Katarina
Kolbiarz
Chmelinova

(ed.)

Katedra dejin vytvarného umenia
Filozofickej fakulty Univerzity Komenského
Bratislava 2021




Katarina
Kolbiarz

Chmelinova

(ed.)

Zaciname

Vydavatelstvo Stimul

pre Katedru dejin vytvarného umenia
Filozofickej fakulty Univerzity Komenského
Bratislava 2021



Zacéiname s galerijnou pedagogikou II
Katarina Kolbiarz Chmelinova (ed.)

Editor: doc. Mgr. Katarina Kolbiarz Chmelinova, PhD.,

Filozoficka fakulta UK Bratislava

Graficka Gprava: Peter Nosal

Jazykova korektura: Marie Fulkova (&eitina), Katarina Hal¢inova (slovenéina),

Paul a Elena McCullough (angli¢tina)

Preklad do anglického jazyka: Andrea Karpati, Paul a Elena McCullough

Preklad z anglického jazyka: Katarina Kolbiarz Chmelinova

Technické korektara: Katarina Kolbiarz Chmelinova

Recenzenti: prof. PhDr. Erich Mistrik, CSc.; Mgr. Michaela Kosutova Guillaume, PhD.
Text © Marie Fulkova, Andrea Karpati, Katarina Kolbiarz Chmelinova, Petra Malakova,
Miroslava MiSova, Peter Pivoda, Barbora Tribulova

Tlag: Ko&Ka s.r.0., Bratislava

Vydavatelstvo: STIMUL

Publikacia bola vydana s finanénou podporou International Visegrad fund
v schéme Visegrad University Studies Grants, grant &. 61500125.

« Visegrad Fund

Néaklad: 100 kusov
ISBN 978-80-8127-322-3 (tla¢ena verzia)
ISBN 978-80-8127-323-0 (elekronické verzia)

54

72

96

110

Zaciname s galerijnou pedagogikou I1
(Katarina Kolbiarz Chmelinova)

Assessment of gallery exhibitions
(A. Karpati)

Prispevok galerijnej pedagogiky

k vzdelavaniu individualneho navstevnika —
pripadové studie z praxe Slovenskej narodnej galérie
P. Malakova, M. Misova, P. Pivoda, B. Tribulova

Vidét o¢ima toulavého psa.
Interkulturni inspirace v galerijni edukaci

M. Fulkova

Terminologicky slovnik /Glossary
A. Karpati, P. Pivoda, M. Fulkova

Bibliografia



Katarina
Kolbiarz
Chmelinova

(ed.)

Zaciname

Takzvany vzdelavaci obrat, ktory v druhej polovici devitdesiatych rokov 20. storocia
vyrazne zasiahol umenie aj kuratorské pristupy, suvisi tiez s profilovou zmenou
inStitacii zviazanych s umenim. Pretavil sa totiZ efektivne do snah o premenu
vychovnej roly mutzei a galérii a ma prirodzené vizby na novy inStitucionaliz-
mus. Po roku 2000 je narastajtci akcent na prienik novych vyucbovych foriem
a Struktdr do galerijného a mizejného prostredia nebyvalo citelny aj v nasom
prostredi. Vytvoril sa vdaka nemu priestor, ktory sa stal Zelanou platformou pre
otvoreny dialég medzi umenim/umelcom, institiciou a verejnostou s vyuzitim
interpretaénych modelov diskurzivity, participacie ¢i performativity. Dalo by sa
povedat, ze sme svedkami renesancie Siroko ponatého vzdelavania umenim. Doraz
sa kladie nielen na samotnd obnovujtcu sa vzdelavaciu ulohu muazei a galérii,
ale aj na zodpovednost tychto institucii vo vztahu k nej. Klaéova rolu v procese
prirodzene zohrava galerijna pedagogika, ktorej sa v praxi prislusnych institucii
venuje Coraz vacsi priestor. Je viazana na vytvarné, resp. vizualne artefakty v nich
a hoci nie je vylu¢ne spojena s dejinami umenia, je ich vzdjomny prienik v mno-
hom uréujtci. NembézZeme opomenut ani fakt, ze pristupy galerijnej pedagogiky sa
dnes v rdznej miere integrované do kuratorstva. Aktualna dynamika vzajomnych
prienikov uvedenych oblasti potvrdzuje, Ze je to na jednej strane jasny priestor pre
pracovné uplatnenie historikov umenia a zaroven aj ich dolezita zru¢nost vinych
oblastiach odborného pdsobenia. Napriek narastajicej sile galerijnej pedagogi-
ky v praxi a s tym spojenym vac$im dopytom po takychto odbornikoch nemame
na Slovensku komplexné stadium, ktoré by ich pripravovalo. Muzejny/galerijny
pedagdg uz ma svoje miesto v registri zamestnani, a to s odportaéanym vzdelanim
na urovni druhého stupna vysokoskolského $tadia a 2-roénou praxou. Ide vSak
nateraz vylu¢ne o vzdelanie v pribuznych odboroch. Odhliadnuc totiz od niekol-
kych kurzov v ramci muzeologického $tadia, galerijnt pedagogiku len iastoéne
pokryva bakalarsky stupen Pedagogickej fakulty Trnavskej univerzity zamerany
na animaciu vytvarného umenia.

Z uvedenych poziadaviek Specifickej galerijnej praxe vyplynula aj potre-
ba saturovat ju aspon Ciastoéne vyuébou v ramci dejin umenia. Zamerom bolo
rozsirit curicullum $tudijného programu Katedry dejin vytvarného umenia
Komenského Univerzity v Bratislave o kurz poskytujuci nasim Studentom nielen
aktualny teoreticky zaklad galerijnej pedagogiky, ale v moznom rozsahu uz aj
potrebné praktické zruénosti. Vdaka podpore Medzinarodného Vysehradského
fondu a spolupréci so Slovenskou narodnou galériou v Bratislave (SNG) tu boli
od akademického roku 2016/2017 realizované tri nové dvojsemestralne kurzy
s nazvom Muzejnd a galerijnd pedagogika vo Vysehradskom regione 1 a 2. Zapojili sa
do nich vsetky krajiny tzv. VySehradskej stvorky. Okrem domacich vyucujucich
a galerijnych pedagdgov zo SNG (najmi Marcely Kvetkovej a Barbory Tribulovej)
to boli najmi zahrani¢ni prednasajici: doc. Marie Fulkova (Karlova Univerzita
Praha, Ceska republika), prof. Andrea Karpati (E6tvos Lorand Tudomanyegyetem
Budapest, Madarsko) a Dr. Leszek Karczewski (Museum Sztuki £6dz a Univerzytet



L6dzki, Polsko). Im vietkym patri velka vdaka. Okrem ich prednaskovych vstupov
a praktickych seminarov $tudenti kurzov mali naviac moznost overit si nové
poznatky na zahraniénych workshopoch integrovanych do exkurzii do Viedne

a Brna. S cielom pritiahnut pozornost ku galerijnej pedagogike a jej mozZnostiam
u nas nielen medzi §tudentmi, ale aj medzi odbornikmi, sme spristupnili cast
vyulby verejnosti. Vdaka tomu boli nad pévodny ramec grantu realizované Styri
verejné prednasky uvedenych zahrani¢nych pedagbgov, ako aj jeden obzvlast pod-
netny diskusny vecer s nimi. Posledny rok realizicie medzindrodného grantového
kurzu, Zial, vyrazne zasiahli dosledky pandemicke;j situacie spojenej s Covid-19.
Vyucba sa musela preniest do diStanénej formy, no aj v nej sa nam popri pred-
naskach podarilo najst sp6sob na integraciu potrebnej praktickej Casti vratane
»exkurzie“ formou zabezpelenia $pecialneho metodického programu z Narodni
galerie Praha. Nasim zamerom bola identifikacia a aplikacia aktualnych koncep-
tov i teoretického ramca galerijnej pedagogiky dominantne v stredoeurépskom
kontexte.

Projekt umoznil tiez pripravu viacerych $tudijnych materialov pre $pecifické
potreby kurzu galerijnej pedagogiky. Tie mensie boli Studentom pristupné nielen
na hodinach, ale aj na webe katedry a v prislusnej MS Teams skupine. Okrem nich
vznikli aj dve vysokoskolské ucebnice s nazvom Zaciname s galerijnou pedagogikou.
Prvy diel bol vydany eSte v roku 2017 a obsahom sa izko viazal na obsah samotné-
ho kurzu. Druhy diel, ktory prave drzite v rukach, je koncipovany rovnako. Sklada
sa z trojice zdanlivo réznorodych textov od pedagogov kurzu, ktoré st odrazom
komplexnosti a si¢asne naznacenim réznorodosti aj $irky problematiky. Slovnik
pojmov za Studiami je praktickou pomo6ckou pri praci bezprostredne s nimi, preto
nema systematicky charakter, ale reflektuje viacero oblasti zaujmu zastipenych
v uebnici. Spolu s autormi verime, Ze prispeji k rozvoju kompetencii nasich stu-
dentov v oblasti vizualnej a kultdrnej gramotnosti.
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Introduction
Until recently, visitors were perceived as disturbing intruders in galleries which
mainly functioned as research centres. However, an exhibition today is no longer
an ego trip of the curator — it is meant to serve the community that supports
the gallery. In the 21* century, institutions have embraced the role of educational
facilities.' Galleries strive to be visitor-friendly and user-oriented in order to justify
their existence for society (and their supporting institution) and to increase their
self-esteem as useful transmitters of culture. In this chapter, we describe how cu-
rators and exhibition designers evaluate their messages and how evaluation data
influence their exhibitions and publications.

“What have you seen and learnt?” If the designer of an exhibition ever asked
this question, the visitor would certainly provide a variety of surprising answers.
Exhibition evaluation studies show that it is not only a work of art that inspires
different interpretations; an exhibition, organised in museums, galleries and other
public spaces, has a message of its own, some of which may be contrary to the in-
tentions of the curator or exhibition designer. The personal interpretive approach of
the visitor is described by Hugh A. Spencer as a process influenced by motivations,
beliefs and values, as well as previous knowledge and experiences.

Exhibition and communication activities of museums vary largely according
to their target populations. Since most museums define themselves as primarily re-
search institutions, their most important target group consists of fellow researchers:
museum staff working with the same type of collection, experts at universities, and
private collectors. Wider audiences, or to use a more contemporary phrase, exhibition
users, have recently become an important target group for more and more muse-
ums. Gallery visitors today, however, are basically different from those in the first
century of museology. At the beginning of the 1900s, it was the erudite and ready-
to-learn elite who was approached, and it was a matter of common understanding
that visitors shared the interests and some of the professional knowledge of gallery
curators, and therefore were able to comprehend and appreciate an exhibition of
any art form, including contemporary art.

The first exhibitions barely contained text. Objects were labelled in order to
be identifiable in catalogues. Guides were knowledgeable but not necessarily en-
tertaining transmitters of the contents of the exhibition. Evaluations were restrict-
ed to inviting fellow gallery curators and private sponsors to share their views of
the artwork presented, not the presentation of a show.

1 MAYER, M.: Bridging the Theory-Practice Divide in Contemporary Art Museum Education. In: Art
Education, 58, 2005, nr. 2, pp. 13-17. DOI: 10.1080/00043125.2005.11651530. https://doi.org/10.1080/00043
125.2005.11651530 (2021.1.3).

2 SPENCER, H. A.: Interpretative Planning. In: Lord, B. — Lord Dexter, G.: The Manual of Museum Exhibitions.
Walnut Creek CA 2001, pp. 373-392. Citation: p. 373.




THE CONTINUUM OF EXCELLENCE
Supporting and celebrating your museum's commitment to standards

PLEDGE OF CORE
MEMBERSHIP EXCELLENCE DOCUMENTS ACCREDITATION
The foundation A commitment A demonstration A mark of distinction
for excellence to the field of professionalism from the Alliance
 / and AZA

MAP, StEPs, CAP, SMAA
Customized roadmaps for improvement

Figure 1: Accreditation and excellence program of the American Alliance of Museums. Source:
https://www.aam-us.org/programs/accreditation-excellence-programs/ (3.1. 2020)

The situation changed when museums and galleries became large enough to
require constant support for upkeep and maintenance. Most museums, galler-
ies and science centres are subsidised by state organisations, (i.e. taxpayers) or civil
organisations that also represent the public. All of these organisations are subject
to scrutiny by superiors and are held accountable for their supporting strategies.
Galleries are required to report on their accomplishments in terms of social im-
pact, not just research and curatorial merit. The evaluation of exhibitions provides
data necessary for reporting as well as ensuring further support.

Visitor opinion also counts, because it influences attendance figures, as it fuels
an important method of advertising: word of mouth. Thus, the views expressed by
visitors ultimately define the financial condition of the galleries and affect the po-
tential for the expansion of facilities and collections. The American Alliance of
Museums summarises the following reasons for which a gallery or museum should
undertake assessment and design a data driven developmental plan:

- Beastronger asset to its community

- Demonstrate it is worthy of support and public trust

- Ensure sound stewardship of its collections

- Enhance its funding opportunities

- Raise the quality of its operations

- Leverage change

- Improve staff and board skills

- Distinguish itself among peers.”

3 AAM, AMERICAN ALLIANCE OF MUSEUMS. Accreditation and excellence programs.
https://www.aam-us.org/programs/accreditation-excellence-programs/ (10. 6. 2019).
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The AAM offers a wide variety of assessment toolkits for participating
institutions, two of which are directly relevant for this chapter. The descriptions
of the evaluation plans below may remind you of similar initiatives in your own
country that provide a good starting point for learning about the procedure and
effects of gallery evaluation.

Collections Assessment for Preservation (CAP): it provides small and mid-sized
museums and galleries with tools (and partial funding) toward a general
conservation assessment that includes all of the institution’s collections,
buildings and building systems, as well as its policies and procedures
related to collection care. CAP is administered by the Foundation of

the American Institute for Conservation.

Museum Assessment Program (MAP): it benchmarks gallery practices to
excellence standards and strengthens operations through self-assessment
and expert peer consultation. Through a one-year process of self-as-
sessment, institutional activities, and consultative peer review, galleries
receive an analysis of their strengths, weaknesses, and opportunities and
a prioritized roadmap for improving operations and meeting standards
of excellence.

In order to achieve excellence, exhibitions must communicate a clear and
convincing message about the mission and functions of the institution that houses
them. This chapter describes the methods and means of this evaluation process.
First, we show methods of assessing an exhibition in terms of scientific accuracy,
inventiveness and functionality of design, usefulness and accessibility of accompa-
nying printed and digital information. Next, we discuss methods for the authentic
evaluation of visitor satisfaction: the experience of the exhibition and knowledge
gained, attitudes developed by the adult public, including individual visitors,
young or older, small and larger groups and families with children. Last, we show
how the collaboration of gallery and educational institutions may be assessed, how
the experiences of groups of children (from kindergarten to secondary school) can
be evaluated in order to improve this crucially important relationship.

Exhibition assessment
A gallery exhibition or show (the two terms will be used interchangeably) is a mul-
tifaceted, hugely complex project. Although this chapter is not about exhibition
design and realisation management, in order to plan a meaningful and authentic
evaluation process, we need to consider the stages of the creation of an exhibition.
The table below summarises some major clusters of work.

11



STAGES DATES - WHAT HAS TO BE DONE | ACHIEVED FURTHER ACTION
TIMES HOW IT WAS DONE Y/N NOTES

RESEARCH 17/05/15 We will need to Yes 2 of our staff will need
research the location to do this.

of the exhibition, and
check the area fully for
any health and safety
precautions.

Planning will involve all
of our staff, we need to
plan what each member
will be doing throughout
the day, each day. We
PLANNING 20/05/15 also need to plan how Yes
long it will take them to
do them their job and if
they can't attend then
who will do it in their

Make sure everybody
knows what job they
have to do, by printing

a sheet with all the jobs.

place.
HEALTH & SAFETY | 27/05/15 We will be having Yes Making sure everybody
RISK ASSESSMENT a meeting on possible understands what
health and safety risks they need to do to fix
then as a group work the risks.

out how to manage
the situation.

EXHIBITION 02/06/15 Everybody will be given Yes Make sure everybody
DESIGN a sheet of paper with does at least 3 designs,
a plan of the room and agrees on 1 design.
then each member

will design their own
ideas of the room of

the exhibition, everyone
will do 3 designs then
we will call a meeting
together and decide
which design is the best.

EXHIBITION 04/06/15 Once we have had No Making sure that
IMPLEMENTATION the meeting about everything runs

the design of the room, smoothly and making
we will do an assesment sure everyone enjoys
on the health and safetly the exbibition, without
risks and what we need any health and safety
to do to fix them. risks ruining it.

Table 1: The exhibition as project — table with tasks by Lauren Whiteley.
Source: https://laurenwhiteley-unitg.weebly.com/task-3.html (10. 6. 2019).

When planning and developing gallery communication tools, the main
question is always will gallery visitors actually perceive and comprehend the mes-
sages that the exhibition conveys. Therefore, our evaluation efforts should be focused
on the visitors: their values, aspirations, ideas and previous knowledge related to
the content and form of the exhibition.
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Figure 2: The Museum & Exhibition Development Process. Source: Pongphet Puanggitja: Interactive
Computing blog, entry in 2014. https://ppongphet.wordpress.com/2014/02/05/lecture-3/ (10. 6. 2019).

In the conceptual stage, central messages and major artistic ideas for the show are
gathered and discussed. In the development stage, artists are approached and the ex-
hibition as a project of multiple stages and budgeting needs is outlined. Today,
developing a narrative is indispensable, so writing the storyline of an exhibition (for
example, showing how artists interacted, styles emerged, flourished and ceased to
exist, how a certain theme was interpreted by artists of different ages and stylistic in-
clinations) is important. Designing the physical exhibition space and creating an ed-
ucational plan as well as researching promotional strategies is another part of this
preliminary planning stage. The production stage focuses on preparing the exhibition
components, mounting and installing the collection objects, developing the educa-
tional programs and training docents. The promotional plan is also implemented.

The functional stage involves presenting the exhibition to the public on a regu-
lar basis and implementing the educational programs. In vivo evaluation starts here:
conducting visitor satisfaction surveys is part of the routine of any show lasting for
more than a month, because emerging complaints can and should be managed.
Maintenance and security are also important activities of this stage. After the ter-
mination of the exhibition, the post-hoc assessment stage features the assessment
of the exhibition itself and the development process.

Here is an evaluation plan with suggestions for adaptation / modification
stages which includes the assessment methods of the exhibition and the timing of
their introduction:

1. Knowledge and attitudes analysis before the planning of the exhibition to
decide the quality of information needed to make it understandable for
visitors;

2. Pilot study about the use of equipment before the opening of the exhibition. It
should be done when interactive tools are already in place, and utilised to
test their accessibility and detect functioning errors caused by intensive use;

13



3. Pre-opening walkthrough to test the usability of the exhibition;

4. User satisfaction surveys during the exhibition to see how the exhibition is
used and perceived;

5. Post-hoc knowledge and experience surveys to observe the long-term effects of
the exhibition.

Pre-opening walkthrough
When evaluating an exhibition environment, the following features should be
considered:

- Light and darkness,

- Colours,

- Textures,

- Shapes,

- Visual balance,

- Organisation of space (linear, central, undivided, compartmentalised, etc.)

Many of these features influence the first impression we have after entering
an exhibition. These impressions are decisive; they affect the entire visit and define
the perception process of the gallery show. Museum criticism is a new critical genre
that evaluates the mission statement of a museum and all levels and forms of its
realisation. When assessing the content of the exhibition, including background
research, gallery communication and educational activities, infrastructure, mood
and style, the museum critic pays particular attention to the building as a materi-
alisation and scaffolding of all of these endeavours. Critics do not discuss the prac-
tical details of the infrastructure; their ambition is to see the connections between
content and form, the “genius loci”. If the building does not support and serve
the aims of the museum, if there is no relationship between the walls and things
hanging on them, if the building lives a life of its own, the shows are likely to suffer
in a Procrustean bed.

Moving about in the gallery
Let us consider an aspect that is always included in pre-opening evaluations:
the planning and modelling of visitor routes. Movement is an important element of
the museum visit. In a theatre, the audience sits still while the actors move around
on stage. In a museum, the objects are (in most cases) firmly attached to stands
or the floor, or locked in showcases, and it is the visitor who moves around them.
In most cases, movement is restricted and influenced by other visitors, as well as
the desire to find the best viewing angle. The museum experience as movement is
characterised by a flexible adaptation to routes predefined by exhibition devel-
opers, our own intentions to see certain objects and the fuzzy logic of the move-
ments of other viewers.

Rest is as important as movement. According to a German survey, second-
ary school students ranked the availability of comfortable seats the third most
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important feature of an exhibition. Naturally, visitor comfort consists of much more
than places to rest. It includes an agreeable temperature, a cloakroom near the en-
trance, information material (maps and signs) to make orientation easy, a museum
shop with a wide selection of souvenirs and a café or restaurant for refreshments.

Light and darkness in the gallery
The building structure influences a basic feature which affects visitor experience:
lighting. Mayrand+ (summarised by Lord and Lord, 2002, p. 411), identifies three
functions of light at a gallery exhibition:

- It makes the objects clearly visible;

- It creates contrasts and makes colours more vivid; and

- Itrecreates the environment through the special emphasis of certain parts

of the architectural space.

When evaluating light in the exhibition space, we must consider the follow-
ing aspects. Using natural light is a truly nature-friendly idea; it saves energy and
is better for our eyes. However, it also creates problems of sustainability. In broad
daylight, sunshine is so intense that is damages objects made of organic materials
and certain plastics. The source of light also makes a difference. If the ceiling is con-
structed mainly of glass or any other transparent material, light from above creates
an open-air atmosphere. If the lights focus on the centre of the room, objects in
corners or near the walls remain obscure or are completely hidden in the shadows.
By the time our eyes accommodate to the light contrast and recognise the objects
in the shade, we may have already left this hall. The assessment should consider
measures to minimize the effects of global warming: sunlight must be blocked by
UV filters and the temperature must also be regulated.

3. Figure: Lighting expert explains
problems to curator in front of
Georgia O'Keeffe's Oriental
Poppies, 1927, at the Georgia
O'Keeffe Museum. Source: Getty
Conservation Institute (2007).
Lighting Case Studies. https://
www.getty.edu/conservation/
our_projects/science/lighting/
case.html (3.1.2020)

4 Mayrand’s paper is summarised on p. 411in LORD, B. - LORD DEXTER, G.: The Manual of Museum
Exhibitions. Walnut Creek CA 2002.
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Artificial light is a flexible device and its use should be carefully evaluated. Is it
used appropriately throughout the exhibition space? How are highlights distrib-
uted? Like a high stand, a spotlight provides a strong emphasis that indicates
the importance of the object for the display. A simple row of lamps is cheap, but it
radiates boredom, not just light. Some light bulbs are too strong; the effect may be
dramatic, but their UV radiation causes damage.

Colours and decorative images in the gallery
The effect of colours on our mood, attention and imagination is well known
and should be considered when judging the quality of an exhibition design.
Traditional museum walls were greyish white, light, yellowish brown, or a lighter
shade of grey, and installation furniture was beige or grey. The use of bright col-
ours is an overseas influence: galleries today use a wide range of colours, although
the use of white as a background that accentuates other hues is still dominant.
Black installation cases or walls create dramatic effects and are also used more
often these days, but do they match the content of the show?

In most exhibitions, an installation includes a variety of open, semi-open or
completely glass-walled showcases as well as images and objects arranged on or
near walls. Showcases are often custom-made, and their suitability to the style and
needs of an exhibition should be assessed. Today, installations are a major part
of the attraction: a huge stone edifice or a computer-operated steel structure are
equally valid ways of presentation if they suit the works on display.

Figure 4.: Using the surface of the entrance wall to create an exciting and inviting lead-in decoration
to a photo exhibition by Kara Walker at the Montclair Art Museum, Montclair, NJ, USA, in 2018.

The decoration is appropriate: the show started with a public hanging. Source: https://hyperallergic.
com/477297/kara-walker-virginias-lynch-mob-and-other-works-montclair-art-museum/ (3.1.2020)
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Voices and scents in the gallery
The use of voices is not customary in galleries. Audio effects are rarely used, if at all.
However, with the appearance of interactive, computer-supported applications,
voices have become a viable exhibition component. Music suited to the style and
content of a display is a welcome feature that visitors generally appreciate. In some
cases, using on-demand voice applications is important for in-depth appreciation.
In a history exhibition, hearing an eyewitness talk about an important event is
striking. In these cases, sound is as important as the textual explanation, or even
more so, because the result is an experience, not just a new piece of knowledge.
Visual effects supplemented by audio sensations lead to increased attention,
longer visits, deeper memories and richer associations.

5. Figure: Visitors chatting and moving about create a natural voice screen for Tim Schenk's Iceberg
at the National Building Museum in Washington DC, in 2019. Source: https://www.nbm.org/exhibition/
icebergs/icebergs_tim-schenck_7-2/(3.1.2020)

We know of only a few examples featuring the use of scents in exhibitions, apart
from commercial samples at trade shows and “Guess what this is!” tasks in science
centres. However, if a gallery presents art from a cultural region where scents are im-
portant elements in an architectural ensemble, their use will be justified and effective.

Exhibition text
The essence of the exhibition has always been the presentation of things, not
texts. Therefore, we should carefully evaluate the appropriateness of captions, wall

17



charts, hangers and explanatory sheets provided for the visitor. The quantity and
style of texts integrated in the installations of an exhibition is a much-disputed
issue. The relationships of objects and pieces of information should be carefully
considered in terms of visual effect, readability, but also content quality.s (Dean,
1994). Excessive descriptions should be avoided and readability should be en-
sured, especially with labels below objects. Aids (like setting options on computer
screens, magnifying glasses, large print handouts and place sensitive audio guides
for visually impaired visitors should be provided at all exhibitions.

Characteristics of a good text:
It formulates the message concisely and accurately;

It is descriptive. It uses similes and metaphors;

It is easy to read because the font is clear and legible;

It catches attention both visually and textually;

It is interesting — it tells visitors what they want to know.

(Spencer, 2001 on interpretive planning)
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Figure 6: Using gallery content text as an exhibit: the listing of objects and venues creates a textual

work on iconic objects of contemporary fashion. The “Is fashion modern?” Exhibition at the Museum of
Modern Art (MOMA), New York, 2017. Source: Surfacemag blog, https://www.surfacemag.com/articles/
moma-is-fashion-modern-behind-the-scenes/ — an entry with brilliant photographs of the way dresses

were exhibited. (3.1.2020)

DEAN, D.: Museum Exhibition: Theory and Practice. ICOM, Paris, 1996.
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A walk through the exhibition before the opening, when the exhibition is set up
but not yet open to the public is very useful. We may detect many flaws of the exhi-
bition that may still be corrected. Evaluation of the exhibition design at the gallery
may also contribute to the design of the next show. A similar survey can also be done
with permanent shows to decide on the areas that need improvement.

Assessment of the visiting process
Access is a contemporary exhibition design buzzword — and rightly so. There are

three forms of access in museums: physical, spiritual and emotional accessibility of ob-
jects and ideas. Physical accessibility means easy access to the artworks: enough space
(also for wheelchair users), no obstacles (e.g. an information console blocking
the view). Spiritual accessibility means the viewer’s potential to grasp the essence of
the works, their “spirit”. Sensitive perception of art requires both knowledge and
motivation to make an effort and approach the works from many angles and spend
time appreciating. Emotional accessibility means the viewer’s predisposition: his or
her actual mood that influences the intensity of the artwork’s effect.
Museum communication channels must work to make the display accessi-
ble on all three levels for as many visitors as possible, and the evaluator should
consider if, how and to what extent accessibility is achieved. In order to understand
the exhibition communication process, we can utilise an adapted version of
the well-known communication model where feedback, a feature very often absent
or inappropriate in many exhibitions, is also integrated. Let’s assume that the cu-
rator has a message to convey. Thus, we have a message and a sender of this message.
The sender or the person working on his or her behalf (the exhibition designer)
translates the message into the language of exhibition communication and trans-
mits it to the receiver (the visitor) by using the communication channels provided
by the exhibition. The receiver notices and decodes the signs and transforms them
into sensations and ideas, and thus the decoded message comes to life. Let’s discuss

the elements in the diagram below one by one!

The exhibition as communication process

channel:
mostly the exhibition
------- »| itself; consists of many [-»| receiver |- decoded
o . message
parts; it may include
“noise”

message | »| sender

Table 2: The Shannon-Weaver communication model adapted exhibition communication by T. Vasarhelyi®

KARPATI, A. — VASARHELY!, T.: Exhibition Communication. Eétvés Lorand University, Budapest
(e-book), 2013. http://ttktamop.elte.hu/sites/ttktamop.elte.hu/files/tananyagok /exhibition_comm.pdf

(3.10.2021)
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Message: in the case of an art exhibition, it can be as simple as the introduction
of an emerging artist, a new genre or a praiseworthy oeuvre; or more complicated,
as a call for environmental protection through presenting sustainable, recycled
fashion or green design.

The senders are the artist and the curator. According to contemporary exhibi-
tion design, they are both responsible for the transmission of the artistic or social
message.

L
2res

3

ZM0=

Figure 8.: Two tired visitors following audioguides.” https://edition.cnn.com/travel/article/opinion-why-
i-hate-museums/index.html (3.10. 2021)

" CORNING

MUSEUM Corning Museum of - B3
OFGIASS Glass

375.7k monthly viewers
Corning, New York, USA
7. Figure: Art exhibition as social message. Installation view of the exhibition of Bob and Roberta Smith, : @ www.cmog.org
2015. Source: https://www.vonbartha.com/exhibition/bob-roberta-smith-a-message-from-the-mountain-
tOp{(3.10.2021) S Overview  Boards i hctivity  Followers Following

Translation: the opening-up and democratisation of the museum requires
that non-experts also understand and appreciate the messages of an exhibition.
Translation entails a different process for exhibition design than for the compila- : . — ; =¥ V. O -
tion of the catalogue or family booklet. S —— s : ormt : iy e

Communication channel: in communication theory, this concept refers to : i T el  robow | Ut amest
the stage in the communication process that unites the data source and the data
consumer. As we showed in the first part of this chapter, exhibition communi-
cation is multifaceted: the venue, mood, colours, furniture, objects, images and
sound bites (or, less frequently, tactile sensations) all belong to the repertoire of
the communication of art at a gallery. Supporting documents like a catalogue,
leaflet, flyer, task sheet, guided tour, live presentation and virtual tour accompany-

Figure 9: Museum home page opened up for social media. Source: Chen, https://sproutsocial.com/
insights/social-media-for-museums/ (3.10. 2021)

ing the real experience are also important communication tools.

20

7 Source: DURSTON, J.: Opinion: Why | hate museums. CNN Travel, 22.8.2013.
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Receiver: for museum exhibitions, the receivers of messages are the visitors,
including professional ones, reviewers and critics. For trade shows, business part-
ners and customers can be considered the most important receivers.

Decoded message: the types of impressions, assumptions and knowledge items
that are elicited in viewers by an exhibition.

Noise: this expression for disturbances in the communication channel date
back to the early years of landline telephone services, when the machine forward-
ed a human voice with static and distortion. The quality of the sound at the receiv-
er’s end was very different from the voice of the speaker. The speech could still be
understood, but the pitch and rhythm of the voice was less varied. A similar, mean-
ing altering noise can occur in the gallery as well when the room is not appropri-
ately lit, the wall colours are distracting or boring, sounds are unbearable and
the texts on the wall and in the cases overwhelm the exhibited images and objects.

It should be noted that in order to understand the message, the visitor must be
disposed and also have sufficient tools (provided to him at the exhibition) to de-
code visually demanding content. If these aspects are managed, then there is a risk
that the misunderstanding of the message can also result from some kind of noise.

Figure 10: Visually noisy gallery environment. Colonna Palace, Palliano. https://www.galleriacolonna.it/

en/colonna-gallery/ (3.10. 2021)
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The assessment of the visiting process will identify the dead ends of the com-
munication process and reveal how the exhibition can be improved to be better
understood and appreciated.

Tools for assessment of the visiting process
This type of evaluation focuses on the environment and its service to the major
messages of the exhibition and shows and how they can be accessed and processed
by the visitors. Their personal experiences, however, will be identified in post-hoc
surveys and visitor studies.
- analysis of usage patterns of audio and video guides (both keep track of
visitor routes and may measure time spent in front of an object);
- video footage: observation of visitor movement in different halls;
- observation checklists filled out by gallery guards about most / least popular
art works during a given time slot of a weekday or weekend, ages of
visitors and their visiting behaviour, frequently asked questions about
the works, etc.

Case studies
A typical example of a museum housed in a building designed for a different
purpose would be an exhibition at an abandoned industrial site. If a foundry is
closed down, a mill stops functioning, a textile factory is relocated to a country
with cheaper labour, and the building left behind cannot be utilised as an office
block or hotel, cultural functions are considered and often it is the establishment
of a museum of technology that seems to be most appropriate to exhibit old tools
and utensils on the site where they were used for many years. Industrial monuments
are usually interesting even without much adaptation, and if exhibition devel-
opers manage to adapt the venue to its new purpose, while keeping its original
atmosphere, success is guaranteed and so is authenticity.

Guides in such a museum bring the building to life through narratives about
the work performed and lives lived within the walls. Standing in a workshop where
the exhibited tools and machines were used makes learning about the history of
technology more natural. Many of the objects are well-known for parents and
grandparents, though totally new to visitors under thirty. Older family members
will be valuable resources during a visit into what used to be their daily life some
decades ago. Industrial sites as museums teach about cultural history through
the spaces of their building as well as their exhibitions.
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Falk and Dierking (2000) describe the museum experience as a place for contex-
tual learning. They presume that the learning process is influenced by three factors:

- The personal context: the gender, age, education and previous experiences

of the visitor.

- The social context: our relationship to other people who suggest that we

go with them or who accompany us during the visit: our partner, family
members, casual acquaintances in a tourist group, complete strangers
who came for the same guided tour, etc. The museum staff: guides, guards,
explainers, lecturers also contribute to this context.

- The physical context: the building with its information system and the exhi-

bition with its visual effects and verbal communication.

Although museum buildings have a huge effect on the exhibitions they house,
the latter can “play against” the environment and still be successful. The archi-
tectural monument that now houses contemporary art exhibitions, like the Art
Hall in Budapest is a good example. However, it is not always easy to counteract
the effects of the environment. Therefore, many exhibitions that are installed with-
in the gloomy, grey walls of a Classicist museum building are pompous and cold in

Figure 11: Studio Pei-Zhu converts a Beijing factory into Minsheng Contemporary Art Museum. mood.
Source: Archinet bog, https://archinect.com/firms/project/150023789/minsheng-museum-of-modern- :

art/150023803 (3.10.2021)

12. Figure: Studio Pei-Zhu: Minsheng Contemporary Art Museum®. http://www.shapingbeauty.net/ 13. Figure: Schickedanz, Albert: The Art Hall (Mdcsarnok) in Budapest, 1856-1896. Source: Tourinform,

item/7264-studio-pei-zhu-converts-a-beijing-factory-into-minsheng-contemporary-art-museum.html http://tourinform.hu/mucsarnok?folderID=76021 (10. 6. 2019)
(3.10.2021) :

8  Source: Shaping Beauty blog, item no. 7264
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“In some museums, architecture and interpretation seem almost oppositional.
Nordiska Museet in Stockholm possesses a sublime and imposing cathe-
dral-like architecture which now seems at odds with the museum’s strongly
humanistic interpretation. Today, the balcony-like exhibition galleries are vis-
ually separated from the museum’s great — and largely empty — central hall.?”

20

Figure 14: Entrance to the exhibition of the pop group of avantgarde visual artists at the Art Hall
(Mcsarnok) in Budapest, 2011.® http://platinum.hu/portfolio/mucsarnok-bizottsag-kiallitas (10. 6. 2019)

DODD, J., JONES, C., SAWYER, A., TSELIOU, M.: Voices from the Museum. Qualitative Research
Conducted in Europe’s National Museums. EuNaMus Report No. 6, Linképing University Electronic Press,
Linkoping, 2012. Citation p. 23.

An exhibition model that dates back to the beginnings of public exhibitions,
the victory celebration shows of ancient Rome, involved the lining up of hundreds
of trophies acquired from the enemy in battle in huge, interconnected spaces
and was quite enjoyable when the “museum” was a hall of columns without walls,
from where viewers could always step out to the open air. Visitors plodding along
an endless series of rooms in a classic museum building often lose their sense of
orientation as well as their composure. Although most of the works on display are
indisputable masterpieces, their quantity can be overwhelming — especially if they
are placed in two or three rows on top of each other on walls or in glass cabinets.
Here, improvement of the visitor experience (the favourite slogan of our time) means
the selection of a few major works and their arrangement according to epoch,
master, theme or technique.

Post-hoc surveys
Evaluating the satisfaction, information, motivation and interest to return to
the museum is normally performed after museum visitors have completed their
passage through the exhibitions. The basic question is, how many of the multiple,
simultaneous readings of the exhibition could the visitor master?

(B) Information

(A) Operations supplementing the artefact

4 INTERPRETATION

ERP O S values or present culture
(significance)

A

3 CULTURAL ANALYSIS

(relationship of artefact to its culture) R B selected aspects of artefact’s culture

A

2 EVALUATION

(judgements) B B comparisons with other objects

A

1 IDENTIFICATION
(factual description)

A

the artefact: history, material,
construction, design and
function

Figure 15: Model for artefact studies®™

10 Source: PEARCE, S. Ed.: Interpreting objects and collections. London, 1994, Fig. 18.1
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Exhibition types and their post hoc survey options

—  Chamber exhibition: a small-scale display that is open for a short time
period —a few hours, a day or a week. Such exhibitions are organised for
conferences, trade shows and festivals and the assessment questionnaire
can be disseminated by the organisers relatively easily. Major point of
inquiry: knowledge / insights gained about the theme of the small show
that enables a sharp focus.

- Temporary exhibitions: regularly organised by museums with large collections
which last for a few weeks or months. Their duration depends on the availa-
bility of the works on loan, the number of potential visitors and the sched-
ule of the exhibition facility, among others. The survey should focus on
public interest in the topic, new insights / values encountered, highlights
identified (which may not coincide with those of the curator), and changes
in attitudes / motivation about the artist, genre, theme or style presented.

- Permanent exhibition: it may remain for 5 to 20 years without alteration.

The style of museum communication changes drastically within a longer
time period and makes an old exhibition and / or its communication
channels and messages obsolete. Some visitors prefer traditional installa-
tions of the type they experienced during school visits and which they can
now share with their own children. Evaluation tools should include ques-
tionnaires for first time and returning visitors as well as special groups:
teachers and students coming for a guided tour or creative workshop,
families with small children and senior citizens and the physically, visually
and hearing impaired. Their needs are different, and the same will be true
of their perception of the infrastructure, theme and mood of the show.
Developing a set of five or more alternative survey instruments would not
be necessary for a temporary show, but a permanent exhibition deserves

a detailed analysis — and eventual improvement.

- Travelling exhibitions provide a transition between the two latter types: they
can be on loan at a venue for years, or open for a month at each venue.
They are like franchises: their content and form are more or less constant,
but items from the museums that temporarily house them may be added
to the display. Here, the evaluation may focus on the national reception of
the exhibition, and the way eventual local additions merge with the body
of the show. Comparisons of similar studies may be highly interesting,
so include questions from previous surveys from countries the exhibition
toured at to facilitate comparative analyses.

Evaluating multimedia use in the gallery and beyond
The “Disney-fication” of the museum is a growing concern among exhibition design-
ers and evaluators alike. Edutainment devices often entertain more than they ed-
ucate. Museum management considers multimedia applications to be a nuisance
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that do more harm than good. In any case, using information and communication
technologies (ICT) in the museum environment is one of the most disputed and
fortunately most researched topics in museum education.

The museum visitors of our times are first and foremost interested in experi-
ences. This consumer attitude of the museum visitor can be easily satisfied through
multimedia applications with “take home” and “download and adapt” features.
Interactive, on-demand information consoles that are supported by a large data-
base and a variety of labels for visitors with different educational backgrounds,
experiences and interests are likely to provide visitors with information on a level
and in a format that matches their expectations better than any written museum
guide or label could ever do. Such applications support both the educational and
research dissemination function of the institution because it is up to visitors to
decide how deeply they want to dig into the repository of knowledge provided.

User experiences with multimedia genres: assessment issues
Here is a list of some of the current issues about the relationship of digital devices
and visitors that our evaluation should address:

What type of information appears as printed, and what is made available through
interactive multimedia kiosks integrated with exhibits? Are the choices of genre
justifiable?

- How do visitors personalise their tour through tagging exhibits online?"

- What is the role of handheld devices in an exhibition tour, and what role
does the explainer play when visitors decide to use their phone as a guide
through an exhibit?

- How is the digital footprint used to profile our visit? (Observation of GDPR
rules and offering users benefits from sharing visiting data).

- How is augmented reality or three-dimensional visualisation used to bring objects
to life? Is there an added information value or is it just (expensive) fun?

- How are visitors motivated to share their comments and criticisms of our offer-
ings on social websites (Facebook, Twitter, YouTube, Instagram, Flickr, etc.) and
how are their comments utilised to improve user experience?

Successful ICT applications in museums include hypermedia elements: they
offer text, static and moving images, sound and any mixture of these. “The con-
tent of one medium is always another one.” This remark by Marshall McLuhan
about his contemporaries, the technologically minded “gadget lovers” on the eve
of the information revolution, is relevant for ICT solutions in museums as well.”>
Hypermedia solutions are useful educational devices because they offer connec-
tions to pieces of information we might not have forged ourselves.

1 Tagging means attaching descriptive labels to a thing or concept. In most cases, these labels are provided
by the software application that stores and presents the tags of its users.

12 McLuhan, M.: The Gadget Lover. Narcissus as Narcosis. In: McLuhan, M.: Understanding Media.
The Extensions of Man. London and New York 1964, pp. 45-53. Citation: p. 52.
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Figure 16: Planning multimedia applications for an exhibition.*

13 Networks that provide a space for dialogue between developers: Museum Computer Network, Web 14 Source: Van der Donckt, M. — Callebaut, D.: The Feast of a Thousand Years at the Ename Provincial
Museum Network, ECSITE — European Network of Science Centres and Museums. : Museum, Belgium 2001, Graph 7.8., p. 255, adapted by A. Karpati.
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Multimedia types in galleries and their major evaluation methods:

- Soundscape (special sound effects in one or several halls of the exhibition):'s

relation to the object it complements, sustainability, ease of maintenance,
aesthetic appeal;
- Audio guide: user friendliness of interface, functionality of content

(amount of time spent standing in front of objects well planned) scientific

accuracy, relevance for targeted audience;

- Interactive console: all features for audio guide and robustness of use, ease of

update and maintenance;

- Film played on flat screens placed near or within an object and 3D or IMAX
film theatre (projection on a huge screen) in a special area of the museum:
relevance, accessibility (foreign language voiceover, captions);

- Animated map or diagram (e.g. displays activated through pushbuttons
show information): clarity, scientific accuracy;

- Virtual reality: events and persons animated through three-dimensional
imaging (e. g. laser or holography);

- Simulation environment — for example, visitors are seated in a model car

with screen projections of the landscape it drives through. The sounds and

the shaking and swinging movement of the model contribute to the expe-

rience of motion.” Hardly ever used in galleries, only used as an interesting

multimedia genre.

Does multimedia distract from “veal art”?
Multimedia is a useful addition but not a replacement for or a distractor in
a gallery environment. The scientific quality and educational authority of appli-
cation developers ensures that no harm will be done; on the contrary, children
and adults will benefit from an enhanced experience. One of the major centres for
educational multimedia development is the Media Laboratory of the Massachusetts
Institute of Technology, MIT). Euromuse.net is an important European profession-
al site for the development and evaluation of exhibition multimedia. DigiCULT is
an international portal that disseminates news about projects in ICT and museum
learning.® The American National Institute of Standards and Technology of Virtual

Museums organises conferences and issues publications about digital (and partly

15 This video provides an example for location-based sound streaming.

16 An excellent example of the use of holography: the Abraham Lincoln Presidential Library and Museum
in Springfield, lllinois, USA. The president and his associates and family members are shown in authentic
environments through holographic images.

17 New imaging technology may be experimented with at the Parc du Futuroscope in Poitiers, France.

18 The main homepage of DigiCULT: http://www.digicult.info/pages/index.phpthe. The English language
version of its Italian twin portal: http://www.digicult.it/en/, and another related site from Canada that
collects museum project results: (http://sunsite.ualberta.ca/Digital_Collections/museums.html).
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virtual) museography (the theory of museum development). This association
organises the most important annual conference of this field, Museums and
the Web.»

Figure 17: Children with smartphones in front of Rembrandt’s The Night Watch Photo: Gijsbert van der Wal.
Source: The Telegraph, 2016, https://www.telegraph.co.uk/news/newstopics/howaboutthat/12103150/
Rembrandt-The-Night-Watch-The-real-story-behind-the-kids-on-phones-photo.html (3.1. 2020)

However, the photo above that went viral to indicate the evil effects of tech-
nology three years ago, seems to prove the contrary. Children are looking at their
phones instead of admiring one of the major attractions of the Rijks Museum
in Amsterdam. As gallery evaluators, our question should be: but what are they
looking at? As it turns out, it is the museum app after having a thorough look
at the painting, led by their art teacher.

“The photo of the children looking down at their screens in front of ‘The Night
Watch’ masterpiece has been described as a ‘metaphor for our age’ on so-

cial media. It turns out the children were researching a school assignment
when the photo was taken. Photographer Gijsbert van der Wal explained:

“A small group of high school students were sitting on the benches in front

of Rembrandt’s Night Watch. Almost all of them were either looking at their

19 The portal with congress proceedings and other publications of the association is called Archives and
Museum Informatics. Its Research Forum is an excellent resource for developers and museum staff who
commission digital applications. (3.1.2020).
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own smartphones or their classmates”. I thought it was a curious sight and
took a photograph.

“That same evening, I posted the photo on Facebook where, to my utter sur-
prise, within a few days it was shared almost 9,500 times. The image was also
reposted by others and shared on Twitter, Tumblr and Reddit. It went viral,
with people often adding rather dispirited captions: today’s youth is more
interested in WhatsApp than they are in Rembrandt.

“On the other hand, there were people who warned not to be misled by

the image: they asserted that the students were in fact attentive to the art
work, using the museum’s freely downloadable multimedia tour. That seems

a plausible explanation. However, I think a well-designed museum app should
continuously direct the attention of the user from the phone to the actual
objects on display.”>

20
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Figure 18: The same Dutch school group attentively looking at a painting during the same visit.
Source: Jan Potsma, Twitter message, 27 November 2014, @j_postma @wijdopenogen @PieterSteinz

@rijksmuseum (10. 6. 2019)

Source and explanation of the photo: Molloy, M.: The real story behind the viral Rembrandt ‘kids
on phones’ photo. In: The Telegraph, 16 January 2016. https://www.telegraph.co.uk/news/newstopics/

howaboutthat/12103150/Rembrandt-The-Night-Watch-The-real-story-behind-the-kids-on-phones-photo.

html. (70.6.2019)

Galleries on Facebook
Managing a home page requires monthly maintenance; however, maintaining
a blog, sending tweets or being present on Facebook, is a daily activity. Smaller
museums with no PR personnel should delegate this responsibility to staff mem-
bers who also use these sites in their private lives and are sensitive to audience
requirements regarding up-to-date, interesting and relevant information. Curators
and researchers should also be involved in producing concise, “Facebook com-
patible” illustrated entries that contain information that the visitor group regu-
larly using Facebook (those under 30) will find worthwhile to read. The menus of
Facebook offer the following options for sharing museum-related news:*

- Followers who decide to “like” us on Facebook are a good indication of
the popularity of the museum among users of the page. They will see our
entries on their page and there is a high probability that they will actually
read them;

- Groups can be organised to target followers with special interests and cre-
ate communities around the museum that have the potential for self-or-
ganised activities;

- Events can be organised quickly and with no cost. Prospective participants
can join and thus inform us about the visitor group interested in the event
from among our Facebook followers. If they return to our event entry
(because we send a tweet with a link to the relevant Facebook page as it is
approaching), they can see which of their friends are planning to partici-
pate and they can decide to use the event for socialising and join too;

- Entries can include news items, like those we share through Twitter, but
with more details and links;

- Images can be used as teasers: organised into a timeline, they can provide
prospective visitors with appealing information about a collection in
a second.

Galleries on YouTube
How should museums use their YouTube channels? As a supplement to objects
whose history, restoration or cultural context cannot be revealed through still
images and texts in an informative and enjoyable way.*

21 Anexample of an active and well-designed Facebook page: Museum of Fine Arts, Boston
22 ROBBINS, E.: How Should Museums Use Their YouTube Channels? Blog entry, SFMOMA — San Francisco
Museum of Modern Art, 2015. https://www.sfmoma.org/read /how-should-museums-use-their-youtube-

channels/ (10. 6.2016)
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Figure 19. Thematic museum channels on YouTube. Results for search on 13 June 2019.

Digital databases
Assessment should reveal problems concerning the development of digital muse-
um archives and other forms of databases:

The quality of data management sofiware.

- Data are not used extensively. There are few instances of regular utilisation for
education, tourism, heritage campaigns etc.;

- Maintenance and further development of existing databases is an unresolved
issue (financial and human resources) for most museums;

- FewlIT specialists possess the knowledge and skills necessary for developing
a useful museum application, as their training prepares them for industrial
and commercial software development;

- The collection of metadata is badly managed in most countries. There are some
parallel developments, while whole areas that should be included in (in-
ter)national repositories remain undocumented;

- Since database software applications are not always compatible with each other,
it is difficult to exchange metadata among institutions even in the same
country;

- Data records are labelled and tagged differently, often making it impossible to
create even national networks of museum collection data.

An excellent example of a digital publication about treasures kept in museums

is the Natural Europe Project, which also documents and shares information about
natural attractions and world heritage sites. Participating museums of natural
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history and science centres connected their image databases with each other and
the europeana repository.

Mundaneum is another important resource for learning in museums as well as
research, because it stores digital publications issued by museums (many of which
are difficult to retrieve from elsewhere) and research papers related to collections,
complete with moving images and animation that could not be published in tradi-
tional, paper-based journals.

Visitor studies
Museums are no longer ivory towers where relics of distant ages are safely kept.
They are part of a changing social context that they must respond to if they are
to survive. Interpretive planning means not just exhibiting but also explain-
ing objects in a display. The essence of the planning process is to make visitors
understand the meaning and significance of the items presented, and have them
leave with new knowledge, not just experiences. Interpretive planning is not
easy if you have no clear idea about the aspirations and background of your
visitors. Curators and exhibition developers often have an overly optimistic
view about their prospective visitors: they hope they are eager to learn, open
to see novel and unexpected sights, enjoy challenges and have plenty of time
to get acquainted with the text on labels and information panels. In fact, visitors
have a variety of different objectives when passing through the doors of a mu-
seum, and, accordingly, different amounts of time to experience at least part of
what is on offer.

“The real journey is not the discovery of new landscapes but the novel way we
observe well-known scenes.” John H. Falk starts his essay “Identity and the visitor
experience” (2009) with this quotation from Marcel Proust. Falk identifies five key
types of museum visitors which we will summarize below. These are not personal
qualities but roles that characterise visitor expectations. Visitors may even exhibit
characteristics of a different type when coming to a different collection with a dif-
ferent mood and mindset.

1. Explorers: they are curious about museums and visit them because of

interest. They are well-read but not experts who mostly enjoy looking

at new acquisitions or works in art styles they have never heard about be-
fore. They are comfortable with going around on their own, but are keen
readers of labels and information consoles.

2. Facilitators: they come to visit with friends and family whom they will
guide through the collections. Some of them are parents or grandparents,
others are socialisers. Parents are interested in enrichment programmes,
informal learning opportunities for their children, and want to know
the details and prices. Socialisers come with another adult (spouse, friend,
relative) and will walk through the galleries chatting, barely looking
at the objects.
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3. Experience Seekers: they are the “been there — done that” types who
do not want to be left out. They want to have fun and see new things but
have no deep knowledge-secking interests. Most are not too frequent
museum visitors because exhibitions normally do not satisfy their need for
adventure.

4. Professionals/Hobbyists: they are a small but influential group that in-
cludes museum staff, collectors, teachers, artists, policy makers and science
communicators. Their visit is strictly professional: they know what they are
looking for and will view the parts of the exhibition that are useful for their
new project. These people are often Friends of Museums and are interested in
special late-night openings, gallery talks and exhibition-related excursions.

5. Rechargers: they need rest and inspiration, want to get away from their
busy world and expect to find a quiet place full of interesting ideas in
the museum. They enjoy social gathering places, like to linger in cafés and
sculpture gardens, and pay little attention to the works exhibited.

Falk postulates that all of these needs are related to the personalities of

the visitor and will profoundly influence their encounter with the exhibitions.

If museum staff helps visitors satisfy their needs, they are more likely to come back
with a more open mind to new experiences. Visitors return (or come for the first
time) only if they feel that the museum will satisfy their identity-related needs.

If you know your visitors, you can plan around their expectations and predictable
wishes and needs.

Duplessis?s emphasizes that the museum visitor experience is not about

the museum or the visitor, but the unique moment when both realities become
one and the same.

“Visitors are the Museum and the Museum is the Visitor.

- Think of museums and content not as fixed and stable entities but as intel-
lectual resources capable of being experienced and used in different ways
for multiple purposes.

- Stop thinking about visitors as definable by some permanent quality or
attribute such as age, gender or race; instead, appreciate that every visitor
is a unique individual, each of whom is capable of having a wide range of
visitor experiences.

- RESULT - a model of the museum visitor experience that is framed around
identity-related visitor motivations — the series of specific reasons that vis-
itors use to justify, as well as organize their visit and use in order to make
sense of their museum experience.

23 DUPLESSIS, A.: The Five-Minute Falk. A very brief explanation of John Falk's Visitor Identity Related
Motivations. Conference presentation. iMuseum Symposium Proceedings, Toronto, 24-25 March, 2011. Full

congress book available here: http://www.museumsontario.com/en/Handbooks_&_Reports_37/
iMuseum_ Proceedings_1863.html (10.6.2019)

Figure 20: Pollack, Mihaly: The Hungarian National Museum. 1837-1847. Source: Wikipedia, https://
hu.wikipedia.org/wiki/Magyar_Nemzeti_M%C3%BAzeum (3.1.2021)

What is identity? It speaks to how others see us, as well as how we think
about ourselves. Humans do not have a single permanent identity; we use an ever
changing set of identities to fit particular situations. Often unconsciously we sift
through leisure options that will meet our needs and if a museum is a good fit,
that is what will be chosen. It is not only a descriptive framework but a predictive
model that we can use to anticipate who will visit a museum, what they do there
and what enduring meanings they make of their experience long after their visit.
The competition for leisure activities is strong — if museums are going to maintain
their popularity and success, they will have to get better at understanding and
serving the visitor. Duplessis’ research showed that most leisure experiences are
not initiated by a desire to see or do something specific but as a desire to fulfil
a specific identity-related motivation.”*

If we enter a typical museum that was established at the end of the 19th centu-
ry and left intact for decades, we realise that they were research institutions with
large exhibition rooms. They displayed as many pieces of the collection as possible
in long rows of glass cabinets. Visitors were largely ignored. Little attention was
paid to their worldly needs: there were few toilets, no restaurants or even snack

24 Ibidem, p.1.
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bars, and shops were mostly bookshops where periodicals in Latin and thick, dusty
research publications waited for the learned customer. The message of the build-
ing was: ‘We safeguard and evaluate — come, if you wish, and admire the objects
without disturbing our work.’

Exhibition areas did not contain understandable information for the lay-
person. Texts attached to objects contained Latin words and inventory num-
bers. Museum guards were there to prevent visitors from damaging the objects.
Catalogues were meant for experts; the illustrated museum leaflet was a mid-20th
century invention; the first one appeared about a hundred years after the first
visitor entered an institution in awe.

Figure 21: Pollack, Mihaly: The Hungarian National Museum — interior. 1837-1847. Source: Budapesti
Muizeumok (Museums in Budapest), https://ubetti.wordpress.com/magyar-nemzeti-muzeum/ (3.1.2021)

By the end of the 20th century, the style of the museum building had changed
dramatically and became a work of contemporary art. The new building type
of the 20th century is an architectural sculpture, in which sculptural form domi-
nates over architectural efficiency. When form takes precedence over function,
the building, amazing as it is, makes it difficult for the staff to organise exhibi-
tions and visitors to find their way around. Most museum edifices, however, are
extremely user-friendly: they strive to serve, attract and enchant the visitor and,
most importantly, make him or her return with friends and family.
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Today, museums belong to visitors. If they are hungry, stylish restaurants cater
to their needs with a sophisticated menu often related to the exhibitions. If they
are tired, they can relax in shady cafés and, even there, they can continue to enjoy
the company of works of art, as many of the eating and drinking facilities are
located near (or even inside) exhibition areas. If they are looking for gifts, they can
browse among a vast selection of goodies decorated with motifs of the works on
display. Bookshops offer a variety of popular publications, as well as volumes of re-
search studies. Museums are multidisciplinary: films are screened, plays are staged,
and guided tours are led by famous chefs or travellers.

Figure 22: Santiago Calatrava Valls: Milwaukee Art Museum, Quadracci Pavilion, 2001, Wisconsin, USA.
(Photo: Andrea Kérpati)

Exhibition spaces are larger and appropriately lit. Most are equipped with
information consoles that talk to the average visitor in bold, large typesetting or
invite the visitors to use an interactive multimedia database. Even guided tours
have changed tremendously. The old-fashioned, lengthy monologue in front of
a masterpiece, followed by a fast stroll to the next one is still there, but now we
can enjoy interactive explanations that may end in creative work in the educa-
tional studio of the museum. All of these activities are possible because the mu-
seum building has been altered to provide more educational visitor-friendly
spaces. It now includes lecture rooms, workshop areas, social gathering sites and
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Figure 23: Santiago Calatrava: Milwaukee Art Museum, Quadracci Pavilion, 2001,
interior, with a view on the Great Lakes, (Photo: Andrea Kérpati)

recreational facilities. The contemporary museum has become a meeting place
with works and experiences they represent, but is still an important venue for sci-
entific research. However, today, these two activities are harmonised and neither
dominates the other.

With the changes in functions, the design of museum interiors is also different.
In a classical environment, the walls are made of solid stone and the ceiling is high
above spacious, rectangular halls. They can be divided but their basic architectural
features cannot be altered. Contemporary exhibition spaces are completely flexi-
ble. Their width, height, size and shape, as well as lighting, can be changed in ac-
cordance with the requirements of temporary exhibitions or events. Curators and
exhibition designers engage museum education specialists in the development of
maps (visitor routes) that guide the young and old, the eager and leisurely visitors
through the exhibition. However, one architectural feature has remained constant
through the ages; the huge reception area that channels you from the hustle and
bustle of everyday life into the silent and impressive world of art and science.
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Exhibitions vary in their objectives and so do their matching assessment tools.

“Object” “Information”
Display Display
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1 Object ! y :

i Content ! . Information '

: M Content '

0% : H :

Basic object information only

Arrangement of objects around a theme

24. Figure: Types of exhibitions according to content. Source: Pongphet Puanggitja: Interactive
Computing blog, entry in 2014. https://ppongphet.wordpress.com/2014/02/05/lecture-3/ (3.1. 2021)

Aims of visitor studies
It is generally accepted that museums have three major tasks: collection, safeguarding
and publication. However, not all authors mention these three elements together.
Today, all of these activities can be accompanied by intensive communication
campaigns. Exhibition organisers must learn to look at a display through the eyes
of the visitors.

Temporary exhibitions attract new audience segments. The visitors, once in
the building, are also likely to see the permanent exhibitions if there is informa-
tion available (through leaflets, information consoles or guides) that connects
the temporary and permanent exhibition. In this way, the major works of the col-
lection of a museum (exhibited permanently) will influence the reception of all
the temporary shows. These, in turn, shed new light on pieces in the museum
collection that had been removed from their original place to be included in
the temporary exhibition. Therefore, curators always have to plan to keep all
the exhibitions of the museum in mind.

“The identification of curator and critic is supposed to explain the work he
does, but it is not self-evident. After all, according to the classical modern view of
the art system’s internal differentiation, distinguishing the positions of artist, deal-
er, collector, curator, and critic, the last two play different roles for the audience.
The curator is the pantheon’s administrator, representing the position of the mu-
seum, the hierarchy, the tradition. The critic, by contrast, thrives on controversy
among the contemporaries; he or she speaks out in newspapers and journals (and
now possibly in blogs), stages polemical interventions, and insists on timeliness

1
|— “Educational” Exhibit J
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and topicality. In slightly different terms, we might say that these two stand for

an antagonism between the positions of the public institution and the intellectual
market. Turning history into tradition is one thing; helping define the direction of
the present, another. Someone who would do both must depart from the museum
and take the controversy to a different level.”

In comparison with visitor areas of early 20th-century museum buildings,

the space that visitors now occupy has more than doubled. Almost half of
the floor space of Centre Pompidou in Paris (completed in 1977), Museum
Ludwig in Cologne (1986) and the Tate Modern in London (2000) is dedicat-
ed to visitor management. (A century ago the space comprised around 20% of
the interior). Exhibition designers at the Tate Modern have made good use of
the huge walls of the entrance hall and corridors: visitors ascend to an exhibi-
tion area watching the flow of names of artists and central concepts of styles
they are soon going to encounter. At the Museum of Modern Art in Lisbon,
visitor areas are accentuated with huge sculptures and installations that would
have a different effect if installed with several other works in a smaller space.

In a modern museum, interpretation (guidance of adult visitors) and museum
learning (focused mainly on young audience) are as important as producing new
scientific results.

Methods and tools

Types of documents to survey
Every exhibition has its own visitor group that is likely to find its content motivat-
ing enough to consider a visit. This group has to be targeted when interpretation
decisions are made, while other potential visitor groups should be involved with
a less intensive strategy. The evaluation of the visitor-centeredness of an exhibition
starts with an overview of available communication documents. An exhibition
based on the interpretive model should offer the following publications:
- Scientific publications about the exhibition for the informed viewer or
expert (catalogues and research papers);
- Popular information about the exhibition (family guides, activity
booklets, leaflets) available as “cognitive souvenirs”:
- Exhibition leaflets: illustrated, with a short overview, supplementa-
ry programme schedule and promotional material, usually free of
charge;

25 BUDE, H.: The Curator as Meta-Artist. The Case of HUO. In: Texte zur Kunst, nr. 86, June 2012, no page
numbers. http://www.textezurkunst.de/86/der-kurator-als-meta-kunstler/. In English (10.6.2019)
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- Hustrated guides: an abridged version of the catalogue, richly illustrat-
ed, with popular introductory texts to major works of the exhibition;

- Info sheets in the exhibition areas to take away or read and leave
behind,

—  Task sheets or booklets with a quiz or quest to be completed during
the visit (special versions for kids with families, school groups and
adults);

- Teaching and visiting aids for teachers that explain how to prepare for the ex-
hibition at school, how to organise the visit and guide the students on
site, and finally, how to obtain feedback about experiences and utilise new
knowledge and experiences after the visit.

- Mediareports;

- Information in the exhibition halls: labels, banners, panels and charts;

- Audio guides;

- Sound effects and music in the halls;

- Multimedia information boxes;

- Exhibition home page and related internet sites;

- Regular guided tours (with museum staff), tours with different types of
guides (artists, experts, representatives of different professions related to
the display, local stakeholders, etc.)

- Cultural events during the exhibition: research conferences, gallery talks,
film screenings, theatre performances, etc.;

- Educational events during the show: activities for schools, families, indi-
vidual visitors;

The planning and modelling of visitor routes should also be assessed. Indications
of directions, arrows and diagrams highlighting major installations and exits are
important features of exhibition design. These communication devices manage
the visit and ensure a safe and enjoyable passage through the halls. Therefore, it is
not only the curator and explainer who define their placement and text but also
the security and fire safety personnel. At a blockbuster exhibition, it is impossible
to wander around because other visitors define their own routes and the time to
be spent in front of an installation. These routes are usually linear as visitors are
part of a crowd moving slowly and deliberately through the halls in the sequence
indicated by the signs and guards.

The evaluation can target the behaviour and satisfaction of different types of visitors.

A visitor-oriented survey can be conducted at an exhibition that needs little or
no alteration, or one that should be profoundly redesigned. The evaluation sheet
below should be filled out by the curator and associates assuming the points of
view of visitors described in the first column. How much would they agree with
the statements? (Scores: 5 = completely agree; 1= do not agree at all).
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Visitor opinion Families with Persons with Older tourists
small children | physical
disabilities

The exhibition is overwhelming.

Every part of it is easy to access.

We understand the messages of the show.

Every object can be seen adequately.

Labels are readable and easy to understand.

Information devices are easy to handle.

Information materials on sale seem to be
interesting and may contribute to my experience.

Normally, however, the visitors can decide to view the exhibition “hypertextu-
ally” and walk from one piece to another because the information they just read or
previously noted urges him or her to change the “correct” sequence indicated in
the map or short guide. These visiting sequences may turn into a tiring run through
what seems to be a labyrinth of an endless series of similar halls and corridors with
no orientation signs. If the signposting is clear, visitors can easily find their way
back to the recommended path after following their own routes for a while.

Evaluating the collaboration of galleries and educational institutions
Assessments of the experiences of groups of children (from kindergartens to
secondary schools) are undertaken in order to improve this crucially impor-
tant relationship. Effects of a gallery visit for public education. The extension of
the educational work of the museum (the outreach programme) is perhaps the most
important new method of museum education today. Museum educators want to
follow visitors beyond the walls of their institution and offer connections between
everyday life and the museum experience. School programmes preparing for or
following up a museum visit have long been organised. Outreach programmes,
however, offer more to more people, including those who do not attend an edu-
cational institution or come to visit without being part of a school group. These
occasional guests may be turned into regular visitors through a continuous infor-
mation flow and easy ways of keeping in touch and giving feedback.

One of the contemporary inventions of exhibition design is the network of
interactive consoles placed near highlights of the display, offering explanations,
additional information or experiments and games related to the objects just seen
and read about. These consoles can be accessed by inserting a digital entrance
ticket that links to a personal storage space created for every registered visitor on
the museum server. Active audience members can access information about their
performance at the interactive consoles and download images to email home
as souvenirs. These digital tickets are symbols of outreach: the museum enters
the homes and from home, one-time visitors may become part of the museum
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community. George Hein?¢ describes the types of museums according to their
interpretation models:

- The “systematic museum” based on traditional lectures and texts, where
visitors are ushered through large spaces by knowledgeable guides;

- Museums based on discovery learning, where investigation and invention
are key explanation processes and visitors are active partners in a knowl-
edge-building process;

- The “stimulus-response” museums where experiences are “programmed” and
exhibition and explanation spaces are integrated,;

- The constructivist museum that offers a holistic, interactive experience.

A site that encourages individual knowledge construction as well as group
learning, with many objects on display that may be scrutinised and exper-
imented with.7

Three out of these four models are based on active visitor involvement. Museum

buildings today are designed to support this new concept of exhibiting.
Contemporary museums strive to get to know their customers in order to pro-
vide experiences and information best suited to their needs and in harmony with
the mission of the museum.

Museum Educator
development of receptive
museum audience

an exciting

Student environment Teacher
adventures different from Educator
hands-on school related to
exhibits, curriculum
souvenirs to content

take home experiences

and knowledge

Figure 25: Expectations of students, teachers and museum educators about a museum visit.?®

26 Hein, G.: A Progressive Education Perspective on Evaluation. In: Engel, B. S. — Martin, A. C. (Eds.):
Holding Values. What We Mean by Progressive Education, Heinemann, Portsmouth 2005, pp. 176-181.

27  This approach is of course unimaginable in an art collection, but a desirable model for science centres.

28 KOVACS, H. — KARPATI A.: Az iskolai mizeuml4togatés értékelése. (Assessment of museum visits of school
groups). In: VASARHELY!, T. — KARPATI, A. (Eds.): Mizeumi tanulds. (Museum Learning). Budapest 2011.
pp. 265-274. Citation: p. 273.
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Tools to reveal knowledge gain and retention
In the second part of the 20 century, exhibition communication developed further
and produced publications intended for the public at large: exhibition guides, illus-
trated catalogues, and, with contemporary phrasing, publications for museum learn-
ing: task sheets, exercise booklets, discovery leaflets. Encounters of museum staff
and visitors took place outside the museum building, with the help of the media:
broadcasting, television, the press, the moving picture and popular publications by
the education or science communication press. These means of communication have
broadened the potential of museum staff to deliver messages about exhibitions.

Figure 26: Educational materials for families at the Sainsbury Centre for Visual Arts. Source:
https://www.behance.net/gallery/18680631/Museum-gallery-trails-educational. (10. 6. 2019).

Visits of student groups through the eyes of the gallery personnel
Galleries are social spaces which should respond to the needs of a wide range of
audiences, including children and youth, some of whom will become promoters
of the gallery and art lovers. Gallery education should encourage access both for
those familiar with the visual arts and new visitors. Some galleries have education
departments that run programmes working with artist educators, artists, teach-
ers and community leaders, while others have one or two staff members who, in
addition to their regular curatorial duties, guide student groups and organise pro-
grams for them. In both cases, school groups will only be friends and not potential
threats if their early encounters with the arts are carefully planned, their route in
the gallery carefully designed and their experiences staged.

Visits by student groups are only successful when the teacher, the student and
the gallery personnel are all well prepared. On the gallery home page, a sub-page enti-
tled “For teachers” or “Education” should be created, to provide much more than a list of
guided tours available for different age groups. These elements should be featured:
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- information leaflets for teachers that describe the gallery facilities and traffic

in the area

-  briefdescriptions of the exhibitions with maps highlighting major works

(permanent and temporary) with a glossary of terms not generally known,
even by art educators;

- leaflets with tasks to complete at the exhibitions, targeted to different age

groups;

- presentations for the preparation of the visit (a great help for teachers who

can use them for motivation)

- pre- and post-hoc knowledge surveys that test what has been learnt during

a gallery visit. They can be introduced by the teachers at school, before
the visit, while the post-hoc survey should be taken immediately after
the visit. Knowledge retention may be measured if the post-hoc survey is
taken 2 to 3 weeks after the visiting the gallery. It calls attention to poten-
tial knowledge gains and may convince school heads about knowledge
gains available in the gallery.

The venue of gallery education should be secured, as school visits do not only
involve the gallery spaces, but also studio facilities for workshops, lectures in
auditoria, activities in public spaces around the museum and, first and foremost,
preparatory and debriefing classes at schools. Depending on available personnel,
the gallery may or may not make use of these spaces, but when it does, they all
must be safe havens for children to interact with art, each other and the leaders of
their programs.

As these spaces are usually multifunctional, they must be prepared for
the visits well in advance, preferably with the teacher of the class paying a preparatory
visit, discussing special needs (students in wheelchair, for example) and locating
the wardrobes, (a student wardrobe with lockers is a useful arrangement to avoid
long queues), lavatories and catering areas. The route to the gallery should be
explored by the teacher to avoid potentially dangerous passages where the group
may be split up, traffic lights and tram or bus stops. An information leaflet for
teachers should be available on the educational sub-page and e-mailed before-
hand as well. If a group signs up for a visit, the e-mail should include information
on gallery facilities and traffic.

Gallery education programs should be developed in response to changes in
art education practice, audience needs and experiences and curricula as well as
the hidden agendas of formal and informal educational institutions. They should
be tested by teachers that are long-term friends of the gallery, as their reports
are invaluable for spotting problematic elements. Gallery visits may be excellent
edutainment opportunities that use the visual arts as a tool for learning and pro-
vide creative experiences through studio work with artists. The gallery visit may
introduce the work of the curators, especially in previews of exhibitions, which
are very useful and motivating for art teachers of neighbouring schools.
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If possible, art education experts should be involved in planning the programs, or
at least in assessing them and offering modifications. Thus, understanding and
planning for the needs of different users, including different learning styles and
cross-curricular opportunities, is ensured.

Gallery education can promote visual literacy and help young audiences develop
the tools and vocabulary to experience and respond to art. Studio work related
to an exhibition stimulates creativity and invites children to explore their own
potential, even reveal their talent for pursuing careers in visual arts, architecture
or the creative industries. Visits to galleries by disadvantaged minorities may
facilitate cultural empowerment, demonstrating that art is accessible, understandable
and enjoyable. A good gallery experience can also lead to a better understanding
and appreciation of artists, galleries, arts centres and art museums for those who
do not have similar experiences through their families.

Pre- and post hoc assessments of gallery education programs can be designed with
the help of the teachers to reveal the expectations and previous knowledge of stu-
dents and detect, beyond knowledge gained, improved attitudes towards art and
increased motivation to engage in artistic activities. In this chapter, information on
the assessment of the visiting process, as well as explanations and hints to relevant
literature in the Glossary help organize assessments that benefit the development
of future programs. Programs built on regular and meaningful feedback can result
in better educating future visitors, even friends and benefactors of the gallery.

Chapter summary
“Today’s art museums are committed to completing major expansion and reno-
vation projects, and vigorously carrying out their stated missions. These missions
are typically concerned with acquisition, preservation, exhibition and education
processes. The National Gallery of Art, for example, is dedicated to ‘preserving,
collecting, exhibiting, and fostering the understanding of works of art.” Similarly,
the Getty Museum at the J. Paul Getty Center seeks to ‘delight, inspire, and edu-
cate the public by acquiring, conserving, studying, exhibiting, and interpreting
works of art.” Such processes are strategic, of course, and give direction and pur-
pose to the range of programs and services offered by these institutions. Ensuring
that visitors are surrounded by works of art ‘of the highest quality,” these processes
also give rise to a particular view of the museum as an ‘place of reflection, con-
templation, and discussion.” Although unstated, I shall argue that art museums
typically have other missions that are actively, if gradually implemented through
processes of representation (re-presentation), socialization, institutionalization
and commodification. The museum functions as a ‘socializing institution,” that
both represents and presents cultural assumptions, as well as social and aesthetic
values to young and old alike. These processes succeed in establishing an ‘ideology
of aesthetic autonomy’ — the compartmental conception of fine art that assigns
it to the separate realm of the museum. They also present ‘ideology in material
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form.” The museum itself is a representation that tends to take on an independent
and ultimately self-reflecting existence. In a Debordian view, ‘it is a spectacle,
which, in its generality, is a concrete inversion of life, and as such, the autonomous
movement of non-life.” Through processes of representation and commodifica-
tion, the spectacular museum is constructed as a frame that influences the public
perception of art and society. Moreover, this ideological frame influences how

the public experiences constructs of time and place, and how it comes to know
about art in relation to the real world. Today’s thriving art museums — and the var-
ious processes that deliver both their overt and covert missions — are likely to have
a greater impact on society than ever before.” #

In an analysis of the mission statements of 59 American museums, even the tag
cloud below resulting from the texts offers interesting insights.>® (Szant, 2011)
Although the term “collect” is still most significant, other concepts like “educate”
and “understand” characterising educational functions are almost as important.
(The museums in this study were mostly fine art galleries, so the words “art” and
“contemporary” naturally occur very often.)
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Figure 27: Tag cloud created from mission statements of museums3.

29 BUDE 2012 (see note 26).

30 SZANTO, A.: Sixty museums in search of a purpose. In: Art Basel Miami Beach, 2011 December. http: //
www.theartnewspaper.com/articles/Sixty+museums+in+search+of+a+purpose/25146 (10. 6. 2019)

31 Source: SZANTO 2011
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According to Susan Pearce, an exhibition is a historical phenomenon just
like the objects that are exhibited. (Pearce, 1999). An exhibition that was full of
provocative, new ideas when it first opened a decade ago may seem boring and
commonplace today. Temporary exhibitions bear the stamp of their age too; they
not only document curators’ viewpoints but also show how certain themes and
styles were interpreted by visitors. Critiques about and audience reactions to tem-
porary shows introduce us to the way of thinking of previous generations. The way
we respond to current exhibitions mirrors the flexibility of thinking and openness
to new values and ideas of contemporary society (or the lack of them).
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Ked v roku 2018 usporiadali Slovenska narodna galéria (dalej len SNG)

a Kunsthalle Bratislava konferenciu Otvorend galéria, venovanu galerijnej peda-
gogike, zaznelo na nej mnozstvo prispevkov prezentujtcich ré6znorodé pristupy
k tvorbe vzdelavacich programov v ¢eskych a slovenskych galériach.' Konferencia
vznikla z potreby zdruzit domace odborné publikum so zaujmom o vzdelavanie
v galerijnych institaciach a rozpradit diskusiu o postaveni a ilohach galerijnej
pedagogiky v nasom prostredi. Podla stanov ICOMu by miizea mali slazit okrem
uchovavania hmotného a nehmotného dediéstva aj pbzitku a vzdelavaniu.?
Napriek tomu, Ze vzdelavanie ako jedna z hlavnych funkcii figuruje v definicii
muzea uz pomerne dlho,’ do praxe sa tato poziadavka zavadza pomaly. Treba pri
tom zdoraznit, Ze uz samotna navsteva akéhokolvek mizea ¢i galérie a priamy
kontakt s muzealiami a artefaktmi ma nepochybne v sebe isty vzdelavaci efekt
vyplyvajici so stretavania sa s informaciami (aj v podobe spominanych objektov).
V pripade mazei umenia a galérii Ladislav Kesner upozorniuje, Ze tieto institacie
mozu ,,ndvstévnikiim nejen napomdhat v rozpozndni a ocenéni kvality a hodnoty umélec-
kého dila, ale poskytnou jim také moZnost, jak by mohli z takového jedinecného vizudlniho
proZitku cosi integrovat do svého vnimani jinych obrazii kaZzdodenniho Zivota. | ... | Je mozne,
Ze lidé zacnou priklddat stdle vetsi vyznam tomu, Ze zobrazeni hraji v procesech osvojovani si
védomosti klicovou roli“ 4 Tento efekt vSak moze byt eSte umocneny smerom k nav-
Stevnikovi v ramci edukaénej ¢innosti institicie.

Edukaénou ¢innostou sa pritom nemysli len realizacia vzdelavacich progra-
mov, ale aj ponuka vzdelavacich nastrojov a pomdcok, ¢i priamo praca s expozi-
ciami v rovine, ktora zvy$uje edukaény efekt kontaktu s vystavenymi predmetmi.
Webové stranky viacerych domacich galérii v§ak nepontkaji samostatna sekciu
pre vzdelavanie, ale hlavny obsah ¢lenia na vystavy a programy, medzi ktorymi
sa (pravdepodobne) tie vzdelavacie nachadzaju.s Z uvedeného sa mdze zdat, ze
galerijna pedagogika je v naSom prostredi vnimana ako realizacia sprievodnych
vzdelavacich programov. Toto zdanie podporuje aj fakt, Ze vo svojom tvodniku
k zborniku spominanej konferencie pod nazvom Zdnik a znovuzrodenie galerijného

1 Vystupom konferencie bol zbornik prispevkov CARNA, D. — TRIBULOVA, B. (eds.): Otvorend galéria.
Zbornik z konferencie galerijnej pedagogiky. Slovenské centrum vizualnych umenf, Kunsthalle Bratislava 2018.

2 Pozri https://icom.museum/en/resources/standards-guidelines/museum-definition/ (30.1. 2021)

3 Podla Petry Sobanovej v stanovach ICOM od roku 2001 — pozri SOBANOVA, P.: Muzejni expozice jako
edukacni médium 1. Univerzita Palackého v Olomouci 2014, s.184. To znamena, Ze v odbornej diskusii sa
tato téma intenzivne objavovala uz pre koncom 20. storodia.

4 KESNER, L.: Muzeum uméni'v digitdini dobé. Vnimdni obrazii a proZitek v soudobé spolecnosti. Narodni galerie
Praha 2000, s.245.

5 Prikladom je web Slovenskej narodnej galérie www.sng.sk, Vychodoslovenskej galérie www.vsg.sk,
Stredoslovenskej galérie www.ssgbb.sk alebo Turcianskej galérie www.turiecgallery.sk. Zaujimavymi
vynimkami st weby Tatranskej galérie www.tatragalery.sk, kde sa namiesto pojmu programy uvadza
pojem aktivity, ktory zahffa okrem programov napriklad aj edi¢nt ¢innost, alebo v pripade Oravskej
galérie www.oravskagaleria.sk st vzdelavacie programy nazvané podujatiami. Inym Specifikom je web
Novej synagdgy v Ziline www.novasynagoga.sk, kde je pod programy zahmuté vietko (aj vystavy),
pripadne je podobny obsah v kolénke , novinky”, alebo weby Nitrianskej galérie www.nitrianskagaleria.
sk, ¢i Liptovskej galérie P. M. Bohdha www.galerialm.sk, ktoré maju $pecialnu kolénku ,vzdelavanie”,
no predstavujd v nej ponuku vzdelavacich programov.
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vzdeldvania na Slovensku sa Daniela Carna v ramci struéného pohladu do minulos-
ti sistreduje na profesionaliziciu galerijnej pedagogiky, ktort implicitne spaja
s lektorskou ¢innostou, ked za¢ina odkazom na vytvarnt pedagogiku a kurzy
aj programy v ramci projektu Galéria dietata a pokracuje lektorskou ¢innostou
SNG.¢ Tento fenomén pravdepodobne stvisi aj s tym, ze na domacich univerzitach
sa neda vyStudovat odbor Mtzejna a galerijna pedagogika. Najblizsie k tomuto
odboru ma Animacia vytvarného umenia, ktor ma vo svojej ponuke Pedagogicka
fakulta Trnavskej univerzity. Na ¢asto mylnt interpretaciu pojmu animacia spaja-
nu s prejavmi zabavy upozornioval uz koncom minulého storo¢ia Radek Horacek,
upresnujuc, zZe ide o sprostredkovanie vytvarnych diel pomocou ozivujucich prak-
tickych ¢innosti.” To sa vSak nemusi vykonavat v ramci lektorovaného programu.
K ozivujicim praktickym ¢innostiam mdze pobadat aj samotna expozicia s rozny-
mi na to ur¢enymi nastrojmi. Tieto prvky vSak v doméacej galerijnej praxi eSte stale
nie st bezné, hoci v porovnani s rokom 2003, ked socialny antropoldg Stanislav
Kuzel kritizoval ,,naprosto neinteraktivni metodu vystavnictvi a vSude pritomnou exotiza-
ci“,® sa mnoho zmenilo aj vo vystavnej, aj galerijno-pedagogickej praxi. O desat
rokov neskor Petra Sobanova upozoriiuje na eite stale pretrvavajuci nazor, ze
wexpozice je predevsim véc kurdtori a architekta, popripadeé typografa“, podla ktorého sa
vo vadsine pripadov edukatori do sprostredkovania mézu zapajat len druhotne,
teda po otvoreni vystavy. Sama vSak tvrdi, Ze sa situacia zlepSuje. A tak, napriek
tomu, Ze sa u nas galerijnym pedagégom zriedkakedy podari edukacne vsttpit uz
do fazy pripravy expozicie, sa ich ¢innost neststreduje len smerom k ,,privilegova-
nym* téastnikom programov.

Prave preto, Ze realizicia vzdelavacich programov vychadza v Gstrety iba malej
Casti publika, je potrebné rozsirit kompetencie galerijnej pedagogiky aj smerom
k individualnemu (ndhodnému) navitevnikovi. Nasledujuci text priblizi niekol-
ko zakladnych nastrojov vyuzivanych v raimci vzdelavacieho zameru galerijnych
expozicii aj mimo sprievodnych kuratorskych textov na stenach. Pre hlbsi ponor
do metodolégie su jednotlivé pristupy aplikované na vystupy SNG. Na konkrét-
nych prikladoch z praxe tak mozno ilustrovat tskalia a benefity tychto nastrojov.
Pre lepsi prehlad st rozdelené a odstupniované v troch kategériach. Do prvej su za-
hrnuté predovsetkym nastroje réznym sp6sobom doplnujice informacie o vysta-
venych dielach a ich kontexte. Tieto nastroje zviésa nevyzaduja aktivne zapojenie
divaka, oZivenie sa odohrava len v rovine diel. Sa to napriklad r6zni printovi &i

6  CARNA - TRIBULOVA 2018, c. d. (v pozn. 1), 5.5 - 7. Podobne sa pojem galerijné vzdelavanie Gzko
spaja s realizaciou kurzov a programov aj v CARNA, D.: Galéria ako miesto vzdelavania. Historia
vzdelavania v Galérii mesta Bratislavy 1976 — 2011. In: KISS-SZEMAN, Z. (ed.): 50 rokov GMB. Zbornik
prispevkov z vedeckého sympézia k 50. vyrociu zaloZenia GMB. GMB 2011. Hoci treba povedat, Ze tu spominana
vzdelavacia ¢innost GMB zahfa napr. aj vzdelavaci projekt Umenie zblizka alebo detskych sprievodcov

k vystavam.

HORACEK, R.: Galerijni animace a zprostredkovdni uméni. Akademické nakladatelstvi CERM 1998, s.101.
KUZEL, S.: Interkulturnf vzdélavani v etnografickém muzeu. In: BRABCOVA, A. (ed.): Brdna muzea
oteviena. Privodce na cesté muzea k lidem a lidi do muzea. Nadace OSF 2003, s.90.

9  SOBANOVA 2014, c. d. (v pozn. 3), 5.181.

56

o0~

hlasovi sprievodcovia vystavou a ich sofistikovanejsie obmeny, napr. soundwalk.
Subkategoériou s podobné prvky oZivujlce vystavu vo virtualnom priestore (we-
bové aplikacie). Nasledujice dve kategérie sa, naopak, snazia aktivovat aj divaka
a prispiet tak k vi¢sej miere ozivovania praktickymi ¢innostami.

Nastroje na sprevadzanie individualnych navstevnikov
Pomerne rozsirenou formou doplnku zakladnych informacii o vystave st roz-
ne druhy tzv. sprievodcov. Uréené st pre Siroké spektrum prevazne dospelych
navstevnikov prichadzajicich do galérie samostatne, s hlb§im zadujmom o tému
vystavy & vystavené diela. Pri vhodne zvolenych prostriedkoch mézu spiniat, ako
ukazuje nasledujtca analyza, okrem odovzdavania informacii na zaklade svojej
formy aj dalSie funkcie. Na zaklade prevazujiceho média by sa dali roz¢lenit
do troch zakladnych kategérii, a to na printovych, zvukovych a audiovizualnych
sprievodcov.

V takomto rozdeleni sa uz na prvy pohlad odraza aj snaha galérie vyjst v Gstre-
ty navétevnikom a navstevni¢kam s roznymi zmyslovymi preferenciami pri vzde-
lavani ako jednej z viacerych typolégii u¢ebnych sStylov. Ako uvadza Petlak®, ide
o tzv. model VARK, podla ktorého ¢lovek uprednostnuje pri prijimani informacie
jeden zmysel, pripadne kombinaciu dvoch zmyslov. Je to bud zrak (Visual), sluch
(Aural), slovo (Read/write) alebo pohyb (Kinestetie). Na zaklade dominancie
jedného zmyslu st pre ¢loveka pri ziskavani novych informacii efektivnejsie bud
obrazové informacie, pocuté slovo a iné sluchové vnemy, pisany text, alebo pohyb
po priestore a manipulécia s predmetmi. R6zne typy individualnych sprievodcov
s schopné viac ¢i menej uspokojit véetky $tyri spominané preferencie.

Zakladnym a najrozsirenej$im typom sprievodcov vystavou, s ktorym je dnes
mozné stretnit sa v nasej galerijnej praxi, si rozne druhy dopliujicich textovych
materialov. Byvaji umiestnené spravidla v ivode vystavy ¢i expozicie a uréené su
na individualne $tadium navstevnikov poéas prechadzania vystavou. Vi¢sinou
je ich tlohou kontextualizovat vystavené diela a tému vystavy, ale na zaklade
grafického spracovania mézu tiez umoznit lepSiu orientaciu v samotnom priesto-
re. V niektorych pripadoch text sleduje a blizsie opisuje aj priestorové ¢lenenie
vystavy. Mozno tvrdit, Ze st efektivnym a pomerne lahko realizovatelnym medzi-
¢lankom medzi kataldgom a kuratorskym textom pritomnym priamo vo vystave.
V pripade katal6gu totiz ide o obsahovo vycerpavajice informécie, ktoré éasto
byvaju vysledkom odborného vyskumu. Pri textoch pritomnych in situ je ich
rozsah limitovany priestorom aj schopnostou a ochotou navstevnika ¢i navstev-
nicky koncentrovat sa na ¢itanie textov z urc¢itého konkrétneho miesta opakovane
vo viacerych miestnostiach. K tymto textom sa navy$e nemozno vratit na inych

10 PETLAK, E.: Inovdcie v edukacnom procese. Dubnica nad Vahom: Dubnicky technologicky indtitit, 2012. s. 56
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miestach, pri inych dielach a textoch®. Vyhodou textového sprievodcu je tiez
moznost pohybovat sa s nim po priestore vystavy a menej nakladna realizacia.

V SNG vykazuja takito sprievodcovia niekolko osobitosti, ktoré je délezité
spomentt. Standardom pri kazdom vystavnom projekte byva take away bulletin
— papierova skladacka formatu DL, umiestnena pri vstupe do expozicie, osobit-
ne v slovenskom a v anglickom jazyku. Obsahovo sa na nom podielaja kuratori
a kuratorky predmetnych vystav v spolupraci s programovym oddelenim. Pritom
sa dba na zjednotent grafickd Gpravu® a pristupnost textu Sirokej verejnosti.

V dal$om type sprievodcov pre individualnych nav$tevnikov a navstevnicky je
preferovanym médiom zvuk. Galéria tymto reaguje na uz spominant diverzitu

v preferencii prijimania informacii, ale aj na uréita sucasnu prevalenciu vizualnych
podnetov, a teda aj textov.

Pomerne beznou formou byva hlasovy sprievodca. Ide spravidla o nahovoreny
text, rozdeleny do jednotlivych Casti podla Struktary vystavy, ktory v podstate
nahradza pritomnost lektora alebo kuratora. K dispozicii byva cez vypozi¢ané
prenosné zariadenie alebo vo forme stiahnutelnej mobilnej aplikacie. Hlasovy
sprievodca’ k vystave Uchovdvanie sveta fungoval na baze lokalizacie sptstaca
a automaticky sa naladil podla miestnosti, v ktorej sa nosi¢ nachadzal. Nebolo
teda potrebné snimat QR kédy ani vyvijat dalsiu aktivitu, stacilo mat stiahnuta
aplikaciu. Obsah sledoval strukttru vystavy a priblizoval a rozvijal jej témy, pri-
¢om ponukal moznost rozhodovat sa medzi dvoma médmi prehliadky. Prvy bol
reprezentovany postavou ,knihovnika (struény a vazny)“ a druhy ,,hlasom ulice
(»ukecanym® a uvolnenym)“s. Oba tieto médy v savislosti s prehodnocovanim sd-
¢asnych funkcii mazei umenia ako hlavnou témou projektu reagovali na dva pély
moznych sposobov ¢itania vystavy — akademicky a laicky. Samotnému obsahu
vykladu bola prispdsobena aj jeho forma — jazykovy prejav s prvkami dramati-
zacie, humor a sebair6nia, priame prihovaranie sa posluchaéom, ¢o sa v niekto-
rych pripadoch javi funkénejsie ako Cisto prerozpravany text. Takuto podobu

1 Pre dalie informacie o pecifikdch textov v expoziciach pozri SOBANOVA 2014, c. d. (v pozn. 3) kap.
Doporuéeni tykajici se textd v expozicich, s. 200 — 204

12 Sucastou zjednotenej grafickej identity si aj mnohé detaily, ktoré nadobidaji vyznam prave v galériach/
muzeach umenia, teda institdciach venujlcich sa vizualnej kultire, a to aj pri takych minimalnych
vystupoch, akymi st spominané textové skladacky. Pri vizuale sa dba aj na jednotnu kvalitu papiera, font
pisma, farebnost a pod.

13 Audiosprievodca Uchovdvanie sveta, Autori: Alexandra Kusa, Robert Roth, Webdesign Studio
s.r. 0. Dostupné na:http://2011.sng.sk/sk/uvod vystavy/minule/2015/uchovavanie-sveta/
audiosprievodca-uchovavanie-sveta

14 Uchovdvanie sveta [ Ritudl mizea v digitdlnom veku, 16. decembra 2015 — 28. februara 2016, Slovenska narodna
galéria Bratislava, kuratorky: Lucia Gavulova a Alexandra Kusa.

15 Takto boli médy otitulované na webe, pozri http://2011.sng.sk/sk /uvod /vystavy/minule/2015/
uchovavanie-sveta/audiosprievodca-uchovavanie-sveta (5. 2.2021), v samotnej aplikacii uZ bol Knihovnik
vecnym sprievodcom vystavou a Hlas ulice uvolnenym sprievodcom vystavou, pozri https://apk.tools/
details-uchovavanie-sveta-apk/ (5. 2. 2021)

Aktivny list O, saty! na vystave Nech sije! Méda na Slovensku 1945 — 1989 v Esterhazyho palaci SNG Bratislava.
Aktivny list pre rodiny vo forme médneho ¢asopisu poskytoval nie len zakladné myslienky vystavy, ale aj
hapticky zaZitok. Foto: SNG Bratislava 2017

mal napriklad audiosprievodca® k vystave Stano Filko: Poézia o priestore — kozme".
Hoci bol doplneny o autentické zvuky audiovizualnych diel, obsah hovoreného
slova bol viac ¢i menej iba prerozpravanim sprievodného kuratorského textu.
Sprievodca tak poslazil tym, ktori nechceli alebo nemohli &itat.

Potencialom hlasového sprievodcu je poskytnit moznost dozvediet sa viac
o konkrétnom diele prostrednictvom priamo vo vystave zabudovanych aplika-
cii. Pocas vystavy Sochdrky' boli vo vystave k dispozicii pri nickolkych dielach
zabudované zariadenia so slichadlami s nahovorenymi zapiskami, spomienka-
mi a ¢lankami dokreslujacimi tvorbu a diela vystavenych autoriek®. Zariadenia
boli do vystavy v¢lenené nenapadnym spdsobom a nerusili tak samotné diela ani
vystavny mobiliar. DalSou moZnostou je spustanie jednotlivych &asti zvukového

16 Filko audiosprievodca, autori: lab.SNG, Barbora Jurinova, Lucia Gregorova Stach, Aurel Hrabusicky, Branislav

Matis, dostupné na: https://www.sng.sk/sk/o-galerii/aktuality-a-oznamy/973_stiahnite-si-bezplatneho-

audiosprievodcu-vystavou-stana-filka. (5. 2. 2021)

17 Stano Filko: Poézia o priestore — kozme, 24.jina — 25. septembra, Slovenska narodna galéria Bratislava,
kuratori: Lucia Gregorova Stach, Aurel Hrabusicky

18 Sochdrky | Vber osobnosti cesko-slovenského sochdrstva, 10. aprila — 16. augusta 2015, Slovenska narodna
galéria Bratislava, kuratorka: Vladimira Biingerova.

19 Audio Sochdrky, autorky: Barbora Jurinova, Magdaléna Kuchtova Dostupné na: https://soundcloud.com/
sng-sk/sets/audioarchiv-sng-socharky-2015 (5. 2. 2021)
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sprievodcu prostrednictvom QR kédu umiestneného pri vystavenom diele

a nasledné spustenie cez vlastné zariadenie. Takyto postup SNG vyuZila napr.
pocas vystavy Generdcia 909, 76*°. Tento Audiozoom? priblizoval hlasmi kuratoriek
vybrané diela z vystavy.

K menegj tradi¢nym formam patri zvukovy sprievodca typu soundwalk. Ten
na rozdiel od predchadzajiceho typu pracuje omnoho viac s geniom loci da-
ného priestoru ¢i miesta a umocnuje ho. Hlavnym cielom byva, ako uz vyplyva
z nazvu, zvukovo podfarbit prechadzanie, pri¢om sa nemusi nevyhnutne vyu-
zivat hovorené slovo. Soundwalk vo zvy$enej miere pouziva aj rozne autentické
zvuky prostredia a dramatizaciu. SNG tento nastroj vyuZziva vo forme mobilnej
aplikacie pri sprevadzani navstevnikov a navstevni¢ok po svojom vysunutom
pracovisku, v Kastieli Strazky, kde sa nachadza stala expozicia diel Ladislava
Mednyanskeho.?* Soundwalk Strdzky* pontika moznost prejst si takymto spésobom
vystavnu Cast kastiela aj prilahly anglicky park. Hlasy postav stvisiacich s hist6-
riou kastiela dopliiaji zvuky prostredia a vystavenych obrazov (kroky v trave, Sum
vetra v korunach stromov, krakanie havranov, zvuk te¢tcej rieky a i.) a spolo¢ne
evokuju epizddy z ich zZivota. Nejde tu pritom nevyhnutne o odovzdavanie infor-
macii, skor, vintenciach Mednyanszkeho obrazov, o umocnenie dojmov z pobytu
na uréitom mieste, teda o oZivenie umelcovej tvorby. Postavy navyse navstevnikov
a navstevni¢ky obcas vyzvu k aktivite — ,,predstavte si...“, ,zastavte sa...%, ,,vni-
majte...“, ¢im takisto do uréitej miery aktivizuji a poskytujua tiez priestor vlastnej
predstavivosti.

Z hladiska produkcie sa so zvukovymi sprievodcami spajaja $pecifika, na kto-
ré je potrebné upozornit. Patri medzi ne predovsetkym potrebna spolupraca
viacerych profesii — kuratorov, galerijnych pedagégov, pracovnikov oddelenia
digitalnych sluzieb, externych spolupracovnikov ako hercov, zvukovych umel-
cov a pod. S tym stvisi ich pomerne dlha produkéna faza, ktora zahfna priprava
a volba koncepcie, pisanie scenara, nahravanie v profesionalnych podmienkach,
postprodukcia, pripadne vyvoj savisiacej aplikacie. Predovsetkym pri vystavich
stucasného umenia, kde ide omnoho viac o priestorové vztahy medzi jednotli-
vymi dielami, ktoré sa ¢asto doladuja az priamo pocas instalacie, to mo6ze byt
prekazkou pri uvedeni takéhoto doplnujuceho materialu k terminu otvorenia
vystavy. Zvukovy sprievodca vSak zostava efektivnym nastrojom odovzdava-
nia informacii, evokovania dojmov a prenasania emdcii. Kompenzuje osobny

20  Generdcia 909, 76. Vystava, pojem, interpretacia, 26.juna 2020 — 10. januara 2021, Slovenska narodna galéria
Bratislava, kuratorky: Alexandra Homolova, Alexandra Kusa.

21 Audiozoom, autorky: Marcela Kvetkova, Kristina Paulenova, za kuratorky Katarina Bajcurova, Vladimira
Biingerova. Dostupné na: https://www.webumenia.sk/clanok/audio-zoom-zaostrene-na-dielo (5. 2. 2021)

22 Ladislav Mednydnszky a Strdazky, od 1. januéra 2014, Slovenska narodna galéria — Kastiel Strazky, SpiSska Bela
— Strazky, kuratorka: Katarina Benova. Od rovnakého terminu st tu aj expozicie Portrét 17. - 19. storocia
na Spisi a Historickd kniZnica Strdzky, kuratorky oboch: Katarina Befova, Katarina Kolbiarz Chmelinova.
V parku je expozicia Sochdrstvo na Slovensku v 20. storoci, od 28. januara 2014, kuratorka: Zora Rusinova.

23 Soundwalk Strdzky, autori: Jana Fitkové, Jonathan Prior, Barbora Jurinova, Michal Cudmak, Igor Rjabinin,
Branislav Matis. Dostupné na: http://soundwalk.sng.sk/ (5. 2. 2021)
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vyklad s lektorom, galerijnym pedag6égom alebo kuratorom, zaroven si ho moze
navstevnik &i navstevnicka do istej miery prispdsobit svojim potrebam, ¢im sa
stava nezavislym, nezavislou od aktualnej programovej ponuky. Niektoré typy
zvukovych sprievodcov, predovsetkym tie, ktoré nie st az také viazané na priestor
a charakter vystavy, mozu slizit aj po jej ukonleni ako pripadny doplnujaci mate-
rial publikovany samostatne, napr. pri digitalnych reprodukciach diel.

Formou sprievodcu, ktory sa mierne vymyka z jeho bezne vnimaného vyzna-
mu, st rbzne webové sidla, na ktorych sa nachadza dopliiujici material k danej
vystave. Efektivne sG najmi pri témach, ktoré pre pochopenie vyzaduja hlbsi
ponor do problematiky, presahuji hranice vizualneho umenia alebo st exponova-
ne spoloCensky diskutované, a je teda potrebné kontext vystavy doplnit. Vsetky tri
spomenuté podmienky spitial rozsiahly vyskumny a vystavny projekt Sen x skutoc-
nost' | Umenie & propaganda 1939 - 1945*. Spoloéenské a politické okolnosti, do kto-
rych tato vystava neplanovane vsttpila, boli poznaéené vzostupom krajnej pravice
v slovenskom verejnom Zivote. Aj vzhladom na tieto skuto¢nosti bolo snahou
kuratoriek v maximalnej moznej miere vyuzit vzdelavaci potencial vystavy. Ako
doplnujuci sprievodca k nej bola vytvorena samostatna webova stranka® s postup-
ne uverejiiovanymi $tyrmi kapitolami z dejin slovenského $tatu. Siroky autorsky
kolektiv, zloZeny z internych zamestnancov galérie aj externych spolupracovni-
kov, pre nu pripravil roznorody obsah, ako st rozsirujice texty, obrazovy material,
zvukové a audiovizualne dokumenty a panoramatické zabery z vystavy s prepoje-
nim na Web umenia. Publikované st tu aj u¢ebné pomocky vo forme pracovnych
listov a metodickych podkladov pre $kolské vyuéovanie na dant tému. V takomto
type sprievodcu teda nie je nutna pritomnost navstevnika ¢i navstevnic¢ky v samot-
nej vystave. Prehladnou a pristupnou formou sa tu skor sprevadza témou v his-
torickej chronologii. Protivahou naro¢nejsej a dlhej realizaénej fazy je zotrvanie
webovej stranky aj po skonceni vystavy a jej vyuZitie ako vzdelavacieho materialu
so Sirokym uplatnenim.

Okrem uvedenych $pecifik spominané typy sprievodcov tiez prispievaj
k atraktivite vystav?. Ich cielom vS§ak nemdze a ani nema byt poskytnut o vystave
vyCerpavajice informacie. Je preto doélezité sastredit sa na jednu, pripadne niekol-
ko linii. Ako dolezité sa v pripade sprievodcov javi tieZ zachovavat v ich obsahu
a forme konzistentnost a plynulost a pri véetkych jeho formach mat na pamiti aj
mieru kapacity pozornosti, ktora sa lisi s kazdym typom. Na zaklade preferova-
ného médu prijimania informacii je vhodné tiez pontiknut moznost ich vzajom-
nej kombinacie. Ako navy$e uvadza Marie Fulkova?, navstevnika nie je mozné

24 Sen x skutocnost | Umenie € propaganda 1939 — 1945, 20. oktbbra 2016 — 26. februara 2017, Slovenska narodna
galéria Bratislava, kuratorky: Katarina Bajcurova, Petra Hanakova, Bohunka Koklesova.

25  Sen x skutocnost, Udalosti slovenského Stdtu v 4 kapitoldch, autori: Peter Gasparik, Matds Soléany, Philo van
Kamenade, Igor Rjabinin, Michal Cudrnak, Luka$ Stepanovsky, Gabriel Balké, Michal Luéenié. Dostupné
na: www.senxskutocnost.sng.sk (5. 2. 2021)

26 SOBANOVA 2014, c. d. (v pozn. 3), 5. 281.

27 FULKOVA, M.: Diskurz uméni a vzdéldvdni. H&H, 2007. s.186.
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obmedzovat predkladanim jedného typu uvazovania. Nakolko je galéria miestom
dialégu, aj tieto sprievodné materialy by mali poskytovat istt mieru samostatnosti
a volnosti pri tvorbe vlastnych zaverov a poznania. Vdaka nim sa posiliiuje moz-
nost viaciroviového ¢itania vystavy.

Samoobsluzné aktivne listy*®
Marek Soban vo svojej $tadii Strucnd teorie a praxe muzejni pedagogiky* typologicky
rozdelil aktivne alebo pracovné listy vyuzivané v galerijnej praxi na pracovné listy
pre pracu s lektorom a samoobsluzné pracovné listy.

Samoobsluzné pracovné listy st v galerijnom prostredi oblibenou a rozsi-
renou didaktickou pomo6ckou.3 Vieobecne sa pojmom pracovny list oznacuje
doplnkovy edukaény material k vystave &i expozicii, zvicsa v tlacenej forme, ktory
moze mat podobu jednej stranky, siboru listov, tematickych kariet, brozary, novin
alebo knihy. Ich cielom je ulah¢it porozumenie vystavy, ozivit ju, pripadne dopl-
nit. St uréené pre neorganizované skupiny navstevnikov v galérii. Zazitok z vysta-
vy, umeleckych diel, ale aj zo samotnej navstevy galérie méze umocnit aj to, ked si
navstevnik po skonéeni prehliadky odniesie nieCo hmatatelné so sebou domoyv, ¢o
v tomto pripade mo6Zze byt aj samotny pracovny list.3'

Mbzu plnit funkciu alternativneho sprievodcu vystavou v galérii. Dopomahaji
tak k jednoduchsej orientacii navstevnika vo vystave alebo expozicii. Ladislav
Kesner podotyka: ,,Vétsina lidi, jeli konfrontovana s uméleckym dilem, jednoduse nevi,
co délat. Kdyz nemaji cil, problém k vyPeseni, ziistdvaji vné, neschopni interakce s dilem. 3
Pracovné listy spolu s dal$imi interaktivnymi prvkami (ak sa nachadzaja vo
vystave) umoctiuju didaktické pésobenie pri osvojovani si novych vedomosti
navstevnika.

28  Termin aktivne listy sa v odbornej literatire a v galerijnej pedagogike pouZziva aj pre pracovné listy.
Predstavujd ten isty druh uéebnych pomécok.

29 SOBAN, M.: Strun4 teorie a praxe muzejni pedagogiky. In: Skola muzejni pedagogiky VI. Univerzita
Palackého v Olomouci, 2007, 5.36 —37.

30 V dnesnej dobe sa uplatnenie pracovnych listov podstatne rozsirilo. Pedagbgovia ich vyuzivajua aj v Skolskej
vyucbe na zakladnych a strednych skolach. Pracovné listy st oblibenym didaktickym materiadlom nielen
v $kolskej praxi, ale aj v mimoskolskych institlciach, najma v mlzeéch a galériach, kde sa tento typ
didaktickych materialov velmi osved(il. Pracovné listy maji pravidelne vo svojich programoch a v ponuke
edukacnych sluZieb napriklad Slovenska narodna galéria (Bratislava a vysunuté pracoviské indtitdcie, SK),
Oravské galéria (Dolny Kubin, SK), Galéria mesta Bratislavy (SK), Moravské galerie v Brne (CZ), Déim
uméni mésta Brna (CZ), Narodni galerie Praha (CZ), Galerie mésta Olomouce (CZ), ale aj TATE (Londyn,
UK). Od pracovnych 3kolskych listov sa galerijné pracovné listy Ii3ia previazanostou na vystavu. Zarovef
s( zacielené na vnimanie a skGmanie diel vo vystave. Pozri: HOMZOVA, |.: Galerijnd pedagogika vo vytvamej
edukdcii v zdkladnej, strednej $kole a v ZUS. Metodicko-pedagogické centrum, Bratislava, 20715, s. 29.

31 Vramci riadenych programov si to vystupy z aktivit programu, ktoré vznikli pocas aktivit najma v ateliéri.
Vytvarna tvorba vsak nemusi byt si¢astou kazdého programu v galérii. Niekedy moze prevladat hovorené
slovo v podobe vykladu alebo dialégu, pripadne pohybova aktivita. Pri naviteve individualneho
navstevnika je divak bez riadeného programu. V takomto pripade st pracovné listy vhodnou alternativou
vytvoru, ktory si mdZe odniest domov.

32 KESNER 2000, c. d. (v pozn. 4), s.90.
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Interaktivna edukacna instalacia na vystave Anton Cepka. Kineticky sperk v Esterhazyho palaci SNG
Bratislava. Prostrednictvom skladania modulovych prvkov mali navstevnici moZnost pochopit princip
uplathovania rytmu v tvorbe $perkara Antona Cepku. Foto: SNG Bratislava 2016

Z hladiska obsahu zahffiaja zdkladné informécie o vystave, ako vystavou po-
stupovat a nasledne konkrétne aktivity spojené s vystavou. Preto m6zu obsahovat
rozne aktivity (malovanky, vystrihovacky, krizovky, dopltiovacky a i.). Zaujimavym
prikladom pouzitia takychto hier bol pracovny list pre nestalu expoziciu umenia
gotiky a baroka Nestex 33 v SNG. Oddelenie galerijnej pedagogiky (dalej len OGP)
vytvorilo list v podobe papierovej skladacky, tzv. nebo-peklo. V ramci detske;j
papierovej hry st ukryté symboly, pod ktorymi st konkrétne tlohy viazuce sa
na miesto vo vystave ozna¢ené rovnakym symbolom. V spodne;j ¢asti hotovej skla-
dacky st umiestnené vysvetlenia. Navstevnici tak vdaka aktivnej hre, ktort si sami
zlozili, systematicky podla symbolov chodili po vystave a plnili tlohy, spojené
s vystavenymi exponatmi, tematikou, koncepciou a obsahom vystavy. Samotna hra
je zalozena na principe hladania a objavovania, teda na aktivnej forme edukacie.

Edukaény material ma za tlohu podnietit zvedavost, zaznamenat myslienky
navstevnika a ziskat nové znalosti prostrednictvom konstruktivneho myslenia,
ktoré je podporené aj vdaka praci s pracovnymi listami.3* Obsahuji zaujimavé
informacie a stavaju sa tak vzdelavacim textom. Velké mnozstvo textu i uloh vSak

33 Nestala expozicia SNG, 17.januara 2014 — 29. jila 2018, Slovenska narodna galéria Bratislava, kuratori:
Dugan Buran, Katarina Kolbiarz Chmelinova.

34  Aj napriek tomu s pracovné listy najcastejsie spojené s edukanym programom za pritomnosti lektora,
ked' st medzi animaciami zaradené ako podklady pre pracu s detmi.
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mbze pozornost az privelmi sistredit smerom k pracovnym listom. Pozornost,
ktora by mala byt venovana vystave, sa tak zameriava viac na vypliiovanie pracov-
nych listov bez v§imania si priestoru vystavy a exponatov. Lenka Mrazova vo svojej
$tadii poukazuje na to, Ze ,,0¢i“ by mali byt viac na exponatoch ako v pracovnych

v

listoch.3 Maju slazit ako mostik v ramci ,badatelskej“ éinnosti navstevnikov.

Tvorcami pracovnych listov byvaju zviésa galerijni pedagdgovia (v spolupraci
s kuratormi a grafikmi). Velké naroky sa kladu na metodicky obsah listov. Délezité
je medzi tlohy a aktivity zretelne vlozit aj pisomné instrukcie, pripadne komen-
tare k rieSeniu pracovnych listov, kedZe pri praci s nimi absentuje doplnujici
komentar galerijného pedagdga. Vietky potrebné informacie pre navstevnika by
mali byt zahrnuté v pracovnom liste. Siéastou tohto typu edukaéného materialu
by mal byt aj tzv. kli¢ spravnych odpovedi alebo riesenie k jednotlivym tloham,
pripadne slovnik pojmov,3 ako je mozné vidiet v Sprievodcovi itlohami pre rodicov
k vystave Biedermeier, ktoré vytvorilo OGP SNG.3® Hlavna ¢ast listu s malovankou,
dopliiovackou a hadankami je vhodna pre detského navstevnika. Nasledne dalsie
Casti listu — sprievodca tlohami, ich riesenia, ako aj sprievodca vystavou — su
uréené pre rodicov, ktori pomahaji detom riesit konkrétne tlohy a naviguju ich
na zaklade instrukeii po vystave. Sprievodny list je tak uréeny pre rodiny s detmi.

Pracovné listy sa tvoria k stalym expoziciam, ako aj ku kratkodobym vysta-
vam. Nemalo by v§ak dochadzat k ich nadmernému a bezuéelovému vyuzivaniu.
Délezité je striedat alebo pri expoziciach obmienat pracovné listy s dal$imi prv-
kami edukacie individualneho névstevnika, ako je sprievodca alebo interaktivne
prvky vo vystavach. Zaroven je potrebné dbat na pouzitie jazyka, druhov a poc¢tov
aktivit, ale aj na grafické spracovanie (typ a velkost pisma), na obrazovy material,
a nepouzivat mnoho pisaného textu.

Pracovné listy st zvac¢$a umiestnené vo vystave s pouzitim urcitého typu
stojana, ktory kore$ponduje s dizajnom a architektirou vystavy alebo expozicie.
Mbze sa stat, ze architektonické rozloZenie vystavy nerata s doplnkovym edukad-
nym programom. Preto je potrebna spolupraca a participacia galerijnych pedagd-
gov na vystavnom projekte prakticky uz od zaliatku jej priprav.

Samoobsluzné pracovné listy mozno po funkénej stranke rozdelit na pracu
pred navstevou galérie, na aktivity v galérii a na pracu po skonéeni navstevy galé-
rie. Niektoré galérie a mizea vo svojej sekcii vzdelavania a programov pontkaja
aj pracovné listy vhodné pre navstevnikov eSte pred navstevou samotnej galerij-
nej indtitdcie. Ich tlohou je motivovat navstevnikov k dal$iemu zaujmu o témy,

35  Mrazova, L.: Tvorba pracovnich listii: Metodicky materidl. Moravské zemské muzeum Brno, 2013, s.5.

36 SOBAN 2007, c. d. (v pozn. 28),5.38.

37  Biedermeier, 19. jina 2015 —1. novembra 2015, Slovenska narodna galéria Bratislava, kuratorky: Katarina
Befiov4, Silvia Senesi Lutherové (Vysoka $kola vytvarnych umeni, Bratislava), Jana Svantnerova.

38  Autori: Barbora Jurinova, Magdaléna Kuchtova, Peter Pivoda, ilustracie: Lucia Kotvanova, graficka Gprava:

Branislav Matis
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ale najmi o nasledné navstevy galérie. SNG takymto programom vzdelavania
nedisponuje.

Pracovné listy pre aktivity v galérii sa uplatiiuja priamo pocas prehliadky galé-
rie. Ide o najéastejsie vytvarany a aplikovatelny typ pracovnych listov v galerijnych
institaciach. K vystave Dve krajiny?® OGP SNG# pripravilo tzv. cestovatelsky dennik
v podobe skladacky. Multizanrovy a transhistoricky vystavny projekt ukazoval $ir-
ku a rozmanitost zobrazenia slovenskej krajiny, ¢oho sa dotykala aj téma dennika.
Forma ,,cestovatelského dennika® aj vdaka in$trukciam a $ipkam ulahdila navstev-
nikom orientaciu vo vystave dispozi¢ne rozlozenej na dvoch poschodiach.

Dalim typom pracovného listu je ten, ktory si navitevnik méze odniest
so sebou po skonceni vykladu, debaty alebo diskusie. Obsahuje tlohy tykajice
sa samotne;j vystavy alebo aktivity v galérii. Doplniujtice ulohy v pracovnom liste
navitevnik vypliia a riedi po odchode z galérie doma. Tento druh pracovnych
listov pracuje s metddou reflexie, teda spatne hodnoti. Cielom je reflektovat
nadobudnuté informacie, skisenosti a proces, ktorym sa k zazitkom a poznaniu
pocas aktivity navstevnik dopracoval, a zaroven zuzitkovat skisenosti v procese
vzdelavania sa v budicnosti. K sprievodnym aktivitam v pripade vystavy Sen x sku-
tocnost | Umenie & propaganda 1939 — 1945+ patria Specializované pracovné listy, ktoré
v roznych medziodborovych témach rozvijaji tematiku vystavy. Vypovedna sila
spominanej vystavy zavisi aj od porozumenia kontextu vystavenych predmetov.
Samotna téma si vyzaduje hlbsi ponor do problematiky. OGP SNG preto vytvorilo
sériu pracovnych a metodickych listov4 uréenych predovsetkym skolam s cielom
rozéirit kontext vystavy — predstavenie vizualnej kultdry obdobia slovenského
§tatu — a otvorit otazky suvisiace s témou. Vdaka tematicky zacielenym pracovnym
listom sa podnietilo premyslanie o vyzname symbolov ¢i dizajnu a o prejave dobo-
vej kultary v literatare, etymoldgii ¢i folklore. Dolezitou stucastou celej série boli
samostatné metodické listy ako pomocka pri vedeni prace s pracovnymi listami.

Aby boli pracovné listy funkéné, je potrebné, aby sledovali uréity pedagogic-
ky zamer a aby vychadzali z predmetov alebo tém prezentovanych na vystave.
Ulohy a graficka Gprava maja byt prisposobené cielovej kategérii. Aktivity by mali
zohladnovat koncepciu vystavy. Rovnako je dolezité, aby boli jednoznaéne formu-
lované a zrozumitelné. Pracovné listy pomahaju navstevnikom rozvijat ich osobny
zaujem o tému alebo o umenie a kultiru celkovo. Podporuja vychovny potencial
galerijného prostredia, ako aj fixdciu novych poznatkov. U¢ebné pomocky pou-
Zivané v procese galerijnej animacie, medzi ktoré paria aj pracovné listy, by mali

39  Dve krajiny. Obraz Slovenska: 19. storocie x sticasnost. 3. jula 2014 —19. oktdbra 2014, Slovenska narodna galéria
Bratislava, kurator: Martin Ci¢o.

40 Autori: Barbora Jurinova, Magdaléna Kuchtova, Vladislav Malast, graficka Gprava: Branislav Matis.

41 Sen x skutocnost | Umenie & propaganda 1939 — 1945, 20. oktdbra 2016 — 26. februara 2017, Slovenska narodné
galéria Bratislava, kuratorky: Katarina Bajcurova, Petra Hanakova, Bohunka Koklesova.

42 Materialy dostupné na internetovej stranke vystavného projektu na https://senxskutocnost.sng.sk
materialy (3.2.2021), autori: Katarina Defeo Fiiza Siposova, Barbora Jurinové, Soha Patticové, Peter
Pivoda a Barbora Tribulova, grafické spracovanie Ivana Pale¢kova
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primarne ,usnadriovat uceni a pomdahat k hlubsimu osvojovdni védomosti a znalosti.“s
V zasade mozno povedat, Ze pracovné listy st pre navstevnikov podnetom k dal-
$im zazitkom z vystavy a sveta umenia vobec.

Interaktivne edukaéné prvky vo vystave
Jednym zo sp6sobov, ako podporit aktivnu participaciu na vystave bez priame-
ho kontaktu s lektorom ¢i galerijnym pedagbgom, je instalacia interaktivnych
prvkov# priamo vo vystavnych priestoroch. Podla Petry Sobanovej interaktivita
v prostredi mlzea ,,znamend, Ze ndvstévnik miize do expozice skutecné aktivné ,vstoupit ,
vyvijet v ni néjakou fyzickou aktivitu (nejenom pohyb od jednoho expondtu k druhému),
manipulovat s predméty ¢i didaktickymi prvky v expozici, primo komunikovat s expozicnimi
prvky [ ... ]. Interaktivni prvky expozice podporuji vzdjemnou komunikaci mezi jejich obsahem
a navstévnikem a diky nim se zdsadné proméviuje podoba a kvalita ndvstévy v muzeu.“s
Hlavnym zamerom umiestiiovania takychto prvkov do vystavy je prizvat navstev-
nika k aktivnej spolupraci, objavovaniu, preskimaniu tém a otazok, ktoré najde
na vystave &i v konkrétnych umeleckych dielach prostrednictvom vlastného uva-
Zovania a ¢innosti. David Dean v knihe Museum Exhibition: Theory and Practice uva-
dza, ze ,,vacsina ludi uprednostnuje aktivnu ucast pred pasivhym pozorovanim. Je
to preto, ze aj ked st ludia primarne vizudlnymi tvormi, ostatné zmysly posilnuja
to, o sa ziska zrakom.“4¢

Interaktivne prvky sa s vystavou mbzu dopliiat a obojstranne podporovat:
navstevnik k nim pristupuje po prehliadke vystavy alebo jej ¢asti s uz nadobudnu-
tymi informaciami, zazitkami ¢i otazkami, ktoré hlbsie preskiima vlastnou objav-
nou ¢innostou a zacleni ich tak do systému svojho poznania, dokaze si ich lepsie
skonkretizovat na zaklade inej — vlastnej — skuisenosti, alebo na druhej strane
moze prave skimanie a experimentovanie navstevnika motivovat k dal$iemu (aj
opakovanému) a pozornej$iemu navratu k vystavenym dielam; k v§imaniu si inych
aspektov, k &itaniu textov s vié$im porozumenim a pod.

Takéto prvky mézu mat roznu formu, mézu uplatiiovat rézne stupne par-
ticipacie divaka, m6zu byt umiestnené v roznych ¢astiach vystavy — m6zu mat
vyhradeny samostatny (oddeleny) priestor (v takomto pripade sa mozno stretnut
s pomenovanim napr. interaktivne miestnosti ¢i interaktivne/edukaéné zony)
alebo byt nainstalované priamo medzi vystavenymi dielami. VSetky tieto aspekty
potom utvaraju a formuja ich zamer, funkciu, uzivatelnost i prinos pre navstevni-
kov vystavy. Oldtich Bystticky z Narodni galerii v Prahe na priklade interaktivnych
$tudii — miest, ktoré pontkaji navstevnikom rdzne typy ¢innosti a priestor pre

43 SOBANOVA, P.: Muzejni edukace. Univerzita Palackého v Olomouci, 2012, s.100.

44 Dolezité je uviest, Ze pojem interaktivita v slvislosti s vystavami v mlzeach a galériach je u réznych
teoretikov definovany rézne. Niektori ho spajaju vylucne s vykonom mechanického produktu, inf
interaktivitu povazuja skor za proces ¢i akciu, ktora sa neviaze na nejaké konkrétne komunika¢né médium.
Pozri ROPPOLA, T.: Designing for the Museum Visitor Experience. Routledge 2012, 5. 46 — 47

45 SOBANOVA 2014, c. d. (v pozn. 3), 5.268.

46  DEAN, D.: Museum Exhibition: Theory and Practice. Routledge 1996, s. 26.
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vlastnt tvorbu — uvadza niekolko ich moznych funkcii: oddychnut si a zmenit
¢innost; motivovat k premyslaniu o vystavenych dielach a ich suvislostiach a vzbu-
dit dalsi zaujem; reagovat na videné vo vystave; dozvediet sa viac; tvorit; zdielat
vnimanie vystavy i vlastnt tvorbu s inymi navstevnikmi; zabavit sa.#

Priprava interaktivnych prvkov sa za¢ina uz procesom pripravy samotne;j
vystavy. Galerijny pedagdg by mal byt od zaciatku prizvany do celého priebehu
uvazovania o téme vystavy, vyberu vystavenych diel, usporiadania v priestore,
zamerov a cielov vystavy. Uz v tomto bode by mal intenzivne komunikovat nielen
s kuratorom vystavy, ale s celym timom, ktory sa na priprave vystavy podiela.
Mimoriadne ddlezité je dostatocné mnozstvo informacii o téme, ktorta ma vystava
sprostredkovat, aj o jednotlivych vybranych dielach. Galerijny pedagég tak ma
priestor hlbsie sa oboznamit s témou, spravit si v ramci nej vlastny prieskum,
ziskat dalSie poznatky. AZ na tychto poznatkoch a na zaklade zorientovania sa
v téme mbze zalat uvazovat o obsahu i forme interaktivnych prvkov. Nevyhnutné
st priebezné konzultacie s kuratorom, ktory musi tieto interaktivne prvky zahrnat
do uvazovania a koncipovania vystavy a v istom smere moze tiez zasahovat do ich
pripravy. Okrem kuratora je vtomto procese dolezita komunikacia s architektom
¢i dizajnérom vystavy, kedZe interaktivne prvky budu umiestnené priamo vo vy-
stave a budd tvorit jej pevnt stéast. Od zaciatku je teda potrebné s nimi ratat, o
zahrna vyber vhodného priestoru na ich umiestnenie, ich dizajn, velkost ¢i vztah
s ostatnymi prvkami vystavy. Podla formy a funkcie pripravovanych interaktivnych
prvkov galerijny pedagdg spolupracuje aj s dal$imi profesiami: grafickym dizaj-
nérom, pracovnikom zabezpelujicim technické pomécky a ich tdrzbu, progra-
matorom vytvarajucim digitalne rieSenia, technikom multimedialnych instaljcii,
stolarom v pripade vyroby ¢&i Upravy mobiliara alebo inych predmetov.

Délezitou fazou pripravy je testovanie vSetkych prvkov a ich funkcii, priebez-
ne v procese pripravy, aj vo finalnej podobe uz v priestore vystavy. Zhodnotit by sa
mala dostatoéna zrozumitelnost obsahu aj s prihliadnutim na prepojenie s vysta-
vou, pristupnost a intuitivnost pri pouzivani, komfortnost pobyvania v takychto
priestoroch aj celkovy dojem.

Aby interaktivne prvky ¢i zony plnili po cely ¢as trvania vystavy svoju funk-
ciu a navstevnici ich mohli vyuzivat, kedykolvek pridu na vystavu, je potrebné
venovat im pozornost po cely ¢as. Ak sa pracuje s pomdckami, ktoré sa minaja &i
opotrebovavaju alebo takymi, kde je moznost, Ze si ich navstevnici odnesu so se-
bou, musi sa zabezpetit ich pravidelné dopliianie & Gprava, v pripade digitdlnych
technolégii ¢o najrychlejSie odstranenie pripadnych porach. Okrem galerijného
pedagéga, ktory nema moznost byt vo vystave pritomny vzdy, ked je potrebné

47 BYSTRICKY, O.: Vefejnosti naproti: sahat a pretvaret dovoleno. In: Kultura, uméni a vjchova. 2, 2014,
nr. 2. Dostupné na http://www.kuv.upol.cz/index.php?seo_url=aktualni-cislo&casopis=7&clanek=49
(4.2.2021)
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Soundwalk Strazky. Vo zvukovych pribehoch mobilnej aplikacie ozivaji postavy vyznamnych obyvatelov
kastiela — maliara Ladislava Mednyanszkeho, jeho pribuznej a poslednej paméatnicky starych ¢ias,
barénky Margity Czébelovej. Aplikacia tak doplha expozicie kastiela aj histériu prilahlého parku.

Foto: SNG Bratislava 2015

niektort z uvedenych situacii vyriesit, mali by tieto prvky &i priestory pravidel-
ne kontrolovat dozorcovia zbierok — nielen pre pripad doplnenia materialov,
zabezpecenia poriadku &i obsluhy technického zariadenia, ale tiez pre pripadnt
pomoc a vysvetlenie nejasnosti navstevnikom. Aj dozorcovia zbierok by tak mali
podrobne poznat funkcie a zamery interaktivnych prvkov, kedze su ¢asto jedinymi
osobami, s ktorymi pridu navstevnici vystavy do kontaktu.

SNG v Bratislave dlhodobo pripravuje rézne typy interaktivnych vstupov
v ramci svojich vystav, ktorych pripravu realizuje alebo sa na nej podiela aj
Oddelenie galerijnej pedagogiky (nie je to vSak pravidlom). LiSia sa zamerom,
umiestnenim, mierou vzdelavania i formou komunikacie s divakmi.

wInteraktivita neznamend pouze hru, ale spise pobidku k licinnéjsimu pozndvdni, proto
také prestdvd byt v soucasnosti pouze znakem expozic urcenych détem. Uplatiiuje se vseobec-
né, protoZe praxe ukazuje, Ze interaktivitu v podobé moznosti fyzické aktivity, manipulace
s didaktickymi pomiickami nebo interakci s technickym zarizenim a novomedidlnim obsahem
uprednostriuji stdle vice i dospéli.“® V tomto smere sa stavaju Coraz beznej$ou sicastou
vystav rozne digitalne obsahy, do ktorych mézu navstevnici zasahovat. Prikladom

48 SOBANOVA2014, c. d. (v pozn. 3), 5.269.
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je tablet s aplikaciou Filla Fulla Chat# umiestneny na vystave FILLA - FULLA:

Osud umélce / Osud umelca>°. Uzivatel aplikacie sa ocitne v ,,chatovacej miestnosti®
s Emilom Fillom a Ludovitom Fullom, ktorym moéze klast otazky a rozvijat roz-
hovor zvolenim jednej z pontikanych moznosti. Chat obsahuje okrem odpovedi
umelcov aj archivne materialy v podobe fotografii ¢i reprodukcie diel, ktoré sa
neobjavili na vystave. Aplikacia tak dopinala informacie o tvorbe a Zivote pred-
stavenych autorov i sledovanom obdobi sp6sobom, ktory méze byt pre mnohych
navstevnikov prirodzenejsi a zaujimavejsi, ako Citanie sprievodnych textov na ste-
nach ¢&i v katal6gu.

QOdlis$na formu interaktivity s navstevnikom ponuakaja nedigitalne, rukodiel-
ne edukaéné prvky. Navstevnici tak maji moznost zapojit hmatové vnimanie
a stretnut sa s roznymi materialmi. V ramci vystavy Anton Cepka. Kineticky sperk>
bola jedna miestnost vyhradena interaktivnej zéne>, ktora pozostavala z dlhého
stola so stolickami, kde boli umiestnené boxy s pom6ckami a na stene boli nain-
$talované zavesné kinetické ramena. Navstevnici pracovali s jednoduchymi geo-
metrickymi tvarmi z plo§nych $ablén, ktoré navzijom prepéjali do priestorovych
Utvarov. Tie potom mohli umiestnit na ramena na stene. Volnou hrou s ¢asticami
a ich spajanim preskimali principy tvorby a uvazovanie o rytme a kinetike pred-
stavené na vystave. Komunikacia s divakom tak primarne neprebiehala prostred-
nictvom textov ¢i inych materialov rozsirujacich informacie o vystave a jej témes,
ale cez hmatatelné prvky a intuitivnu manipulaciu s nimi. To predstavuje priklad
toho, Ze interaktivne prvky mézu vzdelavat aj bez podavania dalsich rozsirujacich
informacii, stavajic na prirodzenom konani a zaujme divakov, cez ktoré si tplne
prirodzenym sp6sobom osvojuju nové poznatky, postoje, konanie i vSeobecne
pohlad na svet okolo nas.

Prikladom napltania zadanej aktivity zalozenom priamo na kontakte s vysta-
venymi dielami bola stolova hras s figirkami a hracou kockou nainstalovana vo
vystave Nizozemskd malbas. Hraciu plochu tvorila dobova mapa Nizozemska, hradi
postupne prechadzali vyznamnymi mestami. Vybrané poli¢ka niesli informaciu
o konkrétnom meste a s nim spojenym javom spolu s kritkou tlohou, ktora sa dala

49  Aplikaciu vytvoril Lab.SNG. Scenar: Katarina Fitkova, Lukas Stepanovsky. Aplikaciu mozno nadalej
pouzivat, dostupna je na https://fillafulla.sng.sk/chat/. Aplikacia je vyuZzitelna aj mimo kontextu vystavy
FILLA - FULLA: Osud umélce / Osud umelca.

50  FILLA - FULLA: Osud umélce / Osud umelca (10.7.2018 — 21.10. 2018), Bratislava. Kuratorky vystavy: Katarina
Bajcurova, Alexandra Kusa.

51 Anton Cepka. Kineticky Sperk (18.3.2016 — 5.6.2016), Bratislava. Kuratorky vystavy: Petra Holscher, Viera
Kleinova.

52 Autorka interaktivnej zony: Katarina Defeo Fitza Siposova

53  Vinteraktivnej miestnosti boli stru¢né pokyny, ¢o je mozné s ¢asticami spravit. Kazdy pokyn bol doplneny
o kratku informaciu o charaktere ¢i postupe tvorby $perkov Antona Cepku, ¢im sa prepojilo vnimanie
vystavenych diel a vlastnej tvorivej ¢innosti.

54  Autorky hry: Barbora Jurinova a Barbora Tribulova, grafické spracovanie: Pavlina Morhacova

55 Nizozemskd malba (19.2. 2016 — 22.5.2016), Bratislava. Kur4torka vystavy: Zuzana Ludikova.

69



vyriesit preskimanim konkrétnych diel na vystaves. RieSenie si mohli navstevnici
overit &i doplnit pooto¢enim poli¢ka. Hra tak podnecovala podrobnejsie skt-
manie vystavenych diel a prinaala dopliujice informacie. Uskalie takejto formy
moze predstavovat to, Ze navstevnici m6zu vnimat hladanie odpovedi v celej
vystave a opakované odchadzanie a vracanie sa k hre ako nepraktické ¢i zdfhavé.
Stéastou aktivity bol aj harok na odpovede, do ktorého mohli navstevnici vpisat
svoje zistenia a nechat ho v pokladnici galérie. ,,Za odmenu® im bola na e-mail
zaslana informacia stvisiaca s vystavou a dalSie diela na preskimanie z Webu
umenia. To méze byt vhodnou motivaciou na dokonéenie celej hry, urcite by viak
nemala byt jedinou.

V domacich i zahrani¢nych galériach sa moézeme stretnat s roznorodymi
rieSeniami, ako aktivizovat divakov a podnietit ich k vlastnej samostatnej ¢innosti
priamo v priestoroch prebiehajacich vystav. Takéto interaktivne prvky posiliuja
a zintenziviiuja zazitok z vystavy, prezentuji galériu ako atraktivne miesto na tra-
venie volného ¢asu, prinasaji nové poznatky a formuja vnimanie a postoje k pred-
stavenym témam. Tieto ciele v§ak moZno naplnit iba pri premyslenej koncepcii,
citlivo a vhodne zvolenej forme prvkov, zmysluplnom prepojeni s vystavou, na
zaklade podrobnych poznatkov o téme vystavy a jednotlivych vystavenych dielach
a pri intenzivnej spolupraci s realizaénym timom vystavy.

56  Napr.: Haag sa stal na nejaky cas sidlom kralov severu. Tf si tiez velmi radi nechali namalovat portrét.
Viete, podla ¢oho sa daju krali alebo Slachtici rozpoznat? / Riesenie: Vysoko postaveni lachtici s pre
nas len tazko rozpoznatelni, pretoZe nemaji korunu a ¢asto ani $perky. Slachtici severu sa totiz hlasili
k protestantskej viere, podla ktorej by sa nemali obkolesovat bohatstvom.
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Text se vénuje konkrétnim ukazkam didaktického zpracovani obsaht uciva

v edukaénim programu k vystavé japonského povale¢ného fotografa Sémeie
Témacua v Galerii Rudolfinum a otazkam transkulturnich inspiraci pfi interpretaci
uméleckého dila a struktury edukacniho celku. Pozornost je vénovana kombino-
vatelnym segmentiim, z nichz si uzivatelé mohou vystavét vlastni edukaéni modul
a tfem metaforam, které pruznou, otevienou formu &i strukturu vytvareji a vztahu-
ji se v tfem tezim, prindleZejicim textu autorky pro sbornik konference Otvorena
galéria, Kunsthalle Bratislava 2018. Zarover se v textu nachazeji zachytné body

v podobé termind, odkazujicich na ptipojeny odborny slovnik a slovnik v prvnim
dile této vysokoskolské ucebnice Zac¢iname s galerijnou pedagogikou z roku 2017.!

Uvod
V této kapitole bych rada navazala na nékteré prvky Gvahy, publikované ve
sborniku z konference Otvoren galéria® a predstavila nékteré principy edukac-
niho programu, vytvofeného pro vystavu japonského fotografa Sémeie Témacuas
v Galerii Rudolfinum. Budeme postupovat tak, ze ¢asti sbornikového textu
pouzijeme jako teze, které rozsitime a na jejich ptidorysu predstavime princip ¢i
segment vybrané vrstvy eduka¢niho programu. Tak budou véechny texty propoje-
né ajejich étenari budou moci aktivné vyhledavat svoje vlastni interpretaéni cesty
nejen naznaéenymi sméry za pomoci referenci, ale budou moci uplatnit i svoje
kritické éteni z jinych pozic a kontextl. Co tim mame na mysli? Jsou to, vedle
pozice teoretika uméni také pozice galerijniho pedagoga, kuratora a reflektujiciho
praktika. Jestlize se ctenafim tohoto textu naskytne i moznost vlastni tvorby nebo
spoluautorstvi pfi tvorbé edukaéniho programu, pak budou mit také dalsi, unikat-
ni prilezitost: evokovat navraty k momentdm vyukové situace a jejimu prozivani,
coz je vysoce zadouci aktivita v rozvoji reflexivni kompetence pedagoga, jak o ni
napiiklad pojednava studie M. Novotné.* Spoluprace uditele a kuratora je v sou-
¢asnosti jiz standardem a prolinani jejich roli, vlivovych pozic i vytvareni klimatu
spoluprace je soucasti profesionalizace aktérd v ramci tzv. edukaéniho obratu
v galeriich a muzeich uméni: ,,An important part of the professional training of
future teachers is the development of their professional vision and the observa-
tion of important moments in teaching. Professional vision in education consists

1 FULKOVA, M.; Jakubcova Hajduskova, L.; Sehnalikové, V.: Metodiky realizace vzdélavaciho galerijniho /
muzejniho programu In: KOLBIARZ CHMELINOVA, k. (ed.): Za¢iname s galerijnou pedagogikou, Bratislava
2017, S.74-79-

2 CARNA, D. - TRIBULOVA, B. (Eds.): Otvorend galéria. Zbornik z konferencie galerijnej pedagogiky.
Slovenské centrum vizualnych umeni, Kunsthalle Bratislava 2018, 5.106 —112.

3 U japonskych slov a vlastnich jmen pouzivame Cesky transkripéni systém, ktery dobfe zapisuje zvukovou
podobu japonstiny. Popisky k reprodukcim jsou prevzaty z katalogu vystavy, kde jeho autofi pouZzivaji
Hepburnlv prepis.

4 NOVOTNA, M.: Development of Professional Vision in Art Education Video Interventions.

In: LIPOVEC, A. — BATIC, J. — KRANJEC, E.: New Horizons in Subject-Specific Education. Univerza v Mariboru
2020, 5.70-88.
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of selective attention (noticing) and knowledge-based reasoning (interpreting
significant features of classroom interactions).“s

K principtim vzdélavaciho programu patfi tfi hlavni figury — metafory, které
vyvstaly na pozadi konceptu kuratora vystavniho projektu:

Metafora 1: Nora inu/Vidéni ocima toulavého psa
Metafora 2: Kikd/Cestovni denik
Metafora 3: Svitek/Proplétdni kultur

Kombinovatelné segmenty eduka¢niho programu byly tyto: informace o umél-
ci, ¢teni obrazli- hledani souvislosti, ateliérové aktivity, soubor ukazek z japonské
krasné literatury ve vztahu k vystavenym fotografiim, text k interkulturnimu po-
rozuméni, text o vytvarné vychové v Japonsku, artefakt-darek (kikd), soubor &tyt
pracovnich listd Japonskd cesta/japonské didaktické pojeti interpretace fotografii
a soubor &tyf pracovnich list Ceskd cesta/Eeské didaktické pojeti interpretace foto-
grafii; dale navigaéni soubor karet Slova-znaky-preklad, seznam literatury, vytvarny
material a volné pokyny k animaéni dilné — tkani svitku — tvorbé metafory, ktera
zhmotnovala a konceptualizovala vystavu jako kontejner paméti. Tyto plug-in
segmenty dovolovaly uzivatelim (uéiteldm i Zakim) koncipovat vlastni trasu
vnimani vystavy, modelovat vlastni edukaéni tvar programu, a tim, Ze se vyzna-
Covaly ,zasuvnosti“ prvkd, ,rozpojitelnosti a propojitelnosti“ segmentd, nabizely
zcela v duchu zakladnich sémiotickych axiomd neuzaviené moznosti interpretace.
Oteviené systémy didaktickych modell postavenych na flexibilnich strukturach
dialogickych a diskursivnich pfistupd vytvareji synergie s otevienymi formami
umélecké tvorby a pfinaseji nové inspirace pro vzdélavani obecné.

V galerii jsme také provadéli vyzkum, ktery sledoval uréité modality subjek-
tivnich interpretaci u mladych navstévnika vystavy. Skupina 24 studentd ucitel-
stvi pro 1. stupeni ZS byla monitorovana a béhem semestralniho kursu se aktivné
zapojila do kvalitativniho sbéru dat, psani reflexivnich denikt o pouziti materiald
edukaéniho programu, zapist prozitkd a pfemysleni pti opakovanych navstévach
vystavy, zapisi myslenkovych posund v pribéhu ti¥i mésict, zmén v nahledech
na obsahy a médium vystavenych dél, provadéla zaznamy o pohybu v prostoru
vystavnich sald, reflektovala procesy dialogického pristupu k interpretaci vizual-
nich textd (fotografii umélce), zaznamenavala uvazovani o reflexi tvorby artefaktu
vztazeného k prozivani vystavy a moznosti variant didaktickych transformaci pro
zaky. V8echny tato aktivity vytvarely diskurs ve vazbé k strategii mediace obsahd

7¢¢
1

s NOVOTNA, M. - FREMLOVA, V.: Neviditelni, kteff ukazuji a vypravéji. In: Vjtvarnd vjchova, Casopis pro
vytvarnou a obecné estetickou vychovu skolni a mimoskolni, 61, 2020, nr. 1-2.

6  NOVOTNA, M. — FISEROVA, Z.: Inspiring collaborative situations in art education. In: HERZOG, |.
(Ed.) Giftedness in a Variety of Educational Fields. Verlag dr. Kova¢, 2021, 5. 225-236. Pfikladem oteviené
formy ve vytvarném uméni je napfriklad projekt Jana Pfeiffera Krejcovstvi/Sttih pro novou dobu a jeho
rozvedeni v edukacnim oddéleni galerie GASK v Kutné Hote https://janpfeiffer.info/works/instalace-strih-
pro-novou-dobu-2020/ (15.4. 2021).
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vystavy, k ur¢itym regulacim a trajektoriim, v nichz bylo mozno pf¥imét divaky

k vypovédim (prekoncepty a koncepty z hlediska pedagogického konstruktivis-
mu), ke kritické analyze kuratorského zaméru a didaktiky edukaéniho programu.
A nyni jiz pfistupme k vySe zminovanym tezim.

Teze 1. OTEVRENOST
»Téma otevieni odkazuje k faktu, Ze prinejmensim od poloviny devadesdtych let miiZeme vysle-
dovat v galeriich a muzeich uméni na Slovensku a v Cechdch trend, ktery bychom mohli nazvat
komunikacnim a dialogickym obratem k ndvstévnikiim.“ Sbornik Otvorend galéria, strana 14

Metafora 1. Nora inu/Vidéni ocima toulavého psa
Projekty sou¢asného uméni, v nichz se projevuje tendence k hybridnim zanrdm,
jako jsou vizualni, multimedialni a performativni prvky, ale i kuratorska pojeti
vystav, které bychom jinak mohli nazvat ,klasickymi®, se vyznaduji ptiklonem
k edukaénim efektim tematizaci, které tvoii otevieny systém kontexti, opirajici
se 0 moznost dialogu mezi divakem a dilem a nabizeji prvky tazani, pochybovani
a nejistoty, k nimz je divak vyzyvan a s nimiz se riznym zpisobem vyporadava. To
klade vysoké naroky predevs$im na porozumeéni socio-kulturnimu poli, v némz se
nachazeji dila samotna a také jejich divaci — jak uditelé se svymi zaky, tak umélci,
kuratofi a navstévnici vystav a uméleckych projektt. Jak mohou aktéfi takovému
naroku dostat a jak jim v tom maze galerijni program pomoci?

Edukaéni program Japonsko ocima toulavého psa byl koncipovan se zamérem
zprostiedkovat divakovi reflektovany pfistup k fotografickému dilu autora, ale
v §irSim kontextu také ,,vstup“ do Japonska, jeho minulosti a sou¢asnosti, do jeho
tradi¢ni i sou¢asné kultury. Slo o to, aby se divakovi zménila perspektiva bézného
vizualniho a védomostniho klisé, s nimz k Japonsku zpravidla pristupujeme, a aby
se vyjevily souvislosti, v nichz kazdé dilo, véetné jeho interpretace, vznika.

Uz v prvni z deseti obrazovych kapitol chronologicky fazenych celka vystavy
(Aprés-Guerre) divak znejisti a hleda odborny komentaf, ktery by mu pomohl s ori-
entaci ve vizualnim sdéleni. V Gvodu katalogu vystavniho projektu sice najdeme
vynikajici studii nékolika specialisti a kuratora vystavy?, ale éteni katalogovych
textd jako doplnujiciho komentare neni v pribéhu prochazeni vystavou prakticky
mozné, a navic by rusilo percepéni zazitek. Zde se — z hlediska koncepce edukac-
niho programu — otevira fada otazek smérem k problémim vizualni sémiotiky
a k problém0m variability a rGznorodosti doprovodnych textd, jejich slozité orga-
nizaci a jejich strategickym pozicim v diskursech. Sémiotik Norman Bryson k tomu
podotyka: ,Na pocatku mize byt stanoven protiklad mezi kontextem, jehoz piso-
beni na umélecké dilo je povazovano za urcujici, a uméleckym dilem, povazovanym
za nedostatecné urcené. Kontext tu vSak neni podstatné odlisny od textu; podle

7 RUBINFIEN, L. — PHILLIPS, S. - DOWER, |. W.: Shomei Tomatsu. The Skin of the Nation (Katalog vystavy).
San Francisco Museum of Modern Art ve spolupraci s Yale University Press 2004.
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vtipného bonmotu Jonathana Cullera je to ,jenom vic textu, [ ... ] “kontext neni
dany, ale vytvofeny; strategie interpretace urcuji, co patii ke kontextu; kontexty
pottebuji vysvétleni stejné jako udalosti; a vyznam kontextu je ovlivnén udalost-
mi.“ Namisto kontextu Culler navrhuje mnohem uziteénéjsi termin: ramec. Jeho
vyhodou je poukazani na skutenost, Ze ,.kdyZ prisuzujeme vécem uréity ramec, je
to néco, co délame, ne néco, co nalézame, je to proces utvareni...“®

V &em je sémioticky pfistup pro edukaci v galerii a pro ¢teni obrazi zajimavy?
Pfedev$im posunem zijmu k pragmatice komunikace a tvorby vyznamu. Nas dfi-
véj$i vyzkum? interpretaénich strategii tzv. empirického divaka ukazal, Ze ,,The shi-
ft from the "traditional-modern’ to the contemporary-postmodern has often been
coloured by the interest in semiotics. It highlights the importance of not only
recognizing “signs’ but of acknowledging the relationships through wich they
generate meaning in a work of art. The production of meaning becomes an active
and dynamic process built upon the interaction of between the work (artefact)
and the person (actor) observing or manipulating it.

Formalistické a analytické, ikonografické metody interpretace obrazu v té
nejlepsi modernistické tradici, jak ji nalézame naptiklad u Panofského nebo
u Wollflina, jsou jisté — alespon ramcove — pro pedagoga dilezitou profesni vyba-
vou, tvori jeho znalost obsahu, ,,content knowledge® *°, ale je potfeba spise sou-
stfedit pozornost na dalsi dilezitou slozku profesni identity galerijniho pedagoga,
ktery v pravém smyslu slova konstruuje, spolu s i¢astniky diskursivniho spole-
Censtvi dané sémiotické domény, strukturu vzdélavaciho programu, jeho zaméry,
orchestruje” jeho formu, vztahy mezi jeho ¢astmi, varianty moznosti pro gene-
rovani vyznamu, kreativni ¢innost a dalsi kreativni interpretaci a re-interpretaci
vytvorenych artefaktd a jejich kontextualizaci do novych vyznamovych ramca.
Tuto slozku profesni vybavy pedagoga nazyvame, podle zakladajiciho vyzkumu
Lee Shulmana ,,pedagogical content knowledge, that special amalgam of content
and pedagogy that is uniquely the province of teachers, their own special form of
professional understanding.“ 2

Pro divaky z fad pedagogt, budouci spoluautory aktualizaci a realizaci
edukaéni struktury, bylo nutno vypracovat informacni a didaktické zazemi,
které by se vztahovalo jak k vystavenym fotografiim, jejichZ mnozstvi bylo nutno

8 BRYSON, N.: Uméni v kontextu. In: KESNER, L. (Ed.): Vizudin teorie. Soucasné angloamerické mysleni
o vytvarnych dilech. H&H 1997, s. 240.

9 FULKOVA, M. — STRAKER, A. — JAROS, M.: The Empirical Spectator and Gallery Education.

In: The International Journal of Art and Design Education, 23, 2004, nr. 1, 5. 4-16.

10 BALL, D. L. et al.: Content Knowledge for Teaching. What Makes It Special? In: Journal of Teacher
Education, 59, 2008, 1. 5, s.389-407.

11 Orchestrace — termin prejaty z hudebni oblasti — plvodné prava hudebni skladby pro orchestr. Termin
prejala také informatika, ale zatimco v IT se jedna o automatickou koordinaci a fizenf systémd, v nasem
kontextu jde o fizeni sloZitého, otevieného systému se silnymi prvky individualnich zasah( — intervenci. Jde
o tvorbu piiprav — scénafd, postupl a pruzné, flexibilni fizeni slozek edukacniho procesu v ¢aso-prostoru.

12 SHULMAN, L. S.: Those Who Understand: Knowledge Growth in Teaching. In: Educational Researcher
15, n0. 2 (1986): 4-14. Accessed April 15, 2021. doi:10.2307/1175860.0 problematice viz rovnéZ JANIK, T.
a kol.: Pedagogical content knowledge nebo didaktickd znalost obsahu? Paido, 2007.

redukovat a didakticky typizovat, tak k zpracovani slozitého prediva kontext( &i
vykladovych ramc, jak je zminiujeme vyse. Tak vznikal systém ,teachers” pack®
prostupny a otevieny rovnocenné pedagogim a zaklim, obsahujici vy$e vyjme-
nované metaforické figury, které se daly rozbalit fadou obrazil a propojitelnych
prvki s odkazem na dalsi fotografie vystavy, japonskou literaturu, poezii, historii
a moznosti vytvofit z vlastnich komentaii novy artefakt jako reakci na aktualni
zazitek v galerii a jeho hmotnou reminiscenci, jez by byla pouzitelna po navratu
z galerie jako pfedmét evokace zazitku z vystavy nebo jako kontejner paméti,
»upominkovy predmét®, souvenir. Kompletni program, ktery dostali pfihlaseni udi-
telé k prostudovani predem, je publikovan na strankach Katedry dejin vytvarného
umenia Univerzity Komenského v Bratislavé 3 a pilotni vyzkum, ktery provedli stu-
denti uditelstvi primarni pedagogiky, bez specializace na vytvarné uméni a vytvar-
nou vychovu, je publikovan v ¢lanku autort Fulkova, Tipton, Ishikawa.

Dilo S6meie Témacua, ikony povaleéné japonské fotografie, zdanlivé umoz-
novalo snadné porozuméni v roviné zanru fotografie jako dokumentu, ale
pfi blizsim pohledu se divakova situace velice brzy zkomplikovala, a to hned
v arovni prostého vidéni: je to, co na fotografii vidim, opravdu tim, co si myslim,
ze vidim? S6mei Témacu prozil znaénou &ast Zivota na cesté, kdy jako fotograf
putoval po Japonsku. Fotografie v§ak neni mechanicky vérny zaznam skute¢nosti.
Osobnost fotografa a jeho zptsob vidéni jsou zde zasadnim faktorem. Jakyma
o&ima se diva Sémei Téomacu? Sam o tom Fika: »Bylo to vidéni o¢ima toulavého psa,
které zrodilo obrazy, pro které chybéji slova.“ A dodava: ,Kdyz maji lidé misto,
kam jit, jdou tam tou nejkratsi moznou cestou... Kraceji sebejiste ... a sméfuji
k horizontu - ne, divaji se z odstupu, ale ve skute¢nosti nevidi nic. KdyzZ nemate
misto, kam byste §li domd, vase o¢i jsou nerozhodné: Bez cile tékaji sem tam.
Zjistil jsem, ze se divam na zem. Mé o¢i se staly o¢ima toulavého psa.“ s A také
japonsky jazykovy idiom nora inu, toulavy pes, znamy napiiklad z filmu Akiry
Kurosawy', odkazuje k neukotvenosti, podivnosti, divokosti, outsiderstvi, ale také
zvlastni senzitivity a naroku na otevienost prostoru, svobodu pohybu, at uz fyzic-
kého, tak myslenkového. Kdyz presadime tyto atributy do edukaéniho prostredi,
dostaneme se do prikrého rozporu s konvenéni predstavou vzorného zaka jako
»pedagogizovaného objektu“” a poslusného ucitele, ideologizovaného subjektu.

13 https://fphil.uniba.sk /katedry-a-odborne-pracoviska/katedra-dejin-vytvarneho-umenia/ (15. 4. 2021)

14 FULKOVA, M. = TIPTON, T. — ISHIKAWA, M.: Through the Eyes of a Stray Dog: Encounters with
the Other (Culture). In: International Journal of Education through Art, 5, 2009, nr. 6, s.111-128.

15 TOMATSU, S.: Hanashi no tokushii, Collected stories, May 1976. In: RUBINFIEN — PHILLIPS - DOWER
2004, c. d. (v pozn. & 7).

16 KUROSAWA, A: Nora inu, 1949. Pojem nora inu konotuje jesté dalsi vyznamy: nekontrolovatelnost,
zufivost, necivilizovanost, vasnivost a socialni odli$nost, ale zaroven nejistotu a nejednoznaénost.

17 BROWN, T. - ATKINSON, D. — ENGLAND, |.: Regulatory Discourses in Education. A Lacanian Perspective.
Peter Lang, 2006.
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Teze 2. DISPOZITIV
wDidaktické resent vystavby vyucovaci jednotky, nebo jinak veceno, scéndre situaci, v nichz
probihd setkdvdni s origindlnimi dily a zprostredkovdni uméni, tedy i specifika uceni a vyuco-
vdni'v galerii a v jejich dispozitivech, je ‘nezndmym a nejistym izemim’, v némz jsou utvdreny
znalosti; je tedy nutno tento socidlni a instituciondlni prostor s jeho aktéry a uddlostmi neustd-
le podrobovat tdzdni a detailnimu prizkumu.“ Sbornik Otvorend galéria, strana 15

Metafora 2: Kikd, cestovni denik
Témata, ktera jsou stale Ziva v evropské mySlenkové tradici, Ize charakterizovat
pojmy ,,vymezovani a piekracovani hranic®, ,ja a druhy®, ,znamé a cizi“, dale pak
»parergon®, neboli mysleni ramu, ramovani, ktery zde chapeme jako koncept
»uvnitf a vne€“, jak se mu napriklad vénuje Jacques Derrida v kritickém Cteni 3.
Kantovy Kritiky.® Jedna se o uréitou ,,prostorovost, spacializaci“ mysleni a percep-
ce, ktera se objevuje jako téma jak v soudobé sociologii, fenomenologii, tak v po-
st-modernich teoriich, v¢etné kritickych proudt pedagogického konstruktivismu.
Kulturu, uméni, diskurs, jazyk, vyznam je mozno myslet v prostorovych modelech,
na nichz Ize studovat sémiotické domény a diskursivni pole, procesy komunikace
a autopoiéze — systémové sebeorganizace, procesy promény a novych konfigura-
ci i redukei komplexnich socialnich systémd. A nyni, v tomto ramci, jiZ mdZeme
vzit v ivahu, jak koncipovat percepéni dispozitiv edukace — zda vyhovuje jejim
zaméram soulad s kuratorskym feSenim prostoru a éasu, ktery tvofi usporadani
obsahu vystavy, nebo zda mame konstruovat jiny dispozitiv, sledujici primarné
didaktické ¢lenéni prostoru a Casu vystavy. Je tfeba si polozit nékolik zdkladnich
otazek: Co se ma navstévnik naudit, jaké jsou obsahy uciva a jakymi metodami
¢i formami dosahneme edukaéniho zaméru?? Jak jsou v uréitych dispozitivech
utvareny znalosti? Nejdfive si znovu pfipomenme, co termin dispozitiv pro
edukaci v galerii znamen4. Obecné nahliZeno, s inspiraci ve Foucaultové mysleni
a s odkazem na filmovou teorii, ,dispozitiv je historicky proménlivy mechanismus
rezimy viditelnosti ve smyslu ¢itelnosti, poznatelnosti a ovladani: jde o propojeni
pusobnosti usporadani architektonického prostoru s uréitymi strategiemi i tech-
nikami, podloZenymi rGznymi myslenkovymi koncepcemi regulace, normativity
a mocenskych strategii®®, pficem? je potfeba vzit v ivahu, Ze tyto ,neviditelné“
dispozitivy se projevuji v diskursivnich regulacich a v pfislusnych institucich také
jako nastroje ¢i praktiky, formujici rizné typy subjektivity, tedy stavy, jak zakousi-
me a vnimame sebe samy, jak prozivame a jak jedname. Filmova teorie vypracovala
fadu inspirativnich vah, jak dispozitivy funguji v souéasnosti, kdy percepci ¥idi

18 DERRIDA, J.: “The Parergon.” October, vol. 9,1979, pp. 30-40. doi:10.2307/778319.

19 FULKOVA, M. - HAJDUSKOVA, L. a kol.: Muzejni a galerijni edukace 2. Uceni z uméni. Vzdéldvaci
programy Uméleckopriimyslového musea v Praze a Galerie Rudolfinum 2012 a 2013. Univerzita Karlova v Praze,
Pedagogicka fakulta a Uméleckoprimyslové museum v Praze, 2013.

20 FULKOVA, M.: Pomalé pozorovani a nesilné sousttedéni: Nékolik poznamek k didaktické vystavbé
obsahd uéiva v galerijnim vzdélavani. In: CARNA — TRIBULOVA 2018, c. d. (v pozn. &. 2), 5.12 - 22.
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high-tech aparaty a divaci se nachazeji v riznorodych prostfedich multimedialné
produkovanych a post-produkovanych interfejst (TV, Internet a jemu piislusna
média, socialni sité, ale také muzea a art-galerie chapana jako média). Naptiklad
autofti Parente a de Carvalho upozoriuji na to, ze klasicky ,,cinema efekt®, tedy
fixovana pozice divaka hlediciho ze zatemnéného prostoru doptedu na platno,
ovliviiujici zplsoby percepce, identifikace a procesy subjektivizace, neplati pro
pozici ,cinema vystavy“. Divak mGze v galerii sledovat svoji vlastni trasu a pod-
minky prostorového uspotradani vystavy v sobé obsahuji urcitou elasticitu ¢asu,
kdy si divak sam ur¢uje, jak dlouho se bude divat a v jakych modalitach se bude
jeho zazitek ¢i prozitek odehravat.”

Pravé tyto inspirace ovliviiovaly pozadi pedagogické (didaktické) transforma-
ce obsaht Tomacuovy vystavy. Kuratorsky zamér byl trochu odli$ny: rozélenil vy-
stavu na deset kapitol, chronologicky fazenych podle doby vzniku fotografickych
sérii*2. V prostoru prazské vystavy byly fotografie umistény ponékud nize, aby byl
podpofen dojem, ze divak listuje strankami ¢asopisu, nebot Témacu vétsinu svych
fotografii skute¢né vytvotil na objednavku prednich japonskych a americkych
periodik. V edukaénim programu jsme vynechali toto sukcesivni ¢lenéni, protoze
jsme potfebovali vytvorit pravé onen shora zminény prostorovy model a ,elastic-
ky ¢as“. Prostorovy model se tykal asociaci divaka, nikoli linearni, vyvojové fady
charakterizujici autora podle projektu, na kterém pracoval v uréitém casovém
obdobi. Prostorovy model umoznoval vytvafeni vyznamu vzhledem k spontannim
konceptualizacim Japonska, Ciziho, Jiného, a ve vazbé na ¢teni obrazu jako vizu-
alniho textu. A pravé k tomu slouzil specificky nastroj — cestovni denik kikd, denik
cestovani vystavou?. Ten jsme vytvorili ve vazbé na japonskou tradici zapiska
z cest, putovani krajinou a kontemplaci jeji krasy.

Jak je vidét na ilustraci, cestovni denik byl ¢lenén do osmi radkd, kdy kazdy ra-
dek byl uvozen sino-japonskym znakem - slovem, jeho fonetickym pfepisem a pre-
kladem: sakura, bakudan, bidzin, beidzin, fukuin gundZin, toki, te, beikoku/sakura, bomba,
krdsa, veterdn, cas, ruka, Amerika. Obsah deniku vytvofili po analyze vystavenych
obrazi dva autofi — pedagogové*. Tak vznikla dvojita varianta ,,0¢i toulavého
psa“, Ceska a japonska. Slova — znaky reprezentovaly skrytou strukturu

21 PARENTE, A. — DE CARVALHO, V.: Cinema as dispositif: Between Cinema and Contemporary Art. Un
cinéma du dispositive: entre cinéma et art contemporain. In: Cinémas Revue d'études cinématographiques/Les
transformations du cinema, 19, 2008, nr.1, s. 50.

22 Kapitoly vystavy: Aprés-Guerre, Before, The Americans, A-Bomb, Americanization, | am a King, Underground City,
The South, The Post-Postwar, The Skin of the Nation.

23 PLUTSCHOW, H., E.: Japanese Travel Diaries of the Middleages, 1982.

http://oriens-extremus.org/wp-content /uploads/2016,/08 /OE-29-1.pdf (19. 9. 2019)

24 FULKOVA, M. — ISHIKAWA, M.: Japonsko ocima toulavého psa. Edukacni program k vystavé Shomei Tomatsu,
KiiZe ndroda. Galerie Rudolfinum, 2007.
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Kiké a jeho ¢lenéni do osmi radkd, uvozenych nasledujicimi znaky, jejich zvukovou transkripci a prekladem:

sakura, bakudan, bidZin, beidZin, fukuin, gundZin, toki, te, beikoku/sakura, bomba, krdsa, veterdn, cas, ruka,

Amerika. K osmi sloviim — tématdm bylo mozno pouzit kartu s p¥islusnym znakem, ktery jsme umistovali
podle potfeby pod relevantni fotografii, jez se tak stavala branou k ,¢teni obrazu”, neboli k vyjadreni
spontannich koncept a asociaci, porovnavani, stfetavani nazord, k dal$imu dekdédovani vizualnich znaka,
jejich zakontextovani, interpretanimu rozhovoru, studiu, analyze, vztahovani k ostatnim obraziim dané
série a k nékterym trans-kulturnim postiehdm, reflexim a meta-reflexim.

didaktického postupu. Didakticky nastroj konceptové analyzy® umoznil, aby byly
vybrany z celkového poctu vice nez dvou set fotografii ty, které reprezentovaly
jak vazbu mezi slovem a obrazem, tak ,,vyznamové uzly“, jez by mohly — a mély —
generovat asociace, dialog a komentare. Slova-znaky byla umisténa pod uréitymi
obrazy nebo oznacdovala uréitou vyznamovy/vizualné souvisejici skupinu obrazt.
1 kdyz si divaci vzdy vybrali jen urcity libovolny pocet slov-znakd, celkovy pocet

YINI 7

odpovidal hlavnimu prostorovému modelu kfizicich se cest a fyzicky za&astné-
nému ,,hledani“ vyznamu a smyslu. Kdybychom nakreslili liniemi vSechny drahy,
které si divaci zvolili (ve skupiné nebo jednotlivé), dostali bychom zajimavou sit
spojnic a cest, které kiizovaly galerii. Kdyz si predstavime jejich mapu, byly by zde
patrné vyznamové uzly, které vyvstavaly podle proménlivé situace a dynamiky
interpretacnich dialogi a osobnich rozhodnuti pro ten &i onen smér. Doufali jsme,

Ze vztahy mezi obrazy a slovy, vztahy mezi divaky a sité interpretaci, odrazejici

25 SLAVIK, J. - DYTRTOVA, K. — FULKOVA, M.: Konceptové analyza tvofivych dloh jako nastroj uitelské
reflexe. In: Pedagogika, 60, 2010, nr. 3-4, 5. 223-242.

So

jejich hledani, nejistotu, predstavy, asociace by mohly zrusit obvykly zpasob
chapani vystavy fotografie a pribliZzovat se spise Tomacuové metafofe vidéni:
LAsfalt je kiize mésta. KdyzZ jsem se pozorné podival, zvlast na rusnych kfizovat-
kach, nasel jsem vSelijaké kovové tlomky, zamacknuté do asfaltu a ohlazené pne-
umatikami. Vlastné nevypadaly jako kov. Svétlo, které vyzarovaly, bylo neurcité
a mdlé. Vypadaly jako galaxie, svétélkujici v ebenové temnoté, zastinéné a krasné.
Dokonce jesté ted, kdyZ na né myslim, mé psi o¢i se mi navraceji.“>

Kazdé slovo a k nému prislusny obraz mély vazbu jesté na dalsi texty v di-
daktickém zazemi, tzv. Bilych deskach pro ulitele”. Ty obsahovaly mimo jiné
fadu ukazek z japonské literatury a poezie, ktera se vztahovala tematicky (a také
intertextualné, to znamena na zakladé aluzi, referenci, citaci i asociaci) k danym
fotografiim. To bylo logické — uz jen z toho dGvodu, Ze ikonicita Témacuovych
fotografii umoznovala jejich ,,éteni® v rezimu figurativniho kédu. Tento princip
vysvétluje sémioticka Julia Kristeva takto: ,,Obraz-text se stava k¥izovatkou ozna-
Cujicich a jeho syntaktické a sémantické jednotky odkazuji na dal$i odlisné texty
vytvarejici kulturni prostor naseho ¢teni. Kéd obrazu desifrujeme tim, Ze kazdému
elementu vytvarného dila (postavam, tvariim, pozicim ptidélime jeden nebo vice
smysld, které by jim mohly dat texty (filosoficka pojednani, romany, poezie atd.)
evokované v procesu ¢teni.“ #* V programu pak existovala jesté fada dalsich moz-
nosti, jak vytvaret vazby mezi vidénym a myslenym, aktualnim prozivanim situace,
sdilenim a reflexi — prostorovou i konceptualni. Slova — znaky, vedouci k obrazm
- znakdm nejen vytvarely prostorovy dispozitiv, ale generovaly i dalsi skupiny
fotografii v souvislostech Tomacuovych fotografickych sérii. Divici méli moznost
pracovat jak s intertextualni strankou Témacuovych fotografii (odkazy na vybrané
literarni uryvky z dél japonskych autorit), tak s vizualnimi vlastnostmi, vyuzit tedy
uréity druh inter-vizuality: vzajemné korespondence a odkazovani zakotvené ve
vnitfni struktute fotografii a ve zpisobu kdédovani vyznami. Vizualni pfitazlivost
fotografii byla charakterizovana zvlastni nejednoznaénosti a rozporuplnosti, vidé-
ni krasného v hrozném, neobycejného v obyéejném. Jedineéna senzitivita autora
ajeho zachézeni s fotoaparatem, ono vidéni ,,o¢ima toulavého psa“, zrodilo emo-
cionalné silné obrazy, pro které chybéji slova, obrazy, jez ukazuji néco v procesu
»Vyvstavani®.

26 TOMATSU, S: The Skin of The Nation, Collected Stories, May 1976. In: RUBINFIEN — PHILLIPS —
DOWER 2004, c. d. (v pozn. & 7).

27V oblasti kulturologickych a jazykovych informaci bylo nezbytné mit odborného poradce a prekladatele,
bez jehoZz expertni znalosti japonské kultury se bychom vystavili nebezpeci zkresleni vykladu a vyuziti
vybranych kulturnich jevd. Velice dékujeme za neocenitelnou pomoc doc. Janu Sykorovi z Ustavu asijskych
studif FF UK.

28  KRISTEVA, |.: Slovo, dialog a romdn. Texty o sémiotice. Pieklad Josef Fulka. Sofis 1999, s. 44.
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Somei Tomacu: Untitled. From the series Asphalt, Tokyo, 1962. Reprodukce je soucasti edukacniho programu:
FULKOVA, M., ISHIKAWA, M.: Japonsko oc¢ima toulavého psa. Edukacéni program k vystavé Shomei
Tomatsu, KuZe ndroda, Galerie Rudolfinum, Praha, 2007.

Jak jsme jiz zminili vyse, denik kikd vede k dal$imu propojeni na desky s pod-
purnymi materialy, v nichZ bylo ulozeno didaktické zazemi a informace pro ucite-
le, vztazené k interpretaénim strategiim a jejich poznavacim moznostem. Takové
zazemi edukaéniho programu je nutnou pomickou pro pedagogy, maji-li se na vy-
soké Grovni vénovat slozitym strukturalnim otazkam interpretace dila. To generu-
je otazky obecné vztazené nejen k odbornosti uménovédné nebo kulturologické,
ale jsou to rovnéz dilezité otazky pedagogického ptistupu. O¢ jde? Autofi Blaha
a Rihova ve studii k problém@im sou¢asného nahledu na interpretaci vizualniho
artefaktu v kontextu tzv. vizualni gramotnosti konstatuji, ze ,umélecké dilo jako
subjektivni zpovéd umélce a zaroven intersubjektivni vypovéd doby s sebou pfina-
§i dalsi interpretaéni problém: vzajemny vztah subjektivnich a intersubjektivnich
faktort uméleckého dila z hlediska tvorby, interpretace a komunikace. Z hlediska
tvorby je umélecké dilo subjektivnim projevem umélce a skrze jeho subjekt se
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Hltruji“ i intersubjektivni faktory uméleckého dila jako vypovédi doby. Z hlediska
interpretace uméleckého dila jde o proces hledani intersubjektivnich znakd dila —
tedy téch, které jej spojuji s dily jinych umélct urdité vyvojové faze — jehoz vysled-
kem jsou syntetické zavéry odhalujici dobové tendence, sméry, proudy atd. Jestlize
v uméleckém dile koexistuji subjektivni a intersubjektivni faktory v ambivalentnim
vztahu vzajemného kontrapunktu (fizeného prolinani), tak obdobné se musi obé
roviny vzajemné doplniovat i v procesu jeho vnimani — tedy jako dva samostatné
hlasy ve vzajemné interakei.“

Toto jsme méli praveé na mysli, kdyZ jsme koncipovali zdkladni pfistupy didak-
tického zazemi, které jsou: interpretace obrazu v souvislostech jak autorova dila,
tak v souvislostech a tradici pouziti média fotografie v ur¢itém dobové periodé
povale¢né japonské fotografie, mnohovrstevnatost japonské kultury a jeji histo-
rické promény3° a v neposledni fad¢ zde byla také problematika multikulturni
a transkulturni pedagogiky3'. Proto jsme zakladni ptistupy t¥idéni podptrnych
materiald nazvali ,japonskou a éeskou cestou pro pedagogy. Profesor Makoto
ISikawa z Pedagogické university v Kjotu vypracoval pracovni listy s komentafem,
publikované v japonstiné s ¢eskym prekladem Jana Sykory. Slo o odli§né pojeti
galerijniho vzdélavani, které pro nas bylo zajimavé a prekvapivé poskytovalo
uklidnujici vysvétleni v okamzicich pochybnosti, zda edukacni program neni prilis
raznorody a roztfi§tény. Nasim pivodnim zamérem bylo nabidnout fadu prvka,
ukotvenych v riznych diskurzivnich vrstvach3 z nichz si uzivatelé — pedagog i zak
vyberou a sestavi si z nich vlastni cestu k poznani. Obavali jsme se, Ze mnoho riiz-
norodych prvki didaktické struktury — a jsou to ty, které popisujeme v této Tezi
2 — znejasni cestu vedouci k nové znalosti &i pochopeni obrazu v souvislostech,
ale dostalo se nam expertniho ujisténi od Jana Sykory: ,,... priklad specifického
vztahu mezi ¢asti a celkem bychom v§ak mohli najit i ve strukture japonstiny,
jmenovité v jejim slovosledu. Na rozdil od &estiny, ve které nejdrive uvadime po-
jem a teprve poté ho konkretizujeme, predchazeji v japonstiné vSechny rozvijejici
¢leny pred ¢lenem rozvijenym — nejprve uvadime detaily a celek vznika az nakonec
jejich souhrnem. Detaily tedy maji samostatny vyznam a nejsou kauzalné odvo-
zeny z klicového pojmu. Jinymi slovy feceno, cesta k pochopeni japonské kultury
v jeji celistvosti vede pres bezpocet zdanlivé nepodstatnych drobnych stfipkd,

z nichz je slozena pestra kulturni mozaika.* 33

29 BLAHA, J. - RIHOVA, K.: Umélecké dilo a jeho interpretace. In: Vijtvamd vychova, casopis pro vytvarnou
a obecné estetickou vychovu skolni a mimoskolni, 59, 2019, nr. 3-4, s. 66.

30 SYKORA. J.: Vyrobeno v Japonsku. Cesta, tradice i zmény. In: KAVALIR, O.: Made in Japan. Eseje o soucasné
Japonské kulture. Labyrint 2016, s.7-21.

31 MOREE, D. (Ed.): Strategie rozvoje multikulturni vjchovy ve vieobecném vzdéldvdni. Dostupné z:
https://is.muni.cz/el /1441/podzim2017/ASPG_MVGV/um/Mozne_pristupy_k_MKV____tabulka.txt.
(8.4.2021)

32 FULKOVA, M.: Diskurs uméni a vzdéldavdni. H&H 2008.

33 SYKORA 2016, c. d. (v pozn. & 30).

83



ISikavowy Listy vysvétlovaly fadu realii, tykajicich se obsahu fotografii, které
z nasich kulturnich pozic neumime na prvni pohled dat do souvislosti a které se
vztahovaly ke v§em prvkim edukaéniho programu. Listy bylo mozno kopirovat
pro jakékoliv dalsi vyuziti k vystavbé vyucovani v ucitelové pojeti — to je princip,
ktery umoznuje pedagogovi stat se autonomnim autorem vyucovaci jednotky
ajejiho vykladového ramovani i celkového sméfovani. Desky pro pedagogy pak
také obsahovaly jiny typ pracovnich listd, vytvofenych z perspektivy sémioticky
zaméteného pristupu k mediaci artefaktu. To byla ona ,,éeska cesta®. Ucitelé tak
mohli vytvofit sviij, komparativné zalozZeny ,japonsko-Cesky® pfistup a se studenty
porovnavat jeho slozky a principy, vytvofrit si vyvojové portfolio a pracovat na jeho
rozvoji jako nastroji poznani v del$im casovém horizontu.3

Makoto ISikawa: Pracovnt list k fotografii Veterdn. Japonska a Ceska jazykova verze. List Veterdn bylo
mozno kombinovat s kiké, kde byl uveden znak beidZin — veteran, poukazujici k fotografii na vystavé
oznalené jako Untitled (Nagoya) ze série Floods and the Japanese, 1959. Fotografie na vystavé nemé nazev.
Ale proc¢ se pracovni list jmenuje Veterdn? Proc je ze série Disabled veterans, z roku 1951, a co asi znamena
scéna, v niz holci¢ka vede za ruku muzZe s holi. MGZeme scenérii porozumét ,evropskyma ocima“?

34 NOVOTNA, M.: Portfolio jako nastroj reflexe. In: Vytvarnd vychova, casopis pro vytvarnou a obecné estetickou
vychovu Skolni a mimoskolni, 59, 2019, nr. 3-4, 5.22-37.
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Didaktika Japonské cesty reprezentuje pristup, ktery se soustfeduje na ,,Cteni®
obrazu v historicko-kulturnich kontextech a jeho autor oslovuje éeského pedago-
ga témto slovy: ,,V poslednich letech pokracuje v oblasti vytvarné vychovy vyzkum
tzv. vizualni kultury a pfedmétem studia se stavaji naptiklad manga, fotografie,
animace a dalsi netradi¢ni formy kultury. Divodd, pro¢ se dila pana Témacua
neobjevuji prili§ ¢asto v osnovach vyuky vytvarné vychovy, bychom nasli nékolik.
Zaprvé, ve Skolach byl vétsi diraz kladen spise na tvorbu dila nez na jeho hodno-
ceni; zadruhé, fotografie jako umélecky prosttedek byla ve srovnani s malbou &i
sochafstvim ponékud zlehéovana; zatfeti, dila sou¢asnych umélet jsou pry pro
zaky tézko pochopitelna. V tomto smyslu povazuji pfilezitost k bezprostfednimu
setkani s dilem pana Tomacua, které se mi tentokrat dostalo, za mimoradné dtlezi-
tou. Jejich umélecké hodnoceni bych rad provedl v nasledujicich krocich: 1. Proces
hodnoceni uméleckého dila. Prvotni dojem. Vyjadfit, co pocituji, ¢i co mé napad-
ne, kdyz vidim umélecké dilo. Pfi formovani dojmu, ktery na divaka/hodnotitele
udini dilo pfi prvnim setkani, hraje vyznamnou roli cit a intuice. Popisovanim pr-
votniho dojmu vlastnimi slovy se v zacich péstuje intuice a umélecky cit a zdoko-
naluji se jejich vyjadfovaci schopnosti. 2. Prostudovani dila. Peclivé si prohlédnout
dilo a podrobné ho ,,pfeéist®. Z obrazu vycist, co znazormuje, jaky je jeho vyznam,
jinymi slovy, analyzovat dilo na zaklad¢ vizualnich vjemi a nasledné ho pak inter-
pretovat. Takovato aktivita rozviji myslenkové a intelektualni schopnosti zakd. 3.
Shromézdéni informaci o dile. Individualni znalosti o dile a zptisob jeho nazirani
ma své hranice, a proto je tfeba obohatit interpretaci o nové informace a v jejich
svétle se pak znovu zamyslit nad vlastnim dilem. 4. Shrnuti. K prvotnimu pohledu
a dojmu pfipojit nové informace a znalosti o dile, stejné jako nazory spoluzaka.
Souhrnnou analyzou a interpretaci dila se prohloubi pohled na dilo jako celek.
Hodnoceni dila je izce spojeno s vkusem a znalostmi divaka a rozviji se v zavislosti
na ném. V tomto pripadé je véak mimotadné dtlezité, do jaké miry dokaze divak
pochopit éesky a japonsky kulturni rimec. Nelze pfi tom odhlédnout od formy,
jakou se Zaci seznamuyji s historickymi, nirodnostnimi ¢i geografickymi aspekty.
Pravé v tomto ohledu zfejmé hraje nezastupitelnou roli ulitel. Pfikladam proto
nekolik vzorovych pracovnich listl a téSim se na reakce éeskych zaka. 35

Nasledujici ukazky jsou stru¢nym pravodcem jednoho z mnoha konceptid
v Ceské cesté, ktery pracuje s rizomatickyms3® podlozim nelinearnich pedago-
gickych pfistupd a s intertextovymi a intervizualnimi vazbami mezi obrazy
v Témacuovych fotografickych sériich a texty z japonské krasné literatury a poezie
pro uditele. Pokusime se zde jednu takovou sérii prvka ,klikaté a prerusované
cesty” popsat. I ve vzdalené, neznamé zemi a jeji kulture, kterou pocitujeme
jako cizi a nepochopitelnou, mame zachytné body - jsou to ty véci a jevy, které

35  ISIKAWA, M.: Pracovni listy Japonské cesty. Preklad Jan Sykora. In: FULKOVA — ISHIKAWA 2007, c. d.
(v pozn. & 24).
36 Deleuze, G. — Guattari, F.: Tisic plosin. Preklad Marie Caruccio Caporale. Herrmann & synové 2019.
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zname z domova, které mame spoleéné. Fotografie Sémeie Témacua maji zvlastni
vlastnost: na prvni pohled vypadaji jako reportazni snimky, ale kdyz se zadivame
pozornéji, odkryjeme zvlastni dvojznaénost a navic — obrazem se ,,proéteme”

do kultury, ktera je pro nas velkou neznamou — jak jeji minulost, tak i jeji pritom-
nost. Ceska cesta nabidla fadu vazeb, kterymi jsou propojeny obrazy, literarni
texty a realie do spole¢ného celku, ktery snad mizeme nazvat kulturnim hyper-
textem. Cteni fotografii bylo spojeno piedeviim s pohybem v prostoru galerie,
hledanim vizualnich indicii, dekdédovanim vizuélnich Sifer, inscenovanim situaci.

Jednu z nich zde kratce naznacime.

Soémei Témacu: Prostitute, Nagoya, 1958. Reprodukce je soulasti edukacniho programu: FULKOVA, M.,
ISHIKAWA, M.: Japonsko ocima toulavého psa. Edukacni program k vystavé Shomei Tomatsu, KiiZe ndroda,
Galerie Rudolfinum, Praha, 2007.

Cesta ,toulavého psa“ zac¢ina patranim po uréitém obrazu. Ti divaci, ktefi si
vybrali v deniku kikd slovo Krdska, nasli zaroven podle znaku na podlaze vystav-
niho silu obraz Prostitutka. Pro¢ takova nejednoznacnost? Pocitali jsme s tim, ze
pred obrazy pfistupuje empiricky divak, ktery si nese svoje zku$enosti s obrazy
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z kazdodenni Zivotni praxe ve vizualné nasycené kultufe. Chtéli jsme pedagogtim
ijejich zaklm ukazat, Ze maji dost kompetenci ziskanych z bézného Zivota

k tomu, aby vyznam obrazu mohli sami objevovat. V§znam ,,éteni vizualniho ob-
sahu“ vznika v procesu ozna¢ovani jako proménlivy a neukonéeny fetézec na sebe
reagujicich prvkd komunikace a intersubjektivné sdilenych a predavanych obsahd,
vazanych na pidorys prekoncepci a koncepci.s? Abychom tento zptsob vznikani
vyznamu navstévnikim a navstévnicim vystavy ukazali, zaradili jsme k reprodukci
detailu fotografie Prostitutky nékolik spontannich komentara k obsahu obrazu,

jak nam je poskytly “empirické divacky®, které jsme testovali jiz béhem tvorby
programu. Prvni byla japonska studentka biologie z Kébe: ,,O, to je pohled! To

je »spodni pohled®. Ta je asi pékné nastvana, asi na toho fotografa. To ja bych si
nikdy nedovolila takhle se podivat na muze.“ ,Jak to myslis, ‘na muze'?“ ,No to je
hrozné nezdvorily pohled, ten bych si tfeba na svyho $éfa viibec nemohla dovolit!“
Nasledoval odlisny komentar éeské studentky: ,,Diva se hrozné smutné!“

Rozpory v ad hoc interpretaci této fotografie si vyzadovaly dalsi vrstvy infor-
mace k tématu krasy a Zeny; bylo to vysvétleni rozdila mezi gejSou a kurtizanou.
Povazovat prostitutku a gejSu za synonyma, to je obvykly stereotyp, ktery jsme
nasli témér ve vSech predbéznych vypovédich éeskych studentli a Tomacuova fo-
tografie inspirovala k zpochybnéni a k problematizaci tohoto stereotypu. Zde pak
bylo mozno prejit k vazbé na literarni ukazky, které byly v deskach didaktického
zazemi k dispozici. Prvni z text( byl ¢asové uréen dobou po valce a byla to ukazka
ze Zlatého pavilonu od Jukio Misimy; druhy byl historicky starsi, ze 17. stoleti a $lo
o text a basen z Nejvétsi rozkosnice od Thary Saikakua o Zenach kuramonome, tem-
né holky v temné &tvrti v Osace. Hlasité éteni Misimova textu pfed jmenovanou
fotografii na sebe vzalo podobu formy performance nebo kratké animace a mélo
v tichu galerie silny emo¢ni Géinek. Vnaselo do percepce éernobilé fotografie
prostitutky rovnéz barevny akcent: ,,Do stopy, kterou dzip nechal, vystoupila noha
na uzkém, vysokém podpatku. Zamrazilo mé, kdyz jsem posttehl, ze v té zimé
nema ani punéochy. Na prvni pohled mi bylo jasné, Ze je to prostitutka poskytujici
sluzby cizim vojakim. Méla na sobé jasné karminovy plast a nehty na rukou a no-
hou méla nalakované stejné ktiklavou barvou. V jednu chvili se ji plast rozeviel
a ja jsem spatfil Spinavou noéni kosili sesitou z ruénikd. Také ona byla dost opila,
pohled méla Gplné strnuly, ale na rozdil od vojaka, ktery si alespon peclivé oblékl
uniformu, na ni bylo vidét, ze prave vylezla z postele — pfehodila si pfes sebe jen
kabat a $alu. Ve snéhovém odlesku méla Zena nesmirné¢ bledé tvare a v jeji bezkrev-
né pokoZzce napadné vynikala karminova rténka. Jakmile vystoupila z auta, kychla
a malicky nos ji zkrabatily drobné vrasky. Jeji unaveny opily pohled se na chvil-
ku ztratil nékde v dalce, vzapéti se v§ak znovu hluboce zakalil. Potom zavolala

37 SLAVIK — DYTRTOVA - FULKOVA 2010, c. d. (v pozn. &. 25).
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na muze: ,Dzakku, Dzakku, ct kérudo, ct kérudo!“ Takhle hezkou prostitutku
jsem jesté nevidél. [ ... | P¥ipominala mi pedlivé vykresleny portrét.s®

Zena na fotografii se na nékoho div4, jeji pohled vyjadtuje silnou emoci.

Od rozhovoru o zptsobu zachyceni vyrazu o¢i a tvare vede cesta k tématu pohle-
du (the gaze), coz je jeden z frekventovanych problémi vizualnich a filmovych
studii. Vztahy mezi fotografii prostitutky pokracovaly v edukaénim zazemi listem
s detailem z obrazu krasky od Kitagawa Utamaro: Deeply Concealed Love ze

série ,,Great Love Themes of Classical Poetry.“ (Kasen koi no bu: Fukakuy shinobu /eoi).
»The woman depicted in this print, unable to master her deeply hidden passion, is
giving vent to a long, heartfelt sight.“ 3 Zde jsme otevfeli otazku kulturniho kédo-
vani lasky a konvenci zobrazovani krasy a lasky a seznamili jsme ¢tenare s uménim
ukio-¢, obrazy prchavého svéta. Kulturni specifika ¢teni obrazového znaku a ké-
dovani vyznamt nas posunula k dal$i vrstvé tématu ,,pohledu® a casovému skoku
do soucasné popularni kultury: zobrazovaci konvence ,,obrovskych kulatych oé&i*
v kreslenych serialech manga prozrazuje okouzleni zdpadnimi vizualnimi klisé.

Po pozorném prostudovani celé série fotografii, k nimz patfily jak portréty
klasicky krasnych japonskych Zen, tak tvare takzvanych hibakusa, prezivsich obéti
po vybuchu atomové bomby, studentky komentovaly téma Krasy napiiklad takto:
»Kourici dama, vyrazny dlouhy citovy pohled, nastvany a utrapeny, kontrast kras-
ky a prostitutky. Obraz Zeny, ktera trpi, poznamenana valkou.“ ,Reklama na ne-
véstinec byla pro mé $okujici.“ ,Zena, ktera piezila Gtok na Hiro§imu, znetvofena
tvaf. Predtim to byl jedna z nejkrasnéj$ich Zen ve mésté. Krasa a mladi jsou velice
pomijivé. To, co povazujeme za samoziejmé, mize byt v jediném okamziku Gplné
jinak. Méli bychom si vazit toho, co mame.“ | ... ] ,Na fotografiich jsem vnimala
smutek, beznadgéj, ale i uméni radovat se toho mala, co lidé jesté méli. Prekvapilo
mé, jak moc byla tehdy rozvinuta prostituce, ale lidé se snazili prosté néjak prezit
a asi bychom to tém zenam neméli mit za zI¢é. Na druhou stranu na jedné fotografii
byl vyhozen velice drahy stfevic, ktery patfil prostitutce, byla na tom v té tézké
dobé¢ tak dobfe, ze si mohla dovolit takhle drahou véc vyhodit. Uz nevidim pouze
krasu a exotiku.“

Kratce naznaéme otazkami dalsi mozné vztahy mezi obrazy, které charakte-
rizuji proménlivé a zaroven navzajem provazané vizualni konvence ¢i obrazové
kédovani: Prvnim prikladem miaze byt celkem jednoducha vizualni podobnost
mezi obecné dobfe znamou siluetou ¢inského draka, koute z jeho nozder a ciga-
retového koufte a kiivky dominantniho tvaru na fotografii Tomacuovy Prostitutky.
Co asi maji oba obrazy spole¢ného? Dalsi varianta vizualnich tkold pro divaky,

38 MISIMA, |.: Zlaty pavilon. Pteklad Klara Mactchova. Brody, 1998.

39 UTAMARO, K.: Deeply Concealed Love ze série ,Great Love Themes of Classical Poetry.” (Kasen koi no
bu: Fukaku shinobu koi). In: KOBAYASHI, T.: Ukiyo-e. An Introduction to japanese Woodblock Prints. Tokyo,
Kodansha International Ltd., 1997, s.30.

40 FULKOVA, M.: Research File TOMATSU, 4c, 18c, 2007.
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poukazuji na vazby mezi prvoplanovym ¢tenim obraza a sloZitéj$im procesem
jejich dekddovani, je naptiklad aktivni vyhledavani a podle vizualni paméti: podle
tvare na plakatu, zvoucim na vystavu v prazskych ulicich, najdéte vystavenou
fotografii. PreCtéte si popisek a najdéte v kiko znak. Je to slovo a znak pro krasku,
nebo sakura? Fotografie zachycuje here¢ku Eiko O$ima, a tak jako rozeznavame
bezpeéné podle stylu Utamarovy krasky, Eiko O$ima je ptikladem Témacuova sty-
lu a emblémem dokonalé krasy z 6o0. let. Vyhledejte dals$i obrazy, na nichz je tvaf,
jez vas zaujala. Zapiste si jejich jména a divod, pro¢ jste si je vybrali. Po vystave
navrhujeme zahajit debatu a dal$i studium témat: genderové otazky v kulturnim
vzdélavani, postaveni zeny ve spole¢nosti, jeji zobrazeni v japonské a evropské
vytvarné kultufe, uméni japonského dfevorezu, sbirky japonského uméni Narodni
galerie. Promény chapani krasy v Casu, které lze zpracovat jako vytvarné téma:
Krasna zena, krasny ¢lovek své doby.

Dalsi rébus vazeb mezi vizualnimi, textovymi a historickymi souvislostmi
nabizi skupina rizné rozmisténych fotografii, které je nutno aktivné vyhledat.
Napriklad fotografie T¢hotna divka ze série Amerikanizace, Okinawa. Kdo je asi
otcem ditéte? Vale¢na prohra a poniZzeni povale¢né okupace a nasledujicich let
amerikanizace se zfetelné projevila na japonskych Zenach. Vzdavaly se (pochopi-
telné nikoliv dobrovoln¢) tradi¢nich hodnot a toho, co bylo na Zenach do té doby
cenéno. Japonsko prestalo byt zemi, kde ,,i sluzebné hovofi jako princezny...»
Jaké souvislosti jsou podle vas mezi fotografiemi zjizvenych zad vojaka, téhotnou
divkou a kvetouci sakurou? Dvojzna¢nost a rozporuplnost jsou jednim ze zaklad-
nimi principt japonské estetiky a najdeme je i v Témacuovych fotografiich, které
nas spojuji s nejsubtilnéj§imi projevy kultury:

...a kdyz ji z velkého soucitu kdosi na rozlou¢enou dal ruky ratolest opozdéné
rozkvetlé sakury, pohlédla na ty kvéty, k zdrmutku svéta v zdvanech jarniho vétru jen
Jjméno bude znit, opadd pozdni sakura jako prach z mého téla. .. “*

Vy$e naznaéena zadani prinalezeji jasné k rozvijeni vizualni senzitivity
a mezikulturni interpretaéni kompetence, které se objevuji v kontextu vizualni
gramotnosti, ktera dosud, navzdory §ificim se pozadavkim na kompetence pro
aktivni Zivot ve vizualni kultufe, neni zcela pravidelnou soucasti vzdélavani.+ Jak
je tomu v Japonsku? Komentar Jana Sykory mnohé osvétluje: ,,V poslednich letech
u nas Casto slychavame narky nad postupnym tpadkem ¢tenarské gramotnosti.
Znalna ¢ast populace, zejména té mladé, Gdajné opousti text a utika se k obrazim
a symboldm. Tyto vyhrady vychazeji z pfedpokladu, Ze text a obraz se maji k sobé
jako ohen a voda; v lep$§im ptipadé Ze obraz a je jen pouhou ilustraci, ktera z textu
vyhazi a textu je také podrizena. Pro celou fadu lidi tak obrazky v knize predsta-
vuji jen nazorny doplnék, ktery je mozné kdykoli vyjmout, aniz by se tim narusila

41 SAIKAKU: Nejvétsi rozkosnice. Pfeklad Miroslav Novak. Odeon, 1967.
42 FULKOVA, M.: Observations about the Common European Framework of Reference for Visual Literacy.
In: International Journal of Education through Art, 15, 2019, nr. 1, s. 75-83.
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srozumitelnost textu. V Japonsku je vSak vztah mezi textem a obrazem zasadné
jiny: Vizualni slozka neni textu podfizena, ale je mu zcela rovnocenna, a v nékte-
rych ptipadech obraz dokonce text nejen dopliiuje, ale pfimo nahrazuje. Co nelze
vypsat slovy, lze zakdédovat do obrazu. Uvidite-li na stanici tokijského metra po-
star§iho Ufednika, sararimana, jak rychle listuje poslednim vydanim mangy Citajici
nékolik stovek stran, rozhodné si nemtiZete myslet, Ze si se zaujetim jen prohlizi
obrazky. Ve skute¢nosti pozorné ,.Cte text, ktery je tvoren dvéma rovnocennymi
slozkami — obrazem a pismem. Ostatné mezi témito dvéma slozkami neni zase tak
podstatny rozdil, nebot ¢inské znakové pismo, které Japonci ptevzali a pro svoji
potiebu ¢asteéné upravili, ma svij davny pivod v piktogramech a je tedy ze své
podstaty obrazovym sdélenim. V tomto smyslu byla v Japonsku vizualni gramot-
nost vzdy vysoce cenéna a dodnes tvori nedilnou soucast kulturniho dédictvi®.+

Teze 3. CAS
»Druhym inspiracnim zdrojem, ktery bych rdda zminila, je uvaZovdni o casu. Vzhledem
k bleskové se Sivicim informacim a stdle rychlejsimu prekondvdni vzddlenosti, adoraci mobility
a rychlosti, je galerie mile starosvétskym prostorem, ktery davda moZnost “zastavit cas’.
Srovndme-li provoz skoly a galerie, pak nejndpadnéjsi rozdil je v casovém usporddani pobytu
ve Skole a v rozdilném uspordddni vnitiniho rytmu pobytu v galerii. ‘Skolni’ éas je urcen umé-
lou jednotkou v délce ctyFiceti péti minut. Cas Skolni vjtvarné vychovy, v jejim2 rdmci ucitelé
nejcastéji vodi déti do galerie, je dan nejen zakladni casovou jednotkou, ale v redlu predevsim
ndroky na vytvoreni Zdkova dila a na procesy pozndvdni prostiednictvim tvorby a komunika-
ce jejich vyznamii — a to byvd velice casto v rozporu s predstavou rychlého efektu, protoZe jde

0 procesy pomalého rdazu a opakovaného vynakladdni usill. “+4

Metafora 3: Svitek/Proplétani kultur
Vyzkumna sonda, ktera pobihala v galerii po cely semestr, prokazala, Ze aby doslo
u studentd a studentek pro 1. stupen ZS nespecializovanych na vytvarnou vycho-
vu k hlubsimu z3jmu o slozitou, dynamickou, konceptualné a emoéné naro¢nou
problematiku pedagogického zpracovani kulturnich obsahi, museli jsme po prvni
navstéve vystavy ustoupit od predstavy, Ze se na ni budeme divat z perspektivy
uditele a Ze se studenti budou vénovat vystavbé vyuky pro déti, respektive praci
na didaktické transformaci kulturniho obsahu. Z nedavnych vyzkumd je znamo,
Ze je to ,pozice studenta“, kterou by dobry program uéitelské pfipravy mél zménit
na ,pozici uéitele® a Iépe je tak provést nelehkou cestou poéatkl profesniho
rozvoje: ,,Before the systematic study of didactics and participation in teaching
practice, many students are able to reason only from the position of a student, not
a teacher. It is our desire to change and deepen their ability to notice and reason as

43 SYKORA 2016, c. d. (v pozn. & 30), 5.18.
44 CARNA - TRIBULOVA 2018, c. d. (v pozn. & 2), 5.16.
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a teacher during their education. That is because students” notifications are highly
valuable for planning their further professional development.“s. Ukazalo se, Ze
cely proces bude vyzadovat mnoho Casu a Ze jeden semestr volitelného kursu
zdaleka nebude stacit k tomu, aby se preklenuly rozdily mezi pozicemi ucitele

a studenta. A potfebujeme tyto pozice skute¢né preklenovat? Nepottebujeme je
spiSe rozpoznat, uvidét, pojmenovat?

Po nékolika marnych pokusech o autentické reakce z ,,ulitelské pozice® jsme
se se studenty rozhodli, Ze se pokusime vyvazat se z pedagogizovanych identit
jak studenta, tak budouciho uditele, pfizname si spole¢né, Ze toho o povaleéném
Japonsku vlastné moc nevime, Ze fotografie vétSinou ¢teme jako ,,otisk reality:
nebo ,,zastaveny ¢as“ a radéji zaujmeme pozici ,empirického divaka® 4, jimz jsme
ostatné vsichni pred obrazem ¢i kulturnim artefaktem, narokujicim si jedine¢nou,
osobni odezvu. A jako empiriéti divaci, vychovani a formovani vizualni kultur-
ni produkci, méli bychom se vydat zcela sile fotografického Témacuova obrazu
a jeho zneklidnujicitho pohledu nora inu, jimz nas, jako subjekty &i osoby, obraz
interpeluje, vyzyva. Nerada, ale musim konstatovat, Ze zapomenout na ,ucitel-
stvi“ pomohlo nejvice. Ale objevil se jiny, pro studentky a studenty neoéekavany
efekt, ktery po tfech mésicich ,,netsilné pozornosti“4 zptsobil navrat k ucitelské
perspektivé. Tim, Ze souhlasili s neustalou reflexi véeho, co délali, pocitovali,
asociovali a byli ochotni v§echno zaznamenavat, jak to po nich vyzadoval denik
kiko a dal$i pokyny v rdznych fazich testovani programu a mluveni o obrazech,
dostali se do badatelské pozice a z této pozice opét sami sebe uvidéli jako pedago-
gy. To se stalo az na konci semestru: v semestralni soustredéné praci kazdy zalozil
badatelské portfolio, jehoz materialy nakonec slouzily jako primarni dokumenty
z vyzkumu celé skupiny a zaroven slouzily k pfipravé na zavére¢nou prezentaci,
ktera nakonec ukazala moznosti didaktické transformace, oprené o jistotu odbor-
né znalosti obsahu a vlastniho, dlouhodobého a reflektovaného zazitku z galerie,
komparované se strukturou edukaéniho programu a jeho nabidkou k vzniku
individualnich tvart jednotlivych uéitelskych pojeti nebo alespon jejich zarodkd.
#To vSechno jsou velice pomalé procesy, které se vétSinou nevejdou do plano-
vanych a ¢asové prikazanych kurst akreditovanych programu uditelské ptipravy
a mizeme zde konstatovat, Ze snad pouze Stastnou souhrou okolnosti do takto
slozité koncipovaného semestru studentlim neintervenovaly dal$i povinnosti nebo
zaméstnani pfi studiu. Tak studenti na sobé poznali paradoxy vychovy a aporii
$kolniho pfedmétu, ktery je vzdélavacim diskursem mechanicky a s pohrdanim
fazen k vychovnym, tudiz nedilezitym a postradatelnym predmétim. Jestlize by
takova aporie méla logicky vést k dotazovani se na to, co nevime, pak lze doufat,

45 ULICNA, K. - STARA, |. - NOVOTNA, M.: Teacher In The Eyes Of Future Primary School Teachers.
In: ERIE 2017, 5.100.

46 FULKOVA 2008, c. d. (v pozn. & 32),5.307.

47 FULKOVA 2018, c. d. (v pozn. & 20), 5.12—22.

48 JANIK, T. a kol.: Pedagogical content knowledge nebo didaktickd znalost obsahu? Paido 2007.
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Ze tito studenti a studentky se snad v praxi obéas zpomali a zastavi se s reflexivnim
ohlédnutim. V zivoté skoly je ¢as jednim z problematickych momentd; zvlasté
v predmétech, vyzadujicich dostatek ¢asu na provedeni tviiréiho zaméru, je boj
s Casem setrvalym jevem. U¢itel musi neustale planovat a orchestrovat fadu kom-
plikovanych prvka vyucovani do umélych a riznym Géeldm pfizpisobovanych
¢asovych jednotek. Pokud prejde na vyuku, v niZ jsou kombinovany jeji ¢asti v re-
alném setkavani tvari v tvar s virtualnim prostredi nékterého z vyukovych online
aplikaci, pak se stfetava s dal$im, zcela jinym ¢asovym rezimem, determinovanym
moznostmi funkei dané aplikace a moznostmi udrzeni pozornosti nutné k uéeni
u uzivatell. Navstéva galerie s tfidou déti pak znamena zcela odlisny dispozitiv
vyucovani a vyzaduje fadu predchidnych a naslednych krok, aby se mohla usku-
te¢nit. Jde o vyucovani v bloku a souéasti navstévy vystavy je i cesta do instituce,
vlastni pobyt v galerii ¢i muzea a shrnuti, zakonéeni pobytu a navrat. Védéli jsme,
ze chceme zaradit do edukaéniho programu prvky, které by kontrastovaly s casem
»$koly“ a s obecnou kazdodenni, nafizenou &i vnucenou uspéchanosti. Kladli jsme
si otazky, zda je ,¢as“ Evropana stejny jako ¢as Japonce a zda edukaéni program
unese moznost dilny, nebo ateliéru, v némz bude probihat ¢innost na ¢asu neza-
visla. Jak je chapan ¢as v japonské kulture?
Studie Jana Sykory, z niz zde Casto citujeme, vysvétluje zajimavy posun kon-
ceptualizace Casu: ,,Charakteristick;’rm projevem vnimani ¢asu a prostoru je tzv. Sémei Témacu: Weaver’s Hand, Ichinomyia, Aichi, 1966. Reprodukce je soudasti edukacniho programu:
. . U YR ; sac « .. : FULKOVA, M., ISHIKAWA, M.: Japonsko ocima toulavého psa. Edukaéni program k vystavé Shomei
pI'C.ZCIlFISIan,lS, Zjedno/du§eniv3?ad,r?ny terminy ”nyn,l a,,,zde '/!akkahJSOl'l tyt(,) Tomatsu, KiiZe ndroda, Galerie Rudolfinum, Praha, 2007.
pojmy jakozto konkrétni vyjadieni ¢asu a prostoru vagni a obtizné uchopitelné,
mdZeme pojem ,,nynl’“ Zjednoduéené deﬁnovatjako krats & del¥ &asovy okamzik, \% rozhoYorechvo této fotografii se casto obJ,evovaIa oFazlfa, zde'seJedna ovrulfu muZe Ci Zeny a co
. : i ", A . ) ) ) : znamena prouZek na prstu. Symbolika tkani se spontanné neobjevovala, az nasledné v souvislosti se
ktery jsem schopni obsahnout svoji paméti véetné schopnosti promitnout histo- : zadanym Gkolem a étenim o proplétant kultur. Na listu od pana I$ikawy jsme se mohli dozvédét, ze
rickou zkugenost do udalosti budoucich, a pojem ,,zde“jako presné ohraniéen}'f prefektqra Aidi, ktgra'llegl na poloviné cesta mezi dvéma velkomésty, Tokiem a C[)sekou/, se stflva s nastupem
] L, o v e : modernizace vzkvétajicim centrem textilniho pramyslu. V 60. letech se zde vyrabélo vice nez Sedesat
prostor sdlleny urcitym okruhem lidi na uréitém misté.“4 : procent veskeré domaci produkce vinénych latek. Osmdesat procent ze 3 600 tovaren v tomto regionu
Zpomalovaci prvek eduka&niho programu byl Vkomponovén do praktické : vlastnili drobnf vyrobci SJEanI‘]‘] az péti tkalcovslkym|vsvtavy, !(t&l’l puAsob|I|Javko sulaldcida}/atele vellkychv )
.. . L . . . L, J i ) : firem. Tkadleny pracovaly za nizkou mzdu patnact az Sestnact hodin denné a vyrabély i proslulé znackové
¢innosti, kterd méla ztetelné symbolizovat zklidnéni, plynuti, fazeni, ale také : vInéné l4tky té nejvy33i kvality. Edukadni list obsahoval tyto otazky: Zménilo se né&jak vase uvazovani
o . o o y , : N . P o b ? ; Al
trpehvost, neuzavienost a neukonditelnost. Byla naplanovana na konec &asového ve svetle'lrnformfa o torr\to Snlmkl,J. frocpak. Zkuste Fici vlastnimi slovy, ¢im na vas toto dilo zapUsobilo
B R . i i T i nebo co jim chtél pan Témacu vyjadrit.
pobytu v galerii a zdanlivé zavrSovala poznavaci aktivity, tj. vystavbu koncep-
tu odlisné kultury, cestu od prvotniho sdélovani pre-konceptl pred vstupem
na vystavu pres fadu problematickych a slozitych tkold stfidanych s netsilnym,

o to v8ak intenzivnéj$im divackym prozitkem, stfidanym s dynamickymi situace- Zadani ukladalo, béhem prace v ateliéru, rekapitulaci novych poznatkd, zjisté-
mi vyhledavani obrazd, stfetavani nizora, kritickymi reflexemi, vefejnym étenim ni &i reflexe prozitkd, srovnavani pre-konceptuélniho vstupu do vystavy a iniciaé-
a recitaci pred obrazy. Zavére¢ny workshop, znaceny v programu jako Ateliér, mél nich zapiskd s poznanim po vystavé. Z edukaéniho programu zde citujeme zadani:
sice jednoduché zadani, ale nakonec se pravée tato prosta vytvarna aktivita ukazala »PohodIné se usadte kolem stolu pfimo ve vystavé. Cas by nemél hrat roli —
jako dosti problematicka a ¢asto vynechavana. O¢ s§lo? Opét byl vychodiskem uceni se, poznavani, zrovna tak jako ru¢ni prace vyzaduji pomaly prib¢h a pomalé
jeden ze znaki deniku kikd, ktery oznacoval slovo ruka (%e) zavedl divaky k foto- vypracovavani. Tkani z papirovych paskd mizete délat spolecné, po skupinach,
grafii Wiever's hand. nebo po éastech, kdy kazda/kazdy utka jen svou Cast a tu pak pripoji k ostatnim.

Nemusite mluvit, ale piste. Na bilé pasky zapisujte, co jste vidéli, poznali, jak
vidite Japonsko ted. Co vam vystava dala? K ¢emu vam to bylo? To jsou v tomto

49 SYKORA 2016, c. d. (v pozn. & 30), s.1. ! o o S . "
okamziku zbyteéné otazky. Odpovéd se mozna vynoii mnohem, mnohem pozdéji.
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Na &ervené pasky poznamenejte slova, znaky, obrazy, vedouci k momenttim, které
se vas citove dotkly. Protkavejte obé barvy pedliveé, pomalu. Bilé a ¢ervené tkanivo
je pevné provazané, je nerozpojitelné a vase vypovédi uz neptijde vytdhnout zpat-
ky a precist bez poruseni vazby na vSechno ostatni. Jste soucasti jedné kulturni
tkaniny, ani pouze bilé, ani pouze Cervené, ale strakaté, riznorodé, se skrytym
tajemstvim zpravy, jejiz je kazdy Gc¢astnik souéasti.”

Jen malo studentek (a pozdéji i dalsich navstévnikd vystavy ze $kol) se véno-
valo zdlouhavému tkani. Usedli, zapsali, ale vétsinou zatkali jen jeden, dva pasky.
Problémem byla pfedstava, zZe ,,uz musime® kon¢it. Vétsina se omlouvala, Ze maji
povinnost, ktera je odvadi z galerie nebo Ze je vystava natolik zaujala, ,,fotografie
byly tak sugestivni, Ze jsem se zasekla hned na zacatku a konec vystavy uz jsem skoro
nestihla“. To poukazuje na to, Ze vytvarné aktivity, respektive interpretaci kulturniho
obsahu, kterou povaZzujeme za tviréi ¢in a za transformaci, tvorbu nového artefaktu,
je dobré naplanovat jako ,,follow up®, pokracovani zpracovanych zazitkd z vystavy
a prenést ji do jiného prostiedi, napt. do $koly a tam evokovat zazitek, prozitek
vnimani dila jako motivaci pro tvorbu, individualni vypovéd, vypovéd jako soudast
kulturni vymény, struktury poznavani, uceni, tvorbu, otevieny zpdsob uvazovani.
Studentky a studenti tohoto seminare, ktefi opakované a ve skupinach a také indivi-
dualné studovali tuto vystavu, mohli poznat i iskali umélého ¢asu $kolniho provozu
aintervence ¢asu ,kazdodenniho zivota®, ktery si narokuje vytrzeni divaka z jeho
pozice, v némz zakousi plynuti éasu jinak, v dispozitivu galerie a jejiho prostoru i ¢a-
so-prostorové nastavenosti edukaéniho programu. ,)Jiz prvni navstéva v galerii a ab-
solvovani edukaéniho programu pfinese ziéastnénym zkusenost, Ze by bylo nejlepsi,
kdyby v galerii mohli s détmi byt tak dlouho a navstévovat ji tak casto, jak potrebuji.
Neni to totiz jenom Cas pribéhu vyucovani v galerii, ale zcela jiny ¢asové-prostorové
kognitivni usporadani, nez v kterém se divak nachazi pfi sledovani rznych typt
pohyblivych obrazd a multimedialnich produktd v bézné praxi vnimani televizniho
a filmového obrazu, v opakovaném streamovani ¢i na socialnich sitich. Uéitelé tedy
brzy na sobé poznaji, Ze ma-li byt pobyt v galerii ptispévkem k rozvoji vizualni gra-
motnosti, ke kultivaci Zaka a poznavani kultury, jejich trvalych hodnot a jeji identity,
pak je na misté narokovat ,pomalost, plynulost, opakovani, vynechat prvek soutéze
a vsadit na nenapadné vysledky poznavani tvorbou a dialogem.“°

A mozna vsadit také na néco, co snad mame spole¢né s lidmi jinych kultur a co
je vyiéeno v prosté formé basné a zivota: ,Mate pravo, fika haiku, byt bezvyznam-
ny, stru¢ny, obycejny; uzaviete to, co vidite, co citite, do utlé vrstvy slov a budete
zajimavi; mate pravo si sami (a podle sebe) vybudovat vlastni vyznamnou osob-
nost; vase véta, at bude jakakoli, vyslovi ponauceni, osvobodi symbol, budete mit
hloubku; bez vétsich vydaji bude vase psani plné.“

50 FULKOVA 2018, c. d. (v pozn. &. 20),5.12-22.
51 BARTHES, R.: Ri%e znakd. FRA 2012, s.111.
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Svitek, platnova vazba z papiru. Soucast edukaéniho programu. Ukazka vysledku tkani, které metaforicky
vyjadrovalo proplétani dvou kultur. Na bilych pascich jsou zaznamenany predstavy divakd o Japonsku pred
vystavou, zaznamy z deniku prochéazky vystavou i zmény v nazorech nebo potvrzeni pdvodnich myslenek.
Cervené &asti vyjadiujf citovou vrstvu vzpominky a mély toto zadani: Na erveny prouZek prepiste ze
zapisniku jméno obrazu, ktery se vas nejvice citové dotkl. MiZete i kreslit. (Detail, symbol, znak)
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Terminologicky

Podciarknutie = referencia k inému pojmu v slovniku,
alebo hyperlink v zozname literatdry a pramenov

Aktivna zéna
Aktivna zéna je interativn priestor s edukaéno-hernym obsahom. Byva si¢astou
architektonického rieSenia vystavy a jeho vystavnej koncepcie. Vzdelavanie ciele
aktivnej zo6ny mozu vychadzat z kuratorského ponatia vystvy, alebo mézu sledo-
vat vlastné edukacné iele. VicsSinou si zamerané nielen vizualne, ale aj na mul-
tipercepéné activity. V aktivnych zénach prebiehaju diskusie, mini-workshopy,
experimentalne vytvarné activity, Specifické variant didaktickych pristupov.
Podla celkového usporiadania a charkteru éinnosti mézeme aktivne zony rozdelit
do nickolkych skupin: 1. Technologické (zoznamujtce tcastnikov so spésobom
a postupom vyroby exponatov ¢i so vznikom artefaktu, skimaju postupy prace
umelcov, umeleckych remeselnikov, ale aj dalSich profesii vo vztahu k sprave
zbierok, vystavovaniu, produkcii, manazmentu instituacie, atd.) 2. Remeselné
(umoznujuce vyskasat jednoduché remeselné techniky vo vizbe na tradiciu a so-
cio-kultarne pozadie) 3. Percepéné (su zamerané na poznavanie zrakom, hma-
tom, sluchom a ostatnymi zmyslami, skimaju spésoby vnimania a poznavania)
4. Materialové (ponukaja kontakt s materialom) 5. Digitalne (vyuZivaji moZznosti
elektronickych médif a moznosti transpozicie z jedného media do druhého)
6. Herné (priblizuja vystavy hrou) 7. Tvorivé (zoznamuja s témou vystavy pro-
strednictvom tvorivych ¢innosti). V aktivitach zény mozno pokraovat na vy$sej
urovni v mizejnom / galerijnom Studiu / ateliéri a nasledne v pokracujicom vzde-
lavani v skole alebo inde.
https://www.upm.cz/komentovane-prohlidky-vystav-pro-rodiny-s-detmi/
https://www.upm.cz/pro-skoly/
MF

Active zone
An interactive space with educational and gaming content. It is usually part of
the architectural design of an exhibition and its concepts. Its educational goals can
be based on the exhibition’s curatorial concept or it may have different goals. Such
zones are usually focused on visual as well as multi-perception activities. They are
places for discussions, mini-workshops, experimental exhibition activities and vari-
ous didactic approaches. Active zones can be divided into the following groups ac-
cording to the overall organization and character of their activities: 1. Technological
(participants learn about the method and procedure of making exhibits or the or-
igin of artifacts, the working methods of artists, artisans and other professions in
relations to the administration of collections, exhibiting, production, management
of the institution) 2. Craft-related (participants try simple techniques in connection
with tradition and socio-cultural background) 3. Perceptional (participants learn
through sign, touch and other senses and study ways of perception and learn-
ing) 4. Material-related (participants come into contact with material) 5. Digital
(participants utilize the possibilities of electronic media and the transposition from
one medium to another) 6. Gaming (the theme of the exhibition is presented in
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the form of a game) 7. Creative (the theme of the exhibition is presented through
creative activities). Activities can be continued on a higher level at the museum /
gallery studio subsequently at schools or other institutions.
https://www.upm.cz/komentovane-prohlidky-vystav-pro-rodiny-s-detmi/
https://www.upm.cz/pro-skoly/
MF

Galerijné komunikacné nastroje
Komunikacné nastroje zahfnaju viac ako vystavni komunikaciu. Predstavuja vset-
ky kanaly, ktoré galéria pouZziva na prilakanie navstevnikov, upozornenia tlace, ko-
reSpondenciu s partnermi a upatanie okoloiducich. Patria k nim tlaéené materialy
(plagaty, letaky, skladacky, katalogy), digitalna prezentacia (spravy na socialnych
médiach, digitalne informa¢né nastroje na vystave, zvukovy a obrazovy sprievod-
covia) a sprievodné podujatia (ako prednasky, koncerty, divadelné predstavenia).
Pri prezentacii umenia st v hre aj emécie, preto je nevyhnutné vytvarat pribehy,
podnecovat rozhovory s publikom a budovat, konsolidovat a Struktarovat komu-
nity okolo vasich kultdrnych projektov. Komunikacia by sa mala sustredit na silné
posolstvo (napr. o dolezitosti nedavno objaveného umeleckého diela/objaveného
alebo slavneho umelca, socialne citlivej témy) a posiliiovat informacie o dielach
v kontexte, do ktorého st zakomponované. (Paper on arts communication)

AK

Gallery communication tools
Communication tools involve more that exhibition communication and include all of
the channels that the gallery employs to attract visitors, alert the press, correspond
with partners and engage passers-by. They involve printed materials (posters, leaflets,
flyers, catalogues), digital presence (social media messages, digital information tools
in the exhibition, audio and video guides), and on-site events (like lectures, concerts,
theatre performances). When presenting art, emotions are also at play, and there-
fore it is essential to generate stories, to encourage conversations with your audi-
ences and thus build, consolidate and structure communities around your cultural
projects. Communication should centre around a powerful message (e.g. about
the importance of a recently discovered art work / emerging or famous artist, a so-
cially sensitive theme) and reinforce information about works with the context they
are embedded in.

AK

Nastroje rozsirenej / virtualnej reality
Tieto nastroje sa prezentuju ako nové a vplyvné metddy vystavnej komunika-
cie. Obe aplikacie poskytuja dalsie informacie k vystavenym objektom a textom
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a putavym sp6sobom prispievaja k uzivatelskej skisenosti v galérii. Panely LCD
alebo OLED v stipravach virtualnej reality (VR) (napr. HTC Vive, Oculus Rift)
Gplne vypliaja zorné pole divaka informaciami presietovanymi cez ne. VR vyvo-
lava v divakovi dojem prenesenia sa do ingj reality, vonkajsi svet je tu nahradeny
virtualnym. Priklady pouzitia: projektovanie rekonstrukcie poskodenych objektov
alebo budov, vytvaranie okolia objektu, vizualizacia neviditelného, ako st éervy

a krty obyvajtce podu. (Good examples discussed).

Roziirena realita (RR) nevylu¢uje vase skutoéné okolie, pridava don nové
vrstvy informacii, preto sa jej hovori aj aplikacia zmieSanej reality. Nastroje RR,
ako st Microsoft HoloLens alebo Magic Leap One a rozne dalSie ,inteligentné
okuliare®, st prichladné a umoznuja zazit realitu taku, aka je, a sGéasne premietat
obrazky na ¢okolvek, na ¢o sa pozriete. V smartfénoch m6zu byt aplikacie pre
RR a aj popularna online hra Pokemon Go vyuziva kameru mobilného telefonu
na sledovanie vasho okolia, ktoré prevrstvi doplnkovymi informaciami. Aplikaciu
RR v galérii méze predstavovat jednoduché vrstvenie udajov (na prezerani infor-
macii o umeleckych dielach), alebo zloZitej$i doplnok, napriklad hologram, ktory
sa objavi uprostred vystavného priestoru a predstavuje vyznamnt osobu spojent
s vystavou. (Good examples discussed)

AK

Augmented / virtual reality tools
New and powerful methods of exhibition communication. Both applications provide
additional information to exhibited objects and texts in an engaging way, contrib-
uting to user experience in the gallery. The LCD or OLED panels inside Virtual Reality
(VR) headsets (e. g. HTC Vive, the Oculus Rift) are refracted by the lenses to com-
pletely fill your field of vision with information screened through them. VR gives you
the impression of having been transported to a different reality, the outside world is
replaced with a virtual one. Examples of use: projecting the reconstruction of a dam-
aged object or building, creating the surroundings of an object, visualising the invisi-
ble, like worms and moles inhabiting a soil slab. (Good examples discussed).

Augmented Reality (AR) does not eliminate your actual surroundings, it adds new
layers of information to it, that is why it is also called a mixed reality application.
AR tools like the Microsoft HoloLens or Magic Leap One and various other “smart
glasses” are transparent, and allow you to experience reality as it is and project
images over whatever you look at. Smartphones may have AR apps, and the popular
online game, Pokemon Go, also uses your phone’s camera to track your surroundings
and overlay additional information on top of it. An AR application in a gallery may
be a simple data overlay (with information on artwork viewed), or a more complex
addition like a hologram appearing in the middle of the exhibition space, embodying
an important person related to the exhibition. (Good examples discussed).

AK
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Navstevnicka skiisenost
Digitalne a papierové aplikacie, ktoré podporuji porozumenie vystavy v galérii,
by mali byt starostlivo otestované pred jej otvorenim. Navstevnicka skdsenost
zahrna v prvom rade dostupnost. Priklady: navstevnici na invalidnych vozikoch
by mali byt schopni ¢itat informacie na paneloch na stene — tie by nemali byt
umiestnené prili§ vysoko; zrakovo postihnuti navstevnici musia najst na obra-
zovke informaénej konzoly tladidlo na zviésenie pisma,; laici budd potrebovat
klik-slovnik, ktory im vysvetli pojmy v texte, ak im nerozumeju, alebo obrazok
na paneli na stene, ktory poméze interpretovat vyznam popisu. K navstevnic-
kej skusenosti patri aj potesenie: vSetky ponukané informacie by mali byt dobre
navrhnuté, zodpovedat stylu galérie a prispievat k estetickému zazitku z navstevy.
Priestorové zazitky (dostatok priestoru na nerusené sledovanie exponatov inymi
navstevnikmi) a dobra viditelnost: dostatok svetla umoziujici sledovat aj detaily.
A nakoniec, zI¢ sktisenosti navstevnikov sa viazu s nefunkénostou, ak néstroje
vo vystave nepracuju (alebo nepracuju korektne). Preto je potrebna pravidelna
tdrzba informaénych nastrojov. Stadie navitevnickej skiisenosti mézu predstavo-
vat uzito¢ny sprievodny prvok pred prieskumom skdsenosti a po fiom. (Paper on
user experience of museum technologies, paper on creating a new user experience

at the museum for families)
AK

User experience
Digital and paper-based applications that support the understanding of an exhi-
bition in galleries should be carefully tested before the opening. User experience
includes accessibility first and foremost. Examples: wheelchair users should be able
to read information on wall panels — they should not be placed too high; visually
impaired visitors have to find a letter enlargement button on the screen of an in-
formation console; non-experts will need a clickable glossary to explain terms in
the text that they do not understand, or an image on the panel on the wall that
helps interpret the meaning of a description. User experience also includes pleasure:
all information shared should be well-designed, fitting the style of the gallery, and
contributing to the aesthetic enjoyment of the visit. Spatial experiences (ample area
to view an exhibit undisturbed from fellow visitors) and good visibility: enough
light to see its details should be secured. Finally, users will certainly have a bad
experience if tools in the exhibition do not work (and stay blank for a long time).
Therefore, regular maintenance of information tools is a must. User experience stud-
ies may be a useful accompaniment of pre-and post-hoc experience surveys (Paper
on user experience of museum technologies, paper on creating a new user experi-
ence at the museum for families).

AK
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Poznavacie pracovné listy
Subor zadani (napr. zaujimavé otazky, na ktoré treba odpovedat, kvizy, tvorivé
Glohy), ktoré mézu navstevnici vykonat a prehibit tak svoje ponorenie sa do tém
vystavy. Mali by byt navrhnuté osobitne pre rozne vekové skupiny a zaujmy (napr.
pre deti do 10 rokov, tinedZerov, seniorov, majitelov domacich milacikov, zahrad-
nikov atd.), aby zodpovedali ich znalostiam a zaujmom. Pracovny list by mal mat
jasné Gdaje o umeleckom diele, ktorého sa ulohy tykaju (najlepsie s pridanou
fotografiou), a mal by upriamit pozornost na bezne prehliadané ¢asti obrazka,
alebo podkladové informacie, ktoré pomahaju hodnotit jeho umeleckd, historicka
¢i vedecku podstatu. (Good example)

AK

Discovery leaflet
A set of assignments (e. g. intriguing questions to answer, quizzes, creative tasks) that
visitors may undertake and thus deepen their immersion in the themes of the exhi-
bition. They should be designed separately for various age groups and interests (e. g. for
children under 10, teenagers, senior citizens, pet owners, gardeners etc.) to match
their knowledge and interests. The leaflet should have a clear indication of the art-
work the tasks are related to (preferably with their photo added) and call attention
to normally disregarded parts of the image or background information that helps
evaluate its artistic, historical or scientific merits. (Good example)

AK

Pohlad
Upreny ststredeny pohlad. Termin pohlad (gaze) je pouzivany v tzv. teérii pohla-
du, ktort vypracovali filmové stidie v sedemdesiatych rokoch 20. storoéia a ktora
sa Siroko vyuziva vo vizualnych, medialnych a kulturalnych odboroch vratane
novsich tedrii vytvarného umenia. Teéria sa zaobera mnohopocetnymi aspektmi
»divania sa“, ,pozorovania®, a to tak z pozicie toho, kto sa diva a na ¢o sa diva, ako
aj z pozicie toho, kto je pozorovany. V tomto ohlade m6zeme hovorit o uplatno-
vani ,moci pohladu®, kontroly, ,zmocfiovania sa“ pohladom (subjekt- objekt).
Pohlad, rozpoznavanie a identifikicia hraji rolu v procesoch ustanovovania sub-
jektu — uplattiuje sa tu tzv. skopofilia, inymi slovami skopicky pud (poskytujici slast
z divania sa). Vztahy medzi jedincom a obrazom a vplyvy obrazovej produkcie
na vznik a rézne prejavy/podoby subjektivit si dolezité témy nielen pre filmova
vedu, kritické teérie obrazu, vizualnu antropolédgiu a genderové $tadie, ale tiez
pre kriticka pedagogiku vizualnych umeni.

MF
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Gaze
Focused gaze. The term gaze is used in the gaze theory created by film studies in
the 1970s; it is also broadly used in visual, media and cultural fields, including more
recent visual art theories. The theory deals with multiple aspects of “looking” and
“observing” from the position of the observer and the object being observed, as
well as from the position of the person being observed. In this respect we can talk
about the “power of the gaze”, control, “taking possession” by gazing (subject-
object). Gaze, recognition and identification, which are applied here, play a role
in the processes of establishing the subject — scopophilia, or in other words a scopic
instinct (providing pleasure from observing). The relationship between the individ-
ual and the image and the effects of visual production on the creation and various
manifestations/forms of subjectivities are important topics not only for film science,
critical image theories, visual anthropology and gender studies, but also for the crit-
ical pedagogy of visual arts.

MF

Prieskum skusenosti pred a po navsteve
Prieskumy tykajuce sa skisenosti navstevnikov nie s prieskumy vedomosti — zame-
riavaja sa na potesenie, estetické zazitky a umelecké postoje a hodnoty. Najlepsie
je realizovat ich pred navstevou galérie a po nej. Po ziskani predchadzajiceho
informovaného sthlasu s navstevnici vyzvani, aby sa podelili o svoje o¢akavania
tykajace sa podujatia, odhalili svoje doteraj$ie vedomosti o hlavnych témach a opi-
sali svoju aktualnu naladu (napr. trochu unaveni, dfaju v osviezujuci a zabavny
zazitok alebo dobre pripraveni a dychtivi ucit sa). Na konci navstevy sa k nim opit
dostane prieskum zamerany na ich (ne)spokojnost, nové poznatky, (ne)ocaka-
vané objavy a aktualnu naladu (napr. unavenejsi, osviezeni, znudeni, nadsenf).
Oba prieskumy by mali byt strué¢né a mali by obsahovat vié$inou uzavreté otazky
s jednou alebo dvoma otvorenymi otdzkami, aby bolo mozné opisat Specialne
poznatky. Prieskumy sa daja robit na papieri, st vS§ak bohatsie, ak ich robi asistent,
ktory méze nadviazat na zaujimavé myslienky zdielané navstevnikmi. (A survey on
the effects of augmented reality on art engagement, Visitor study guidelines)

AK

Pre-and post-hoc experience survey
Surveys about visitor experience are not knowledge surveys, — they target enjoy-
ment, aesthetic experience and art-related attitudes and values. They are best taken
before and after visiting the gallery. After securing their previous informed consent,
visitors are invited to share their expectations about the show, reveal their previous
knowledge about its major themes and describe their current mood (e. g. rather
tired, hoping for a refreshing and amusing experience or well-prepared and eager
to learn). At the end of the visit, they are approached again with a survey on their
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(dis)satisfaction, new things learnt, (un)expected discoveries and current mood
(e. g. more tired, refreshed, bored, excited). Both surveys should be brief and contain
mostly closed questions with one or two open-ended ones to allow for describing
special insights. The surveys can be taken on paper, but they are richer when taken by
an assistant who may follow up on interesting ideas shared by visitors. (A survey on
the effects of augmented reality on art engagement, Visitor study guidelines).

AK

Prieskum vedomosti pred a po navsteve
Tento hodnotiaci nastroj presahuje raimec prieskumu skdsenosti pred navste-
vou a po nej, pretoze testuje to, Co sa respondent naudil pocas navstevy galérie.
Vyvinuté boli najma pre $kolské skupiny, pri¢om ucitelia mézu tie “pred” reali-
zovat este v Skole pred navstevou, zatial ¢o prieskum “po” by sa mal uskuto¢nit
hned po navsteve vystavy. Udrzanie vedomosti sa da merat, ak sa prieskum “po”
uskutoéni 2 az 3 tyzdne po navsteve galérie. Takéto prieskumy by mali byt zdielané
na podstranke pre ucitelov na domovskej stranke muzea, pretoze s vynikajicim
nastrojom na upriamenie pozornosti na potencialny zisk vedomosti okrem estetic-
kého zazitku. (V su¢asnej kultdre vzdelavania je ¢as vzacnou komoditou a ria-
ditelia $kol skor umoznia navstevu galérie, ak bude k dispozicii ukazka ziskania
vedomosti. (Prispevok o the measurement of learning in the museum).

AK

Pre-and post-hoc knowledge survey
This assessment tool goes beyond the pre-and post-hoc experience survey, as it
tests what has been learnt in the course of a gallery visit. developed mostly for
school groups, they can be introduced by the teachers at school, before the vis-
it, while the post-hoc survey should be taken right after visiting the exhibition.
Knowledge retention may be measured if the post-hoc survey is taken 2-3 weeks
after the visiting the gallery. Such surveys should be shared on the sub-page for
teachers on the museum home page as they are excellent instruments to call atten-
tion to potential knowledge gains besides the aesthetic experience. (In contem-
porary educational culture, time is a precious commodity and school heads will be
more likely to allow a gallery visit if a demonstration of knowledge gain is available.
(Paper on the measurement of learning in the museum).

AK

Subor hodnotiacich nastrojov
Stbor metdd a nastrojov na podporu hodnotenia vystav s cielom zlepsit ga-
lerijné vzdelavanie, ktoré mézu byt zahrnuté aj do komplexnej navstevnickej
Studie. Obsahuje kontrolny zoznam (alebo opis) cielov hodnotenia, odhaluje
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fazy hodnotenia a poniika Siroku $kalu hodnotiacich metdd (typy dotaznikov
a prieskumov, vzory otazok z rozhovorov, témy pozorovania a tvorivé metddy
zistovania, ¢i vystava alebo program dosahuje svoj ciel)). Vaé$ina nastrojovych su-
borov poskytuje metédy na hodnotenie uzivatelskej skiisenosti, niektoré zahrnaju
aj typy zazitkovych prehladov pred prehliadkou a po nej, vedomostnych prehla-
dov pred prehliadkou a po nej. Vacsina siborov hodnotiacich nastrojov obsahuje
met6dy analyzy dat a navrhy tykajice sa prezentacie zisteni. (Example)

AK

Assessment toolkit
A set of methods and tools to support exhibition evaluation aimed at improving
gallery education that may also be incorporated in a comprehensive visitor study.
It includes a checklist (or description) of assessment objectives, reveals phases
of evaluation, and offers a wide range of evaluation methods (questionnaire and
survey types, interview question samples, observation themes and creative methods
of finding out if an exhibition or program achieves its aims. Most toolkits pro-
vide methods for evaluating user experience; some also include types of pre- and
post-hoc experience survey, pre- and post-hoc knowledge survey. Most toolkits
show data analysis methods and suggestions about the presentation of findings.

(Example)

AK

Sociokultirna animacia
Je to vychovno-vzdelavacia metdda, ktora ideovo vychadza z principov obéianske;j
demokracie, podla ktorych mé kazdy ob¢an pravo na sebauplatnenie vo veciach
verejnych a na pristup k spoloéenskému a kultdrnemu Zivotu (sociokultarna).
Tieto principy pritom rozvija prostrednictvom aktivneho zapajania G¢astnikov
(animacia). KoreSponduje s aktualnymi trendmi vo vzdelavani, kde je vychova
k hodnotam obcianstva a demokracie jednou z hlavnych premis. Jej cielom je
predovsetkym stimulacia schopnosti konat samostatne a zodpovedne, schop-
nosti spojit sa na dosiahnutie spoloénych cielov, rozvoj participacie a budovanie
vztahov obyvatelov k lokalite aj medzi sebou navz4jom. Dalej st to zmierfiovanie
socialnych a medzikultarnych konfliktov a procesov marginalizacie a vy¢letiova-
nia jednotlivcov ¢i skupin obyvatelstva. Sociokultirna animéacia p6vodne vznikla
v krajinach zapadnej Eur6py ako met6éda vyuzivana prevazne v komunitnych
a socialnych centrach. Viaceré jej ciele viak mozno napliiat aj v galerijnych/ma-
zejnych institaciach, ktoré si zacinaji Coraz viac uvedomovat potrebu rozvoja
svojho potencialu spoloéenskej zodpovednosti, politickej angazovanosti a otvore-
nosti ¢o najsirSiemu spektru obyvatelstva. Najéastejsie sa sociokultdrna animacia
v galerijnej/muzejnej praxi prejavuje v roznych typoch vzdelavacich programov
s témou obdianstva, v komunitnych a participativnych programoch a programoch
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zameranych na lokalitu, Zivotné prostredie a verejny priestor. Pribuznost vztahu
sociokultirnej animacie a galerijnej pedagogiky mozno hladat aj v korelacii ich
metdd, medzi ktoré patria diskusia, participacia, intervencia a i. Sociokultirna
animacia vSak ¢asto presahuje oblast galerijnej pedagogiky, kedze predpokladom
na jej realiziciu su aj aktivity a podpora dalsich profesii (galerijnych pedagégov,
programovych pracovnikov, kuratorov, vedenia intitdcie a pod.).

PP

Sociocultural animation
An upbringing and educational method based on the principles of civic democracy,
in which every citizen has the right to self-realization in public affairs and access
to social and cultural life (socioculture). Sociocultural animation develops these
principles through the interactive involvement of participants (animation). It corre-
sponds with current trends in education, where the instilling of values of citizenship
and democracy is one of the principal premises. It primarily aims at the stimulation
of the ability to act independently and responsibly, the ability to unite in order
to achieve common goals, the development of participation and the building of
relationships of people to a location and each other. Furthermore, it is the moder-
ation of social and intercultural conflicts and processes of the marginalization and
exclusion of individuals or groups. Sociocultural animation was originally creat-
ed in Western Europe as a method used predominantly in community and social
centers. However, several of its goals can also be implemented in gallery/museum
institutions which increasingly realize the need to develop their potential of social
responsibility, political involvement and openness to the widest possible spectrum
of the population. Sociocultural animation is most frequently manifested in gallery/
museum practice in educational programs with the theme of citizenship, in commu-
nity and participative programs and programs focusing on location, environment
and public space. the affinity of the relationship of sociocultural animation and
gallery pedagogy can also be looked for in the correlation of their methods which
include discussion, participation and intervention. However, sociocultural animation
frequently transcends the boundaries of gallery pedagogy, since the preconditions
for its implementation include activities and the support of other professions (gal-
lery pedagogues, program workers, curators and institution management).

PP

Stadia navitevnosti
Komplexny hodnotiaci projekt, ktory moéze zahfiat prieskum skusenosti pred
podujatim a po nom, prieskum vedomosti pred podujatim a po niom a vyskum
skisenosti navstevnikov. Na zadiatku musia byt definované ciele prieskumu
(napr.: preskimanie navstevnych stratégii ¢astych a za¢inajicich navtevnikov
galérie, odhalenie toho, aké $pecialne potreby navstevnici povazuju v galérii
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za uzito¢né alebo chybajuce, identifikacia silnych a slabych stranok dizajnu vysta-
vy alebo pouzivanych /digitalnych/ informa¢nych nastrojov). Potom sa vhodné
hodnotiace nastroje vybert zo suboru hodnotiacich nastrojov, ktory je k dispozi-
cii v galérii (z predchadzajicich prieskumov) alebo v odbornej literatare. Udaje
moézu zahfiiat sledovanie navstevnika (po jeho stihlase za navstevnikmi nasleduje
zamestnanec s kontrolnym zoznamom hodnotiacim ich spravanie /Cas prezera-
nia ur¢itych umeleckych diel, navrat k predtym videnym dielam, ¢éitanie — alebo
ignorovanie — informaénych panelov, prijatie — uviaznutie na dlhtt dobu - alebo
ignorovanie digitalnych zariadeni atd./) Sledovanie navstevnikov na zaklade videa
zahrfna zaznamenavanie pohybu navstevnikov v galérii na Géely podobnej analyzy
spravania. Ak je videozaznam zapnuty, mali by byt navstevnici na to upozorneni
pri vstupe a mal by sa im pontuknut maly daréek alebo zniZené vstupné za ucast
na tomto vyskume.

AK

Visitor study
A complex assessment project that may involve a pre- and post-hoc experience
survey, pre- and post-hoc knowledge survey and user experience research. At first,
the objectives of the survey have to be defined (e.g.: exploring visiting strategies of
frequent and novice gallery goers, revealing what special needs visitors find useful
or lack in the gallery, identifying the strengths and weaknesses of an exhibition
design or (digital) information tool). Next, suitable assessment instruments are selected
from the assessment toolkit available at the gallery (from previous surveys) or in
professional literature. Data may involve visitor tracking (after their consent, visitors
are followed by a staff member with a checklist assessing their behaviour (viewing
time of certain artworks, returning to works previously seen, reading — or ignor-
ing — information panels, accessing (and getting stuck with, for a long time) or
ignoring digital devices etc.). Video based visitor tracking involves recording visitor
movement in the gallery for a similar behaviour analysis. Visitors should be made
aware at the entrance if video recording is on and offered a small gift or a reduced
entrance fee for participating in this research.

AK

Vystavna komunikacia
Komplexna stprava komunikaénych nastrojov, podujati a interaktivnych progra-
mov, ktoré podporuji popularizaciu a pristup k témam a odkazu (galerijnej)
vystavy. Zahfiia tla¢ené materialy (plagaty, letaky, skladacky, katalégy), digital-
nu prezentaciu (spravy na socialnych médiach, digitalne informaéné nastroje
na vystave, zvukovych a obrazovych sprievodcov), sprievodné podujatia na mieste
(ako prednasky, koncerty, divadelné predstavenia), ako aj vzdelavacie progra-
my od komentovanych prehliadok po tvorivé dielne pre r6zne vekové skupiny

100

v galérii. Vsetky tieto zanre musia byt harmonizované prostrednictvom zastre$uja-
cich tém a sprav, ako aj koherentnej vizualnej identity a Stylu a musia byt stéastou
jednotného stiboru galerijnych komunikaénych nastrojov. (E-reader on communi-
cating exhibitions)

AK

Exhibition communication
A complex set of communication tools, events and interactive programs that
support the popularisation and access to the themes and messages of a(gallery)
exhibition. It involves printed materials (posters, leaflets, flyers, catalogues), digital
presence (social media messages, digital information tools in the exhibition, audio
and video guides), on-site events (like lectures, concerts, theatre performances) as
well as educational programs ranging from guided tours to studio based creative
programs for different age groups in the gallery. All these genres have to be har-
monised through overarching themes and messages and a coherent visual identity
and style and be part of a unified set of gallery communication tools. (E-reader on
communicating exhibitions)

AK

Video sprievodca
Video sprievodca je nastroj do ruky s obrazovkou a zvukovym zariadenim, ktory
si navstevnik moze prenajat na mieste. Jeho softvér sa da Casto stiahnut do smar-
tfonu navstevnika. Siéasné modely maju zabudované GPS na poskytovanie
informacii citlivych na polohu: navstevnikom sa zobrazuje mapa (alebo zoznam)
so spustanim médii na vopred nastavenych poziciach. Vopred zaznamenany
hovoreny komentar upozornuje na atrakcie, zatial ¢o obrazky zobrazené na obra-
zovke zobrazuju kontext diela: podobné diela (Stylovo, Zanrovo alebo tematicky)
v inych zbierkach, slavnych predchadzajucich vlastnikov, udalosti, na ktorych
bolo dielo pouzité atd. Pozadie a kontext st k dispozicii vo viacerych jazykoch.
Najlepsie videonavody su $ité na mieru vedomostiam a zaujmom jednotlivych
skupin navstevnikov definovanych podla veku, odbornosti alebo osobitného za-
ujmu. Niektoré z komplikovanejsich priru¢iek m6zu obsahovat aj basne, hudobné
recitaly ¢i rozhovory. M6z7u tiez obsahovat mapy, kvizy a stvisiaci webovy obsah.
(Stbor nastrojov na zostavenie komplexného videosprievodcu building a complex
video guide a dalsieho planning apps). Pred zavedenim v galérii by videosprievod-
covia mali byt predmetom prieskumov navstevnickej skisenosti.

AK
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Video guide

A video guide is a handheld tool with a screen and an audio device that can be

rented on the spot. Its software may often be downloaded on the smartphone of

the visitor. Current models have an in-built GPS to provide location-sensitive infor-

mation: visitors are shown a map (or list) with media triggering at pre-set locations.

The pre-recorded spoken commentary calls attention to attractions, while the imag-

es that appear on the screen show the context of the work: similar pieces (in style,

genre or theme) in other collections, famous previous owners, events the object

was used at, etc. The background and context are available in multiple languag-

es. The best video guides are tailored to the knowledge and interests of individual visitor

groups defined by age, expertise or special interest. Some of the more elaborate

guides may include poetry and music recitals and interviews. They may also include

maps, quiz games, and related web content. (A tool set for building a complex vid- :

eo guide and another about planning apps). Video guides should always be subject D esesesecececacatiiiiaititiitatecacaens .

to user experience surveys before instalment in the gallery. :
AK
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