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Svoj prvi tematski broj posvecen digitalnoj povijesti umjetnosti ¢a-

sopis Zivot umjetnosti objavio je 2016.godine.' Njegova namjera bila

je da lokalnoj akademskoj zajednici ponudi osnovne informacije o

temeljnim znacajkama toga novoga podrucja povijesnoumjetnickih

istrazivanja, o istrazivackom potencijalu digitalnih alata, te o naci-

nima na koje njihova primjena moze obogatiti postojeca i stvoriti

nova disciplinarna znanja. Prikaz analitiCkih potencijala digitalnih

alata nadopunjen je tom prilikom i primjerima njihove primjene na

projektu ARTNET— prvom projektu u polju digitalne povijesti umjet-

nosti u Hrvatskoj, provedenom na Institutu za povijest umjetnosti u

Zagrebu od 2014. do 2018. godine, uz podrSku Hrvatska zaklade za

znanost.? U fokusu tog broja, svojevrsnoga ,,uvoda u digitalnu po-

vijest umjetnosti” nalazile su se slicnosti i razlike izmedu digital-

ne i analogne povijesti umjetnosti, te metodoloski i epistemolos-

ki nesporazumi koji su obiljezavali i jo$ uvijek obiljezavaju njihov

(su)odnos. Glavne zamjerke digitalnoj povijesti umjetnosti te 2016.

godine vrlo su sli¢ne onima koje joj se i danas upucuju, a povezane

Su ponajprije s propitivanjem korisnosti kvantitativne analize za po-

vijest umjetnosti, s nemogucnoscu digitalnih alata da ponude slo-

zeniju interpretaciju objekata koji se njima opisuju, te s intervenci-

jama u tradicionalno odredenje predmeta povijesti umjetnosti, kojeg

njezine digitalne prakse (djelomi¢no) prilagodavaju i interdiscipli-

narnim interesima i potrebama drugih podrucja istrazivanja, poput

vizualnih studija, studija medijske kulture, studija drustvene i kultur-

ne povijesti, vizualne antropologije i dr. Unato¢ spomenutim kritika-

ma, zanimanje za digitalnu povijest umjetnosti u stalnom je porastu,

a rezultat je toga interesa tijekom zadnjih godina njezino precizni-

je metodolosko profiliranje i jasnija unutarnja stratifikacija u smislu

podjele na pod-podruc¢ja s neupitnim potencijalom za unaprjedenje

istrazivackih rezultata i pedagogije povijesti umjetnosti.
1
Vidi, na primjer: Kolesnik, ,Digitalna povijest umjetnosti—
obiljezja, problemi i perspektive / Digital Art History—Features,
Problems and Prospects”.
iRTN ET je akronim projekta punoga naslova Modern and Contemporary
Artist Networks, Art Groups and Art Associations—Organisation and
Communication Models of Collaborative Art Practices in the 20th and
21st Century. Predemet istrazivanja bili su organizacijski i komunikacijski
modeli u pozadini umjetni¢kih mreza i kolaborativnih oblika umjetni¢ke
prakse u umjetnosti 20. i 21. stoljeéa. Primjeri metodologkoga pristupa
razvijeni u okviru toga projekta objavljeni su u knjizi: Kolesnik,

Horvatingié, Modern and Contemporary Artists’ Networks. An Inquiry into
Digital History of Art and Architecture.
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In 2016, journal Zivot umjemosti published the first them-

atic issue on digital art history' intended to provide the local
academic community with the information on the main features
of that new field of art historical investigations, on the research
potential of digital tools, and on the ways they could enrich

art historical scholarship. The issue was supplemented by the
examples of digital tools application within the ARTNET pro-
ject, conducted at the Institute of Art History in Zagreb from
2014 to 2018, as the first project in digital art history supported
by the Croatian Science Foundation.? The focus of that “intro-
ductory issue” was on the similarities and differences between
analogue and digital art history, and on the methodological
and epistemic misunderstandings framing their relationship.
The main objections to digital art history at the time were not
much different from its present criticism, amounting to the
questionable usefulness of quantitative analysis to art history,
the inability of digital tools to provide an interpretation of the
characteristics of the objects they are supposed to capture, and
to the interventions in understanding the object of art histori-
cal research, which are modifying and reconfiguring its tradi-
tional definition in order to (partially) include the interests and
requirements of visual studies, media studies, social and cul-
tural history studies, visual anthropology, etc. In spite of these
critical perspectives, the interest in digital art history has been
continually growing, resulting, in the past few years, with a
more precise methodological profiling of several research areas
with unquestionable potential for advancing the research and
pedagogy of art history.

1

See, for example: Kolesnik, “Digitalna povijest umjetnosti—

obiljeZja, problemi i perspektive / Digital Art History—Features,
Problems and Prospects.”

2

ARTNET is the acronym for the full title of the project: Modern and
Contemporary Artist Networks, Art Groups and Art Associations— Organisation
and Communication Models of Collaborative Art Practices in the 2oth and

2rst Century. The research topics of the ARTNET project were the
organization and communication models embedded into artist
networks and collaborative art practices of the 2oth and 21st century.
The examples of the methodological approach applied in this project
are published in Kole$nik, Horvatin¢ic, Modern and Contemporary Artists”
Networks. An Inquiry into Digital History of Art and Architecture.
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Hubertus Kohle izdvojio je osam takvih podrugja i opisao ih kao:®
»(1) primjenu kvantitativnih metoda u povijesnoumjetni¢kim istra-
Zivanjima; (2) otkrivanje povijesnoumjetnickih korelacija koje ljud-
ska inteligencija ne moze lako identificirati, ali ih samo ona moze
potvrditi; (3) stvaranje i upotreba velikih slikovnih baza podata-
ka u svrhu kontekstualiziranja kanonskih umjetni¢kih djela unutar
tog, potencijalno enciklopedijskog korpusa svjetske umjetnosti;
(4) mogucénost koju pruza tehnologija da se umjetni¢kim djelima
pride blize no Sto to dopusta ljudsko oko, ¢ime se otvara moguc-
nost prou¢avanja njihove povijesnosti na razini piksela; (5) crowd-
sourcing i preslagivanje odnosa stru¢njaka i ,laika’ definiranjem
nove i produktivne uloge potonjih; (6) poveéanje lepeze profesi-
onalnih opcija poducavanja povijesti umjetnosti putem interneta,
Sirenje obrazovnih mogucnostiiistodobno otvaranje prema novim
modelima istrazivanja na sveucilistima; (7) razvoj novih moguéno-
sti objavljivanja povijesnoumjetnic¢ke literature (ako se uspiju pre-
vladati prepreke Sto ih postavlja tradicionalni pristupi intelektual-
nom vlasni§tvu); (8) digitalizacija muzejskih zbirki, kao sastavni i
krajnje rutinski nusproizvod katalogizacije muzejskih predmeta”.*
0d 2016. godine, kada je ovakva metodoloska/tematska stratifika-
cija digitalne povijesti umjetnosti prvi put predlozena, neka od na-
vedenih podruc¢ja medusobno su se ispreplelaili postala manje re-
levantna, dok su se neka druga prosirila obuhvatom novih smjerova
istrazivanja upotrebom naprednih digitalnih tehnologija ili pokla-
njanjem vece pozornosti zahtjevima odredenih, profesionalnih seg-
menta disciplinarne prakse, poput onih artikuliranih unutar GLAM
sektora.®

Podrucje kvantitativnih metoda tako se usko povezalo s istrazi-
vanjima povijesnoumjetnickih korelacija, a mrezna analiza pre-
rasla u vjerojatno najpropulzivniju metodu aktualnih empirijskih

3

Kohle, ,Kunstgeschichte und Digital Humanities. Einladung zu einer
Debatte /Art History and the Digital Humanities. Invitation to a Debate”.
4

Marmor, ,Art History and the Digital Humanities”, 155.

5

GLAM je akronim za galerije, knjiznice, arhive i muzeje (engl. ,galleries,
libraries, archives, and museums”), a odnosi se na kulturne institucije
Gija je misija pristup znanju.
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According to Hubertus Kohle, there are eight such areas,’ which
he roughly outlined as follows: “(1) the application of quantitative
methods to art historical problems; (2) the discovery of art histo-
rical correlations that human intelligence cannot easily identify, but
which only human intelligence can confirm; (3) the employment of
large image databases to contextualize canonical works of art by sit-
uating them within a potentially encyclopaedic corpus of images
of world art; (4) the ability technology provides to examine images of
art works more closely than the unaided human eye can do, open-
ing the prospect of studying ‘historicity on the level of the pixel’;
(5) crowdsourcing and realigning the relationship between expert
and layman by defining a new and productive role for the latter;
(6) the growing array of professional options for feaching on the
Internet, expanding educational opportunities and impacts while
also opening the door to new models of university-based research;
(7) new avenues for art historical publication (if we can overcome

the barriers posed by traditional approaches to intellectual prop-
erty); (8) digitization in museums, which surely must become an
integral and ultimately routine by-product of object cataloguing.”*
Since 2016, when such methodological/thematic stratification of
digital art history was first proposed, some of listed areas have
merged, or have become less relevant, while some others have
expanded to encompass new strands of research emerging from
art historians’ engagement with the advanced digital technologies,
or from the requirements of particular professional segments of
disciplinary practice, such as the GLAM sector.’

Thus the area of quantitative methods merged with the research on
art-historical correlations, bringing to the fore network analysis as
probably the most propulsive empirical research method in digi-
tal art history. The idea of building large image databases inter-

3

Kohle, “Kunstgeschichte und Digital Humanities. Einladung zu
einer Debatte /Art History and the Digital Humanities. Invitation
to a Debate.”

4

Marmor, “Art History and the Digital Humanities,” 155.

5

GLAM is an acronym for “galleries, libraries, archives, and
museums,” and refers to the cultural institutions that have access
to knowledge as their mission.
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istrazivanja u digitalnoj povijesti umjetnosti. O¢ekivana izgradnja
I povezivanje velikih slikovnih baza podataka u neku vrstu ,enci-
klopedijskog korpusa slika svjetske umjetnosti”, uokvirenog kon-
tradiktornom korelacijom koncepata ,,svjetske umjetnosti” i ,,um-
jetnickog kanona”, nije se dogodila. Zamijenila su je istrazivanja
globalne cirkulacije slika, usmjerena dekonstrukciji tradicionalne
projekcije odnosa ,,proskriptivhog centra i oponasajuce periferi-
je”, évrsto ugradene u Kohleovu stratifikaciju.’ Podrugje istraziva-
nja i obrade slike ili istrazivanje povijesnosti slika na razini piksela
ono je u kojem je, u usporedbi s ostalim segmentima digitalne po-
vijesti umjetnosti, zabiljezen najmanji napredak. Suprotno velikim
pocetnim oCekivanjima, utemeljenima na primjeni naprednih ana-
litickih digitalnih alata, tehnika strojnog uc¢enja i dostupnosti veli-
kih skupova vizualnih podataka, dosadasnji su rezultati slikovnih
analiza—s obzirom na njihov epistemolo$ki prinos povijesti umjet-
nosti—gotovo irelevantni. Znatniji napredak postignut je, medutim,
na podrucju 3D modeliranja vizualnih prikaza, digitalnog mapiranja
I integracije vizualnih, prostornih i vremenskih podataka, odnosno,
u podrucju u kojem se susrecu interesi i vecine ostalih sastavnica
digitalne humanistike.

Zavr$na konferencija projekta ARTNET, pod nazivom ,,Digital Art
History—Methods, Practices, Epistemologies”, odrzana u studeno-
me 2018. u Zagrebu i predstavljena izborom ¢lanaka u ovom broju
Zivota umjetnosti, oslonila se stoga na nesto drukéiju projekciju di-
gitalne povijesti umjetnosti, blizu sadasnjoj konfiguraciji njezinog
istrazivackog krajolika. Konferencija je okupila etablirane i mlade
znanstvenike, neovisne istrazivace, te stru¢njake iz samostalnih,
neakademskih digitalnih laboratorija i kreativnih industrija iz viSe
od deset zemalja (SAD, Kanada, Brazil, Italija, Francuska, Portugal,
Spanjolska, Luksemburg, Srbija, Rusija, Madarska, Austrija, Danska

6

Primjer je istrazivanje globalne cirkulacije slika koje provodi
Béatrice Joyeux-Prunel u okviru nedavno osnovanog centra Jean
Monnet Excellence Centre IMAGO, medunarodnog centra za
istrazivanje i poduc¢avanje vizualne globalizacije.
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related to form some sort of an “encyclopaedic corpus of
images of world art,” framed by the notions of “world art” and
“canonicity,” was in the meantime replaced with the research

on the global circulation of images, aiming to deconstruct the
traditional binary relation of “prescriptive centres and imitating
peripheries,” firmly embedded in Kohle’s description.® The area
of image research and processing, or the research on image
historicity on the level of the pixel was marked with slightest pro-
gress. Contrary to the initial high expectations based upon the
analytic potential of advanced digital tools, the employment

of machine learning techniques and availability of large visual
data sets, the results obtained in last few years are—in terms of
their epistemic contribution to art history—almost irrelevant.
More substantial progress has been made in the area of 3D image
modelling, digital mapping, and integration of visual, spatial
and temporal data, that is, in the areas bordering the realms of
different digital humanities disciplines.

The closing conference of the ARTNET project titled “Digital Art
History—Methods, Practices, Epistemologies”—held in Novem-
ber 2018 in Zagreb, and presented through a selection of papers
in this issue—relied upon a projection of digital art history which
is a bit different, accommodating its perspective to DAH’s present
research landscape. It has brought together established and early
career academics, researchers from independent digital labs, and
professionals from over a dozen countries (USA, Canada, Brazil,
Italy, France, Portugal, Spain, Luxembourg, Serbia, Russia, Hun-
gary, Austria, Denmark, and Croatia), involved with the transdis-
ciplinary research initiatives and invited to critically examine the
recent methodological, analytical and theoretical developments
in the field of digital art history, as well as the bordering realms of

6

The example is the research on the global circulation of images
conducted by Béatrice Joyeux-Prunel, who recently established the
Jean Monnet Excellence Centre IMAGO, an international centre
for the study and teaching on visual globalization.
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i Hrvatska), ukljuéene u transdisciplinarne istrazivacke inicijative
I pozvane da u svojim izlaganjima kriticki osvrnu na nedavne me-
todolo$Ske, analiticke i teorijske pomake u digitalnoj povijesti um-
jetnosti, kao i u srodnim podrucjima studija vizualne kulture, stu-
dija druStvene i kulturne povijesti, muzeologije, medijskih studija,
umjetnosti i dizajna. Sredisnji cilj tog skupa bio je ponuditi pregled
eksperimentalnih pristupa Sirokom nizu istrazivackih tema, usre-
dotocujuci se na premise i posljedice glavnih teorijskih, epistemo-
loskih i organizacijskih fenomena koji odreduju aktualnu konfigura-
ciju podrucja digitalne povijesti umjetnosti. Uz otvaranje prostora
za predstavljanje rezultata nedavno zaklju¢enih i tekucih istrazi-
vackih projekata, konferencija je nastojala potaknuti i raspravu o
politikama i smjeru buduceg razvoja digitalne povijesti umjetnosti,
0 njezinoj sposobnosti za samorefieksiju, te o uspostavi ,,novih”
centara moci i pripadajucih im periferija.

Sedam od sveukupno trideset izlaganja na spomenutoj konferenci-
ji odabranih za objavljivanje u ovom broju Zivota umjetnosti primjer
su razli¢itih metodolo$kih pristupa i razlicitog razumijevanja epi-
stemoloskog potencijala digitalne povijesti umjetnosti o kojem se
raspravljalo tijekom toga trodnevnog zagrebackog skupa. Njihova
tematska heterogenost odrazava kako trenutacno stanje digital-
ne povijesti umjetnosti tako i namjeru organizatora da konferenci-
ju—koja je 2019. prerasla u redovito godiSnje dogadanje—profilira
kao platformu za razmjenu znanja i informacija izmedu pripadnika
akademske zajednice, neovisnih istrazivaca i razli¢itih kategori-
ja profesionalaca u Sirokom rasponu metoda, istrazivackih praksi
I programskih rjeSenja zanimljivih prakti¢arima digitalne povijesti
umjetnosti i—s obzirom na njezin izrazito interdisciplinarni karak-
ter—digitalnoj humanistici u cjelini.
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visual culture studies, social and cultural history studies, muse-
ology, media studies, arts, and design. The main objective of that
gathering was to offer an overview of experimental approaches
to a wide array of research topics, focusing both on the premises
and consequences of the main theoretical, and epistemological,
as well as organizational currents configuring the field of digital
art history. While opening up space for presenting both recently
concluded and newly established research projects, it also raised
the question of DAH’s policies and future trajectories, including
the debate on the establishment of its “new” power centres and
their peripheries, as well as on DAH’s capacity for self-reflection.

Seven out of thirty papers delivered at the said Conference and
selected for publication in this issue of Zivot umjetnosti exemplify
different methodological approaches and different understandings
of DAH’s epistemic potential that were discussed and advocated in
the course of a three-day Zagreb meeting. Their thematic hetero-
geneity thus reflects both the current state of digital art history, and
the intention of the organizers to profile the Conference—turned
in 2019 into an annual event—as an open platform for exchang-

ing knowledge and information between academics, independent
researchers, and different categories of professionals on a wide
range of methods, research practices, and software solutions that
might be of interest to digital art history and—concerning its pro-
nouncedly interdisciplinary character—digital humanities in general.

The largest group of papers presented at the 2018 Conference
was dealing with the methodology of network analysis as the key
source of tensions between analogue and digital art history.
Two of these papers, published in this issue, provide examples
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Najveci broj izlaganja na konferenciji bio je posve¢en metodama
mrezne analize, kljuénom izvoru napetosti izmedu analogne i digi-
talne povijesti umjetnosti. Dva takva izlaganja, na temelju kojih su
nastali ¢lanci objavljeni u ovom broju Zivota umjetnosti, primjeri su
razliCitih pristupa fenomenu umjetnickih izlozbi, odnosno umjet-
ni¢kim muzejima/izlozbenim institucijama i njihovoj ulozi u razvo-
ju individualnih umjetnickih karijera, to jest njihovom utjecaju na
javnu percepciju umjetnosti iz drugih kulturnih sredina, u ovom slu-
Caju—iz srednjoisto¢ne Europe. U skladu s tim, Tihana Puc u svo-
jem ¢lanku ,Mreze izlozbi u ,globaliziranom’ polju suvremene um-
jetnosti—slucaj suvremenih umjetnika iz Hrvatske” istrazuje ulogu
institucija (galerije, muzeji, sajmovi umjetnosti) u izgradnji medu-
narodnih karijera hrvatskih umjetnika. Rezultati njezinih istrazivanja,
temeljeni na podacima o izlozbenoj djelatnosti Sezdeset i jednog
autora u razdoblju od dvadeset godina, pruzaju uvid u geografsku
I institucionalnu distribuciju njihovih izlozbi te identificiraju uvjete
pod kojima radovi tih umjetnika bivaju prepoznati na medunarod-
noj umjetnickoj sceni. Metodolo$ki pristup Julije Perczel prikazan
u ¢lanku ,Je li struktura kontekst ili sadrzaj? Metoda usporedivanja
muzejskih zbirki temeljena na podacima”’neséto je druksiji, usmje-
ren prikazu muzejske zbirke kao relacijske prostorne strukture kon-
struirane povijescu izlozaba, koju mozemo shvatiti i kao neku vrstu
njezina ,otiska”.Usporedbom takvih ,,otisaka” galerije Tate Modern,
Centra Pompidou i njujorSke MoMA-e autorica nastoji pruziti uvid
u nacin na koji navedene muzejske institucije prikazuju umjetnost
srednjoisto¢ne Europe, pristupajucéi pritom (kulturalnoj) ulozi mu-
zeja iz perspektive analize i interpretacije podataka. Osim §to pri-
padaju kategoriji uzornih primjera analize kompleksnih mreza, oba
Clanka nude i vrlo uvjerljive argumente u prilog primjene metoda
kvantitativne analize u povijesti umjetnosti, dokazujuci kako njezini

7

U nedostatku odgovarajuc¢eg termina u hrvatskom jeziku,
pojam data-driven opisno je preveden kao ,metoda analize
i interpretacije podataka”.
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of different approaches to the phenomena of art exhibitions, and
art museums/institutions in relation to individual artists’ careers,
and to the public view of art from a particular geographic (geo-
political) location, in this case—from Central-East Europe. Along
these lines, Tihana Puc examines in her article “Exhibition Net-
works in the ‘Globalized’ Contemporary Art Field—the Case of
Contemporary Artists from Croatia” the role of institutions (gal-
leries, museums, art fairs) in shaping international “careers” of
Croatian artists. Based on the data about the exhibition activity of
sixty-one authors in the course of twenty years, the results of her
research provide insights into the geographical and institutional
distribution of their exhibitions and identify the conditions of art-
ists’ international, institutional recognition. The methodological
approach of Julia Perczel, presented in the article “Is Structure
Context or Content? A Data-Driven Method to Compare Museum
Collections,” on the other hand, is somewhat different—it is di-
rected towards depicting a museum collection as a relational ven-
ue-structure constructed from the exhibition history of the art-
ists, which can be conceived as a fingerprint of that collection. By
comparing such derived fingerprints of the Tate Modern Gallery,
Centre Pompidou and New York Museum of Modern Art, she is
attempting to develop a comprehension of the way these museum
institutions represent the art of the East-Central European region,
approaching (cultural) agency of museums from a data-driven
perspective. Apart from being exemplary of the complex network
analysis, both articles offer rather strong arguments in favour

of quantitative analysis, proving that the results of its application
could go far beyond simple statistics, attaining a rather com-

plex insight into the artistic, and art-related social phenomena,
previously unexplored by the analogue art history methodology.
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rezultati mogu znatno nadici zaklju¢ke jednostavnih statisti¢kih
kalkulacija te ponuditi vrlo sloZzene uvide u umjetnicke i drustvene
fenomene koji se nalaze izvan dosega tradicionalne metodologije
analogne povijesti umjetnosti.

Antropoloski, akcijski usmjeren pristup predmetu povijesti umjetno-
sti, Cija se primjena vidi kao put moguce obnove socijalne povije-
sti umjetnosti, tema je ¢lanka Christophea Leclercqa, Paula Girarda
i Daniele Guido ,,E.A.T. datascape: eksperiment u digitalnoj soci-
jalnoj povijesti umjetnosti”. Prijedlog takvog pristupa demonstri-
ran je primjerom analize suradni¢koga interdisciplinarnog nacina
rada skupine umjetnika i inzenjera, pripadnika grupe/organizacije
E.A.T.formirane sredinom 1960-ih godina i motivirane zajedniCkim
interesom za eksperimentalno povezivanje umjetnosti i tehnologije.
Metodoloski je fokus ¢lanka na analiticCkom alatu generiranom ta-
kvim pristupom i ozna¢enom pojmom datascape, koji se opisuje kao
digitalni instrument za pomno promatranje i prou¢avanje suradnic-
kih interdisciplinarnih umjetnickih praksi te kao polaziSte za razma-
tranje korisnosti digitalnog dizajna za socijalnu povijest umjetnosti,
odnosno za simultane spekulacije o moguc¢em prinosu digitalne so-
cijalne povijesti umjetnosti razumijevanju kompleksne prirode su-
vremenih interdisciplinarnih umjetnickih projekata.

Jo§ jedno podrucje istrazivanja, Ciji bi razvoj mogao osigurati po-
tencijalno vazne nove povijesnoumjetniCke spoznaje—racunal-
na analiza teksta—o kojoj se na konferenciji ,Digital Art History—
Methods, Practices, Epistemologies” dosta raspravljalo, u ovom je
izboru takoder predstavljena dvama prilozima. Dok Maria Giovanna
Mancini i Luigi Sauro u svojem ¢lanku ,,Konceptualni model za li-
kovnu kritiku” opisuju novu metodu konceptualnog modeliranja,
posebno dizajniranu za semanti¢ko biljezenje podataka povezanih
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The application of the anthropological action-centred approach
to art historical object of study, pointing to the possible renewal
of the social history of art is demonstrated in the article “The

E. A. T. Datascape: An Experiment in Digital Social History of Art
by Christophe Leclercq, Paul Girard and Daniele Guido. Applied
to the analysis of collaborative interdisciplinary work practised
within the framework of E.A.T.— an organization/group of artists
and engineers brought together in the mid-1960s by shared inter-
est in experiments with art and technology—the authors explain
the concept of a datascape, understood as a digital instrument
for close observation and study of collaborative interdisciplinary
works, allowing the reflection on what digital design does to the
social history of art, and prompting a simultaneous speculation
on the possible contribution of digital social history of art to

the understanding of the complexities of contemporary interdis-
ciplinary art projects.

2

Still another area of research, with the potential of providing
significant new insights to art history, that was largely discussed
at the Conference—computational text analysis - is also repre-
sented in this selection by two articles. While Maria Giovanna
Mancini and Luigi Sauro’s contribution —“A Conceptual Model
for Art Criticism”—is describing the new method of conceptual
modelling specifically designed to semantically annotate art
criticism-related data in order to enhance interoperability and
data retrieval efficiency, the example of computational text
analysis exploring a new viewpoint on the special features of
modern Spanish architecture, provided by the project ArchiteXt
Mining is of a bit different nature. The intention of the project
was to initiate in-depth, data-driven research into the theoretical
background of modern Spanish architecture, based on the text
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s likovnom kritikom, a u cilju povec¢anja interoperabilnosti i u¢in-
kovitosti pretrazivanja podataka, primjer racunalne analize teksta
provedene unutar projekta ArchiteXt Mining usmjeren je identifika-
ciji specificnih obiljezja Spanjolske moderne arhitekture. Namjera
projekta bila je pokrenuti dubinsko istrazivanje njezinih teorijskih
objasnjenja, temeljeno na tehnikama rudarenja podataka iz lokal-
nih arhitektonskih ¢asopisa kao izvora podataka. Cilj toga projek-
ta, zavrSenog 2018. godine, bio je stvaranje javno dostupne baze
podataka kao moc¢ne digitalne platforme za prikupljanje i obradu/
analizu velikih podataka upotrebom custom-made digitalnih alata.
Oba ¢lanka povezuju problemi podatkovnih standarda i interope-
rabilnosti koja je moguce rijeSiti samo uskom internacionalnom i
interdisciplinarnom suradnjom.

Primjer takve, interdisciplinarne suradnje opisuje se u ¢lanku
Jasenke Ferber Bogdan i Andreje Der-Hazarijan Vuki¢ pod naslovom
»Arhiv za likovne umjetnosti: Dva desetljeCa digitalizirane povijesti
umjetnosti”, koji donosi prikaz jednog od najuspjesnijih domacih
projekata iz podrucja digitalizirane povijesti umjetnosti. Teziste je
Clanka na uspjesnoj suradnji povjesnic¢ara umjetnosti i informatica-
ra, koja je osigurala vecu medunarodnu vidljivost hrvatske povijesti
umjetnosti i ponudila nove, digitalne analiticke metode.

Izbor ¢lanaka proizislih iz izlaganja na konferenciji ,,Digital Art
History—Methods, Practices, Epistemologies” zakljuCuje analiza
statusa digitalne povijesti umjetnosti unutar digitalne humanisti-
ke te objasnjenje drusStvene uvjetovanosti njezine infrastrukture u
prilogu Ellen Prokop ,,Digitalna povijest umjetnosti za mase? Uloga
javnoga digitalnog laboratorija za povijest umjetnosti”, u kojem se
raspravlja o pitanjima privilegiranosti, mogucnosti pristupa rezulta-
tima i proizvodima digitalne povijesti umjetnosti, kao i o njezinoj bu-
ducnosti, a iz perspektive sjevernoamericke akademske zajednice.
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mining techniques and architectural periodicals as data sources.
'The main project objective was to tailor a publicly accessible
database, conceived as a powerful digital platform facilitating
computational data research, data collecting, and big data pro-
cessing/analyses using custom-made digital tools. Both articles
tackle several important problems of digital art history and
digital humanities in general—including data standards, and
interoperability—whose solution is possible only through close
international and interdisciplinary collaboration.

A telling case study of a digitized art history project in Croatia,
and the example of such interdisciplinary collaboration is
presented in the paper by Jasenka Ferber Bogdan and Andreja
Der-Hazarijan Vukic, titled “Fine Arts Archives—Two Decades

in Digitized Art History.” It serves as an example of successful
cooperation between art historians and information science
professionals, facilitating both the international visibility of Croa-
tian art history and new forms of digital art historical analyses.

Finally, the question of DAH’s status within digital humanities,

its supporting infrastructure, and its social conditioning is the
topic of Ellen Prokop’s article “Digital Art History for the Masses?
The Role of the Public Digital Art History Lab,” discussing the
issues of privilege, access, and the future of art history, seen from
the perspective of the North American Academy.

Given that the papers gathered in this volume cover, but also
challenge and extend the majority of the categories defined by
Hubertus Kohle, it is possible to claim that the journal Zivot umjet-
nosti, building upon its own tradition of testing the disciplinary
limits, provides the readers with yet another updated overview of
the current developments within the rapidly growing realm
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S obzirom na to da radovi objavljeni u ovome svesku pokrivaju, ali
I proSiruju znacenjski i metodolo$ki obujam vecine propulzivnih
podrucja digitalne povijesti umjetnosti s ve¢ spomenutog popisa
Hubertusa Kohlea, moguée je ustvrditi kako ¢asopis Zivot umjetnosti,
oslanjajuci se na vlastitu tradiciju propitivanja disciplinarnih grani-
ca, Citateljima nudi joS$ jedan, azurirani pregled aktualnih zbivanja u
brzorastu¢em podrucju digitalne povijesti umjetnosti, koje ima za
cilj premostiti, spojiti ili—jednostavno—suociti humanisticke zna-
nosti sa stvarnoSc¢u suvremenoga digitalnog okruzenja. Vjerujemo
stoga da je ovo tematsko izdanje relevantan i pravodoban prinos
tome podrucju te osnazujuca poruka perifernoj sceni digitalne povi-
jesti umjetnosti, Ciji se inherentno kriticki stav—usprkos nedostatku
sredstava—pokazuje kao jamac inovativhog metodoloskog pristupa
i znanstveno relevantnih rezultata istrazivanja.
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of digital art history that aims to bridge, merge or simply face the
humanities with the reality of the digital. We, therefore, believe
that this thematic issue is a relevant and timely contribution

to the field, as well as an empowering message to the peripheral
DAH scene, whose inherent critical stance—despite the lack

of funding—has shown to guarantee innovative perspectives and
research results.
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