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SAZETAK

Digitalna povijest umjetnosti (engl. Digital Art History—DAH)
obuhvaca goleme skupove podataka i inovativhe metodo-
logije utemeljene na radunalnim tehnikama i kolaborativ-
nim paradigmama, obecavajuéi nove perspektive u povi-
jesti umjetnosti. Na primjer, DAH moze preusmjeriti fokus
struke s tradicionalnih istrazivac¢kih tema na manje istra-
zene aspekte—ukratko, premjestiti srediSnje preokupacije
struke kao §to su pitanja pokroviteljstva, §to je stvar intere-
sa elite, na Sire strukture koje djeluju u drustvu, ukljuéujudi
iskustva marginaliziranih. Taj pomak s centra na periferiju
nije ograni¢en na istrazivacka pitanja vezana uz DAH, nego
se Gesto odnosi i na druge aspekte, kao §to je njezin status
unutar digitalne humanistike (engl. Digital Humanities—DH),
populacija koju ona pretezno privlaci te infrastruktura (ili
infrastrukture) koja je podrzava. No unato¢ tom potencijalu
DAH je u mnogim aspektima jo$ na periferiji. U ovom ¢lanku
problematiziramo navedena pitanja u svjetlu laboratorija za
digitalnu povijest umjetnosti koji je uspostavljen u jednoj
privatno financiranoj biblioteci koja sluzi javnosti, kao pri-
mjer nadina na koji je digitalna povijest umjetnosti prisilila
sjevernoameri¢ke akademske krugove da intenzivnije raz-
misljaju o pitanjima privilegiranosti, pristupa i buduc¢nosti
povijesti umjetnosti.
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ABSTRACT

Digital Art History (DAH), which embraces massive datasets,
innovative methodologies based on computational tech-
niques, and collaborative paradigms, promises to offer new
perspectives on the history of art. For example, DAH has the
potential to shift the discipline’s focus from the traditional
topics of inquiry to less explored aspects of the field—in
short, to reposition the discipline’s central preoccupations
with the issues of patronage, which are the concerns of the
elite, to broader structures at work in a society, including
the experiences of the marginalized. This displacement
from center to periphery is not restricted to DAH research
questions, but often applies to other aspects of DAH as well:
to its status within the Digital Humanities (DH); to the de-
mographic it frequently attracts; and to the infrastructure(s)
developed to support it. Yet despite this potential, in many
respects DAH occupies the periphery. This essay problem-
atizes these issues as crystallized by the establishment of a
digital art history lab at a privately funded library that serves
the public, and explores one instance of how DAH has
forced the North American academy to reflect further on the
issues of privilege, access, and the future of art history.
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U pozivu za izlaganje na konferenciji ,,Digital Art History—Me-
thods, Practices, Epistemologies” 2018. godine organizacij-
ski odbor istaknuo je paradigmu ,,,centara mogi’ i ,novih’ pe-
riferija” kao nacin za preispitivanje ekonomske, drustvene,
politicke i kulturne dimenzije digitalne povijesti umjetnosti
(engl. Digital Art History—DAH). Rije¢ je bila o zaokretu s ob-
zirom na etablirane okvire, do kojega je i trebalo doéi: DAH
na vise nacina zauzima mjesto na periferiji i to mjesto tako-
der tematizira. Za mnoge predstavnike ovog podrucja vazan
ishod primjene racunalnih i analiti¢kih tehnika na izu¢avanje
tema iz povijesti umjetnosti upravo je tematsko premjesta-
nje na margine. Primjerice, u svojem izlaganju na simpoziju
»Art History in Digital Dimension”, odrzanom u listopadu 2016.
godine, Paul B. Jaskot ustvrdio je kako DAH pristupa temama
koje se ti¢u razmjera uginkovitije od monografskog pristupa.
»Digitalne metode ustraju na granularnom i zahtijevaju veli-
ke skupove podataka”, kako je primijetio, decentralizirajuci
time konvencionalne teme povijesti umjetnosti. Koristenje
velikim skupovima podataka poput baze zbirki Muzeja mo-
derne umjetnosti u New Yorku, koja je slobodno dostupna
putem interneta,’ u sprezi s digitalnim mapiranjem i mrez-
nim platformama za analizu, nudi istrazivaéima moguénost
da izu¢e ova umjetni¢ka djela na nove, dinami¢ne nadine.
Ovi veci skupovi podataka i alati potrebni za rad s njima po-
ticu znanstvenike da proSire svoje interese izvan specific-
noga umjetni¢kog djela, narudzbe ili pokrovitelja—ustaljenih
tema povijesti umjetnosti—i posvete se pitanjima poput ma-
terijala, rada, umrezavanja i kretanja djela. Kao $to je Jaskot
zakljucio, to je prilika da se nasa pozornost odvrati od po-
kroviteljstva (8to je u biti izu¢avanije elite) i preusmjeri na
odnos vecih struktura drustva i vecih skupina djela, §to mo-
tivira istrazivace za otkrivanje propusta i pristranosti u za-
pisima povijesti te ih poti¢e da istraze §to umjetnost otkriva
o drustvu kao cjelini.?

Ovaj pomak s centra na periferiju nije ograni¢en samo na
istrazivacka pitanja povezana s digitalnom povije§¢u umjet-
nosti, nego se Gesto ti¢e i njezinih drugih aspekata, kao §to
su njezin status unutar digitalne humanistike (engl. Digital
Humanities—DH), populacija koju uglavnom privlaéi i infra-
struktura koja je podrzava. U ovom ¢lanku problematiziramo
navedena pitanja u svjetlu laboratorija za digitalnu povijest
umjetnosti koji je uspostavljen u jednoj privatno financi-
ranoj istrazivackoj ustanovi koja sluzi javnosti. Kroz opis
Laboratorija za digitalnu povijest umjetnosti (DAHL) i njego-
va programa predstavit ¢u nacin na koji je digitalna povijest
umjetnosti prisilila sjevernoameri¢ke akademske krugove i
sektor kulturne bastine da intenzivnije razmisljaju o socio-
loskim i kulturnim pitanjima koja su u srediStu danasnjega
akademskog diskursa u SAD-u—pitanjima privilegiranosti,
dostupnosti i buduénosti u kontekstu humanisti¢kih znano-
sti, posebice povijesti umjetnosti. DAH iznova mapira stru-
ku povijesti umjetnosti na neocekivane nacine, a iskustvo
DAHL-a nudi priliku za kriticku refieksiju na terenu. 1

Dostupno online, vidi: ,The Museum of Modern Art

(MoMA) Collection”.

2

Jaskot, ,Digital Art History: Old Problems, New Debates, and Critical
Potentials”.

Y
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Available online, see: “The Museum of Modern Art

(MoMA) Collection.”

2

Jaskot, “Digital Art History: Old Problems, New Debates, and
Critical Potentials.”
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In the call for papers to the 2018 conference “Digital Art
History-Methods, Practices, Epistemologies,” the organiz-
ing committee offered the paradigm of “‘power centres’
and ‘new’ peripheries” as a means to examine the eco-
nomic, social, political, and cultural dimensions of Digital
Art History (DAH). This is a twist on the well-established
framework, and it is appropriate: in many ways DAH occu-
pies and even thematizes the periphery. For many propo-
nents of the field, an important outcome of the application
of computational and analytical techniques to the study
of art-historical subjects is a repositioning of the topics of
inquiry to the margins. For example, in his keynote address
to the symposium “Art History in Digital Dimensions”
held in October 2016, Paul B. Jaskot argued that DAH at-
tends to issues of scale more effectively than a mono-
graphic approach. “Digital methods insist on the granular
and demand large datasets,” he observed, and thus decen-
ter the conventional art-historical themes. The use of large
datasets such as the collections database of the Museum
of Modern Art in New York, which is freely available online,’
in conjunction with digital mapping and network analysis
platforms, affords researchers the possibility to examine
these works of art in dynamic new ways. These larger data
sets, and the tools needed to work with them, encourage
scholars to expand their interests beyond a single work

of art, commission, or patron—the established topics

of art-historical study—and explore issues such as the ma-
terials, labor, networking, and the movement of objects.
As Jaskot concluded, the opportunity to shift our attention
away from patronage (in essence, the study of the elite)
and refocus on the relationship between the larger struc-
tures of society and larger groups of objects motivates

the researchers to reveal omissions and biases in the art-
historical record at the same time as it encourages them to
explore what art reveals about the society as a whole.?

This displacement from center to periphery is not re-
stricted to DAH research questions, but frequently applies
to other aspects of DAH as well: to its status within the
Digital Humanities (DH); to the demographic it often
attracts; and to the infrastructure developed to support
it. This essay problematizes these issues as crystallized
by the establishment of a digital art history lab at a pri-
vately funded research institution with a public mandate.
Through a description of the Digital Art History Lab
(DAHL) and its programming, I present one example of
how DAH has forced the North American academy and
cultural heritage sector to reflect further on sociological
and cultural issues that are at the center of academic
discourse in the United States today—issues of privilege,
access, and the future of the humanities, especially art
history. DAH is remapping the discipline of art history
in unexpected ways, and the experience of the DAHL of-
fers an opportunity for critical reflection on the field.

-
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LABORATORIJ ZA DIGITALNU
POVIJEST UMJETNOSTI (DAHL) — FRICK
ART REFERENCE LIBRARY

Helen Clay Frick (1888.—1984.), kéi industrijalca i kolekcio-
nara umjetnina Henryja Claya Fricka (1849.—1919.), osnovala
je 1920. godine Referentnu umjetnic¢ku knjiznicu Frick (Frick
Art Reference Library) u New Yorku u spomen na svojeg oca
i kao realizaciju njegove zelje da potice i razvija istraziva-
nja u likovnoj umjetnosti i srodnim podrug¢jima.® Ustanova je
sastavni dio Zbirke Frick (The Frick Collection), galerije sta-
rih majstora pridruzene Knjiznici u kojoj se nalazi privatna
zbirka Henryja Claya Fricka. Njezino je osnivanje, medutim,
prethodilo otvaranju galerije za javnost petnaest godina i
stoga se Knjiznica razvila kao neovisan istrazivacki centar.*
Temeljna zbirka Knjiznice bio je Fotoarhiv, studijska zbir-
ka reprodukcija likovnih i dekorativnih umjetnosti zapadne
tradicije iz razdoblja od 4. do sredine 20. stoljeca, za koju
se Helen Clay Frick nadala da ¢e znatno unaprijediti prou-
Gavanje povijesti umjetnosti u SAD-u. U prvim desetlje¢ima
20. stoljec¢a ovo podrucje nije bilo dio standardnoga nastav-
nog plana i programa na sveuciliStima Sjeverne Amerike, a
njegov napredak ometalo je nekoliko ¢imbenika, ukljudujudi
¢injenicu da su kvalitetne fotografije umjetnickih djela bile
skupe i ¢esto nedostupne mnogim studentima i znanstve-
nicima. Knjige iz 19. stolje¢a o temama iz povijesti umjet-
nosti sadrzavale su malo ilustracija, a medu njima su ¢esto
bile grafike, reprodukcije koje su izvorni predmet prevele u
crno-bijelu sliku, znatno promijenivsi njegovu modelaciju,
teksturu i kompoziciju. Vecina istraziva¢a morala je putova-
ti u svrhu istrazivanja, a to je malo tko sebi mogao priuéti-
ti te je samim tim ovo podrucje bilo ¢vrsto pozicionirano u
krugovima bogatih u¢enjaka i amatera. Cilj Helen Clay Frick
da stvori opseznu studijsku zbirku fotografija koje ¢e biti
dostupne javnosti i potaknuti nova istrazivanja bio je de-

ELLEN PROKOP

Slika 1. Digitalni arhiv Kolecije Frick. (Izvor: http://https://digitalcollections.
frick.org/) / Figure 1. The Frick Collection's digital archive. (Source:
https:/digitalcollections. frick.org/)

mokrati¢an i inovativan, s obzirom na to da su ona i njezi- ¢

ni suradnici u promicanju ovog podruc¢ja primjenjivali novu
tehnologiju—fotografiju.® Nisu svi znanstvenici podrzali nje-
zine napore: odrazavajuci aktualnu kritiku primjene novih
tehnologija na ovakva istrazivanja, mnogi su povjesnigari
umjetnosti krajem 19. i poetkom 20. stoljeca izrazili nego-
dovanje zbog upotrebe fotografija kao zamjene za prou¢ava-
nje na licu mjesta. Poznata je kritika Richarda Krautheimera
(1897.-1994.) kako grije$e oni povjesnic¢ari umjetnosti koji
vjeruju da ,stare ili nove fotografije, koje su snimili njihovi
prijatelji, mogu zamijeniti osobni dozivljaj”.® Ovi znanstve-
nici nisu samo dovodili u pitanje neutralnost i objektivnost
fotografije nego su takoder smatrali da ti navodno nepristrani
zapisi ignoriraju pitanja razmjera, konteksta i uloge proma-
tra¢a.” No unato¢ takvim prigovorima, fotoarhivi poput onoga
koji je osnovala Helen Clay Frick pomogli su u preoblikovanju
struke. Zahvaljujuéi razvoju fotoarhiva za istrazivanja povi-
jesti umjetnosti, istrazivaci su sada mogli konzultirati tisu-
¢e umjetnic¢kih djela diljem svijeta s prate¢om dokumenta-
cijom, usporediti ih i klasificirati. Kao §to je Wilhelm Libke
(1826.-1893.) napomenuo 1873. godine, ,,nijednom tehni¢-
kom pomagalu danasnja povijest umjetnosti ne duguje to-
liko kao fotografiji. Fotografija je ta koja nam je omogucila

105/2019

3
Knox, The Story of the Frick Art Reference Library, 8-9.

Bailey, Building The Frick Collection, 9.
5
Knox, The Story of the Frick Art Reference Library, 39, 62-63 i 91-92.

Navod prema: Caraffa, ,From ,Photo Libraries’ to ,Photo Archives’”,
16. Istini za volju, Krautheimer nije bio sasvim u krivu: kako isti¢e
James Elkins, povijest umjetnosti na temelju reprodukcija itekako se
razlikuje od one koja je u neposrednom dodiru s predmetom. Vidi:
Elkins, ,What Are We Seeing, Exactly?”.

7

Prema misljenju Costanze Caraffa, ovo pitanje postaje sve aktualnije
s usponom digitalne tehnologije, koja je ,omogucila svakome da
intervenira u fotografske slike”. Caraffa, ,From ,Photo Libraries’ to
,Photo Archives’”, 20.
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3

Knox, The Story of the Frick Art Reference Library, 8-9.
4

Bailey, Building The Frick Collection, 9.

5

Knox, The Story of the Frick Art Reference Library, 39, 62-63, 91-92.

6

Quoted in Caraffa, “From ‘Photo Libraries’ to ‘Photo Archives’,”

16. To be fair, Krautheimer did raise an important point: as James
Elkins has discussed, the type of art history constructed from
reproductions is very different from that engaged with the object.
See Elkins, “What Are We Seeing, Exactly?”

7

As Costanza Caraffa contends, this issue has become of increasing
concern with the rise of digital technology, which “has placed the
means of intervening in photographic images with everyone’s grasp.”

999

Caraffa, “From ‘Photo Libraries’ to ‘Photo Archives’” 20.
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THE FRICK ART
REFERENCE LIBRARY’S DIGITAL
ART HISTORY LAB

In 1920, Helen Clay Frick (1888-1984), daughter of the in-
dustrialist and art collector Henry Clay Frick (1849-1919),
founded the Frick Art Reference Library in New York City
to commemorate her father and further his ambition to en-
courage and develop research in the fine arts and related
fields.® The institution is an integral part of The Frick Col-
lection, an old master gallery adjacent to the Library that
houses the private collection of Henry Clay Frick. Its es-
tablishment, however, preceded the opening of the gallery
to the public by fifteen years; hence, the Library developed
as an independent research center.* The founding collec-
tion of the Library was the Photoarchive, a study collection
of reproductions of fine and decorative arts in the Western
tradition produced from the fourth to the mid-twentieth
century, which Helen Clay Frick hoped would significantly
advance the study of art history in the United States. In the
first decades of the twentieth century, this field of study
was not part of the standard curriculum at North Ameri-
can universities and its progress was hindered by several
factors, including the fact that high-quality photographs
of works of art were expensive, often prohibitively so for
many students and scholars. Nineteenth-century books

on art-historical subjects featured few illustrations, and
those included were often engravings, reproductions that
translated the original object into a black-and-white image,
significantly altering its modeling, texture, and composi-
tion. Most researchers had to travel to complete their work,
which was an option few could afford and thereby posi-
tioned the field firmly in the province of wealthy schol-

ars and amateurs. Helen Clay Frick’s objective to form

an extensive study collection of photographs that would
be made freely available to the public and stimulate new
scholarship was therefore democratic as well as innovative,
since she and her staff were utilizing a new technology—
photography—to promote a field of study.® Not all schol-
ars supported her efforts: echoing current criticism of the
application of new technologies to art-historical research,
many art historians of the late nineteenth and early twen-
tieth centuries deplored the use of photographs as a sub-
stitute for on-site study. Richard Krautheimer (1897-1994)
famously criticized the misplaced confidence of those art
historians who believed that “old or new photos, taken

by friends, could replace actual inspection.”® These schol-
ars not only questioned the neutrality and objectivity of
the photograph, they were also concerned that issues

of scale, context, and viewer engagement were elided by
these supposedly impartial documents.” Yet despite their
apprehension, photoarchives like that formed by Helen
Clay Frick helped to reshape the discipline. With the devel-
opment of art-historical photoarchives, researchers were
able to consult thousands of reproductions of works of art
from across the globe with accompanying documentation,
compare them, and classify them. As Wilhelm Liibke (1826-
1893) noted in 1873, “To no technical aid of the present
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komparativna izu¢avanja sa sigurno$c¢u na koju vise nisu
utjecali promjena subjektivnog raspolozenja, osvjetljenje,
doba dana i mjesto gdje se umjetnina ¢uva.”® Omogudujugi
usporedbe nekoliko supostavljenih umjetnic¢kih djela—zna-
tan napredak u odnosu na paralelno promatranje parova slika
koje je Heinrich Wolfflin (1864.-1945.) projicirao na svojim
predavanjima na Sveusili$tu u Berlinu®*—fotoarhivi su moti-
virali kriticki razvoj likovnih istrazivanja i ekspertize tijekom
prvih desetljeéa 20. stoljeca, preusmjeravajuci fokus struke
s biografija na analizu stila.”

Otprilike 1,2 milijuna reprodukcija prikupljeno je i katalogi-
zirano u Knjiznici od njezina osnutka. Knjiznica trenuta¢no
digitalizira ovu zbirku i otprilike trideset posto besplatno je
dostupno na internetu za prou¢avanje i preuzimanje putem
digitalnog arhiva ustanove, Frick Digital Collections.” Do
1.sije¢nja 2021. Knjiznica planira postaviti na mrezu dodat-
nih 500 000 reprodukcija. Sljedeci je korak u procesu digi-
talizacije rjeSavanje problema otkrivanja i upotrebe slika, §to
poti¢e osoblje Knjiznice da kriti¢ki razmislja o budu¢nosti
ove studijske zbirke. Povecan pristup slikama koristan je za
struku, ali pukim omogucavanjem pristupa Knjiznica ne udo-
voljava nalogu Helen Clay Frick da poti¢e i razvija izu¢ava-
nje likovne umjetnosti. Umjesto toga, upala je u zamku koja
opcenito prijeti struci povijesti umjetnosti: iako je osoblje
KnjiZznice u potpunosti prihvatilo digitalizaciju, nije uspjela
razviti alate i metodologije koji bi istraziva¢ima omogudili da
maksimalno iskoriste prednosti njezine grade.™

Stoga je Referentna umjetni¢ka knjiznica Frick, u nastoja-
nju da podupre digitalnu povijest umjetnosti, u rujnu 2014.
osnovala Laboratorij za digitalnu povijest umjetnosti (DAHL).
Laboratorij pruza studentima, umjetnicima, znanstvenicima,
struénjacima za trziSte umjetnina, muzejskim djelatnicima
i neovisnim istraziva¢ima informacije o metodama digital-
ne povijesti umjetnosti i najnovijim digitalnim projektima
putem predavanja te ih opskrbljuje alatima i obukom koja
im je potrebna za Sirenje potencijalnih istrazivac¢kih pitanja
putem radionica o temama koje se krec¢u od mreznih plat-
formi do softvera za digitalno mapiranje. Dodatne funkcije
DAHL-a uklju¢uju platformu za dijeljenje projekata i razvoj
novih rac¢unalnih alata za istrazivanja u povijesti umjetnosti,
kao §to je ARt Image Exploration Space (ARIES), softver koji
omogucduje korisnicima da manipuliraju slikama na nacin
koji funkcionira poput rasvjetne kutije u virtualnom prosto-
ru te da ih organiziraju, grupiraju, usporeduju i anotiraju.”
DAHL je takoder uklju¢en u niz projekata za popularizaciju
digitalnih resursa Knjiznice, ukljuéujudi inicijativu koja se
koristi tehnologijama racunalnog vida kako bi se omogu-
Gilo brze i preciznije pretrazivanje viSestrukih i visejezic¢-
nih baza podataka, $to je neprocjenijiv alat za svaku buducu
suradnju sa stranim institucijama." Naposljetku, Knjiznica
se povezala s Odjelom za statistiku Sveucilista u Stanfordu
kako bi istrazila najnovije napretke u umjetnoj inteligenciji
i strojnom ugenju radi automatizacije sortiranja i klasifika-
cije slika. Pilotski projekt stanfordskog tima usredotogen je
na skup podataka od oko 30 000 reprodukcija ameri¢kih
portreta te primjenjuje VGG—popularnu arhitekturu duboke

105/2019
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Slika 2. ARIES—ARt Image Exploration Space. Alat za usporedbu.

(Izvor: https://artimageexplorationspace.com/) / Figure 2. ARIES—

ARt Image Exploration Space. Comparison tool. (Source: https:/
artimageexplorationspace.com/)

T

8

Navod prema: Isto, 14-15.

9

Langmead, ,Art and Architectural History and the Performative,
Mindful Practice of the Digital Humanities”.

10

Reist, ,Photograph Archives and Scholarship”, 386.

i

Dostupno online, vidi: ,Frick Digital Collections”.

12

Drucker, ,Is There a ,Digital’ Art History?”, 7.

13

Dostupno online, vidi: ,,Art Image Exploration Space”. Vidi i:
Bury, ,Museum Libraries and Archives in the Digital 21st Century”,
488.

14

Weber, ,Uninterrupted Research”.
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time is art history so indebted as it is to photography.

It was really photography that first enabled us to conduct
comparative studies with a security no longer influenced
by changing subjective moods, lighting, time of day, and
site of conservation.”® By allowing for side-by-side com-
parisons of several works of art—a substantial improve-
ment on the simultaneous pairs of images that Heinrich
Wolfflin (1864-1945) projected in his lectures at the Univer-
sity of Berlin®— photoarchives motivated critical develop-
ments in visual studies and connoisseurship during the
first decades of the twentieth century, shifting the disci-
pline’s focus from biography to the analysis of style.'

Approximately 1.2 million reproductive images have
been acquired and catalogued at the Library since its
establishment. The Library is currently digitizing this
collection and at present, approximately thirty per cent
is freely available online for consultation and download
through the institution’s digital archive, Frick Digital
Collections."” Before 1 January 2021, the Library plans to
upload an additional 500,000 reproductions. The next
step in the digitization process is to address how these
images will be discovered and used, an issue that is
challenging Library staff to think critically regarding the
future of this research collection. Providing increased
access to these images is beneficial to the discipline, but
by merely providing access, the Library is not supporting
Helen Clay Frick’s mandate to encourage and develop
the study of the fine arts. Instead, it has fallen into the
trap that has plagued the discipline of art history at large:
while the Library’s staff has fully embraced digitization,
it has failed to promote the tools and methodologies that
would allow researchers to maximize the benefits

of these materials."”

Therefore, to support the practice of DAH, the Frick Art
Reference Library established the Digital Art History Lab
(DAHL) in September of 2014. The Lab provides students,
artists, academics, art market professionals, museum

staff, and independent scholars with information about
the methods of DAH and recent digital projects through
lectures and furnishes them with the tools and training
they need to expand the potential of their research ques-
tions through workshops on topics ranging from network-
ing platforms to digital mapping software. Additional
functions of the DAHL include providing DAH practition-
ers with a platform for the dissemination of their projects
and developing new computational tools for art-histori-
cal research such as the ARt Image Exploration Space
(ARIES), software that allows the users to manipulate imag-
es in a manner similar to a light box in a virtual space and
organize, group, compare, and annotate them."” The DAHL
is also involved in a series of projects to expand audience
engagement with the Library’s digital resources, includ-
ing an initiative that utilizes computer vision technologies
to allow for faster and more accurate searching across
multiple multi-lingual databases, an invaluable tool for any
future collaboration with foreign institutions."
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neuronske mreze—kako bi razvio automatske klasifikatore
slika koji mogu postati mocéni alati u stvaranju metapodata-
ka i pronalazenju slika. Preliminarni eksperimenti obecéava-
ju, a bududi rad uklju¢uje Sirenje rezultata ovoga pilotskog
projekta na gitavu zbirku Fotoarhiva.™

Trenutaéno DAHL suraduje s lokalnim 8kolama na projektu
popularizacije Digitalne zbirke medu mladima.'® lako Knji-
znica tradicionalno sluzi odraslima koji se bave izu¢avanjem
likovnih umjetnosti, njezine zbirke—kako analogne tako i
digitalne—nisu dragocjene samo za istrazivanja u povijesti
umjetnosti, nego i za izu¢avanje srodnih predmeta, od eu-
ropske i ameri¢ke povijesti do digitalne humanistike. Nadalje,
ustanova ne mora sluziti samo odraslim osobama: buduci da
se smanjivanje budzeta za osnovne i srednje $kole manife-
stira u sve manjem broju sati nastave likovne umjetnosti, po-
sebno u ¢etvrtima s niskim prihodima, potrebni su obrazovni
programi koji ¢e razvijati vje$tine razumijevanja, usvajanja
i tumacenja slika. DAHL je stoga u jedinstvenom polozaju
da ponudi djelomi¢no rjeSenje razvojem grade za nastavne
programe i digitalnih resursa za obvezne predmete poput
povijesti te znanosti o drustvu i okoliSu, promi¢uci vizualnu
pismenost integriranjem slika i arhivskog materijala koji su
dostupni u digitalnom arhivu ustanove.

No unato¢ svojem dosegu i produktivnosti, DAHL se ¢esto
nade na marginama digitalne znanosti. Domadi i strani znan-
stvenici ¢esto nisu upoznati s Laboratorijem i njegovim pro-
jektima, a nastojanja oko razvoja partnerstva izmedu DAHL-a
i lokalnih sveugilista zapinju zbog problema s prora¢unom,
pitanja autorstva i upravljanja projektima, kao i problema koji
se odnose na transparentnost, distribuciju rezultata i autor-
ska prava. Na primjer, DAHL Zeli objavljivati skupove podata-
ka koji ¢ine osnovu digitalnih, mrezno dostupnih projekata
ustanove kako bi svi istraziva¢i mogli provjeravati rezulta-
te i koristiti se informacijama za nove projekte. Ova politika
Gesto, medutim, izaziva sukobe sa sveuciliSnim nastavnim
osobljem u humanisti¢kim znanostima, posebno onima koji
pristupaju izborima u zvanja. Oni se protive objavljivanju svo-
jih podataka—izvornih istrazivanja u sirovom obliku—prije
recenziranja, zato $to ne postoje nacini da zastite svojrad i
osiguraju priznanje svojih postignuca jer skupovi podataka
ne ispunjavaju zakonske uvjete potrebne za zastitu autor-
skih prava u SAD-u. Tako pitanja transparentnosti i pristupa
ometaju potencijalne saveze izmedu DAHL-a i akademske
zajednice.

Jo$ je veci problem ¢&injenica da i sam Laboratorij djeluje
na periferiji programa Zbirke Frick i Referentne umjetni¢-
ke knjiznice Frick. Trenuta¢no DAHL nema vlastiti namjen-
ski prostor ni prora¢un. Osoblje Knjiznice mora se snalazi-
ti i oslanjati na velikodus$nost lokalne zajednice digitalne
humanistike kako bi nastavilo provoditi misiju Laboratorija,
uklju¢ujuci angaziranje voditelja za radionice o digitalnim
alatima i platformama. Djelujuci na marginama u viSe pogle-
da, Knjiznica je pokrenula inicijativu koja mozda i nije odrzi-
va. No ako ustanova Zeli ispuniti svoju misiju kako ju je for-
malizirala njezina osnivacica, odnosno poticati istrazivanje
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Finally, the Library has partnered with the Stanford
University’s Department of Statistics to explore recent break-
throughs in Artificial Intelligence and machine learning

to automate sorting and classification of images. As a pilot
project, the Stanford team is focusing on a dataset of ap-
proximately 30,000 reproductions of American portraits and
applying VGG—a popular deep neural network architecture—
to develop automatic image classifiers that have the potential
to become powerful tools in metadata creation and image
retrieval. Preliminary experiments have been promising

and future work involves expanding the results of this pilot
project to the entirety of the Photoarchive’s collection.'

Currently, the DAHL is collaborating with local schools

on a project to broaden the audience for the Frick Digital
Collections.' Although the Library has traditionally served
adults focused on the study of fine arts, the institution’s
collections—both analog and digital—are valuable not only
for art-historical research, but also for the study of related
subjects, from European and American history to the
Digital Humanities. Furthermore, the institution need not
serve adults only: as decreases in elementary and middle
school funding translate to fewer fine arts classes, especially
in low-income neighborhoods, educational programs that
develop skills in understanding, negotiating, and interpret-
ing images are needed. The DAHL is therefore in the unique
position to offer a partial solution: the development of
curriculum materials and supporting digital resources for
required history, social studies, and environmental science
courses that promote visual literacy through the integration
of images and archival materials available on the institu-
tion’s digital archive.

15

Vidi: Han, Papyan, ,,Experiences with Deep Learning for Multi-Label
Art Classification”.

16

Vidi: ,Frick Digital Collections”.

17

Bentkowska-Kafel, ,Debating Digital Art History”, 56.
18

Vaughan, ,The Automated Connoisseur”, 221.

19

Navod prema: Zweig, ,Forgotten Genealogies”, 44.
20

Isto, 40—41.
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na podrucju likovne umjetnosti i srodnih disciplina, onda
nema drugog izbora nego nastaviti. Ako se Zeli da povijest
umjetnosti u Sjevernoj Americi napreduje, svi odrasli za-
interesirani za umjetnost zahtijevat ¢e pristup otvorenim
zbirkama, zajednici s kojom ¢e modi dijeliti, raspravljati i
razvijati svoja istrazivanja te digitalnim alatima, koji postaju
sve potrebniji za otkrivanje, navigaciju i organizaciju ekspo-
nencijalno rastuce koli¢ine informacija koje objavljuju usta-
nove kulturne bastine.

POUKE IZ ,DUGE POVIJESTI”
DIGITALNE POVIJESTI UMJETNOSTI U VELIKOJ
BRITANIJI I SJEVERNOJ AMERICI

lako mnogi povjesniéari umjetnosti smatraju DAH novijim ra-
zvojem u povijesti umjetnosti, to podrudje ustvari ima prilic-
no dugu povijest. Kao §to pokazuju Benjamin Zweig i Anna
Bentkowska-Kafel, stru¢njaci poput Everetta Ellina (1928.-
2011.), prvog izvr$nog direktora Muzejske rac¢unalne mreze
(Museum Computer Network), postavili su temeljna na¢e-
la i metode za digitalnu povijest umjetnosti jo§ pocetkom
1960-ih godina, a istrazivaci i nastavnici primjenjuju racu-
nalne alate i tehnike u pitanjima povijesti umjetnosti barem
od 1980-ih.” Jedna od najcjenjenijih medu tim ranim inicija-
tivama bio je projekt Morelli na ¢elu s Williamom Vaughanom,
profesorom povijesti umjetnosti na Birkbeck Collegeu (da-
nasnji Birkbeck) Sveugili§ta u Londonu. Projekt je nazvan
po talijanskom struénjaku Giovanniju Morelliju (1816.-1891.),
koji je nastojao prepoznati umjetnicki ,,rukopis” analiziraju-
¢éi klju¢ne detalje koje je umjetnik navodno dosljedno izvo-
dio,"™ a bila je rije¢ o alatu za prepoznavanje obrazaca koji je
analizirao i klasificirao formalna svojstva slike, nudeci tako
Lvizualni ekvivalent ,pretrazivanju rije¢i’”." Druga vazna
prekretnica u razvoju digitalne povijesti umjetnosti bilo je
osnivanje skupine Computers and the History of Art (CHArt)
1985. godine u svrhu promicanja interakcije medu povjesni-
Garima umjetnosti, muzejskim profesionalcima i informatic-
kim tehnolozima.?®

15

See: Han and Papyan, “Experiences with Deep Learning for Multi-
Label Art Classification.”

16

See: “Frick Digital Collections.”

(196-213)

DIGITAL ART HISTORY FOR THE MASSES? THE ROLE
OF THE PUBLIC DIGITAL ART HISTORY LAB

Yet despite its reach and productivity, the DAHL often
finds itself at the margins of digital scholarship. Local and
international academics are frequently unaware of the
Lab and its projects, while efforts to develop partnerships
between the DAHL and local universities have been
frustrated by budgeting concerns, issues of authorship
and project management, and problems relating to tran-
sparency, the dissemination of results, and copyright.

For example, the DAHL is committed to publishing the
datasets supporting institutional digital projects online so
that all researchers may confirm the results and use this
information for additional projects. This policy, however,
causes conflict among many university professors in the
humanities, especially those seeking tenure. They object
to the dissemination of their data—their original research
in its raw form—before its peer-reviewed publication
because there is no means of protecting their labor and
securing recognition for their achievement, since datasets
do not meet the legal requirements necessary for copy-
right protection in the United States. Thus, issues of trans-
parency and access stymie potential alliances between
the DAHL and the academic community.

Of greater concern is the fact that the Lab itself operates
on the periphery of The Frick Collection and the Frick
Art Reference Library’s programming. Currently, the
DAHL has no dedicated space or budget. Library staff has
had to be resourceful and rely on the generosity of the
local Digital Humanities community to fulfill the Lab’s
mission, including recruiting instructors for workshops
on digital tools and platforms. By operating on the mar-
gins in multiple ways, the Library has launched an initia-
tive that may not be sustainable. Yet if the institution is

to fulfill its mission as formalized by its founder—that is,
to encourage research in the fine arts and related fields
—then it has no choice but to continue. If art-historical
scholarship in North America is to advance, all adults in-
terested in the arts will require access to open collections;
to a community with which to share, discuss, and develop
their scholarship; and to digital tools, which are becom-
ing increasingly necessary to the discovery, navigation,
and organization of the exponentially increasing amount
of information released by cultural heritage institutions.

LESSONS FROM THE “LONG HISTORY”
OF DIGITAL ART HISTORY IN THE UNITED
KINGDOM AND NORTH AMERICA

Although many art historians consider DAH a recent de-
velopment in the discipline of art history, the field can
claim a lengthy history. As Benjamin Zweig and Anna
Bentkowska-Kafel demonstrate, art professionals such as
Everett Ellin (1928 -2011), the first Executive Director of
the Museum Computer Network, prescribed the founding
principles and methods of DAH as early as the 1960s,

and researchers and educators applied computational
tools and techniques to art-historical questions from at
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Iduce su se godine Getty Trust i Cetiri repozitorija Savjeto-
davne skupine za arhitektonske crteze (Architectural Draw-
ings Advisory Group—ADAG) zajednicki bavili problemom
razli¢itih postupaka katalogizacije koji se primjenjuju za
dokumentiranje povezanih crteza. Njihov zadatak nije bio
samo testirati nove sustave katalogizacije koji su obec¢avali
bolju standardizaciju nego i primijeniti tu praksu kako bi se
definirala nova istrazivacka pitanja i parametri ,,elektronic¢-
koga istrazivackog okruzenja”, ambicija koja je, kako pri-
mjecuje Zweig, ,bila nov korak u konceptualizaciji sjecista
povijesti umjetnosti i informati¢ke tehnologije”.?' Godine
1990. Birkbeck College uveo je poslijediplomski studij pri-
mjene ra¢unala za povijest umjetnosti, prete¢u studija
za MA DAH (engl. Master of Arts in Digital Art History). Na
tom su studiju predavali Vaughan, struénjak za fotografi-
ju Anthony Hamber i racunalni znanstvenik Kirk Martinez,
koji su od 1989. do 1992. bili uklju¢eni u europski projekt
Esprit I, poznat i kao Visual Art System for Archiving and
Retrieval of Images (VASARI).?? Ova inicijativa, koja je do-
bila financiranje od oko dva milijuna ameri¢kih dolara, pro-
izvela je prototip skenera, kao i metodoloSku osnovu za
precizno reproduciranje slika u boji za potrebe istraziva-
nja, dokumentacije i konzervacije.?® Godinu dana kasnije
King’s College u Londonu otvorio je Centar za racunalstvo
u humanisti¢kim znanostima (preimenovan 2011. u Odjel
za digitalnu humanistiku), koji je imao vlastiti akademski
program i istodobno je pruzao podré§ku DH-projektima na
cijelom sveugilistu. U svjetlu ovih mnogobrojnih pionirskih
napora Bentkowska-Kafel s pravom je zakljucila kako je bilo
potrebno ,frustrirajuée” mnogo vremena da digitalna povi-
jest umjetnosti privu¢e pozornost i zaintrigira mastu vecéeg
dijela suvremenih povjesni¢ara umjetnosti; kako napomi-
nje, ,tendencija je tretirati i definirati [DAH] kao da je rije¢

o inovaciji”. #

To &to se na DAH gleda kao na ,inovaciju” zabrinjavajuc¢e
je i ukazuje na vece probleme koji bi mogli Stetiti struci.
Ci-njenica da veéina suvremenih povjesni¢ara umjetnosti,
¢ak i oni koji su zainteresirani za DAH, nisu upoznati s pro-
jektima Morelli i VASARI pokazuje nedostatak odrzivosti i
vidljivosti mnogih projekata digitalne povijesti umjetnosti
unato¢ njezinu potencijalu da stvori platforme za u¢inkovi-
to $irenje informacija.?® lako ¢e odrzivost i dalje predstav-
ljati izazov jer tehnolo$ka zastarjelost ostaje stvarnost,
vidljivost i Sirenje informacija pitanja su koja bi se treba-
la lak$e rijesiti. Drustvo umjetnic¢kih knjiznica Sjeverne
Amerike (The Art Libraries Society of North America—ARLIS
/NA) ponudilo je moguce rjeSenje kroz predlozenu im-
plementaciju anotiranoga internetskog kataloga DAH-
projekata: The Digital Art History Directory.?® Ipak, do pokre-
tanja ovog direktorija komplikacije u komunikaciji i dalje ¢e
ometati napredak. Treci je problem ve¢ spomenuto pitanje
suradnje i transparentnosti. Ako akademski svijet ne utvr-
di u¢inkovit sustav recenziranja i priznavanja DAH projeka-
ta, kao i na¢in na koji bi svi ¢lanovi projektnog tima dobili
odgovarajuée priznanje i naknadu za svoj doprinos, sukobi
povezani s hijerarhijom i natjecanjem ometat ¢e smisle-
no i djelotvorno partnerstvo i mentorstvo. U kombinaciji
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least the 1980s.” One of the most acclaimed of these early
initiatives was the Morelli project headed by William Vaughan,
a professor of art history at Birkbeck College (now Birkbeck),
University of London. The project, named for the Italian con-
noisseur Giovanni Morelli (1816-1891) who sought to identify
an artist’s “hand” through the analysis of key details that

the artist supposedly executed consistently,' was a pattern
recognition tool that analyzed and classified formal qualities
of images, thereby offering the “visual equivalent of the

word search’ [featurel.”'® Another significant milestone for
the development of DAH was the establishment in 1985 of the
Computers and the History of Art (CHArt) group to promote
interaction between art historians, museum professionals,
and information technologists.?® The following year, the Getty
Trust and four repositories of the Architectural Drawings
Advisory Group (ADAG) jointly tackled the issue of disparate
cataloging practices used for documenting related drawings.
Their task was not only to test new cataloging systems that
promised increased standardization, but also to employ such
practices to discern new research questions and define the
parameters of an “electronic research environment,” an ambi-
tion that, as Zweig observes, “was at the cutting edge of con-
ceptualizing the intersection of art history with information
technology.”®' In 1990, Birkbeck College introduced a mas-
ter’s program in Computer Applications for the History of Art,
the predecessor of their MA DAH degree. Faculty members
active in the program included Vaughan, photographer expert
Anthony Hamber, and computer scientist Kirk Martinez, all
of whom were involved from 1989 to 1992 in the European Es-
prit IT project, also known as the Visual Art System for Archiv-
ing and Retrieval of Images (VASARI) project.?? This initiative,
which received approximately $2,000,000 (USD) in funding,
produced both a prototype scanner as well as the methodo-
logical basis for accurate color reproduction of paintings for
the purposes of research, documentation, and conservation.?®
One year later, King’s College London inaugurated the Centre
for Computing in the Humanities (renamed the Department
of Digital Humanities in 20r11), which directs its own academ-
ic program while providing support to DH projects across

the institution. In light of these manifold pioneering efforts,
Bentkowska-Kafel is right to conclude that it has taken a “frus-
tratingly” long time for DAH to capture the attention, and the
imagination, of the majority of contemporary art historians;
as she notes, “The tendency is to discuss and define [DAH]
through its presumed novelty.”?*

‘
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ova nerijeSena pitanja mogu objasniti zasto je digitalna po-
vijest umjetnosti u Sjedinjenim Ameri¢kim Drzavama za-
stala na razini projekta, modela koji ne sluzi struci. Zivotni
vijek prosjec¢nog DAH-projekta prilicno je kratak: pokrecu
se relativno skromne inicijative, ostvaruju se ograni¢eni ci-
ljevi, a zatim ponestane sredstava ili voditelj projekta prije-
de na drugu temu. Tako projekt atrofira i naposljetku plat-
forma na kojoj je razvijen zastari u roku od nekoliko godina.
Buduci da se podaci ne dijele, a—S$to je jo§ vaznije—samo
je ograni¢en broj znanstvenika doznao za projekt, jedno-
stavno blijedi iz sje¢anja i ne pridonosi kritickoj evaluaciji
digitalne povijesti umjetnosti. Kriticka digitalna povijest um-
jetnosti trebala bi biti u zariStu razvoja, ali se, kako napomi-
nje Bentkowska-Kafel, ulaze premalo u konceptualizaciju
ove prakse, u povezivanje projekata i evaluaciju obrazaca u
novim metodologijama i kritickim perspektivama. Mozda je
to glavni razlog misljenja da je DAH nedavna pojava u aka-
demskom svijetu: ,Raniji poku$aji definiranja digitalne po-
vijesti umjetnosti bili su samo djelomi¢no uspjes$ni jer su
trazili razlike, a ne srodnosti s utvrdenim metodologijama i
konvencijama.” Bentkowska-Kafel vidi rjieSenje u vracanju
umjetnosti u srediSte diskursa umjesto primjene digitalne
tehnologije. Cilj digitalne povijesti umjetnosti ne bi trebao
biti da smijeni nedigitalne oblike povijesti umjetnosti kao
znanosti, nego da ,stopi” digitalno istrazivanje s tradicio-
nalnim metodologijama. ,,,DAH’ je privremeni naziv koji je
odsluzio svoje”, zaklju¢uje.?

17
Bentkowska-Kafel, “Debating Digital Art History,” 56.
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The “presumed novelty” of DAH is troubling and indicates
larger issues at play that could undermine the field. The
fact that the majority of contemporary art historians, even
those interested in DAH, are unfamiliar with the Morelli
and VASARI projects demonstrates the lack of sustaina-
bility and discoverability of many DAH projects despite
the field’s promise of providing platforms for the effective
dissemination of information.?® Although sustainability
will continue to be a challenge, as technological obsoles-
cence remains a reality, discoverability and dissemination
are issues that should be easier to address. The Art
Libraries Society of North America (ARLIS/NA) has of-
fered a possible solution through the proposed implemen-
tation of an online, annotated directory of DAH Projects,
The Digital Art History Directory.?® Yet until the launch

of this directory, complications regarding communication
will continue to delay progress. A third concern is the
aforementioned matter of collaboration and transparency.
Unless the academy determines an effective system of
peer-review and recognition for DAH projects as well as a
means by which all members of the project’s team would
receive appropriate acknowledgement and compensation
for their contributions, quandaries relating to hierarchy
and competition will hinder meaningful, effective part-
nership and mentorship. Combined, these unresolved
issues may account for why DAH in the United States has
stalled at the level of the DAH project, a model that does
not serve the discipline. The lifespan of the average DAH
project is quite short: comparatively modest initiatives
are launched, limited goals are realized, and then funding
runs out or the lead researcher moves on to another topic.
The project atrophies and finally, the platform on which

it was developed becomes obsolete within the span of a
few years. Because the dataset was not shared and more
importantly, because only a limited number of scholars
were aware of the project, it simply fades from the

record and a critical assessment of DAH is not achieved.
A critical DAH should be the focus of development, yet as
Bentkowska-Kafel remarks, “Little effort has been made

to conceptualize this practice; to connect projects and
evaluate patterns in emerging methodologies and critical
perspectives.” Perhaps this is the primary reason for the
perception that DAH is a recent arrival to the academia:
“Earlier attempts at defining DAH have been only partly
successful, because they sought the differences rather
than the affinities with established methodologies and
conventions.” Bentkowska-Kafel’s solution is to reposition
art, rather than the application of digital technology, at
the center of the discourse. The goal of DAH should not be
to supplant non-digital forms of art-historical scholarship;
rather, the ambition should be to “fuse” digital scholar-
ship with traditional methodologies. ““DAH’ is a tempo-
rary name that has served its purpose,” she concludes.?”’

_)
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IZAZOVI
I MOGUCNOSTI

Uklanjanje , digitalnog” iz digitalne povijesti umjetnosti mo-
gla bi biti razborita preporuka s obzirom na nedavne sporove
koji su rascijepili polje digitalne humanistike. Mnogi sjever-
noameri¢ki znanstvenici smatraju da DH namjerava zauze-
ti srediSte humanisti¢kog istrazivanja u SAD-u, i to s alar-
mantnim rezultatima. Tako Daniel Allington, Sarah Brouillette
i David Golumbia u ¢lanku iz 2016. pod naslovom ,,Neoliberal
Tools (and Archives): A Political History of Digital Humanities”
tvrde kako je digitalna humanistika dijelom olak$ala neolibe-
ralno osvajanje sveudiliSta u Sjevernoj Americi. Smatraju da
digitalna humanistika promi¢e konzervativni program stva-
ranjem ideja, platformi i proizvoda koji sluze industriji, prisi-
ljavajuci studente da razviju vjestine koje su korisne samo
trenutacnomu komercijalnom trzistu. Nadalje, autori tvrde
da poticanje tehni¢ke struénosti u digitalnoj humanistici
i istodobno misljenje da ra¢unalni rad i uporaba podataka
stvaraju iluziju objektivnosti gura znanost u domenu koja je
izvan kritike i osigurava kontinuitet odredenih struktura moci.
Ukratko, tvrde da tehno-8ovinizam—izraz koji Meredith
Broussard upotrebljava za vjerovanje da tehnologija za sve
ima rjeSenje—izmic¢e smislenom diskursu, uSutkavajuci gla-
sove onih koji se zalazu za teorijski potkovane interpretativ-
ne paradigme. Prema mi$ljenju navedenih autora, upravo je
pod okriljem postkritickoga digitalna humanistika neutrali-
zirala svaku produktivnu kritiku tradicionalnih odnosa moci,
odrzavajudi tako status quo.?®

Ovi znanstvenici takoder su zabrinuti zbog visemilijunskih
bespovratnih sredstava koje DH-inicijativama dodjeljuju en-
titeti poput Nacionalne zaklade za humanisti¢ke znanosti i
Zaklade Mellon. Boje se da takvo financiranje ostaje ogra-
ni¢eno na paradigmu ,alata i arhiva” naustrb tradicionalnih
projekata koji se oslanjaju na individualna istrazivanja i po-
liticki angazirane metodologije te impliciraju da su te orga-
nizacije krive za korupciju humanisti¢kih znanosti koja pri-
vilegira ,,potporne funkcije” kao ,,model dobrog istrazivanja
u humanistici”.?® Ovakvo usmjerenje njihove argumentacije
pokazuje o kakvom je problemu rije¢: rasprava se vodi oko
pitanja konstrukcije znanja. Treba |i akademija izjednaci-
ti skupove podataka koji sadrze neobjavljene podatke pri-
kupljene iz razli¢itih izvora, ukljugujuéi arhive, s izvornim
istrazivanjima? Treba li digitalnu vizualizaciju smatrati argu-
mentacijom? | obrnuto, je li prihvatljivo tvrditi da je znanje
utjelovljeno isklju¢ivo u monografiji jednog autora?

Uzimajuci u obzir ta zapaZanja, nastojanja DAHL-a—uklju-
Sujuci digitalizaciju arhivske grade, razvoj alata i softvera
za navigaciju i upravljanje tim resursima te za njihovu or-
ganizaciju, promicanje kolaborativnih paradigmi i progra-
ma za upoznavanje povjesnicara i studenata umjetnosti s
postojecim digitalnim alatima (koje dizajniraju i odrzavaju
goleme korporacije bez interesa za humanisti¢ko istrazi-
vanje)*®*—mogu se protumagiti kao zastranjeno sudjelova-
nje u razaranju tradicionalno dokazanih individualnih istra-
zivackih praksi povjesni¢ara umjetnosti: pomnog iS¢itavanja
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CHALLENGES
AND OPPORTUNITIES

Eliminating the “Digital” from Digital Art History may be

a prudent recommendation in light of the recent controver-
sies that have ruptured the field of the Digital Humanities.
Many North American scholars are concerned that DH is
poised to occupy the center of humanistic inquiry in the
United States, with alarming results. For example, in their
2016 article “Neoliberal Tools (and Archives): A Political
History of Digital Humanities,” Daniel Allington, Sarah
Brouillette, and David Golumbia argue that DH has facili-
tated in part the neoliberal takeover of the North American
university. They contend that DH promotes a conservative
agenda by generating ideas, platforms, and products that
can be exploited by industry, forcing the students to de-
velop skills that are useful only to the current commercial
marketplace. Furthermore, the authors maintain that DH’s
advancement of technical expertise and the concomitant
claim that computational work and the use of data creates
an illusion of objectivity pushes research beyond criticism
and ensures the continuity of certain power structures.

In short, they assert that technochauvinism—Meredith
Broussard’s term for the belief that technology always holds
the solution—elides meaningful discourse, silencing the
voices of those who advocate for theoretically informed
interpretative paradigms. They claim that it is under the
aegis of the postcritical that DH has neutralized any
productive critique of traditional power relations, thereby
maintaining the status quo.?®

These scholars are also concerned by the multi-million
dollar grants awarded by entities such as the National
Endowment for the Humanities and the Andrew W. Mellon
Foundation to DH initiatives. They fear that such funding
remains confined to the “tools and archives” paradigm

at the expense of traditional projects that rely on individual
scholarship and politically engaged methodologies, and
intimate that these organizations are underwriting a sinister
corruption of the humanities that privileges “support
functions” as the “model of good humanities scholarship.”?°
This development in their argument reveals the issue at
stake: the debate turns on the issue of the construction of
knowledge. Should the academy equate datasets, which
comprise unpublished information culled from a variety
of resources, including archives, with original research?
Should it re-gard digital visualizations as arguments?
Alternatively, is it acceptable for it to maintain that knowl-
edge is embodied only in the single-authored monograph?
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i teorijski potkovanog tumacenja. Mozda je ustrajanje zapo-
slenika DAHL-a u tome da je svrha tih baza podataka, ala-
ta i partnerstava da promicéu istrazivanje, pisanje i podu-
ku puko sredstvo samoopravdanja. Ipak, sama ¢injenica da
DAHL sluzi javnosti, a ne sveuciliStu moze biti znacajka koje
ga iskupljuje. Osoblje Knjiznice arhivira materijale, proizvodi
podatke i razvija softver kako bi nezavisni istrazivaci imali
koristi od povec¢anog pristupa dodatnim oblicima informaci-
ja. (Naravno, tu je i ¢injenica da je praksa izrade baza poda-
taka i razvijanja alata i softvera sama po sebi interpretacij-
ski proces,* za koji je potrebna suradnja javnosti kako bi se
potvrdila njegova valjanost, ali ta je tema izvan okvira ovog
¢lanka.) To ne znaci redefinirati istrazivanje kao stvaranje
baze podataka, nego skrenuti pozornost na politicko dje-
lovanje koje je ukljuéeno u svaki korak znanosti. Vise infor-
macija ne znaci vise istine, ali viSe informacija moze prosi-
riti polje istrazivanja i razmjere ispitivanja na polju povijesti
umjetnosti, rasvjetljujuéi tako njegove zaboravljene kutke i
licnosti koje nisu dio kanona. Osim toga, digitalizacija svaka-
ko omogucava Sirenje zainteresirane publike izvan granica
akademskog svijeta i poti¢e sudjelovanje onih koji su tradi-
cionalno isklju¢eni iz akademskog diskursa.

Cini se da je lako rijesiti sadasnju dilemu tako da se kaze
da Knjiznica izgraduje resurse i pu$ta javnost da radi. Ipak,
ponavljam, ostaje pitanje je li razvijanje ovih alata za opc¢u
publiku politi¢ki ¢in, i to takav da zahtijeva posebnu pozor-
nost. DAHL se oslanja na sudjelovanje u¢enjaka kako bi se
osiguralo pravilno provjeravanje njegovih resursa; medu-
tim, u Laboratorij treba ukljugiti i javnost, jer i ona odrzava
nasu kulturnu bastinu. Naposljetku, potrebni su mu arhi-
visti i tehni¢ki strué¢njaci, s obzirom da posjeduju struéno
znanje koje omogucuje uspjesnu realizaciju ovih projekata.
lako Knjiznica podrzava paradigmu ,alata i arhiva”, njezi-
na je temeljna zadaca uspostaviti prostor u kojemu ¢e se
susretati ne samo znanstvenici nego i Sira publika. To joj
omogucuje da ucini prvi korak u repozicioniranju ,,,tradici-
onalnoga’ znanstvenog svijeta, s njegovim hijerarhijama i
glorificiranim stru¢njacima te pomnim i8¢itavanjem radova
koje je progitala [ili vidjela] samo dragocjena manjina”,i da
ustraje na tome da ,,ne postoji nacin bivanja u svijetu koji
nije politi¢ki”.* lako, kao $to smo ranije spomenuli, vi$e in-
formacija ne znaci vise istine (mjerilo nije argument), DAHL,
u suradnji sa svojom publikom, ima priliku rasvijetliti previ-
dene zakutke podrug¢ja, dovesti kanon u pitanje i—dopusta-
juci svim ¢lanovima drustva da sudjeluju u raspravi—srusSiti
hijerarhije. Dakako, taj ¢e proces biti nezgodan, ali moje je
misljenje da je od vitalne vaznosti.
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In consideration of these observations, the DAHL’s
endeavors —including the digitization of archival mate-
rials; the development of tools and software to navigate,
organize, and manipulate these resources; the pro-
motion of collaborative paradigms; and the programs
organized to introduce art historians and students to
existing digital tools (which are designed and maintained
by massive corporations with no interest in humanistic
inquiry®®)—could be interpreted as misguided partici-
pation in the dismantling of time-honored art-historical
practices of individual scholarship, close reading, and
theoretically-informed interpretation. Perhaps it is only
as a means of self-justification that DAHL staff insists that
these databases, tools, and partnerships are designed to
promote research, writing, and teaching. Yet the very fact
that the DAHL serves the public, not the university, may
be its redeeming feature. Library staff archives materials,
produces data, and develops software so that independent
researchers may benefit from increased access to addi-
tional forms of information. (There is, of course, the issue
that the very practice of building databases and develop-
ing tools and software is an interpretive process,” one
that requires the collaboration of the public to confirm its
validity, but this is a topic beyond the scope of this essay.)
This is not to redefine research as the production of a
database, but to call attention to the political acts involved
in each step of scholarship. More information is not more
truth, but more information can expand the field of re-
search and the scale of art-historical inquiry, thus shed-
ding light on forgotten corners of the field, on figures not
included in the canon. In addition, digitization certainly
allows the audience for art-historical subjects to expand
beyond academics and encourages the participation

of those traditionally excluded from academic discourse.

It seems an easy solution to the present dilemma to claim
that the Library builds the resources and lets the public
do the work. Yet to reiterate, the issue remains that de-
veloping these tools for a general audience is a political
act, and one that must be carefully addressed. The DAHL
relies on the involvement of scholars to ensure that its
resources are properly vetted; the Lab needs the public
to be involved as well, however, as they too are stewards
of our cultural heritage. Finally, it needs archivists

and technical specialists, as they have the professional
knowledge to shepherd these projects to their successful
conclusion. While the Library supports the “tools and
archives” paradigm, it has a mandate to establish a space
where not only academics, but also a broad audience can
meet. This allows it to take a first step in repositioning
the ““traditional’ scholarly world, with its hierarchies and
glorified experts and close reading of works read [or
seen] by only a precious few people” and insist that
there is “no way to be in the world that is not politica
Although, as mentioned previously, more information is
not more truth—scale is not an argument—the DAHL,

in collaboration with its audience, does have the opportu-
nity to shed light on overlooked corners of the field, to
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To je mozda uloga DAHL-a u razvoju ove rasprave. Kao usta-
nova koja je formalno posveéena predmetno usmjerenom
istrazivanju, Knjiznica upravlja resursima potrebnima za po-
zicioniranje izu¢avanja umjetni¢kih djela i srodnih istrazi-
vackih pitanja u srediSte istrazivanja. Ipak, DAHL zadrzava
pravo sugerirati da su izgradnja arhiva i alati s pomocu kojih
ée ga se istrazivati ¢inovi interpretacije, koji zahtijevaju su-
djelovanje umjetnic¢ke struke i akademskih djelatnika koji ¢e
ih nadgledati i pomoci im da ostvare svoj potencijal.

ZAKLJUCAK

lako u New Yorku postoje i drugi laboratoriji za digitalnu hu-
manistiku, te su institucije obi¢no usmjerene na tekstualnu
analizu. Jo$ vaznije od toga, sluze akademskoj publici. Za
razliku od toga, DAHL je besplatno dostupan svim odraslim
osobama, kao i organiziranim Skolskim skupinama, i funkci-
onira ne samo kao istrazivacki centar nego i kao zajednica
znanstvenika koji nisu dio neke akademske institucije—ata
skupina, iako demografski marginalizirana, dok nestaju aka-
demska radna mjesta i kustoske pozicije na puno radno vri-
jeme, u SAD-u ubrzano raste. Ukratko, DAHL je stavio razvoj
digitalne povijesti umjetnosti i povezana istrazivacka pitanja
u ruke javnosti. Ako su odredeni sektori akademije posve-
éeni repozicioniranju ,,tradicionalnoga’ znanstvenog svije-
ta”, kako pisu Allington, Brouillette i Golumbia, onda bi DAHL
mogao posluziti kao jedno od mjesta ,,poremedéaja”, pa bilo
ono i dvojbeno.

Razvoj istrazivackog prostora za javnost pokazao se radi-
kalnijim ¢inom nego §to su to zaposlenici Knjiznice u po¢et-
ku uvidali. Unato¢ pozivima na demokratizaciju izgradnje
znanja, kao §to smo spomenuli, mnogi pripadnici akadem-
skog svijeta promatraju mogucénost da se razvoj istraziva¢-
kih pitanja povjeri ,masama” sa skepticizmom. Kao §to je
Lauren G. Kilroy-Ewbank komentirala na internetu reagiraju-
¢i na raspravu odrzanu u Ljetnom institutu 2014., koji je or-
ganizirao Centar za povijest i nove medije Roy Rosenzweig
na Sveucilistu George Mason, a sponzorirala ga je Zaklada
Getty, Siroka primjena ,javne povijesti umjetnosti” koja ¢e
upotpuniti rad javnih povjesnicara jo$ ne postoji te unato¢
tome $to autorica entuzijasti¢ki pozdravlja njezin potenci-
jal, i sama smatra tu moguénost uznemiravajuéom jer za-
htijeva od nje da odustane od nadzora nad svojim poljem.*®
Dakako, mnogi se znanstvenici boje da ¢e, ako razvoj istra-
zivackih pitanja postane domenom neprofesionalaca, pi-
tanja koja su nevazna za napredak na polju monopolizira-
ti resurse. Sreéom po DAHL, prema nalogu Helen Clay Frick
Knjiznica treba sluziti javnosti. Dodu$e, Helen Clay Frick za-
mi$ljala je javnost u ograni¢enim okvirima: iako je ulazak
u Knjiznicu bio besplatan, trebalo se registrirati i postojao
je strogi kodeks odijevanja koji je jam¢io da samo odrede-
ni sloj stanovnistva bude u moguc¢nosti udobno se koristiti
njezinim resursima. No ipak je vizija Helen Clay Frick—una-
to¢ tim osobnim ograni¢enjima—dovela do novog razvoja u
struci, kao $to je izlozeno. Omogucavajuci svim ¢lanovima
drus$tva da se pridruze razgovoru, DAHL moze pomoci ami-
bicijama u ovome podrugju, kako ih je predstavio Jaskot u
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problematize the canon, and—by allowing all members
of society to participate in the discussion—to topple
hierarchies. Certainly, this process will be messy, but I
would argue that it is vital.

This, perhaps, is the role of the DAHL in this developing
debate. As an institution formally dedicated to object-
oriented research, the Library stewards the resources ne-
cessary to position the study of works of art and related
research questions at the center of research. Yet the DAHL
reserves the right to suggest that the building of the archive
and the tools with which to explore it are interpretative
acts that require the participation of art professionals and
academics to oversee them and help them achieve

their potential.

CONCLUSION

While additional Digital Humanities labs exist in New
York City, these institutions are typically oriented toward
textual analysis. More importantly, they serve an acade-
mic audience. In contrast, the DAHL is accessible free of
charge to all adults as well as organized school groups and
functions not only as a research center, but also as a com-
munity for scholars unaffiliated with an academic institu-
tion—a marginalized demographic, but a rapidly growing
one in the United States as tenure-track teaching jobs

and full-time curatorial positions vanish. In short, the
DAHL has placed the development of the DAH and related
art-historical research questions in the hands of the public.
If certain sectors of the academy are committed to repo-
sitioning the “‘traditional’ scholarly world,” as Allington,
Brouillette, and Golumbia claim, then the DAHL may serve
as one, albeit precarious, locus of “disruption.”
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svojem izlaganju: iskopati ono §to je zakopano, vizualizirati
ono §to je prevideno i uobli¢iti ono §to se ne moze lako za-
misliti.** Dakako, povijest umjetnosti koja se konstruira na
temelju digitaliziranih slika, kao i karakter istrazivackih pita-
nja koja razvija informirana, ali ne i profesionalna javnost bit
Ge vrlo razli¢iti od struke kakvu poznaju aktualni povjesni-
Gari umjetnosti. | nece sva istrazivacka pitanja koja postavi
javnost znatno unaprijediti trenutacno razumijevanje vizu-
alne kulture, ali postoji realna moguénost da struka atrofira
ako se javnost isklju¢i iz njezina razvoja. Poput Helen Clay
Frick, zaposlenici Knjiznice imaju priliku premjestiti struku
iz akademskih centara moc¢i na margine dru$tva. To uklju-
Suje rizike, ali zato dobici mogu biti veliki.
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Developing a research space for the public has proven

a more radical act than Library staff had initially real-

ized. Despite calls for the democratization of knowledge
construction as noted above, many members of the acad-
emy regard the possibility of entrusting the development
of research questions to the “masses” with skepticism. As
Lauren G. Kilroy-Ewbank reflected online in response to

a discussion held at the 2014 Summer Institute hosted by
the Roy Rosenzweig Center for History and New Media

at George Mason University and sponsored by the Getty
Foundation, widespread implementation of a “Public Art
History” that would complement the work of public histo-
rians does not yet exist and despite her enthusiastic em-
brace of its potential, she found the possibility unnerv-

ing as it required her to surrender control of her field.*®
Certainly, many academics fear that if the development of
research questions were the province of non-professionals,
issues irrelevant to the advancement of the field might mo-
nopolize resources. Fortunately for the DAHL, Helen Clay
Frick’s mandate demands that the Library serve the pub-
lic. Granted, Helen Clay Frick conceived of the public in
restricted terms: although entrance to the Library was free,
required registration and a strict dress code ensured that
only a certain section of the population was comfortable
taking advantage of its resources. Yet her vision—despite
these personal limitations—Iled to new developments in the
discipline as outlined above. By allowing all members of
the society to join the conversation, perhaps the DAHL can
assist in achieving Jaskot’s ambitions for the field as intro-
duced in his keynote: to unearth what was buried, visualize
what was overlooked, and model what could not be easily
conceived.* Certainly, the type of art history constructed
from digitized images as well as the character of research
questions developed by an informed but not professional-
ized public will be very different from the discipline famil-
iar to current art historians. Not all research questions de-
veloped by the public will substantially advance the current
understanding of visual culture, but there is the real possi-
bility that if the public is not involved in the development
of the discipline, it will atrophy. Like Helen Clay Frick,
Library staff has the opportunity to reposition the disci-
pline from the power center of the academy to the margins
of the population. Risks are involved, but the gains might
be great.
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