning from a business trip, Shcherbacheva presented a report from which the
reorganization of the storage system of the art gallery began. Being engaged in inventory of
collections of the gallery, she participated in changing the exposition of canvases by Italian,
Spanish, Dutch and Flemish schools™.

In the 1920s, Shcherbacheva was engaged in methodical work: she prepared guides for
sightseeing tours of the Hermitage, held specialized seminars for employees of other museums
in the city, worked with graduate students. From 1928, she participated in the work of the
Methodical Sector and was 2 member of the Museum’s Restoration Commission. In 1930, she
headed the Departments of Italian and Spanish painting of the Western European Department
(she organized complex exhibitions and studied anonymous paintings, prepared material for
the catalog). For her work in 1938, she received a PhD degree, in 1939 she became a member
of the Hermitage Academic Council®.

After the evacuation of the Hermitage, Shcherbachev remained in the besieged Leningrad
for 2 years and served as the museum curator. She was taken to Pyatigorsk for health reasons,
and from there to Sverdlovsk, where she lectured in hospitals and organized exhibitions to raise
the morale of the population.

After re-evacuation, she restored the exposition of her department, often went on business
trips to exchange experience with colleagues, brought up young museum employees. In the
late 1950s, Shcherbacheva retired, but continued to participate in the work of the Department
of Western European art, made scientific reports and published in the “Hermitage
Communications” (she was the author of several dozen articles and monographs)*.

Olga Ivanovna Beach (1891-1983) graduated from Semipalatinsk women’s secondary school
with a gold medal and the Bestuzhev Courses (1914). She specialized in Russian history. She

2 Soobsheheniya Gosudarstvennogo EHrmitazha (XLI). Leningrad : Avrora, 1976, p. 91.
# Personal’nyj athiv, ref. 9, 1. 12.

* Personal’nyj athiv, ref. 14, 1. 9 rev.-10.

* Personal’nyj athiv, ref. 9, 1. 13.

6 Ibidem, 1. 14-15.
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began working in the Hermitage in 1920, where until 1925 she studied the collection of antique
vases in the Department of Antiquities. In addition, she worked at the Academy of the history
of the material culture. In 1925-1931, she was in charge of the reading room of the Central
Library of the Hermitage, after which she headed the Hermitage Archive for 10 years before
the beginning of the Siege of Leningrad. She did a lot to systematize archival materials so that
they could be accessible to researchers.

Among the few published works by Beach, almost all are devoted to book and archival
collections (for example, “The fate of the Diderot library”, “The Archive of A. Spitsyn”). Most
of her works are still in manuscript state; the scientist described various artifacts: “Small Figure
Cilicus from Berezan”, “Mexican Golden Rattle of the Stroganov Collection”, “Peruvian
Hermitage Vases” and others. Beach survived the blockade of Leningrad®.

Anna Germanovna Nikolaeva (born Genfkel’) (1889-1942) was born in a family of Orientalist-
hebraist and translator G. G. Genkel’. She had an excellent erudition in the field of history and
knowledge of European languages. In 1914, she graduated from Bestuzhev Courses (majored
in Russian philology). After she continued her studies with professor D. V. Aynalov. In the
1920s, she worked as a teacher and was a professional tour guide (she took excursions to
Staraya Ladoga, Petergof and the Hermitage). Since 1922, Genkel’-Nikolaeva was an employee
of the Institute of Archeology, from 1926 to 1933 she taught at the music school.

From 1934 she again worked at the Hermitage in the Propaganda Department. Her report
in 1940 on the 175th anniversary of the museum on the “Methodology of propaganda work in
the Hermitage” was noted as the best in the section. The academic studies of Genkel’-Nikolaeva
concentrated on the collection of German sculpture in the Hermitage. In 1940 she defended
her thesis “The sculptural group Pieta Michelangelo and its popular foundations”. After that,
2 years before her death in Leningrad blockade, she taught at Leningrad State University the
history of Western art and headed the Cabinet of Literature and Visual Aids*.

Natalia Borisovna Krasnova (1889-1965) was daughter of an engineer. In 1914, she graduated
from the Faculty of History and Philology at the Bestuzhev Courses in the department of
general history. The Courses graduated and her younger sister Olga. In the Hermitage Krasnova
was accepted as a researcher at the Library. She studied illuminated manuscripts, for example,
published an Italian manuscript with miniatures of the early 16th century.

In 1922, she moved to the Department of Glyptic and became the assistant keeper of M. L.
Maksimova. Krasnova was engaged in the systematization of the Department’s funds and the
technical preparation of exhibitions. As an object of study, she chose antique carved cameos,
which she selected from 16,000 other artifacts of the Glyptic Department. In 1923, she made
2 reports (“On the origin of relief carving of cameos” and “Roman portrait cameos”), which
served as the basis for the exhibition of cameos. After that, she was appointed head of the
carved cameos of the Renaissance period of the 17th — 19th centuties. Krasnova systematized
new artifacts, compiled a scientific catalog and made various reports. Some of them were
published, for example, “The Wedding Gift of Pope Clement VII”. In the fall of 1928, she
prepared a large exhibition of Western European carved cameos from the 13th to the 17th
centuries.

47 Tbidem, . 33.
* Ibidem, 1. 26-27.
* Gosudarstvennyj EHrmitazh, ref. 18, pp. 101-110.
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Also in 1926, she managed the inventory of the Art Gallery, involved in updating exposure
of the Hermitage, arranged an exhibition on the history of the Hermitage (1917-1927). In 1930,
Krasnova moved to the Graphics Division of the Western European Art Sector, where she was
awarded for successful work in creating an exposition in 1933. But she soon became one of
the “enemies of Soviet power”, and served a sentence from 1937 to 1955. Krasnova returned
to Leningrad in 1957 after rehabilitation™. She worked in the Hermitage as a consultant with
graduate students and wrote articles (“The manuscript of Lorenz Nutter in the Hermitage”)*".

Zhanneta Andreevna Matsulevich (born Virenius) (1890-1973) was daughter of a vice-admiral,
she graduated from the Courses in 1914, where she specialized in universal history. She was the
author of fundamental memories of graduates of Courses at the Hermitage (she had a literary
gift, she was a member of the Writers Union).

Matsulevich has described in detail her activity in the Hermitage®”. She began working in the
museum since 1920. At this time, A. N. Benoit organized a Department of Western European
sculpture in modern times. Matsulevich was the head of it 30 years. Zhanneta Andreevna was a
great expert on Western European and Soviet sculpture, the author of about 40 scientific papers.
She proposed to publish short guides to the Hermitage. She participated in the exhibition work,
advised specialists from other cities of the USSR. During the Great Patriotic War Matsulevich
was responsible for the evacuation of the Hermitage treasures and worked in Tashkent. She
was a professor of art history at Leningrad State University, Art high school named after V. L.
Mukhina and Institute named after Ilya Repin *.

Evgenia Ottovna (Karlovna) Prushevskaya (1890-1942), daughter of a state councilor, graduated
from the E.V. Staviskaya women’s secondary school with a gold medal and the Bestuzhev
Courses (1914), where she was a student of Professor B. V. Farmakovsky. According to his
recommendations, in 1918 she was admitted to the Academy of the history of the material
culture. She worked in the Hermitage from 1924 to 1942 (when she died of starvation in
Leningrad blockade). At first, she studied ancient Russian excavations in the departments of
antiquities; from 1928, she worked with coins from the Black Sea cities in the department of
Numismatics. She was the author of 4 articles (3 of which were published after her death)™.

Zinaida Alecsandrovna Petrova, after graduating from the Bestuzhev Courses in 1915, she
worked as a teacher in secondary schools in Petrograd. In 1925, she graduated from the Faculty
of Economics of the Polytechnic Institute and until 1937 was an economist. In 1938, she
became a listener to attend courses of guides at the Hermitage organized by A. G. Genkel’.
Petrova knew European languages, so she led tours for foreign delegations, later participated in
the lecture work. She studied the history of Russian gems™.

Sopya Evgenievna Vanina was a graduate of the Courses of 1917. She studied the history of
magazines, newspapers and books, was an employee of literary critic L. K. Ilinsky in the State
Publishing House. In the 1920s, Vanina worked in the Hermitage for a short time.

Anna Germanovna Walter (born Prokope) (1889-1942) was daughter of a major general. She
graduated from the Kolomna women’s secondary school in St. Petersburg and the Courses
(1917). She went to work at the Hermitage in 1918, where in the Department of Glyptic she
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studied Gnostic carved stones and seals of the Ancient East. In 1933, she went to work to
the Antique Department, where she studied carved stones of the Hellenistic era. She knew
European languages, had scientific publications in Russian and German journals. Walter was
dead in Leningrad blockade™.

Tamara Nikolacvna Ushakova (1883-1959) was daughter of a state councilor, graduated from
the I Tiflis women’s secondary school of Grand Duchess Olga Fedorovna, the Bestuzhev
Courses in Russian philology and the Institute of Art History (1918). She planned to continue her
scientific studies at the women’s university, but the Courses were combined with the Petrograd
University. She worked at the Hermitage from 1920 to 1952; until 1931 in the Department of
Antiquities (studied and described antique bronze), after 1931 in the Department of Graphics,
where she was the keeper of engravings of the German School. She was the author of several
dozen articles (on the antique portrait, the connection of engraving and industry, the comic
opera Deserter, etc.). During the Great Patriotic War, Ushakova was in besieged Leningrad,
where she retained that part of the engravings that had not been evacuated™’.

Wilma Karlovna Gaeva (born Shtegman) (1894-1986) was sister of the famous ornithologist B.
K. Shtegman, she studied at the courses, but graduated from Petrograd University. In 1920, she
started working in the Hermitage in the Glyptic Department, and after its disbandment she
continued to work in the Department of Western European art. Gaeva studied carved stones in
the Middle Ages, Renaissance and Modern time; Hermitage Collections published her articles
on miniature figurines, ivory dishes, etc. (a total of 24 articles)™.

Militsa Edwinovna Mathien (1899-1966) was a student of N. D. Flittner at Bestuzhev Courses,
but after their closure, she graduated from Petrograd University. Almost all of her life is
connected with the Hermitage (from 1921 to 1965). Doctor of Arts, Honored Worker of
Science, Head of the Department of the Ancient Hast, then the Department of the East, and
1953-1965 of the Department of the Foreign East; from 1933 to 1949 (with a break for the
war years) she was the deputy director of the museum for the scientific part. But her main
research interests was the history of Egypt; In 1940 and 1956, Mathieu published two versions
of her famous book “The Myths of Ancient Egypt” (in total, she was the author of more
than 10 monographs and several dozen scientific articles on the history and culture of Ancient
Egypt)”.

Tatyana Vasilievna Domogalskaya-Andryushehenko and Oblympiada Dmitrievna Dobroklonskaya
(1889-1959) did not have time to finish the Courses. Both were fluent in European languages,
engaged in translation and foreign correspondence. The first worked in the Central Library of
the Hermitage in 1936-1958. The second after graduating from the Institute of Art History
was a senior researcher at the Hermitage in the Department of Art of the Middle Ages and the
Renaissance; she was a unique specialist in Italian majolica®.

Euvgenia Yakovlevna Vilchevskaya (1899-1962) was a volunteer at the Courses. She worked as
a guide in suburban palaces, museums of Leningrad. She began to work to the Hermitage in
1931 as a specialist in decorative and applied arts from the 18th and 19th centuries, where she
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organized and studied a rich museum collection of furniture (she was the author of several
articles) before the Great Patriotic War®.
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Modern City and Its Cultural Heritage — the example of Partizdnske and Novi Dubnica

The paper deals with the issues of architecture and cities, or urban neighborhoods, which originated
in the 20th century. While older style architecture and urban structures are already protected by law
and generally accepted by both professionals and the public as part of cultural heritage, the situation
is different for newer towns and buildings. However, these are also often unique collections, witnesses
of the time and holders of other historical, technical or artistic values. This is particularly evident in
the case of greenfield cities — Partizanske (1938) and Nova Dubnica (1957). Both locations grew up as
an expression of contemporary ideas about an ideal city in connection with industrial factories, whose
employees they were built for: Partizanske (former Bat’ovany) as an ideal industrial settlement of the
Bat’a concern and Nova Dubnica as a representative socialist city. The first one was based on the concept
of modern architecture (and urbanism) and the second one was associated with socialist realism (as a
critical, ideologically conditioned refusal of modernism).The original urbanistic concept and architecture
of both settlements have remained largely preserved to this day, but their legislative protection is needed.
Protection and maintenance are also, and above all, a matter of interest and acceptance of the wider
public. After all, the relationship of the citizens is also reflected in the protection and overall care for the
heritage. The first step in building this relationship is to make people aware of the importance of the
values they contain.

Keywords: modern city, socialist realism, cultural heritage, Partizanske (Bat’ovany), Nova Dubnica

Uvod

Starsie mestd, resp. ich casti a najmid historickd slohova architektura je legislativne
chranena a zvycajne aj vSeobecne prijimana, odbornifkmi i Sirokou verejnost’ou, ako délezita
a samozrejma sucast’ nasho kulturneho dedi¢stva. Avsak pri stavbach a urbannych struktarach,
ktoré vyrastli za poslednych priblizne sto rokov si dostatocne neuvedomujeme ich vjznam; s
stale nedocenené. Cielom $tudie je upozornit’ na hodnotu ,,mladsich® miest, resp. mestskych
stvrtd, ktoré maju dovod byt rovnako akceptovanou sicast’ou spolocenského zaujmu a ochrany.
O uvedeny zamer sa text usiluje aj priblizenim dvoch lokalit, ,,idealnych® miest (priemyselného
a socialistického), ktoré vyrastli v 20. storoci ,,na zelenej like* — Partizanskeho (1938), byvalych
Bat’ovian, a Novej Dubnice (1957).

! Stadia vznikla v ramci projektu KEGA (016-STU — 4/2017) Interdisciplindrny pristup k ochrane kultiirnebo a prirodného
deditstva.
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Historicky vyvoj miest

Sidla tvoria zakladny socialno-priestorovy ramec Tudskej existencie, a to od prechodu
k usadlému sposobu zivota v ¢ase neolitickej revolucie. V nich sa realizuje vicsina aktivit, ktoré
nachadzaju svoj vyraz aj v ich hmotnej podobe. Mesta ako mladsi typ sidel maju relativne
vyssiu hustotu obyvatelov s vy$Sou socidlnou i fyzickou heterogenitou prostredia. Sformovali
sa ako centra obchodu a (nepol'nohospodarskej) vyroby; boli tiez spravaymi a politickymi
centrami. Hoci s velkymi neolitickymi sidlami — ,,protomestami® sa stretavame uz v 9. — 8.
tisfcroci pred n. 1., viditelna urbanna spolo¢nost’ je spojena az so vznikom prvych starovekych
civilizacii v Mezopotamii (sumerské mestské $taty) a v Egypte priblizne v 4. tisicroci pred
n. 1; neskoér i na indickom subkontinente (harappska kultira) a v Cine. Na nasom tzemi sa
(v historiografii) prvé vicsie sidla oznacuju ako hradiska — podl'a toho, ze boli opevnené valom
alebo murom, prip. aj prickopou. Zname st uz zo sklonku neolitu, ale rozsirili sa najma pocas
luzickej kultary (cca 1300 — 400 pred n. 1.), pre ktort bolo charakteristické budovanie hradisk
ako centier remesla, obchodu a kultu. Na sklonku 2. storocia pred n. L. vzniklo na tzemi
Bratislavy oppidum — vel'ké opevnené stredisko keltského kmena Béjov; mensie keltské sidla
existovali aj inde (napr. Havranok). Hradiska ako sidelné formy boli typické tiez pre slovanské
obdobie raného stredoveku (7. — 13. storocie).?

Nie je celkom jasné, ktoré sidla uz modzeme oznacovat’ za mestd. V nasej historiografii sa
zauzivalo pouzivat’ toto oznacenie az pre sidla od vrcholného stredoveku; dovtedy sa hovori
o hradiskach, hradnych strediskach, hradnych mestach, trhovych osadach, prip. protomestach.
Stredoveké mesta ako privilegované sidla pre remesla, obchod, prip. banictvo vznikali od 13.
storocia v suvislosti s prichodom nemeckych host a Sirenim mestského prava zo zapadnej
Eurépy. Sidla, ktoré disponovali rozlicnymi vysadami, sa postupne rozclenili do dvoch
hlavnych kategdrii — slobodné kralovské mesta s vlastnou samospravnou a zakonodarnou
mocou podriadené len panovnikovi a zemepanské mesta, prip. mestecka s mensimi, najcastejsie
trhovymi privilégiami. Takato kategorizacia sa dotvorila na prelome 15. a 16. storocia a pretrvala
az do 19. storocia. Viac nez polovica vsetkych slobodnych kralovskych miest v Uhorsku (17)
bola na dnesnom tzemi Slovenska,® celkovo tu ku koncu stredoveku existovalo okolo 47
privilegovanych mestskych lokalit.* Pravom slobodnych kralovskych miest bolo napriklad 3j
mat’ vlastné opevnenie, hradby, ktoré tak plnili nielen obrannu, ale i symbolickd funkciu.

Stavitelia stredovekych miest sa usilovali o formalnu pravidelnost’ mestského podorysu —
namestia a ulicnej siete, pravda, niekde sa museli podriadit’ morfolégii Gzemia, smeru ciest
i starsej zastavbe. Ustrednjm priestorom bolo nimestie, na ktorom sa koncentroval hlavny
zivot sidla, najmi obchod v podobe trthov a jarmokov. Stil na flom farsky kostol, radnica,
domy najbohatsich mest’anov. Mesta sa kontinuilne vyvijali, pricom reflektovali celkovy
spoloc¢ensko-ekonomicky vyvoj spolo¢nosti — obdobia jej ipadku i rastu. Tak napriklad turecka
okupacia juzného Uhorska v 16. storoci viedla k vyznamnym zmenam v etnickej a socialno-
stavovskej skladbe urbannych sidel na Slovensku, ale zvysila aj ich obchodny vyznam.
V désledku protihabsburskych povstani bolo zase 17. storocie obdobim ich stagnacie a upadku.
Cechy a remesla sa zacali rozsirovat’ aj do mensich mesteciek a vidieckych obcf a (slobodné
kralovské) mesta uz neboli ich jedinym posobiskom. V 18. storo¢i sa pomery v monatchii

*V historiografii sa preto tiez pouzivalo oznacenie hradistné obdobie.

* Zakon z roku 1514 rozliduje slobodné kralovské mestd podriadené krifovskému tavernikovi alebo personélovi
a slobodné kral'ovské mesta. V tom case takychto miest bolo na Slovensku spolu 17 (v celom Uhorsku 24).

+ STEFANIK, Martin — LUKACKA, Jan a kol. Lexikdn stredovekych miest na Slovenskn. Bratislava : Prodama, 2010, s.
7-8.
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stabilizovali a prispeli tak k rastu miest a ich rozmachu, hoci absolutisticki panovnici i §lachta
sa v nich snazili o presadenie svojho vplyvu. Mestské hradby stratili svoj prakticky vyznam, stali
sa prekazkou dralsicho rozvoja mesta, a preto sa pristupovalo k ich bdraniu. Mesta sa rozrastali
o nové priestory byvalych predmesti, pribidali mu nové namestia, objavovali sa prvé verejné
parky, vznikali manufaktary.

Modernizacia a urbanizacia

Podstatnd zmenu podoby miest — v zmysle kvantity i kvality, priniesli zlomové spolocenské
procesy, ktoré sa oznacuji ako modernizacia. T4 sprevadzala a bola vyvolana industtializaciou
— novym typom a organizaciou vyroby. Spriemyselfiovanie sa prejavilo v procese vyrazného
narastu mestského obyvatel'stva, v zmendch sposobu Zivota a v jeho narastajicom vyzname na
chod celej spoloc¢nosti — v urbanizacii. Na Slovensku tento proces prebiehal od druhej polovice
19. storocia a vyrazne sa urychlil a vrcholil o sto rokov neskor v suvislosti s cielenou a politicky
riadenou industrializaciou a urbanizaciou krajiny.

Za rozhodujicu (Gvodnu) etapu modernizacie nasich miest mézeme povazovat’ 2. polovicu
19. storocia, najmi vSak obdobie od rakdsko-uhorského vyrovnania v roku 1867. Hlavnym
faktorom rozvoja bola industrializacia. Rozsiahle budovanie priemyslu a zelezni¢nej siete zasadne
menilo podobu urbannych sidel. V uhorskych mestach prebiehala intenzivna urbanizacia,
ktora sa vyznacovala rovnakou typolégiou mestskej Struktiry. Menila a reorganizovala sa
doprava, cesty, ulicna siet’. Mestské predmestia, v ktorych vznikali zavody, sa postupne
integrovali do mestského organizmu.> Dopyt po pracovnej sile sposoboval prilev robotnikov,
pre ktorych sa najmi v blizkosti vyrobnych areilov budovali obytné kolénie.” Okrem nich
vsak do miest pradili aj zamestnanci $titnej i mestskej administrativy, lekari, Studenti, vojaci;’
na potreby industrializovanych miest reagovalo tiez napriklad vytvaranie dobrovolnych
alebo profesionalnych hasi¢skychzborov.® V stvislosti s narastom miest samenilaajinfrastruktira,
budovali sa vodovody, kanalizacia, zavadzala sa elektrika a plyn; regulovali sa rieky, budovali
sa promenady, mestské parky, aleje, dlazdili sa ulice. Vyrastali nové typy mestskych budov —
reduty, mestské divadla, zupné domy, budovy sidov a univerzit. S komerénymi funkciami mesta
suviseli budovy pre banky a sporitel'ne, d'alej trznice, obchodné domy (napr. v Bratislave Dom
sluzieb Bat’a, 1934, obchodny dom Schén, 1934 a Brouk, 1936); kryté ulice — obchodné pasaze
(v Bratislave Central pasaz 1929, Royko pasaz 1931, pasaz pri Mestskej sporitel'ni, 1931...).
V slovenskych mestach sa udomacnovali ako novy fenomén tiez kaviarne, ktoré slazili nielen
na spolocenské aktivity ale aj ako pracoviska pre umelcov, pravnikov, architektov... Po vzniku
republiky sa postupne zacali realizovat’ nové sposoby zastavby; v meste sa stavali uz nielen iba
jednotlivé bytové domy, ale ucelené obytné sibory, mnohokrat s vlastnou vybavenost'ou (napr.
subory Unitas a Nova doba v Bratislave, domy bankovych tdradnikov na Letnej v Kosiciach
a pod.). Priestorové naroky boli pricinou postupného presunu kasarni z centier na okraje miest

5 MORAVCIKOVA, Henrieta. Zrod moderného mesta: zmeny obrazu slovenskych miest v druhej polovici 19. a
prvej polovici 20. storocia. In: Forum Historiae, ro¢. 10, 2016, ¢. 2, s. 1-11.

¢ Viac JANTO, Juraj. Od robotnickych §tvrti k mestskym sidliskim na priklade Bratislavy-Trnavky. In: Jowrnal of
urban ethnology, roc. 15, 2015, ¢. 13, s. 7-19.

" Najmi od zavedenia povinnej vojenskej sluzby v roku 1868, ked’ sa v posiadkovych mestich zacali stavat’ kasirne.
8 Prvy takyto zbor vznikol v r. 1847 v PreSove; v Bratislave v r. 1867, v Trnave v 1. 1868 atd’. P6évodne bola dloha
zasahovat’ proti poZiarom v mestach zverena remeselnickym cechom. TISLIAR, Pavol. The national firefighters’
union in Slovakia between 1900 and 1950. In: Etbnologia Slovaca et Slavica, roé. 38, 2017, s. 9-20.

111



J. Janto: Moderné mesto a jeho kultirne dedi¢stvo — priklad Partizanskeho a Novej Dubnice

(u nas posadkové mesta Presporok a Kosice). Rozmach zazivala aj vystavba budov pre potreby
dovtedy marginalizovanych konfesii — kostolov evanjelickej a reformovanej cirkvi a synagdg.’

Od 20. rokov 20. storo¢ia sa na Slovensku (popti ,,nirodnom* ceskoslovenskom
rondokubizme a eklektizujicich $tyloch) presadzuje novy typ modernej architektary, ktory
sa vyznacuje vecnost'ou, ustupom dekorativizmu a ,,bezozdobnost’ou’ formy. V tomto style
(v rozmedzi medzi architektonickym purizmom a funkcionalizmom) vznikd viacero stavieb.
Hnutie modernej architektary (CIAM) viak prichddza aj s vlastnymi ndzormi na usporiadanie
urbanneho priestoru — navrhuje tzemne oddelit’ funkcie mesta, odstranit’ dovtedajsi typ ulice
a zastavby atd’. Tieto nazory (formulované na 4. kongrese CIAM v tzv. Aténskej charte) sa
vyraznejsie mohli presadit’ az po 2. svetovej vojne (aj v suvislosti s obnovou znicenych miest)
a stali sa tiez zakladnym ideovym vychodiskom pre budovanie novych obytnych siborov —
sidlisk."” V medzivojnovom Ceskoslovensku sa uvedené principy uplatnili najviac v koncepcii
sidel, ktoré vznikli v suvislosti s Bat'ovymi podnikmi, predovsetkym vo Svite a v Bat’ovanoch
— Partizanskom.

Bat’ovany — idealne priemyselné mesto

Bat’ovany'! vznikli ako vyraz dobovych predstiv o idealnom meste spojeného s priemyselnou
vyrobou. T. Bat’a ako propagator vedeckého manazmentu (Americana F. Taylora) podporoval
s tymto vyrobnym pragmatizmom a produktivizmom suvisiace urbanistické a architektonické
koncepcie. Preto mu boli blizke viaceré aspekty modernistického funkcionalizmu (i starsieho
hnutia zahradnych miest), ktoré nasli vyjadrenie v prototype jeho racionalneho priemyselného
mesta— Zlina. Podl'a teoretickych zasad 1 praktickych skisenosti projektantov Bat’ovej kancelarie
(sformulovanych v nevydanej knihe Idealne priemyselné mesto) boli navrhnuté aj Bat'ovany.

Bat'ov koncern, ktory uz od 30. rokov prevadzkoval na Slovensku garbiaren (neskor
1 vjrobu obuvi) v Bosanoch a v Novych Zamkoch, tovaren na vyrobu syntetickych vlakien
pti Batizovciach (neskor$i Svit) a d’alsie vyrobné prevadzky, sa rozhodol pre vybudovanie
zavodu na vyrobu strojov a bicyklov. Po neuspesnom usili J. A. Bat'u (ktory sa v r. 1932 po
leteckom nest’asti svojho brata Tomasa stal riaditefom spolo¢nosti) ziskat’ pozemky v katastri
niekolkych obci najmi na hornej Nitre sa mu napokon podarilo v juni 1938 odkupit’ za Sest’
miliénov korun Salzbergerov velkostatok v Simonovanoch, kde po konci zatvy, 8. augusta,
zacal s vystavbou nového zavodu."” Jeho situovanie suviselo aj s dostatkom volnej pracovne;j
sily a dobrym dopravnym spojenim. Avsak z dovodu politickych udalosti, ktoré napokon viedli
k rozpadu republiky, doslo k prehodnoteniu pévodného zameru a zmene na produkciu obuvi.
Jan Bat’a ako pragmaticky podnikatel’ poskytol slovenskej vlade pézicku a podpisal s nou
obojstranne vyhodne dohody. S vyrobou sa v novovybudovanom podniku zac¢alo v juni 1939.
Pracovnici zavodu spociatku do fabriky dochadzali z okolitych obci alebo byvali v provizérnych

? MORAVCIKOVA, ref. 5.

" Viac JANTO, ref. 6.

" Osobitostiam urbanistického a architektonického tiesenia, ako aj dejindm Partizanskeho sa venuju napriklad
MORAVCIKOVA, Henrieta. Batovany — Partizdnske: Vzorné slovenské priemyselné mesto. In: Architektira
a urbanizmus, ro¢. 37, 2003, s. 113-146; Partizinske — novunobjavenie funkéiného mesta. Katalég vystavy. Bratislava :
Spolok architektov Slovenska, 2005; VLADAR, Jozef — WIEDERMANN, Egon (eds.). Partizinske — staré a nové
¢pochy. Partizinske : Mesto Partizanske, 2000; MARKO, Vladimir. Simonovany — Batovany (1938 — 1949). Spolu sme
Slovensko, 2015.

2 MARKO, ref. 11, s. 54.
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drevenych barakoch. Onedlho po zaciatku vystavby zavodu sa subezne zacali budovat’ aj stavby
budiceho mesta.

Regulacny plan Bat’'ovian vypracoval Jiff Vozenilek, propagator fukcionalizmu a tzv. vedeckej
architektiry; stavebné oddelenie viedol FrantiSek Fackenberg. Plan vychadzal z koncepcie
idedlneho priemyselného mesta pre 5- az 15-tisic obyvatelov s funkénym zénovanim pre
pracu, dopravu, byvanie a rekreaciu. Zmyslom projektu bolo vytvorit’ funkénd siet’ a vytvorit’
vzt'ahy medzi pracou, byvanim a oddychom tak, aby cely rezim dennych aktivit prebehol v ¢o
najaspornejsom ramci (jedna z hlavnych zasad hnutia modernej architektury). Urbanisticky plan
bol vytvoreny vo forme trojuholnika, ktory prepajal pracu a byvanie s verejnym priestorom ako
mestskou osou. V severnej casti mesta stal priemyselny komplex, ktory bol od ostatnych casti
oddeleny pasom dopravy a zelene. Zaroven bol $irokou komunikaciou, tzv. promenadou spojeny
s centralnym priestorom mesta — Namestim prace (dnes Namestie SNP), do ktorého vydst’ovali
vsetky ostatné zony. Tento verejny priestor sa tiahol v zapadno-vychodnom smere a lemovali
ho skoly, internaty, obchodny dom, radnica, spolocensky dom s obchodmi, restauraciou, kinom
a hotelom. Na jeho juhovychodnom konci bol postaveny kostol, ktory uzatvaral namestie. Po
obidvoch stranach namestia boli umiestnené obytné stvrte s rodinnymi domami a bytovkami.
V juznej casti mesta bol areal $portovisk s futbalovym stadiénom a kupaliskom.

Dal$ou zo zésad vystavby bolo byvanie v zeleni, koncepcia, ktora vychadzala z myslienky
zahradnych miest. Cast’ ndmestia pri kostole bola navrhnuta ako park a aj v obytnej zone
stali domy na zelenych plochach bez parcelovania pozemkov a bez oplotenia. Kym architekti
moderny preferovali kolektivne byvanie, Batovou zasadou bolo individualne byvanie po
kolektivnej praci. Kazda rodina mala k dispozicii malt zahradu. To totiz viedlo, podl'a nazorov
Bat'u, k stabilite zamestnancov a obmedzovalo ,,politikarcenie® v krémach. Zaroven zahrady
neboli natol'ko vel'ké, aby sa v nich zamestnanci vycerpali. Obmedzit’ ,,vidiecke zvyky* mal
zakaz budovania kolnf a roznych pristreskov a chovu hospodarskych zvierat.

V Bat’ovych satelitoch sa vyuzivala Standardizacia a typizacia obytnych domov, ktora
zefektivnila proces vystavby. Ako prvé trvalé obytné stavby boli postavené tzv. holandské
dvojdoméeky s plochou strechou a z neomietnutej tehly (v sacasnosti Cervend ulica). Kazda
¢ast’ domu mala tri izby a prisluSenstvo, v domoch bol zavedeny verejny vodovod, elektrina,
kanalizacia; krilo sa pevnym palivom." Dalsie rodinné domy sa stavali najmi omietnuté a tiez
s valbovou strechou, ¢im sa vyhlo jednotvarnosti inak sériovo budovanych stavieb. Takéto
domy prevazovali. Bolo to sposobené aj nemeckym vplyvom pocas vojny a priklonom ku
konzervativnej$im formam." Okrem rodinnych (dvoj)domov sa stavali aj malé bytové domy so
Siestimi a 6smimi bytmi.

Rimskokatolicky Kostol Bozského Srdca Jezisovho je dielom vyznamného architekta
Vladimira Karfika. Pévodny navrh vo funkcionalistickom $tyle, ktory bol urceny pre Bat'ov
(dnes Otrokovice), upravil a od augusta 1944 sa zacalo na stavbe intenzfvne pracovat’. Socharsku
vyzdobu v interiéri kostola vytvoril Tibor Bartfay. Vzhl'adom na nedostatok prostriedkov
kostol dokoncili az po vojne. Jeho oficidlnu posviacku v maji 1949 novy rezim zmaril, preto ju
miestny knaz urobil len tajne. Oficialne sa uskutocnila az v septembri 1989. V roku 1995 bol
kostol vyhlaseny za narodnd kultdrnu pamiatku a dodnes je jedinym pamiatkovo chrainenym
objektom Bat’ovej architektiry v Partizanskom.

13 Tamze, s. 62.
4 MORAVCIKOVA, ref. 11, s. 137.
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Aj v novom sidle, tak ako v inych satelitoch koncernu, sa uplatiioval tzv. batizmus — osobity
systém dobre organizovanej vyroby a komplexnej starostlivosti o zamestnancov. Preto sa
venovala pozornost’ ich vzdelavaniu, vychove (zakladné skoly, odborna Bat'ova skola prace,
internaty), zdraviu (nemocnica) a volnému ¢asu (spolocensky dom, futbalové ihrisko, tenisové
kurty, kapalisko). Tieto socidlne istoty a vedomé budovanie pocitu prislusnosti k podniku,
k jedine¢nému spolocenstvu — ,,bat’ovcom® malo prispievat’ k spokojnosti zamestnancov
a k ich dobrym pracovnym vysledkom.

V prvom roku od vzniku mal uz zavod viac ako 1 100 zamestnancov, na miestnej zastavke
zastavil prvy vlak v maji 1940, v rovnakom roku bol otvoreny na namest{ aj obchodny dom Bat’a
a s{dlo slovenskej spolo¢nosti firmy Bat’a sa presunulo z Batizoviec do Bat'ovian. Nové sidlo
bolo stale oficidlne sucast’ou obce Simonovany, hoci vlastny obecny vybor predstavoval istd
formu autonémie.”® Simonovany zmenili svoj nazov na Bat'ovany v roku 1948 a v tom istom
roku boli povysené aj na mesto. Uz vo februari 1949 viak bol nazov zmeneny na Partizanske
a samotny podnik neskor premenovali na Zavody 29. augusta.

V Bat’ovanoch — Partizanskom bola realizovana predstava idealu priemyselného mesta
podla zasad architektov Bat’ovej kancelarie, ktorf vychadzali z principov modernej architektary
a urbanizmu. Zhoda viacerych priaznivych okolnosti umoznila, aby sa sidlo viac-menej
rozvijalo v intenciach p6vodného zameru a zachovalo si svoj urbanisticky koncept na zaklade
povodného regulacného planu . Vozenilka (vyraznejsie ho narusil len vyskovy obytny dom
v strede namestia s cielom zakryt’ vihlad na kostol). Tak si Bat’ove mestské stvrte udrziavaja
stale svoj povodny raz. Mesto predstavuje aj vel'mi dobre zachovany subor architektury, ktory
spaja vychodiskovy zlinsky model s viacerymi lokalnymi vplyvmi (preferencia omietnutych
povtchov, valbovych striech, drevenych rustikilnych prvkov).'® Pévodny architektonicky
koncept narusaji upravy a prestavby niektorych verejnych a vyrobnych budov. Najviac je vak
ohrozeny v obytnych $tvrtiach, kde poziadavky a predstavy majitelov o vlastnom byvani veda
k nevhodnym upravam. S vynimkou kostola absentuje — napriek viacerym snaham — celkova
legislativna ochrana urbanizmu a architektary pévodnych Bat’ovian.

Povojnovy vyvoj a socialisticky realizmus

Po vojne nadviazali architekti na Slovensku na svoju predvojnovi tvorbu prevazne
v znamen{ funkcionalizmu. Dokladom st napriklad obytné subory Mierova (Vistra) kolénia
a Biely kriz v Bratislave od V. Karfika a i. Po prevrate v roku 1948 boli zlikvidované samostatné
ateliéry a namiesto nich zriadeny Stavoprojekt. Takisto sa zacalo so systematickym rozvojom
typizacie. Priblizne od roku 1950 sa objavuje, ako sovietsky import, ostra kritika dovtedajsieho
typu zastavby, ,.bezvyrazovosti“ modernej architektiry a v roku 1953 sa prva celostatna
konferencia architektov deklarativne prihlasuje k socialistickému realizmu. Funkcionalizmus
bol ako ,,kozmopolitny a formalisticky* smer odsudeny.

Pre architekturu socialistického realizmu — sorely (vystiznejsie sa oznacuje tiez ako socialisticky
historizmus) je typické spojenie historizujucej a Pudovej architektiry. Stretneme sa v nej
s roznym stupnom transformacie historickej architektiry — od kopirovania jej tvaroslovnych
prvkov az po novotvary. Jej hlavnym heslom bola ,,architektira socialisticka v obsabu a ndrodnd
vo forme* a hlavnymi principmi ,,ideovost, narodnost, pravdivost’ a ludovest*. Sorela kladla déraz na
celkovy kontext prostredia, snazila sa o komplexné rieSenia, v ktorom boli prepojené verejny

15 MARKO, ref. 11, s. 67.
16 MORAVCIKOVA, ref. 11, s. 139-140.
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priestor s obcianskou vybavenost’ou, obytna a oddychova zéna i pracovisko. Dominantou
urbanistického priestoru bola hlavni ulica ako symetrickd os.'” Aj ked” socialisticky realizmus
vystupoval ako alternativna vodi modernej avantgarde, bol v istom zmysle jej predizenim
(rovnaké vizie o ideali, architektdare pre udi, rovnopravnosti, angazovanosti architekta a jeho
diel, byvania pre vietkych, svojej vylu¢nosti a pod.).

Vyznamné realizacie obytnych celkov socialistického realizmu mézeme na Slovensku najst’
v Handlovej a Prievidzi, v Ziati nad Hronom, Ziline (Hliny), Nitre (Predmostic), Banske]
Bystrici (PrednadraZie), Kogiciach (Saca), Bratislave (Mileti¢cova ulica, Dullovo namestie)
a Komarne (Vnutorna Okruzng). (Z dalsich viznamnych stavieb su to tiez budovy Ekoiuventy
a internatu Mlada Garda v Bratislave.) V susednom Cesku je to napriklad Havifov, Ostrava-
Poruby, Ostrov; v PoI'sku Krakov-Nova Huta.

Od polovice 50. rokov 20. storocia sa u nas objavuje kritika ,,0zdobnictva“ a ,,zbyto¢nosti.
Ustanovujuci Zviz architektov prijima vyhlasenie, v ktorom vyzyva k odstraneniu ,,formalistickych
krajnosti bistorizmn’®, ale takisto i k boju ,,proti recidivam formalisticky poriatého funkcionalizmu*. Okrem
ideologického uvolnenia rezimu bola za odmietanim sorely aj pragmatickd kritika ,,ndkladnych
Sformalistickych  prejavor a celkova financna naroc¢nost’. Dekorativne prvky na obytnych
domoch sa dostavali do rozporu s novou rychlejSou a efektivnejSou priemyselnou panelovou
technoldgiou.”® Najvyznamnejsou ucelenou realiziciou zasad socialistického realizmu a usilia
o vybudovanie vzorového socialistického mesta sa u nas stala Nova Dubnica.

Nova Dubnica — ,,socialistické mestecko

Vznik nového mesta' na strednom Povazi je uzko spojeny s ned’alekou Dubnicou nad
Vihom. Prave tu zacali v roku 1937 Skodove zavody so sidlom v Plzni budovat’ novy zbrojarsky
zavod ako zaloznu alternativu pre pripad ohrozenia v pohrani¢i. Toto rozhodnutie bolo
motivované dostatkom pracovnej sily v regione, zdrojom elektriny z hydrocentraly, vybudovanou
zelezni¢nou 1 cestnou siet'ou. Pocas vojny zavod slizil potrebam nemeckej armady (ako
sucast’ koncernu Reichswerke Hermann Goring, ktory v meste vybudoval aj obytna koléniu),
a preto zazil aj bombardovanie. Na sklonku vojny Nemci demontovali a odviezli zariadenia
a vicsinu objektov znicili. Po vojne bol znarodneny podnik obnoveny a rozsiril svoju vyrobu.
Niarodny podnik, v roku 1951 premenovany na Zavody K. J. Vorosilova (v r. 1962 potom na
Strojarske a metalurgické zavody a v 1. 1978 na Zavody t’azkého strojarstva), vyrabal aj banské
zariadenia, elektrické lokomotivy, sustruhy, valcovacie zariadenia atd’. Nadstandardna mzda
a d'alsie socialne vyhody prit’ahovali pracovnikov pre rozsirujucu sa vyrobu. Kedze jestvujice
ubytovacie kapacity nepostacovali, rozhodlo sa o vybudovani nového sidelného utvaru. Pre
jeho potreby sa vyclenila pol'nohospodarska poda v extraviline Trencianskej Teplej, Velkého
Kolacina i samotnej Dubnice.”

17 PINCH(OVA, Tubica. Spolocenska situdcia na Slovensku v obdobi 1945 — 1960 vo vzt'ahu k architektonickej
tvotbe a stavebnictvu. In: Monumentorum tutela. Ochrana pamiatok 20. Bratislava : PU SR, 2009, s. 12.

8 Tamze, s. 20.

1 Osobitostiam Novej Dubnice sa venuji naptiklad: Ji#7 Kroba a jeho vjnimoény koncept idedlneho mesta. Zbornik referdtov
z vedeckej konferencie Nova Dubnica 25. — 26. 5. 2006. Bratislava : Spolok architektov Slovenska, 2006; Mesto Novdi
Dubnica (1957 — 2007). Monografia mesta. Nova Dubnica : Mesto Nova Dubnica 2007; viaceré texty v Monumentorum
tutela. Ochrana pamiatok 20. Bratislava : PU SR, 2009.

2 KIACOVA, Eva. Histéria mesta. In: Mesto Novd Dubnica (1957 — 2007). Monografia mesta. Nova Dubnica : Mesto
Nova Dubnica, 2007, s. 32-45.
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Nové socialistické mesto sa malo stat’ vykladnou skrifiou rezimu, v ktorom zakladnym
stavebnym prvkom mali byt’ bytové subory. Jeho navthom bol povereny Jiff Kroha, architekt,
ktory sa k socializmu a l'avicovym idealom hlasil uz v predvojnovom obdobi. Vo svojom vlastnom
vyvoji presiel Jifi Kroha od kubizmu cez funkcionalizmus az po socialisticky realizmus. Podla
J. Krohu mohla architektiira menit’ svet a jej prostrednictvom sa mali realizovat’ aj spolocenské
reformy. V jeho myslienkach sa objavovali, o. i., napriklad navrhy zdruzovat’ 'udi do obytnych
okrskov podl'a zdujmov (hudba, $port, priroda).”

Utrbanistickd koncepciu socialistického mesta Kroha vytvoril ako uzatvorent, ¢o bolo
typické pre stavby idedlnych miest. Predlozil ju aj s vlastnymi navrhmi domov. Situovanie
mesta bolo podriadené prirodnym faktorom — pdédou, smerom stalych vetrov, spadovymi
pomermi atd. V krajinnom obraze mesta bol dolezity vrch Dubovec na juhozapade, a preto sa
aj mestska os pootocila o niekol'ko stupfiov k nemu. Mesto bolo naplanované ako okresné pre
20- az 25-tisic Pudi (v sucasnosti v flom zije nieco vyse 11-tisic), zelen v iom mala tvorit’ 55 %
a obytné budovy 15 % rozlohy. Hlavna os mesta predstavuje $iroky bulvar, Mierové namestie,
ktory rozdel'uje komplex na dve symetrické polovice, a tie st este priecne predelené cestnou
komunikaciou Ulicou SNP. Spolu tak vytvaraja styri uzavreté okrsky (nazvané Sady), na kazdej
strane s vlastnou dominantnou — budovou slobodarne s vezovitou nadstavbou a obytnymi
domami. Namestie je suvisle obostavané a lemované podlubiami so zakladnou obcianskou
vybavenost’ou v parteri.

Povodna Krohova predstava sa opustila uz pocas vystavby. Finanéna naro¢nost’, tlak na
dalsie byty a Specifické poziadavky panelovej vystavby viedli k odklonu od jeho koncepcie.
Posledné domy podla jeho navrhov dostavali v subore C v roku 1962. Z p6vodného planu sa
tak realizovala asi jedna tretina. Dal$ia vystavba za hranicami Krohovej $truktiry prebichala
uz formou sidliskovej vystavby panelovych bytovych domov alebo individualnej vystavby
rodinnych domov ($tvrt” Miklovky).

Ako prvé objekty nového sidla sa v septembri 1952 zacali stavat’ slobodarne, ale dazdivé
pocasie a rozbahneny terén prace predizili, takze boli skolaudované az po vyse roku. Blato
sprevadzalo obyvatelov Novej Dubnice aj neskor, a to najmd z dévodu nedostatku asfaltu pre
cesty. Na prvé roky byvania mnohi spominaju preto ako na ,,prechod bazinami®, pricom ¢izmy
alebo galose predstavovali nedostatkovy tovar.”

Sidlo, ktorého pracovny nazov bol ,,Socialistické mestecko pri Kolac¢ine®, neskor ,,Sidlisko
Kolac¢in® patrilo tdzemno-spravne k Dubnici nad Vdhom. Od 1. 1. 1957 sa z neho stala
samostatnd obec s ndzvom Nova Dubnica a o tri roky neskér (8. 6. 1960) ziskalo $tatit mesta.
V zakladajicej listine sa konstatovalo, Ze ,,prvé socialistické mesto v Zilinskom kraji bude rast’a rozkvitat’
ako vzorny priklad starostlivosti KSC a vlidy Ndrodného frontu o blaho Hoveka v socialistickej spolocnosti.
V erbe mesta st dubové listy, ktoré odkazuju na blizky vrch Dubovec. V roku 1971 sa povodne
samostatné obce Maly a Velky Kolac¢in (spojené uz predtym do spolo¢ného Kolacina) zlucili
s Novou Dubnicou a stali sa jej mestskou ¢ast’ou.”

Pre zivot obyvatel'ov nového sidla bola dolezita ob¢ianska vybavenost’. Prva zakladnd skola
bola v Novej Dubnici otvorena v septembri 1956 (druha ZS a tiez $pecialna ZS v roku 1962
a tretia v 1968; v roku 1961 aj ZUS), dovtedy sa deti ucili v provizérnych priestoroch slobodarne
alebo tie starsie dochadzali do $koly v Kolac¢ine. V prvych rokoch sa otvorila aj materska skola

! CVACHO, Branislav. Jif{ Kroha a jeho vynimocny koncept idedlneho mesta. In: Mesto Novi Dubnica (1957 — 2007).
Monografia mesta. Nova Dubnica : Mesto Nova Dubnica, 2007, s. 7.

2 KIACOVA, ref. 20, s. 45.

% Tamze, s. 70-75.
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s detskymi jasPami, zdravotné stredisko, posta, kino Mier, kipalisko (v lete 1960), mestsky
dom osvety a kniznica. Letné kino zacalo svoje fungovanie v jali 1963 slavnostnou premiérou
Janosik a mesto sa mohlo popysit’ aj prvym panoramatickym kinom na Slovensku (pod ndzvom
Panorex).”

Hoci p6vodny Krohov projekt pocital aj s vystavbou dvoch rimskokatolickych kostolov,
jedného evanjelického a synagdgy, vo ,,vzorovom socialistickom meste* sa napokon miesto pre
ne nenaslo. Pokus veriacich, ktor{ zorganizovali zbierku na vystavbu kostola v roku 1969, bol
zastaveny, a tak sa verejné omse v Novej Dubnici zacali slavit’ az po roku 1989 v priestoroch
osvetového strediska a neskor krest’anského centra. Vlastny katolicky Kostol sv. Jozefa
Robotnika bol posviteny v roku 2005 a evanjelicky v roku 2012.* Spolocensky Zivot mesta
dotvarali takmer od jeho pociatkov zaujmové kruzky, tanecné vecierky, zvizy zahradkarov
i rybarov, divadelné predstavenia i vlastné periodikum H/las Novey Dubnice, ktoré zacalo
vychadzat’ od oficidlneho vzniku samostatnej obce (v 1. 1957). Okrem podniku v Dubnici
nad Vahom, v ktorom pracovala takmer $tvrtina vSetkych pracujicich mesta, boli napriklad
dalsim zamestnavatefom od zaciatku 60. rokov miestne panelirne a o nickolko rokov aj
elektrotechnicky vskumny dstay (EVU), ktory spadal pod ZTS Martin.”

Nova Dubnica je jednym z mala miest — podobne ako Partizanske — postavenym ,,na
zelenej luke®. Socialisticky realizmus bol ideologicky motivovanym konceptom, ktory prerusil
dovtedajsiu liniu vjvoja modernej funkcionalistickej architektury. Stivisel ale s obdobim reakcie
najej ,,neosobnost’* a navratom k tradicnému tvarosloviu a mestskej strukture, ktora sa prejavila
aj v inych krajindch mimo socialistického bloku. Nova Dubnica predstavuje priklad hl'adania
takychto novych a optimalnych foriem Fudského sidla.

Ako uvadza M. Antal,”” obyvatelia sa pozitivne identifikuji s mestom a sa si vedomi jeho
jedine¢nosti. Mestské prostredie je identifikovatel'né a zrozumitel'né a dobry dojem vyvolava aj
v navstevnikovi, ktory sa v iom dokaze dobre zorientovat’. Krohovej ¢asti obyvatelia hovoria
»mesto®“ a susednym obytnym lokalitam ,,s{dlisko*. Podobne ako v pripade Partizanskeho aj pre
Novu Dubnicu absentuje legislativnha pamiatkova ochrana. Pritom potreba ochrany pévodne;j
Krohovej struktiry je nielen v rovine konkrétnych objektov, ale i v $irsich urbanistickych
vzt'ahoch. Problémom je najmi uplatiiovanie zaujmov individualnych vlastnikov pri vymene
okien, aprave vstupov; d’alej nadstavby plochych striech narozi, vymena striech za plechové,
zobytniovanie podkrovi, nevhodna farebnost’, reklama atd’., ktoré narasaja poévodny vzhlad.

Ochrana modernej architektury

Pri diskusii o ochrane modernej architektiry sa stretivame s paradoxom, ktory vyplyva zo
samotnej jej podstaty. Crtou modernej architektdry bola totiz jej aktudlnost’, bola odrazom
vyvoja, potrieb doby, a z tohto dovodu sa mohla (a mala) aj menit’. Uznanie za pamiatku ju,
naopak, konzervuje a v jej ptipade by sa preto mohlo javit’ ako protirecenie. Sticasnost’ vak

2 'Tamze, s. 59.

% STOFANIKOVA, Trena. Duchovny a nédbozensky #ivot. In : Mesto Nové Dubnica (1957 — 2007). Monagrafia mesta.
Nova Dubnica : Mesto Nova Dubnica, 2007, s. 90-106.

% KIACOVA, ref. 20, 5. 70-75.

7 ANTAL, Matidn. Nova Dubnica — ohrozené dedi¢stvo. Pit'desiatroéna skisenost’ s dielom Jiffho Krohu v Novej
Dubnici. In: Jir7 Kroba a jeho vynimoiny koncept idedlneho mesta. Zbornik referatov z vedeckej konferencie Nova Dubnica
25.—26. 5. 2006. Bratislava : Spolok architektov Slovenska, 2000, s. 12-14.
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relativizovala takyto jednoznaény postoj modernizmu a dovol'uje diskutovat’ aj o modernej
architektare ako o pamiatke.”

s¢c

Tiez, ako uvadza H. Moravéikovd,” [ nechut’™ odbornikov i $irSej verejnosti k pamiatkove;j
ochrane spésobuje to, Ze stavby modernizmu mnohokrat nereSpektovali kontext Sirsieho,
najmad historického prostredia. Preto odmietanie ich ochrany méze byt akymsi ,,potrestanim®
za tieto prehresky. Vnimand necitlivost’ k starsim stavbam ¢i urbannym struktiram vsak nebola
zIym tmyslom ¢i schvalnost’ou tychto projektoy, ale sucast’ou komplexnosti architektonického
vyvoja. Pochybnosti vyvolavaji aj spolocenské okolnosti jej vzniku (v obdobi socializmu)
a verejnosti malo zrozumitel'na abstraktna forma. Na druhej strane je prvym autentickym
slovenskym prejavom architektonickej kultiry a ddlezitym zdrojom inspiracie aj pre sucasnost’.”’

Moderna architektira bola dlho na okraji zaujmu odbornej obce. Az v priebehu 80.
rokov 20. storocia pamiatkari i architekti znovuobjavili funkcionalizmus a medzivojnové
obdobie. Vyrazom tohto zaujmu bola napriklad konferencia Obnova a ochrana pamiatok moderne
architektiiry, ktora sa uskutoénila v decembri 1989 v Bratislave. V tom case sa tiez v Statnom
ustave pamiatkovej starostlivosti rieila uloha venovana architekture 20. storocia.”! V roku 1990
sa Slovensko stalo jednym zo zakladajicich ¢lenov medzindrodnej organizacie pre vyskum,
ochranu atd’. modernej architektiry — DOCOMOMO. Slovenskd pracovna skupina vytvorila
aj Register modernej architektury, ktorého cielom je upozornit’ odbornikov i sirokd verejnost’
na najvyznamnejsie diela nasho moderného architektonického dedic¢stva (v sucasnosti obsahuje
vySe 350 objektov).” Vyraznejsie sa doplnil na zéklade taziskovych vyskumov k modernej
architekture, ktoré sa realizovali v ramci projektov v poslednom decéniu. Jednym z vysledkov
odborného zaujmu o stavby modernej architektiry bolo aj ich vyhlasovanie za kultirne pamiatky.
Intenzivnejsie sa k nemu prikrocilo na zaciatku 80. rokov a potom po roku 1989. Celkovo vsak
legislativna pamiatkova ochrana modernej architektiry vyrazne zaostiva za zelanym stavom.™
Vypuklym prikladom st mesta Partizanske a Svit.

Suvisiacou a zaroven osobitnou témou procesov formovania novodobého mesta je
priemyselna architektdra (industridl). Je u nas rovnako nedocenenou sucast’ou kulturneho
dedi¢stva a je skor doménou obcianskeho aktivizmu. Presadzovanie hodnét priemyselnej
architektiry ako pamiatkovej hodnoty je komplexny a pomerne novy proces. Jeho nedostato¢na
odborna reflexia sa premieta aj do roviny pamiatkovej praxe. Hoci odborny zaujem pamiatkarov
o priemyselnd architektiru mézeme zaznamenat’ uz v 80. rokoch 20. storocia, zostal len
sporadickou a ojedinelou aktivitou. K vyraznejsiemu teoretickému poznavaniu problematiky
industridlu a jej popularizacii prispievaji az projekty v poslednych rokoch. Ako konstatuji ich
riesitelia, pri skimani i osvete je potrebny interdisciplinarny pristup.®

% MORAVCIKOVA, Hentieta. Moderna architektira ako kultirne dediéstvo: predpoklady a paradoxy ochrany In:
Monumentorum tutela. Ochrana pamiatok 20. Bratislava : PU SR, 2009, s. 118-119.

» Tamze.

30 Tamze, s. 120.

3 MORAVCIKOVA, Henrieta. Vivoj nazorov na obnovu architektiry moderného hnutia: pripad Slovensko. In:
Architektiira a urbanizmus, ro¢. 44, 2010, ¢. 3-4, s. 181-200.

2 Z anglického Documentation and Conservation of Buildings, Sites and Neighbourhoods of the Modern
Movement.

» www.register.ustarch.sav.sk.

3 MORAVCIKOVA, ref. 31, s. 186-188.

35 BARTOSOVA, Nina — HABERLANDOVA, Katatina. Hodnoty industridlneho dedicstva a ich skimanie: pripad
Bratislava. In: Mugeoldgia a kultiirne deditstvo, roc. 5, 2017, ¢. 2, s. 107-123.
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Kultarneho dedicstvo socialistického realizmu?

Pamiatkova ochrana modernej architektiry (a industrialu) je zlozity proces. Este narocnejsiu
poziciu v tomto smere ma socialisticky realizmus (historizmus). Po prvé je mladsi (v porovnani
s medzivojnovym funkcionalizmom) a okrem toho je aj ,,ideologicky zat'azeny*. Poklad4 sa za
retardaény a okrajovy relikt ,,minulych architektonickych nizorov,* prerusenie dovtedajsiecho
vyvoja (modernizmu, funkcionalizmu). Okrem toho pochadza z obdobia politickych procesov,
prenasledovania, nasilného presadzovania ideolégie do vsetkych oblasti spolo¢nosti, vratane
architektiry. Aké hodnoty teda mame a mézeme objavit’ v sorele? Ma tato architektira pravo
stat’ sa predmetom pamiatkovej ochrany? Ide stile o neuzavretd diskusiu. Dovody proti sa
zakladaji na jej spojeni s ideologickym diktaitom. Naprick tomu mozeme najst’ aj opacné
argumenty. V socialistickom realizme bolo zrejmé usilie o komplexné riesenie celého prostredia
(na rozdiel od ¢asto modernistickych ,,solitérov®) a snaha o prinavratenie ,,ludskej mierky®,
vytvaranie optimalneho humanneho prostredia. Sorelz bola pokusom o zosobnenie, ¢o sa
prejavovalo v dcelnosti (byvanie, namestie, oddychové zény, obchody a sluzby v centre),
farebnosti, ludovymi dekorativnymi prvkami a zelenou. V porovnani s neskorsou panelovou
vystavbou viac reSpektovala potreby obyvatel'ov. Nie nadarmo sa napriklad o Novej Dubnici
hovori ako o meste, ktoré zanechdva v navstevnikovi hlboky dojem, pocit suladu, pokoja,
harménie, vyvazenosti a ¢éistoty.”’

Socialisticky realizmus nesie aj znamky istej architektonickej a dekorativnej originality
(dekorativne motivy so sgrafitovou, freskovou, keramickou a socharskou vyzdobou; doplnkové
prvky, farebnost’, narodné a buditel'ské motivy atd’.). Napokon je v sulade aj so sirsim vyvojom
— podobna tradicionalisticka architektira sa po vojne uplatiiovala aj inde (napr. Le Havre vo
Francizsku).”® Aj historici architektury, ktori maju k sorele kriticky vzt’ah, uznavajy, ze pre jej
ojedinely vyskyt si zaslizi ochranu prinajmensom ako svedok svojej doby.

Celkovym urbanistickfm konceptom a sivzt'aznost'ou s prostredim su jednoznacne
vynimo¢né mestské sibory Batovian — Partizanskeho a Novej Dubnice. Obsahuju
pamiatkové hodnoty,” ktoré ich opraviuji na zradenie do zoznamu kultirnych pamiatok
(resp. pamiatkovych tzemi, z6n). Aj preto je ich ochrana viac ako potrebna. V susednej Ceskej
republike sa k ochrane obdobnych projektov pristipilo davnejsie. Uzemie Bat’ovho Zlina spolu
s aredlom fabriky je pamiatkovo chranené uz od roku 1990. V 50. rokoch postavena Ostrava-
Poruba je pamiatkovou zénou a chrinené si v nej viaceré stavby (od r. 2003) a pre obytny
stibor z rovnakého obdobia v Havifove je vyhlasené ochranné pasmo. Urbanisticka dispozicia
krakovskej Novej Huty je v zozname pamiatok registrovana od roku 2004.

Pudia a mesto
Obnovaauidrzbaarchitektonickych diel nie je vecoulenlegislativnej ochrany, ale predovsetkym
(a hlavne) zaujmu a akceptacie sirsej verejnosti. Vzt’ah obyvatel'ov sa koniec-koncov premieta

% DULA, Matds. Typoldgia objektov modernej architektiry z hPadiska zachovania ich pamiatkovych hodnét pri
zateplovani. In: Architektira a urbanizmus, roc. 44, 2010, ¢. 3-4, s. 210.

¥ DOBRUCKA, Anna. Nova Dubnica — kvalita Zivota In: Monumentorum tutela. Ochrana pamiatok 20. Bratislava : PU
SR, 2009, s. 79.

% BRUNOVSKY, Ferdinand. Pamiatkova ochrana centrilnej mestskej zény Nova Dubnica projektanta Jittho
Krohu. In: Monumentorum tutela. Ochrana pamiatok 20. Bratislava : PU SR, 2009, s. 70.

¥ Zakon ¢&. 49/2002 Z. z. o ochrane pamiatkového fondu definuje pamiatkovd hodnotu ako ,,sibrn vyznamnych
historickych, spololenskych, rajinnych, urbanistickych, architektonickych, vedeckych, technickych, vytvarnych alebo umelecko-
remeselnych hodndt...*
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aj do ochrany a celkovej starostlivosti o pamiatky.* Prvym krokom v procese budovania tohto
vzt'ahu je oboznamovanie l'udi s délezitost’ou hodnot, ktoré tieto diela obsahuju.

Zaujem historikov architektary a historikov o Partizanske a Nova Dubnicu je zretelny
a priniesol aj publikacné vystupy v podobe monografif, monotematickych ¢isiel periodik
a viacerych stadil spojenych s problematikou tychto lokalit. Bolo by tiez ziaduce zamerat’
sa vyraznejsie aj na poznavanie obyvatelov uvedenych sidel a na ich obraz (reprezenticiu),
ktort maji o minulosti i pritomnosti svojho mesta. Pre uvedené zist'ovanie je najefektivnejsou
metédou etnografické interview s pristupom ustnej (oralnej) historie. V pripade Novej Dubnice
by sme takto este mohli zachytit’ aj spomienky jej prvych obyvatel'ow:

Vyznam lokality nespociva len v ,,objektivnom* hmotnom (architektonickom) oceneni
pamiatok, budov, aredlov," ale aj — a najmi — vo vizbe konkrétnych Fudi k istému priestoru
a objektom, ktoré v filom su. Tento vzt'ah je sucast’ou hodnoty objektov a fyzického priestoru.
Jeho hlavnym faktorom je kolektivna pamit’, ktora je spojend s miestom a je vytvarana
spomienkami a osobnymi pribehmi. Napokon takto vybudované vizby podmienuju aj sticasny
i buduci vzt'ah T'udi, ich zaujem o miesto, s ktorym su viac ¢i menej (prostrednictvom osobnej
alebo sprostredkovanej interpretacie skusenosti) spojeni. Vzt'ah obyvatel'ov k sidlu, zaloZeny
na osobnych pribehoch a spomienkach, je nevyhnutnou stcast’ou hodnoty celého priestoru
a jeho jednotlivych objektov.
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Philately in the space of a museum: view from the standpoint of cultural theory

The article deals with the introduction of the term timbrology (timbrologie) in relation to the processes
of research work with museum articles related to the history of postal communication and to philately.
Besides, the author sets the following tasks: to offer an explanation of certain mostimportant timbrological
and philatelic notions to a broad circle of readers; to present some specific features of “extension” of
a museum space associated with museum exposure of philatelic material on the example of activity
of A.S. Popov Central Museum of Communications; and to try to substantiate the idea of creating a
separate section of State catalogue of Museum fund of the Russian Federation, devoted to stamps and
postal stationery as unique museum articles, which have their specific features and peculiarities and have
no analogs.

Keywords: timbrologie (timbrology), philately, stamps and postal stationery, objects of traditional culture,
museum research, postal correspondence, national philatelic collection, object of cultural heritage

Society of the 21st century in the process of scientific-and-technological progress (especially
information and communication technologies) more and more often addresses the issue of
perspectives of postal communication, especially of feasibility of physical manufacturing and
existence of a postage stamp as means of payment of postal services. This topic is broadly
discussed by all professional communities, which are included with the Universal Postal Union
(UPU) and, in particular, World Association of Philately Development (WAPD), created with
the aim of promotion of philately and protection of postage stamps from forgery, stimulating
the process of collecting and offering assistance to stamp-issuers in their economic activities.

For the museum wotld, in which huge philatelic funds, archives and collections have already
been formed, and especially for the Federal state budget institution «A.S.Popov Central Museum
of Communications», which forms and preserves National philatelic collection of Russia, as
well as for the museums of other countries, which house national philatelic collections, the
issue of the future of philately is of vital importance, however, not of decisive importance.
Everybody understands that a «closed collection» (which has a beginning and end, which is
caused by termination of issuance) does not loose its significance, while, on the contrary, the
value of such collections grows many times.

Museum work with stamps and postal stationery, which illustrate the entire human history,
enables people (both museum employees and museum visitors) to find answers to questions,
which they are interested in, seen from a new angle and located on an unusual information
carrier; involves in search and study; contributes to self-realization and encourages social
adaptation in individual groups (museum communities, clubs) or human society in principle.
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In a scientific aspect philately is treated by the author as a «timbrologie» (the anglicized
version is written as #mbrology), that is how this trend was called in French, when philately
was just making its first steps. Timbrology is understood here as a field studying human
intercommunications, namely, history of development of territories, postal communication,
stamps and postal stationery; attempts to define what a philatelic object is; describing technical
means supporting communication.

In connection with the above the author considers it appropriate to try to find the difference
between the notions of «timbrology» and «philately» for the sake of further using them in
studying stamps and postal stationery and exhibiting them in museums.

Philately from the standpoint of cultural theory

Society of the 21* century in the process of scientific-and-technological progress, especially
the progress of informational and tele-communicational technologies more and more often
addresses the issue of perspectives of postal communication, especially, the issue of feasibility
of physical emission of postage stamps as amethod of payment for postal correspondence. This
topic is broadly discussed by all professional communities, included with the Universal Postal
Union (UPU) and, in particular, World Association of Philately Development (WAPD), which
was created in 1997 with the aim of promotion of philately and protection of postage stamps
from forgery, stimulating the process of collecting and offering assistance to stamp-issuers in
their economic activities. WAPD unites the efforts of international federations, stamp-issuers
and stamp collectors. At present the Association is headed by Russia in the person of The
General director of JSC “Marka”. One of such sessions at which the perspectives of stamp
collecting development is going to be discussed, will take place in A.S.Popov Central Museum
of Communications in June 2018.

For the museum wotld, in which huge philatelic funds, archives and collections have already
been formed, and especially for the A.S.Popov Central Museum of Communications, which
forms and preserves National philatelic collection of Russia, as well as for the museums of
other countries, which house national philatelic collections, the issue of the future of philately
is of vital importance, however, not of decisive importance. Everybody understands that a
«closed collection» (which has a beginning and end, which is caused by termination of stamp
issuance) does not loose its significance, while, on the contrary, the value of such collections
grows many times.

Therefore in forming the museum exhibition the philatelic funds presented as collections
are of special significance and are characterized by obvious perspectives. The most important
factor, which will determine value and significance of the collection, will be the factor of
historical authenticity and entirety of chronological line. These particular criteria create the
basis for forming national, state or reference collections.

Treating philately from the standpoint of cultural theory, which presents it as a process
of collecting the objects of cultural heritage (stamps, postal stationery and other philatelic
materials) by the leading museums of the world and by private collectors and presenting
these objects for public at national and international exhibitions, in worldly known museums
and private galleries, was recently presented by the author at the 3* All-Russia scientific-and-
practical conference «Cultural space of Russia: genesis and transformations», which took place
at the State Institute for Culture, in the paper «Philately in the space of the museum: approach
from the standpoint of cultural theory». At the same time in the paper «Postage stamp as an
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object of cultural heritage», presented at the scientific-and-practical panel talk: «Philosophy
of the museum: from hermeneutics to heuristics of a museum object» organized by the chair
of museology and preservation of monuments of the Institute of Philosophy of Saint-
Petersburg state University much attention was given to the historical aspect and achievements
of intellectual culture, in which stamps and postal stationery are presented as visualized images
of art, religion, science, morals, philosophy, jurisprudence, state institutions, etc.

In scientific aspect the author treats philately (or timbrology, as this trend was called, when
it was just borne) is treated by the author as a field of studies of human communications, in
particulat, history of development of tettitoties, postal communications, stamps and postal
stationery and collecting philatelic items; defining the range of articles collected by philatelists;
development of technological support of communications.

In connection with the above, the author considers it possible to substantiate the separation
of notions of «timbrology» and «philately» for the sake of their further use in research and
museum preservation of stamps and postal stationery, at least at the museums.

Timbrology was the initial word for fondness of collecting postage stamps. This explanation
is given by a philatelic dictionary.! Thus, it seems natural for us that timbrology can be
understood as a process of research, systematization and study of history and technologies for
issuance of stamps and postal stationery, and, in this case, philately will be understood by us
as collecting and public presentation of stamps, postal stationery and other philatelic materials
both by leading museums of the wotld and by private collectors of the world. On the other
hand, «postage stamp» will be understood by us as a part of a broader notion «stamps and
postal stationery», which includes other philatelic items besides postage stamps.

Since the object field of philately includes history of culture, philosophy, ecology of culture,
psychology of culture, sociology of culture, anthropological disciplines, ethnography, theology
of culture, we could also present timbrology as one of the directions, which atre included with
the objective space of culture and which illustrate this space. We assume that timbrology is
associated with research in the field of human communications and development of territories.

Social-and-cultural functions of stamps and postal stationery are numerous: postal
(condition of sending a mail item); financial (method of effecting payment for sending a mail
item); advertizing and propaganda function (method of stimulating interest in a certain state
or event or in some particular range of topics); methodology of preserving historical memory
about the events, jubilees, different objects relating to culture and art. Therefore philately plays
one of the mostimportant roles in the arrangement of topical sections of the main exhibition,
but this role is not identical in all cases.

Since traditionally human culture is subdivided into material and intellectual, we could
rightfully relate stamps and postal stationery, as article printed in large print runs and charged
with a cultural message of enlightening people, alongside with technique, technologies, material
values, which totally constitute artificial conditions and means for human existence, as well as
to the achievements of intellectual culture, since they take the form of an artistic visualization
of imags of science, art, religion, morals, philosophy, jurisprudence, etc. At the same time
we understand that subdividing culture into material and intellectual is rather conventional, it
relates only to the forms of embodiment of culture, in this case each of these forms, in its turn,

! VLADINETS, N. N. — ILYICHEV, L. — LEVITAS, L Ja. et al. Big philatelic dictionary. Moscow : Radio i svyaz
publishers, 1988, 320 p. ISBN 5256001752
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consists of a sum of numerous elements: norms, laws, customs, traditions, knowledge, ideas,
images, symbols and language.?

Thus we absolutely rightfully consider philately, which equally relates to material and
intellectual sphere, as an achievement in the development of human society and inscribe it
into the broadening space of museums as azn object of traditional culture and of new times, and the
postage stamp — as an object of cultural heritage, preserved for new generations.

The goal of the present article is the introduction of the term «timbrology», as a word,
which most efficiently conveys the meaning of research processes in the course of work with
historical objects in the field of history of postal communication and philatelic items.

Besides, the author sets the following tasks: to explain some of the most important
timrological and philatelic notions to a wide audience; to present peculiarities and opportunities
of “broadening” of museum space due to museumification of philatelic material based on
the activities of A.S.Popov Central Museum of Communications; and to try to substantiate
the creation of a separate department of a State catalogue of Museum fund of the Russian
Federation, which is dedicated to stamps and postal stationery, as unique museum objects,
having their own specific features and peculiarities and having no analogs.

Postage stamp as an object of cultural heritage

By the end of the 19" century stamp collecting as one of the most democratic hobbies
of its time, embraced hundreds of thousands of people belonging to all classes of society,
from children of poor people to millionaires and princes of the ruling houses. The very
cultural milieu of the period of origination of philately was rather favorable for starting to
collect philatelic material. It also contributed to appearance of attending trends in collecting
like postcard collecting, entires and postal stationery, stamp boxes, table decorations, writing
sets and desk sets accessories, etc. New kinds of collecting hobbies originated from various
trends which attended philately’.

In the 20™ century philately was the most popular kind of collecting in the world. At that,
stamps and postal stationery remained to be a political manifestation about the sovereignty
of this or that state as well as a method of attracting attention to historical and architectural
landmarks of the country and widening the horizons of world cognition.

At the turn of the 21* century collecting stamps and postal stationery remains to be popular,
continues to develop and to improve and, in keeping with the regulations of the International
Federation of Philately (FL.P) is topically subdivided into the following categories: traditional
philately, postal history, postal stationery, astrophilately, aerophilately, maximaphily, revenue
stamps, philately for children and youths, Mophila, experimental and new categories (social,
advertizing, postcrossing), which precondition the participation of museum collections and
private collctors in world and international philatelic events and exhibitions.

Answering the questions on postage stamps, its peculiarities, making it an object, which is
significant for preservation of historical memory as part of cultural heritage of the country,
functions and informative completeness, let us first address the function of a postage stamp.
Postage stamp is published for the purpose of performing its main functions: commemorating

% Cultural theory. Russian foundation of fundamental studies. http:/ /www.grandars.ru/college/sociologiya/kulturologia/
[online 03.05.2018].

> BAKAYUTOVA, L. N. History of one fashionable hobby or StampArt In: Collections represent history. Collection of
materials of the 3" scientific-and-practical seminar on bistory of post and philately. .Saint-Petersburg, 2012, p. 228. ISBN 978-
5-903733-20-0.
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important events in the history of state; propaganda of its cultural heritage. In this case
functional and actual value of a postage stamp as an object of collecting is defined, which is
not identical with museum-based collecting and with private collecting;

Each of the enumerated basic functions of postage stamps is subdivided into several
additional functions:

*  Postal function. Since a postage stamp is used for payment of a postal service, it means
that it constitutes a material value. If the market value of the stamp is higher than its face value,
such stamps are usually not used for payment for postal services, though in fact, they can be
used for that.

*  Payment (monetary) function. A postage stamp or stamped postal stationery with a face
value is actually an equivalent of money and therefore is used for payment of postage, revenue
or tax and for other special functions. In this case postage stamps play the role of freely
circulating and rather liquid active, which can be used for certain kinds of payment, though
it is not so liquid as banknotes or coins, however, it is a certain kind of quasi-money. The
funds of stamps and postal stationery can be formed and preserved not only in national postal
museums, but also in national archives and banks.

*  Advertizing and propaganda function. As a means for stimulating interestin a certain country
and its symbols, postage stamps unrivalled. This function includes numerous additional uses
and meanings, which stamps and postal stationery usually possess, symbolic sign of the country,
which issued the stamp (a sort of “name card” of the country); reflection of memorable events
(jubilee and commemorative issues); testimony of membership in international organizations
(Ilabel); corporate signs of postal administrations (as part of corporate style); carriers of private
advertizing; means of marketing,

. Collecting function, especially important for museum collecting and formation of state
collections. Collecting stamps and postal stationery, in which both museums and private
collectors ate interested, also has numerous peculiarities. And museum collections are different
one from another depending upon the profile of the museum and the tasks set by the founder
before the museum. For example, topical collecting is most popular and representative both
for profile museums and private persons. At the same time stamps and postal stationery as
museum objects intended for forming national collections, which are stored in national postal
museums, are especially interesting from historical, chronological and cultural standpoints.
National and state collections broadly display not only material printed in large print runs, but
also preparatory material, as well as documentary material dedicated to issuance of stamps and
postal stationery.

. Objective function. A postage stamp is used for development of other philatelic and
non-philatlic products, such as, for example: stamp catalogues, museum catalogues, souvenir
products, albums, stockbooks, etc.

Prior to speaking about aesthetic peculiarities of postage stamps and their creators, who
work in the genres of miniature forms of graphic design, it is worthwhile to pay attention to
spiritual, intellectual and informational content of each of postage stamps. In the course of
creating a collection the stamp designer has to present the topic, which is assigned to him or
which he would like to reflect. It is necessary that the stamp should become a laconic “slogan”
of the concept and express the main idea of the postal issue in a language of symbols, which
is understandable to everybody. Like a poster, a postage stamp should attract the attention
of the onlooker by its aesthetic properties, while the meaning of what is depicted should be
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“deciphered” at once. The best works of artists, who create miniature masterpieces of graphic
design, are distinguished by the entire range of expressive means, which characterize poster
art, high graphic culture, understanding of color as a conceptual meaningful component of
a postage stamp, and by organic interaction between picture and lettering, And it was always
like this.

Postage stamp in our understanding is an achievement of intellectual culture of humanity,
especially taking into account the fact that working on drafts of postage stamps and on stamp
pictures is associated with creative activity of the best designers of their times, who traditionally
use different graphic styles and specialized technologies for practical embodiment, and the
result of whose activity is, besides everything else, of great art value. Therefore the authentic
drafts of postage stamps, signed for printing and competitive design of non-issued stamps are
preserved in national post museums of different countries.

Postage stamps is a part of material and intellectual culture, which was created by preceding
generations, withstood the challenges of time and is transferred and will be transferred from
one generation to another as something precious and revered, preserved in the museums
as a national heritage, included with the Museum Fund of the Russian federation and also
encountered in the collections of private collectors. Thus, we regard a postage stamp or
stamps and postal stationery in a broad sense of the word as an object of cultural heritage,
reflecting the entire experience, gained by humanity during entire history of its existence, and
the memory of the world about political, , historical and cultural events, achievements of
science and technology and natural phenomena, occurring on Earth.

Starting with the issue of first postage stamps postal administrations started to closely
cooperate with stamp engravers and with collectors of postage stamps and postal stationery.
Nowadays it is possible to see drafts of postage stamps, created by stamp designers, at the
philatelic exhibitions. This branch of collecting causes interest not only with philatelists, but
also with lovers of fine art and artistic creativity. These collections belonging to the new trend
are referred to the class of documentary collections.

In autumn 2018, as part of a Biennale of museum design, organized by «PRO ARTE»
Fund, A.S.Popov Central Museum of Communications plans to present to a broad audience
such a documentary exhibition «Philately as art», at which the stages of creation of postage
stamps, the process of the artist’s work on a postage stamp and the result of creative work of
artists, specializing in minor forms of graphic design and creating stamp pictures are going
to be shown. This exhibition is destined to acquaint the museum visitors, guests of the city,
specialists, art and museum communities of the country with stamps and postal stationery
as unique works of art, mass cultural products as well as to present various authentic, rather
refined and insufficiently advertized material using modern methods of interpretative design
and innovative solutions of exposing museum exhibits for the purpose of enhancing the
attractiveness of exhibits for the museum visitors.

Museological approach to philately

Philately is an occupation without social and geographical boundaries that not only entertains
but also teaches through the performances of stamps. The fact that each country publish
different stamps, from the beginning led many people to search and gathering as many of them
as they could*.

* The Royal Philatelic Society London. http:/ /www.rpslorguk/ [online 03.05.2018].
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Their small size makes it easy to collect and placement (usually in special albums) and
encourages correspondence with people from different parts of the globe.

In a museum space we address small postage stamps made of paper, which reflect in
a laconic visual form great informational and culturological material and preserving history of
state and of its culture for future generations.

A specific feature of postal museums is a complex chronological approach to collecting,
preserving, studies and public presentation of national philatelic collections (in case with
A.S.Popov Central Museum of Communications this is a State philatelic collection), which
include not only postage stamps themselves, but also all preparatory material for stamp
issuance, which is, first of all, of art origin and, secondly, documents the process of creation
and emission of postage stamps. In permanent exhibitions of other museums philately is
always present as an illustration of topical directions of activities of human society.

The experience of placement of philatelic items in the State catalogue of Museum fund of
the Russian Federation appeared to be rather interesting,

First of all, it became clear that practically all Russian museums are engaged in philatelic
activities, since they collect stamps and postal stationery. Secondly, these museum objects
appeared to be placed in different sections of the catalogue by different museums, directly
symbolizing works of art, architectural landmarks, technological artifacts; painting, literature,
graphic design, flora, fauna, navigation, etc. However, there is no single united section «Stamps
and postal stationery» in the State catalogue, in which philatelic items might be placed, and this,
of course, is a kind of a problem for the museums, which house large collections, especially for
A.S.Popov Central Museum of Communications, forming and preserving reference collection
of stamps and postal stationery, as well as for GOZNAK museum (Museum of State security
printing), since the notion of a philatelic collection (which has specific features and peculiarities
in terms of creation, collecting and presentation) appears to be absolutely mixed up with the
definitions of collections consisting of other museum objects.

Based on examples of museums of different profiles and scales, it is possible to see that
«extension» today is the most widely spread tendency for development of museum space, which
broadens the boundaries and horizons of the museum in the space of culture. Agreeing with
the reasoning of Ye.N.Mastnitsa, that a museum as a kind of space possesses quite a number
of specific features, since it is initially singled out of an ordinary space due to specific principles
of organization and functioning’ [2]; we notice how visual presentation of stamps and postal
stationery offers the grounds to assert that a museum space, as a theoretical notion cannot be
reduced to exhibition space only (which is the main form of cultural heritage presentation),
existing in the form of artificially created object environment and having synthetic scientific
and artistic nature and possessing an image-based and narrative structure. «Broadening of
boundaries» of a modern museum preconditions the modification of museum space, including
modernization of exhibition space, intensification of extra-exhibition space and inclusion of
information sphere.

For example, for A.S.Popov Central Museum of Communications, possessing a huge fund
of stamps and postal stationery of Russia and other countries, formation and preservation
of National collection of stamps and postal stationery of Russia as a reference collection, is
the most urgent task set by the founders of the museum within the frame of 357-FL “On

> MASTENITSA, Ye.N. Muscum space as a category of cultural theory. In: Third Russian Congress in cultural theory
«Creativity in space of tradition and innovation». SPb : Eidos, 2010, p. 217.
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introducing changes to the Federal Law on museum Fund of the Russian Federation” of July
3, 2016, in which its special conservation status was declared.

In connection with this, the solving of issues of forming National collection of stamps
and postal stationery and its public presentation as well as planning of events on creation
and support of stable relations with current and future participants of museum programs, is
the basic activity, in which the departments of the museum are engaged, creating programs,
contributing to exciting and stimulating interest in the topic of philately, as well as programs,
dedicated to “forming the mentality and behavior patterns” of their own visitors.

Thus, the practice of exposing and presentation of museum articles from the Fund of
stamps and postal stationery of A.S.Popov Central Museum of Communications and the
programs associated with it, is illustrative of modern tendencies, since it implies making use of
all peculiarities and potentiality both of museum objects themselves and of extended museum
space, providing for realization of the following functions:

-Cognitive function, associated with research of stamps and postal stationery and understanding
of their meaning, significance and role in cultural life of society. From the standpoint of
cognitive function all issues of postage stamps of Russia are exposed in the section «Postal
communication» starting from the very first issues of the Russian Empire and finishing with the
present time, totally about 10000 stamps arranged in special exhibition cassettes, protecting from
daylight and implying the support of constant humidity inside the cassettes. The demonstration
of these stamps is included with the general excursion and is easily accessible to individual
visitors. Besides, many topical exhibitions are arranged at the museum, which demonstrate
original philatelic material, for example, «10 kopecks for 1 lot» dedicated to 160-year jubilee of
the first Russian stamp issue, «City on the shores of Neva» dedicated to the birthday of the
city, «Football goes Eastward» dedicated to the world football championship-2018, «Philately
as an Art», etc.

-Conceptual-and-descriptive function, which enables to form an entire picture of origination of
philately as part of evolution of social-and-cultural sphere of activities of the Russian Society
from the beginning of stamp-issuing era till the present time; as well as

-Explanatory function, associated with scientific analysis of cultural complexes, phenomena
and events based on identified facts and regularities of development of social-and-cultural
processes, and visually presented by stamps and postal stationery and preparatory materials for
their issuance, for example, in the open storage fund «Treasury of stamps and postal stationery
of Russiax, created in the period of revival of A.S.Popov Central Museum of Communications
in 2003.

-Worldview function, associated with:

e  Implementation of social-and-political ideals in timbrology, for example, images of
philatelic diplomacy;

° Development of issues of pattiotic upbringing;

and

e  Fully represented in research reports and papers of participants of annual scientific-
and-practical seminars on history of post and philately, which are organized by the museum
during the International letter-writing week on the Day of the Universal Postal Union, for
example in 2018 already for the 9™ time;

And also

e Topically embodied at the temporary exhibitions.
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A collection of papers is published summarizing the results of seminars.

-Educational function, associated with the dissemination of knowledge and evaluation of cultural
phenomena, which help the researchers and all those, who are interested to get acquainted with
regularities of such social phenomenon as timbrology, in terms of its function of visualization
of various trends of development of human society. This function transcends the boundaries
of exhibition space and beyond the boundaries of the museum it takes the form of the process
of acquainting starting collectors with the issues of timbrology and philately according to the
program «Philately for everybody»’, initiated by the museum. The first part of the program
consisting of six lectures and practical lessons, was successfully completed in spring 2018,
while the second will take place already in May. According to the requests of regional philatelic
societies, collectors and museums of other regions of the country, it is planned to organize the
next series of lessons of 2019 with the use of Internet online broadcasting, It will be a proof
of the fact that philatelic information space is connected to the educational activities in the
museum.

-Function of supporting international cooperation in the field of timbrology and philately, which
enables to trace the routes of Russian cultural values, which went abroad during different epochs
and which move from one owner to another, having an intention to return our heritage back to
Russia some day. Besides, it offers opportunities of finding cultural identity, at least after seeing
these objects at the exhibitions. The A.S.Popov Central Museum of Communications tries to
practice these kinds of activities at least with the Postal Museum of Finland; Museum of stamps
and coins of Monaco; other postal museums, also as part of activities of sub-committee of
scientific-and-technical museums «SIMUSET» of the International Museum Council ICOM,
in which postal museums are also included; it takes part in exhibitions «100 rarities of world
philately»’, organizing joint exhibitions and taking part in them, like for instance, in Russo-
Finnish exhibition of historical postcards “100 years ago...” as part of Russo-Finnish Cultural
Forum, which was accessible for wide audience in Saint-Petersburg since October 3, 03, 2017
till November 1, 2017 at the A.S.Popov Central Museum of Communications and in Tampere
since January 16, 2018 till February 18, 2018 at the Museum Center Wapriikki, taking part in
international exhibitions under the auspices of International Federation of Philately (FIP and
FEPA).

Active penetration of new digital technologies to the museum sphere became one of the
most remarkable processes of the turn of the 21° century. To a great extent it is explained by
quick growth of means of information-related telecommunication®. In this respect A.S.Popov
Central Museum of Communications has certain advantages and additional opportunities, since
it is reconstructed and revived already in the 21 century, which mans that it is equipped with a
modern system of technologies for support of the exhibition, workplaces of museum workers
and centralized control over their work. From the standpoint of connecting information space
the museum also has accumulated certain experience of creating and demonstrating in exhibition
space multimedia products in DVD format from the field of timbrology and philately, like the
following ones: «First Russian postage stampy, «Stories about Polar Post», «The Era of Space».
Technological potentiality of the museum is also used for preparing publications on history of

¢ BAKAYUTOVA, L.N. Philately: museum approach. In: Bulletin of Saint-Petersburg State University of culture and Arts,
vol. 33, 2017, No. 4, pp. 95-100.

T Vapriikki. Museum of the Century of Finland. Exhibitions of 2018. Annual report.

¢ SMIRNOVA, T.A. Digital technologies in the space of a museum exhibition: technological, conceptual and
communication potentiality. In: Culture, management, economics, jurisprudence, 2010, No. 1.
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the Russian postage stamp in the form of books, albums, booklets, articles in the magazines.
Once again at the new stage of modern history we have to address the issues of technological
innovations and look inside the «augmented reality», which will help to see the museumification
of stamps and postal stationery from a new angle of observation.

All the above listed entities: history, categories, art image and function of postage stamp and
of other philatelic products tells us about universal significance of these museum objects as
works of art created by the best artists of their time, who immerse the onlookers into history,
which becomes vivid and as works of graphic design, which have large print run and which
perform the function of delivering information to the people.

In both cases the address to the problems of presenting the indicated objects in a museum
space as seen from the angle of cultural theory is dictated by the vitality of corresponding notions
and categories. The set of notions and categories is in this case the most important component
of the system of logically organized approach to studying and museum presentation of stamps
and postal stationery as museum objects, which reflect the most important information on the
development of human society and takes the form of a set of categories and terms, which
enable to reflct in generalized form the phenomena, which are studied by timbrology, as well as
connections between timbrology and philately, influencing the visualization of museum objects
in a museum exhibition and the development of new programs, associated with this topic,
including the mastering of broadcasting and Internet space.

Conclusion

Significant changes currently take place in the world in terms of approach to issues of
timbrology and philately, which are touched upon in this article sin a general context. The
significance of presenting stamps and postal stationery in museums and at the exhibitions,
interest in studying history, associated both with philatelic objects themselves and with the
topics, which are reflected on these objects as well as forecasting the perspectives of evolution
of stamps and postal stationery and, possibly the changes of their functions caused by changes
in their positioning; it is supported by the growth of scientific and professional seminars,
organized at different levels, conferences, temporary exhibitions, and even by creation of new
museums of postage stamps.

The paradigm of time enables us to forecast “a burst of interest” in stamps and postal
stationery at a new coil of historical spiral, revival of the notion of «philatelic collecting», which
includes a new look at systematizing, structuring and presentation of collections as museum
exhibits. Among the forecasts of those, who is involved in working with philatelic objects and
is motivated by it we meet rather positive and particular forecasts. For example, it is supposed
that collecting maximum cards will be much more popular, since it implies research, looking
for material, selection of appropriate items and art creativity of the collector, not simply buying
of material. What concerns museological treatment of philatelic objects, we see an intensive
flow of philatelic information in the world web and it will continue and develop in other forms,
for example, in the form of creating private museums, both real and virtual, development of
computer games and interactive communication. Nowadays both in the West and in Russia
there is a wide use of such a new phenomena of the youth culture as “Punk ethics DIY”
(“Make it yourselves”), connected with issue of alternative magazines and correspondence. It is
very popular among young people, and for example displayed in the permanent exposition of
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the Finnish Postal Museum in Tampete as a topic: “Punk fanzines and letters™

implementation of computer technologies will prevail in museum activities, both as augmented
reality and intensification of mastering broadcasting and mass media sphere and Internet space
in the world web and in radio broadcasting, since the extension of information space of a
museum will offer huge opportunities to development in the field of museum planning in the
fields of timbrology and philately.

Introducing the term of «timbrology» finds its expression in a set of notions and catgories,
which bears interdisciplinary nature and is used for the sake of an opportunity for all specilists
of the world to speak the same language after having developed a standardized united glossary
as a vehicle for informative delivery of results of research work with historical objects in the
field of history of post and postal stationery.

We rather distinctly separate the idea of stamps and postal stationery as the basic profile-
related museum material for different groups of visitors and researchers in different kinds of
museum space, especially inn postal museums, and as illustration of basic topical ditections in
museums of other profiles. Therefore, in connection with numerous requests for consultations
from other museums the specialists of A.S.Popov Central Museum of Communications work
on an algorithm, which gives an opportunity to offer professional methodological assistance

. Besides, large

to the museums, which possess collections of stamps and postal stationery, however have
no experience in classifying. Systematizing, describing and exposing such kind of objects in
permanent exhibitions of their museums.

A direction of activity, which is important for museum philately is the creation and
preservation of stable connections with «their own visitor», i.e. a beginner, who just starts
to collect or to study stamps and postal stationery, as well as involvement of new visitors in
philatelic activities due to development of new and newest programs, which correspond to
strategic plans of A.S.Popov Central Museum of Communications.

An attempt to substantiate the feasibility of creating a separate specialized section of the
State Catalogue of Museum fund of the Russian Federation, dedicated to stamps and postal
stationery as unique, having their own specific nature and peculiarities, museum objects, which
have no analogs, is currently reduced to waiting for approval by the Ministry of culture of the
Russian Federation unified rules of recording, preservation and use of Museum Fund of the
Russian Federation, a part of which should be the Regulations concerning National collection
of stamps and postal stationery, will later on offer an opportunity to address the ministry
with a proposal to create a separate section in the State catalogue of the Museum Fund of
the Russian Federation. The first step towards this is already made, the Federal Law No.357,
which entered into force since 01.01.2017, National collection of stamps and postal stationery
(NCSPS) already received a special conservation status. The work is currently in progress on
Regulations concerning NCSPS.

Modern world is full of discoveries and findings, which often lads to overthrowing of long-
standing ideals, transformation of mentalities, change of ideologies. Timbrology and philately
occupy their special place, retaining obvious interest of the people for a rather long time. At
the same time a person, who lives in constant atmosphere of uncertainty and changes, looking
for his/her place in the surrounding wotld and cultural roots, is willing to visit a museum,
supposing that it is there, that he will find assistance in finding answers to the questions, which
he or she states. Isn’t this circumstance one of the reasons of our interest in the museum?

? Vapriikki, ref. 7.
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And isn’t this interest the very reason why we cover the distance of hundreds and thousands
kilometers in order to see authentic «Night Watch» by Rembrandt or «Boat of Peter the Greap'
or unique «Russian paim, the first Russian postage stamp?

Thus, museum work particulatly with stamps and postal stationery, which reflect the entire
human history, enables both museum employees and visitors to the museums to find answers to
the questions, which are expressed from the new standpoint are placed on unusual information
carrier; involves in search and scientific studies; contributes to self-realization and assists social
adaptation in individual groups (museum communities, clubs) or in human society as a whole''.

Pict.1-3.
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Miners’ Folk Art in the Collections of Stovak Mining Musenm

The article presents artifacts of folk mining art in the collections of Slovak Mining Museum in Banska
Stiavnica, such as sculptures of miners in home altars and nativity scenes, models of mines hidden
in bottles, or models of the town’s architectural landmarks. We can further find there sacral folk oil
paintings with mining motifs, or utility objects decorated with mining motifs like wall clocks, plates, jugs,
walking sticks. The article also describes the most famous creators of folk mining art, the most used
materials and basic production techniques.

Keywords: folk art, miners, votive statues, mines in a bottle, nativity scenes, Jozef Cerven

Uvod

Banictvo podnecovalo vytvaranie $pecifickych hodnot, ktoré maju svoje trvalé miesto
nielen v slovenskej, ale aj v eurdpskej I'udovej kultdre. V banickych lokalitich dochadzalo
k dlhotrvajicim kontaktom medzi etnickymi skupinami. Jednotlivé banicke strediskd menili
svoju tvar v zavislosti od historického vyvoja, prirodnych podmienok, socidlnej skladby,
religiozity. Silny vplyv na banské mesta mali aj okolité pol'nohospodarske obce a ich kultira.
Na vyvoj vplyvali obdobia stagnacie banictva nutiace k hl'adaniu alternativnej obzivy. Produkty
takychto vedl'ajsich zamestnan{ (napriklad rezbarstvo, ¢ipkarstvo) prerastli ¢asom do umenia.

Vyskumu l'udového umenia banikov sa na Slovensku venovala najmi etnologicka Ester
Plickova. Podl'a nej zili banici v dichotémii dvoch svetov. Sveta §tolni a $acht bez slnka a zelene,
v ktorom stravili vic¢sinu dna, a krasnej zivej prirody v okolf ich obydli. Podla E. Plickovej sa
prave toto kontrastné posobenie najviac odrazilo v ich umeleckej tvorbe.! Uznavana etnologicka
tiez poukazovala na poznanie zakladného materialu vytvarnej tvorby banikov — dreva, s ktorym
prichadzali denne do kontaktu. Vo svojich dielach radi pouzivali aj iny déverne zndmy material,
a to nerasty. Spomenuit’ mozno galenit, pyrit, chalkopyrit, sfalerit, ametyst alebo citrin.

Banici sa dominantne venovali najmi rezbarstvu. Ustrednjm motivom sa stala postava
banfka a jeho praca. Banikov stvarniovali v podobe dekoracnych predmetov, ktoré sa objavovali
v ich domicnostiach vo forme sosiek v domacich oltirikoch, ako sucast’” modelov bani alebo
betlehemov. Banici sa spociatku venovali rezbarstvu ako zalube, neskor sa stalo ddlezitym
doplnkovym zamestnanim a rieSenim zlej socialnej situacie banickych rodin v ¢asoch stagnacie
banictva.?

! PLICKOVA, Ester. Banictvo. In: BOTIK, Jan (ed.). Hont. Banska Bystrica : Osveta, 1988, s. 119-137.

2 DENKOVA, Zuzana. Doplnkové zamestnania banikov v ¢asoch stagnacie banictva (s akcentom na rezbarsku
produkciv). In: GECZYOVA, Iveta (ed.): Domdca vyroba a doplnkové zamestnania v Eultiirno-spolocenskych sivislostiach (vo
vztabu k miizenym bierkam). Etnolég a muzeum, zv. XVIIIL Prievidza : Hornonitrianske muizeum, 2014, s. 78-91.
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Najsilnejsim centrom banickeho rezbarstva sa od konca 18. storocia stala oblast’ Banskej
Stiavnice.’ V snahe podchytit’ Pudové rezbarstvo bola koncom 19. storodia zalozend
v Stiavnickych Baniach rezbérska $kola.* Tento $tatny zasah mal dopomdct’ banfkom k vedPajie]
zarobkovej ¢innosti. Banici (hajma banski uc¢ni) sa ucili zaklady rezbarskej techniky a vyrabali
nielen umelecké predmety, ale aj predmety dennej potreby a hracky. Na druhej strane skola
potierala individualny vytvarny prejav kladenim dérazu na realistické stvarnenie motivov, ¢o
viedlo k postupnej nivelizicii banickeho rezbarskeho umenia.®

Prispevok priblizuje kolekciu Fudového banickeho umenia z roznych lokalit stredoslovenskej
banskej oblasti v zbierke Slovenského banského muzea v Banskej Stiavnici (d’alej SBM): bane
vo flasi, pohyblivé modely bani, olejomal’by, sosky aususnikov, betlehemy ¢i malované salase,
ktoré muzeum ziskavalo v ramci akvizicii od 20. rokov 20. storocia. Kolekcia banickeho
Pudového umenia svojou struktirou i poctom patri medzi vyznamné kolekcie v slovenskom
istredoeurépskom kontexte a spolocne so zbierkovymi kolekciami najmd mad’arskych, pol'skych,
nemeckych, rakdskych, ¢eskych, ale aj d'alsich eurépskych muzei prispieva k hlbsiemu poznaniu
eurépskeho banickeho umenia. Syntetizujuci pohl'ad na fenomén banickeho 'ndového umenia
v medzinarodnom kontexte v§ak chyba.

Plastiky banikov z dreva

Zakladnym produktom rezbarskej prace banikov boli votivne plastiky, ktoré sa este v prvej
polovici 20. storocia bezne objavovali v domovych nikach,
domacich oltarikoch, pricestnych kaplnkach, kostoloch,
cachovniach alebo vo vyklenkoch pri portaloch $tolni. Plastiky
zobrazovali Pannu Mariu, Jezisa Krista, banickych patréonov
a inych svitcov. Specifikom banickeho Pudového umenia boli
sosky banfkov, tzv. adorujicich aususnikov. Aususnici tvorili
ptiestorové kompozicie so svitcom, ktorému sekundovali,
drziac v rukdch drevené svietniky. Banici ich zobrazovali
Obr. 1: Jdn Sule: Adorujiici ansusnici, najmi ako osvetlovacov liturgickych obradov, lebo si ich tak
drevo, polychrémia, 1. polovica pamitali. Aususnicka tradicia bola v minulosti vjznamnym

20. storocia, Stefultov. Foto: K. kultirno-historickym  Specifikom montinnych lokalit
Patschova, zbierka SBM

Slovenska. Nemecké slovo Ausschuss (vybor) naznacuje, ze
islo o ¢lenov banickeho vyboru, neskor bratstva. Aususnika v niektorych banickych lokalitach
nazyvali faciget, z nemeckého eine Fackel tragend, Cize nosic¢ fakle.’

V zbierke SBM opatrujeme 58 plastik aususnikov (28 parov). Ich vyroba sa v f'udovom
prostredi rozédirila v 19. storo¢i, vicsina pochadza z druhej polovice 19. a prvej tretiny 20.
storo¢ia. Autormi plastik, ako pise Rut Lichnerova, boli neznami autoti zo Stiavnickych

3 PLICKOVA, Ester. Motivy banickej price vo vjtvarnom prejave banikov (Montanna oblast’ Banskej Stiavnice). In:
Slovensky ndrodepis, ro¢. 21,1973, ¢. 1, 5. 3-22.

+ TREPKOVA, Zuzana. Rezbérska diclfia v Piargu. In: Viastivedny casopis, ro¢. 19, 1970, ¢. 4, s. 186-189; T4 ista.
Ucebna dielnia na spracovanie dreva v Banskej Stiavnici. In: Tamse, ro¢. 20, 1971, ¢. 4, s. 28-31.

5 PLICKOVA, ref. 3, s. 8.

$ DENKOVA, Zuzana — CHOVANOVA, Iveta. Minulost’ a sic¢asnost’ aususnickej tradicie. In: Efnologické rozpravy,
ro& 20, 2013, & 1-2, s. 120-137; DENKOVA, Zuzana. Au$usnici na prahu 21. storocia (premeny vyznamného
fenoménu banickej kultiry). HARVAN, Daniel (ed.): Zbornik prednisok z 13. Erbe sympizia. Banska Stiavnica :
Slovenské banské muzeum, 2015, s. 146-156; RAMMINGER, Johann. Neulateinische Wortliste. Ein Worterbuch
des Lateinischen von Petrarca bis 1700. Neulatein. [Online] 2007. [Ditum: 5. marec 2013.] www.neulatein.de/
words/2/009750.htm.
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Bani, Hodruse-Hamrov, Stefultova, Banskej Stiavnice a Novej Bane.” Vdaka poznimke
v dokumentacii poznime priezvisko jedného vjrobcu — banika Neuschla zo Stiavnickych Bani.
Podla charakteru rezby sa mu da pripisat’ autorstvo dvoch aususnickych parov. Pri dalsich
troch péaroch je predpoklad, e vznikli v rezbarskej dielni Jana Sulca zo Stefultova. Totozny
sposob rezby vykazuju 1 dalsie $tyri pary, a teda mo6zu pochadzat’ z rik jedného autora. Podla
analjzy kolekcie mozeme predpokladat’, 7e len v Banskej Stiavnici a okoli pracovalo okolo 20
Pudovych rezbarov. V kolekcii plastik sa nachadza i jeden mohutny doskovy par aususnikov,
ktory sa pravdepodobne pocas slavnosti (napriklad banickej ofery) vykladal pred vchod $tolne
v Hodrus$i-Hidmroch. Sacast’ou instalicie bolo i Bozie oko, ktoré sa umiestfiovalo do stredu
nad portal.

Rezbiarsku techniku a malovanie zvladali F'udovi vyrobcovia na rozli¢nej rovni. Objavujeme
disproporcéné plastiky bez detailov i precizne diela. Nebolo vynimoéné, ze plastiku vyrobil
rezbar, ale pomaloval si ju majitel, pripadne boli banici, ktoti rezali a dielka posuvali inym,
ktorf len malovali.

Plastiky st odeté v bielom saku prepasanom osliadrom, v ¢ervenych nohaviciach a obuté
maja ¢izmy. Stojaci aususnici maji na hlave zelend ¢iapku (lodicku alebo vys$siu ovalnu ¢iapku),
kP'aciaci ju nemaji na hlave, ale zlozenud na kolene alebo zemi. Ruky maja sosky biele, autori tym
stvarfiovali ich zahal'ovanie do rukavic, odpozorované z realneho zivota. Zakladnou rekvizitou
sosiek je svietnik. Zvycajne vo forme jednoduchého dreveného drzadla s ohradkou — v realnom
zivote zachytavajucou stekajici vosk, v ktorej strede sa vynima kovovy hrot na sviecku. Len
vynimocne drzia sosky v rukach aj nieco iné, napriklad banicky fokos, kahanec, sekeru alebo
drevené korytko na rudu. Pre stabilitu st vetky postavy umiestnené na drevenom podstavci.®

Modely bani

Modely bani patria medzi klenoty l'udového vytvarného
umenia. Stvarfiovali to, ¢o bolo banikom doverne znime,
ich pricu a zivotny priestor. Modely bani sa zacali vyrdbat’
medzi rokmi 1900 az 1940° a vyrabali sa vo forme vkladaciek
do fliad alebo modelov na podlozke, z ktorych bolo niekolko
aj pohyblivych.

Modely banf na podlozke sa vyrabali z lepenky, zdobili sa
ulomkami nerastov a medzery medzi prvkami architektdry
sa vyplhali machom. Zachovali sa velké i malé diela,
zakladom kazdého z nich st $tolne, Sachty a banici. Ako pise
E. Plickova, vo velkych modeloch moézeme objavovat’
, bansku techniku a banskd pricu v jej novsich, aj starsich
J formach, od stredoveku az po koniec 19. a zaciatok 20.
storocia."” Vo velkych modeloch je banskd prica zobrazend

Obr. 2: Jozef Cerverr: Pohyblivy model ) R , ..
bane, 1910 = 1920, Banska Stiavnica vV horizontoch (obzoroch). Na najvy$som poschodi zvycajne

Foto: L. LuZina, zbierka SBM povrchové banské budovy (huty, gaple, klopacky), stromy
a krize. Na niz§ich poschodiach rozoznivame podzemné

7 LICHNEROVA, Rut. Banicke Pudové umenie v zbierkach Slovenského banského muzea. In: Zbornik Slovenského
banského miizea, roc. 16, 1993, s. 203-208.

8 DENKOVA, Zuzana — CHOVANOVA, Iveta. Nezabudnuti au$usnici. Banska Stiavnica : s. n., 2013, 80 s.

9 PLICKOVA, ref. 3, 5. 9.

10 Tamze, s. 3-22.
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prace, ako spust’anie banika pomocou rumpalu (pricom banik sedi na kozenom sedadle —
tzv. knechte), dobyvanie rudy, pracu s kladivom a Zeliezkom, respektive s klinom a kladivom,
vyberanie a vyklepavanie rudy. Nechyba transport rudy v huntoch. Mézeme pozorovat’ ¢erpadla
na vodu, tesarske prace na vydrevach, $tolne, Sachty, klietky a rebriky, ktoré spajajui jednotlivé
poschodia. Banici maji ¢asto v rukach kahance.

Vrcholom tvorby velkych modelov su kompozicie Jozefa Cervena, v ktorych sa banici pri
otacani kl'uky pohybuji.'" Na vrchnom poschodi jedného takéhoto modelu vidime banské
budovy, ako bansku klopacku s banikom, Ukrizovanie, konsky gapel, banika s huntom pri
vyklopniku, z ktorého putuje ruda do stupy pohananej vodnym nahonom. Pod vrchnym
horizontom zas vidime podzemné price: spist’anie banika na knechte, dobyvanie a transport
rudy, tesarske prace, ¢erpanie vody, $tolne, Sachty s klietkami i rebriky spajajice obzory. VoIné
plochy st vyplnené mineralmi, mineralnou drt’ou a machom. Banici st odeti v aususnickom
odeve. V modeli objavujeme aj pestrofarebne odetych banskych skriatkov —permonikov. Na
stupe, gapli i portali $tdlne je znacenie vyraznym banickym znakom.

Jozef Cervent (1861 — 1932) bol asi najplodnej§im autorom banickej Pudovej rezby prvej
polovice 20. storocia. Jeho prace pochadzaji od zaciatku 20. storocia az do zaciatku 30.
rokov, aj ked’, vraj, podla jeho spomienok, ktoré publikoval E. Klementis, zacal vyrezavat’
uz ako desat’ro¢ny. Pracoval v bani, po deviatich rokoch a mnohych trazoch vsak musel
pracu zanechat’. V snahe uzivit’ pocetnu rodinu hl'adal ndhradné zamestnanie, ktorym sa stala
prave udové rezba.'”> Mnohé nesignované diela v zbierkach muzei dnes prisudzujeme prave
J. Cetvetiovi. Tvoril aj Jozefov brat Stefan, neskor, v 70. — 80. rokoch, aj dcéra Terézia Simonova
a syn Vojtech.

Obt. 3: Jozef Cerveri: Stibia (spomienkovy Obr. 4: Stefan Pivarsi: Popolnik  (spomienkovy
predmet), 1910 — 1930, Banska Stiavnica predmet), polovica 20. storodia, Stefultor. Foto: K.
.Foto: K. Patschova, zbierka SBM Patschova, zbierka SBM

Banici vyrabali aj mensie modely, ktoré tvorf jedna $tolna a dve — tri postavicky banikow.
Vyrébal ich ako spomienkové predmety najmi J. Cerveni. Pokra¢ovatefom tradicie bol v druhej
polovici 20. storo¢ia rezbar a bansky mera¢ Stefan Pivaréi (1915 — 1989) zo Stefultova, ktory sa
spociatku venoval, ako piSe E. Lovasova, najmi sakralnej tvorbe a neskoér reliéfnym obrazom
s motivmi banskych pric. Vyhotovoval vSak i mnozstvo spomienkovych predmetov na
objednavky Statnych institacii pri prilezitosti oslav alebo vystav."? V nich obohatil drevo, ako

1 PLICKOVA, ref. 3, s. 10.

2 KLEMENTIS, Eugen. gtiavnick}'r rezbar Jozef Cervetr. In: Shornik Shovenského ndrodného miizea, roc. 55,1961, s.
93-98.

13, OVASOVA, Eva. Rezbér Stefan Pivardi z Banskej Stiavnice. In: Zbornik Slovenského banského miizea, 1o¢. 18,1997,
s. 197-209.
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svoj zakladny material, o $tiavnické mineraly, ktor§mi napriklad dekoroval kompoziciu okolo
popolnika so $tolnou s banikom tlaciacim hunt, ktora je sicast’ou zbierky SBM.

Bane vo fl'asi

Bane vo flasi patria do S$irsej skupiny vkladaciek do
flias, ktoré vo vseobecnosti delime na profanne a sakralne.
Vseobecnym pomenovanim pre tento druh umenia st najma
v zahrani¢nej literature Flase trpezlivosti (Gedudlflasche,
Tirelemiiveg). V zbierke SBM je zachovanych 21 banickych
flias. Okrem nich uchovavame aj niekolko sakralnych
vkladaciek s motivom Ukrizovania, Kalvarie ¢i Narodenia.
Profinne nebanicke fl'ase, ako lode, zvierati vo fl'asiach
o flasi (detail), 1762, Banska a ’podobne, sa v nasej zbif.rke nt'anatchédz,ajﬁ. f?l’aée rézn;}mh
Stiavnica. Foto: L. Luzina, zbierka ~ Vyrobcov sa od seba li§ia najmi stvirnenim opornych
SBM stipikov (kazdy autor mal svoj sposob) a tiez poctom

poschodi (zvycajne vsak ide o dvoj- a trojposchodové fl'ase).
Co vietky diela spaja, je odev banikov, ktory je prevazne aususnicky.

Najstar§ou baniou vo flasi v zbierke muzea je dielo Johannesa Zinkrauta z roku 1762. Je to
jedine¢ny zbierkovy predmet, ktory sa na Slovensku v inych muizeach nenachadza a v Eurépe,
podla studie E. Lovasovej, existuju iba d'alie dve, jedna v sikromnej zbierke v Hamburgu
a jedna v mizeu v Soproni.'* J. Zinkraut pochadzal z Banskej Stiavnice a spolu s G. Blahom
a J. Schmidtom patril medzi znamych Pudovych umelcov 18. storocia. Zinkrautova fl'asa je
trojposchodovi, vyrobena z lipového dreva, mineralov, drotu a ako spojivo je vyuzity glej.”
Podla triedenia P. Hubera a O. Fitza' ide o ffasu typu A2 tvorenu drevenymi nosnymi piliermi
kruhového prierezu, povrchovo upravenymi polychréomiou cervenej farby a posypanymi
minerilnou drvinou. Plastiky su mensie ako vo flasiach mladsieho dita, maju v priemere 5 cm."”

Na prvom poschodi Zinkrautovej flase si znazornené prace na dobyvani (,dobyvke®)
s kladivom a Zeliezkom, ¢i doprava rdbaniny v banskych vozikoch — huntoch. Na strednom
poschodi vidime banikov pracujicich pri rumpali a hutnfkov v zelenych klobtikoch pri taviacej
peci. Na pracu dozeraju banski dozorcovia. Na najvyssom poschodi zasadaju komorski grofi

v bielych parochniach a zlato vysivanych kabatcoch.

Vicsina ostatnjch bani vo fPasi vysla z rik uz spominaného J. Cervetia a ¢lenov jeho rodiny
(T. Simonovej, V. Cervetia). Jeho fPase st najmi trojpodlazné s kostrou tvorenou drevenymi
nosnymi piliermi kruhového prierezu, povrchovo upravenymi polychréomiou a posypanymi
minerdlnou drvinou. Podlazia spdjaju rebriky. Na prvom poschodi je zvycajne inscenované
dobyvanie, banici v aususnickom odeve s kladivami a zeliezkami, huntiky plné rabaniny a banici
spust’ajuci sa na knechte. Na druhom poschodi sa nachddza rumpal, stavanie vydrevy alebo
bansky dozorca s banskym poriadkom. Aj v Cerveniovych fPasiach si na najvy$som poschodi
umiestnené povrchové budovy a zelen.

Vdaka biografickému portrétu J. Cervetia od E. Klementisa pozndme sposob vyroby flias.
J. Cerven najprv vyrezaval tela plastik bez rik, neskor dordbal ruky, ktoré k trupu priliepal

4 LOVASOVA, Eva. Bafia vo fTai z roku 1762 v zbierkach Slovenského banského muzea v Banskej Stiavnici. In:
Zbornik Slovenského banského miizea, roc. 19, 2003, s. 129-133.

15 Tamze, s. 130.

1 FITZ, Otto. — HUBER, Petet. Bergmdnnische Geduldflaschen. Wien : s. n., 1995.

T LOVASOVA, ref. 14, s. 131.
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e =B
Obr. 6: Jozef C:erpm“: Baria vo flasi, 1920 — Obt. 7: Terézia Simonovd: Baria vo flasi, 1973,
1929, Bansk4 Stiavnica. Foto: L. LuZina, Banska Stiavnica. Foto K. Patschovi,
zbierka SBM zbiertka SBM

pomocou gleja. Nasledne zhotovoval ostatné prvky kompozicie vratane uzavieracej zatky so
zatkovym krfzom. Plastiky maloval az nakoniec. Takto pripravené c¢asti pomocou pinzety,
drétikov a tenkych kliestikov vikladal do flias. Najprv kostru s opornymi stipikmi, ktoré naglejil
a posypal prachom galenitu zmiesaného s pyritom a chalkopyritom. Potom rozmiestiioval
plastiky a ostatné casti kompozicie. Flasu uzavrel zatkou tak, Ze najprv vlozil na $pagate
zaveseny uzavieraci zatkovy kriz, $pagat pretiahol cez previtanu zatku a kriz pritiahol tak, aby
sa zatka nedala vytiahnut’. Potom do dierky zastrcil dreveny klincek, aby sa $pagat neuvolnil.
Povrch zatky zaglejoval a dierku zaretusoval prachom galenitu.'®

Modely architektonickych dominant

Ozdobou zbierky SBM su okrem modelov bani
aj modely architektonickych dominant mesta Banska
Stiavnica pochadzajice z prvej polovice 20. storodia.
Zachovalo sa niekol'ko modelov Kalvarie, dva modely
Nového zamku, model Piarskej brany, banskej Klopacky
i oltara z neznameho kostola.

Najviac  zobrazovanou dominantou v dielach
miestnych Pudovych umelcov bola Kalvéria. J. Cerven
vytvoril medzi rokmi 1910 — 1920 jej mensie modely
z lepenky, papiera, machu a minerlov, ktoré prekryval i
sklenenou skrinkou pripominajicou $t6liiu s murovanym ‘ v, L.

j . . ; Obr. 8: Stefan Cerndk: Model Kalirie, 40.
portalom. Okrem kaplniek, kostolov a clenitého terénu 5, &y 20. storofia, Banska Stiavnica.
v nich objavujeme aj aususnikov. Foto: L. Luzina, zbierka SBM

18 KLEMENTIS, ref. 12, 5. 96.
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SBM sa hrdi mohutnym modelom Kalvirie s dizkou 162 cm a vyskou 111 cm. Model je
vyrobeny z dreva, papiera a mineralov a autorstvo prisudzujeme Stefanovi Cernakovi z Banske]
Stiavnice. Ten podPa udajov v prvostupfiovej dokumentacii vytvoril aj d’alsie dve umelecky
1 remeselne vydarené diela. Prvym je 102 cm dlhy a 63 cm vysoky model Piarskej brany, ktory
bol, podla zachovaného papierového $titka, sucast’ou vystavy Slovenskej 'udovej umelecke;j
tvorivosti v meste. Model Piarskej brany bol pravdepodobne zhotoveny v 50. rokoch 20. storocia.
Vytvoril tiez o nie¢o mensi, ale stale pomerne mohutny model Nového zamku. O umeleckom
statuse Stefan Cerndka sved&i akvizicia Mizea vo Svitom Antone, ktoré vlastni jeho slovensky
dvojkriz z mineralov. Spomienkovy predmet bol narodeninoviym darom Ferdinandovi
Coburgovi pri prilezitosti jeho 83. narodenin. Venoval mu ho v roku 1944 divadelny krizok
Andreja Trachleho Sitnianskeho vo Sv. Antone. Zhotovenie daru pre F. Coburga bola pre
autora pocta a tito skuto¢nost’ naznacuje, ze muselo ist’ 0 uznavaného rezbéra."”

Model Nového zamku vyrobila okolo roku 1970 aj Terézia Simonova. Remeselne jednoduché
dielo zobrazuje nielen historicky objekt, ale aj partiu aususnikov, ktori sedia prti stole a hraju
sa karty. Vzacnou akviziciou v zbierke muzea je mohutny model hlavného oltira kostola,
zobrazujuci sviatocnu svitd omsu, ktord pomahaju vysluhovat’ aususnici. Model neznameho
autora z Hodruse-Hamrov bol vytvoreny v prvej tretine 20. storocia.

Rovnako zaujimavym solitérom v zbierke je aj dreveny malovany banicky kolotoc¢
z Kremnickych Bani, ktory z{skalo mizeum v roku 1936. Je to praca neznameho autora z prvej
polovice 19. storocia. Na drevenom kolese je 11 plastik zndzorfujicich banska pracu od
dolovania v podzemi, cez Gpravnictvo az po odovzdavanie kovu banskému tdradnikovi. Plastiky
banikov si podobne ako v predchadzajucich dielach oblecené v uhorskom aususnickom odeve.
V spodnej casti je koloto¢ dekorovany banickym a uhorskym znakom. KedZe je na jeho vrchu
hak na zavesenie, domnievame sa, ze mohol sluzit’ ako svietnik.

Obr. 9: Nezgndmy antor: Model oltdra, 1. tretina 20. storocia, Hodrusa-Hamre. Foto: L. Luzina, zbierka SBM
Obr. 10: Negndmy antor: Banicky kolotol, 1820, Kremnické Bane. Foto: K. Patschova, zbierka SBM

19 Vo viroénej sprave Statnej priemyselnej skoly v Banskej Stiavnici (Odbornej $koly na spracovanie dreva) za kolsky
rok 1946/1947 sa nachadza zaznam o studentovi 1. roénika rezbarskeho oddelenia Stefanovi Cernakovi.
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Betlehemarstvo

Vyroba betlehemskych plastik sa zacala
v Eurépe rozvijat’ v druhej polovici 18.
storocia v doésledku reformy Jozefa IL.,
ktora obmedzila vystavovanie viano¢nych
betlehemov v kostoloch. Toto obmedzenie
vyvolalo u obyvatelov zaujem instalovat’ si
betlehem doma. Betlehem byval vicsinou
rozlozenyvrohuizbynadoske, ktorejvel'kost’
bola r6zna podla preferencii a finanénych
moznosti majitela. Betlehemské figarky sa
kupovali postupne a tiez sa i dedili, takze
Obr. 11: Jin Sule: Banicky betlehem, 1960, Stefultov. jeden rodinny betlehem mohol mat’ viacero
Foto: L. Luzina, zbierka SBM autorov a najstatsie figirky mohli byt’ aj sto
rokov staré. Na prekrytie prednej hrany dosky sa v Banskej Stiavnici a okolf vyvinula vjroba
mal'ovanych salasov ako d’alsieho $pecifika banickej l'udovej kultary.

Prave vd’aka banikom sa stala Banska Stiavnica spolu s okolitymi banickymi obcami centrom
slovenského betlehemarstva. Plastiky sa vyrezavali z lipového dreva a povrchovo upravovali
polychrémiou. Tematicky sa v betlehemoch znazornoval biblicky pribeh Kristovho narodenia.
V banickom prostredi doplfiali P'udovi vyrobcovia klasicky vianoény vyjav postavami banikoyv,
aususnikov, permonikov, Svitd rodinu umiestiiovali do §télne a podobne.

V zbierke SBM mame priblizne 40 betlehemskych siborov. Stvrtina z nich bola zhotovend
v Banskej Stiavnici, niekoPkymi kusmi s zastipené obce Hornd Roveii, Bansky Studenec,
Hodrusa-Hamre, Banska Beld, Vyhne, Svity Anton, Stefultov, Spania Dolina a Stiavnické
Bane. Najstarsi betlehem pochadza z polovice 19. storocia, jeho autora vsak nepozname.
Koncom 19. storodia boli vyrobené betlehemské figurky Stefana Horaka zo Stefultova, ktory
kombinoval drevo s textilom. Z rovnakého obdobia pochadza i dreveny betlehem Ignaca Graca
z banickej osady Banky® Z prvej polovice 20. storoc¢ia mame betlehem Ondreja Zorvana
z Banského Studenca, Jozefa a Stefana Cervefiovecov z Banskej Stiavnice a Jana Macka zo Svitého
Antona, ktorého betlehem so $tolfiou namiesto mastalky je i elektrifikovany. Osobnost’ou
tohto obdobia bol profesionalny rezbar Jan Sulc a jeho $tefultovska dielfia, ktord viznamne
ovplyvnila rezbarstvo v lokalite. V obdob{ socializmu betlehemarstvo stagnovalo, po roku 1989
zacalo tvorit’ niekol'ko Pudovych umelcov. Spomenit’ mozno Milana Gazdika z Banskej Belej,
Rastislava Hencela z Hornej Rovne, Vladimira Drexlera zo étiavnickjfch Bani alebo Tibora
Chovanca z Banskej Stiavnice.

Umelecky rezbar Jan Sulc (1894 — 1974) vyréstol,
podla studie E. Lovasovej, v rezbarskej dielni
v Stiavnickych Baniach pod vedenim Jozefa Krauseho
(ktory viedol dieliiu medzi rokmi 1919 — 1934). Jan
Sulc v dielni pracoval aj po vyuéeni. V roku 1923 sa
osamostatnil a zalozil si vlastna zivnost’ orientovana
na socharsky priemysel a vystavbu oltarov. Jeho dielfia

Obt. 12: Tibor Chovanee: Betlehens, 2000, Banska Stiavnica.
Foto: K. Patschovi, zbietka SBM

» LOVASOVA, Eva. Drevené vyrezdvané betlehemy 3 Banskej Stiavnice. Szeged : s. n., 2003, 50 s.
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v Stefultove vyrabala aj drevené maFované betlehemy. V roku 1943 zalozil firmu Folklér a viac
sa venoval vyrobe hraciek. V obdobi znirodiiovania bola jeho dielfia zrusena a az do odchodu
do dochodku pracoval v priemyselnom podniku v Banskej Stiavnici. Vo voPnom ¢ase sa viak
nadalej venoval vyrobe betlehemov.”' Aj vdaka tomu zaznamenalo muzeum v roku 1960
pozoruhodnu akviziciu, ked ziskalo jeho monumentalny betlehem s majestatnymi plastikami
a orientalnou architektirou s dizkou takmer tri metre, doplnenou vyjavmi z banickeho Zivota i
zo zivota slovenskej dediny.

Pre chudobnejsie rodiny zhotovovali banici papierové malované betlehemy. Jednotlivé
figirky boli nalepené na drevenej dosticke alebo lepenke a vystavovali sa tak, Ze sa zapichovali
do machu. Z tvorcov 19. storocia treba spomentt’ banika Trubana z Vyhni, Jana Schindlera z
Banskej Stiavnice a Jana Kocha z Banskej Hodruge, z prvej polovice 20. storo¢ia zasa banika
Plevu z Banskej Belej a Stefana Knoppa zo Spanej Doliny. Doma vyrabané papierové betlehemy
boli v druhej polovici 20. storoc¢ia nahradené lacnej$imi tla¢enymi betlehemami tovarenskej

vyroby.

Obr.
Obr.

. 13: Stefan Knopp: Banicky betlehem, 1921, Spania Dolina. Foto: K. Patschova, zbierka SBM
. 14: 2. Strba: Papierovy betlehem, 1900 — 1910, Tlija. Foto: K. Patschové, zbierka SBM

O< O

Mal'ované salase
S )~ Malované salase si pod nazvom betlehemské

— prospekty, pozadia ¢i krajiny zname v celej Eurépe.
BV Rakusku, Nemecku, Cesku i Taliansku sa intalovali

y za rozlozeny betlehem a tvorili jeho kulisy. Betlehem
sa potom rozkladal tak, Ze reSpektoval namalovana
scénu. Na jednu stranu sa rozlozilo mesto a na druht
motivy dediny. Podl'a spomienok banfkov tvoril salas
v ich domécnostiach popredie betlehemu a prekryval
' hranu dosky, na ktorej bol betlehem rozlozeny.
ol SRRV zbierke SBM uchovavame okolo 150 salasov. Ich

Obr. 15: [7gjtech Krabulec: Malovany salas vyroba nema na Slovensku obdobu. Vyskumu tejto

I(if Zé%oif?i’b?grf;né%{&lgane' Foto: K. tradicie sa venovala najmi E. Plickovd.”

F ——

2 LOVASOVA, Eva. Rezbir Jan Sulc z Banskej Stiavnice. In: Zbornik Slovenského banského miizea, ro¢. 17, 1995,
s. 147-161.

2 PLICKOVA, Ester. Malované salase — §pecificky prejav Pudovej maliarskej tvorby v severnom Honte. In: Sivensky
ndrodopis, 26, 1978, ¢. 3, s. 452-469.
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Malované salase sa vo vianocnom obdobi rozkladali nielen v domacnostiach, ale aj
v prostredi banskych prevadzok, napriklad pri t'aznych strojoch alebo vo vyklenkoch $tolni.
St to dva az tri metre dlhé papierové pasy (20 — 30 centimetrov siroké), pomalované vyjavmi
z pastierskeho zivota, niektoré obohatené o banicke prvky. Nachadzame v nich motivy krajiny,
architektary, udi, zvierat. Na jednom prospekte sa pohybuje 20 — 30 I'udskych postav a 50 az
100 zvieracich figir. Nechybaju kopce, kosiare, koliby a typické ¢innosti zo Zivota pastierov
ako pasenie, dojenie, vyroba mlie¢nych produktov. Stucast’ou kompozicie su aj muzikanti
a zvycajne sala$ na jednej strane otvara a na druhej zatvara obrovsky gajdos ¢i fujarista oprety
o strom. Medzi rokmi 1890 — 1950 p6sobilo v meste a okoli okolo 60 autorov. Okrem styroch
z nich boli podPa Plickovej vietci svojou profesiou banici.” Najznamejsim bol Jozef Daubner
zo Stiavnickych Bani, ktory takto hovoril o svojej vasni: ,,Bolo nds viac, takich babroson. Len abi
bolo na liter spiritusu na palenkn, tak ot 1 Sech svetich sme zacali robit, abi do 1V ianoc bolo hotové. Ach, v lete
nie, 10 i kebi najkrajsia Zena pri mne sedela, salas bi som nerobin.** Stefan Kirschner salase popisuje
takto: ,,Salas, to ug je takd dedina. Tie kopce sa tam porobenie, baca doji tam tie once, bainovka, pejo, vik
ide — uchiti oncn, bacla s kijakom leti za nim, aj pes. Kolkorazi aj koza tam nechibela. A valach. Ten nieson
na hlave, ten na chrbte oncu a fSeljak. A na kraj davali v3dy takich pohodinich valachoy, viete. Pot stromom
na pni sedi alebo fujaru mau alebo gajdi, tag abi to vinikalo. To vim tam bolo volaco krdsnuo. To bola pasija
na to pogriet’. <>

Z hladiska technického prevedenia sa postupne od 30. rokov 20. storocia zacina viac dbat’
na zachovanie proporcionality. Hovotf o tom 1 J. Daubner: ,,Raz prisou gn mmne sused, abi som nmu
urobin novi salas, taki isti ako on ug dauno man. To ale us neislo, lebo tam bou kohiit veii ako kurin a onca
velia ako valach. Ja som to spraviu potom riadne. Fsetko tam bolo ako velkost vigaduje. Este som tam dan viac
travi, tag mobou si aj pokosit.

Unikatne sd salase, na ktorych
objavujeme aj banicke prvky. Zvycajne
ide o banské budovy, portily stolni
alebo adorujucich aususnikov. Vzacnym
malovanym salaSom je salas z Banskej
Hodruse, na ktorom sa okrem klasickej
zelenej kopcovitej krajiny s pastcimi
oveckami objavuji  dvaja  adorujuci
aususnici. Jeden kla¢i pri mastalke
s narodenym Jeziskom a prindsa mu
dar — hrudu rudy. Nedaleko mastalky
vidime murovany portal stélne. Oproti
stoji druhy aususnik, ktory drz{ horiacu
Obt. 16: 2. Osvald: Malovany salas (detail), 1. tretina 20. sviecu. Banicke budovy sa objavuju
storodia, Stiavnické Bane. aj na salasi banika a propagac¢ného
Foto: K. Patschovi, zbierka SBM p , . .

pracovnika zavodu Rudné bane Banska

Stiavnica Viliama Ladzianskeho —zo
Stefultova z roku 1935. Na sala$ okrem vyjavov zo Zivota pastierov namaloval budovu $achty,
upraviu i permonikov ryzujicich zlato.

% Tamze, s. 468.
24 Tamze, s. 454.
% Tamze, s. 455.
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Sakralne 'udové olejomal’by

Kostoly a kaplnky zdobili v banskych lokalitich
Pudové olejomalby. Okrem centralneho sakralneho
motivu v nich objavujeme aj banicke prvky. Najcastejsim
motivom su adorujuci aususnici, ktorf nie su na obrazoch
dominantni, ale len dopliajd hlavny naboZensky motiv.
Okrem aususnikov sa na obrazoch objavuju banské
budovy a zariadenia (Sachtové budovy, gaple, portaly
$tolnf) a typickd montinna clenitd krajina. Obrazy
vytvarali F'udovi umelci pre banské pracoviskd, banicke
kostoly a kaplnky. Kazda Sachta mala svojho patréna
a jeho podobizen umiestnend na pracovisku bola
prejavom laickej zboznosti. Najcastejsie je na obrazoch
zachytena Panna Miria pri korunovacii alebo ako
Immaculata a Pieta. Vyber svitcov zavisel od sachiet,
zachoval sa obraz so sv. Jurajom, sv. Katarinou a swv.
Alzbetou.

Vic¢sina autorov obrazov nam nie je zndma,
Obt. 17: Negndimy antor: Korunovanie Panny signované su iba dva obrazy. Autorom jedného je Ignatz
Marie, prelom 19. a 20. storofia, Hodrusa- Oplusil, pri druhom poznime iba monogram MB.
Hamre. Py Najviac zachovanych malieb pochadza z prvej polovice
Foto: K. Patschovi, zbierka SBM ] ¥ p prvej p

19. storocia. Niektoré st vsak aj o sto rokov starsie,
vynimocne takéto obrazy vznikali este v 30. a 40. rokoch 20. storocia.

Obraz Regnum Marianum pochidza zo Sachty sv. Stefana v Stefultove. Sv. Stefana
odovzdavajiceho kralovské insignie Panne Marii doplfia zastup 6smich kPaciacich aususnikov.
Na d'alSom obraze adoruju aususnici pri nohach korunovanej Panny Marie. Nechyba portal
$tolne, Sachtova budova a gapel. Obraz z 19. storocia pochadza z majetku Banskej zavodnej
rady. Aususnici klacia aj pod d’al$im vyjavom korunovania Panny Marie z konca 19. storocia.
Kazdy mé v ruke kus rudy, jeden aususnik ukazuje rukou na dva plné banciare* polozené pri
nohach. Za aususnikmi stoja banski dradnici s kahancami. Okrem korunovanej Panny Marie
kompoziciu dotvaraju sv. Jan Nepomucky a sv. Augustin. Immaculata s Jeziskom sa nachddza
v centre obrazu neznameho autora z 18. storocia. Klania sa jej uhorsky aususnik. Mal'ba
pochadza z majetku farského tradu v Banskej Stiavnici a teda pravdepodobne z niektorého
z kostolov v meste. Podobny centralny motiv je aj na olejomalbe na plechu pochadzajucej zo

Svitého Antona. Panne Marii sa klania banik s korjtkom rudy a na ned’alekom portali stélne je
datovanie 1936. Aususnici kPacia pri nohach Panny Marie Sastinskej s mftvym Kristom v naruci
(Picta).

Kraciaceho aususnika vo dvojici s banikom v ¢iernej uradnickej uniforme objavujeme na
obraze s motivom sv. Katariny. Pri tomto obraze pozname jeho autora — Ignatza Oplusila.
Obraz namalovany na plech v roku 1816 pochadza zo Sachty sv. Katariny v Stiavnickych
Baniach. Ned’aleko adorujucich sa nachadza vchod do stolne, gapel, Sachtova budova a svitica
mé v ruke kus rudy. Dalgia olejomalba zo za¢iatku 19. storoéia s motivom sv. Juraja bojujiceho
s drakom pochadza z fary v Banskej Belej. Aususnik kI'aci pred §tolnou, v kompozicii nad nim

* Banciar — podlhovasty kosik, v ktorom vynasali z bane rudu. Lokalne vyrazy uvadza https://www.virtualna-
banska-stiavnica.sk/virtualna-stiavnica/banskostiavnicke-narecie /slovnik.
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kl'acf Zena, za ktorou sa vypina hrad, mozno insitne spracovany banskostiavnicky Stary zamok.
Dwaja uhorski aususnici kP'a¢ia pred dvomi §t6lfiami na malbe na plechu s motivom sv. Alzbety.
Obraz z prelomu 19. a 20. storo¢ia pochadza zo Sachty Alzbeta v Banskej Stiavnici a zobrazuje
sv. Alzbetu davajicu milodar zobrikovi. V pozadi st haldy, $achtové budovy a gaple. Adorujici
aususnik pod krizom pri vchode do §télne dotvara vyjav i na d'alSom obraze, ktory vsak nie je
sakrilny a zobrazuje gapel a klopacku na Sachte Maria. Obraz je signovany monogramom MB
a na portali $tolne je datovanie 1937.

Uzitkovo-dekorativne predmety ozdobené banickymi motivmi

Obr. 18: Nezndmy antor: Hrkd, prelom 19. — 20. storotia, Pukanec. Foto: K. Patschova, zbierka
SBM

Obt. 19: Anton Neuschl: Stojan na kalamadr, 2. polovica 20. storocia, Kunesov. Foto: L. Luzina,
zbierka SBM

Miuzeum uchovava viacero banicky zdobenych uzitkovo-dekorativaych predmetov: stojany
na kalamare, nastenné hodiny, vychadzkové palice, ale aj hlinené dzbany, taniere a sosky.
Spomenit’ mozno napriklad stojan na kalamdr rezbara Antona Neuschla z Kunesova, ktory
zdobia tri postavy na podstavcoch — permonik s lampasom a sekerou, bansky uradnik s banskou
lampou a aususnik s kahancom. Muizeum uchovava i d’alSie minerdlmi zdobené stojany na
kalamare, drziaky na hodinky v tvare papucky, dézy a t’azidla, dielka, ktoré prisudzujeme najma
J. Cerveniovi.

Banicke motivy objavujeme aj na nastennych hodinach, tzwv.
schwarzwaldkach, ktoré si doma banici premalovavali sami. V zbierke
muzea mame Styri sekundarne zdobené kuchynské hodiny. V archivolte
jednych nahradil pévodny dekor aususnik klPaciaci pod pricestnym
krizom ned’aleko kaplnky a $tolne. V injch hodinach sa aususnik opiera
o banicky fokos a v ruke zviera kahanec, kym iny kl'a¢i pod krizom. Jedny
hodiny su také poskodené, Ze sa vyzdobny motiv ned4 identifikovat’.

Obr. 20: Nistenné hodiny, 1. schwarzwaldky, 19. storoie, Bansky
Studenec. Foto: K. Patschova, zbierka SBM)
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Ucupeného kl'aciaceho aususnika nachadzame na rukoviti vychadzkovej palice z prelomu
19. a 20. storocia. Rozoznat’ sa da typicky uhorsky odev a banicke kladivo a zeliezko v narudi.
Na sklomalbe hutného dozorcu Jana Daniela z Banskej Stiavnice z druhej polovice 19. storodia
adoruje aususnik pod pricestnym krizom. Ned’aleko je vchod do S$tolne. Kl'ac¢i na pravom
kolene a jeho sako ma zapinanie na sposob atily. V oboch rukach drzf banicku ¢iapku, na ktorej
nechyba banicky znak.

Na hlinenych dzbanoch a kr¢ahoch z Pukanca nachadzame postavicky banfkov pri praci,
banicky pozdrav i iné napisy. Podla insitného prevedenia usudzujeme, Ze si ich banici malovali
sami. Na neglazovanom dzbane z Kune$ova (z roku 1825) objavujeme dvoch kl'aciacich
aususnikov pred portalom $tolne. V rukach drzia mosadzné kahance. Ako zbojnici alebo husari
vyzeraju auSusnici na hlinenom pukanskom kréahu z roku 1842. Farba odevu zodpoveda
aususnickej uniforme, strih je na spésob husarskej uniformy. Aususnici pracuju na dobyvani
rudy, v rukach maja banicke kladivo a Zeliezko a maliar ich aj pomenoval. Jeden sa vola Franco
a druhy Michal Vindi¢, pravdepodobne sd to ¢lenovia haviarskej partie. Vijav doplnaja
huntstosiari (pri jednom napisané Fero s huntom a pri druhom Cigela, meno necitatel'né). Na
banikov dohliada bansky dozorca.

7 obce Stiavnické Bane pochidza pukansky hrka¢ na uskladnenie a transport vody
s tmavozelenou glaztirou, s malovanym banickym znakom a pozdravom Glik auf. Zdobi
ho sest’riadkovy napis v slovencine v znent: ,,Ja som hanzo 3/, mdm vo valku penazi. Banicki milddenci
horkd V asa picha, otpadli vam sople na poldruba rifa. Banicki middenci /i novin(?) vds skapali pomie povedali
na vds. “Sucast’ou kolekcie banickej F'udovej hrnciny su dva dekorativne pukanské taniere, kazdy
jeden na dne ozdobeny klaciacim aususnikom. Ich odev v8ak nie je zachyteny presne, biele sako
a ¢ervené nohavice st doplnené modrou vestou. Obaja vSak drzia horiacu sviecu.

Pukanski hrnciari vyrabali od polovice 19. storocia do prvej tretiny 20. storocia aj plastiky
banfkov — aususnikov, ktoré mozeme povazovat’ za regionalnu zvlastnost’ severozapadného
Hontu. Plastiky sa insitne modelované i kolorované. V zbietke SBM sa nachadzaji tri pary
sosiek a jedna plastika, ktorej ,,dvojicka® chyba. Vsetky klacia a v rukach maju bandciar.
Obleceni st v bielom saku, réznofarebnych nohaviciach s lampasmi, ktoré maju prepasané
tmavym osliadrom. Sako zdobia roznofarebné gombiky. Obuté maji ¢izmy a na hlavach
lodi¢ku s banickym znakom. Vyska plastik sa pohybuje od 14 do 21 cm. Pravdepodobne ide
o votivne plastiky, ktoré mohli zdobit’ banské pracoviska, ked’ze su vyrobené z trvanlivejsicho
materialu. Ich funkcia a $irka produkcie je vSak zahalena tajomstvom. Vyrobcovia sosick nie
st znami, do zbierky muzea boli ziskani od znameho banskostiavnického starozitnika Emila
Reifa v rokoch 1930 a 1932. Okrem banfkov sa v zbierke nachadzaji i rovnako vytvarne rieSené
plastiky muzikantow.

Zaver

LPudova kultara banikov bola mnohovrstvova. Odrazala sa v nej ich t'azka praca v podzemd,
izolovana od vonkajsieho sveta, ktora bola v protiklade s ich nadhernym domovom. Banicka
krajina poskytovala unikatne prirodné scenérie, pre banikov vSak bola skor obrazom ,,na
pozadi®, po ktorom tdzili, ktory milovali, ale s ktorym sa denne, pri zostupovani do podzemia,
museli lacit’.

V banickom 'udovom umeni objavujeme emécie, ktoré ovplyviioval najmi strach o zdravie
i zivot. Banici sa kazdy den pred sfaranim odovzdavali do bozich rik a silny nabozensky prvok
nachadzame aj v ich umeleckych dielach. Banikom v tvorbe pomaéhala vynaliezavost’, tej sa tiez
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naucili v bani, kde si museli poradit’ sami a len z toho, ¢o mali po ruke. Pracovné prostredie
ovplyvnilo vyber materidlu, ktorym sa stalo vsadepritomné drevo a mineraly. V ich kulture tiez
pozorujeme boj o zivobytie, najmé v chorobe alebo po draze, ked’ sa nedalo farat’, ale kazda
banicka rodina zila z jedného platu. Preto sa umelecka tvorba stavala doplnkovym zamestnanim
a niekedy aj hlavnym zdrojom obzZivy.

Banicke I'udové rezbarstvo povazujeme za klenot 'udového vytvarného umenia. Banici
vytvorili za posledné dve storocia mnozstvo diel, ktorych spolo¢nym prvkom sa stala postava
adorujiceho aususnika. Aususnicka tradicia vyznamne ovplyvnila 'udové umenie v lokalite.
Aususnici so sviecami sa objavovali vo forme votivnych plastik v domovych nikach, domacich
oltarikoch, pricestnych kaplnkach, kostoloch, cachovniach alebo vo vyklenkoch pri portiloch
$tolni, s banickymi nastrojmi v statickych i pohyblivych modeloch bani. Ich drobné postavicky
st neprehliadnutel'né v kompoziciach vo fl'asiach.

Ozdobou Tudového umenia banikov sa stali modely architektonickych dominant mesta
Banska Stiavnica z dreva, mineralov, machu a papiera. Pe¢at’ banictva objavujeme v betlehemoch
a malovanych salasoch. Tieto zvykoslovné predmety produkovali banici najmi v 19. storoci
a v prvej polovici 20. storocia a sosky aususnikov v nich dostali ¢estné miesto pred jaslickami
s narodenym Jeziskom. Banicke prvky objavujeme v sakralnych Pudovych olejomal’bach
i dekorativnych predmetoch. V prvom pripade ide o banské budovy, kusy rudy, banikov
1 aususnikov dotvarajacich vyjav so svitcom, v druhom pripade zdobi hlinené kréahy banicky
znak, stary banicky pozdrav ,,Gliick auf!®, aususnici i vtipné a poucné napisy.

Ako je pre f'udové umenie typické, vicsina autorov zostiva neznama a identifikovat’ sa
darf iba malé mnozstvo Fudovych umelcov. Najlepsie pozname autorov malovanych salasov,
ktoré sa zvycajne signovali. Autorské znacenia nechybaji na baniach vo flasiach. Vd'aka tomu
pozname meno a zivotny pribeh najplodnejsicho autora nielen modelov bani, ale aj ostatnych
druhov banickeho Pudového umenia — banika Jozefa Cerveia. Rovnako vjznamnym autorom
bol vyuéeny rezbar Jan Sulc. St autori, ktorjch mena pozname, ale o ich Zivote a praci nevieme
ni¢. Pritom ndm zanechali pozoruhodné diela, ako napriklad rezbar Stefan Cernak. Koncom 20.
storocia a v 21. storoci bola rezbarska tradicia v lokalite ozivena a aj ked’ nie v takej mohutnosti
ako pred sto rokmi, aj v poslednom desat’ro¢i vzniklo viacero novych a hodnotnych diel.
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The Use of Constructivist Learning Theories In a Musenm Education Programme: Empiric Case Study
Constructivist learning theories bring benefits to the practice of museum education. They perceive
learners as active agents of the learning process, building new knowledge and experience on eatlier
ones. In addition to knowledge, they also focus on developing a range of skills and competencies, such
as the development of critical thinking, communication skills, or social skills. Therefore, they form an
appropriate pedagogical background for the educational activities of the museum. The question for
museum educators remains, however, how to use them in practice. In the study, possibilities of using
them will be presented by introducing the research results to the reader. The realized video study was
aimed to find out whether the analyzed educational program of the Silesian Museum in Opava applied
elements of constructivist learning theories and, if so, by what means they did so.

Keywords: Museum, education, Constructivist Learning Theories, video study, open coding.

Dnesni muzea se orientuji na své spolecenské poslani, které je z velké miry tvofeno
edukacni funkci. Muzea, jez pecuji o muzedlie nesouci specifickou kulturni hodnotu, nabizeji
svym navstévnikum specificky druh edukacni reality, kterd mtze byt soucasti neformalnfho
vzdélavan{ a informalniho uceni (navstévnici pfichazeji do muzea ve svém volném case
a vzdélavaji se zde ¢asto neuvédomovane a spontanné). Muzea pfitom mohou spolupracovat
také s institucemi zapojenymi do formalnfho vzdélavani a to napf. v podobé skolnich navitév
muzea (edukacni programy inspirované ramcovymi a $kolnimi vzdélavacimi programy apod.).
V muzeu pfitom nejde o pouhé piedavani informaci navstévnikovi, ale o celkovy proces jeho
edukace a kultivace. Muzejni edukace ,,predstavuje jeden 3 faktord, jens se podili na rogveji kazgdého
Jedince v mnohosti jeho kvalit fyzickych, psychickych i socidlnich. !

Edukacni zazemi, které se zda byt pro prostfedi muzei vhodné a piinosné tvofii
konstruktivistické teorie uceni. Ty se totiz ze své podstaty zaméfuji na oblasti, o jejichZ rozvoj
muzeum casto u svych navstévnika usiluje a zaroven vytvateji inspirativni zazemi, ze kterého
miize muzejni edukace ve svych aktivitich ¢erpat. Mimoto maji dle Heina* muzea akceptujici
konstruktivisticky model edukace jako svou pfirozenou soucast velky potencial k tomu stat se
socialné pifnosnymi institucemi. Expozice a v nich probihajici edukace totiz muze byt podle

' JAGOSOVA, Lucie — JUVA, Vladimir - MRAZOVA, Lenka. Muzgini pedagagika: Metodologické a didaktické aspekty
muzeini ednkace. Brno : Paido, 2010, s. 72.

> HEIN, George E. The Role Of Museums In Society: Education And Social Action. In: Curator, vol. 48, 2005, Is.
4, pp. 357-363.

153



Clanky z praxe

autora koncipovana tak, aby nebyla pouhym poskytovatelem informaci, nybrz aby se podilela na
ovliviiovani chovani navstévnika a to s cilem vytvafeni inkluzivni a demokratické spolecnosti.
A prave vyuziti prvka konstruktivistickych teorii uceni stoji v centru pozornosti piedkladané
studie, kterd si klade za cil ukdzat moznosti aplikace tohoto edukac¢nfho paradigmatu do
muzejné-edukacéni praxe.

Pifpadova empirickd studie seznam{ ctenafe s vyzkumnymi zjisténimi uskutecnéné
videostudie tykajici se edukacniho programu Slezského zemského muzea v Opavée. Cilem
kvalitativntho vyzkumu bylo zjistit, zda analyzovany edukacéni program vyuziva prvky
konstruktivistickych teorif uceni a pokud ano, prostednictvim jakych postupi tak ¢ini. Snahou
vyzkumného Setfeni pfitom nebylo definovat cely vycerpavajici vycet vSech prostredki, kterymi
muzea konstruktivistické prvky uceni do svych edukacnich programu zafazuji, ale spise tento
proces hloubéji pochopit a demonstrovat za pomoci konkrétntho ptipadu, tj. pomoci analjzy
konkrétniho edukacniho programu. Vysledky takto pojatého vyzkumu pak napomahaji pochopit
nejen to, jak je mozné konstruktivistické teorie uceni v edukacni realit¢ muzea zkoumat, ale
pfedevsim to, jak se jejich prvky v praxi eduka¢niho procesu projevuji, jak do né¢j mohou byt
zapojeny a jaké jsou jejich potencionalni pfinosy. Vyzkumna studie tak mtze byt inspiraci nejen
pro védce z danych oblasti, ale pfedevsim pro muzejni pedagogy a dalsi osoby zapojené do
procesu muzejni edukace.

Pro uvedeni ¢tenate do tématu studie v prvnf ¢asti nastini problematiku konstruktivistickych
teoril uceni. Hlavni pasiz textu bude tvofit pfedstaveni uskute¢néného vyzkumu — jeho
metodologie, cfld a vyzkumnych zjiSténi. Pozornost bude vénovana prfedevsim popisu
a interpretaci z analyzy vzeslych kategoril, které se tykaji zplisobu zapojeni prvka
konstruktivistickych teoril uceni v analyzovaném programu. Nakonec studie shrne silné
a slabé stranky analyzovaného programu, které se tykaji kontextu vyuziti ¢i nevyuziti prvka
konstruktivistickych teorif uceni v analyzované muzejné-edukacni realité.

Konstruktivistické teorie uceni v prostfedi muzea’

Konstruktivistické teorie uceni vychazeji z konstruktivistického paradigmatu socialnich
veéd, pfedevsim pak ze socialniho konstruktivismu, ktery vaima socialni realitu jako neustéle
lidmi konstruovanou v procesu komunikace a interakce*. Dile navazuji na myslenky klasik,
jakymi jsou Piaget, Vygotsky ¢i Dewey. Hlavni myslenka konstruktivistickjch teorii uceni
vychazi z pfedpokladu, Ze neexistuje univerzalni podoba procesu uceni, v ramci kterého by
pedagog naucil vsechny ucici se jedince stejnym a mimo né apriorné existujicim vécem. Naopak
je to ucici se jedinec, ktery se sam podili na konstrukei svych znalosti, které stavi na svych
dosavadnich védomostech, postojich, prekonceptech a zkusenostech, jez jsou socio-kulturné
podminéné a nabyvaji specifickou podobu vzhledem k jeho osobnostnim charakteristikim
i aktudlnim stavim byti. Na zaklade¢ jiz existujicich kognitivnich zdroji jedinec pfedkladané
informace vyhodnocuje a individualné¢ interpretuje, ve snaze porozumét jim s ohledem na svij
kazdodenni Zivot. Jedinec je do procesu vzdélavani vzdy aktivné zapojen v tom smyslu, ze

* Kapitola pfedstavuje stru¢ny vhled do dané problematiky. Tématu konstruktivistického paradigmatu a jeho vyuZit
v prostiedi muzea a procesu muzejni edukace se podrobn¢ vénuje text autorky s nazvem Konstruktivistické teorie uceni
a jejich vyugiti v edukaini realité muzea (Kolatikova, 2018), ktery poskytuje hlubsi teoreticky vhled do dané problematiky.
Ctenafim se zdjmem o tuto problematiku doporucuji s danou studif se seznamit.

* K tomu vice BERGER, Peter — LUCKMANN, Thomas. Socidlni konstrukee reality: pojedndni o sociologii védéni. Brno :
CDK, 1999.
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se podili na konstrukci svych védomosti, pficemz jeho aktivni role je pfirozenou, spontinni
a nevyhnutelnou soucasti této konstrukce a tak i samotného edukaéniho procesu.”

Pojmy znalost a zkuSenost jsou pro konstruktivistické teorie ucen{ klicové. Znalosti
a zkuSenosti jsou v ramci konstruktivistickych teorii uceni vnimany nejen ve své pfitomnosti
(jaké znalosti se jedinci dozvidaji a co v edukacnim procesu prozivaji), ale také s ohledem
na minulost (jaké znalosti a zkuSenosti jedinci uz maji) i na budoucnost (jak ziskané znalosti
a zkusenosti vyuzijl ve svém kazdodennim zivote). Eduka¢ni proces ma proto navazovat na
dosavadni znalosti a zkuSenosti jedincd, ma je zohlednovat a dale rozvijet a to s ohledem
na jejich potieby a zajmy, které jsou spjaty s jejich béznym zivotem a problémy. Do rozvoje
znalosti, schopnosti a dovednosti ma byt ucicf se jedinec aktivné zapojen a to skrze tzv. ,,minds
on® aktivity podporujici mysleni jedinct, rozvijejici jejich kritické myslenf a uvazovani apod.
a tzv. ,,hands on aktivity umoznujici jedincim véci si realné vyzkouset, manipulovat s nimi,
experimentovat.’ Muzea jsou pak misty nabizejicimi pro takto koncipovanou edukaci idedlni
prostfedi, nebot’ v muzeu je edukace vystavéna na muzealiich, kdy spravné uchopena edukace
k praci vztahujici se k exponatim sama vybizi, i na vizi edukace probihajici zdbavnou a hravou
formou. Edukace se v muzeu totiz odehrava spise nez proto, ze by se zde clovék vzdélavat
musel, proto, ze zde sviyj Cas travit chce a edukacn{ potencial traveni tohoto ¢asu je spontanni
a dobrovolny.

Vyzkum

Kapitola pfedstavi analyzu muzejné edukacniho programu, ktery se za vedeni muzejni
pedagozky uskutecnil ve Slezském zemském muzeu v Opavé v dubnu roku 2017. Popsana bude
metodologie a hlavni vyzkumna zjisténi vyzkumu, ktery si kladl za cil identifikovat zptisoby,
kterymi analyzovany edukacni program zapojoval prvky konstruktivistickych teorif uceni do
procesu edukace.

Design vyzkumu

Design vyzkumu se odviji od kvalitativni metodologie. Konkrétné se jedna o deskriptivni
analyzu snazic{ se o objektivni deskripci a analyzu zkoumaného fenoménu, kterym jsou prvky
konstruktivistickych teorii uc¢eni objevujici se v eduka¢nim programu muzea. Jde o hodnotici
analyzu, pro kterou je dle Sobétiové typické, ze se jedna o analyzu piinasejici ,,podrobné informace a
poznatky o vybraném vorkn muzenich expogic [v nasem ptipadé jde o analyzu edukacniho programul]
a neklade si otazkn po rozlogent jevu v populaci.” To odpovida zaméfeni vizkumu, ktery si neklade za
cil vytvofit pfehledovou studii poukazujici se na vyskyt konstruktivistickych teorif ucen{ v ramci
viech muzejnich expozic v Ceské republice, nybr se snaZi o hlubsi porozuméni zkoumanému
jevua tak 1 o detailni popis konkrétniho piipadu, tj. analyzovaného edukacniho programu. Jedna
se tak o studii typu evaluac¢nich ptipadovych studii, jejimz smyslem je dle Sobétiové® hodnotici
analyza zvoleného piipadu. Takto ukotveny vyzkum si klade za cil pfinést hlubsi porozuméni

> Srov. TABER, Keith. S. Constructivism as educational theory: Contingency in learning, and optimally guided in-
struction. In: HASSASKHAH, Jaleh (ed.), Educational Theory. New York : Nova, 2011, s. 39-61,; ZORMANOVA,
Lucie. Vyukové metody v pedagogice. Praha : Grada, 2012.

SHEIN, Geotge E. John Dewey’s ,,Wholly Original Philosophy* and Its Significance for Museums. In: Curator, vol.
49, 2006, Is. 2, pp. 181-203.

7 SOBANOVA, Petra. Musgejni excpozice jako edukaini medium 2. dil: Vyzkum soncasnych ceskych expozic. Olomouc : Uni-
versita Palackého v Olomouci, 2014. s. 24.

8 Tamtéz, s. 33.

155



Clanky z praxe

danému tématu, tj. vyzkumnym zamérem je odhalit prvky konstruktivistickych teoril ucen,
jez byly v daném edukacnim programu vyuzivany s povsimnutim si toho, jakym zpisobem
byly do edukaéni reality zapojeny. Tim se snazi vjzkum pomoci ¢tenafim pochopit, jak se
v praxi konstruktivistické teorie ucen{ v muzejni edukaci mohou projevovat, tedy jakou mohou
nabyvat podobu a tim padem i jakymi prostfedky je mozné do edukace zavést a nasledné zpétné
evaluovat.

Téma vyzkumu

Téma vyzkumu tvoii konstruktivistické teorie uceni a jejich vyuzitelnost v edukacnich
aktivitich muzea, které jsou ve vyzkumu zastoupeny konkrétnim edukacénim programem.
Vyzkumny zdjem se obraci k moznostem zapojeni prvka konstruktivistickych teorii uceni
v ramci edukac¢niho programu muzea uréeného détskym navstévnikam.

Cile vyzkumu

Cilem vyzkumu bylo prostfednictvim analyzy edukaéniho programu zjistit, zda edukacni
program vyuziva prvka konstruktivistickych teorii uceni, které by mohly podpofit edukaéni
zamér a cinnost muzea. V piipadé zjisténi, ze program prvkd konstruktivistickych teorii
uceni vyuziva, kladla si analyza za cil popsat, prostiednictvim jakych prvka a aktivit byly
konstruktivistické teorie uceni v eduka¢nim programu zapojeny. Prvky, skrze které je mozné
konstruktivistické teorie uceni do procesu edukace zapojit, byly obecné definovany jiz pfed
analyzou za pomoci identifikace téchto moznych prvka v odborné literatute’. Takto definované
prvky konstruktivistickych teorif uceni pak utvateji jakysi kddovaci kli¢, ktery prostfednictvim
svych kategorif napomaha k pochopeni dané problematiky a tim 1 uvédoméni si toho, co muze
vyzkumnik zabyvajici se konstruktivismem ve vyuce v ramci analyzy hledat. Jinymi slovy diky
definovani toho, které to jsou ony prvky, jez souviseji s konstruktivistickymi teoriemi uceni
a v edukac¢nim procesu je zastupuji napomaha tento kli¢ vydefinovat a uréit, kterym prvkam
souvisejicim s konstruktivistickymi teoriemi ucen{ vyzkumnik v ramci analyzovaného programu
vénuje pozornost.

Prvky konstruktivistickych teorif uceni, které mohou byt v muzeu vyuzivany a které byly
v centru vyzkumné pozornosti, jsou nasledujict:

e ucic se jedinec jako aktivni c¢initel edukacniho procesu (Vnima edukacni program
navstévnika jako osobu stavéjici edukaci na svych dosavadnich znalostech a zkusenostech?
Nabizi eduka¢ni program uéicimu se jedinci moznost regulace eduka¢niho procesu?)

o cetnost a bohatost muzejnich narativd pfitomnych v expozici, nebo vyuzivanych
v muzejné¢ edukacnim programu (Pfedkladd muzeum navstévnikim jen jeden piibéh, nebo
vyuziva vice narativi, diky kterym mohou navstévnici svobodnéji konstruovat svij pohled na
véc?)

e  otevfenost muzejnich narativi pifitomnych v expozici, nebo vyuzivanych v muzejné
edukacnim programu (Jsou muzejni narativy otevieny vice zpisobum interpretace, nebo
nabizeji striktni pohled na véc? Je téma expozice komplexni, nebo jsou informace jen ¢astecné
a vytrzené z kontextu?)

e  zpracovavani témat tykajicich se problému soucasného svéta

? Stanovené prvky vychézeji z autorciny price s odbornou literaturou a jejiho studia, pficemz definovani prvki
konstruktivistickych teorii u¢ené vyuzitelnych v edukaéni realité muzea se vénuje autordin text KOLARIKOVA,
Veronika. Konstruktivistické teorie ucent a jejich vyuziti v edukacni realit¢ muzea. In: Pedagogickd orientace, ro¢. 28,
2018, ¢. 3, s. 496-540.
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e oteviran{ diskutabilnich témat

e snaha o tvorbu dialogu a vytvafen{ diskuze

e snaha o podporu aktivai participace navstévnika na edukacnim procesu (Je navstévnik
vybizen k aktivnimu jednani, mysleni, zkoumani apod.?)

e vyuzivani principu ,,minds on“ (Vybizi edukaéni program navstévniky k aktivnimu
pfemysleni, badani, fesenf situaci apod.?)

e vyuzivan{ principu ,.hands on® (Nabizim muzeum moznost manipulace s exponaty,
expetimentovani apod.?)

e podpora rozvoje kritického mysleni navstévnikd (Vyuziva edukaéni program metod
diskuze, brainstormingu, védomé reflexe, didaktické hry apod.? Snazi se edukacni program
rozvijet schopnost interpretace a analyzy v muzeu ziskavanych informaci?)

e  price s novymi i dfivéj$imi informacemi (Jsou v rimci edukacniho programu
zjist'ovany stavajici znalosti, zkusenosti a postoje navstévnika? Nabizi muzeum navstévnikim
nové informace?)

e  prace s postoji a hodnotami (Snazi se edukac¢ni program rozvijet postoje a hodnoty
navstevnikar)

e rozvoj schopnosti a dovednosti (Rozviji edukac¢ni program akénf ¢i jiné schopnosti a
dovednosti navstevnikar)

e rozvoj (pro)socidlnich schopnosti, dovednosti, postoju a interakci (Vyuziva edukace
skupinové prace? Podporuje téma expozice ¢i edukacniho programu rozvoj prosocialnich
postojur)

° situovanost edukace v socidlnim, kulturnim a situacnim kontextu (Jsou muzejni
narativy zasazeny do kontextu kazdodenniho zivota navstévnikar)

e zohlednéni (zité) zkuSenosti navstevnika (Prozivajl navstévnici v muzeu pifjemnou
zkusenost, ktera je obohacuje? Mohou zkusenost prozitou v muzeu navstévnici néjak uplatnit
ve svém kazdodennim Zivoté?)

e ohled na specifické charakteristiky navstévnika (Bere expozice a edukacni program
v potaz specifické charakteristiky navstévnikar)

e maximalni vyuziti potencialu prostfedi muzea jako specifického ucebniho prostiedi

e role muzejnfho pedagoga a jeho zvladnuti edukacniho procesu (Zohlediuje pedagog
mentalni rimce, dosavadni znalosti a dal$i specifika zakt?)

Takto stanovené prvky konstruktivistického uceni vyuzitelné v prostfedi muzea se mohu
dotykat jak muzejné edukacniho programu, tak samotné expozice muzea.

Vyzkumné otazky

Hlavn{ vjzkumna otazka

e Vyuziva zvoleny edukacni program a s nim spojena expozice prvky konstruktivistickych
teorif uceni, a pokud ano, jakymi prostiedky tak ¢ini?

Vedlejsi vizkumné otazky

e Jakou roli zaujima ve vztahu ke konstruktivistickym teoriim ucen{ v edukaci pfitomny
muzejni narativ?

e  Podporuje edukacni program aktivni participaci navstévnika?

e Zohlednuje edukacni program dosavadni{ znalosti a zkusenosti navstevnika?

¢ Je edukacn{ program situovan v socidlnim a kulturnim kontextu?

157



Clanky z praxe

Vyzkumny vzorek

Vyzkumnym vzorkem je edukacéni program Slezského zemského muzea s ndzvem
Spravedlnost. Program se odehrél ve stalé spolecenskovédni expozici Encyklopedie Slezska,
ktera se tyka déjin, piirody, kultury a obyvatelstva minulého i soucasného ceského Slezska.
Expozice je organizovana do né¢kolika klicovych hesel, které maji asociovat encyklopedicky
ptehled pro tuto lokalitu typickych jevi. Postaveni muzejnfho narativu zde diky organizaci
expozice nabyva specifickou podobu, nebot’ je mozné kazdé vybrané heslo vnimat samostatné,
spiSe nez hledat v expozici jediny chronologicky narativ. To s sebou nese urcité vyhody
1 nevyhody. Pro navstévniky (pfedevsim ty détské) muze byt timto zptisobem organizovana
expozice problematickd z hlediska hledani jednotici narativni linky. Na druhou stranu pro
muzejniho pedagoga se otvird moznost jednoduse vyuzivat jednotlivych muzejnich hesel pro
tvorbu riznorodych edukacnich programu. Analyzovany eduka¢ni program probihal v ¢asti
expozice s heslem ,, Tézba“.

Edukacniho programu se zucastnilo 12 zakt zakladni skoly (4 chlapci a 8 divek) ve veéku
9 a2 12 let a jejich t¥dni ucitel. Slo o zaky smiSené 4. a 5. tidy, kterd muzeum v daném $kolnim
roce pravidelné navstévovala. Dany program byl zvolen k analyze vzhledem k faktu, ze byl
soucdsti edukacniho cyklu, v némz si muzejni pedagozka kladla za cil roguijet kritické mysleni
gk, jejich nazory a postoje, vést daky ke spolecnému dialogn a jebo vyngivani k bleddini odpovédi na velké
otdzky dnesnibo promenlivého svéta. Za Gcelem naplnéni stanovenych cfld pedagozka avizovala
pouzivani tzv. RWCT metod (Reading and Writing for Critical Thinking, tj. ¢tenim a psanim
ke kritickému mysleni), které ,,na gdikladeé prace s texty a jagykem umoZnuji Zakiim systematicky
a promySlené prozkoumavat cilené volend témata a vytvdret si vlasini hypotézy a nazory. "

Svym zaméfenim program skytal pfislib moznosti, ze v ném bude dochazet k vyuzivani
prvkid konstruktivistickych teorif uceni. Tedy Ze se bude jednat o program, ve kterém budou
prvky konstruktivistickych teorii u¢eni pfitomny, coz bylo podstatné pro to, aby mohly byt tyto
prvky nejen identifikovany, ale také detailnéji analyzovany a popsany. Bez jejich pfitomnosti
by totiz analyza pozbyvala smyslu a nemohla by fungovat jako piiklad praxe. Zaroven studie
nechce tvrdit, Ze se jedna o obecny vzorovy pifklad muzejniho edukacniho programu. Prace
edukacnich programu v ¢eskych a slovenskych muzeich je totiz odlisna a riznoroda a vychazi
nejen z kompetenci muzejniho pedagoga, ale také ze zaméfeni daného muzea a jeho edukacni
vize apod. Zvoleny program byl pro analyzu vybran na zakladé tzv. typického pfipadu, jehoz
cilem je v tomto pifpadé podilet se na evaluaci daného programu, ktery reprezentuje pedagogicky
styl dané pedagozky v muzeu v té dob¢ pracujici. Samotné Slezské zemské muzeum bylo pro
dany vyzkum vybrano také s ohledem na fakt, ze se jedna o nejstarsi ceské muzeum a zaroven
o treti nejvétsi muzejni instituci v Ceské republice.

Zpusob sbéru dat

Sbér dat se odehral prostfednictvim pozorovani edukac¢nfho programu a jeho zaznamenani
na videozaznam. Vzhledem k tomu, Ze je vyzkum zalozen na analyze videozaznamu eduka¢niho
programu, je mozné vyzkum oznacit za videostudii, coz je typ vyzkumu, ve kterém ,,je vyusgito
videa jako prostiedkn sbérn a analyzy dat, popr jako média pregentace vyzkumnych jisténs. "' Videostudie

Y DOLEJSKOVA, Petra. Tajemstvi muzea — pedagogicky konstruktivismus a postupy programu RWCT v muzejné-
-pedagogické praxi uréené zakam zakladnich skol. In: Mugeum, roc. 49, 2011, ¢. 2, s. 25.

' NAJVAR, Petr — NAJVAROVA, Veronika — JANIK, Tomas — SEBESTOVA, Simona. Videostudie v pedagagickém
vyzkumn. Brno : Paido, 2011, s. 9.
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predstavuje ,,komplexni metodologicky postup, v jehoF ramci se miige uplatnit fada riznych strategii, metod
(i technik sbéru a analyzy videodat — 1. andiovizudinich dat zakotvenych v bobatych kontextech. Vyzkummny
potencial videostudie spoiiva v tom, e Romplexni jevy a déje zachycené na videogazmamn jsou pristupné
analyzdm, které se mohou ex-post zamérovat na rizné aspekty koumané problematiky.*** K videozaznamu
byla pouzita jedna kamera, ktera zachycovala celou skupinu (zaci, jejich tf{dnf ucitel a muzejni
pedagozka), ktera se pohybovala v prostorech dané expozice. Na videozaznam byl nahran cely
edukacni program a bezprostfedné po skonceni programu byl doplnén terénnimi pozndmkami®.

Zpusob analyzy dat

Analyza videodat se zaklddala na procesu otevieného kédovani. Oteviené kédovani je
deskriptivnf induktivni metodou, ktera byla vyvinuta ,,» rdmei analytického aparitu akotvené teorie,
avsak diky své jednoduchosti a aroverl icinnosti je pougivina a pousitelng ve velmi siroké Skdle kvalitativnich
projekti.*™* Postup otevieného kédovani probihal jako proces prvotniho kédovani, nisledné
kategorizace a interpretace dat ziskanych z videozaznamu uskutecnéného edukacniho programu.
Oteviené kédovani se zakladalo na procesu segmentovani analyzovaného textu (tj. pfepisu
videozaznamu) na mikroepizody, které byly oznaceny pfislusnymi kédy ve snaze identifikovat
jejich vyznamy. Poté nasledovala kategorizace koda, kterd umoznila odhalit zakladn{ témata
vztahujici se ke zkoumanému problému, nacez doslo ke vzniku a pojmenovani vyzkumnych
kategorif a jejich interpretaci. Pomoci otevieného kédovani se tedy uskutecnila kategorizace
a interpretace ziskanych dat.

Soucasti studie je SWOT analyza, kterda muze byt uzitecnym nastrojem evaluacni strategie
vyhodnocujici zvoleny edukac¢ni program. Zhodnocenim silnych a slabych stranek analyzované
reality muze SWOT analyza piispét k jejimu vylepseni. Provedena SWOT analyza shrnula silné
a slabé stranky programu z hlediska uplatnéni prvka konstruktivistickych teorif uceni. Ty budou
pfedstaveny v pfehledné tabulce v zavéru studie.

Predstaveni analyzovaného eduka¢niho programu

Cilem edukacniho programu bylo zabyvat se filozofickou otazkou spravedlnosti. Muzejni
pedagozka chtéla pfimét zaky k uvaham nad tim, co spravedlnost znamena, jakou podobu
muze nabyvat a kdy je a nenf néco spravedlivé. Zaroven si kladla za cil vést déti k vzdjemnénn
naslonchani, samostatnému myslent, hledani souvislosti* a spolu s tim chtéla pedagozka ,,zasadit historické
expondty do souncasného svéta, kterému déti rozumii.

Programu trval 67 minut a byl rozdélen do tif hlavnich ¢asti, kterymi byly tvod trvajici
14 minut, hlavni ¢ast programu trvajici 47 minut a shrnut{ v ramci zavéru programu, ktery
zabral 6 minut. Po pfivitini se s Zdky v tvodu probéhla evokace, kterd ma dle Sobatiové'®
nejen motivovat navstévniky k procesu uceni, ale také nabizi muzejnimu pedagogovi prostor
k ziskan{ prehledu o dosavadnich znalostech a postojich navétévniki. Uvod programu slouzil
k seznameni se s expozici a v ni prezentovaném tématu t€zby, okolo kterého bylo vystaveéno
téma programu zamétujici se na problematiku spravedlnosti a nespravedlnosti ve spole¢nosti.

2 Tamtéz, s. 16.

15 Hlubsi vhied do problematiky videostudie podava ¢lanek autorky KOLARIKOVA, Veronika. Videostudie v mu-
zejnépedagogickém vyzkumu: ptipadova studie. In: Museologica Brunensia, ro¢. 6,2017, ¢. 2, s. 56-67. Studie zachycuje
jiny vjzkum, ktery se odehral ve slezském zemském muzeu, kdy byl s jinymi cili analyze za pomoci vyuziti videostu-
die podroben jiny edukac¢ni program muzea.

“SVARICEK, Roman — SEDOV A, Klara a kol. Kuaditativni vjzkum v pedagogickych véddch. Praha : Portal, 2007, s. s. 211.
15 gOBANOVA, Petra. Muzeni edukace. Olomouc : Universita Palackého v Olomouci, 2012, s. 124-125.
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V této casti programu se uskutecnila nejintenzivngéj$i prace s expozici a exponaty. Nasledujic
hlavni &ast programu by podle Sobatiové!® mély tvofit viastni edukaéni aktivity, které sméfuji
k osvojovani si eduka¢niho obsahu. Stejné tak tomu bylo i v analyzovaném programu, ve kterém
aktivity sméfovaly k dosazeni stanoveného edukacniho cile. Na zavér probéhla reflexe, kterou
Sobatiova!’ charakterizuje jako zjisténi toho, co se navstévnici v muzeu naucili a jak to mohou
dale ve svém zivoté pouzit. Spolu se shrnutim edukace by mélo v reflexi dochdzet k motivovani
navstévnika k dalsimu promysleni dané problematiky. Pozornost se vénuje také tomu, jak se
navstévnici v muzeu citili a jakou zkusenost si z néj odnaseji. S ohledem na tyto pozadavky se
zaveér analyzovaného programu nesl v duchu shrnuti toho, co se v dané lekci podarile, nebo nepodarilo
a jak se détem pracovalo.

Analyza eduka¢niho programu

Pomoci otevieného kédovani doslo ke kategorizaci dat. Vyslednymi kategoriemi jsou
kategorie: T¢Zba jako problematicky fenomén; Nespravedlnostjako problém (nejen soucasného)
svéta; Situovanost edukace v socidlnim, kulturnim a situacnim kontextu; Prace se znalostmi;
Vyuziti principu ,,minds on‘ a principu ,,hands on; Edukace jako prostfedek socialni interakce.
Kategorie jsou opatfeny interpretaci a vybranymi ukazkami, které demonstruji obsah danych
kategorif a reprezentuji jejich v analyze piitomnou $ir$i skalu. Vyznamové nejdulezitéjsi ¢asti
textu ukdzek jsou pro zvyraznéni podtrzeny.

e Tézba jako problematicky fenomén

Narativ vyuzivajici muzejni pedagozkou se odvijel od v expozici umisténého informac¢niho
panelu, ktery navstévnikim zprostfedkovava vhled do problematiky tézby. Text panelu je
rozdélen do péti odstavct informujicich o spjatosti regionu s tézbou cerného uhli a dalsich
nerostu, které od 18. stoleti vyrazné ovlivnily nejen podobu mistn{ krajiny, ale také zptsob
zivota obyvatel. V zavéru panel hovoti o tom, ze ,,udsledky 163by json spjaty v krajiné se sice leckdy
kurioznimi (napr- kourici baldy v Ostravé, naklonény kostel v Karviné-Dolech), ale ve své podstaté nepiiznivymi
Jevy (devastace povrchu, propadling, necisténi).” Narativ pojici se s tématem tézby prezentuje tézbu
v regionu jako néco spiSe negativniho a problematického. Jak ukdzala analyza, v edukaci
piitomny diskurz ukotvujici muzejni narativ dané ¢asti expozice odpovida svym zaméfenim
nazvu kategorie ,, 1¢Zba jako problematicky fenomén.

Kromé uvodntho panelu méli Zaci za ukol pfecist v expozici vystavenou basen Pozdrav
od Viléma Zavady, nad jejimz obsahem a vyznamem se spolecné s pedagozkou zamysleli.
Pedagozka méla pfedem nachystanou interpretaci dila, kterou po spole¢ném brainstormingu
zakam zprostfedkovala. Predchozi interpretace zaku ale nezavrhovala, uznavala je jako jedny
z moznych variant.

WJo. Takble to miige byt. Ale co jesté. Nemusi to byt piimo tady takovdhle uddlost, ale viastmé ton t&gbon se
1ikd, tady v 1 bdsnicce se 1ikd viastmé Ze ta t6ba piisobila néco velikého Ze jo. Ta price co ndélalas... |zaci
odpovidaji] Ano, tu krajinu znicila a ty lidské Zivoty?... |zaci odpovidaji] Jo jo, néjak je pognamenala.*
(pedagozka)

Béasen pojednavala o tehdej$im zZivoté hornikd. Zptsob, jakym tézba jejich Zivoty
poznamenala, pedagozka demonstrovala na konkrétnim ptikladu:

16 Tamtéz.
7 Tamtéz.
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WKdyg ten muz, ktery kopal ubli a dosle & néjakénmn 3avalu, tak viastné co se stalo s tou rodinou? 1a gena
zdistala sama s détma. ... A jak se Zivila? ... On ji do # doby Zivil, ano ... Tak co potom ta $ena délala? ...|zaci
odpovidaji] Treba. Mobla it a prodavat to. Ale oni as tak jako neméli ty penize, takse to Casto moc nikdo
nekupoval... Takse ta chudoba tady byla obrovskd, velika. " (pedagozka)

Interpretaci hornictvi jako ¢innosti spjaté s poskozovanim krajiny 1 zivota lidi pedagozka
navazala na diskurz muzejnfho narativu prezentujictho tézbu jako problematicky fenomén.
Tento diskurz se nesl celym eduka¢nim programem, ktery vnimal tézbu jako problematickou
udalost, kterd méla v minulosti negativni dopad na pfirodu i zivot obyvatel — $patné Zivotni
podminky hornikd a jejich rodin (chudoba, $patna zdravotni péce aj.). Piipadné piinosy tézby
pro spolecnost diskutovany nebyly. Do kontrastu s chudobou hornikt bylo dano jen téma
bohatnuti vlastnika dolt, které bylo rozristajici se tézbou umoznéno. Téma jejich bohatstvi ale
bylo souc¢ast! dominantniho diskurzu, nebot’ bylo dano do kontextu s problematikou socialni
nerovnosti a socialni nespravedlnosti a tak bylo pojimano spise v negativnich konotacich
binarity ,,chudi a ohrozeni hornici® versus ,,bohati a v bezpe¢i Zijici vlastnici dolt.”“ V kontextu
muzejniho narativu tedy tézba konstruovala socidlni nerovnost a narusovala tak nejen lokdlni
krajinu, ale také mezilidské vztahy a socialni strukturu.

o 17 majitelé ti byli bobati a méli hodné jidla a méli se dobre. Ale ti délnici i kdyg tam hodné pracovali,
tak ti ne. Oni jim to, totig ti majitelé davali mdilo penéz. 1 kdyZ jich méli bodné.” (zakyne D) — ,,.A je
toto spravedlivé?* (pedagozka) — 7aci: ,,Ne.“— , Rikdme tomn, Ze je 1o takovd socidlni nespravedinost.“
(pedagozka)

e Nespravedlnost jako problém (nejen soucasného) svéta

Téma spravedlnosti tvofilo hlavni myslenkovou linku programu a s ohledem na muzejni
narativ bylo nejprve zasazeno do kontextu problematiky Zivota hornikt v 18. a 19. stoleti.
Diskutovan byl odlisny Zivot raznych socidlnich vrstev a probirana byla problematika socialni
nespravedlnosti. Téma spravedlnosti ale nebylo v programu vystavéno jen na téchto bodech.
Pedagozka oteviela filozofickou otazku spravedlnosti v jeji obecnosti a vedle hlavnfho
muzejnfho narativu analyza odhalila také narativ, ktery lze pojmenovat jako ,,Spravedlnost
nerovna se stejnost™. Narativ byl demonstrovan na fiktivnim pifbéhu ucitele zakladni skoly,
ktery ve snaze byt ke vSem spravedlivy zacal vsechny zaky hodnotit stejn¢ bez ohledu na jejich
realné vysledky a usili. Pfibeh acastniky edukaénfho programu smefoval k diskuzi toho, co to
spravedlnost je, zda chovani hlavni postavy pfib¢hu bylo nebo nebylo spravedlivé a proc.

1IN jako bylo to prosté celé takové nefér. “ (Zakyné C) — , Nefér? Takse stejné neni védycky spravedlivé?*
(pedagozka)

,»On dal vsem tieba stejné vysvédéeni. Tém co se dobfe ucili a méli dostat lepsi znamku 1 tém co
se $patné uéili a méli dostat horsi zndmbkan. Takse mé prijde Ze v té pohadce to nebylo vidi 1€ Hidé fér. Ze
prosté nékter? dostali lepsi nebo zase horsi ndmbkn, neg jako méli dostat.” (zakyné A) — ,,No ale podle mé
neslo jenom o to, jestli si néco gaslongili nebo nezaslougili. Ale ono tady slo pak blavné o to, e ty déti potom
nevédély co se maji ncit, jejich rodice nevédeli jak na tom json. V Sichni védéli jenom to samé. .. (zakyné B)
— ,,INo jako bylo to prosté celé takové nefér. (Zakyne C) — ,Nefér? Takse stejné neni védycky spravedlivé?*
(pedagozka)

° Situovanost edukace v socidlnim, kulturnim a situa¢nim kontextu

Edukacni program byl situovan v kulturnim kontextu dané lokality. Hornictvi a prace
v zelezarnach je soucasti historie daného uzemi a proto se déti, které z této oblasti pochazej,
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kulturne dotyka. Tézba v minulosti vyraznym zpusobem ovlivnila Zivot mistnich obyvatel a do
podoby jejich zivota zasahuje i dnes a zaroven je vyznamnou slozkou historické paméti dané
oblasti. Jeji reprezentaci dodnes tvoii napf. nazvy okolnich vesnic.

Tady ve Slezsku se netéSilo jen ubliy ale i kdmen. ... zndte ty vesnicky Vapennd, Kamennd, Zulovd. .. jeli
ste pres né nékdy?” (pedagozka)

Edukaéni program se dotykal kazdodenni Zivotni zkuSenosti zakd, nebot” problematiku
spravedlnosti zasadil do prostfedi skoly. Prave skola tvofi soucast bézného dne, a proto pro
zaky téma spravedlnosti zasazené do skolniho prostfedi bylo bliz$i a srozumitelnéjsi. Pfi diskuzi
meli Zzaci tendenci prendset téma i do jim jesté blizsi sféry — do prostiedi rodiny a mnozi z nich
hovotili o spravedlnosti chovani rodi¢t k détem (sourozenctim).

2 10 je jako tieba kdyg bricha néco udéla a on to jako miige protoge je maly, tak tieba se na 1iho mamka
nezlobi a ji to pak teba musim 3a néj pomdbat nklizet.. to je jako blbé no..“ (zakyné H)

o Chdpu Fe to téma sourogenecké spravedinosti je pro vis dileZité a je vam bligsi. Zdd se mi teda, e tu
nespravedinost tam vnimite vic neg ve Skole, Ze tu nespravednost ve Skole tak nevnimdte a proto ji tn resite mi.
To je pak pro vaseho ucitele dobri vizitka. Zajima mé ale, jak vnimdte tu nespravedinost ve skole v tomble
texctu. Kde se tu objevovala?” (pedagozka)

e  Price se znalostmi

Kladem eduka¢niho programu je, Zze pracoval nejen s novymi informacemi, ale také se
stavajicimi znalostmi zaka. S dosavadnimi znalostmi zak pracovala pedagozka jiz v dvodu
programu, ve kterém zjist'ovala, co déti o tézbé ¢erného uhli vi. Zjis€ovani znalosti probihalo
prostrednictvim kladen{ otazek k tématu tézby na Ostravsko-karvinsku: ,,Co se v Ostravé 16572, Od
kdy se tam to Cerné ubli 16372 Co myslite, kdy tam to ubli nasli?*Za otazkami nasledovalo upfesnovani
informaci a podavan{ informaci novych, které se zakladaly jak na sdélenich pedagozky, tak na
informacich prezentovanymi expozici. Napt. informace o datu, kdy bylo uhli v dané oblasti
nalezeno, méli zaci za ukol nalézt v textovém panelu expozice.

WKluci nasli ngjakon informaci... To ubli se 3de teda naslo v 18. stolets, jak tehdy mobla ta Ostrava
vypadat?... Jakd je Ostrava dneska?... Co se stalo v pribéhu 19. stoleti, jak se ta Ostrava tim ublim zmeénila?...
A na co to ubli lidé tebdy potrebovali? ... Ano, tomu obdobi se totif rikalo 0bdobi pary, slyseli jste o ném,
co je pro to obdobi typické?... Jak se tém lidem tehdy v Ostravé £ilo? Jaké problémy méliz* (vybrané ¢asti
vyrokud pedagozky pouzivané v pribéhu edukacniho programu, na které Zaci v prabehu diskuze
reagovali, odpovidali a zamysleli se nad nimi)

Otazky sméfovaly k diskuzi tématu Zivota lidi v hornickém mésté 19. stoleti, ktery s sebou
nesljista specifika lisici se nap#{¢ spole¢enskymi vrstvami. Pfi fesenf otazky socialn{ spravedlnosti
pedagozka pracovala s postoji zakt. Ty se projevovaly v uvodu, kdyz zaci vyjadfovali své
nazory na tehdejsi zivot a socialni nespravedlnost v ném pfitomnou a zaroven se postoje mohly
formovat v prab¢hu edukace, kdy Zaci ziskavali nové informace, uvazovali nad novymi tématy
a snazili se problematiku davat do souvislosti se svym vlastnim zivotem.

o 17 majitelé 11 byli bobati a méli hodné jidla a méli se dobre. Ale ti délnici i kdyZ tam hodné pracovali,
tak 11 ne. Oni jim to, totig ti majitelé davali malo penéz. 1 kdyg jich méli hodné.** (zakyné D) — ,,.A je toto
spravedlivé?* (pedagozka) — 7aci: ,Ne.“— | Rikame tomu, Ze je to takové socidlni nespravedinost.“
(pedagozka)

Pedagozka v daném roce spolupracovala s konkrétni $kolni tf{dou kontinualné a opakovane.
Diky tomu mohla navazovat na informace z pfedchozich edukacnich programu, které zaci
v muzeu absolvovali, byt’ se tyto programy tématu tézby a spravedlnosti pfimo nedotykaly.
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Fakt, Ze se muzejni pedagozka setkala v muzeu s zaky nékolikrat, umoznil, aby témata navzajem
provazala, vyuzivala dfive sdélenych informaci a postupné je propojovala s kazdodennim
zivotem zakl a zasazovala difve probirané informace do novych kontexta.

WMy sme se o tom bavili kdyg sme délali ty kvétiny, tenkrdt, kdyg sme se bavili o téch kvétindch
cestovateldch. "I lidé co pracuji v téch sklenicich, tak jsme vidéli na téch fotkdch e méli na rukdch a na
oblicejich co?* (pedagozka) — ,,Rukavice... masku* (zaci) — ,, A stené tak to je i v téch dolech.. jense tehdy
neméli 17 lidé vlastné adné ochranné pomiicky. Dneska bys musel mit néjaky respiritor pres oblicej. Protoge je
tam tak vysokd prasnost, takse by se tam strasné spatné dychalo. “ (pedagozka)

e  Vyuzitl principu ,,minds on* a principu ,,hands on®

Pedagozka v pribéhu edukace vnimala zaky jako aktivni ¢initele edukac¢ntho procesu. To se
projevovalo nejen v tom, ze se snazila navazovat na jejich dosavadni znalosti, ale také tim, Ze je
pobizela k aktivnimu zapojeni se do edukace. Toto zapojeni nabyvalo podobu aktivatho mysleni,
spise nez manipulace s exponaty. Manipulovat s exponaty v priabéhu edukacniho programu Zaci
nemohli. Nedochézelo ani k ¢innostem s ndhrazkami exponatd (modely, zastupné predmeéty
apod.). Pokud se edukacni ¢innost na exponaty zaméfovala, $lo o praci s vystavenym textem, ¢i
exponaty jako ukdzkami umisténymi za sklem vitriny (hornicky vozik, havifska sbijecka, prapor
hornikd, lampa a dal$i potfeby hornikd, obrazky znazorfujici Zzivot hornika a proces tézby).
Exponaty zastupovaly muzejni narativ, byly soucasti procesu pfedavani novych informaci
a staly se podnety k tématim, kolem kterych se postupné otevirala diskuze zakt. Exponaty tedy
byly do edukaéniho procesu zapojeny a byly vyuzivany nejen jako zdroj poznani, ale také jako
prvky vybizejici k aktivaimu premysleni o konkrétnich jevech a problémech.

,»Od kdy se tam to lerné ubli 163i¢ Co myslite, kdy tam to ubli nasli? Dokdsete to najit v tom texctu?*
(pedagozka)

Vice nez na manipulaci s vécmi a fyzicky aktivni jednani, se edukaéni program zaméfoval
na proces aktivniho mysleni. V pribchu edukace byli zici opakované vyzivani k uvazovani
nad danymi jevy. Pobidky mély podobu dotazovani se pedagozky na konkrétni otazky, nebo
se odehravaly prostfednictvim dkold, kterymi bylo Cteni textd. V prvnim textu méli zaci za
ukol najit pozadované informace. Druhy text byl filozoficky zaméfen a jeho analyza slouzila
k zamysleni se nad problematikou spravedlnosti. K textu méli zaci za Gkol vymyslet kazdy jednu
otazku. Ze vsech otazek se prostiednictvim vybéru otazek ve trojicich a nisledné hlasovanim
udélal vybér nékolika pro Zaky nejzajimavéjsich, které byly v ramci kolektivu diskutovany. Zaci
se tak aktivné podileli na vybéru (pod)tématu diskuze a byly tak zapojeni do procesu regulace
prabéhu edukace.

WA v téch trojicich se ted’ dobhodnete na jedné otdazce e 117 co mite, vyberete si jen jednn, dvé vyradite. Musite
se dominvit, které to budou. Jen jednu si nechdte v # trojici. Tu podle vds nejlepsi. Jednu tn.. nejdileitéisi.*
(pedagozka)

Témata, ktera muzejni pedagozka v ndvaznosti na expozici otevirala, byly zdkim predkladany
jako témata, o kterjch je moné diskutovat. Zaci byli pedagozkou vyzivani k vyjadteni se
k tématim, k feceni toho, co o nich vi i co si o nich mysli. Své nazory mohli Zaci diskutovat mezi
sebou navzajem i spolu s pedagozkou. Ta byla medidtorem diskuze, ale i garantem piesnych
informaci ve chvilich, kdy byly tyto ,,spravné informace® potiebné (pf. znalost historickych
udalosti, vysvétleni procesu tézby apod.). V ramci diskuzi o filozofickych tématech spravedlnosti
viak spravna odpovéd’ predem definovana nebyla. Zaci méli moznost vyjadiit jakykoli nazor
a pedagozkou byli vybizeni k vlastnim Gvaham. Zaci vyusivali frazi typu: ,No ale o kdy3...“
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yJenomse... " Jd si zase mystim Ze...“ apod. S jejich pomoci vyjadfovali svij nazot, uvazovali
o nastalém tématu i se ujimali slova v prabéhu diskuze. Vzajemné debaty pak ¢asto dopliovali
komunika¢nimi gesty. Zakladnimi typy gest si davali najevo, zda s vyrokem spoluzika souhlasi,
nesouhlasi, zda jej chtéji doplnit apod.

A jak jsi dosla k téhle otdze, jak 1€ to napadlo? 1 ysvétli nam to.* (pedagozka)

A co vy ostatni, co si o tom myslite?” (pedagozka) — ,,No myslim si Fe. .. “ (zakyné B)

2 L0 podle mé neni odbocent od tobo tématn, to vsechno prece je ta spravedinost, si myslim. " (Zakyne C)

V ramci diskuze pifb¢hu o spravedlnosti ve skole pedagozka oteviela také problematiku
konstruktivistickych teorif uceni, byt’ ji sama takto nepojmenovala. V ramci diskuze se vénovala
faktu, ze nejen v fizeném edukacnim procesu déti zfskavaji informace a udf se a zaroven, ze
v edukaci nejde jen o ziskavani znalosti, ale také budovani postoji a hodnot, které se zrcadli
napf. v moralce lidi.

A jd se vds chei eptat, jestli to tak opravdu je, Ze si viagné Zadné chyby neopravujeme sami?“ (pedagozka)
— ,,Ale jak to Zjistime treba, e je ta odpovéd spravna?“ (zakyné E) — ,,No kdy to miiges gistit? Musis lekat,
Jestli 1€ nékdo opravi, nebo si miiges gistit ty informace sama? " (pedagozka)

INo a myslite si, Fe to co se déti ve Skole nandi se nanii jen od toho ucitele, nebo by méli nancit byt samostatni
v tom mySlent, v tom hleddni...2* ,,No miigou se prece geptat i rodictl, babicky a tak. ,,Nebo si to miigou
najit na internetu dneska. Dity to nebylo, diiv nebyly pocital a tak, ditv byly jen kniby a tieba nemmuseli védét
v jaké kniZce to maji najit. Dneska to najdem na internetn. “ (2ak A) — ,,No jo, ale na internetu neni vsechno
dobre, to si musime nvédomit. A v knibach taky mohou byt chyby. “ (pedagozka)

A je to jenom o informacich v 1é skole? Co treba néjaké mordlni hodnoty, uii se i ty déti ve Skole? A je niitel
Jediny kdo ty hodnoty déti ovliviiuje? Jak to s nimi je?* (pedagozka)

Metody diskuze, dialogu a brainstormingu (,,vifici myslenky zdka nebyly kvili casové
naro¢nosti zapisovany, ale jen sdélovany zaky a rekapitulovany pedagozkou) byly v eduka¢nim
programu klicové a sméfovat mély k rozvoji kritického mysleni. Metoda kritického mysleni
vyuzivana pfi muzejni edukaci by podle Peskové'® méla byt zaloZena na tfech fazich, jejichz
stézejnim bodem je proces fesen{ problému. Prvni fazi metody je evokace, v jejimz pribéhu jde
o snahu zjistit, co Zaci o probiraném tématu jiz védi a co si o ném mysli. Zci jsou seznamovani
s tématem edukace, které by u nich mélo vyvolat zajem i touhu o aktivni zapojeni se do edukace.
Faze evokace se v analyzovaném programu odehréla na jejim zacatku, kdy byli Zaci seznameni
s tématem spravedlnosti a tézby. Pedagozka zjist’ovala, co zZaci o tézbe vi a jaké k ni zaujimaji
nazory a postoje. Druhou, nejobsahlejsi fazi metody tvofi faze uvédoment si viznamu. V tomto
bodé¢ jde o proces hledani a ziskiavani novych informaci, které si zici postupné upfestiuji
a porovnavaji je se svymi stavajicimi znalostmi a postoji. V eduka¢nim programu se tato
faze zakladala na aktivitich samotnych zaki. V ramci dkolu interpretace basné se ukazovaly
postoje zaku, a uskutec¢iovala se prace s novymi informacemi, diky jejichz pfitomnosti mohli
zaci své dosavadni postoje postupné modifikovat. Poté nasledovala prace s textem vénujicimu
se fiktivaimu piibéhu ze Skolniho prostfedi. Tato aktivita zabrala nejvétsi cast programu.
V této fazi zaci ziskavali nové informace, nad kterymi v prabéhu programu aktivné pfemysleli
a vyjednavali jejich podobu (respektive hledali odpovéd na otazku, co to spravedlnost vlastné
je). Nové informace a situace porovnavali se svymi stavajicimi znalostmi a zkuSenostmi, napf.
kdyz problematiku spravedlnosti demonstrovali na ptikladech sourozeneckého zivota. Dilezité
je také to, Ze se zaci v ramci programu neucili nad vécmi pouze premyslet, ale také je diskutovat,
sdilet své myslenky s ostatnimi a argumentovat je. Program se snazil podporovat nejen kritické

18 PESKOVA, Jitka. Muzeum a jeho edukaéni potencial. In: Museologica Brunensia, ro¢. 2, 2013, ¢. 3, s. 6.
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myslen{ zakd, ale také rozvijet jejich komunikacni schopnosti. Zavére¢nou fazi metody tvofi
reflexe, kterd sméfuje k prohlouben{ uciva a k uvédomeéni si sirokého kontextu nove ziskanych
a prohloubenych poznatktl. V analyzovaném programu se faze reflexe se vénovala shrnuti
hlavni aktivity. Zaci sedici v kole¢ku méli za dkol vyjadfit zavéreénou myslenku k tématu, jeho
shrnutf a doplnéni ¢ehokoli, co je k tématu i celému pribéhu edukace napada. V rimci reflexe
pedagozka shrnula také prolnutf aktivity s tématem spravedlnosti v rodiné, které déti spontanné
oteviraly.

W Prijde mi, e néjakon otdzku jste si vybrali a Se se nam o ni i podaiilo diskutovat. 1 kdyZ to téma bylo
na proni pobled takové viddlené. “ (pedagozka)

e  Edukace jako prostiedek socialnf interakce

Soucastl edukace byl také cil podporovat socialni soudrznost tfidy a posilovat jejich socialni
interakci. Spoluprace kolektivu byla navozovana nejen v diskuzich, pii kterjch se pedagozka
snazila cilen¢ vybizet k feci i méné mluvici zaky (, Ly jsi ndm k tomu jesté nic nerekl, co si o tom
myslis? "), ale také pii praci ve skupinkdch. Skupinky byly sestaveny nikoli podle preferenci zaka,
ale podle nahody. Vytvateli je tfi po sobé v seznamu jmen nasledujici Zaci, kteff pak méli za kol
domluvit se na vybéru otazky. Takto utvofené skupinky umoznovaly zakim pracovat nejen se
svymi kamarady, ale i se zaky, se kterjmi ve volném ¢ase komunikuji méné. Zaci se v pribéhu
aktivity ucili spolupracovat a trénovali a rozvijeli své komunika¢ni schopnosti.

wLed' se potichu, bez minveni rogestavime do vady podle proniho pismena vaseho jména. Tady bude A
a ostatni se rogestavi jak patii, ale beg minvent. Zvlddneme to?",, A ted jak stojite se rozdélite do trojic. .. A
v téch trojicich se ted’ dobodnete na jedné otazce. V'yberete si jen jednn, dvé vyradite. Musite se dominvit, které
to budon.“ (pedagozka)

Vyzkumna zjisténi

Analyza dat a z nf vzeslé kategorie ukazujf, ze edukacni program vyuzival celé fady prvka
konstruktivistickych teoril uceni. Ty se vzdjemné prolinaly, coz je patrné uz z toho, jak byly
mnohé tyto prvky a také vyroky a situace obsazeny v nékolika kategoriich najednou. Odpoved
na prvni ¢ast vyzkumné otazky tedy zni, Ze zvoleny edukacni program vyuzival ve své edukacni
realit¢ prvky konstruktivistickych teorif uceni. Prostfedky, kterymi tak ¢inil a tedy odpoved
na druhou ¢ast vyzkumné otazky odhalily z analyzy vzeslé kategorie. Ty ukazaly, Zze edukacni
program vyuzil celé fady prvka konstruktivistickych teoril uéeni, mezi které patif pfedevsim
fakt, ze pedagozka vnimala zdky jako aktivni ¢initele eduka¢niho procesu a proto nejenze
navazovala na jejich dosavadni znalosti, postoje a zkusenosti, ale pokousela se také zaky aktivné
do edukacniho procesu zapojovat. Za timto tcelem vyuzivala metody diskuze, brainstormingu,
analyzy textu, vyzivala zdky k pfemysleni o vécech a zavadéla tak do edukace ,,minds on
prvky, jejichz hlavnim cilem bylo posilovat a rozvijet kritické mysleni zaka. Témata tykajici
se problému soucasného svéta (otizka nespravedlnosti), kterd muzejni pedagozka v edukaci
otevirala, byly zasazeny do kontextu kazdodenniho Zivota a zkusenosti zaku a byly ukotveny
v socialnim, kulturnim i situaénim kontextu dané lokality. V neposledn{ fadé se pedagozka
snazila o rozvoj socialnich schopnosti a dovednosti zakt tim, Zze vytvarela situace umoznujici
rozvoj komunikacnich schopnosti zakd, i jejich spoluprace a interakce. Odpoved na vSechny
tfi vedlejsi vyzkumné otazky je tedy kladna: edukaén{ program podporoval aktivni participaci
navstévnika a to pfedev$im v roviné pfemysleni, spiSe nez v roviné fyzické manipulace
s exponaty; edukacni program zohlednoval dosavadni znalosti a zkuSenosti navstévnikt
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a stavél na nich; edukaéni program i jeho téma byly situovany v socialnim a kulturnim kontextu.
Prostiednictvim interpretace kategorif nakonec analyza dosla ke shrnutf silnych 1 slabych stranek
edukacniho programu vztahujicich se k vyuzivani prvka konstruktivistickych teorii uceni, které
jsou znazornény v tabulce ¢. 1.

Za dulezity, ale pfitom jediny stézejni nedostatek edukacnfho programu lze povazovat
chybéjici protipdl diskurzu ,,tézba jako problematicka zalezitost®, ktery byl soucasti muzejniho
narativu propojeného s ¢asti expozice, ve které edukace probihala. Konstruktivistické teorie
uceni v edukaci kladou diraz na pfitomnost mnohovyznamovych a otevienych narativa
a proto by se v ramci jejich rétoriky mélo v edukaci objevit i téma a diskuze pfipadnych klada
tézby, nejen jejich rizik a negativ. Pres své jednoznacné ladéni, které bylo dano uz samotnou
podobou muzejnfho narativu a jeho naslednou interpretaci muzejni pedagozkou zistavala
diskuze potencionalné otevfena i jinym interpretacim, kterych ale Zaci nevyuzili a sami
téma pfinosu teézby pro spolecnost v diskuzi neotevirali. Pokud se diskutovalo o finan¢nich
ziscich z t€zby, i ty byly vaimany spiSe problematicky a byly davany do kontextu se socialni
nerovnosti (bohaté vysoké tiidy versus chudi pracovnici dold). Vedle muzejniho tézebniho
narativu pedagozka pracovala s narativem spravedlnosti ve skole, ktery se nesl v duchu diskurzu
»spravedlnost nerovna se stejnost®. Tento narativ byl vice otevien vlastnim interpretacim zaka,
kteff se prostfednictvim analyzy textu sami podileli na tvorbé jeho viznamu. Kladem programu
je fakt, ze s muzejnimi narativy spjaté téma spravedlnosti bylo nejen zvoleno s ohledem na
potfebu diskutovat spolecenské problémy svéta (nespravedlnost jako néco, co bylo soucasti
spolecenského zivota uz v minulosti a je spolecenskym problémem i dnes), ale také Ze bylo
lokalné ukotveno (dotykalo se prostiedi a historie mista, ve kterém zaci Zijf) a v neposledni
fad¢ bylo dano do kontextu kazdodenntho zivota zakd. Sami zaci situovali téma do prostfedi
rodiny, coz poukazuje na fakt, ze byli aktivaimu strijci edukace, nebot’ se sami ¢aste¢né podileli
na volbé tématu a jeho sméfovani. Moznost ovliviiovat chod edukace se projevovala i v hlavni
aktivité programu, kdy zaci sami formulovali otazky k textu a vybiraly z nich ty, o kterych chteli
diskutovat. Mohli se tak vénovat otazkam, které jsou pro né nejzajimavéjsi a nejnaléhavéjsi, coz
sméfovalo k jejich vétsimu zapojeni se do edukace, ktera probihala hravou formou.

Dalsim kladnym rysem eduka¢ntho programu, ktery byl v souladu s pozadavky
konstruktivistickymi teoriemi uceni, byl zptsob prace s informacemi. V edukaci neslo o pouhé
pfedavani novych informaci, ale o jejich zasazeni do kontextu znalost{ stavajicich. Dosavadni
znalosti a postoje zakl byly v prabé¢hu edukace postupné zjist’ovany a vlivem poskytnuti novych
informaci a kontextd mohly byt zaky revidovany. Své postoje, nazory a myslenky mohli zaci
oteviené sdilet a diskutovat hned v nékolika edukacnich aktivitich. Diskuze a brainstorming
byli hlavnimi metodami edukace, které sly ruku v ruce s metodou prace s textem, jeho analyzou
a interpretaci. Diky témto aktivitim lze shrnout, ze edukac¢ni program vyuzival prvka ,,minds
on“, jejichz pfitomnost je v konstruktivistickém modelu edukace Zadouci. Oproti zapojeni prvkia
»minds on®, které se celkové zrcadlili ve snaze muzejni pedagozky rozvijet kritické mysleni
zaka, prvkua ,,hands on® edukace nevyuzivala, nedochéazelo zde k pfimé manipulaci s exponaty.
Tento fakt ale nenf nutné vnimat ryze negativné, nebot’ v potaz je nutné vzit jednak délku
edukacniho programu, kterd ze své podstaty (omezena doba trvani) neumozfiuje pedagogovi
vyuzivat vSechny mozné aktivizujici metody edukace najednou a zaroven je potieba zohlednit
expozici, ve které se edukace odehravala. Ta v tomto konkrétnim piipadé nenabizela zadné
interaktivn{ prvky, které by v ni byly pfimo zabudovany a se kterymi by Zaci mohli pracovat.
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Souéasti edukace byla skupinova prace. Zaci méli za kol vzijemné kooperovat nejen pi
skupinové diskuzi, ale také v ramci ukolu v mensich, nahodné vybranych skupinkach. Spolu
s rozvojem kritického mysleni dochazelo k posilovani komunikac¢nich schopnosti zaku, kteif
méli za tkol nejen hledat odpovédi na otazky, ale také zvazovat své nazory a o téch nasledné
debatovat, argumentovat apod. Komunika¢ni schopnosti jsou pfitom jedny z klicovych
kompetenci, které spolu s rozvojem kritického myslen{ vybavuji zaky schopnostmi vyuzitelnymi
v bézné kazdodenni praxi. I diky zaméfeni se na tyto aktualné potfebné schopnosti a dovednosti
1ze fici, ze se edukacni program dotykal kazdodenniho zivota zakd a jejich potieb.

Tab. 1: ,,Silné* a ,,slabé" stranky programn  blediska uplatnéni prokii konstruktivistickych teorit néeni

,,SILNE“ STRANKY PROGRAMU ,,SLABE“ STRANKY PROGRAMU
(v programu uplatiiované prvky (konstruktivistické prvky, které v programu
konstruktivistickych teorii uceni) uplatnény nebyly)
Aktualni spolecenské téma ,,spravedlnost®, Pritomnost jednoho dominantniho diskurzu
jeho lokalni ukotveni a pfeneseni do kontextu tézebniho narativu (diskutovana byla jen
kazdodenniho Zivota zadka negativa tezby, nikoli jejf mozné piinosy)
Vyuzit prvka ,,minds on® a snaha o aktivni Chybeéjici prvek ,,hands on® (manipulace s
zapojeni zaka do edukac¢niho procesu exponaty, technika experimentu apod.)

Snaha rozvijet kritické mysleni Zzaka
Vyuziti metod diskuze a brainstormingu
Bezpecny prostor pro vyjadieni vlastntho

nazoru, podpora formovani vlastntho pohledu
na véc
Prace s textem (jeho analyza a interpretace)
Skupinova prace
Podpora rozvoje komunikacnich schopnosti

Price s novymi informacemi

Préce se stavajicimi znalostmi

Zaver

Studie si kladla za cil ukazat, jak se v muzejni edukaci mize uplatnit konstruktivisticky
styl uceni. Ten je mnohymi odborniky, pfedev$im pak Heinem, vniman jako potencionalné
piinosny. Méné uz se ale v odborné literatufe setkdvime se stanovenim toho, jak konkrétné
se konstruktivismus v muzejni edukaci projevuje. Pro vyuziti konstruktivismu v praxi muzejni
edukace totiz nejde pouze o to fict, jaké teoretické zazemi konstruktivismus muzejni edukaci
poskytuje, ale dulezité je také definovat, jak konkrétné se konstruktivistické teorie uceni
v muzejn¢ edukacni praxi projevuji. Hlavnim cilem studie proto bylo za pomoci analjzy
zvoleného pfipadu zjistit, jaké konkrétni podoby mohou prvky konstruktivistickych teorif
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uceni v muzejni edukaci nabyvat, a tedy ukazat, jak je mozné aplikovat je do praxe. Studie
vet, ze takto postaveny vyzkum a jeho zjisténi mohou obohatit muzejni pedagogy, ktefi se
vyzkumnymi zjisténimi mohou ve své vlastni praxi inspirovat. Cil studie naplnila a na svych
strankach se pokusila danou problematiku ¢tenafim piiblizit za pomoci interpretace analyzy
zvoleného edukac¢niho programu. Analyzovany edukacni program studie vyhodnotila jako
zdafily program, ktery hned v nékolika ohledech naplioval pozadavky konstruktivistickych
teorif uceni, respektive vyuzival nékolika prvka konstruktivistickych teorif uceni, které zavadel
do praxe. To, zda se Ctenafi — muzejni pedagogové rozhodnou prvky konstruktivistickych
teorii uceni ve své praxi vyuzivat zastava uz na jejich zvazeni. Studie vSak doufs, ze jim bude
analyzovany edukaéni program podnétnou inspiraci.
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Renovation of National Cultural Monument Povagsky Castle as an Example of Cultural Heritage Care
Approach Proceeded by Povagskd Bystrica Municipality

The National Cultural Monument Povazsky Castle had been neglected for decades and faced the threat
of complete devastation and destruction. However, the municipality of Povazska Bystrica decided to
change that critical, unflattering situation and save the ruin. First, property-related relations had to be
resolved in order to make investments in the renovation of this important cultural monument. The
town has been the owner of the property since 2008 and has chosen systematic approach to deal with
the renovation. The amount of investment and the time standpoint were affected by the City budget, as
well as received grants and funds. In the first years, the focus was on site maintenance and the necessary
remedial interventions. Gradually, the reconstruction required more complicated masonry to achieve
aesthetical and functional use. The project “Recovery of the National Cultural Monument Povazsky
Castle” was implemented within the program field called Protection and Revitalization of Cultural and
Natural Heritage and Support of Diversity in Culture and Arts within the European Cultural Heritage of
the Financial Mechanism of the European Economic Area and of the Norwegian Financial Mechanism.
The primary aim was to make the cultural heritage available to the public under the project focusing on
Remedies for Castles, Fortifications and City Palaces. This project was the most important milestone to
start the reconstruction and desirable maintenance of Povazsky Castle.

Keywords: National Cultural Monument, European Cultural Heritage, Financial Mechanism of the
European Economic Area and of the Norwegian Financial Mechanism

Uvod

Narodnej kultarnej pamiatke (dalej NKP) Povazsky hrad hrozila na zaciatku 21. storocia
po dlhych desat’rociach chatrania uplna devastacia a zanik. V tejto nelichotivej situacii sa na jej
zichranu podujalo mesto Povazska Bystrica.! Aby mohlo do zachrany tejto vyznamnej kultirne;j
pamiatky investovat’, museli sa vyriesit’ majetkovopravne vzt'ahy, nakol'ko samosprava moze
investovat’ len do vlastného majetku. Situacia sa vyriesila v roku 2007, ked’ sa mesto Povazska
Bystrica stalo vlastnfkom NKP Povazsky hrad. Od tohto ¢asu systematicky pristupuje k jeho
obnove. Obnova NKP Povazsky hrad bola rozdelena do viacerych etap. Po obsahovej stranke
prebichala rekonstrukcia pod dohPadom Krajského pamiatkového tradu (dalej KPU). Casové
a investi¢né hladisko ovplyviiovali finanéné prostriedky, ktoré mesto investovalo z vlastného
rozpoctu, pripadne zo ziskanych grantov a fondov. Spolo¢ne s mestom Povazska Bystrica sa
na obnove Povazského hradu podielalo obcianske zdruzenie Zdruzenie hradu Bystrica, ktoré

! Obnovy hradov na Slovensku s podporou tatnych organov pozri, ONDREJKOVA, Zuzana. Histéria a si¢asnost’
pamiatkovych obnov hradov na tuzemi Slovenska. In: Muzeoligia a kultiirne dedicstvo, vol. 4, 2016, Is. 1, s. 37 a n.
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od roku 2008 vykonalo niekolko vyznamnych rekonstrukceif objektov hradného komplexu a je
hlavnym partnerom mesta pri rekonstrukeii pamiatky. V prvych rokoch boli prace zdruzenia
zamerané na udrzbu aredlu a nevyhnutné sanacné zasahy. Postupne preslo k zlozitejsim
murarskym pracam s dosiahnutim esteticko-funkéného vyuzitia.?

Etapy rekonstrukcie Povazského hradu

Ciefom prvej etapy rekonstrukcie bolo zabezpecenie vsetkych primarnych vyskumov
a dokumentacii, ktoré tvorili zaklad pre realizacny projekt a stavebné povolenie. Zameriavala sa
najmi na architektonicko-historicky vyskum, ktory bol realizovany v dvoch etapach. Doélezité
bolo statické posudenie objektu hradu, geodetické zameranie a posudenie stavu zelene.
Realizaciu a financovanie spracovania dokumentacif podporilo Ministerstvo kultiry Slovenske;
republiky prostrednictvom dota¢ného systému Obnovme si svoj dom. Projektova dokumentacia
na obnovu Povazského hradu spolu so stavebnym povolenim boli pre mesto nevyhnutnou
podmienkou pre zapojenie sa do rozsiahlej rekonstrukcie. T4 prebichala primarne v najviac
ohrozenych objektoch hradu. Prvym takto realizovanym bol projekt zamerany na sanaciu
skalného podlozia, rekonstrukciu najviac ohrozenych casti paldca a vytvorenie oddychovo-
naucnej z6ny. Metodicky ramec prvej etapy zabezpecoval KPU Trencin. Prostrednictvom
stanovisk, vyjadreni a rozhodnuti uréoval metédy a postupy jednotlivych zasahov ¢i vyskumnych
prac. Pocas rekonstrukcie kontrolovala a usmerfiovala ¢innost’ metodickd skupina zlozena
z odbornikov pamiatkovej ochrany, ktotri boli taktiez neodmyslitelnou sucast'ou projektu
,»Obnova Nirodnej kultirnej pamiatky Povazsky hrad“. Tento projekt bol najzasadnej$im
medznikom v moznostiach obnovy a udrzby Povazského hradu.’

Urad vlady Slovenskej republiky ako spravca programov tzv. nérskych fondov vyhlasil
zaciatkom roka 2014 vyzvu na predkladanie Ziadosti o projekt, ktora bola zamerana na torzalnu
architektiru. Mesto Povazska Bystrica sa rozhodlo o tento projekt uchadzat’. Naplnenim cielov
programu, ako aj splnenim podmienok udelenia grantu ziskalo mesto nenavratny finanény
prispevok na rekonstrukciu Povazského hradu. Projekt ,,Obnova Narodnej kulturnej pamiatky
Povazsky hrad* bol realizovany v ramci Programovej oblasti Ochrana a revitalizacia kultdrneho
a prirodného dedicstva a podpora diverzity v kultare a umeni v ramci eurépskeho kultirneho
dedic¢stva Financného mechanizmu Eurépskeho hospodarskeho priestoru a Norskeho
finanéného mechanizmu. Cielom bolo najmi spristupnit’ kultirne dedi¢stvo verejnosti pod
Opatrenim pre hrady, opevnenia a mestské palace. Celkové opravnené vydavky projektu
predstavovali sumu 537 864,- €, vyska grantu bola 457 184,- € a 15-percentna spoluti¢ast’ mesta
predstavovala sumu 80 680,- €.*

Manazment projektu
Implementacia projektov finanéne podporovanych z finanéného mechanizmu Eurépskeho
hospodarskeho priestoru a Noérskeho finanéného mechanizmu je riadend medzinarodnymi

2TICHY, Miroslav — ZABOJNIKOVA, Marika — ZAHORA, Peter. Povazsky hrad po desiatich rokoch konzervicie.
In: Zachrdrime hrady. Zdchrana bistorickych ruin obéianskymi drugeniami v rokoch 2002 — 2017. Bratislava : Zdruzenie
Zachranme hrady, 2018. s. 95-100.

® Desat’rocie nového panstva, 2017, prezenticia power point. In: Registratira mesta Povazska Bystrica.

* Projektové zmluva na realizaciu projektu v rimci programu ,,Zachovanie a revitalizicia kultirneho a ptirodného
dedi¢stva a umeni v ramci eurépskeho kultirneho dedi¢stva® spolufinancovaného z Finanéného mechanizmu
Eurépskeho hospodarskeho priestoru a §titneho rozpoétu Slovenskej republiky ¢islo 9/2015. In: Registratira mesta
Povazska Bystrica.
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zmluvami, vSeobecne zaviznymi pravoymi predpismi Slovenskej republiky, legislativou
Eurépskej tnie a predpismi vydanymi Vyborom pre finanény mechanizmus v sulade
s Protokolom Zmluvy o Eurépskom hospodarskom priestore o Finanénom mechanizme
EHP pre roky 2009 — 2014, predpismi vydanymi Certifikacnym organom alebo Narodnym
kontaktnym bodom v sulade s materidlmi schvalenymi vladou Slovenskej republiky. Komplex
dokumentov tvoria Pravny ramec Finanéného mechanizmu Eurépskeho hospodarskeho
priestoru a Pravidla implementicie, ktory je momentom podpisania Zmluvy o projekte
pre prijimatela zavizny. Projektova zmluva na realiziciu projektu ¢ 9/2015 vymedzovala
ucel a predmet zmluvy, $pecifikovala projekt a jeho partnerov, celkové opravnené vydavky,
projektovy grant a spolufinancovanie projektu. Zmluvou sa riadila aj doba realizacie projektu
a obdobie opravnenosti vydavkov. Vymedzovala podmienky zmeny zmluvy, ukladala povinnosti
pri ukonceni projektu a doby udrzatel'nosti vratane opravnenych vydavkov a ostatné véeobecné
nalezitosti. NeoddeliteI'nou sicast’ou zmluvy bola Ponuka na poskytnutie grantu, ktora bola
dokladnou $pecifikaciou projektu a Vseobecné zmluvné podmienky, ktoré sprestiovali zmluvu
a naplnenie zmluvnych podmienok ¢i uskuto¢nenia projektu. Implementicia projektu bola
vzajomne riadend na dvoch drovniach. Z pozicie Spraveu programu projekt riadil Urad vlady
Slovenskej republiky, Odbor grantov Eurépskeho hospodarskeho priestoru a Noérska. Z pozicie
prijimatela grantu ho riadilo samotné mesto Povazska Bystrica. Spravca programu kooperoval
pri naplnan{ cielov projektu riadenim a kontrolou dodrziavania pravneho ramca a pravidiel
implementdcie, riadil zmenové konanie projektu a finanéné toky vo vzt'ahu k finanénému
mechanizmu Eurépskeho hospodirskeho priestoru a Norskeho finanéného mechanizmu.’

Prijimatel’ zabezpecil vykon projektu v sulade so vsetkymi prislusnymi predpismi. Manazment
na urovni prijimatel’a tvoril skupinu zamestnancov mesta s externymi zastupcami dotknutych
organov ¢i individualnych subjektov. Boli to koordinator projektu, manazér publicity, finan¢ny
manazér, autorsky dozor, stavebny dozor, geologicky dozor, staticky dozor, dozor KPU Trencin
prostrednictvom metodickej skupiny a sekundarne zastupcovia zmluvnych dodavatelskych
subjektov a partner projektu. Zakladné nastroje projektového riadenia a implementicie
projektu podlichali schvalovaciemu procesu u spraveu programu, ktoré predkladal
prijimatel’ deklarovanim vydavkov vynalozenych pre dosiahnutie stanovenych indikatorov ¢i
monitorovanim udajov prostrednictvom priebeznych sprav o projekte, ktoré podmienovali
zalohové ¢i zuctovacie vzt'ahy az do vycCerpania opravnenych vydavkov projektu. Schvalenie
zavereCnej priebeznej spravy o projekte bolo povazované za vecné a finanéné naplnenie
projektu, a teda jeho dspesné ukoncenie. Od tohto momentu sa zacalo obdobie udrzatel'nosti.
Pocas piatich rokov je prijimatel’ povinny zabezpecit’ ochranu vystupov, udrzatelnost’ celého
projektu, zachovat’ vlastnictvo a pripravit’ pre verejnost’ kultirne podujatia.®

Podmienky rekonstrukcie

Samotna obnova NKP Povazsky hrad vychadzala zo schvalenej projektovej dokumentacie.
Architektonicko-stavebnym rieSenim presli objekty hradného palica a nadvoria na zaklade
projektu pre stavebné povolenie — realizacného projektu stavby. Tieto casti hradného komplexu

> Projektova zmluva na realiziciu projektu v ramci programu ,,Zachovanie a revitalizacia kultrneho a prirodného
dedi¢stva a umeni v ramci eurépskeho kultirneho dedi¢stva® spolufinancovaného z Finanéného mechanizmu
Eur6pskeho hospodatskeho priestoru a §titneho rozpoétu Slovenskej republiky ¢islo 9/2015. In: Registratira mesta
Povazska Bystrica.

¢ Priebeznd spriva o projekte ¢. 6, reportovacie obdobie: 1. 1. 2017/30. 4. 2017. In: Registratira mesta Povazska
Bystrica
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boli zahrnuté do rekonstrukcie ako priamo previazané na skalné podlozie. Ciefom prac bola
stabilizacia a rekonstrukcia murov a priprava Casti palaca na umiestnenie vyhliadkovej terasy.
Komplex vyskumnej dokumenticie spolu s realizacnym projektom tvorili zakladny sdbor
stavebno-technickych opatren{ a zasahov, ktoré riesili konzervaciu a sanaciu konstrukcii hradu.
Urcili rozsah restaurdtorskych a rekonstrukénych prac. Globalnym cielom projektu bola
ochrana hradu pred uplnou destrukciou, stabilizacia a rekonstrukcia nadzemnych konstrukeii,
s ktorymi suviselo odstranenie sutinovych zasypov prostrednictvom archeologického vyskumu.
Zaroven sa doskimali a zamerali odkryté tvary a vykonala nasledna rekonstrukcia a vybudovanie
ucelového priestoru. Zakladni kostru umelecko-vytvarného rieSenia alebo navod na obnovu
definovala projektova dokumentdcia. Vychadzala z uz skor spracovanych architektonicko-
historickych vyskumov a z nich vychadzajicich navrhov obnovy Povazského hradu.”

Prva etapa vyskumu sa uskutocnila v roku 2008. Zamerala sa na severozapadnu ¢ast’ hradného
jadra v rozsahu branovej basty, obrannej basty II, obytného severného kridla a obrannej veze.?
Na nu nadviazala druha etapa, ktoré prebehla v roku 2011. Pocas druhej etapy vyskumu sa
skumali zvy$né objekty hradného jadra a predhradia, ktoré tvorili hradny palac, obytny trakt,
obranna a delova basta, obytné juzné a zapadné kridlo, 1. a II. hradné nadvorie, parkanovy
a hradbovy mur, vadtorna priekopa a pristupova rampa.” Ked'ze si murované konstrukcie vo
vysokej miere zachovali svoje architektonické a vytvarné detaily, tomuto faktu sa prisposobil
aj ptistup k obnove so zretefom na ich zachovanie a prezenticiu. Na ziklade vysledkov
architektonicko-historického vyskumu a statického posudenia, ako aj v zmysle uplatfiovanych
postupov obnovy torzalnej architektiry bolo nevyhnutné pocas obnovy dodrziavat’ nasledovné
pravidla:

- origindlne muriva doplnit’ materidlom kopirujiucim ich skladbu a $truktaru,

- skarovacia malta a maltova zmes museli niest’ vlastnosti vapenno-pieskovej malty pre
uchovanie historického vzhladu a museli byt’ prisposobené fyzikalnym parametrom,

- priinteriérovych ¢i exteriérovych omietkach bolo potrebné dosiahnut’ ich sidrznost’
fixaciou vol'nych okrajov, tzv. mostikmi a konsoliddciou,

- kamenarske prvky museli prejst’ procesom, ktory urcil restaurator,

- drevené prvky sa doplfiali drevnou hmotou alebo vymenili za nové prvky podla
konkrétneho typu,

- vyplne bolo nevyhnutné obnovit’ zo subtilneho ramceka s cielom dosiahnutia
estetického vzhladu."

Uvedeny postup bol podmienkou realizdcie a kontrolu nad dodrziavanim postupu
vykonaval stavebny dozor, autorsky dozor, KPU, zistupca vlastnika a partner projektu.
Rekonstrukcii umelecko-vytvarného riesenia predchadzalo vymedzenie postupu konstrukéného
a technického riesenia. Predstavovalo stibor opatreni a zasahov zameranych na sanaciu a statické
zabezpecenie, ¢o znamenalo, ze bolo potrebné z murov i korin muriva odnat’ uvolnené
kamene, vycistit’ $kary od nefunkénej, porusenej malty z povrchu licnych ¢asti marov, vykorenit’
naletovi zelen, doplnit’ $trbiny muirov a premurovat’ koruny stien, injektovat’ praskliny
a medzery v murive a zaklinovat’ licne kamene. Poskodené klenby sa museli dotvarovat’ do

7 KRUMPOLEC, Vojtech. Obnova NKP Povazsky hrad. Projekt pre stavebné povolenie, tealizacny projekt.
Technickd sprava, 2014. In: Registratira mesta Povazskd Bystrica.

$ BONA, Martin — MATEJKA, Miroslav. Povazska Bystrica — Povazsky hrad. Architektonicko-historicky viskum. 1.
etapa, 2008. In: Registratira mesta Povazska Bystrica.

? Tamze.

" KRUMPOLEG, tef. 7, s. 12-13.
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sumern¢ho celku na obnovu funkcie stability. Fixovali sa vydrvené vypadky murov a kazda
dutina, oddelené casti stien sa navzdjom splietali premurovanim plast'ov stien. Aktivaciou
podmurovky sa rekonstrukéne zalozili podmrznuté pity murov a kamenné clanky portalov
sa zastabilizovali vyplnenim spojovacich skar. V tejto suvislosti bolo potrebné zabezpecit’, aby
objekty, ktoré sa nachadzali pod zemnym zasypom, boli predmetom technicko-funkéného
tieSenia po ich odkryti a zhodnoteni stavu.'" Sticast’ou obnovy tiez bolo doskimanie novo
odkrytych casti konstrukcif, a to zo statického i architektonického hladiska. Pri realizacii
sanac¢nych a murovacich prac asistoval statik, ktory usmernioval prace z hladiska stability in
situ. Kazda cast’ odkryta archeologickym vyskumom sa pred jej stavebnou dpravou podrobila
vyskumu.

Architektonicko-historicky vyskum

Na ziklade rozhodnutia KPU v Tren¢ine sa doplnkovy architektonicko-historicky
vyskum realizoval v castiach podzemnych konstrukcii, ktoré boli odhalené az realizovanim
archeologického vyskumu v priestoroch hradného palica.'” Objednivatefom doplnkového
architektonicko-historického vyskumu bolo mesto Povazskd Bystrica.”? Sustredil sa na terénne
vyskumné prace, ktorého vystupy boli spracované do vyskumnej dokumenticie s navrhom
na obnovu. Vzhladom na ¢as realizdcie projektu boli postupy obnovy urc¢ované priebezne.
Samotny vyskum obsahoval zakladné udaje o narodnej kulturnej pamiatke, udaje o zadani,
metdde, spracovani a organizacii vyskumu, inventarizacny supis ndlezovych situdcii a ich
¢lastoéné vyhodnotenie, inventarizacny supis hodnotnych diel a prvkov, analyza vyvoja skimanej
Casti pamiatky a vyhodnotenie vyskumu s charakteristikou pamiatkovych hodnot skimanej
¢asti pamiatky, navrthu ochrany, obnovy a prezentdcie predmetnej casti. Tak ako aj v prvej
etape ukladal doplnkovy vyskum podmienky, respektive poziadavky na dalsie zachovanie,
obnovu a prezentaciu kultirnych hodnét Povazského hradu s konkrétnymi navrhmi opatreni
a nasledného vhodného funkéného vyuzitia.

Samotny vyskum priniesol viaceré hodnotné nilezy. Za vysoko hodnotny nilez mozno
pokladat’ zvySok vychodného ukoncenia juhovychodného narozia najstarsej, pravdepodobne
neskororomanskej stavby. Svojou poziciu casovo predstihovala vystavbu obvodového
opevnenia hradného jadra spred polovice 13. storocia. Rovnako vyznamnym zistenim bolo, Zze
najvychodnejsi priestor palaca z prelomu 14. a 15. storocia s najvyssou pravdepodobnost’ou
slazil od pociatku ako kaplnka. Jeho vystavbu mozno spéjat’ s vojvodom Stiborom zo Stiboric.
Konstatovanie Martina Bénu o hodnotach skimanych casti hradného palaca potvrdzuje
obrovska hodnotu Povazského hradu. V ramci tzemia Slovenska patri k vysoko hodnotnym
hradnym zricaninam. Pamiatka je preto nositefom siboru pamiatkovych hodnot, z ktorych
dominuju architektonické, historické, spolocenské, krajinné a umelecko-historické hodnoty."

Prioritou obnovy bola rekonstrukcia a dlhodoba stabilizacia vo vzt'ahu k objektu
a vytvorenie oddychovo-naucnej zény pre navstevnikov hradu. Do projektu sa zaradili najviac
ohrozené ¢asti hradu, ktoré najma z technického, ¢asového a finan¢ného hl'adiska predstavovali
zataz a nevyhnutni potrebu $pecializovanych zasahov. Predmetom projektu sa tak stala

'Tamze.

2 Rozhodnutie Krajského pamiatkového dradu v Trenéine ¢. TN-12/759-2/3391/BRO. In: Registratira mesta
Povazska Bystrica.

¥ Objedndvka ¢. 20170021/2017 zo 17. 1. 2017. In: Registratira mesta Povazské Bystrica.

4 BONA, Martin — MATEJKA, Miroslav — CHOMA, Martin. Doplnkovy architektonicko-historicky vyskum
hradného palaca. ProMonumenta, 2017, s. 6-21. In: Registratira mesta Povazskd Bystrica.
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sandcia Casti skalného brala, rekonstrukcia severného oporného piliera a Casti palaca a s tym
suvisiaci a obligatny archeologicky a architektonicko-historicky vyskum. Povazsky hrad je
jednym z najvyznamnejsich hradov na Povazi a kazdoroc¢ne sa vyrazne zvysuje zaujem o jeho
navstevu. Pri zostavovani projektu sa s ohfadom na priority Norskeho finanéného mechanizmu
vychadzalo z dlhodobej a udrzatel'nej potreby nielen vlastnika, ale aj navstevnikov hradného
aredlu. Tento fakt si vyziadal v prvom rade riesenie bezpecnosti pohybu oséb. Zaroven sa
malo pracovat’ na vhodnom sprijemnen{ a obohateni ¢asu straveného na hrade. Najrizikovejsie
miesto z hl'adiska bezpec¢nosti predstavovala severna ¢ast’ paldca ustiaca do hornej hranice nad
skalnym zrazom ako bod panoramatického vyhladu a ciel' kazdého turistu. Prave tam vsak
dochadzalo k destrukeii neodkrytych architektir, ktoré sa nachadzali pod sutinovym zasypom
a ich torza viedli ako chodniky prepadajice sa pod tlakom chodze.”

Riesenie oboch problémov poskytla novostavba vyhliadkovej terasy ako vyustenie nducno-
oddychovej zény. Samotny naucny chodnik zacina pri vstupe hlavnym patacom. Pokracuje
odpocivadlami s informacnymi tabulami umiestnenymi po hradnom areali podl'a objektovej
skladby. V centre systému sa nachadza bronzovy model hradu, ktory predstavuje doveryhodnu
kopiu skutocne vyzerajiceho hradu z obdobia jeho najvyssie dosiahnutého stavebného
rozmachu v obdobi okolo roku 1676. Tvorba modelu vychadzala z podkladov architektonicko-
historického vyskumu a geodetického zamerania. Overitel'né su pozostatky viditelnych kontuar
murov s previazanymi objektmi. Nauc¢no-oddychovy chodnik je vyustenim dvojramennej linie
odpocivadiel vyhliadkovou terasou konciacou dalekohladom. Konstrukeia lavky, odpocivadiel,
bicyklovych stojanov, zabradlia, kosov a puitaca je vyrobena z dubového dreva a ocele. Drevo
bolo odetrené primarnym naterom proti skodcom. Zamerne, z dévodu snahy o dosiahnutie
farebnej jednotnosti s murmi a prirodnej patiny, nebolo drevo farebne ani lakovo upravené.'®

Archeologicky vyskum

Archeologicky vyskum ako jedna z hlavnych aktivit projektu sa realizoval v zmysle rozhodnutia
KPU v Trendine. Ten definoval jeho podmienky, metodiku a formu. V tomto pripade bol
nariadeny zachranny typ archeologického vyskumu a realizoval sa formou archeologického
dozoru nad vykopovymi pracami v uzkej nadviznosti na obnovu."” Cely proces bol preneseny
do vyskumnej dokumenticie a archivneho vyskumu. Rozsah, miesta vikopov, urcenie hibky
a samotny sposob realizacie vikopov bol uréeny projektovou dokumenticiou. Vsetky zachytené
nalezové situacie boli taktiez sucast’'ou dokumentacie. Priestor archeologického vyskumu bol
rozcleneny na pit’ Casti, technicky boli oznacené ako plochy A — E, pricom kazda mala svoje
ohranicenie:

- Plocha A — tzemie opornych pilierov obvodového miru severnej Casti, inak nazvana
aj ako ,,kaplnka®,

- Plochy B, C — boli ststredené v interiéri kaplnky a postrannych castiach paldca vo
vychodnej Casti,

- Plochy D, E — predstavovali vykopy sivisiace s osadenim ochranného zabradlia vonkajsej

Casti paldca od severnej po zapadnu cast’."®

15 Zaznam z pracovného stretnutia zo dia 18. 2. 2014. In: Registratira mesta Povazska Bystrica.

16 Povagskobystrické novinky, ro¢. 21,2017, ¢. 29/30,s. 4 a 7.

7 Rozhodnutie Krajského pamiatkového tradu v Trenéine ¢. 12/759-2/3391/BRO. Registratira mesta Povazska
Bystrica.

8 ZACHAR, Jan — HORNAK, Milan. Povaiské Podhradie — Povazsky hrad. Vyskumnd dokumenticia
z archeologického vyskumu, 2017. In: Registratira Krajského pamiatkového uradu v Trencine.
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Archeologické zasahy v oblasti kaplnky sa zameriavali na stredovy velky a zapadny maly pilier
kaplnky s cielom zachytit’ ich obvodové lica. Tie nasledne presli domurovanim do stanovenej
vysky. Vyskumom sa taktiez docielila $pecifikacia linie poskodenych lic pilierov, ako aj tvar
parkanového muru. Lokalita hradného palaca, oznacena ako plocha B, presla archeologickym
vyskumom, a to pre potrebu umiestnenia vyhliadkovej terasy. Plocha C predstavovala tzemie,
kde bolo nutné odstranenie sutinovych zasypov na znizenie terénu az po obnazenie korin
obvodového muriva na vychodnej ¢asti s naslednym domurovanim.

Vyskumom sa v tychto plochach podarilo zachytit’ pozostatky murov interiéru vychodnej
casti palaca s datovanim do obdobia 15. — 16. storocia z dob prestavieb za ¢ias Podmanickych.
Pocas zasahov sa v archeologickej lokalite palaca nasla liata maltova dlazba s keramickou
upravou s cerveno-oranzovym sfarbenim a masivny mur, ktory z hladiska stavebno-
historického vyvoja dotknutého miesta predstavuje jedinecny nalez. Mur so Sirkou priblizne
130 cm m4 naznak zalomenia ostrého uhla. Predpoklada sa, Ze je to najstarsia ¢ast” kamennej
architektary Povazského hradu. Nasvedcuje tomu samotna masivnost’ muru, jeho umiestnenie
na exponovanej polohe a pravouhlé zalomenie dispozicie. Tieto skuto¢nosti buda predmetom
dalsieho pamiatkového vyskumu a jeho vysledok predpoklad potvrdi, alebo vyvrati. V centre
plochy C bol odhaleny mur priecky s orienticiou vychod-zapad, ktory bol hranicou juznej
strany tzv. kaplnky. Tento mir mé prerusenie portadlovym vstupom, ktor§ umoznoval prechod
z kaplnky do prilahlej miestnosti vichodného kridla palaca. Po odstraneni sutinovych navalov
v priestore archeologického vyskumu palaca boli zamerané tri sondy, ktoré boli realizované
pre potreby urcenia originalnej historickej nivelety tzv. pochddznej urovne. Za pomoci nalezu
zakladového odskoku v severnej ¢asti lica prie¢kového muru boli dostatoéne uréené. Dalsie dve
sondy sluzili na ziskanie vhodného a najmi bezpeéného pristupu k narusenému vychodnému
obvodovému hradnému muru, ktory bol predmetom rekonstrukcie. Aj v tomto ptipade sa
podarilo zachytit’ jeho okraj. Odhalil zvysky pévodnej nivelety pochddznej urovne, ktora sa
opit’ teoreticky spédja s érou stavebnych ¢innosti rodu Podmanickych z prelomu obdobia 15.
a 16. storocia. V jednej sonde sa podarilo zachytit’ kultirnu vrstvu z doby laténskej (ptichovskej
kultary) tesne nad trovinou skalného podlozia. Sibor hnutelnych nalezov, ktory sa nachadzal
v stratigrafickych vrstvach, bol pomerne pocetny a predstavuje beznu stolova a kuchynska
keramiku, zlomky kachlic a niekolko drobnych, no ojedinelych fragmentov skla z obdobia
neskorého stredoveku az novoveku. Sutinovy zasyp ukryval aj fragmenty architektonickych
clankov ostenia z okennych otvorov ¢i portalov, Casti klenieb a klenbovych rebier."”

Sanacia skalného podlozia

Geotechnicky prieskum geologického podlozia a konstrukéno-staticky prieskum Povazského
hradu z roku 2008 ako prvé dokumenticie tohto druhu na objekte potvrdzovali vazny
destrukeny stav, ktory mal vplyv na stabilitu hradnych murov. Na tieto zistenia nadvédzovala
projektova dokumenticia zamerania na sanaciu skalného podlozia. Predkladala riesenie
pozostavajice z ulozenia sustavy kotiev v kombinacii s injektdzou. Kotevny systém tvorilo
158 kotiev R 32, ktoré boli ukladané zvisle vo vzdialenosti 3 000 mm a vodorovne 1 000 mm
osovej vzdialenosti. Celkovo sa malo zabezpeéit’ priblizne 41,8 m premenlivej vysky brala.*
Priprava staveniska pre sanac¢né price pozostavala z osadenia ochranného valu pod skalou.

¥ ZACHAR, Jan. Zakladna vjskumnd dokumenticia z archeologického vyskumu, 2017.
* LAMPART, Igor. Sanicia skalného brala NKP Povazsky hrad — 1. etapa. Projekt stavby — realiza¢ny projekt.
Sprievodna sprava, 2014, s. 3.
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Slazil ako ochrana prilahlych kastielov, domov a cesty pred uvolnenymi ¢ast’ami skaly, ktoré
sa uvoltiovali pri samotnom ¢isteni brala od néletovej zelene. Obnazené bralo vizualne javilo
znamky vyraznej poruchy, co bolo potvrdené aj pri prvych vrtnych pracach. Pre overenie
spravnosti postupu ako potrebu nového zhodnotenia stavu bol privolany odbornik z oblasti
geolégie a vykonal odbornd obhliadku skaly. Zistil, ze skalné podlozie predstavuje orlovské
suvrstvie, ktoré je zlozené najmi z pieskovcov s karbonatovym cementom s vyskytujicimi sa
polohami piescitych slieiov z obdobia vrchnokriedového veku. Vrstvy tvorené pieskoveom
maju priemernu hrubku 30 — 60 cm, vo vrchnej Casti maju sklon priblizne 15°, spodnd cast’
dosahuje az 30° k severu.

Pukliny subvertikalneho charakteru kolmé na vrstvovitost’ skalného brala boli viditelné uz
vo vrchnej Casti. Z brala vystupujice lavice na prvy pohlad posobili dojmom nadbytoc¢nosti,
avsak ich pripadné odstranenie mohlo sposobit’ zosuv nadloznych poloh. Viditenym znakom
celého problematického podlozia, ako aj jeho plochy bol dvojity systém puklin. Prvy systém,
ktory je vedeny severozapadne a juhovychodne, a svojou orientaciou akoby vnikal do vnutra
masfvu, sa opakoval paralelne. KedZe boli pukliny od seba rddovo vzdialené v metrovych
usekoch, islo o plosny problém. Druhy puklinovy systém, ktory bol taktiez kriticky a posobil
na stability skalnych blokov stien, bol subvertikilne orientovany na sever-juh a kopiroval skalnd
stenu. Ako najviac kritické miesto skalného brala bol identifikovany skalny pilier, respektive
zo steny vycnievajuce skalné rebro s vyraznymi puklinami. Uvoltiovanie skalnych blokov
prechadzalo systémom subvertikalnych subeznych puklin, miestami az listrického tvaru. Tento
jav predpokladal, Ze odt’azenie nefixovanych blokov z tohto piliera spésobi t'ah nadlozia
a d6jde ku kolapsu vel'kého objemu zdegradovaného skalného masivu.

Stredna cast’ brala bola vyrazne clenitid. Podlozie bolo rozpukané do mensich, volne
visiacich ¢asti, ktoré sa vplyvom zlatiovania pri obhliadke a letmom dotyku lanom ¢i koncatinou
samovolne uvol'novali a vypadavali. Tento systém puklin sformoval aj reliéf steny, kde vplyvom
vypadavania skalnych blokov vznikli previsy. Okrem samotného systému vyraznych poriach
a trhlin v skale sposobovali nestabilitu vo vrstvach chybajice plochy ¢o smerovalo ku kolapsu
vicsich skalnych blokov. Spodna cast’ steny bola ohrozena aj pribudajicim faktorom v podobe
pieskovcovych, nerovnomerne zvetranych lavic. Jedna poloha z nich s vrstvou hriabky priblizne
0,5 m bola dezintegrovani az do takej miery, ze bola chybajicou cast’ou steny, ¢o opit’
zapricinovalo destabilitu nadloznych vrstiev a posobilo na otvaranie puklin. T4to lokalita musela
byt’ vystuzena a zabezpecena. Okrem samotného poruchového systému mali negativny vplyv
aj vykopavky situované v tesnej blizkosti muru, ktoré v pripade intenzivnych atmosférickych
zrazok mohli zadrziavat’ vodu a drenovat’ skalnu stenu a tym bezprostredne vplyvat’ na statiku
problematickych miest v stene. Plocha si preto vyzadovala odvodnenie alebo prekrytie.

Zavery obhliadky odporuacali viacnasobné manualne dodistenie od drobnych skalnych blokow.
Skalny pilier sa vSak nemal odt’azovat’ vo vi¢som objeme, ktory by mohol narusit’ stabilitu
podlozia. Povrchovym skumanim nebolo mozné odhalit’ penetraciu celého skalného masivu,
avSak existujuca systémova porucha predpokladala pukliny prestupujice celym masfvom,
vratane jeho hlbsieho vnutra. Miesta uloZenia kotiev mali byt’ preto vytipované presne do miest
bez poskodent, a to z dovodu funkénosti riesenia a zabranenia zasekdvaniu nastrojov ¢i kotiev.”!
Na zaklade odborného povrchového skimania skaly vysla poziadavka rieSenia geologickej
ulohy, ktora mala podrobne preskimat’ miesta realizacie prac geologickym a geotechnickym
prieskumom za dcelom doplnenia udajov o geologickej stavbe a $pecifikovania parametrov

2! Zapis z obhliadky na mieste, Povazsky hrad, 2016. In: Registratira mesta Povazska Bystrica.
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zemin, hornin a vplyvu na rekonstruk¢né a konzervacné prace sdvisiacich objektov hradu
a nasledného korigovania sanacie skalného podlozia. Vysledky dlohy nariadili presné ulozenie
kotiev, zaistenia skalného brala ocelovou siet’ou na zachytenie pripadnych mensich uvol'nenych
skal a v d’al$ej etape zaplombovanie previsov skaly. Takto navrhnuty postup bol zrealizovany za
aktivnej icasti geoldga in situ.” V zmysle projektovej dokumentiacie a doplnkového geologického
prieskumu sa pristipilo k sana¢nym pracam. Pozostavali z vitania samozavftavacich kotevnych
ty¢i R32/280. Vitanie sa vykonavalo pomocou pneumatickych vrtnych kladiv a kompresora.
Polyuretanova injektazna zmes bola aplikovana pomocou dvojzlozkového injekéného cerpadla
pod tlakom 4 MPa, do miesta kotvenia prividzana tlakovymi hadicami. Smer a $irka trhlin
bola zameriavana geologickym kompasom. Po dokonceni vftacich a injektaznych prac bola
instalovana postupnym zosivanim vysokopevnostnej ochrannej siete s pevnost'ou 150 Kn/
m2.23
Podpora aktivit projektu, partnerstvo a dobrovolnictvo

Zdruzenie hradu Bystrica sa takmer desat’ rokov venuje obnove Povazského hradu a pre
mesto ako vlastnika pamiatky je dlhodobym partnerom. Tento vzt’ah sa preto premietol aj
do realizacie projektu, kde zohravalo tlohu hlavného partnera. V zmysle Partnerskej dohody
o vzajomnej spolupraci sa Zdruzenie hradu Bystrica podiel'alo na spolupraci pri stavebnych
pracach ako koordinator, poskytovatel odbornej sucinnosti, ucastnik kontrolnych dni
a poskytovalo potrebnu sicinnost’ na mieste realizicie projektu. V oblasti podpornych aktivit
sa aktfvne zucastnilo na konferenciach, informa¢nom dni a podielalo sa na tvorbe publika¢nych
vystupov. Druhym nefinan¢nym partnerom projektu bola Oblastna organizacia cestovného
ruchu Region Horné Povazie, ktorého tlohou je propagacia pamiatky v cestovnom ruchu
a spoluorganizicia kultarnych podujati.** Vyraznou odliSovacou ¢rtou nérskych fondov je
podpora niekolkych principov riadenia projektov a uplatiovanie horizontalnych, prierezovych
kritérif, ktoré si nositelom dodato¢nych hodnoét. Su zalozené na principe dobrovolnictva,
trvalo udrzatePného rozvoja, vhodného spravovania, rodovej rovnosti a rovnosti prilezitosti.”
Osobitny zretel’ na posilnenie principu dobrovol'nictva, ktory je vaimany ako sprostredkovatel
dosiahnutia vseobecného konsenzu a podpora udrzatelnosti ¢i pokra¢ovania v budicich
obdobiach, bol uplatneny v projekte nielen prostrednictvom partnerstva, ale i dobrovol'nicke;
prace mladého Povazskobystricana — fotografa. Vyhotoveny obrazovy material sluzil ako
komunikac¢ny nastroj v oblasti publicity pti spracovani propagacnych materialov ¢i ako nastroj
prezentacie kulturneho dedi¢stva umiestnenim fotografif na vystave Monument, sprievodnych
akcidch projektu a kultirnych podujatiach uz na zrekons$truovanom Povazskom hrade.”
Prizna¢ny nazov nesie projekt Kultirne dedi¢stvo, ktory prezentuje vysledky investicii do
kultirneho dedi¢stva Slovenskej republiky z tzv. nérskych fondov. Pocas desiatich rokov

2 FEKEC, Peter. NKP Povazsky hrad — podrobny geologicky a geotechnicky prieskum v miestach realizicie
rekonstrukénych a konzervaénych prac na vezi a na skalnej stene na vychodnej strane hradu. Zavere¢na sprava,
2016, s. 17.

% SUCHY, Martin. Sanacia skalného brala NKP Povazsky hrad — 1. etapa, 2017, prezentacia power point. In:
Registratira mesta Povazska Bystrica.

* Partnerskd dohoda o vzdjomnej spoluprici pri realizacii projektu ,,Obnova NKP Povazsky hrad® — ZdruZzenie
hradu Bystrica, 2015; Partnerskd dohoda o vzajomnej spolupraci pri realizacii projektu ,,Obnova NKP Povazsky
hrad“ — OOCR Horné Povazie 2015.

» Prirucka pre prijimatel’a a projektového partnera — Finanény mechanizmus EHP a Nérsky finanény mechanizmus,
programové obdobie 2009 — 2014, verzia. 1.1., 2014. In: Registratira mesta Povazska Bystrica.

% Povagskobystrické novinky, roc. 20, 2016, ¢. 3, s. 3.
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aplikacie tejto grantovej schémy sa obnovilo niekol'ko vyznamnych kulturnych pamiatok.

Za posledné roky preniesla znovuzrodenie do podoby kratkych dokumentarnych filmov
a profesionalnych fotografif spolo¢nost’ Mirafilm. Sibor filmov ¢i fotografii je venovany nielen
divakom na Slovensku, ale aj v Norsku, Islande a Lichtenstajnsku, s postupnou expanziou
do dalsich krajin. Ako propagacny material je pouzivany na velvyslanectvach, vo verejnych
budovach ¢ na skolich s umeleckym zameranim. Projekt Obnova Narodnej kultirnej
pamiatky Povazsky hrad sa taktiez stal sucast’ou projektu Kulturne dedi¢stvo. Historia spolu
s rekonstrukciou sa tak zobrazili v kritkom filme ,,Povazsky hrad“. Majestatnost’ murov
a objektov hradu su zachytené skupinou profesionélnych fotografov zo Slovenska i No6rska.”

Dalsim délezitym faktorom obnovy Povaiského hradu je spoluprica s projektom
ProMonumenta. Pamiatkovy urad Slovenskej republiky na zaklade Programového vyhlasenia
vlady Slovenskej republiky pre roky 2012 — 2016 a Koncepcie ochrany pamiatkového fondu
v Slovenskej republike do roku 2020 v spolupraci s Pamiatkovym uradom Nérska Riksantikvaren
vytvorili projekt ProMonumenta, ktory stoji na téze ,,prevencia adrzbou®. Je orientovany na
technickd diagnostiku stavu nehnutelnych narodnych kultdrnych pamiatok, navrhu obnovy,
ako aj pracu v teréne pri zist'ovani ¢i rekonstrukcii pamiatkovych objektov.® Mesto Povazska
Bystrica v spolupraci s Uradom vlady Slovenskej republiky prizvali ProMonumentu na
spolupracu pocas realizacie projektu. InSpekény tim bol oboznameny s doteraz vykonanymi
pracami, ako aj samotnym projektom a vykonal dékladnd obhliadku Povazského hradu. Na
mieste boli prerokované otazky najviac poskodenych casti, ktoré budu predmetom dalsich
zasahov. Po ukonceni in$pekcie ProMonumenta spracovala odborni Technickd sprivu
kultirnej pamiatky a udelila Certifikat o stave kultirnej pamiatky.”

Niekolkoroéna rekonstrukcia Povazského hradu prinieslo mnozstvo novych poznatkov
a vysledkov, ¢i uz prac stavebnych alebo vyskumnych. Postupne sa vytvoril systém obnovy,
ktory bol osvedceny a je mozné pokracovat’ v jeho intenciach. Prezentacia vysledkov obnovy
na teoretickej i praktickej irovni bola jadrom dvoch odbornych konferencii s i¢ast’'ou odbornej
1 laickej verejnosti. Prinosom bolo poukéazanie na najvyznamnejsie fakty od autorov vyskumov
¢i zastupcov realizatorov prac na skalnom brale, archeoldga, vyskumnikov, projektanta,
reStauratora a zastupcu partnera projektu. Mladsej generacii bol venovany informacny den
s cielom priblizit” pamiatku. Na $irenie dobrého mena grantov Eurépskeho hospodarskeho
priestoru a Norskeho finanéného mechanizmu, prezentaciu vysledkov projektu a propagacie
pamiatky boli pouzité nastroje propagacie, ako vytvorenie webovej stranky www.povazskyhrad.
sk, informacnd brozura, banery, letaky a spomienkové predmety — kalendar, sadrové odliatky,
diare, pera ¢i lampase.”

Zaver

Rekonstrukcia v ramci projektu bola ukoncena v roku 2017 a Povazsky hrad bol opit’
sptistupneny slavnostnym otvorenim. Tym bol naplneny prioritny ciel’ projektu. Z hl'adiska
projektového riadenia v sucasnosti plynie obdobie udrzatel'nosti vysledkov projektu. Pocas

77 TlaCova sprava: Spolo¢nost’ Mirafilm ukondila projekt Kultirne dedi¢stvo. In: Registratira mesta Povazskd
Bystrica.

% [ZNOLT, Pavol. Udrgha historickych stavieb. Bratislava : Pamiatkovy trad Slovenskej republiky, 2017, s. 13.

2 ZACHAROVA, Daniela. Technicka sprava kultirnej pamiatky, Povazské Podhradie — Povazsky hrad; kéd: Z0070;
ProMonumenta 2016.

* Priebeznd spriva o projekte ¢. 6, reportovacie obdobie: 1. 1. 2017/30. 4. 2017. Registratira mesta Povazska
Bystrica.
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neho sa Povazsky hrad viackrat premeni na dejisko kultdrnych podujati. Dlhodoba kvalitna
praca na Povazskom hrade sa odzrkadlila v podobe prikladov dobrej praxe v niekolkych
kniznych publikiciach a tiez je bodom zaujmu vyucby na Skolach restauratorského ¢i stavebného
zamerania. Pocas desiatich rokov starostlivosti o narodnu kulturnu pamiatku bol vytvoreny
systém obnovy, ktory plnohodnotne premieta svoje plany do realizacie a mo6ze byt’ nivodom na
obnovu pamiatok. Ocenenim za dlhoro¢ni pracu je v prvom rade znovuzrodenie Povazského
hradu a navrat turistov a zidujemcov o histdriu.”!

Zadost’u¢inenim je aj ziskanie 2. miesta za projekt ,,Obnova Narodnej kultdrnej pamiatky
Povazsky hrad® v sut’azi Projekt roka 2017 pod zastitou Spoloc¢nosti pre projektové riadenia
a PMI Slovakia Chapter v spolupraci s portdlom efocus.sk. Z pohladu vlastnika kultirnej
pamiatky ide o jedine¢ny, neopakovatelny projekt, kde i samotnd realizicia bola novou
skusenost’ou. Povazsky hrad je jedina narodnd kultirna pamiatka vo vlastnictve mesta. Je
tomu desat’ rokov, odkedy mesto urobilo prvy krok pre jeho obnovu, pre realizaciu velkého
investicného projektu. Uspech sa dostavil vd'aka tomu, Ze projektovy tim bol zostaveny
z odbornikov nielen z oblasti pamiatkovej ochrany, implementicie projektov Strukturalnych
fondov, ale aj z oblasti statiky a geologie. Délezité bolo i to, ze tim sa nemenil a vicsia ¢ast’ timu
sa na obnove Povazského hradu podiela celych desat’ rokov.

Projekt sa skladal z roznych aktivit, ¢o ho urobilo bohatym na vystupy. Podarilo sa
zachranit’ najviac ohrozené casti paldca, sanaciou skalného brala sa zastabilizovalo podlozie
a rekonstrukcia severného oporného piliera zabezpecila stabilitu vychodnej ¢asti hradného
komplexu.”? Vynimoénou bola zichrana a rekonstrukcia neskorogotickej okennej pasparty
okna juznej steny zapadnej Casti juzného obytného kridla. V tomto pripade ide o zriedkavy
typ neskorogotickej vyzdoby spracovany technikou skrabanych omietok, ktoré boli vyvojovym
predchodcom sgrafita.”

Novozriadeny naucny chodnik prinasa informacie o objektovej skladbe hradu, jeho historii
a stavebnom vyvoji. Prvky naué¢ného chodnika zaroven sluzia ako odpocivadla. Nadvorie hradu
spestruje bronzovy model hradu, ktory predstavuje Povazsky hrad z obdobia konca 17. storodia.
Osadena lavka v najvys$sie polozenej casti hradu s vyhliadkovym dalekohPadom ochranuje
neodkryté architektary pred destrukciou a zaroven poskytuje navstevnikom Povazského hradu
bezpecny pohyb a jedineény panoramaticky vyhPad.*

Pocas projektu sa natocil prvy kratky dokumentarny film o Povazskom hrade, nadviazala sa
spolupraca s ProMonumentou, zorganizovali sa dve odborné konferencie a informacny den,
vystava fotografif o Povazskom hrade od dobrovol'ného fotografa. Pre podporu publicity boli
vytvorené propagacné materialy a predmety. O projekt javili zaujem média, odborna 1 laicka
verejnost’. Vsetky informacie o projekte st dostupné na novej webovej stranke. Na projekte
sa podielali aj partneri bez financnej Gcasti pre podporu trvalo udrzatelného rozvoja narodnej
kultarnej pamiatky. O ndroc¢nost’ projektu sa postaralo samotné geografické umiestnenie
pamiatky. Je tu st’azeny pristup, nie je zdroj vody, je obmedzeny priestor na zriadenie staveniska

% O moznostiach dlhodobej udratelnosti blizsie pozri GREGOROVA, Jana. Moznost’ aplikicie pamiatkove]
starostlivosti ako néstroja udrzatel'nosti. In: GREGOROVA, Jana — SKRINAROVA, Alexandra. Kultirne dedicstvo
2017 — zhornik prispevkov 3 konferencie. Banska Stiavnica : Zdruzenie historickych miest a obci Slovenskej republiky,
2017, s. 43-52.

32 Povagskobystrické novinky, to¢. 21,2017, ¢. 43,s. 1 a 3.

» ZAHORA, Peter — SIKORIAK, Jan. Sprava u restaurovania neskorogotickej okennej pasparty okna juznej steny
zapadnej Casti juzného obytného kridla Povazského hradu. 2017. In: Registratira Krajského pamiatkového uradu.
3 Povagskobystrické novinky, ro¢. 21, 2017, €. 29/30,s. 4 a 7.
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a nie je mozny pohyb niektorjch mechanizmov. Sandciu vykonavali pre nedostupny terén
horolezci. Prace museli byt” koordinované za Gcasti statika pre zvazenie zasahov, lebo ohrozena
¢ast’ mala oporu iba z podlozia, ktoré bolo tiez predmetom zasahov. Samotné prace na jesenl
minulého roka zastavilo prili§ skoré nepriaznivé pocasie a dlho trvajica zima zaciatkom roka,
preto zhotovitelia pristipili na dvojzmennt a aj vikendovu prevadzku. Niektoré casti odkryté
archeologickym prieskumom priniesli nové, neocakavané objavy, zaroven vsak znamenali aj
obavu z naplnenia ¢asového planu, kedZze novoobjavené konstrukcie bolo potrebné dokladne
preskumat’. Situaciu skomplikoval fakt, Zze pri sanacii skalného podlozia doslo docasne ku
krizovému stavu, vd'aka aktivnej ucasti nielen timu, ale aj externych kapacit a snahe poméct’ sa
vsak tato Cast’ stavby uspesne dokoncila bez ohrozenia majetku, zdravia ¢i zivotov. Povazsky
hrad sa pravidelne stiva miestom kulturnych podujati, workshopov a coraz atraktivnejsim
turistickym miestom.”
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On the Development of Museology in the Context of Further Training of Graduates - Example of Museology
Studies at Comenius University in Bratislava

The article focuses on the topic of museum and cultural heritage studies as a basis for active and
successful museum practice. It brings forward the question of importance and suitability of various
museum courses and their relation to specialised university studies that work towards the improvement
of museum practice. It analyses and evaluates not only the studies, but also scholarly and project activities
of Museology studies at the Comenius University in Bratislava.
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Uz dlhé desat’rocia sa aj v muzejnom mikrosvete venuje priestor diskusidm o vhodnom
odbornom vzdelani pre pracu v tjchto pamit’ovych institaciach. Uvahy o potrebe univerzalneho
vzdelania, typické najmi pre 18. storocie,! uz dnes prili§ nerezonuji. Diskusie sa skor vedu
o potrebnych minimalnych znalostiach, no nie ¢asto sa pritom mysli na skuto¢nost’, Ze praca
v pamit’ovych institiciach je praca s kulturnym a prirodnym dedicstvom. S nie¢im, ¢o ma svoju
nevydislitel'nd kultarno-spolocensky, dokumentarnu ¢i ind hodnotu, kvoli ktorej sa prislusny
objektuchovavaaje predmetom $pecialnej starostlivosti. Neodborna praca s takymto dedi¢stvom
sa tak stdva neraz hazardom, ked’ze ide o ochranu, spravu a vyuzitie ¢asto nenahraditelnych
a jedine¢nych prirodnych a kultirnych hodno6t. V muzejnictve sa neodbornd praca prejavuje
nielen v neschopnosti rozoznat’ kulturnu hodnotu pri selekcii a dopliiovani zbierkového fondu,
ktoré sa casto odvijaju len od osobného, subjektivieho zaujmu (ndzoru) pracovnika (kuratora)
a nie od poznania a hodnotenia pottieb zbierkového fondu muzea,’ ale napriklad aj nekvalitnou
prezentacnou cinnost'ou, chronicky zdovodnovanou v nasom prostredi prakticky vylu¢ne
nedostatkom finanénych prostriedkov, nie nedostatoénym vzdelanim, teda nedostato¢nou
pripravenost’ou na takuto c¢innost’. Uz spomenuté, ale aj d’alSie muzejné c¢innosti skratka
potrebuji urcitd pripravu, najmi znalost’ roznych pristupov, vediet’ ako na to...

' WAIDACHER, Friedrich. Prirucka vseobecnej muzeoldgie. Bratislava : SNM-Narodné muizejné centrum, 1999, s. 86-90.
* Pozti blizsie napriklad DOLAK, Jan. Sbératelstvi a sbirkotvornd finnost muzgei. Bratislava : Univerzita Komenského,
2018, s. 48 an.
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Ked nam staci kurz...

Jednou z moznosti je medzigenera¢na transmisia, teda odovzdavanie skisenost{ z generacie
na generaciu, starsich mladsim, skdsenejich neskdsenym, typické v muzejnictve najmi
v obdob{ 19., ale u nas aj v 20. storoci. Roky praxe su, samozrejme, tou najlepsou skolou, najma
ak clovek prejde viacerymi pracovnymi poziciami. Ziska tak viborny prehl'ad o fungovani celej
institacie, rozmysl'a nasledne pri praci ¢asto komplexnejsie prave s ohladom na vlastné ziskané
skusenosti. Pocas praxe si osvoji nielen zakladné zrucnosti a c¢innosti, ktoré sa neraz stanu
akousi rutinou, ale ¢asto prichadza praxou aj na skutoc¢nosti, ako nieco v réznych oblastiach
vylepsit’, skvalitnit’, prepracovat’ a pod.

Nie je potrebné v sicasnosti uvazovat’ o vyzname vzdelania v mizeu. V tejto velmi ¢asto
pertraktovanej problematike je jasna, vSeobecnd zhoda vo svetovom muzejnictve. Vzdelanie je
jednoducho nevyhnutnost’ou.’ Sved¢i o tom najma rozvinuté univerzitné vzdelanie v oblasti
muzejnictva a kultirneho dedi¢stva vo vyspelejsich castiach sveta. Potrebné je skor riesit’
otazku sposobu jeho nadobudnutia, formu, orientaciu (oblast’), hibku, mieru, ale rovnako aj
vyvazenost’ teoretickjch poznatkov vo vzt'ahu k praxi, teda problém vyuzitelnosti ziskanych
poznatkov pre skvalitnenie muizejnych ¢innosti.

Samotna prax totiz nestaci a v izolovanej forme moze byt dokonca v mnohych pripadoch
aj priamo $kodliva. Problém empirickych pristupov bez dostatocnej orienticie v urditej
discipline zvicsa vedie k objavom, ktoré boli ,,objavené® uz pred rokmi niekym inym. Takéto
»znovuobjavovanie Ameriky“ m4 sice svoje ¢aro a ak sa na to pozrieme z pohladu exaktnych
disciplin, je to d'alsie potvrdenie spravnosti starsich a v odbornej komunite davno znamych
,»objavov‘. Som vsak presvedceny, ze nie je nasim ciefom objavovat’ v muzeach objavené, ale
skor by bolo vhodné rozvijat’ d'alej zname moderné poznatky, pristupy a najnovsie skisenosti
naprie¢ vetkymi muizejnymi ¢innost’ami, teda aplikovat’ nové poznatky na skvalitnenie muizejnej
prace a rozvoj muzejnictva. Rozumnejsie je teda ,,zac¢inat’ v bode, do ktorého uz spoloc¢nost’
dospela, ako dlhé roky pracovat’ na tom, aby sme sa tam svojpomocne vobec dostali.

Inym problémom je zase, ak sa preberaji nespravne ,,skusenosti — navyky* (mozno sem
zaradit’ napr. rozne prezitky), ktoré pri stereotype a rutine niektorych cinnosti su nadalej
tradované aj v nasom prostredi, naptriklad v oblasti budovania zbierok a vystavnej ¢innosti,
kde to vidiet’ najviac. V takom pripade generacnd transmisia nema v podstate ziaden potencial
ani vyuzitelnost’ a zmysel, ale, naopak, moéze skor z dlhodobého hladiska uskodit’.

V muzejnom prostredi prevladaji dlhodobo predovsetkym vybrané aplikované vedy
(historia, etnoldgia, archeoldgia, prirodné vedy — botanika, zooldgia, vybrané technické vedy...),
viazané na $pecializiciu muzea ¢i zameranie jednotlivych zbierok. V zasade by bol tento stav

3 Venovali sme sa tomu vo viacerjch prispevkoch, napriklad TISLIAR, Pavol. VhPady a perspektivy muzeologického
vzdelania na Slovensku. In: Nové témy a nové formy v miizejnictve 21. storocia. Liptovsky Mikulas : Slovenské muzeum
ochrany prirody a jaskyniarstva, 2019, s. 5-11; TISLIAR, Pavol. Current possibilities of museology education in
Slovakia. In: Museologica Brunensia, vol. 8, 2019, Is. 1, pp. 13-17; TIS:LIAR, Pavol. Muzeolégia na Slovensku. In:
Mugeoldgia a kultirne dedicstvo, vol. 4, 2016, Is. 1, pp. 127-135. Z vyznamnejsich pric mozno spomenut’, napr.
DUBUC, Elise. Museum and university mutations: the relationship between museum practices and museum studies
in the era of interdisciplinarity, professionalisation, globalisation and new technologies. In: Museum Management and
Curatorship, 2011, pp. 497-508; MACLEOD, Suzanne. Making Museum Studies: Training, Education, Research and
Practice. In: Musenm Management and Curatorship, 2001, pp. 51-61; JAGOSOVA, Lucie — KIRSCH, Otakar. Towards
professionalism through academic education in museum work: on the beginnings of museology education in
Czech universities. In: Museum Management and Curatorship, 2019, pp. 1-15; THOMAS, Suzie — WESSMAN, Anna —
HEIKKILA Eino. Redesigning the museum studies programme at the University of Helsinki: towards collaborative
teaching and learning, In: Museum Management and Curatorship, 2018, pp. 1-21 a mnoho d’alsich.
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vhodny, no ziadna z tychto aplikovanych disciplin nema vo svojom kurikulu muzeoldgiu, ani
zaklady muzeografie, vistavnej ¢innosti a pod., teda absolventi ani len netusia, ¢o je zbierkovy
predmet, ¢o sa s nim ma robit’ a uz vobec nie, akj ma vyznam, hodnotu, preco sa vlastne
nachadzaji v muzeu atd’. Z tohto pohladu sa javi ako idealny prienik aplikovanych disciplin
s muzeoldgiou. Hovori sa o tom dlhodobejsie aj v slovenskej muzejnej praxi. Podnetny je
najmi prispevok Gabriely Poduselovej.* Autorkine rozumné a vyargumentované podnety
napokon tvorili jeden z vychodisk pri koncipovani zikladov sdacasnych $pecializovanych
medziodborovych stadii na Univerzite Komenského v Bratislave, kombinujucich muzeolégiu
s aplikovanymi disciplinami (etnolégia — muzeoldgia, dejiny umenia — muzeoldgia, historia —
muzeoldgia a najnovsie akreditovana muzeoldgia — pedagogika). Akreditované medziodborové
s$tudia kombinuji taziskové jadra oboch vednych disciplin so snahou o konkrétnu §pecializaciu
v muzejnom prostredi (zbierky historické, etnografické, kunsthistorické a $pecialna muzejno-
pedagogicka cinnost’ prace s verejnost’ou) a zaujem o tieto medziodborové prieniky medzi
uchadza¢mi o §tddium rastie.

Mozno okrem riadneho univerzitného $tadia, ktoré aj v zmysle vysokoskolského zidkona
akreditaciou prinasa komplexné vzdelanie v urcitej discipline, riesit’ nedostatky vo vzdelani
nickol'kodniovym kurzom? Nemyslim si. Nie, ze by boli vo v§eobecnosti takéto kurzy zbytocné
a neprinasali ziaden dzitok. Rovnako to nie je myslené ani vo vzt’ahu k univerzitnému studiu
muzeolégie, ktoré, pochopitelne, nemoze nahradit’ niekolkohodinovy kurz. Ulohou kurzov
by prioritne malo byt prehlbovanie uz ziskaného vzdelania. Vyznam maji teda vtedy, ked
oboznamuju ucastnikov s poslednymi trendmi v konkrétnom odbore a tfm ich znalosti postvaji
dalej. Len velmi t'azko si mozno predstavit’, ze sa kurzom ,,z{ska nejaké vzdelanie®, ¢i bude
vykonana nejaka rekvalifikdcia, hoci v poslednych rokoch existuje v slovenskom muzejnictve
aj taka snaha. Problémy slovenského muzejnictva vsak takéto snahy nevyriesia, mozno akurat
»papierovo®, ked’ sa na jednej strane vykaze ¢innost’ (mozno aj opodstatnenost’ nejakého toho
oddelenia) a zdroven na druhej ,,vyskoleni odbornici®. Skoda len, Ze to v muzejnej praxi nejako
stale nebadat’.

Sucasné muzejnictvo je v poslednych rokoch v uréitom zajati muzejno-pedagogickych
aktivit, ktoré sa povazuju za jeden z vyznamnych smerov dal$ieho rozvoja muzejnej ¢innosti,
ale aj za spOsob, akym sa stani muzed vo verejnosti atraktivnymi. V oblasti vol'no¢asovych
aktivit nie je v sucasnosti jednoduché sa presadit’. Je ale otazne, ¢i by mali byt tieto aktivity
podstatou muzejnictva a muzejnej praxe. Urcite nie. Pracovné dielnicky, ktoré supluji skolské
druziny, vytvarné krazky ¢i len volnocasové , strazenie deti®, ktoré nevychadzaju zo zbierok
muzea, z jeho vystavnej cinnosti, nenapomahaju muzejnej komunikacii a interpretacii, st
zbytoc¢nou ¢innost’ou, ktord do muzejnych zariadeni nepatri, rovnako ako kadejaké strasidla
na hradoch, riesené vylu¢ne ako ,,uspesna“ komercna cinnost’. Muzejno-pedagogické aktivity,
ktoré su bezpochyby v muzeich potrebné, by mali vychddzat’ z kvalitnej muzejnej ¢innosti,
predovsetkym zo znalosti a poznania muzejnych zbierok, ich odborného spracovania,
z vystavnej ¢innosti, ktoré by sa mali stat” odrazovym mostikom muzejnej pedagogiky.

Z uvedenych dévodov je teda v prvom rade nevyhnutna orientdcia v mizejnych ¢innostiach,
v muzeologickych pristupoch, rozmyslat” muzeologicky, teda jednoducho mat’ osvojené celé
zaklady muzeoldgie. A na to kurz, nech je akokol'vek ,,certifikovany®, jednoducho nestaéi.

4 PODUSELOVA, Gabriela. Je mozna a potrebné $pecializdcia vo vjuke muzeolégie? In: Muzeoldgia : Tedria & prax.
Bansk4 Stiavnica : Spolo¢nost’ pre pamiatky a Katedra ekomuzeolégie FPV UMB, 2006, s. 49-52.
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Hodnotenie vysledkov bratislavskej vedecko-pedagogickej ¢innosti

Muzeologické stidium v Bratislave uz v stcasnosti ponuka vsetky tri stupne Studia
a zaradilo sa tak medzi $tandardné ,,dobudované® vysokoskolské studijné odbory, ktoré si
dokazu vychovat’ vo vedecko-pedagogickej oblasti aj vlastnych odbornych asistentov. Prvou
absolventkou treticho, PhD. stupfia muzeologie a kultirneho dedicstva sa stala Mgr. Lenka
Vargova, ktord spodiatku nastipila na doktorandské $tidium slovenskych dejin. Uspesne
obhijila pricu o byvani v medzivojnovej Bratislave.” Doktorandka sa v nej venovala modernym
bytovym doplnkom v spojeni so zbierkami vybranych muzei. Prave L. Vargova od nového
akademického roku 2019/2020 posilni nas vedecko-pedagogicky kolektiv, so zameranim najmi
na vybrané oblasti muzejnej pedagogiky. Tieto snahy stvisia aj s otvorenim medziodborového
studia muzeoldgia-pedagogika. Odbor muzeoldgia tak personalne predstavuje pit’ internych
zamestnancov: profesor (P. Tisliar), dvaja docenti (L. Kacirek a J. Doldk v zacatom habilita¢nom
pokracovani) a dve asistentky (L. Ulasinova Bystrianska a L. Vargova). Pedagogicky kolektiv
doplnaja styri doktorandky muzeologického $tddia: N. Szabéova a M. Tomaskova (interné
studium), L. Jagosova a M. Kod{ (externé stadium). Uvedeny stav tak dava predpoklady na d’alsi
rozvoj odboru, a to nielen v personalnej, ale najmi vo vedecko-pedagogickej oblasti zameranej
na pripravu absolventov.

V uplynulom akademickom roku 2018/2019 bratislavska muzeologia otvarala vybrané
medziodborové stadia a momentalnou snahou je ich d’alsia stabilizacia. V akademickom roku
2019/2020 budu okrem jednoodborového stidia muzeoldgie a kultirneho dedi¢stva otvorené
tri medziodborové kombindcie: dejiny umenia-muzeoldgia, etnolbgia-muzeoldgia a historia-
muzeologia.

Stidium muzeoldgie v akademickom roku 2018/2019 tspesne absolvovali v bakalarskom
stupni Styria Studenti. Dominika Sadova vo svojej bakalarskej praci venovala pozornost’ banictvu
v Spanej Doline a moznostiam prezenticie miestnej banickej identity.* Margaréta Hernando,
ako pracovnicka Archivu Univerzity Komenského, analyzovala dokumentac¢nd ¢innost’ tohto
oddelenia UK, jej nearchivne zbierky a moznosti ich vyuzitia.” Fotografii v muzeu sa osobitne
venovala bakaldrska praca Marie Garanovej Krist’akovej.® Oprela sa pritom o konkrétne priklady
z praxe. Drotarstvu, na dokumentaciu ktorého sa $pecializuje Povazské muizeum v Ziline, sa
podrobnejsie zaoberala Livia Neumannova. Hodnotila zbierkotvornu a vystavnd ¢innost’, ale
poukdzala aj na fenomén drotarstva a jeho miesto v ramci kultirnych dejin Slovenska.’

V nadvizujucom magisterskom stupni absolvovalo $tidium muzeolégie devit’ studentov.
Jan Krizan podrobnejsie analyzoval marketingovi ¢innost’ pezinského mestského muzea."
Dejinami troch vychodoslovenskych muzei (Vihorlatské muzeum v Humennom, Krajské
muzeum v Presove, Vojenské historické muzeum v Presove) v rokoch 1945 — 1980 sa zaoberala
Katarina Krivdova." Oblast’ Fudového staviteP'stva v bratislavskej mestskej ¢asti Vrakuna bol

5 VARGOVA, Lenka. Byivanie v medzivojnovej Bratislave: bytové zariadenie a interiérové doplnky. Dizertaéna praca.
Bratislava : UK, 2019, 140 s.

$ SADOVA, Dominika. Pregentovanie banictva v Spanej Doline. Bakaldrska praca. Bratislava : FiFF UK, 2019, 43 s.
"HERNANDO, Matgaréta. Miizejno-dokumentaina éinnost’ Univergity Komenskébo v Bratislave. Bakalarska praca. Bratislava
: FiF UK, 2019, 62 s.

8 GARANOVA KRISTAKOVA, Maria. 1yugitie fotografie v prezentaine Ginnosti mizei. Bakalarska praca. Bratislava :
FiF UK, 2019, 45 s.

INEUMANNOVA, Livia. Fenomeén drotdrstva v slovenskom miizejnictve. Bakalarska praca. Bratislava : FiF UK, 2019, 44 s.
10 KRIZAN, Jan. Marketingovd Stidia Mestského miizea v Pezinkn. Diplomova praca. Bratislava : FiF UK, 2019, 76 s.

" KRIVDOVA, Katatina. Vzuik a vjvej mestskych a regiondlnych miizei v Presovskom kraji od rokn 1945 po rok 1980.
Diplomova praca. Bratislava : FiFF UK, 2019, 76 s.
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predmetom zaverecnej prace Tomasa Fedasa.'> Autor v nej vychiadzal zo Sirokého archivneho
a terénneho vyskumu. Edina Bogarova na zbierkovom fonde Vlastivedného muzea v Galante
hodnotila byvanie v Galante, t'aziskovo v 19. storoéi.” Letectvo a zbietkovy fond v Trencine
sa stal predmetom diplomovej price Klaudie Ondrovic¢ovej."* V prici navrhla aj koncepciu
vytvorenia expozicie lietadiel v Hangare X. Nau¢nd cestu po remeslach v Kezmarku vo svojej
zaverecnej praci navrhol Jaroslav Ichnac¢ik.” Zuzana Danihelova obhajovala pricu na $irsiu
tému spoluprice pamitovych institicii, ktord dokumentovala viacerymi prikladmi z praxe.'
Laura Kasmanova si zvolila ako tému zaverecnej prace ulohu muzef v cestovnom ruchu.'”
Prikladom sa jej stalo Vlastivedné muzeum v Povazskej Bystrici. Jej prica ma aj podobu
marketingovej analyzy cinnosti spomenutého muzea. Napokon Alzbeta Randova hodnotila
zachované zbierky Divadelného dstavu v Bratislave ako sucast’ kultirneho dedi¢stva.'®

Pri hodnoteni obhajovanych zavere¢nych praic mozno konstatovat’ aj v poslednom roku
pozvol'né zvySovanie urovne kvality. Prace vykazovali uz na bakalarskom stupni snahu autorov
vyuzit’ prioritne zakladny vyskum, ktory vykonali v mizeach, archivoch ¢i v teréne. Prave takéto
smerovanie zaverecnych pric povazujeme za potrebné, predovsetkym pre pripravu absolventov
na prax. Nasou snahou je do buducnosti podchytit’ kvalitnejsich absolventov a nasmerovat’ ich
na moznosti d'alsicho postgradualneho $tudia. Ci uz ide o jednoduchsiu formu tzv. maljch
doktoratov ,,PhDr.“ z odboru muzeoldgia, ale hlavne potom v savislosti s 3. stupfiom PhD.
studia. Zavereéné prace totiz mnohé napovedia o kvalitich a pripravenosti $tudenta, ked’ze ide
o komplexnejsie uchopenie témy, kombinujuce predovsetkym zakladny a aplikovany vyskum.

Ani tento rok nemozno ziadnu z obhajenych zavere¢nych prac oznacit’ ako teoreticku ¢i bez
reflexie na prax. Prave naopak. Preukazne st to zaverecné prace praktického zamerania, priamo
vyuzitelné v prostredi pamit’ovych institacii, ktorych sa tematicky dotykaju, respektive z fondov
ktorych vychadzaji. Aj z tohto dévodu je velkym nepochopenim a omylom oznacovat’ stidium
muzeoldgie na UK v Bratislave za teoretické, ako sa to stava CastejSie v prostredi slovenského
muzejnictva. Obhdjené prace totiz tento zauzivany stereotyp plne popieraju a s mnohokrat
daleko kvalitnejsie ako prace publikované v prostredi slovenskych muzei. Jasne o tom svedéia
mnohé konferencie a najmi zborniky prispevkov, ktoré dlhodobo produkuji nase pamitové
institucie.

Publikacna c¢innost’” odboru Muzeolégie a kulturneho dedi¢stva Katedry etnologie
a muzeolégie Filozofickej fakulty Univerzity Komenského v Bratislave je uz tradicne
bohata, ale aj tematicky rozmanitd. V poslednych rokoch bolo publikovanych niekolko
vedeckych monografii, ale aj vysokoskolské ucebnice, respektive skripta, ktoré sa vyuzitelné
nielen pre stadium muzeoldgie, ale rovnako aj pre muzejnu prax a aplikované discipliny,

2 FEDAS, Tomas. Ludové stavitelstvo vo Vrakuni. Diplomova prica. Bratislava: FiF UK, 2019, 91 s.

" BOGAROVA, Edina. Dokumenticia kagdodenného Svota v Galante v 19. a na zaciatkn 20. storolia v Zhierkovom fonde
miizea. Diplomova praca. Bratislava : FiFF UK, 2019, 53 s.

1 ONDROVICOVA, Klaudia. Zbierkovy fond Slovenska v letectve so zameranim na Hangér X. Diplomova praca. Bratislava
: FiF UK, 2019, 70 s.

5 ICHNACAK, Jaroslav. Histéria remesla v Kegmarku, po stopdch remesla — ndinind cesta. Diplomova praca. Bratislava :
FiF UK, 2019, 79 s.

e DANIHELOVA, Zuzana. Spolupraca pamditovych institiicii na Slovensku. Diplomova praca. Bratislava : FiF UK, 2019,
65s.

1" KASMANOVA, Laura. Uloha miizel v cestovnom ruchu na priklade Vlastivedného miizea v Povagske) Bystrici. Diplomova
praca. Bratislava : FiF UK, 2019, 82 s.

18 RANDOVA, Alzbeta. Sricasny stav doknmenticie a monosti vyusitia divadelného deditstva. Diplomova praca. Bratislava :
FiF UK, 2019, 70 s.

187



Clanky z praxe

predovsetkym v oblasti slovenskych dejin. Jan Dolak v suvislosti s pripravou na habilitacné
konanie v odbore kulturolégia publikoval v roku 2018 vysokoskolsku ucebnicu zamerana na
zberatel'sku a zbierkotvornu ¢innost’."” Zaoberal sa v nej nielen v§eobecnymi zdsadami selekcie
a nadobudania zbierkovych predmetov, vytvaranim tezauru, ale pozornost’ venoval aj kritike
a nedostatkom, ktoré stvisia s tymito elementarnymi muzejnymi ¢innost’ami. Poukazal na ich
vyznam a hodnotu, na ktoré sa akosi casto v praxi zabuda. V roku 2019 autor sumarizoval
poznatky z oblasti teoretickej muzeoldgie v praci Teoretickd podstata muzeologie” a systematizoval
v spoluautorstve s Petrou Sobafiovou muzejnd prezenticiu.” Nemozno opomenut’ skripta
J. Doldka zamerané na tvod do muzeolégie”? Publikoval tiez niekolko §tudii z oblasti
teoretického® a filozofického zakladu* muzeoldgie a podielal sa aj na hodnoteni vyvoja
kultarnej politiky na Slovensku v oblasti slovenského muzejnictva, v spoluautorstve s Pavlom
Tisliarom a Pubosom Kacirkom.*

Lubos Kacirek po svojej rozsiahlej monografii o nairodnom zivote Slovakov v Budapesti
z roku 2016,% ktora sa stala jednym zo zakladov jeho tspesnej habiliticie v odbore slovenské
dejiny, pokracoval v téme narodného zivota Slovdkov v 60. a 70. rokoch 19. storocia aj v roku
2018, ked” sa venoval osobnosti Jozefa Justha.”” Zaroven publikoval prispevok o prezenticii
madarskej revoltcie 1848/1849 v slovenskych muzedch.” Spomenit’ ale treba aj jeho uspesne
realizovanu vystavu ,,Miléniovd Petrfalka’, ktora vznikla v spoluprici so Studentmi 2. stupfia
muzeoldgie a bola druhym pokracovanim cyklu vystav Novodobd Petrialka” Vysledkom jeho
viacro¢ného vyskumu o dejinach Petrzalky, v spoluprici s P. Tisliarom, je aj aktuadlna monografia
vydana pri prilezitosti 100. vjrocia pripojenia Petrzalky k Ceskoslovensku, ktora priblizuje $irsi
kontext vyvoja obce do konca 40. rokov 20. storocia.”

Pavol Tisliar v poslednom roku venoval pozornost’ viacerym oblastiam muzejnictva
a vybranym témam zo slovenskych dejin. Ako vysledok viac nez 10-ro¢ného spolo¢ného badania
s Branislavom Sprochom vznikla publikicia o popula¢nom vyvoji Slovenska v poslednych

Y DOLAK, ref. 2.

2 DOLAK, Jan. Teoretickd podstata muzeologie. Brno : Technické muzeum v Brng, 2019, 176 s.

2 DOLAK, Jan.— SOBANOVA, Petra. Museum presentation. Olomouc : Vydavatelstvi UP, 2019, 378 s.

2 DOLAK, Jan. Muzeologie pro nemnzeology. Bratislava : Muzeoldgia a kultirne dedi¢stvo, 2019, 78 s.

» DOLAK, Jan. Ves¢ v muzeje muzejnaja kolekcija kak struktura [Thing in museum. Museum collection as
structure|. In: Studia Slavica et Balcanica Petropolitana, 2018, Is. 2, pp. 25-35; DOLAK, Jan. Muzejnictvi a muzeologie —
nové trendy. In: Nové témy a nové formy v mizenictve 21. storocia. Liptovsky Mikulas : Slovenské muzeum ochrany prirody
a jaskyniarstva, 2019, s. 13-18.

% DOLAK, Jan. Karl Popper a muzeologie mezi objektem a muzedlif. In: Muzeoligia a knltiirne dedicstvo, vol. 6, 2018,
Is. 2, pp. 7-17.

25 TISLIAR, Pavol — DOLAK,Jan — KACIREK, Lubos. Changes in cultural strategy and cultural policies in Slovakia
in the 20th century and at the beginning of the 21st century museums and other memorial institutions in a socio-
political context. In: By)e gody, vol. 48, 2018, Is. 2, pp. 709-718.

2 KACIREK, T2ubos. Narodny Fivot Slovikov v Pestbudine v rokoch 1850 — 1875. Békéscsaba : Vyskumny ustav Slovakov
v Mad’arsku, 2016, 401 s.

7 KACIREK, Pubos. Spoluprica Jozefa Justha so slovenskym narodnjm hnutim v 60. a prvej polovici 70. rokov
19. storoCia. In: Vita historiae dedicata : Zbornik stidii venovany Zivotnému jubilen prof. PhDr. Jiiliusa Bartla, CSe. Bratislava :
Univerzita Komenského v Bratislave, 2018, s. 189-200.

% KACIREK, Pubos. Revolicia 1848/1849 a slovenské narodné hnutie v muzejnej prezentacii. In: Museologica
Brunensia, vol. 8, 2019, Is. 1, s. 18-26.

» VernisaZ tejto Uspesnej vystavy sa konala 13. marca 2019 v priestore Miestnej kniZnice PetrZalka na Prokofievovej
ulici.

 KACIREK, Tubos. 100. vjrofie pripojenia Petrsalky & Ceskoslovensks. Bratislava : Muzeolégia a kultirne dediéstvo,
2019, 112 s.
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sto rokoch.” V spoluprici s brnianskymi archivarmi bola publikovand jednoducha prirucka
o vystavovani v archivoch.” Studiami sa, okrem u spomenutej oblasti kultirnej politiky, autor
dotkol aj niekol’kych d’al$ich tém, ako muzejna prezenticia techniky,” muzeologické vzdelanie,™
archiv Andrasiovcov,” pohlPady na popula¢ny vyvoj Slovenska.”

Grantova ¢innost’ bola koncentrovana do niekol’kych pokracujucich projektov. Kulturna
a edukacna grantova agentira ministerstva Skolstva uz tret{ rok podporuje projekt viacerych
spolupracujucich pracovisk, na cele so Slovenskou technickou univerzitou v Bratislave,
Interdisciplindrny pristup & ochrane knltirnebo a prirodného dedicstva na priklade Aredln ,,stare
nemocnice v Topoléanoch,”” na ktorom sa podiel'a aj nase pracovisko (J. Janto, I.. Kaéirek, P. Tisliar,
L. Vargova). V projekte sa zameriavame predovSetkym na historické a etnologické pristupy
rieSenia zakladnym vyskumom v teréne a badanim vo vybranych pamitovych institacidch.
Z oblasti spolo¢enskych, hospodarskych a socialnych dejin Slovenska spolupracujeme s Centrom
spolocenskych a psychologickych vied SAV na dvoch projektoch: Populacnd a rodinnd politika
na Slovensku v 20. a 21. storodi (P. Tisliar)*® a Najvyssie dosiahnuté vzdelanie a jeho vplyv na
transformujuice sa rodinné a reprodukéné spravanie Zien na Slovensku (P. Tisliar).”

Vedecko-publika¢na ¢innost’ odboru sa netyka len pedagégov. Na Sireni dobrého mena
pracoviska maju vyznamny podiel aj aktivni $tudenti, a to nielen svojimi zavere¢nymi
pracami, ale rovnako aj svojimi publikacnymi aktivitami. Uz treti rok pravidelne vychadza
rocenka Studia Museologica Slovaca, v ktorej publikuji svoje prace nielen Studenti bratislavskej

3 gPROCHA, Branislav — TIS:LIAR, Pavol. 100 rokov obyvatelstva Slovenska : od vzniku Ceskoslovenska po sicasnost.
Bratislava : Muzeolégia a kultdrne dedicstvo, 2018, 445 s.

2 TlgLIAR, Pavol — CERMAK, Tomas — LOSKOTOVA, Irena. Vystava v archivn : Teorie a praxe. Brno : Masarykova
univerzita, 2019, 110 s.

33 JAGOSOVA, Lucie — KIRSCH, Otakar — TISLIAR, Pavol. The potential of museums in the mediation of science
and technology museum presentation and education on the example of the Technical Museum in Brno (Czech
Republic). In: European journal of contemporary education, vol. 8, 2019, Is. 1, pp. 240-253;

3 TISLIAR, Pavol. V§hlady a perspektivy muzeologického vzdelania na Slovensku. In: Nové témy a nové formy v
miizgnictve 21. storodia. Liptovsky Mikulds : Slovenské muzeum ochrany prirody a jaskyniarstva, 2019, s. 5-11;
TISLIAR, Pavol. Current possibilities..., ref. 3.

% TISLIAR, Pavol. Fate of the Andrissy archive from Betliar and Krasna Hoérka in the 1940s and 1950s. In:
Mugeoldgia a kultiirne dedicstvo, vol. 6, 2018, Is. 2, pp. 83-93.

36 SPROCHA, Branislav — TISLIAR, Pavol — SIDLO, Ludék. A cohort perspective on the fertility postponement
transition and low fertility in Central Europe. In: Moravian Geographical Reports, vol. 26, 2018, Is. 2, pp. 109-120;
SPROCHA, Branislav — TISLIAR, Pavol. Outline of population development in the Slovakia in the nineteenth
century. In: Historickd demografie, vol. 42, 2018, Is. 1, pp. 79-98; TISLIAR, Pavol — SPROCHA, Branislav. Topography
of the Ruthenian population in Slovakia in the 18th century through the first half of the 20th century. In: Byje
gody, vol. 49, 2018, Ts. 3, pp. 1009-1018; SPROCHA, Branislav — TISLIAR, Pavol — DURCEK, Pavol. Socialisticky
model populacnej politiky a reprodukéné spravanie na Slovensku. In: Studia Historica Nitriensia, vol. 22, 2018, Is. 1,
s. 104-131; TISLIAR, Pavol — SPROCHA, Branislav. Pramene k vyvoju obyvatel'stva Slovenska 18. — 1. pol. 20.
Storo¢ia. In: Populacné stiidie Slovenska 11. Bratislava : Muzeoldgia a kultirne dedic¢stvo, 2018, s. 5-20; TIS:LIAR, Pavol
- SPROCHA, Branislav — SKORVANKOVA, Eva. Trendy a smerovanie popula¢nej politiky na Slovensku v rokoch
1918 — 1945. In:  Historicky lasopis, vol. 67, 2019, ¢. 1, s. 83-101; SPROCHA, Branislav — TlgLIAR, Pavol. Fertility
and religious belief old and new relationships in Slovakia. In: Journal for the Study of Religions and Ideologies, vol. 18,
2019, Is. 52, pp. 63-79.

TKEGA ¢ 016 STU-4/2017 , Interdisciplindrny pristup k ochrane kultiirnebo a prirodného dedicstva na priklade Aredlu ,,starej
nemocnice v Topoltanoch™. Hlavny riesitel’ prof. Ing, arch. Bohumil Kova¢, PhD.

B VEGA ¢.1/0113/17 ,,Popuiacnd a rodinnd politika na Slovenskn v 20. a 21. storos. Hlavny riesitel’ prof. PhDr. Pavol
Tisliar, PhD.

¥ VEGA 2/0057/17 ,,Najuyssie dosiabnuté videlanie a jeho vplyv na transformugsice sa rodinné a reprodukiné spravanie ien na
Slovenskn**. Hlavny riesitel RNDr. Branislav gprocha, PhD.
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muzeoldgie. Aktivne sa totiz svojimi prispevkami zapajaja aj posluchaci inych univerzit, najma
brnianskej muzeologie.*
z oblasti muzejnictva, ale aj pamiatkovej sféry. Niektorf vychddzali zo svojich kvalifika¢nych
prac, inf zasa uprednostnili témy, ku ktorym ich motivoval aktualny zdujem, ale aj stav badania,
ktory v poslednom obdobi realizovali. Vsetky publikované prispevky pritom vychadzaja
z multidisciplinarnych pristupov muzeoldgie, monumentolégie a aplikovanych disciplin, ktoré

Studenti sa aj v tomto roku zaoberali r6znymi aktualnymi témami

nachadzaju v muzejnictve a pamiatkovej sprave svoje uplatnenie. Opitovne to poukazuje
na skutocnost’, ze $tudium muzeoldgie nie je len zalezitost’ teoreticko-filozoficka, a teda
uplatnitelna v praxi skér vynimocne, ale prive naopak, diva kvalitny zdklad zmysluplnej
vedeckej praci a pripravuje absolventov na aktivnu prax v muzejnej a pamiatkovej oblasti.

Lenka Brngalova vo svojom prispevku hodnotila dielo vyznamného muzeologického
teoretika a praktika Wojciecha Gluzifského, ktory ovplyviioval aktivne rozvoj muzejnictva
a muzeolégie najmi v 70. az 90. rokoch 20. storocia.*! Otdzku vytvorenia muzea pri Univerzite
Komenského a vyvoj tejto myslienky podrobnejsie hodnotila Margaréta Hernando.* Venovala sa
komplexne celej dokumentacnej ¢innosti univerzity. Zaklad jej prispevku tvorf jej uz spomenuta
uspesna bakalarska praca. Modernym vizualnym umenim, intermédiami a ich prezenticiou
v Povazskej galérii umenia v Ziline sa zaoberala Anna Svrékova.* Autorka hodnotila existujicu
zbierku a spdsoby, metddy jej dalsicho doplfiania. Klaudia Ondrovi¢ova navrhla vo svojej
stadii expoziciu trencianskeho muzea lietadiel, oznac¢eného ako Hangir X.* Vychadzala
pritom zo svojej uz spominanej zaverecnej diplomovej prace. Podobne aj prispevok Laury
Kasmanovej vychadzal z pripravovanej zaverecnej price.” Vo svojom prispevku analyzovala
¢innost’ Vlastivedného muzea v Povazskej Bystrici a osobitne jeden z aktualnych vystavnych
projektov muzea, zamerany na oblast’ vjskumu a konzervacie hradnych zricanin. Problematika
modrotlace, ktora je na Slovensku najmi vd’aka slovenskej etnografii uz viacero rokov castejsou
témou badania, hodnotil vo svojom ptispevku Jaroslav Ichna¢ik.* Zameral sa pritom na region
historického Spisa a osobitne na Kezmarok. Napokon Roman Galvanek pripravil zaujimavy
prispevok o restaurovan{ organu z Dému sv. Martina v Bratislave, ktory koncom 19. storocia
vyrobil Vincent Mozny."’

Spomendt’ treba aj kazdoroéne organizovani Studentski vedeckt odbornu konferenciu na
Filozofickej fakulte UK, ktora sa kazdoroc¢ne v aprili kond aj v sekcii muzeoldgie. V tomto roku
sa zucastnili iesti Studenti muzeoldgie a vit'azom sa stala Margaréta Hernando.

* Podrobnejsie na webovej stranke: http:/ /www.muzeologia.sk/sms.htm.

“ BRNGALOVA, Lenka. Pol’sky muzeolég Wojciech Antoni Janusz Gluziiski a rozbor jeho prace U podstaw
muzeologii. In: Studia Muzgeologia Slovaca, vol. 3, 2019, s. 9-24.

# HERNANDO, Margaréta. Muzejno-dokumentacnd ¢innost’ Univerzity Komenského v Bratislave. In: Studia
Muzeologia Stovaca, vol. 3, 2019, s. 33-70.

# SVRCKOVA, Anna. Intermédia v mtzeu a zbierka intermédii v PGU v Ziline. In: Stadia Muzeologia Slovaca, vol.
3,2019, s. 79-88.

“ ONDROVICOVA, Klaudia. Navrh muzejnej expozicie a zhodnotenie zbierkového fondu leteckého miized
Hangar X. In: Studia Mugeologia Slvaca, vol. 3, 2019, s. 89-102.

% KASMANOVA, Laura. Vlastivedné muizeum v PovaZskej Bystrici a vistava OZivovanie hradov. In: Studia
Muzeologia Stovaca, vol. 3, 2019, s. 103-122.

% JCHNACAK, Jaroslav. Modrotla¢ na Spisi a v jeho okoli. In: Studia Muzeologia Slovaca, vol. 3, 2019, s. 161-174.

Y GALVANEK, Roman. Organ Vincenta Mozného z Dému sv. Martina. In: Studia Muzgeologia Slovaca, vol. 3, 2019,
s. 215-224.
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Zaverom

Mozno snad len dufat, Ze sa bude postupne do buddcnosti prehlbovat’ spoluprica
univerzitného vzdelania a priamej praxe, ked’ze ispech méze zarucit’ len obojstranna spolupraca.
Tak ako je ulohou univerzitnych pracovisk vzdelavat’, tak je dlohou praxe poskytovat’ podnety,
aby sa tato priprava skvalitfiovala, a tym sa spitne odrazala v skvalitneni praxe. Opacne to
zrejme vel'mi fungovat’ nebude, hoci tieto pokusy s akreditaciami v slovenskom muzejnictve
uz mame.

Bratislavskej muzeolégii sa napokon podarilo, a to napriek réznym problémom, uskutocnit’
vietky zamysFané plany, s ktorymi sme v rokoch 2011 a 2012 v podstate zacinali od zaciatku.*
Akreditovanim a otvorenim doktorandského s$tudia muzeolégie, garantovanim odboru
pedagdgmi vlastného pracoviska a presadenim medziodborovych studijnych programov sa
ukoncila v roku 2019 ,,budovatel'ska faza“ Studijného odboru muzeolégia a kultirne dedi¢stvo
na UK. V d’alsej faze sa tak moéze bratislavska muzeoldgia sustredit’ predovsetkym na d’alSie
skvalitiovanie pripravy absolventov.
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Anoticie, recenzie, kritiky

e leed’ sa nevyddme, cepee popreddame’? Na margo vystavy Krdsa pre genu stvorend, Slovenské narodné
muzeum, sidelnd budova, Vajanského ndbrezie, Bratislava, 22. 3. 2019 — 29. 9. 2019

Marta Botikova

Ustredné miestnosti sidelnej budovy Slovenského nirodného muzea na Vajanského
nabrez{ su miestom pre reprezentativne vystavy o Slovensku a jeho kulture. Zazili sme tam
mnohé vel'mi pekné, prehladné a vkusné, instruktivne aj emotivne prezentacie z oblasti dejin,
umenia aj Pudovej kultiry, novsie ¢asto s prepojenim na premeny kultdrnych prvkov a ich
miesto a uplatnenie v si¢asnom zivote. Z nedavnych spomenme napriklad Zensky ludovy odev
z regibnov Slovenska prepojeny s médnou tvorbou a vyrobou modrotlace.

Tieto priestory v budove SNM na ndbrezi Dunaja, nedaleko parkoviska osobnych 4ut
aj autobusov, si ako stvorené potesit’ aspon nakratko oko turistov — poucenych a zamerne
hTadajucich, ¢i len tych, ¢o sa jednoducho nechaju oblazit” vzrusenim poznavania a novoty.
A, samozrejme, vsetkych dalsich v Sirokej skdle muzejnych navstevnikov, od domicich
rodinnych zostav, cez skolské vylety az po zamerne prichadzajucich znalcov.

K vystavam patria aj kultirne programy, bulletiny a iné kontaktné aktivity, ktoré nejakym
sposobom presahuju ramec vystavy v jej priestoroch. Odnesiete si zazitok alebo aspon tlacené
slovo, doplnené obrazovou prilohou, ktoré moze predstavovat’ navraty pre navstevnika
a rozsiahlejsi informacny arzenal, ku ktorému je vzdy mozné sa vratit’.

Vystava je dnes uz za polovicou svojej prezenticie a okrem skladacky, ktorej text je
v rozsahu menej ako desat’ odsekov, doplneny pétnastimi necitatelnymi malymi fotografiami,
neexistuje iny tlaceny sprievodca vystavou. Pravda, konali sa prezenta¢né aktivity, prehliadka
¢epcov mala patriény dspech... Skoda, e nie je zaradena do programu pravidelne, alebo aspori
castejsie. Moderny ¢lovek sa mozno uspokojf, ze existuju dva jednominutové videozaznamy, na

b114

ktoré si mézeme ,kliknut™ na strainke www.snm.sk. Zamerom kuratora by malo byt” doviest’
navstevnika do kamennej budovy muzea, aby vystavu vskutku, ,,na vlastné oci“ aj uvidel, a to
aj s atraktfvnym podujatim ozivenia ¢epcov.

Vystava ma nesporny potencidl prave vdaka jej tematicky monografickému charakteru.
Zahtna pokryvky hlavy od obradovych dievockych part, ktoré sem popravde ani velmi nepatria,
napriklad aj preto, Ze si len slavnostné, nie kazdodenné. Ak ich vsak oznac¢ime za akysi prolog
zacepcenia, nuz nech su tiez ukazané, pre ich nespornu formalnu a estetickd pritazlivost’. Tuato
postupnost’, nadvaznost’, véak autorka vystavy nijako osobitne nevysvetl'uje. Navstevnik vSak
obycajne nema absolvovany proseminar z etnolégie, aby uvedené vzt'ahy i veci bez vysvetlenia
porozumel.

Dalsim, a pre vystavu hlavnym, obsahom je zavijanie hlavy do sldvnostnych i viednych
Cepcov, uprava vlasov pod Cepiec, ukazané v skale od mladych vydatych Zien az po zostarnuté,
vo vdovskom stave dozivajuce zeny, ktoré maji ¢epiec nachystany aj ako sicast’ svojej vybavy
do truhly. Autorka vystavy predstavila regiony, ,.krojové™ oblasti ¢i skupiny obci z jednej
farnosti alebo inak definovanej geografickej alebo administrativnej blizkosti a k nim naleziace
¢epce, niekedy aj vo vyvine jednotlivych typov.

Cepce st popisané podPa stavu nositelky, ¢asu a etnickej ¢ geografickej prindlezitosti, ako
aj podla pouzitych ornamentilnych motivov a technik zhotovenia (palickovanie, vysivanie
a pod.). Treba vsak povedat’, ze navstevnikovi nie je vzdy jednoznacne vysvetlené, ako a preco
sa dostali napriklad spisské Mengusovce vedla Rybian ned’aleko Topol'¢ian, ¢o ma prave
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sledovat’ ¢i v8imat’ si na exponatoch. Vobec, expozi¢ny vyraz tejto vystavy ma vela rezerv.
Napriklad popisy, tie sa nachadzaji niekedy len 100 cm nad zemou. Schované pod policami
s exponatmi si celkom nefunkéné. Ocakavali vari tvorcovia, ze navstevnik bude po vystave
chodit’ v predklone? Vystava je doplnena aj niekolkymi velkoplosnymi fotografiami, z uz
chronicky znamych kolekeif diel K. Plicku a P. Sochana. Niektoré fotografie, ktoré su nesporne
krasnymi dielami a ich ,,opozeranost’™ im mozeme odpustit’, zostavaju vsak nepopisané uz treti
mesiac po otvoren{ vystavy. Vari sa na tie vel'ké fotografie pri popisovan{ zabudlo?

Pripomienka detskej melddie ,,Jedna drube riekla.., kde sa v druhom versi spieva o tom,
ze , Rilpime si éepee, su aktivity spolku, vlastne vyrobného druzstva Lipa, a. s. ktorého ¢lenky
sa zaoberali aj vyrobou, distribiciou a predajom vysivanych krojovych sucasti, medzi nimi
aj ¢epcov. Velmi pozorny navstevnik ma Sancu tieto procesy premien zacepcenia na vystave
zahliadnut’. Len sa domnievame, Ze by potreboval aj pomocna ruku v podobe publikacie,
respektive obsiahlejsiecho kuratorského vykladu. Tiez by mozno pre znisobenie estetického
zazitku bolo byvalo vhodné pouzit’ iné anonymné ,,hlavy®, nie z lacného bieleho polystyrénu...
Iba ak islo o kontrapunkt krasy minulych cias a sucasnej ,,umelohmotnej éry?

Domnievam sa, ze Krdsa pre senu stvorend je jedna z prvych vystav Evy Dudkovej. Verime, ze
latku kvality a odborného zaberu bude dvihat’ v buducnosti vyssie.

196






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).



