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Valentina STEFANESCU
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Sub haina camuflajului
Under the camouflage chair
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Cuvinte cheie / Camuflaj, mod3, corp uman, estetic, semnificatie,
protest, disparitie, prezenta tacuta;

Rezumat / Plecand de la conceptul invizibilitatii artistii au
dezvoltat de-a lungul timpului o serie de tehnici realizand
lucrdri de arta ce au propus publicului o alta perspectiva, un

alt mod de a privi. [deea a fost pusa in scena de artisti care au
disecat subiectul sub aspect politic, cultural, emotional si au
scos in evidenta diversitatea modului in care se poate comunica.

Haina de camuflaj s-a bucurat de-a lungul
timpului de contexte variate. Initial camuflajul a fost
folosit de militari insa motivul camuflajului a fost
folosit din ce in ce mai mult de designerii vestimentari
acestia creand un stil, necesitatea si scopul practic
fiind inlocuite cu esteticul.

Specificul camuflajului consta in similitudinea
acestuia cu mediul natural asa cum unele insecte,
pasari sau animale (cameleon, broasca, fluturi etc.)
au un invelis disimulator.

Netinand seama de machiajul camuflaj, care
era folosit inca din cele mai vechi timpuri, putem
spune cd uniforma camuflaj a fost folositda pentru
prima oara in timpul Primului Razboi Mondial de
catre francezi cand acestia au realizat ca hainele
stralucitoare i-au expus atacurilor. Pentru prima data
artistii si designerii au fost angajati si folositi de catre
centrele de dezvoltare a capacitatilor militare. Dupa
cateva decenii de studiu, de dezvoltare si de uzitare,
evolutia designului a ajuns la capacitatea de a fi
greu de detectat chiar si prin metode de vizionare
nocturna. Urmadtoarea adaptare a fost preluata de
vandtori metoda fiind foarte eficienta.

Keywords / camouflage, fashion, human body, aesthetic,
significance, protest, disappearance, silent presence;

Summary / Starting from the concept of invisibility, the artists
have developed over time a series of techniques creating works
of art that have proposed to the public a different perspective,
a different way of looking. The idea was staged by artists who
dissected the subject from a political, cultural, emotional point
of view and highlighted the diversity of the way in which one
can communicate.

Camouflage clothing has enjoyed a variety of
contexts over time. Initially, camouflage was used by
the military, but the reason for the camouflage was
used more and more by these clothing designers,
creating a style, necessity and practical purpose
being replaced by aesthetics.

The specificity of camouflage is its similarity
to the natural environment as some insects, birds
or animals (chameleon, frog, butterflies, etc.) have a
concealer coating.

Regardless of the camouflage makeup,
which has been used since ancient times, we can
say that the camouflage uniform was first used
during the First World War by the French when they
realized that their bright clothes exposed them to
attacks. For the first time, artists and designers
were hired and used by military capability
development centers. After several decades of
study, development and use, the evolution of
design has reached the ability to be difficult to
detect even by night vision methods. The next
adaptation was taken over by the hunters, the
method being very efficient.



Incepand cu anul 1980 grupurile de tineri au
inceput sa foloseasca dezinvolt vesmantul militar de
camuflaj, demitizandu-l, dandu-i o alta semnificatie,
totul transformandu-se ori in protest ori intr-o
metaford a vanatorii urbane, acesta devenind un
mijloc de a fi observat lasand la o parte originalul
subterfugiu.

Astfel imprimeul camuflaj a fost diversificat in
culoare adaptandu-se gusturilor feminine designerii
fiind din ce in ce mai preocupati de modalitatea de
a-l aduce in scena.

Jean Paul Gaultier foloseste pentru primavara
anului 2008 imprimeul camuflajului tipic intr-o
combinatie curajoasa cu palaria si tunica costumatiei
marinarilor corsari.

Rochii fara maneci, veste, epoleti franjurati,
palarii tipice toate combinate aduc creatia
designerului intr-un scenariu imaginat. Daca
imprimeurile si anumite forme sunt preluate si
prelucrate, materialele ce insotesc ansamblul sunt
astfel alese incat feminitatea devine un alt factor
important al colectiei.

Designerul Junya Watanabe a introdus in
colectia de toamna 2010 imprimeul camuflajului
militar, hanoracele militare, jachete de zbor
schimbandu-le sensul agresiv. Totul e angrenat
intr-un concert de plisari, drapdri, evazari, volume
ce angreneaza forma corpului uman acoperind-o,
camufland-o si in acelasi timp integrand-o in
designul urban ca facand parte din el.

Stella McCartney in toamna anului 2008
introduce in colectia sa un material cu forme ce
amintesc usor de camuflaj iar colectia de primavara
2010 are si ea cateva preluari ale motivului
camuflajului militar transformat atat in culoare cat
si ca forma asa incat discutam de o preluare doar.
Materialele rochiilor propuse sunt subtiri ele luand
forma volanelor, a rochiilor scurte care ascund
destinatia initiala a imprimeului.

Prin aceste scurte prezentari am scos in
evidenta un anume tip de imprimeu-camuflaj, cel
al uniformei militare, extizand insa sensul si pornind
de la actiunea de a se ascunde vederii inamicului,
vreau sd ajung la partea de ascundere propriu-zisa
prin preluarea completa a mediului in care te afli si
prin efect optic. Se apropie totul de deghizare, de
contopire cu mediul, de o ascundere subtila.

Australiana Emma Hack a explorat potentialul
picturii pe corp dezvoltand efectul optic, iluzia,

Beginning in 1980, youth groups began
to wear military camouflage clothing casually,
demystifying it, giving it a different meaning, all
turning either into protest or into a metaphor
for urban hunting, which became a means of be
observed leaving aside the original subterfuge.

Thus, the camouflage print was diversified in
color, adapting to the feminine tastes, the designers
being more and more preoccupied with the way to
bring it on stage.

Jean Paul Gaultier uses for the spring of 2008
the print of the typical camouflage in a courageous
combination with the hat and the tunic of the
costume of the corsair sailors.

Sleeveless dresses, vests, fringed epaulettes,
typical hats all combined bring the designer’s
creation in an imaginary scenario. If the prints and
certain shapes are taken over and processed, the
materials that accompany the ensemble are chosen
in such a way that femininity becomes another
important factor of the collection.

Designer Junya Watanabe introduced in
the autumn 2010 collection the print of military
camouflage, military sweatshirts, flight jackets
changing their aggressive meaning. Everything
is engaged in a concert of pleats, drapes, flares,
volumes that engage the shape of the human body
covering it, camouflaging it and at the same time
integrating it into urban design as part of it.

Stella McCartney in the fall of 2008 introduces
in her collection a material with shapes reminiscent
of camouflage and the spring 2010 collection
also has some takeovers of the motif of military
camouflage transformed both in color and shape
so we are talking about a take only. The materials
of the proposed dresses are thin, they take the form
of ruffles, of short dresses that hide the original
destination of the print.

Through these short presentations |
highlighted a certain type of camouflage print, that
of the military uniform, but extending the meaning
and starting from the action of hiding from the
sight of the enemy, | want to get to the actual
hiding place by taking full the environment you are
in and by optical effect. Everything is approaching
disguise, merging with the environment, a subtle
hiding.

Australian Emma Hack explored the potential
of body painting by developing the optical effect,

Jean Paul Gaultier, Spring 2008 [1]

Junya Watanabe,
Ready to Wear Fall 2010 [2]







Palmen, Urban Camouflage [5]
-

Desiree
i

Emma Hack, Body art, Mandala Wallpaper Colection [4]
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acoperind corpul uman astfel incat il poti observa cu
greutate in contextele propuse.

Emma Hack a inceput explorarea notiunii
de camuflaj inspirandu-se din modelul iconic al
Verushkai (model de popularitate internationala,
purtand numele real de Lehndorf de Vera) totul
fiind asociat cu descoperirea wallpaper-urilor
Florencei Broadhurst, frumusetea modelelor
create de aceasta artista inspirand-o, ajutand-o
s& vada in mod original corpul uman. In seria
Mandala Wallpaper Colection, Emma a camuflat cu
migala forma umana in modele combinate creand
un fundal circular tip mandala, un cerc magic ce
focuseaza atentia asupra importantei corpului
uman si a contemplarii lui in acest context.

in timp ce Emma Hack e preocupata de o
esteticd a corpului uman in relatie cu wallpaperul,
cu frumusetea mille-fleur, olandeza Desiree Palmen
isi bazeaza conceptul pe actul de a face lucrurile
sa dispard intr-un camuflaj urban. Astfel omul
este parte din acest peisaj. Lucrarea "Old city suit /
surveillance camera” (2006 lerusalim) se bazeaza pe
aceastad relatie a omului cu camuflajul, cu spatiului
in care se afla spatiu in care nu e perceput. Vede
aceasta camuflare din punct de vedere politic
luand in considerare faptul ca suntem controlati
de guverne, suntem permanent supravegheati,
acele persoane camuflate fiind personificarea
acestor supraveghetori dar si a persoanelor ce
doresc sa nu fie vazute subtilizandu-se.

Liu Bolin este un artist contemporan
chinez interesat de corpul uman si locul sau in
imprejurimile sociale, de modul in care se poate
amesteca cu anumite peisaje social-culturale. Arta
de a se camufla i-a adus renumele de om invizibil.
Fata de ceilalti artisti el se camufleaza numai pe sine
protestand inca din 2005 impotriva guvernului care
i-a inchis in acel an studioul, studio aflat in Satul
Artistilor din Beijing Suo Jia Cun - cea mai mare
congregatie de artisti din Asia. Aceasta comunitate
a fost demolata, contrar renumelui si a statutului
sdu, iar Liu Bolin a ales sa-si foloseascd arta atrdgand
atentia asupra lipsei de protectie a artistilor chinezi,
prin lucrarea Hiding in the City. Astfel putem vorbi
despre camuflajul protest care militeaza impotriva
nedreptatilor sociale si culturale. Liu Bolin militeza
in baza conceptului neputintei individului in fata
societatii. Ca o continuare artistul a explorat mediul
urban demonstrand prin imagine ca oamenii sunt
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the illusion, covering the human body so that you
can hardly notice it in the proposed contexts.

Emma Hack started exploring the notion of
camouflageinspired by theiconic model of Verushkai
(model of international popularity, bearing the real
name of Lehndorf de Vera) all being associated with
the discovery of Florence Broadhurst wallpapers,
the beauty of the models created by this artist
inspiring her, helping her to see the human body in
an original way. In the Mandala Wallpaper Collection
series, Emma carefully camouflaged the human
form in combined patterns, creating a mandala-
like circular background, a magic circle that focuses
attention on the importance of the human body and
its contemplation in this context.

While Emma Hack is concerned with the
aesthetics of the human body in relation to the
wallpaper, with the beauty of mille-fleur, the dutch
Desiree Palmen bases her concept on the act of
making things disappear in an urban camouflage.
Thus man is part of this landscape. The work “Old city
suit / surveillance camera” (2006 Jerusalem) is based
on this relationship of man with camouflage, with
the space in which there is space in which it is not
perceived. He sees this camouflage from a political
point of view, taking into account the fact that we
are controlled by governments, we are constantly
supervised, those camouflaged people being the
personification of these supervisors but also of
people who do not want to be seen subtilizing
themselves.

Liu Bolin is a contemporary Chinese artist
interested in the human body and its place in the
social environment, in the way it can mix with certain
socio-cultural landscapes. The art of camouflage
brought him the reputation of being an invisible
man. Compared to other artists, he only camouflages
himself by protesting against the government that
closed his studio that year, the studio in Beijing
Artists'Village Suo Jia Cun - the largest congregation
of artists in Asia. This community was demolished,
contrary to its reputation and status, and Liu Bolin
chose to use his art to draw attention to the lack
of protection of Chinese artists through his work
Hiding in the City. Thus we can talk about the protest
camouflage that militates against social and cultural
injustices. Liu Bolin militates based on the concept
of the helplessness of the individual in front of the
society. As a continuation, the artist explored the

Liu Bolin, Camouflage [6]
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neputinciosi chiar si in fata mediului lor obisnuit,
urmand sa vorbeasca despre conflictul dintre om
si obiectul creat de el, sau sa scoata in evidenta
disparitia oamenilor in context, in concordanta cu
continutul.

in lucrarea Camouflage imaginea este
preluatd in functie de locul pe care il alege, luand
in considerare elemente vizuale si emotionale,
informatii ce vin prin intermediul codurilor sociale
specifice zonei.

Camuflajul, istoria acestuia, modul in care a
fost preluat in viata cotidiana, devine un mod de a
te ascunde in natura, in oras, in propria casd, artistii
au preluat ideea dezvoltand-o in diverse viziuni,
incepand cu protestul politic pana la o estetica
culturald. Acest instrument folosit ca diversiune pe
campul de lupta a fost preluat si in viata de zi cu zi
devenind o posibilitate de evadare sau subliniere a
unor probleme persistente.
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urban environment, demonstrating through the
image that people are powerless even in front of
their usual environment, talking about the conflict
between man and the object created by him, or
highlighting the disappearance of people in context,
according to the content.

In the work Camouflage the image is taken
depending on the place you choose, taking into
account visual and emotional elements, information
that comes through the social codes specific to the
area.

Camouflage, its history, the way it was
taken over in everyday life, becomes a way to hide
in nature, in the city, in your own home, the artists
took over the idea developing it in various visions,
from political protest to a cultural aesthetics. This
tool used as a diversion on the battlefield has been
taken over in everyday life, becoming a possibility to
escape or highlight persistent problems.
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losif MIHAILO

Consideratii axiologice asupra noilor
paradigme ale designului industrial
Axiological considerations of industrial design new paradigms

Cuvinte cheie / design, utilizator, produs industrial, paradigma
obiectuald, analiza axiologica, consumerism;

Rezumat / Articolul isi propune o analiza la nivel axiologic
pentru a defini resorturile noilor paradigme ale designului
industrial contemporan si a potentialului conceptelor viitorului.
Parcurgand o succinta analiza de factura epistemologica,
articolul opereaza in principal cu concepte teoretice prin
juxtapuneri si definiri ale relatiei dintre utilizator si produsul de
design, sub aspect socio-comportamental si cultural.

Dincolo de cele scrise despre design, se poate
intrucatva sintetiza pana la ceea ce tine laolalta aspectele
definitorii ale potentialitdtilor tehnologice, preceptele
pietelor de consum, preocuparea pentru satisfactia
actualelor cerinte, precumsiunconstantatributanticipativin
relatie cu posibilele nevoi ale utilizatorilor. Conditionalitatile
comanditarilor, fie ele explicite, anticipate ori empiric
determinate, sunt trecute printr-o serie de procese inter-
disciplinare, menirea designerilor vadindu-se astfel ca fiind
aceea de a oferi solutii obiectuale adaptate contextual. [1]

De-a lungul timpului, creatiile umane din sfera
obiectelor necesare se revendica a fi cu preponderenta
rezultatele preocupadrilor de adresare in registrul utilitar,
intr-o permanenta relatie de sinergie cu potentialitatile
de realizare. Mai mult decat atat, obiectele create de om
nu se adreseaza doar in aceasta dimensiune utilitarg,
ci si intr-una a emotionalului, a spiritualului, relevand
deosebite atribute de comunicare, la nivel cultural,
emotional si spiritual -, date care, iata, cu timpul, sufera
mutatii semnificative, odata ce societatea evolueazd,
iar generatiile si perioadele de timp, lungi ori scurte, se
diferentiaza intre ele, in principal sub aspectele culturale
si comportamentale. [2]

" DR b TR Py e naa

Keywords / design, user, industrial product, paradigms, axiological
analysis, consumerism;

Summary / This article undergoes an axiological analysis to define
the internal mechanisms of contemporary industrial design, its new
paradigms, and the potential of future concepts. Passing through

a brief epistemological analysis, the article operates mainly in the
theoretical field through definitions and juxtapositions of the links
between the user and the design product, mainly in terms of socio-
behavioral and cultural points of view.

Aside from the writings and theory, in
general, we can say that design means defining
potential technological aspects, consumer markets,
the concern for meeting specific requirements and
a constant anticipatory attribute about the possible
needs of users. Even those anticipated or empirically
determined, explicit conditionalities are passed
through a series of interdisciplinary processes. The
purpose of the designers, thus, is to offer objectively
adapted contextual solutions. [1]

Predominantly, over time, human
creations regarding necessary objects, reflect
the inevitable concerns for utility, in synergy
with the realization potential. Moreover, man-
made objects are addressed not only in this
utilitarian dimension but also in one of the
emotional, revealing special attributes of
communication, at the cultural, emotional,
and spiritual level. The specific data over
time undergoes significant changes as society
evolves, and generations and periods, long
or short, differ, mainly regarding cultural and
behavioral aspects. [2]




Din punctul de vedere a ceea ce poate insemna
designul vizionar conceptual, ca subdomeniu axat
preponderent pe anticipatie si propuneri pe termen
mediu si lung, putem asista la o ocarecare degrevare de
constrangerile de efectivitate, avand privilegiul de a
sta in avangarda domeniului, prin insolitul solutiilor si
al conceptelor emise, chiar daca acestea nu-si gasesc
imediat fundament si concretete. Drept care, demarcatia
cu imaginarul, utopicul si fictiunea este, uneori, foarte fina.
+Designulintegrat, cuprinzator, este anticipativ. Elincearcd sa
analizeze informatiile si tendintele existente si sd extrapoleze
continuu, sa aduca noi completari scenariilor viitorului pe
care-| construiesc” [3]

Datd fiind natura sa profesionalizata si culta,
designul poate insemna acel consens viabil si oportun, ca
0 suma a datelor ce reies din trasdturile sale eterogene,
din interprofesionalitate. Nu mai poate fi vorba despre
faptul ca rezultatul satisface intrucatva preferintele
personale ale actantilor acestor procese, ci solutia
fnaintata se circumscrie exclusiv datelor analitice
stricte si pragmatice, prevaland, inevitabil, criteriile de
satisfacere a nevoilor grupului tinta identifcat si, chiar
mai mult decat atat, aspectele lucrative. [4]

Din perspectiva definirii comportamentului
uman fin raport cu obiectele detinute, produse ale
proceselor designului, multe pot fi spuse, dar ramane
o oarecare dilema. Cine a schimbat comportamentului
unuia in relatie cu celdlalt? Omul modern contemporan,
prin asteptarile sale, a facut ca designul sa devina atat
de pragmatic, desensibilizat, uniform? Sau designul -
prin usurinta si eficienta cu care sunt produse bunurile
de larg consum, prin universalizarea solutiilor si prin
accesibilizarea achizitiei - contribuie la modificarea
paradigmei de product ownership? Se merge pana intr-
acolo incat survine o anume detasare emotionala [5]
si se vadesc noi modificari comportamentale in relatia
omului cu obiectele inconjuratoare, acestea contribuind
major la definirea grupului-tinta pentru noi obiecte de
design produse, ciclul fiind astfel intretinut mai departe.
Drumul de la inovatie la obsolescenta este tot mai
scurt, noile produse capatand valente imbunatatite de
la generatie la alta, de la o versiune la alta, totul intr-un
interval foarte scurt. Ca atare, si ciclul de folosinta se
scurteaza, capabilitatile nemaifiind de actualitate, iar
astfel si stylingul asociat lor ajunge, la randu-i, desuet.
Fard a aprofunda dimenisiunea sociologica, se poate
spune, totusi, ca pentru consumatorii moderni nu este
deloc strdina desensibilizarea in relatia lor cu obiectele
detinute. Acestea din urma ajung, in urma presiunii
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From defining conceptual visionary
design as a subdomain focusing mainly on
anticipation and medium-long term proposals,
wearewitnessing changesregarding constraints
of effectiveness. We have the privilege of
sitting at the forefront and observing unusual
solutions, even if they are not immediately
achievable. As a result, the border between the
imaginary, utopias, and fiction is sometimes
very discreet. [3]

Given its professional nature, design
becomes a viable and timely consensus, as a
sum of data emerging from its heterogeneous
features and its inter-professional condition. It
isno longer a question of the fact that the result
satisfies in @ manner the personal preferences
of those engaged in the processes, but the
solution is limited exclusively to pragmatic
analytical data, therefore, prevailing the criteria
to meet the targeted needs, mainly aiming at
profits. [4]

From the perspective of defining
human behavior with owned objects, which
are products of industrial design, there is
a dilemma. Who changed the behavior of
one and the other? Is it modern humanity’s
expectations that have made the design so
pragmatic, desensitized, and uniform? Or does
design - by the ease and efficiency with which
consumer goods are produced, by universal
solutions, accessibility of purchase — contribute
to changing the product ownership paradigm?
So, certain emotional detachment [5] and new
behavioral changes in the human relationship
with the surrounding objects are seen. These
contribute greatly to the definition of the target
group for new design objects produced, thus
maintaining the cycle. The road from innovation
to obsolescence is getting shorter and shorter.
New products are gaining improved value from
one version to another, all in a very short time.
As such, the usage cycle is also shortened, the
capabilities are no longer up to date, and thus
the associated styling also becomes obsolete.
Even without addressing the sociological
dimension, we can say, however, that for
modern consumers, the desensitization in
their relationship with owned objects is much
more visible. Due to social pressure, a certain

sociale de conformare, sa dicteze un oarecare tip de
comportament compliant, in privinta achizitiei de noi
versiuni ale produselor.

Aflandu-ne intr-un stadiu al nemarginitelor
posibilitatitehnologicederealizare, optiuniledesignerilor
sunt indreptate spre oferirea clientilor de noi solutii
inedite, surprinzatoare. Aceasta propensiune, corelata
cu intregul context mercantil si socio-comportamental,
contureaza anumite predictii asupra solutiilor pe care
designul la va oferi in viitor. Pe axa definirii aspectelor
referentiale ale conceptelor de design vizionar pentru
particularitatile utilitare si estetice se pot trasa doua
directii inrudite, anticipatia si vizionarismul. Sub aspectul
formulelor creative, structura critica inglobeaza asocierile
conceptuale si o serie de analogii creative verbale ori din
registrul imagistic brut. Pe de alta parte, sub aspectul
oportunitatii stau datele de potentialitate a realizarii,
apoi cele ce vizeaza integrarea propunerilor vizionare
ca rezultante ale structurii critice creative. In acelasi
timp, procesualitatea si intentionalitatea proiectiva
definesc pe tot parcursul strategia generald a designului.
Fie ca vorbim despre strategii programate riguros si
planificate consecvent - sau avem in vedere strategiile
adaptabile caracterizate de ciclicitate si flexibilitate in
etapele parcurse —, abordarea trebuie sa fie cat se poate
de complexa si responsabila, intrucat designul este o
expresie a capitalismului, a unei afaceri ce se doreste cat
mai profitabild.,Good design is good business." [6]

Designerii de exceptie sunt cei ce poseda
calitatile necesare pentru a trasa noile paradigme
obiectuale, atat sub aspectul relevarii noilor necesitati,
catsi prin ceea ce inseamna adecvarea solutiilor utilitare,
formale si estetice la potentialitatile de realizare. [7]
Insa, majoritatea designerilor nu pot schimba lumea,
ci ei se afla in permanenta adaptare la mutatiile
societale, oferind solutii reactive in prezent, ori concepte
anticipative adresate unui context potential, empiric
anticipat. [8]

Definit prin juxtapuneri axilogice, designul
este, in principal, o expresie a functionalitatii in
multe cazuri, mai ales in privinta solutiilor obiectuale
ultra-specializate, unde partea estetica este aproape
suprimata, prevaland formele rezultate direct din
raporturile intrinseci ale functionalitatii. Totodats,
designul presupune si solutii ce nu denota aproape
nimic altceva in afara unor capricii estetice, de
afirmare, de expresivitate, design as statement, sau
colocvial spus: atunci cand se spune ceva ca este
“doar de design”. Din acest registru fac parte si acele

type of compliant behavior emerges, especially
regarding the purchase of new versions of
products.

At a stage of boundless technological
possibilities, the designers’ options are aimed
towards offering customers surprising new
solutions. This tendency, in correlation with
mercantile and socio-behavioral contexts, outlines
certain predictions for design concepts. On the
axis defining the main aspects of visionary design
conceptsforutilitarianandaestheticparticularities,
two related directions can be drawn: anticipation
and visionary. In terms of creative formulas,
the critical structure encompasses conceptual
associations and a series of creative analogies.
On the other hand, regarding the opportunity,
there is the data for realization potential and
those integrating visionary proposals as a result
of the critical creative structure. At the same
time, processes and projective intentions define
the overall design strategy throughout. Whether
we are talking about rigorously planned and
consistently planned strategies or whether we are
considering adaptive strategies characterized by
cyclicality and flexibility, the approach is complex
and rigorous. Design is an expression of capitalism,
of a business being as profitable as possible.,Good
design is good business.” [6]

The best designers are those who have
the qualities required to define new paradigms,
both in terms of revealing new needs and the
adequacy of utilitarian, formal, and aesthetic
solutions to realization potential. [7] Most
designers, however, are unable to change the
world, but they can adapt to societal changes by
providing reactive solutions for the moment or
anticipatory concepts addressed to a potential or
anticipated context. [8]

Defined by axiological instances, design is
mainly an expression of functionality. Regarding
specialized object solutions, where the aesthetic
part is almost suppressed, forms resulting from
the intrinsic relationships of functionality are
predominating. At the same time, the design also
implies solutions reflecting almost nothing but
aesthetic whims, affirmation purposes, and frivolous
expressiveness. Therefore, design is therefore seen
as a social statement or something aimed only
at appearance. This also includes those mimetic
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manifestari mimetice, formele “gratuite”, precum
si expresiile estetice kitsch - relevand partea mai
putin profunda si chiar gaunoasa a designului.
Continuand juxtapunerile de la extreme, in designul
de produs fsi fac loc concepte de o retinere a
tentatiei pentru ostentatie si de o sublima relatie
de echilibru minimalist, ca o pura expresie a relatiei
dintre utilitar si formal. Amintim aici doar conceptele
emise si operele lui Mies van Der Rohe, Dieter Rams
ori Jonathan Ive. La celdlalt capat sunt, din pacate,
o serie lunga de designeri ce cad prada tentatiei
practicilor comerciale de seductie a clientului la
nivel superficial printr-o ostentatie formala si un
decorativism aproape fara temei.

Sub aspect social — fara a fi doar o trasdtura a
societdtii actuale - de situeaza concepte de design pe o
scala cat se poate de ampla, evidentiind, poate, mai mult
decat orice inechitatile de apartenenta sociald. Daca
pentru o anumitd categorie preocuparea designerilor
rezida in a oferi cele mai exclusiviste tehnologii si
pretentioase posibilitati, la extrema cealalta solutiile
sunt din registrul asigurarii nevoilor primare efective.
Si 0 extrema si cealalta sunt expresii ale designului de
produs, subliniind, inca o data, faptul ca designul este
oglinda societdtii momentului - intr-ul fel precum in
diferitele ei perioade arta a fost expresia acelor vremuri,
sub toate aspectele.

Dimensiunea tehnologica si procesele de
fabricare vadesc noi expresii ale autonomiei [9] si
automatizarii obiectelor, ca o constantd preocupare pentru
accesibilizarea folosirii. Tendintele sunt indreptate atat spre
inevitabila tehnologizare pronuntata, cat si spre criteriile
de sustenabilitate a designului, mai ales sub aspectul
ciclului de viatd al produselor si al felului cum ele ies din
uz si mai apoi sunt reciclate. Designul contemporan este,
in acelasi timp, expresia noilor capabilitdti de productie,
dar el tine seama tot mai mult si de considerentele de
sustenabilitate si de curentele actuale din societate in
privinta preocupadrilor pentru mediul inconjurator. Adesea,
solutiile versatile, plurifunctionale, adaptabile pot fi o cale
de urmat pentru consensul in multe abordari si cerinte
chiar antagonice. [10] Pe o axa a definirii sustenabilitatii
designului industrial, la inceput se regdsesc materiile
prime si procesele tehnologice, apoi productia efectiva
si distributia. Sunt urmate de schimbarea de paradigma
in privinta comportamentului utilizatorului si a felului
cum designul poate schimba acest aspect. Totul conduce
spre inevitabila si problematica iesire din uz a produslui,
care constituie o reald provocare pentru societatea
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manifestations, the “useless” forms, as well as the
kitsch aesthetic expressions, revealing the shallow
part of the design. Continuing the juxtaposition of the
extremes, described as such, we observe that there
are concepts of sublime formal decorative retention
in the product design field that are minimalistic, less
ostentatious and well-balanced. These are a pure
expression of the relationship between function and
form. We will mention some works by Mies van der
Rohe, Dieter Rams, and Jonathan Ive. Unfortunately,
on the other hand, a long line of designers are
tempted by commercial practices of seducing the
customer at a superficial level through formal and
decorative ostentation.

From a social point of view, without
being just a feature of today’s society, we find
a plethora of designs, highlighting more than
anything the social inequities. At the other end
of the spectrum, solutions attempt to ensure the
effective primary needs of a specific category.
Both underline today’s product design field,
emphasizing, once again, that design is the
mirror of society — in much the same way as art
was, over time, the expression of society over
various periods.

The  technological dimension and
manufacturing processes highlight new forms of
product autonomy and automation as a constant
preoccupation for the accessibility of use. The
trends are towards advanced technological designs,
keeping in mind the necessary sustainability
criteria. This is especially visible in terms of the
product life cycle and how products become
obsolete and then recycled. Contemporary
design is at the same time an expression of new
production capabilities. It is also increasingly taking
into account the sustainability criteria and current
trends in society regarding environmental concerns.
Versatile, multifunctional, adaptable solutions can
frequently be a path forward for agreement on
some antagonistic approaches and requirements.
To define the sustainability of industrial design,
first there are the raw materials and technological
processes, and then there is the actual production
and distribution. They are followed by a paradigm
shift in user behavior and how design can change
this. It all leads to the inevitable and problematic
decommissioning of the product, which is a real
challenge for contemporary society. Therefore, the

contemporand.  Asadar, preceptele  sustenabilitatii
designului leaga niste conexiuni sinergice atat pe axa
materiilor prime cu tehnologiile regenerabile, cét si pe axa
adecvdrii formale si estetice sub auspiciile de oportunitate
a solutiilor inaintate. Finalmente, solutiile durabile oferite
prin designul de produs se indreapta asimptotic spre
mutatii ale functiei si utilitatii obiectelor produse si ulterior
folosite. Ca atare, dimensiunea ecologica si preceptele de
sustenabilitate sunt directii pe care designul nu le poate
ocoli, intrucat acestea sunt date de actualitate ale societatii.

In mod inevitabil, designul a ajuns sa fie asimilat
modernitatii si noilor forme de manifestare din societate.
lar pe masura ce se desprinde de simpla menire de a
oferi raspunsuri adaptate contextual — si se apropie
de resorturile fundamentale ce definesc societatea,
umanul, designul ajunge sa fie parte a mecanismelor
declansatoare ale redefinirii societale, in acceptie extinsa.
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demands for the opportunity. At the end of the day,
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design cannot avoid, as they are current concerns of
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Inevitably, design is perceived as a part of
modernity in all its new forms. And, as it moves
beyond the simple goal of providing contextually
appropriate solutions to fundamental change factors
that define human society, design becomes part of
the triggering mechanisms of social redefinition in a
broad sense.
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Daniela Catona

Obiectul artistic ceramic si textil -
o intalnire a mediilor de expresie

The ceramic and textile artistic object —
a association of mediums of expression

Cuvinte cheie / ceramic and textile art object, composite object,
experiment;

Rezumat / Textul de fatd abordeaza interesul pentru asocierea
si/sau reunirea mediului de expresie a materialului ceramic cu
cel textil. Instrumentarea celor doua medii are ca rezultat diverse
variante si fatete ale obiectului artistic compozit, care se refera
atat la restaurarea prin materialul textil, asemenea unei proteze
sau plombe, cat si la o reconstructie totala. Reunirea celor
doua medii creeaza premisele unei conectari la nivel simbiotic,
cele doud materialitati conlucrand si interactionand intr-un
mod specific. Sunt prezentate diverse abordari ale unor artisti
contemporani, dar si exemple referitoare la explorarile realizate
in cadrul unor teme de semestru sau la lucrari de finalizare a
studiilor de la Facultatea de Arte si Design din Timisoara.

Arta contemporand a deschis noi trasee
spre forme tridimensionale si instalatii realizate prin
folosirea materialelor naturale sau artificiale adeseori
surprinzatoare ca plasticul, ceara, diamantele sau
chiar sangele uman. Daca Marc Quinn fsi foloseste
propriul sange incorporat in sculptura Head realizata
in 2006, Miroslaw Balka in Hanging Soap Wowen
(2000), sau Pipilotti Rist in Massachusets Chandelier
(2010),folosesc materialedinarealul prozaic, respectiv
sapun si obiecte de lenjerie. Alaturi de folosirea unor
materiale din cele mai diverse, asocierea intre diferite
tipuri de materialitati a inceput de asemenea sa fie
tot mai frecventa.

in arealul acestui context, dar totusi diferit,
se situeaza abordarea a doua materiale care au
la origine o conexiune cu evolutia mestesugului
ceramicii si textilelor. Fenomenul de interconectare
decurge din intentia de reunire a acestor doua
medii, iar specificitatea acestei reuniri o constituie
tocmai fundamentul traditional si tehnologic
asociat ambelor domenii, care au o traditie de
milenii. Raportul obiect ceramic/obiect textil este
in fiecare din aceste cazuri unul singular, in acord cu
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Keywords / ceramic and textile art object, composite object,
experiment;

Summary / The present text addresses the interest for the
association and /or reunion of ceramics material with the textile
one. The instrumentation of this two media results in various
ways and facets of the composite artistic object, which refers
both to the restoration through the textile material, such as a
prosthesis or a filling, and to a total reconstruction. The reunion
of the two means of expression creates the premises for a
connection at a symbiotic level, the two materialities working
together and interacting in a specific way. There are presented
various approaches of contemporary artists and also examples
of explorations made by students from the Faculty of Arts and
Design from Timisoara.

Contemporary art has opened new paths
to three-dimensional shapes and installations
made using natural or artificial materials often
surprising, such as plastic, wax, diamonds or
even human blood. Whether Marc Quinn uses
his own blood embedded in the 2006 Head
sculpture, Miroslaw Balka in Hanging Soap
Wowen (2000), or Pipilotti Rist in Massachusetts
Chandelier (2010) use prosaic materials like
soap and underwear. Along with the use of a
variety of materials, the association between
different types of materials has also begun to
become more common.

In the area of this context, but still different,
is the approach of two materials that have at
their origin a connection with the evolution of
ceramics and textiles craft. The phenomenon of
interconnection derives from the intention to reunite
these two mediums, and the specificity of this
reunion is precisely the traditional and technological
foundation associated with both fields, which have
a tradition of millennia. The relation ceramic object/
textile object is in each of these cases a singular one,




specificitatea artistului, cu intentiile sale estetice si
conceptuale. Reunirea celor doua medii va accentua
materialitatea fiecaruia, partea ceramica castigand in
directia unei materialitati ferme, dure, in comparatie
cu prezenta mai subtila a materialelor textile, dar si
invers. In acelasi timp, nu mai vorbim despre aceste
doua medii ca despre doua domenii distincte, ci
despre situatii in care alaturarea celor doua medii
conduce spre un obiect compozit cu un nou statut
vizual. Din punct de vedere tehnologic, ineditul
situatiei este determinat de traseul tehnologic
inerent necesar realizdrii obiectului ceramic, care
include arderea la cel putin 1000 °C. Materialul
textil este adaugat dupa finalizarea procesului de
ardere, intr-o varianta in care artistul poate controla
direct fiecare etapa de agrementare sau asociere
a materialului ceramic cu cel textil. Relationarea
la ambele tehnologii, cea a obtinerii obiectului
ceramic si cea a obiectului textil are ca atribut
specific accentuarea diferentei dintre metodele
caracteristice fiecarui mediu.

Michelle Taylor creeaza o imagine
simbiotica, de restaurare a formei ceramice
utilitare, asa cum se intampla in Narrative Artefact
1,undeimaginea unuiobiect gasit, o ceasca sparta,
e reconstituita prin insertia unei suprafete textile
foarte delicate. Totodatd, artista exploateaza si
efectul creat de firul de ata care se prelungeste din
materialul textil.

Michelle Taylor, Narrative Artefact 1

Zoé Hillyard, Ceramic Patchwork

in agreement with the specificity of the artist, with
its aesthetic and conceptual intentions. The reunion
of the two mediums will accentuate the materiality
of each, the ceramic part gaining in the direction of
a firm, hard materiality, compared to the more subtle
presence of the textile materials, but also vice versa.
At the same time, we no longer speak of these two
mediums as two distinct domains, but of situationsin
which the juxtaposition leads to a composite object
with a new visual status. From a technological point
of view, the novelty of the situation is determined
by the inherent technological route necessary to
make the ceramic object, which includes firing at
at least 1000 °C. The textile material is added after
the completion of the firing process, in a variant in
which the artist can directly control each stage of
association of the ceramic material with the textile
one. The relationship with both technologies, that of
obtaining the ceramic object and that of the textile
object has as a specific attribute the accentuation of
the difference between the methods characteristic
of each environment.

Michelle Taylor creates a symbiotic image,
restoring the utilitarian ceramic form, as in Narrative
Artefact 1, where the image of a found object, a
broken cup, is reconstructed by inserting a very
delicate textile surface. At the same time, the artist
exploits the effect created by the thread that extends
from the textile material.

Eneida Tavarez

Intr-o cheie oarecum similara, opera
lui  Zoé Hillyard se concentreaza pe alaturarea
dintre materialul ceramic si materialul textil in
intentia de reconstituire a unui recipient ceramic
complet fragmentat. Tehnica personald, numita de
artista Ceramic Patchwork creeaza un obiect care
reconstituie imaginea initiala vasului ceramic, dar
il transforma in ceva diferit. Jocul dintre suprafetele
ceramice si multitudinea cromatica si textila creeaza
un spectacol vizual unic.

Intr-un areal diferit, Adeline Contreras
realizeaza niste instalatii cu atmosfera totemica,
in care obiectele tridimensionale din ceramica se
intregesc prin interventia textila atat din punct
de vedere al formei cat si cromatic. Oarecum
asemanator lui Contreras, Eneida Tavarez alcatuieste
o forma tridimensionala hibrida ceramica si textila,
fara ca vreunul din cele doua medii sa isi dispute
suprematia. Formele ceramice sunt minimaliste,
fruste, dar cu atat mai vizibile, in timp ce materialul
adiacent este realizat printr-o tehnica traditionala de
impletire a nuielelor.

In seria Untitled 194, Emily Barletta foloseste
intalnirea dintre materialul ceramic si materialul textil
asemenea unui pretext formal experimental, in care
coeziunea celor doua medii primeste o noua valoare.

Artista vietnameza Diem Chau suprapune
cele douda medii intr-o varianta in care recipiente
utilitare din ceramica ca farfurii sau cesti sunt

Diem Chau

In a somewhat similar vein, Zoé Hillyard’s
work focuses on the juxtaposition of ceramic and
textile material with the intention of reconstituting
a completely fragmented ceramic container. The
personal technique, called by the artist Ceramic
Patchwork, creates an object that reconstructs the
original image of the ceramic vessel, but transforms
it into something different. The play between the
ceramic surfaces and the multitude of colors and
textiles creates a unique visual spectacle.

In a different area, Adeline Contreras
creates installations with a totemic atmosphere, in
which the three-dimensional ceramic objects are
completed by the textile intervention both in terms
of shape and color. Somewhat similar to Contreras,
Eneida Tavarez forms a three-dimensional hybrid
form of ceramic and textile, without either medium
disputing its supremacy. The ceramic shapes are
minimalist, rough, but even more visible, while the
adjacent material is made by a traditional technique
of weaving twigs.

In the Untitled 194 series, Emily Barletta
uses the meeting between ceramic and textile
material as an experimental formal pretext, in
which the cohesion of the two environments
receives a new value.

Vietnamese artist Diem Chau overlaps the
two environments in a variant in which ceramic
utilitarian containers such as plates or cups are

Laura Ungureanu, Dictionar de stdri, Lucrare de disertatie
Laura Ungureanu, Dictionary of States, Dissertation
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agrementate cu broderii figurative realizate din fir
de matase, respectiv imagini ale unor personaje
care creeaza o nota ludica intregului ansamblu. Prin
insertia textila Chau transfera intr-o zona artistica
rolul utilitar al recipientelor si totodata exploateaza
din punct de vedere conceptual rolul initial al
obiectelor ceramice.

in cadrul Specializarii Arte decorative
Ceramica si Textile ciclul licenta sau Ceramica ciclul
masteral Facultatea de Arte si Design din Timisoara,
asocierea acestor douda medii incearca sa atinga
teluri vizuale si conceptuale atat la unele discipline
cum sunt Tehnologie si Experiment sau Atelier
Experimental, cat siin cazul unor demersuri personale
ale studentilor, abordate in lucrarile de disertatie.

Laura Ungureanu creeaza in lucrarea de
disertatie intitulata Dictionar de stdri un ansamblu de
obiecte cu valente artistice, in care ideea principala
este cea a translarii unor stari afective in lumea
vizuala. Legatura cu elementele textile adiacente
este facuta subtil, intr-o incercare de cuprindere a
unor coordonate care tin de zona inefabilului.

Expozitia Somn usor si poftd bund a insumat
lucrarile realizate de studenti din ciclul licenta de la

embellished with figurative embroidery made of silk
thread, respectively images of characters that create
a playful note to the whole ensemble. Through the
textile insertion, Chau transfers to an artistic area the
utilitarian role of the containers and at the same time
exploits from a conceptual point of view the initial
role of the ceramic objects.

Within the Specialization of Decorative
Arts Ceramics and Textiles undergraduate cycle or
Ceramics Master’s degree cycle from Faculty of Arts
and Design from Timisoara, the association of these
two mediums tries to achieve visual and conceptual
goals both in some disciplines such as Technology
and Experiment or Experimental Workshop, and also
in the students’ dissertation works.

Laura Ungureanu creates in her dissertation
entitled Dictionary of States a set of objects with
artistic values, in which the main idea is to translate
some emotional states into the visual world. The
connection with the adjacent textile elements
is made subtly, in an attempt to capture some
coordinates related to the area of the ineffable.

The exhibition Sleep tight and good appetite
summed up the works made by undergraduate

Somn usor si poftd bund, Casa Artelor, Expozitia Studentilor specializarii
Arte Decorative, Facultatea de Arte si Design din Timisoara
Easy sleep and good appetite, Casa Artelor, Exhibition of Students of the

Decorative Arts specialization, Faculty of Arts and Design from Timisoara
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Dana Catona, Zdpada
Dana Catona, Show
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Facultatea de Arte si Design din Timisoara la disciplina
Atelier Experimental pe parcursul celor doud
semestre. Evenimentul expozitional s-a desfasurat
la galeriile de la subsolul Casei Artelor din Timisoara,
prima sala expunand tema pernelor in varianta
ceramica si textilda. Multitudinea de propuneri
relevda un tip de investigare care se bazeaza pe
activarea resorturilor interioare ale fiecarui student
in legatura cu tema propusd. Tema finsasi a fost
conceputa pentru a accentua acest atribut personal
de sondare interioara a unor profunzimi care tin de
inconstient si de lumea visului. Din punct de vedere
tehnic provocarea a fost mai mare pentru studentii
ceramisti, majoritatea lucrarilor fiind realizate prin
turnarea sau presarea in forme de ipsos. Cea de-a
doua sala consta intr-o masa de mari dimensiuni,
populata printr-o aldturare compozitionala a unor
obiecte din material ceramic si textil. De aceasta data
provocarea a fost mai mare pentru studentii de la
specializareatextile, acestiarealizand atatrecipientele
si ustensilele asociate unei mese, cat si obiectele care
erau alcatuite ca un simulacru alimentar. In acest
caz nu avem o suprapunere a celor doua medii de
expresie in cadrul aceluiasi obiect, ci tema se refera
la o provocare compozitionald, in care alaturarea
obiectelor realizate din cele doua materialitati este
construita pe ideea absurdului.

O alta tema legata de asocierea mediului
ceramic cu cel textil a fost cea de la disciplina
Tehnologii Aplicate, intitulata Obiect interactiv textil
si ceramic. Tema a constat in proiectarea si realizarea
unui obiect decorativ/ambiental cu coordonatele:
interactiune, versatilitate, reconfigurare. Din punct de
vederetehnicfiecare propunereainglobatunelement
adiacent rutei de specializare, respectiv obiectul
ceramic a inclus elemente textile, iar obiectul textil a
inclus elemente ceramice. Fiecare student a continuat
practic lucrarea colegului printr-o propunere de
inglobare si implicit de recontextualizare. Rezultatele
au fost inedite, relationarea fiecarui student la
propunerile anterioare ale colegilor avand un efect
care stimuleaza aptitudini legate de interactivitate,
dar si de adaptabilitate.

in lucrarile personale abordez intalnirea
dintre masa ceramica si materialul textil explorand
imaginea unui obiect ceramic care isi prelungeste
materialitatea prin insertiile firelor textile, asa
cum se intampla in lucrarea Zdpada (2015). O alta

varianta este cea a insertiei materialului textil in seria

students from the Faculty of Arts and Design of
Timisoara at the Experimental Workshop discipline
during two semesters. The exhibition event took
place in the galleries in the basement of the House
of Arts in Timisoara, the first room exhibiting
the theme of pillows in the ceramic and textile
version. The multitude of proposals reveal a type of
investigation that is based on the activation of the
inner thoughts of each student in connection with
the proposed topic. The theme itself was designed to
emphasize this personal attribute of inner probing
of depths related to the unconscious and the dream
world. From a technical point of view, the challenge
was greater for the ceramic students, most of the
work being done by casting or pressing in plaster
molds. The second room consisted of a large table,
populated by a compositional juxtaposition of
ceramic and textile objects. This time the challenge
was greater for students in the textile specialization,
who made both the containers and utensils
associated with a meal and the objects that were
made as a food simulator. In this case we do not
have an overlap of the two mediums of expression
within the same object, but the theme refers to a
compositional challenge, in which the addition of
objects made of the two materialities is built on the
idea of the absurd.

Another topic related to the association of the
ceramic medium with the textile one was the one from
the discipline of Applied Technologies, entitled Interactive
textile and ceramic object. The theme consisted in designing
and making a decorative/environmental object with the
coordinates: interaction, versatility, reconfiguration. From a
technical point of view, each proposal included an element
adjacent to the specialization route, respectively the
ceramic object included textile elements, and the textile
object included ceramic elements. Practically each student
continued the work with the colleague through a proposal
of incorporation and implicitly of recontextualization.
The results were unique, each student’s relationship to
the previous proposals of colleagues having an effect
that stimulates skills related to interactivity, but also
adaptability.

In my personal works | approach the meeting
between the ceramic mass and the textile material
exploring the image of a ceramic object that prolongs
its materiality through the insertions of textile threads,
as it happensin the work Snow (2015). Another variant
is the insertion of the textile material in the series of
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caselor de ceramica, un proiect recurent din creatia
personald, sau in cea a lucrarii Melting Pot (2020)
in care am asociat piesei de ceramica realizate in
tehnica kintsugi o suprafata textila colorata realizata
prin impaslire. Un proiect recent intitulat Suit (2021)
ataseaza unui obiect vestimentar textil ready made
figurine de ceramica de inspiratie neoliticd, in intentia
de a suprapune doua contexte istorice si sociale.
Lucrarile prezentate mai sus sunt exemple
ale diverselor fatete ale intalnirii dintre materialul
ceramic i cel textil. Prin prepoderenta unuia sau altuia
dintre cele doua medii de expresie, atat de diferite din
punct de vedere plastic, se creeaza o anumita situatie
vizuald. Antonime ca rigid-maleabil, ferm-discret,
formal-informal, sunt tot atatea exemple ale felului in
care cele doua medii se influenteaza reciproc intr-un
teritoriu al experimentului si adeseori si al ludicului.
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ceramic houses, a recurring project from my personal
creation, or in the work Melting Pot (2020) in which |
associated with the ceramic piece made in the kintsugi
technique, a colored textile surface made by felting.
A recent project entitled Suit (2021) attaches to a
ready-made textile clothing object Neolithic-inspired
ceramic figurines, with the intention of overlapping
two historical and social contexts.

The works presented above are examples of
the various facets of the meeting between the ceramic
and the textile material. By the preponderance of one
or the other of the two mediums of expression, so
different from the plastic point of view, a certain visual
situation is created. Antonyms as rigid-malleable, firm-
discreet, formal-informal, are just as many examples
of how the two mediums influence each other in a
territory of experiment and often playfulness.
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Street Art intre real si virtual
Street Art between real and virtual

T ——— e r— SRR T L P

Cuvinte cheie / spatiul virtual, spatiul public, arta stradala/
urbana, urbanism, oras;

Rezumat / Atrasd, de dinamica orasului, de viata urbana
intervine dorinta de cercetare si de exprimare in spatiul public.
Observam cum orasul, acel organism viu ideologic si material
incdrcat cu semnificatii, valori, semne si simboluri, devine o
scena a interventiei artistice spontane ce se disting prin fortg,
forma, dimensiuni, culoare importanta politica sau sociala.
Odata cu digitalizarea se schimba relatia cu spatiul public, artistii
imbina experienta retelelor sociale ca spatiu de exprimare si
promovare. Altfel granita dintre spatiul real si virtual.

Introducere: Revolutia industriala a fost
unul din momentele decisive din istoria umanitatii,
asa cum vom remarca in urmatorul citat: ,Impactul
social al revolutiei industriale a marcat dezvoltarea
diviziunii sociale a muncii, au aparut noi ramuri de
productie, noi centre industriale, s-au impus relatiile
economice capitaliste in fata celor feudale” [1] (e.g.
Andreescu, 2017). Aceste schimbari in ultimele
decenii au devenit mult mai frecvente si accelerate
in zilele noastre, asistand la o penetrare fulminanta
a revolutiei digitale caracterizata printr-o fuziune de
tehnologii care subtiaza granitele dintre spatii - real si
virtual.

Interventia artistilor in spatiile publice.
"Orasul frumos, orasul public, orasul ,social”, adica
orasul urban, este, desigur (cel putin ca ,ideal
regulator” kantian), orasul viitorului, pe care, fie
si doar in micro-interventiile ei, il vizeaza arta
contemporand. Si tocmai aceasta este oferta
si provocarea artistilor la adresa politicienilor,
care, alaturi de regenerarea urbana arhitectural-
patrimonializanta si estetico-culturald, trebuie

Keywords / virtual space, public space, street art/urban
art, urbanism, city;

Summary / Attracted by the dynamics of the city, by urban life,
there is a desire for research and expression in the public space.
We notice how the city, that living ideological and material
organism loaded with meanings, values, signs and symbols,
becomes a scene of spontaneous artistic intervention that is
distinguished by strength, shape, dimensions, color, political

or social importance. As digitalization changes its relationship
with the public space, artists rediscover the experience of social
networks as a space for expression and promotion.

Introducere: The Industrial Revolution was
one of the decisive moments in human history,
as we will note in the following quote: ‘The social
impact of the industrial revolution marked the
development of the social division of labor, new
branches of production, new industrial centers,
relations prevailed capitalist economics in front of
the feudal ones’[1]. These changes in recent decades
have become much more frequent and accelerated
today, witnessing a sudden penetration of the digital
revolution characterized by a fusion of technologies
that thin the boundaries between space - real and
virtual.

Artists’ intervention in the public spaces.
“The beautiful city, the public city, the “social” city,
that is, the urban city, is, of course (at least as a
Kantian “regulatory ideal”), the city of the future,
which, even if only in its micro-interventions,
contemporary art aims at. And this is precisely
the offer and challenge of artists to politicians,
who, along with the architectural-patrimony and
aesthetic-cultural urban regeneration, must take




s-0 aiba in vedere si pe aceea, in acelasi timp mai
larga si mai profunda, propriu-zis politica, adica
sociala, a orasul pentru toti. Sau, cum spunea, cu o
formuld devenita celebra, filosoful Henri Lefebvre,
a ,dreptului la oras” [2]. La o lectura atenta a
cartii, ,Dreptul la oras”, autorul nu se refera la o
chemare nostalgica si sentimentala de a reveni la
trecut, ci recunoaste importanta spatiului urban,
mai bine spus “dreptul la oras este un strigat sau
o cerinta ... este dreptul la informatie, dreptul de
a folosi numerose servicii, dreptul utilizatorilor
de a isi face cunoscute ideile despre timpul si
spatiul activitatilor lor in zonele urbane, dreptul
de a folosi centrul” [3]. in urma acestei publicari
in 1968, Henri Lefebvre a scris multe lucrari despre
oras, urbanism si spatii, cea mai cunoscuta fiind
"The Production of Space". Este direct legatd de
problema ,dreptul la oras” in care afirma nevoia
de cunoastere a spatiului,socio-multidisciplinar” si
sugereaza ca aceste "spatii goale au o semnificatie”
[4] devin o practica curentain diverse etape pentru
interventii artistice si expresive. Lefebvre intelege
spatiul urban ca un proces activ continuu in viata
de zi cu zi si subliniazd experientele cotidiene ale
spatiului urban, descrise de conceptia ,dreptul
la oras” - dreptul de a actiona si de a face spatiul
public mai atractiv. Perceptia despre spatiul public
se schimba ,in societatea in care traim, timpul
a devenit o resursa din ce in ce mai rara. Astfel,
oamenii au gasit diverse moduri de a comunica
[...] diverse mesaje..” [5], iar aceste interventii
spontane joacd un rol important asupra spatiului,
dar mai ales au un impact major asupra evolutiei
estetice si urbane.

.Dreptul la oras” pentru artisti corespunde
unei dezvoltdri a imaginii orasului prin regenerarea
vizuald a spatiului public urban. Dezvoltarea
orasului, schimbarile survenite in existenta si
structura comunitatilor umane, evolutia formelor
arhitecturale, noile modalitati de expresie artistica,
generate de noile tehnici / tehnologii si materiale,
au influentat si au transformat, in ultimul secol,
tipologia Artei Urbane / Artei in Spatiul Public tot
mai mult implicatda in viata comunitatii careia fi
apartine. Fiind conceput ca un fel de atelier de
artd urbana - perfomance in progress, street art-ul
aduce in fata publicului prospetime, dar mai ales
o extraordinara varietate de tematicd, limbaj si
tehnica a artei urbane.
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into account that, at the same time wider and
deeper, proper politics, is social, of the city for all.
Or, as the philosopher Henri Lefebvre put it, with
a formula that became famous, of the “right to the
city”[2]. A careful reading of the book, “The right to
the city”, the author does not refer to a nostalgic and
sentimental call to return to the past, but recognizes
the importance of urban space, or rather “the right
to the city is a cry or a requirement... is the right to
information, the right to use many services, the right
of users to make known their ideas about the time
and space of their activities in urban areas, the right
to use the center” [3] Following this publication in
1968, Henri Lefebvre wrote many works on the city,
urbanism and spaces, the best known being “The
Production of Space” It is directly related to the “right
to the city” issue in which it states the need to know
the “socio-multidisciplinary space” and suggests that
these “empty spaces have a meaning” [4] become a
common practice in various stages for artistic and
expressive interventions. Lefebvre understands
urban space as a continuous active process in
everyday life and emphasizes the daily experiences
of urban space, described by the concept of “right
to the city” - the right to act and make public space
more attractive. The perception of public space
is changing ‘in the society in which we live, time
has become an increasingly scarce resource. Thus,
people have found different ways to communicate
[...] various messages ..[5], and these spontaneous
interventions play an important role on space, but
especially have a major impact on aesthetic and
urban evolution.

The “right to the city” for artists corresponds
to a development of the city’s image through the
visual regeneration of the urban public space.
The development of the city, the changes in the
existence and structure of human communities,
the evolution of architectural forms, new ways of
artistic expression, generated by new techniques
/ technologies and materials, have influenced and
transformed, in the last century, the typology of
Urban Art / Art in Public Space. more involved in
the life of the community to which she belongs.
Being conceived as a kind of urban art workshop
- performance in progress, the street art brings in
front of the public freshness, but especially an
extraordinary variety of themes, language and
technique of urban art.
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Mutarea street art-ului din spatiul
public real in spatiul public virtual. Perceptia
despre street art, a fost multi ani considerata
nelegitima si nedemna pe piata artei, fiind mai
asemanatoare cu delincventa decat cu creatia.
Si totusi fiind greu de inteles, fiind complicata,
cunoaste o dezvoltare notabild. Tnca din anii
70 a fost expusd si mediatizata, mai tarziu
asimilata in esenta la brand graffiti infam iar
acum, in era retelelor sociale este expusa,
aclamata, Tmpartasita, pe scurt mainstream.
Intr-un cuvant interventiile artistice in spatiul
urban genereaza reactii diferite de la public si
autoritatile locale, asa cum afirma si criticul de
arta Stevan Vukovic in urmatorul citat: ,Opera de
arta specifica site-ului este creata pentru a exista
intr-un anumit loc, iar compozitia sa depinde
pe deplin de modul in care este plasata in acel
cadru spatial - nu functioneaza separat. Originea
ideii de baza si, mai tarziu, a proiectului pe care
artistul urmeaza sa-l realizeze la fata locului, este
derivata din cercetarea site-ului insusi si, desi
poate contine elemente sculpturale, nu poate
functiona intr-o galerie sau alt cadru spatial in
acelasi mod in care o face la locul caruia ii este
specific - nu poate fi niciodata redusa la tipul de
sculptura de galerie.” [6]. Pe de o parte, actele
de vandalism sunt condamnate, iar pe de alta
parte este incurajata cu obiectivul de imbogatire
culturald si estetica a orasului. Aceasta dubla
apartenentd explica succesul popular si media al
street-art-ului: ca este figurat si accesibil, ajunge
la un public reticent la presupusul ermeticism
al artei. Mai mult, arta stradald, asa cum este
surprinsa de oricine in fotografii, realizate in
spatii publice, curge cu usurinta cu fluxul de
imagini care alimenteaza retelele sociale. Public
care, de altfel, vorbeste mult despre street art,
face poze, isi alege favoritul...

Stim ca spatiul public reprezintda o
valoare comuna, un loc de intalnire, chiar si mai
ales in spatiul virtual, a noilor tehnologii. De la
cele spuse mai sus, putem afirma ca fotografia
a fost, este si va fi intotdeauna o componenta
importantda pentru planificarea, realizarea
si documentarea lucrdrilor de arta in spatiul
public in contextul esteticii urbane. Fotografia
realizata de catre artisti este o parte integranta
din procesul de planificare a diverselor lucrari
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The tranzition of street art from the real
into the virtual public space. Let us remind the
reader in this context of the perception of street art
over many years as an illegal activity, unworthy on
the art market and classified as delinquency rather
than creation of value in the city space. And yet being
difficult to understand, being complicated, knowledge
a remarkable development. It has been exposed and
publicized since the ‘70s, later assimilated in essence
to the infamous graffiti brand and now, in the age of
social networks, it is exposed, acclaimed, shared, briefly
mainstream. We first wish to reframe street art in public
spaces as a new way to enhance and reflect the well-
being of society, even where it sometimes generates
negative reactions from the public or local authorities,
as art critic Stevan Vukovic puts it in the following quote:
“Site specific artwork is created to exist in a certain place,
and its composition is fully dependent on the manner
it is placed in that spatial setting — it does not function
separately. The origin of the basic idea, and, later on,
the project the artist is to realize at the site, is being
derived out of the research of the site itself, and, even
though it may contain sculptural elements, it cannot
function in a gallery or other spatial setting the same
way it does at the site to which it is specific — it can never
be reduced to gallery type of sculpture’[6] While acts
of vandalism are condemned and are usually labelled
as such under various manifestations of graffiti, street
art in its positive acceptance is encouraged. The goal is
cultural and aesthetic enrichment of the urban space.
This dual affiliation explains the popular and media
success of street art: that it is figurative and accessible,
reaches a public reluctant to the supposed hermeticism
of contemporary. Moreover, street art as captured
by anyone in photographs, taken in public spaces,
flows easily with the stream of images that feed social
networks. An audience that, by the way, talks a lot about
street art, takes pictures, chooses their favorite. ..

We know that public space is a common
value, a meeting place, including in the virtual
space created by new technologies. Indeed, social
media has made street art not only acceptable, but
highly valuable, and perhaps less controversial. We
can also emphasise that photography has been,
is and will always be an important component for
planning, making and documenting works of art
in public space in the context of urban aesthetics.
The photo which is taken by artist is an integral
part of the planning process of various works in the
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in contextul arhitectural / urbanistic, dar pentru
publicul larg este singurul mod in care va putea
vedea si intelege aceasta arta in viitor, dar mai
ales pentru ca fotografia ramane neschimbata,
pe cand opera se va altera cu timpul sau chiar
va disparea definitiv.

Concluzii. Orasele au inceput sa se schimbe
odatd cu aparitia internetului, a retelelor sociale si
a noilor tehnologii, iar experienta spatiului public
se transforma in comunitdti digitale, in locuri
de intalniri de a socializa si de a schimba idei.
Catalizatorii, acestor activitati Facebook, Instagram,
Twitter, schimba raportul dintre spatiul public si
spatiul virtual, ceea ce ofera artistilor stradali o noua
dimensiune de a promova lucrarile. Aceasta evolutie
este, in mod evident, o binefacere pentru artisti, dar
si pentru publicul lor si toti intermediarii fenomenului
(galeristi, jurnalisti etc.) Aprecierea tot mai mare
pentru street art si cresterea rapida a tehnologiei, ne
indica deja necesitatea unei alte etape de cercetare
cum ar trebui sa fie crearea unei harti hiper-media a
oraselor ca o reflectie virtuala moderna de perceptie
si recunoastere a spatiului public, pe scurt vom vedea
o colaborare intre aceste doua medii (real si virtual).
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architectural and urban context, but for the general
public is the only certain way in which to access and
understand street art in the future. This is because
photography remains unchanged, while the work in
in the street has been designed to alter over time, or
even permanently disappear.

Conclusions. Cities have begun to change
with the advent of the internet, social media, and new
technologies, also the experience of public space is
turning into digital communities like meeting places to
socialize and exchange ideas. The catalysts, the activities
of Facebook, Instagram, Twitter, change the relationship
between the public space and the virtual space, which
offers to the street artists a new dimension of promoting
theirs works. This evolution is obviously like a charity
for artists, but also for their audience too and also for
all intermediaries of the phenomenon (gallery owners,
journalists, etc.). The growing appreciation of street art
and the rapid growth of technology do not already
indicate the need for another stage of research such
as the creation of a hyper-media map of the city as a
modern virtual reflection of perception and recognition
of public space, in short. we will see a collaboration
between these two environments (real and virtual).
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Gloria GRATI

Ceramica - intre material si materie
Ceramics - between material and matter

Cuvinte cheie / ceramicd, arts, functie, decorativ, sinergetic;
Rezumat / Cunoasterea ceramicii contemporane, inseamnd nu
numai intelegerea unui proces artistic, ci si a unui mod de viata,
a unei anumite mentalitdti. Ea constituie astfel, o veriga in plus
la reconstituirea istoriei civilizatiei si culturii. Astazi, obiectul
creat din material ceramic este investit cu forta de expresie
proprie, chiar dacd este asociat, in general cu nevoia de-al
utiliza practic. Acest atribut estetic, se datoreaza nu in ultimul
rand materialului specific extrem de ofertant. Tehnica exprima
personalitatea materialului, astfel, posibilitatile de compunere
a obiectului ceramic sunt infinite. Perceptia umana de a da
sens unui obiect tine de angajamentul omului de a patrunde in
universul cunoasterii.

in general, opera de artd aduna si
transfigureaza reperele formale sau ideale ale lumii
reale, accesand armonia dintre continut si expresie,
astel, chiar si redarea fidela a realitatii care implica
elementele nonfigurative poate ridica planul material
la cel ideatic.

Prima reactie fireasca perceptiva in fata
operei este nevoia de a depista ce reprezinta ea.
Potrivit ideii ca lucrurile nu sunt ceea ce sunt,
ca fiecare obiect este incdrcat cu idei sau valori
asociative, afective, culturale sau filosofice, care fi
largesc aria de semnificatie, opera avand capacitatea
de a degaja prin intregul sdau sensul unei alteritati.
Sub acest unghi, orice opera de arta este un simbol.
Senzatia recunoasterii unui obiect, dincolo de lumea
reald, ii atesta functia simbolica. Opera mimeticd, cu
semnificatie iconica, permite analiza continutului
sau obiectual. Obiectului perceput i se da infatisare
plastica, prin intermediul mijloacelor formale, iar
transcrierea in material sensibil, da nastere unei
realitati diferite de cea perceputa firesc. [1]

Astazi, obiectul creat din material ceramic
este investit cu o forta de expresie proprie, chiar

Keywords / ceramics, art, function, decorative, synergetic;
Summary / Knowing contemporary ceramics means not only
understanding of an artistic process, but also of a way of life

or of a certain mentality. It therefore represents an additional
link in the reconstruction of the history of civilization and
culture. Nowadays, the object created from ceramic material is
invested with its own force of expression, even if it is associated,
in general, with the need to use it in a practical manner. Last
but not least, this aesthetic attribute is due to the specific
material that is extremely offering. The technique expresses the
personality of the material, thus the possibilities of composing
the ceramic object are infinite. The human perception of giving
meaning to an object is related to man’s commitment to enter
the universe of knowledge.

In general, the work of art gathers and
transfigures the formal or ideal markers of the real
world, accessing the harmony between content
and expression, thus, even the faithful rendering
of reality that involves nonfigurative elements can
raise the material plane to the ideational one.

The first natural perceptual reaction to the
work is the need to find out what it represents.
According to the idea that things are not what
they appear to be, that each object is loaded with
associative, affective, cultural or philosophical ideas or
values, which widen its area of significance, the work
having the capacity to release through its whole, the
meaning of an otherness. From this angle, any work
of art is a symbol. The sense of recognizing an object
beyond the real world attests to its symbolic function.
The mimetic work, with iconic significance, allows the
analysis of its objectual content. The perceived object
is given a plastic appearance, through formal means,
and the transcription in sensitive material gives rise to
a reality different from the one perceived naturally. [1]

Nowadays, the object created from ceramic
material is invested with its own force of expression,




daca inca mai este asociat in general cu nevoia de-
al utiliza practic. Acest atribut estetic se datoreaza
nu in ultimul rand materialului specific extrem de
ofertant din punct de vedere plastic. Tehnica exprima
personalitatea materialului, astfel, posibilitatile
de compunere a obiectului ceramic sunt infinite.
Acestea pot fi reduse la un spatiu mai restrans, cand
se pune problema, de exemplu, de a stabili procedee
sau legi de compozitie, stabilind un principiu de
punere in relatie si organizare intr-o anumita ordine
a elementelor compozitionale. Astfel, in ceramica
artistica delimitarile dintre arta utilitara si arta inalta
pot fi destul de vagi, iar deseori, sunt parcurse intr-o
singura lucrare toate stadiile perceptiei, de la simplu
mestesug pana la arta geniala. Artistul nu mai simte
nevoia de a crea pentru delectarea confortabila, ci
dimpotriva, se straduie sa produca obiecte artistice
care sa dea de gandit sau sa puna intrebari, fie printr-o
formd sau mijloc mai mult sau mai putin familiar
publicului, sa produca obiecte care sa provoace la
meditatie, reflexie sau sa potenteze diverse emotii
si stari. In ce priveste analiza obiectului unicat de
expresie artistica, aceasta experienta devine rodul
unei investigatii minutioase prin etapele unor
cercetari metodice, pentru a descoperi in profunzime
relatiile dintre forme si semnifictia lor, dincolo de
zona functionalului. Prin directiile ei de dezvoltare
artistica, ceramicii contemporane i se poate atribui
cel mai bine, acest dublul concept, denumit design
- antidesign, care exprima complementaritatea
atitudinii si preocuparea exclusiva pentru atributele
formelor decorative, pentru obiectele care ne
insotesc viata.

Materia si materialele utilizate in procesul
creatiei defineste adesea pozitia artistului fata de
raportul intre universul real si cel estetic, asupra
timpului ca valoare absoluta, a conditiei fiintei
precum si asupra operei sale in general. [2]

Tehnica insasi este un procedeu, care chiar
daca tinde sa se dezvolte de sinestatator si sa
influenteze arta, este dominata de alte manifestari,
tot atat de vitale sau primordiale pentru om, cum
sunt diferitele forme ale spiritualizarii, care in istoria
artei au dus la neglijarea sau dispretul constient
pentru materie, forma si implicit pentru rezultatele
acumulate de tehnica timp de veacuri.

Cand apreciem raportul dintre functie si
formd, in domeniul artelor decorative, este important
sa ne sa absolutizam conceptia noastra obisnuita
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even if it is still generally associated with the need
to use it in a practical manner. Last but not least,
this aesthetic attribute is due to the specific material
that is plastically extremely offering. The technique
expresses the personality of the material, thus, the
possibilities of composing the ceramic object are
infinite. They can be reduced to a narrower space,
when the problem arises, for example, of establishing
procedures or rules of composition, establishing
a principle of relating and organizing in a certain
order the compositional elements. Thus, in artistic
ceramics, the boundaries between utilitarian art and
visual high art can be quite vague, and often all the
stagesof perceptionare coveredinasingle work,from
simple craft to brilliant art. The artist no longer feels
the need to create for comfortable enjoyment, but
on the contrary, he strives to produce artistic objects
that make you think or ask questions, either through
a form or means more or less familiar to the public,
to produce objects that to provoke meditation,
reflection or to potentiate various emotions and
states. Regarding the analysis of the unique object
of artistic expression, this experience becomes the
result of a thorough investigation through the stages
of methodical research, in order to discover in depth
the relationships between forms and their meaning,
beyond the functional area. Through its directions of
artistic development, contemporary ceramics can be
best attributed to this double concept, called design
- anti-design, which expresses the complementarity
of attitude and exclusive concern for the attributes
of decorative forms, for the objects that accompany
our life.

The matter and materials used in the creative
process often define the artist’s position in relation to
the relationship between the real and the aesthetic
universe,ontimeasanabsolute value, on the condition
of a being as well as on his work in general. [2]

Technique itself is a process that, although
it tends to develop independently and influence
art, is dominated by other manifestations, just as
vital or paramount to man as the various forms of
spiritualization, which in the history of art have led
to the conscious neglect or contempt for matter,
form and implicitly for the results accumulated by
technology for centuries.

When assessing the relationship between
function and form, in the field of decorative arts, it is
important to absolutize our usual conception of utility.

despre utilitate. De cele mai multe ori, inovatiei
figurative i se subordoneaza utilitatea formei. Din
forme utilitare simple au fost dezvoltate adeseori
forme artistice de mare valoare. Adevdratul artist
nu dispretuieste forma utilitara, reusind sa-i confere
adesea un sens nou, simbolic, deoarece delimitdrile
dintre arta utilitara si arta vizuala pot fi destul de
vagi. Adeseori, in obiectul artistic realizat din material
ceramic, sunt parcurse intr-o singura lucrare toate
stadiile, de la simplu mestesug pana la arta geniala.
Arta utilitara poate satisface scopul utilitar cat se
poate de bine, il poate insa si transcende, in anumite
ipostaze, mai ales pentru a reusi sa reprezinte o
anumita atitudine si semnificatie. Maiestria executarii
formei decorative in material ceramic, in opozitie cu
simpla pricepere tehnica si virtuozitatea ei, rezulta
din cerintele si impulsurile omenesti. Referitor la
obiectul artistic, in istoria artei a fost mereu discutat
scopul operelor si niciodata forma lor ,nefolositoare”.
Omenirea a creat dintotdeauna opere de arta pentru
caavrutsareting, sa actualizeze, sa captivize cevace o
bucura sau o apdsa. Din acest motiv, este imposibil sa
extragi omenescul din arta. [3] De altfel, este evident
faptul ca orice forma cu pretentii de continut artistic,
in care putem observa o tehnica neindoielnica, dar
care ne pot pdrea complet goale, deoarece, in fapt,
configureaza o formd fara continut.

Exista o interconectare organica in
echilibrarea relatiei omului cu natura atat prin
semnificatiei formelor, cat si a reprezentarii plastice
ale obiectelor. Perceptia umana de a da sens unui
obiect tine de angajamentul omului de a patrunde in
universul cunoasterii.

Abordarea artei ceramice in contextul
contemporan poate implica o pronuntata autonomie
a limbajului artistic, depasind treptat vechea
interpretare figurativd si simbolicd predominant
mitologica - sacrald, printr-o modalitate de
interpretare figurativa profana, realista. Cunoasterea
ceramiciiinseamna nu numai intelegerea unui proces
artistic, ¢i si a unui mod de viatd, a unei anumite
mentalitati. Ea constituie astfel o veriga in plus la
reconstituirea istoriei civilizatiei si culturii. Ceramica
decorativa acopera o zona importanta si sensibild a
productiei mondiale, piata fiind inundata cu o imensa
varietate de obiecte. Atelierele mestesugarilor si cele
ale artistilor plastici produc piese unicat sau de serie
micd, la preturi ce pot atinge si cote ametitoare.
Aproape nu mai observam prezenta si importanta

In most cases, the usefulness of form is subordinated to
figurative innovation. Artistic forms of great value have
often been developed from simple utilitarian forms. The
true artist does not despise the utilitarian form, often
managing to give it a new, symbolic meaning, because
the boundaries between utilitarian art and visual art
can be quite vague. Often, in the artistic object made of
ceramic material, all the stages are covered in a single
work, from simple craft to brilliant art. Utilitarian art can
satisfy the utilitarian purpose as well as possible, but it
can also transcend it, in certain situations, especially
in order to succeed in representing a certain attitude
and significance. The mastery of the execution of the
decorative form in ceramic material, in opposition to
the simple technical skill and its virtuosity, results from
the human requirements and impulses. Regarding the
artistic object, in the history of art there have always
been discussions about the purpose of works and
never about their “useless” form. Mankind has always
created works of art because they wanted to retain, to
update, to captivate something that made the people
happy or oppressed. For this reason, it is impossible to
extract the human from art. [3] In fact, it is obvious that
any form with claims of artistic content, in which we
can observe an undoubted technique, but which may
seem completely empty, because, in fact, it forms a form
without content.

There is an organic interconnection in
balancing man’s relationship with nature both
through the meaning of shapes and the plastic
representation of objects. The human perception
of giving meaning to an object is related to man'’s
commitment to enter the universe of knowledge.

The approach of ceramic art in the
contemporary context may imply a pronounced
autonomy of the artistic language, gradually
overcoming the old figurative and symbolic
interpretation  predominantly mythological -
sacred, through a profane, realistic way of figurative
interpretation. Knowing ceramics means not only
understanding of an artistic process, but also of a way
of life, of a certain mentality. It is thus an additional
link in the reconstruction of the history of civilization
and culture. Decorative pottery covers an important
and sensitive area of world production, the market
being flooded with a huge variety of objects. The
workshops of craftsmen and artists produce unique
or small series pieces, at prices that can reach
dizzying levels. We hardly notice the presence and
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functionala sau decorativd a pieselor ceramice in
interiorul apartamentelor si al caselor noastre; fiind
indispensabild are largi utilizari atat la interior, cat
si la exterior, in spatii private sau publice. Forma,
culoarea, dar si calitatea componentelor ceramice au
atins valori artistice pe liniile tehnologice ale marilor
producatori din diverse domenii. De altfel, este bine
stiut, nume sonore ale artei contemporane s-au
implicat in productia de obiecte utilitare avind ca
materie prima ceramica.

Obiectul decorativ redus la continutul lui
material se delimiteaza de functia sa utilitara si
prin exprimarea formala a artistului prininsemnele
simbolice folosite, astfel, devine un element de
civilizatie. Ceramica este arta pamantului si a
focului pe care, conform miturilor stravechi, omul
a furat-o divinitatii. Astfel, termenul Ceramica
desemneaza atat materialele specifice, precum
lutul ars-argila, faianta, gresia ceramicd, portelanul,
samota, precum si un gen aparte din domemiului
artei vizuale.

Arta prelucrarii lutului este o tehnica a
artelor vizuale care obtine, prin modelarea si
arderea argilei, diverse forme, fie ambientale,
sculpturale, obiecte sau elemente decorative, de
uz, statuete, vase, etc. Ceramicamoderndinseamna
arta si stiinta, care, odata aduse impreuna, dau
nastere formelor din materiale anorganice,
nemetalice prin actiunea arderii la temperaturi
inalte. Fatda de celelalte domenii de arte, prin
versalitatea ei, ceramica poate fi considerata
deseori atat pictura prin cromatica, sculptura prin
plasticitate sau arhitectura prin constructie. La
baza ceramicii sta pamantul argilos natural care
se gaseste din abundenta pe intreaga suprafata
a planetei. in amestec cu apa acest pamint lutos,
poate fi modelat cu usurinta in forme de uz practic
sau spiritual care pot fi adesea fascinante prin
puterea lor de expresie. Capacitatea argilei de
a lua forme semnificative pentru om aminteste
de gestul sacru al plamadirii omului din tarana
pamantului, regasit in Biblie, astfel, conferindu-i
pamintului de modelaj, respectiv argilei plastice,
insusiri miraculoase. [4]

Cunoasterea disciplinii ceramica artistica
fnseamna nu numai intelegerea unui proces
artistic, ci si a unui mod de viata, a unei anumite
mentalitati. Ea constituie astfel o veriga in plus la
reconstituirea istoriei civilizatiei si culturii noastre
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the functional or decorative importance of the
ceramic objects inside our apartments and houses,
being indispensable it has wide uses both inside
and outside, in private or public spaces. The shape,
color and quality of the ceramic components have
reached artistic values on the technological lines of
major manufacturers in various fields. In fact, it is
well known that famous names in contemporary art
have been involved in the production of utilitarian
objects with ceramics as their raw material.

The decorative object reduced to its
material content is delimited by its utilitarian
function and through the formal expression of the
artist, through the symbolic signs used, thus, it
becomes an element of civilization. Pottery is the
art of the earth and fire that according to ancient
myths, man stole from the deities. Thus, the term
Ceramics designates both specific materials,
such as burnt clay - argil, faience, ceramic tiles,
porcelain, chamotte, as well as a special genre in
the field of visual art.

The art of clay processing is a technique of
visual arts that obtains by modeling and burning
clay, various forms, whether environmental,
sculptural, objects or decorative elements for
use, statuettes, vessels, etc. Modern ceramics
means art and science, which once brought
together give rise to shapes made of inorganic,
non-metallic materials by the action of burning
at high temperatures. Compared to other fields
of art, due to its versatility, ceramics can often be
considered, both painting through chromatics,
sculpture through plasticity or architecture
through construction. At the base of the pottery
is the natural clay soil that is found in abundance
on the entire surface of the planet. When mixed
with water, this clay soil can be easily shaped
into practical or spiritual forms that can often
be fascinating in their power of expression. The
ability of clay to take significant forms for man is
reminiscent of the sacred gesture of molding man
from the dust of the earth, found in the Bible, thus
giving the modeling earth, respectively plastic
clay, miraculous properties. [4]

Knowing the discipline of artistic ceramics
means not only understanding of an artistic
process, but also of a way of life, of a certain
mentality. It is thus an additional link in the
reconstruction of the history of our medieval

Mihai Grati, Mdiestrie, 2000, ceramica neagra 980,°
portelan 1280° dimensiuni 37x48x72 cm
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medievale. Vorbind despre olaria medievala, dar
si de cea taraneascd, trebuie subliniata stiinta
mesterilor-artisti de a organiza si adapta, in raport
cu functia si destinatia obiectului, mereu aceleasi
semne, in materiale si forme diverse.

Disciplina Ceramica, prin specificul ei,
raspunde unui cumul de cunoastinte al limbajului
artei, prin educarea gustului estetic pentru frumos,
dezvoltand creativitatea si exersand maiestria.
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civilization and culture. Speaking of medieval
pottery, but also of peasant pottery, we must
emphasize the science of craftsmen-artists to
organize and adapt, in relation to the function and
destination of the object, always the same signs,
in different materials and shapes.

The Ceramics as a discipline of
study, through its specificity, responds to an
accumulation of knowledge of the language of
art, by educating the aesthetic taste for beauty,
developing creativity and practicing mastery.
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“M.U.S.E.S" - patroane ale artelor in general
“M.U.S.E.S” - patrons of the arts in general
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Cuvinte cheie / arta contemporana, feminism, istoria artei, educatie
culturala, experiment artistic;

Rezumat / Creierul nu are gen, de ce ar avea arta sau alt
domeniu? Diferentele consider ca au avut alta natura si au

fost determinate mai ales de statutul social sau de relatiile

de putere. Recuperarea istorica a prezentelor feminine si a
rolului lor au depasit faza activista a feminismului si incearca
restabilirea fireasca a unor echilibre sociale si culturale

de o mare importanta istorica. Indiferent de domeniul de
activitate, femeile au fost dintotdeauna pionerii unor schimbari
semnificative in lume, schimbari ce continua sa ne marcheze
vietile de zi cu zi. In cazul artistilor si artistelor contemporani/e,
datele statistice ar putea sugera la prima vedere o situatie mai
echilibrata.

M.US.E.S, contemplatia / cugetarea de grup
propusa de mai multe nationalitati si culturi, pleaca
de la vechile inspiratii din istoria artei, Femeia ca
muza, Femeia artistul de azi si, de asemenea, femeia
de afaceri/antreprenoare. Drumul in aceasta calatorie
uneste intr-un album artisti cu aceeasi temainviziune
diferita si care ne arata de fapt cat de creativ este
omul si preocupat de noi descoperiri si reinterpretari.

Plecand de la celebra lucrare, Venus din
Urbino, corpul feminin gol este omniprezent in
picturile renascentiste, ilustrand ideea de frumusete,
prietenie, adevar siiubire. Tiziano Vecellio (1488/1490
- 1576), parte a scolii venetiene, descrie frecvent
frumusetea feminind in picturile sale. 1n loc sa
descrie o frumusete idealista, afectatd, indepartata,
ca si ceilalti contemporani ai sai, Titian ilustreaza
intentionat o femeie goald cu o senzualitate evidenta.
Venusul lui Titian nu este deloc o Venus idealizata, ci
una in carne si oase, perfect constienta de prezenta
unui spectator.

La granita dintre veneratie si parodie artisti
precum: Andy Dixon, Joel Goodman, Yasumasa
Morimura, James Kinser, Yossi Waxman, Bruna

T i o

Keywords / contemporary art, feminism, art history, cultural
education, artistic experiment;

Summary / The brain has no gender, why would it have art or
another field? | believe that the differences were of a different
nature and were mainly determined by social status or power
relations. The historical recovery of female presences and their
role has gone beyond the activist phase of feminism and seeks
the natural restoration of social and cultural balances of great
historical importance. Regardless of the field of activity, women
have always been the pioneers of significant changes in the
world, changes that continue to mark our daily lives. In the case
of contemporary artists, statistical data might suggest a more
balanced situation at first glance.

MUSES, the group contemplation / thinking
proposed by several nationalities and cultures, starts
from the old inspirations in the history of art, The Woman
as a Muse, The Woman the Artist of Today and also the
Businesswoman / Entrepreneur. The journey in this journey
unites in an album artists with the same theme in a different
vision and who actually show us how creative man is and
preoccupied with new discoveries and reinterpretations.

Starting with the famous work, Venus of
Urbino, the naked female body is ubiquitous in
Renaissance paintings, illustrating the idea of beauty,
friendship, truth and love. Tiziano Vecellio (1488/1490-
1576), part of the Venetian school, frequently
describes female beauty in his paintings. Instead of
describing an idealistic, affected, distant beauty as his
other contemporaries, Titian intentionally illustrates a
naked woman with obvious sensuality. Titian’s Venus
is not an idealized Venus at all, but one in the flesh,
perfectly aware of the presence of a spectator.

At the border between veneration and
parody artists such as: Andy Dixon, Joel Goodman,
Yasumasa Morimura, James Kinser, Yossi Waxman,
Bruna Pelissari, Natalie Pereira, Gabriel Koren, Julia




54 55



Pelissari, Natalie Pereira, Gabriel Koren, Julia Holden,
raspund introducand femeia, imaginea femeii,
intotdeauna invartindu-se intr-un cerc vicios: de
la mama la zeita, de la curtezana la inocentd, astazi
imaginea frumusetii si a binelui, maine a prostituatei
siaraului. Culmea este ca femeia poate avea chiar mai
multe dintre aceste trasaturi simultan. Prin urmare,
pictarea unei femei poate deveni o declaratie a
societatii in care locuim. Si pe masura ce societatea, la
fel ca femeile, se invart intre repere bazate pe,cum ar
trebui sa fie” si,cum este in realitate’, o discutie despre
imaginea femeilor este necesara si revelatoare. [1]

“Reformularea corpului uman - metaford a
senzualitatii care se afla atat in interiorul cat siin afara
acestor opozitii atat in dialectica cat si in procesul
de dezintegrare a dialecticii cu o dubla deghizare in
erotism, sunt luate in considerare nu numai in cadrul
ideilor spuse, ci si in ideile silentioase care nu pot fi
puse pe hartie. De altfel obiectul deghizat un spatiu
al seductiei nu poate fi pus in cuvinte, este nerostit,
devenind o formd absenta si o forma prezenta in
acelasi timp subliniind proprietatile spatiale ale
obiectului deghizat” remarca conf.univ.dr. Corina
Nani in lucrarea sa Corpul feminin - discurs senzual
pentru arhitecti. [2]

Femeia si feminitatea sunt inepuizabile, si
chiar daca se pot regasi tipare comportamentale
asemanatoare, femeia si exprimarea ei mai ales in
arta, nu poate fi redusa doar la cateva arhetipuri, nu
poatefiincuiatd in sabloane, cum s-amaiincercatdea
lungul timpului. Personalitatea, idependenta, dorinta
de a creea nu pot fi ingradite, misterul ei invaluie si
continua, peizandu-se in negura vremurilor.

Guerilla Girls, artiste activiste feministe,
care prin mesajul lansat 1intr-o campanie
publicitara stradala cu subiectul “DO WOMEN
STILL HAVE TO BE NAKED TO GET INTO THE MET.
MUSEUM?” au salutat sansa de a face ceva care
sa atraga publicul general, prin expunerea unor
concluzii de la Muzeul Metropolitan de Arta unde
au evaluat numarul de femei-artiste expuse in
comparatie cu numarul de corpuri feminine goale
din lucrarile de arta. [3]

inca de la prima mea expozitie personala, am
incercat sa ma exprim in mai multe medii artistice.
M-a interesat foarte mult MESAJUL si ceea ce vreau
sa transmit si am cautat o forma de expresie artistica
diferita. In acest sens, am experimentat. Am observat
cd ma leg de un cuvant, de mesajul unui enunt, de
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Holden, respond by introducing the woman, the
image of the woman, always revolving in a vicious
circle: from mother to goddess, from courtesan to
innocence, today the image of beauty and good,
tomorrow the prostitute and evil. The bottom line is
that a woman can have many of these traits at the
same time. Therefore, painting a woman can become
a statement of the society in which we live. And as
society, like women, revolves around landmarks
based on “how it should be” and “how it really is," a
discussion about the image of women is necessary
and revealing. [1]

“The reformulation of the human body -
a metaphor of sensuality that is both inside and
outside these oppositions both in dialectics and
in the process of disintegration of dialectics with
a double disguise in eroticism, are considered not
only in the said ideas, but and in silent ideas that
cannot be put on paper. In fact, the disquised object,
a space of seduction, cannot be put into words, it is
unspoken, becoming an absent form and a present
form at the same time emphasizing the spatial
properties of the disguised object "remarks Assoc.
Corina Nani in her work The Female Body - Sensual
Discourse for Architects. [2]

Woman and femininity are inexhaustible,
and even if similar behavioral patterns can be
found, woman and her expression, especially in
art, cannot be reduced to just a few archetypes, it
cannot be locked in patterns, as has been tried
over time. Personality, independence, the desire to
create cannot be limited, its mystery envelops and
continues, lurking in the mists of time.

Guerilla Girls, feminist activist artists, who
through the message launched in a street advertising
campaign with the subject “DO WOMEN STILL HAVE
TO BE NAKED TO GET INTO THE MET. MUSEUM? "they
welcomed the chance to do something that would
appeal to the general public, by presenting findings
from the Metropolitan Museum of Art where they
counted the number of women artists on display
compared to the number of empty female bodies in
the artwork. [3]

From my first personal exhibition, | tried to
express myself in several artistic environments. | was very
interested in the MESSAGE and what | want to convey and
| was looking for a different form of artistic expression. In
this sense, | experimented. | noticed that | connect with
a word, the message of a statement, the verse of a poem

versul unei poezie sau de refrenul dintr-o melodie,
care imi dau directia creatiei. Practicile artistice sunt
extrem de diverse, de la desen, la fotografie, tehinca
digitala sau mix media si ma bucur ca pot avea
aceasta libertate de exprimare.

Nu percep feminismul prin perspectiva
agresiva, proiectele mele reflecta o cdutare a linistii,
a sperentei, unde mesajul domina lucrarea in
detrimentul paletei cromatice, in ultima perioada
exprimandu-ma in alb si negru, tocmai pentru a intdri
si fundamenta ideile mele relative la mesaj, pe care
mi-I doresc cat mai puternic.

Mesajul dintreimaginesiinterpretareagrafica
este legatura creatiei artistice, o intreaga poezie care
oscileaza intre teama si sperantd, intre cadere si
inaltare, intre real si ireal, sugerand mesajul transpus
in planul creatiei, fiind capabil de autoregenerare,
tocmai din pricina profunzimii sentimentelor.

or the refrain of a song, which give me the direction of
creation. The artistic practices are extremely diverse, from
drawing to photography, digital technology or media mix
and lam glad that | can have this freedom of expression.

Ido not perceive feminismfromanaggressive
perspective, my projects reflect a search for peace,
hope, where the message dominates the work at
the expense of the color palette, lately expressing
myself in black and white, just to strengthen and
substantiate my ideas about the message, which |
want as much as possible.

The message between image and graphic
interpretation is the connection of artistic creation,
a whole poetry that oscillates between fear and
hope, between fall and ascension, between real and
unreal, suggesting the message transposed in the
plan of creation, being capable of self-regeneration,
precisely because of the depth of feelings.
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Alexandru BUNII

Democratizing Creativity lll
Democratizing Creativity Il

Cuvinte cheie / design, joc, creativitate, eficienta, instrumente
digitale;

Rezumat / Dezvoltatorii de software de design specializat,
modelare 3D si sculpturd digitald oferd licente educationale
studentilor, profesorilor si institutiilor (gratuit, cu reduceri
semnificative de achizitie a unui abonament lunar/anual)

sau utilizare gratuitd necomerciala tinerilor entuziasti. Astazi,
nu avem scuze cand vine vorba de a invata si de a folosi
instrumente de design digital, de a deveni mai eficienti si de a
ne imbunatati fluxul de lucru. Cu ajutorul indrumdrii constanta
si a unor teme cu o dificultate si complexitate progresiv
adaptatd studentii pot obtine rezultate uimitoare.

Cele doua parti anterioare Democratizing
Creativity s-au concentrat pe prezentarea modului in
care o serie de instrumente digitale bine concepute
au imbunatatit si, in cele din urma, au schimbat modul
nostru de a crea produse — mai rapid si mai eficient
din punct de vedere al costurilor [1], o scurta istorie
a industriei jocurilor video si o parte a instrumentelor
digitale utilizate in dezvoltarea jocurilor (procesul
de dezvoltare a jocului este similar cu procesul de
dezvoltare a produsului). Si, asa cum am promis la
sfarsitul atrticolului Democratizing Creativity Il, vom
continua acum prin a descrie un flux de lucru adaptat
pentru crearea personajelor de joc sivom analiza unele
dintre tehnologiile pe care le putem folosi pentru a
accelera modelarea, animatia si modul in care sistemul
LOD [2], o geometrie bine optimizata a unui obiect
sau personaj (geometrie si texturi optimizate), poate
imbunatdti performanta si stabilitatea.

Facultatea de Arte si Design - Timisoara a
introdus recent o serie de cursuri noi pentru a alinia
oferta curriculara a scolii la cererea reala a industriei si
pietei consumatoare de design de produs, design de
ambient, grafic design si design de bijuterie, iar unele

e — —— =

Keywords / design, gaming, creativity, efficiency, digital tools;
Summary / Developers of specialized design software, 3D
modeling and digital sculpture offer educational licenses

to students, teachers and institutions (free, with significant
discounts on the purchase of a monthly / annual subscription)
or free non-commercial use to young enthusiasts. Today, we
have no excuses when it comes to learning and using digital
design tools, becoming more efficient, and improving our
workflow. With the help of constant guidance and assignments
with a progressively adapted difficulty and complexity, students
can achieve amazing results.

Previous two parts of Democratizing
Creativity articles focused on presenting how
a series of well-designed digital tools have
enhanced and ultimately changed our way
of creating products - faster and more cost-
efficient [1], a brief history of video game
industry and some of the game development
tools (game development process is similar
to product development process). And, as
promised at end of Democratizing Creativity
Il, will now continue by describing a game
character creation workflow and look at some
of the technologies we can use to speed up
modeling, animation etc. and how the LOD
[2] system, a well optimized asset or character
(optimised geometry and textures), canimprove
performance and stability.

The Faculty of Artsand Design -Timisoara
has recently introduced a series of new courses
to align school’s curriculum offer to the actual
demand of the industry for product, interior,
graphic and jewelry design and some of these
classes focus on indroducing students to the
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dintre aceste clase se concentreaza pe introducerea
studentilor in utilizarea de instrumente si practici de
dezvoltare a modelelor 3D si a personajelor pentru
jocurile video.

As dori sa fac legdtura dintre prezentarea
actuala si unele dintre rezultatele pe care le-au obtinut
studentii mei. La inceputul anului trecut mi s-a atribuit
un nou curs, sa predau anului 2 de licenta principiile
de baza ale crearii si animatiei personajelor digitale.
Desigur, deoarece modulele de curs sunt impartite
in doud saptamani de cursuri pe semestru si timpul
disponibil mi s-a parut insuficient pentru rezultatul
final planificat, am inceput imediat cu o introducere
rapida si o prezentare generala a fluxului de lucru
pentru a conecta noile informatii (instrumente digitale
— artd conceptuala - sculptura digitala — retopologie
— desfasurata UV - pictura si creare texturi - rigging si
animatie) la ceea ce studentii stiu deja din experientele
proprii de joc si proiectele scolare anterioare inainte de
a le arata atat exemple realizate de catre dezvoltatorii
de jocuri, cat si exemplele personale [img.1]. In timp
ce teoria si exemplele vizuale sunt excelente pentru
dezvoltarea unei intelegeri generale, elevii ar trebui
sa invete folosind exemple clare step by step (pas cu
pas) [3], un tip de tutorial simplificat al temei, pentru
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tools and practices of developing assets and
characters for video games.

| would like to link presentation to
some of the results my students have achieved.
Beginning of last year | was assigned a new
course, to teach 2nd-year bachelor’s the basic
principles of digital character creation and
animation. Of course, because course modules
are diveded into two weeks of classes per
semester and available time seemed insufficient
for my planned end-result, | have immediately
started with a quickintroduction and a workflow
overview to connect the new information
(digital tools - concept art — digital sculpting -
retopology - UV unwrap - painting and baking -
rigging and animation) to what students already
know from gaming experience and previous
design assignments before moving to show
both game developers and personal examples
[img.1]. While theory and visual examples are
great for developing a general understanding,
students should learn using a step-by-step
clear example [3], a simplified how-to type of
tutorial of the assignment to fully grasp the
particularities of creating a fully functional

a intelege pe deplin particularitatile credrii unui
personaj de joc digital complet functional si astfel,
am dezvoltat cateva tutoriale [4] usor de urmarit si de
inteles pentru a completa materialele educationale
identificate pentru acest curs.

in primul rand, am cerut tuturor studentilor
sa-si imagineze si sa schiteze un personaj umanoid de
inspiratie fantastica, SF, horror sau robotica si, pentru
a mentine lucrurile destul de simple, conceptele lor
trebuiau sa fie propuse fara coadd, fara imbracaminte
sau par complicat (separate de corp) si, daca este
posibil, sd inceapa prima lor sculptura digitala folosind
un sablon de corp uman generic si lipsit de detalii
[img.2]. Schita personajului a trebuit sa includa vederi
frontale si laterale — de mare ajutor in modelarea 3D.

Concepte rezultate [img.3] au fost folosite ca
baza pentru initierea unei sculpturi digitale realizate
cu ajutorul unui software la alegere (ZBrush, 3DCoat,
Maya, Blender etc.). Exemplul pe care l-am creat
pentru a inregistra seria de tutoriale a fost o modificare
foarte rapida a unui sablon standard de corp umanoid
folosind diferite instrumente de transformare si
pensule alfa (alpha brush) [5] [img.4]. in timp ce
crearea de pensule alfa personalizate se dovedeste a
fi un proces simplu si permite 0 gama uimitoare de

digital game character and so, | have developed
several easy to watch and understand tutorials
[4] to complement educational materials for
this class.

First of all, have asked everyone to
imagine and sketch a fantasy, SF, monster or
robot humanoid character and, to keep things
simple enough for all students, their concepts
were to be without tails, no intricate clothing
or hair and, if possible, to start their first digital
sculptusing agenericand non detailed a human
body template [img.2]. Character sketching had
to include front and side views - which further
help in 3D modeling.

Resulting concepts [img.3] have
been used as base for a digital sculpt using
a software of choice (ZBrush, 3DCoat, Maya,
Blender etc.). The example | created to record
the tutorial serie was a very quick modification
of a standard humanoid body template using
different morphing tools and alpha brushes [5]
[img.4]. While creating custom alpha brushes
is a simple process and allows for an amazing
array of details, for this tutorial | only used
standard brushes. Digital sculpting was, for
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detalii, pentru acest tutorial am folosit doar pensule
standard. Sculptura digitala a fost, pentru majoritatea
studentilor, o introducere in modelarea 3D dar
energia, entuziasmul si perseverenta lor i-au ajutat sa
depaseasca mai multe obstacole. Desigur, exemple
bune si tutoriale (special dezvoltate pentru tema
semestriala sau identificate si furnizate ca exemple)
i-au ajutat sa inceapa si sa dezvolte primele concepte
de caracter de joc.

Sculpturile digitale nu pot fi folosite direct
in interiorul unui joc [6] din cauza numarului imens
de poligoane care rezultd din adaugarea de detalii
mici si complicate, cum ar fi solzi, textura porilor
pielii, cicatrici, imbracaminte, accesorii etc. [img.5]
iar sculpturile mai complexe pot depasi cu usurinta
10 milioane de poligoane. Pentru a rezolva aceasta
problema trebuie sa simplificam geometria sculptata
dar totusi sa pdstrdm cat mai multe detalii. Exista
mai multe modalitati de a obtine rezultate bune:
decimarea automata a poligoanelor pentru a reduce
numarul de poligoane (rezultatele finale vor varia),
retopologia automata sau hibrida a sculpturii digitale
[7] sau utilizarea retopologiei manuale pentru un
maximum de control asupra fiecdrui pas si detaliu. Le-
am recomandat studentilor sa foloseasca retopologia
manuala pentru a reduce numarul de poligoane de la
cateva milioane la maximum 80.000 de poligoane per
caracter de joc [img.6].

Retopologiamanuala nuconsumdatatde mult
timp dar necesita rabdare si atentie la detalii si, odata
ce mai multe detalii importante au fost redesenate
manual intr-un mod mai simplu, majoritatea
suprafetelor dintre aceste detalii pot fi umplute
automat. Studentii au inceput procesul de simplificare
a sculpturii digitale rezultate prin identificarea mai
multor zone cheie in care detaliile trebuiau pastrate si
aucreatsuprafete poligonale maibogate, careau urmat
liniile volumetrice pentru urechi, buze, ochi, degete si
alte detalii ale corpuluiiar in zonele mai mari, unde nu
a fost nevoie de o detaliere deosebitd a fost utilizata
retopologia automata. De asemenea, o modalitate
foarte buna de accelerare a procesului de lucru este
activarea si utilizarea planului de simetrie, atunci cand
este posibil. Numarul de poligoane poate fi marit
la nivel global prin subdivizarea intregii retopologii
sau marit local prin impartirea fatetelor (poligoane)
dorite. Subdivizarea retopologiei este o modalitate
foarte rapida de a emula mai bine detaliile sculptate
si chiar de a adduga diferite niveluri LOD dar trebuie
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utilizata cu grija deoarece va adauga rapid prea multe
poligoane si va crea zone foarte dense care contin
poligoane foarte mici care, la randul lor, pot genera
erori pe desfasurata UV a geometriei [8]. Odata ce au
finalizat retopologia pentru caracterul lor, studentii
au creat desfasurata UV. Desfacerea retopologiei este
un pas necesar pentru inregistrarea tuturor detaliilor
sculptate cu atentie sub forma unor texturi de culoare
si adancime. Desfasurata (UV unwrap) este in mare
parte un proces automat, fiind necesare doar cateva
ajustari manuale pentru a asigura o decupare curata
a modelului pe mai multe suprafete care vor contine
texturi pe canale dedicate. Odata cu finalizarea
proceselor de sculptare, retopologie si creare a
desfasuratei UV, studentii au inceput sa-si picteze
conceptele folosind fie modulul de pictura disponibil
in software-ul unde a fost dezvoltata sculptura digitala
[img.7] (Blender, ZBrush, 3DCoat etc.) - ar putea fi cea
mai bund alegere pentru incepatori — sau utilizand
un software separat, dedicat pentru picturd, cum ar
fi Substance Painter, Armor Paint, Marmoset Toolbag,
Quixel Mixer. Si da, unele dintre cele mai puternice
software-uri sunt gratuite...

Pictarea sculpturii digitale este un proces
simplu dar care cere o utilizare extrem de creativa a
pensulelor, culorilor, texturilor si layerelor pentru a crea
zone cu decoratii bogate, zone ruginite si deteriorate
care vor completa toate detaliile sculptate 3D. De
exemplu, atunci cand utilizati modulul 3DCoat Paint,
toate instrumentele sunt usor de identificat si toate
pensulele standard si personalizate din modulul Sculpt
sunt disponibile si pentru modulul Paint si sunt usor de
utilizat pentru a crea detalii colorate personalizate pe
orice suprafata. Procesul de pictare poate include, de
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dens areas that contain very small polygons
which, in turn, can generate errors on the UV
unwrap [8]. Once retopology was done for their
character, students have created the UV unwrap.
Unwrapping the retopology is a necessary step
for recording all of carefully crafted details into
normal and displacement textures. UV unwrap is
mostly an automated process with only several
manual adjustments needed to ensure a clean
unwrap of the model into multiple surfaces that
will support maps on several texture channels.
With the sculpt, retopology and UV unwrap
processes completed students started painting
their concepts using either the painting module
available inside selected software where digital
sculpt was developed [img.7] (Blender, ZBrush,
3DCoat etc.) — for beginners it might be best
choice - or a separate, dedicated software for
painting like Substance Painter, Armor Paint,
Marmoset Toolbag, Quixel Mixer. And yes, some
of the most powerful softwares are free to use...

The paint process is a straight forward
but extremely creative use of brushes, colors,
textures and layers to create highly decorative,
rusty, damaged areas that will complement
all 3D sculpted details. For example, when
using 3DCoat Paint module all tools are easily
identifiable and all standard and custom brushes
from Sculpt module are also available for Paint
module and easy to use in creating custom
colored details on any surface. Painting process
canalsoinclude different color shades to further
accentuate the volumetry and detail that
might get lost after the retopology/geometry

asemenea, diferite nuante de culoare pentruaaccentua
si mai mult volumetria si detaliile care s-ar putea
pierde dupa simplificarea retopologiei/geometriei.
De exemplu, pentru sculptura foarte rapida, de 3 ore,
a unei broaste, procesul suplimentar de 10 minute de
pictare mi-a permis sa introduc un numadr suplimentar
de detalii ale pielii, diferite straluciri si nuante [img.8]
si, odata multumit de rezultate, procesul de baking
(inregistrare a detaliilor 3D sub forma de texturi)
poate crea adancimile si inaltimile necesare. pentru
texturi de culoare si permite ca detaliile complete ale
sculpturii originale sa fie imprimate pe desfasurata
simplificatd a geometriei retopologizate, permitand
astfel pastrarea si utilizarea detaliilor 3D ca texturi
cu simulare de adancimi pentru canalele de textura
corespunzatoare. Pentru a intelege mai bine avantajul
utilizarii de texturi cu simulare de adancimi, imaginea
[img.9] demonstreaza clar diferenta dintre o textura
de podea din lemn afisata doar pe canalul de textura
diffuse (culoare) al unui cilindru simplu (stanga) fata
de aceeasi textura de podea din lemn la care este
adaugata informatia adaptata a texturii de lemn afisata
si pe canalul de bump - adancime (dreapta). Materialul
nu mai arata plat, subliniaza volumetria detaliilor
iar lumina este reflectata de fiecare fibra a lemnului
si, diferenta se face fara a adauga noi poligoane in
scena. Desigur, imaginea exemplu foloseste setari
exagerate de adancime pentru a ilustra cat mai clar
aceasta diferenta. Pentru a finaliza tema de creare a
caracterelor de joc studentii au trebuit doar sa exporte
geometria simplificata si texturile. Crearea texturilor
este automatizata si majoritatea software-urilor vor
optimiza, de asemenea, exportul de texturi pentru
orice motor de joc sau software de randare selectat.

simplification. For example, for my very quick 3
hour frog sculpt the additional 10 minutes paint
allowed me to introduce an additional number
of skin details, different glossiness and shades
[img.8] and once satisfied with the results
the baking process can create the depths and
heights needed for normal maps and allow the
full details of original sculpt to be imprinted
on the simplified unwrap thus allowing the 3D
details to be preserved and used as bump or
displacement maps on corresponding texture
channels. To better understand the advantage
of using bump and displacement maps, image
[img.9] clearly shows the difference of a wood
floor map set on just the diffuse texture channel
of a simple cylinder (left) versus same wood
floor map and simple shape but with the wood
map also set on the displacement channel
(right). The material no longer looks flat, it
shows volume and light bounces from every
small wood fiber and all without adding any
new polygons to the scene. Of course, example
image uses exaggerated height settings to
better illustrate the difference. To finish up
character creation assignment students just
had to export the simplified mesh and textures.
The creation of maps is automated and, most
softwares will also optimize the export of
textures for any selected game engine or render
software.

Back to the LODs, many of today
videogames offer a very realistic draw distance
wherecharacters,buildings, vehicles,vegetation
are rendered to a very high distance and player
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Revenind la LOD-uri, multe dintre jocurile
video de astdzi ofera o distanta de afisare realista, unde
personajele, cladirile, vehiculele, vegetatia sunt redate
la o distanta foarte mare si jucatorul are posibilitatea sa
observe obiecte foarte mici si indepdrtate. Desi acest
lucru este considerat un avantaj, distanta foarte mare de
afisare va forta hardware-ul sa redea o cantitate imensa
de poligoane, ceea ce poate cauza un framerate scazut si
posibile blocdri. Utilizarea LOD-urilor pentru personaje,
cladiri, vehicule sau chiar pentru parti intregi ale hartii este
recomandata si este, probabil, cea mai buna modalitate
de a reduce incarcarea CPU si GPU, mentinand in acelasi
timp o distanta mare de redare si realism al detaliului.
Nivelurile de detaliu LOD, folosesc modele 3D mai putin
complexe pentru a fi afisate la distante tot mai mari si,
pentru clarificare voi folosi o scena tipica Grand Theft Auto
V, in care geometria vehiculelor variaza de la aproximativ
70 de mii poligoane la nivelul LODO (cel mai apropiat)
pana la mai putin de o mie de poligoane la nivelul LOD4
(cel mai indepartat) [img.10]. in acest mod CPU si GPU
redau un numar de poligoane redus. Dar, imaginati-va
acelasi joc folosind moduri pentru a inlocui vehiculele
generice cu modele reale. Exista mii de moduri disponibile
pentru GTAV, dar nu toate au implementate nivelurile LOD
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can notice very small and distant objects. While
this is great for gameplay realism it will force the
hardware to render a huge amount of polygons
wich can cause low framerate and possible
crashes. Using LODs for characters, buildings,
vehicles or even for entire parts of the map is
highly recommended and is, probably, best way
to reduce CPU and GPU load while maintaining
a high draw distance and realism. LODs, levels
of detail, use less complex 3D models to be
shown at ever increased distances and will
use as example a typically Grand Theft Auto V
vanilla scene where cars geometry range from
aprox. 70K polygons at LODO (closest) to less
that 1K polygons at LOD4 (farthest) [img.10].
This way CPU and GPU render a significantly less
polygons. But, imagine the same game using
mods to replace vanilla generic cars with real
brands. There are thousands of mods available
for GTAV alone but not all have LODs and some
mods can be in excess of 500K polygons. You can
just imagine a busy street with several modded
cars (no LODs) [img.11] that will immidiately
crash the game...

iar unele vehicule pot depasi 500.000 de poligoane. Va
puteti imagina o strada aglomeratd cu mai multe masini
modificate (fara LOD) [img.11] care vor bloca imediat
jocul...

Exista mai multe metode de reducere a
numarului de poligoane, decimarea sau exportul
direct al unei sculpturi digitale poate fi una dintre cele
mai rapide metode dar rezultatul final este imprevizibil,
cu o rata mare de erori [img.12]. Retopologia este cea
mai precisa modalitate de reducere a numarului de
poligoane si poate fi facuta fie manual, fie folosind
diferite metode de automatizare, asigurand in acelasi
timp o geometrie corecta pana la LOD4 [img.13].

Urmatorul pas este riggingul personajului, de
addugare a oaselor sau creare a unei armaturi pe baza
carora sunt create miscarile naturale (sau nu!) si replicate,
inregistrate si folosite pentru animatii de jocuri sau
video. Procesul de rigging poate fi inteles la nivelul cel
mai simplu ca o rapida pozitionare a mai multor oase
in interiorul geometriei personajului si de simulare a
scheletului unui om [img.14], al unui animal sau al
unei creaturi fantastice ce va fi utilizabil pentru arta
conceptuald, animatie si jocuri sau, dacd este nevoie
pentru un control fin al degetelor, expresiilor faciale sau

There are several methods of reducing
the number of polygons, decimation or a direct
export of a digital sculpt may be fastest but the
end result is unpredictable with a high rate of
errors [img.12]. Retopologyis the mostaccurate
way and can be done either manually or using
different automation methods while assuring a
correct geometry up to LOD4 [img.13].

The next step is rigging the character, to
add bones or an armature, and allow for natural
movements (or not!) to be replicated, recorded
and used for game or video animations. The
rigging process can be as simple as positioning
several bones inside the character mesh and
loosely emulate the skeleton of a human
[img.14], animal or a fantastical creature and
it will be usable for concept art, animation and
gaming or, if more control is needed for fingers,
facial expressions or other subtle movements
then the whole rigging process will be time
consuming and complex...that is, if we don’t
want to use any of the available plug-ins,
free or very cost effective add-ons created by
professionals like Auto Rig Pro, Mixamo [9] etc.
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al unor miscari fine atunci intregul proces de manipulare
va fi unul de durata si extrem de complex ... in cazul
in care nu dorim sa folosim plugin-urile disponibile,
scripturi gratuite (sau foarte rentabile din punct de
vedere al raportului calitate/pret) create de profesionisti
precum Auto Rig Pro, Mixamo [9] etc.

Majoritatea studentilor au intampinat initial
o serie de dificultati in crearea unui comportament
realist al picioarelor sau in configurarea adaptata pentru
diferite parti ale corpului, in special pentru configurarea
menita sa permit picioarelor sa ramana plantate pe
pamant. Deoarece riggingul traditional al scheletului
foloseste FK Forward Kinematics, unde fiecare os
urmeaza comportamentul osului pdrinte, utilizarea
riggingului tip IK Inverse Kinematics este foarte util in
comportamentul picioarelor. Configurarea IK este cea
mai usoara modalitate de a mentine picioarele plantate
pe pamant in timp ce restul corpului este liber sa se
miste. Cu ajutorul mai multor tutoriale bune si, in unele
cazuri, cu utilizarea inteligenta a scriptului intern Blender
Rigify pentru automatizarea creatiei de rigging pentru
personaje de joc sau animatii, problema a fost rezolvata
si studentii au propus caractere de joc pregatite pentru
animatie [img.15]. Desigur, fiind un curs de nivel
introductiv despre utilizarea diferitelor instrumente
digitale si prezentarea de baza a etapelor de lucru pentru
crearea personajelor de joc, am cerut doar personaje
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Most students have initially struggled
with legs behavior and creation of adapted
setups for different body parts, especially
for legs to stay planted on the ground. As
the traditional skeleton rig uses FK Forward
Kinematics where each bone follows the parent
bone’s behavior the IK Inverse Kinematics rigs
are very useful in behavior of legs. The IK setup
is the easiest way to keep the feet planted on
the ground while the rest of body is free to
move. With the help of several good tutorials
and, in some cases, a clever use of Blender
Rigify internal addon to automate the creation
of character rigs, the problem has been solved
and students proposed characters where now
ready for animation [img.15]. Of course, being
an introductive level class on using different
digital tools and basic presentation of game
character creation workflow | have only asked
for simpler characters (no independent clothes
and accesories, no tails etc.) and a basic rig (no
facial expressions, no finger or toe bones).

Last requirement for students was to
animate their concepts. All previous steps -
digital sculpt, retopology, model paint, UV
unwrap, texture bake and rigging - needed
to be properly executed before starting to

simple (fara haine si accesorii independente, fara cozi
etc.) si un rigging de baza (fara expresii faciale, fara oase
pentru degetele mainilor sau a picioarelor).

Ultima cerinta pentru studenti a fost sa creeze
animatia conceptelor dezvoltate individual. Toti pasii
anteriori — sculptura digitala, retopologia, pictarea
modelului,desfasurata UV, creareatexturilorssiriggingul
— trebuiau executati corespunzator inainte de a incepe
sa emuleze cateva exemple pregatite si filmate de
studenti voluntari. Miscdrile propuse trebuiau sa fie
destul de simple pentru a nu crea probleme majore,
dar animatia 3D folosind o baza video necesita doar
atentie si rabdare pentru a ajusta rigging-ul pentru

emulate several examples prepared and filmed
by students volunteers. Proposed movements
needed to be fairly simple but 3D animation
using videos as example only requires attention
and patience adjusting the rig to perfectrly
overimpose the movement and timing of
the example, as shown in Manuel Pocioian
works: https://youtu.be/_-IMpp11jDI, https://
youtu.be/n9hhkWVD7ul and https://youtu.be/
YyLNmYCiBbk

Today is so much simpler to create
complex assets, gaming characters and even
entire digital worlds, to rig and animate them
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Img.14 - Andor Arnold

a se suprapune perfect amplitudinii miscarilor si
temporizarii filmarii-exemplu, asa cum se poate
vedea in lucrarile lui Manuel Pocioian: https://youtu.
be/_-IMpp1ljDI, https://youtu.be/n9hhkWVD7ul and
https://youtu.be/YyLNmYCiBbk

Astazi este cu mult mai simplu sa creezi modele
complexe, personaje de joc si chiar lumi digitale intregji,
sa le animam sau pur si simplu sa permiti unui software
sa emuleze miscarile dorite [10] si sa integrezi toate
conceptele si creatiile personale in motoarele de joc.
Se pare ca toate eforturile pot si trebuie indreptate
catre calitate! Si totusi... a avea la dispozitie 0 gama atat
de larga de instrumente digitale gratuite este un lucru
pozitiv sau tinde sa creeze confuzie pentru utilizatorii
mai tineri si mai putin experimentati? Studentii sunt
uneori coplesiti si chiar indusi in eroare de o varietate de
exemple uimitoare create de utilizatori cu experienta sau
profesionisti si pur si simplu isi imagineaza ca progresul
lor va fi unul imediat, cu rezultate de calitate superioara,
uitand cu totul de disciplina, daruirea si straduinta
continua necesare in depasirea oricdror probleme. Doar
cu ajutorul direct, indrumarea constantd, teme cu o
dificultate si complexitate progresiv adaptate si tutoriale
personalizate putem asigura un mediu adecvat in care
studentii vor putea progresa.

or simply allow a software to emulate desired
movements [10] and integrate all those
personal concepts and creations into game
engines. It seems that all efforts can, and should
be directed towards quality! And yet ... having
at our disposal such a wide range of diverse
and free to use digital tools is all positive or it
tends to create confusion for younger and less
experienced users? Students are sometimes
overwhelmed and even mislead by a variety
of amazing examples created by experienced
users or proffesionals and simply imagine that
progress is immediate and superior quality
is achieved in days, forgetting all about
discipline, dedication and continued strive to
surpass any and all problems. Only with direct
help, constant guidance, adapted assignments
with progressively increased difficulty and
complexity and personalised tutorials we can
ensure a suitable environment where students
will be able to progress.




NOTE / END NOTES

[1]1 Bunii, Alexandru., Digital Designer [Citat 13 aprilie 2021],
disponibil pe internet la adresa: https://www.ceeol.com/search/
article-detail?id=922842/ pp. 41- 47

[2] LOD - Level of Detail

[3] Alford, Ken., Griffin, Tyler., Unleashing the power of examples

/ Effective Teaching Strategies [Citat 13 aprilie 2021], disponibil
pe internet la adresa: https://www.facultyfocus.com/articles/
effective-teaching-strategies/unleashing-the-power-of-
examples/

[4] Tutoriale personale dezvoltate si incarcate pe canalul
Youtube - Design si Arte Decorative - Timisoara: sculptare
digitala: https://youtu.be/c-0s6f3XhSU, retopologie si picturd
(texturare): https://youtu.be/_sDjj9Jzt_A, export texturi: https://
youtu.be/Y7EaU_29zbs, exemplificare randare: https://youtu.be/
BHGRmIpl9wE

[5] Texturi special concepute pentru a imprima detalii fine si
extrem de complexe pe suprafata sculptata. Cu uneltele digitale
disponibile se poate varia dimesniunea, unghiul si adancimea
detaliului.

[6] Motorul grafic UE5 a fost testat cu succes in redarea in timp
real a unei scene cu 10 miliarde de poligoane. Natalie Clayton,
N., Developer puts Unreal Engine 5 to the test with 10 billion
polygons of dog [Citat 28 noiembrie 2021], disponibil pe
internet la adresa: https://www.pcgamer.com/developer-puts-
unreal-engine-5-to-the-test-with-10-billion-polygons-of-dog/
[7] Retopologia este procesul de simplificare a topologiei unui
model 3D complex, obtinut prin sculptare digitald, scanare sau
fotogrametrie.

[8] UV unwrap, procesul de creare a desfasuratei unui volum ce
permite aplicarea corecta a texturilor pe diverse canale - diffuse,
normal, displacement, AO, roughness etc.

[9] [Citat 28 noiembrie 2021], disponibil pe internet la adresa:
https://blendermarket.com/categories/rigging-scripts-and-
addons

[10] DEEPMOTION - solutie gratuita de captura si procesare
miscare cu ajutorul inteligentei artificiale - Al - https://www.
deepmotion.com/
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Sandra CHIRA

Pluralismul tendintelor vestimentare -
democratizarea modei in a doua jumatate

a secolului XX

Pluralism of clothing trends- the democratization of
fashion in the second half of the twentieth century

Y e e »

Cuvinte cheie / democratizarea modei, curente estetice, Teddy Boys,
Glam, Punk, Deconstructivism, Minimalism;

Rezumat / Peisajul vestimentar din a doua jumatate a

secolului al XX-lea exprima deschiderea spre noutate, spirit

de independenta si tinerete, dorinta de emancipare si de
afirmare sociald, prin comportament si prin concretizarea

unor imagini vestimentare iconice care ulterior vor deveni o
constanta referinta pentru moda contempoana. Vestimentatia
este eliberata de sub rolul ei de semnalizare a rangului social

si a pozitiei financiare si devine mijloc de comunicare a
personalitatii, a identitatii culturale si sociale democratice. A
doua jumatate a secolului XX se caracterizeaza prin echilibrul in
relatia individual-colectiv reconfigurata sub imaginea miscarilor
subculturale.

Anii 50 aduc in istoria modei schimbari
esentiale atat in tendintele estetice cat si sub aspectul
disemindrii acestor tendinte intr-un ritm din ce in
ce mai alert. Principalele curente apdrute in a doua
jumatate a secolului XX isi gasesc corespondenta
in tendintele modei contemporane, fiind reluate
ciclic, reconfigurate si adaptate contextului actual.
Fiind numiti "anii modei” datorita avantului pe care
fenomenul |-a capatat, a ritmului din ce in ce mai alert
de aparitie a noilor tendinte si a multiplelor inovatii,
anii 50 inseamna inceputul pluralismului tendintelor
vestimentare.

In jurul anilor 1950 apar subculturile, alternative ale
curentelor vestimentare si ideologice principale. Societatea
devine din ce in ce mai dinamica si mai democraticd si
astfel permite coexistenta mai multor tendinte, opuse sau
congruente, in acelasi spatiu si interval temporar. Aldturi de
Paris, devin mai influente si celelalte capitale contemporane
ale modei, Londra, New York si Milano. Aldturi de Dior cu al
sau New Look si Chanel care are din nou succes mondial
prin noul taior din tweed cu fusta dreapta pana la genunchi,
in mare ascensiune profesionala era Cristobal Balenciaga,
celebru pentru tehnicile sale inovatoare de croitorie ce

Keywords / fashion democratization, trends, Teddy Boys, Glam, Punk,
Deconstructivism, Minimalism;

Summary / The fashion landscape of the second half of the
twentieth century expresses the openness to novelty, the

spirit of independence and youth, the desire for emancipation
and social affirmation, through behavior and the realization

of iconic clothing images, which will later become a constant
reference for contemporary fashion. Clothing is freed from its
role of signaling social rank and financial position and becomes
a means of communicating personality, cultural and social
democratic identity. The second half of the twentieth century

is characterized by the balance in the individual-collective
relationship reconfigured under the image of subcultural
movements.

The 50’ bring in the history of fashion essential
changes both in aesthetic trends and in terms of
disseminating these trends at an increasingly pace.
The main currents that appeared in the second half of
the twentieth century find their correspondence in the
trends of contemporary fashion, being resumed cyclically,
reconfigured and adapted to the current context. Being
called the “years of fashion “ due to the boom that the
phenomenon has gained, the increasingly fast pace of new
trends and multiple innovations, the 50's is the beginning of
the pluralism of clothing trend.

Around the 1950s, subcultures appeared,
alternatives to the main clothing and ideological currents.
Society is becoming more and more dynamic and
democratic and thus allows the coexistence of several
tendencies, opposite or congruent, in the same space and
time interval. Along with Paris, the other contemporary
fashion capitals, London, New York and Milan, are becoming
more influential. Along with Dior with his New Look and
Chanel, which is once again a worldwide success with her
new straight-to-knee tweed cutter, Cristobal Balenciaga was
on the rise, famous for her innovative tailoring techniques
that highlighted natural beauty of the female body. New
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au pus in valoare frumusetea naturala a trupului feminin.
Apar articole vestimentare noi: rochia cadmasa si rochia sac
si noi siluete vestimentare - H, A, Y. Domeniul haute couture
nu mai putea tine pasul cu imbunatatirea metodelor de
fabricare in serie si cu comercializarea accelerata, nu mai
lucra in acelasi ritm cu industria prét a porter, mai ales ca
tineriiincepeau sa fie cei care dictau cursul modeiiar costurile
unui articol realizat prin traditionala croitorie de inalta clasa
nu corespundeau posibilitatilor si nici preferintelor acestora.
Acum, din sase in sase luni, apdreau noi tendinte si noi
colectii ale marilor case de moda.

Noul ideal uman era reprezentat de tineri, fapt
ce a generat democratizarea pe toate planurile modei si
totodatd omogenizarea inegalitatilor pozitiei sociale si a
posibilitatilor materiale. Suflul tandr are un efect pozitiv
asupra vestimentatiei anilor urmatori, acestia descoperind
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clothing items appear -the shirt dress and the bag dress
and new dlothing silhouettes - H, A, Y. The haute couture
field could no longer keep up with the improvement of
mass production methods and accelerated marketing, it no
longer worked in the same rhythm with the ready industry
a porter, especially since young people were beginning
to dictate the course of fashion and the costs of an article
made by traditional high-class tailoring did not correspond
to their possibilities or preferences. Now, every six months,
new trends and new collections of the big fashion houses
appeared.

The new human ideal was represented by young
people, which generated democratization on all levels
of fashion and at the same time the homogenization of
inequalities in social position and material possibilities. The
young breath has a positive effect on the clothing of the

bucuria de a se juca cu imaginea lor si fantezia exprimarii
individualitatii prin intermediul hainelor. Pentru prima
datad in istoria modei glasul strazii este cel care dicteaza si
genereaza tendintele, iar creatorii de moda sunt nevoiti sa
le urmeze exemplul. Relatia masculin-feminin se apropie de
armonie, atat din punct de vedere al statutelor sociale egale
cat si al costumului, avand stiluri vestimentare apropiate si
adaptate societatii moderne in plin proces de evolutie si
deschidere spre inovatie.

Una dintre tendintele vestimentare de nisa
aparuta in moda masculina a anilor 1950 a fost Noul
Edwardianism, subcultura numita Teddy Boys. Fiind o
miscare sociala si vestimentara a tinerilor britanici din
clasa muncitoare, stilul se caracteriza prin readucerea
costumului masculin elitist a anilor 1900 in actualitatea
momentului, reinstaland valorile aristocratiei britanice.

coming Years, as they discover the joy of playing with their
image and the fantasy of expressing individuality through
clothes. For the first time in the history of fashion, it is the
voice of the street that dictates and generates trends, and
fashion designers are forced to follow their example. The
male-female relationship is approaching harmony, both
in terms of equal social status and costume, with clothing
styles close to and adapted to modern society in the process
of evolution and openness to innovation.

One of the niche clothing trends that
emerged in men’s fashion in the 1950’s was a
subculture called Teddy Boys. Being a social and
clothing movement of young British working
class, the style was characterized by bringing
the elitist men’s costume of the 1900s back to
the present, re-establishing the values of the
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Dominatia claselor sociale superioare engleze din
perioada anterioara Primului Razboi Mondial era
invocata in costumul masculin a anilor 1950 prin tinute
elegante si sobre, o interferenta stilistica intre costumul
clasic britanic din anii 1900 cu influente americane:
jachete cambrate cu umeri largi, pantaloni stramti,
pantofi cu talpi inalte si siret de tip Brothel Creepers,
tinute accesorizate cu cravate inguste numite "Slim Jim’,
manusi de piele si sosete purtate la vedere.
Existentialismul a fost una dintre miscarile
culturale ce s-au manifestat in plan socio-cultural
dar si ca fenomen vestimentar in a doua jumatate a
secolului XX, debutand in anii 1940 si manifestandu-
se pe o durata de aproximativ 20 de ani, pana in anii
1960. Fiind caracterizat de promovarea spiritului
contra-culturd si o pozitie generalda anti-modg,
existentialismul urmdrea proclamarea liberului arbitru,
respingerea materialismului si totodata respingerea
tendintelor vestimentare general adoptate prin
implementarea unui stil excentric in raport cu
intregul. Datorita raspandirii largi, transpunerea
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British aristocracy. The dominance of pre-World
War |l English upper classes was invoked in 1950s
men’s clothing by elegant and sober outfits, a
stylistic interference between 1900s-influenced
British classic costume with wide-shouldered
camouflage jackets, tight pants, shoes with
Brothel Creepers high heels and laces, outfitted
with tight ties called “slim Jim”, leather gloves
and visible socks.

Existentialism was one of the cultural
movements that manifested itself in socio-cultural
terms but also as a clothing phenomenon in the
second half of the twentieth century, beginning in
the 1940s and manifesting for a period of about
20 years, until the years 1960. Characterized by
the promotion of the counter-culture spirit and a
general anti-fashion position, existentialism aimed
at proclaiming free will, rejecting materialism and
at the same time rejecting generally adopted
clothing trends by implementing an eccentric style
in relation to the whole. Due to its widespread use,

David Bowie pentru Kansai Yamamoto



aceluiasi curent ideologic ca fenomen vestimentar a
primit denumiri diferite in cadrul zonelor geografice
in care a fost adoptat. De exemplu, in Franta s-a
manifestat sub denumirea de Rive Gauche, iar in
Statele Unite drept Beatnick. Colectia semnata Yves
Saint Laurent pentru casa Dior lansata in anul 1960
a fost inspirata din stilul Rive Gauche sub denumirea
Beat. Totodata ideologia si stilismul acestui curent
continua sa constituie o sursa de inspiratie pentru
actualele tendinte vestimentare. Estetica vestimentara
Beatnick sau Rive Gauche se caracteriza prin utilizarea
puloverelor supradimensionate, a jeansilor stramti
sau rupti, a tinutelor integral negre si mulate pe corp,
alaturate unui stilism dezordonat si neingrijit, cu plete
lungi si nepieptanate, infatisare ce exprima atitudinea
antimaterialista ce a fost adoptata deopotriva in cadrul
vestimentatiei masculine cat si in cea feminina.

Anii60aufostdefinitidecoexistentamaimultor
tendinte vestimentare, trecatoare si schimbadtoare,
transformarea datorandu-se principalelor progrese
sociale: promovarea si transmiterea noilor mode
se producea acum prin intermediul mass mediei,
informatiile fiind accesibile tuturor claselor sociale.
Gama produselor vestimentare si costurile se
diversificase atat de mult incat oricare ar fi fost
nivelul de trai, existau optiuni pentru a fi in pas cu
moda. Balanta dintre vestimentatie si indentitatea
personala sau colectiva inclina de aici inainte spre
individ ca identitate vizuala individuala. Vesmantul
este eliberat de sub rolul lui de semnalizare a rangului
social si a pozitiei financiare si devine mijloc de
comunicare a personalitatii, a identitatii culturale si
sociale democratice. Apartenenta la un anumit grup
se face tocmai prin aceastd aderare la vreo subcultura
sau la vreo tendinta vestimentara dintre multiplele
aparute in a doua jumdtate a secolului XX, regdsindu-
se un echilibru intre cat din ceea ce indivizii poarta
le exprima identitatea launtrica si cat aderarea la
anumite ideologii sau stiluri vestimentare.

Perioada anilor 1970, dinamica, divergenta si instabild,
s-a caracterizat prin existenta mai multor tendinte vestimentare
si sociale ce se derulau concomitent, find eclectice si de scurta
durata, opuse din punct de vedere stilistic, avand fiecare adeptii
si spatiul propriu de desfasurare. Dintre acestea amintim Glam,
Disco, Romantism rural, Clasic, Sport, Punk.

Antiteza a curentului social si vestimentar
Hippie, tendinta Glam sau de altii numita Glitter,
a fost o miscare muzicala si vestimentara a anilor
1970, caracterizatd de teatralitate si strdlucire, ce i-a
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the transposition of the same ideological current
as a clothing phenomenon has received different
names within the geographical areas in which it
was adopted. For example, in France it manifested
as Rive Gauche, and in the United States as
Beatnick. The Yves Saint Laurent collection for
Dior, launched in 1960, was inspired by the Rive
Gauche style under the name Beat. At the same
time, the ideology and style of this current
continues to be a source of inspiration for current
clothing trends. Beatnick or Rive Gauche clothing
aesthetics is characterized by the use of oversized
sweaters, tight or torn jeans, all-black outfits and
molded on the body, along with a messy and
untidy styling, with long and uncombed hair, a
look that expressed the old-fashioned attitude in
both men’s and women’s clothing.

The 60's were defined by the coexistence
of several clothing trends, transient and changing,
the transformation being due to the main social
advances: the promotion and transmission of new
fashions now took place through the media, the
information being accessible to all social classes. The
range of clothing products and costs had diversified
so much that whatever the standard of living, there
were options to keep up with fashion. The balance
between clothing and personal or collective identity
henceforth inclines towards the individual as an
individual visual identity. The garment is released
from its role of signaling social rank and financial
position and becomes a means of communicating
personality, cultural and social democratic identity.
Belonging to a certain group is done precisely by
joining a subculture or a clothing trend among
the multiples that appeared in the second half of
the twentieth century, finding a balance between
how much of what individual wear expresses their
inner identity and how much adherence to certain
ideologies or clothing styles.

The 1970s were dynamic, divergent and unstable,
characterized by the existence of several clothing and
social trends that took place simultaneously, being eclectic
and short-lived, stylistically opposed, each having its own
followers and its own space. Among them we mention
Glam, Disco, Rural Romance, Classic, Sports, Punk.

The antithesis of the Hippie trend, the
Glam or Glitter was a musical and clothing
movement of the 1970s, characterized by
theatricality and brilliance, which had as main

avut ca principali reprezentanti pe David Bowie in
plan muzical, pe designerul de incaltaminte Terry
de Havilland si pe Kansai Yamamoto pentru moda
vestimentara. Stilul a devenit initial popular in randul
tinerilor ce adoptau coafuri excentrice in culori
stridente precum oranjul sau rosul saturat, propunand
siluete vestimentare androgine si haine sclipitoare,
incdltaminte cu platforme inalte si machiaj strident.

in 1975 apare miscarea nonconformista
Punk, subcultura eclectica cu foarte multe variatii pe
aceeasi tema, exprimata prin alegeri vestimentare
socante, mix de elemente distincte preluate din
alte stiluri vestimentare precum glam, rock, nazism,
raggae si o atitudine generala de revolta predispusa
spre anarhism. Punk-istii erau recognoscibili prin
haine rupte, zgdrzi de caine, pierceing-uri cu ace
de siguranta, cuie, tinte si coafuri extravagante,
capete rase partial si creste cu tepi sau culori
fluorescente. Adeptii acestei miscari au dezvoltat o
preocupare pentru reciclarea si reinventarea hainelor
vechi, totodata pentru crearea propriilor articole
vestimentare. Mijloacele de comunicare in masa au
criticat imaginea si comportamentul adeptilor punk,
numindu-i "copii vehement revoltati impotriva modei".
In timp, miscarea punk a dat nastere unor directii
distincte cu puncte comune dar si cu deosebiri, fiind
si in prezent una dintre principalele tendinte care
reapare constant si care dincolo de continutul ei
ideologic ca manifest social are o multime de valente
estetice reinterpretate permanent in forme si asocieri
noi, atat in moda stradala cat si in propunerile
designerilor.

La sfarsitul anilor 70, Punk-ul s-a dezvoltat
intr-un alt curent stilistic numit Neo Romantism,
la fel de extravagant si nonconformist, propunand
siluete androgine. Apare in anul 1978 iar principala
caracteristicd a tendintei vestimentare a fost
combinarea atipica a articolelor din diverse stiluri,
rezultatul fiind o imagine hibrid. Astfel, nu exista o
linie congruentd, standard, variantele de abordare
ale Neo Romantismului fiind multiple, extrem de
creative si imprevizibile. Prin alegerile lor, purtatorii
invocau epoci trecute, sau reinterpretau uniforme
militare creand look-uri teatrale, impodobite excesiv
si cu multiple centre de interes compozitionale. Atat
in ceea ce priveste miscarea punk, cat si pe cea neo
romantica hainele erau unisex, diferentierea genului
masculin de feminin prin vestimentatie fiind aproape
insesizabila. Mesajul initiatorilor acestor curente era

representatives: David Bowie musically, the
shoe designer Terry de Havilland and Kansai
Yamamoto for fashion. The style initially
became popular among young people who
adopted eccentric hairstyles in bright colors
such as orange or saturated red, proposing
androgynous clothing silhouettes and glittering
clothes, high-heeled shoes and shrill makeup.

In 1975, the non-conformist Punk
movement appeared, an eclectic subculture with
many variations on the same theme, expressed
through shocking clothing choices,amixof distinct
elements taken from other clothing styles such as
glam, rock, nazism and a general attitude of revolt
prone to anarchism. Punkers were recognizable
by torn clothes, dog collars, piercings with safety
pins, nails, extravagant targets and hairstyles,
partially shaved heads and spikes with spikes or
fluorescent colors. Adherents of this movement
have developed a concern for recycling and
reinventing old clothes, as well as for creating
their own clothing items. The media has criticized
the image and behavior of punk fans, calling them
“children vehemently outraged against fashion.”
Over time, the punk movement has given rise to
distinct directions with commonalities but also
differences, being still one of the main trends
that constantly reappears and that beyond its
ideological content as a social manifesto has a lot
of aesthetic values permanently reinterpreted in
forms and new associations, both in street fashion
and in the proposals of designers.

In the late 705, Punk developed into
another stylistic current called Neo Romanticism,
equally extravagant and nonconformist, proposing
androgynous silhouettes. It appeared in 1978 and the
main feature of the clothing trend was the atypical
combination of items from various styles, the result
being a hybrid image. Thus, there is no congruent,
standard line, the approaches of Neo Romanticism
being multiple, extremely creative and unpredictable.
Through their choices, the wearers invoked past eras,
or reinterpreted military uniforms creating theatrical
looks, over-decorated and with multiple compositional
interests. In terms of both the punk and the neo-
romantic movement, the clothes were unisex, the
distinction between the masculine and the feminine
gender through clothing being almost imperceptible.
The message of the initiators of these currents was
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acelasi, iar formele de manifestare sociala, erau la fel
de agresive si de excentrice indiferent de gen.
Peisajul modei de la inceputul anilor 1980
nu a fost influentat si generat doar de designerii
parizieni, britanici sau americani, o importanta
majora in aceasta perioada avand-o Avangardismul
Japonez. Creatiile lor se caracterizau prin inteligenta
formelor, deconstructivism, stratificarea mai multor
piese vestimentare sau straturi de materiale textile
diferite. Nonconformisti, designerii emblematici
ai acestui curent, Rei Kawawubo pentru Comme
des des Garcons si Yohki Yamamoto, sfidau orice
asteptari si depaseau orice standard precedent.
Forma siluetelor anatomice era cu totul camuflata,
hainele depasind tipizarea volumelor din trecut.
Aveau un aspect nefinisat si neglijent, motiv pentru
care stilul a primit si denumirea de Post Punk. Drept
mijloace de expresie plasticd, artistii se foloseau
de supradimensionarea volumelor, de detalii
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the same, and the forms of social manifestation were
equally aggressive and eccentric regardless of gender.

The fashion landscape of the early 1980s
was not influenced and generated only by
Parisian, British or American designers, a major
importance in this period being the Japanese
avant-garde. Their creations were characterized
by the intelligence of shapes, deconstruction,
the stratification of several garments or layers
of different textiles. Nonconformists, the current
designers of this current, Rei Kawawubo for
Comme des des Gargons and Yohki Yamamoto,
defied any expectations and exceeded any
previous standard. The shape of the anatomical
silhouettes was completely camouflaged, the
clothes surpassing the standards of the volumes
of the past. They had an unfinished and careless
look, which is why the style was also called Post
Punk. As a means of plastic expression, the artists

realizate prin prelucrarea in relief sau in contextura
a materialelor textile, si alegeau cromatici terne, de
obicei monocrome, predominante fiind negrul, griul,
culorile neutre. Datorita ineditului expus, creatiile
deconstructiviste au primit deopotriva aprecieri si
critici.

La sfarsitul anilor 1980 si inceputul anilor 1990
apare un alt curent vestimentar propus de aceasta data
de reprezentantii modei belgiene: Martin Margiela,
Ann Demeulemeester, Dries Van Noten, Vicktor & Rolf
si Rick Owens. Deconstructivismul apare ca o forma de
restabilire a valorilor estetice traditionale a vestimentatiei
si presupune descoaserea, reconstructia volumelor si a
croiurilor in forme inovatoare, evidentierea cusaturilor
si a tivurilor, expunerea detaliilor interioare, manipulari
creative ale formelor si a structurilor textile. Curentul
apare totodata si in arhitectura postmoderna de la
sfarsitul anilor 80, fiind caracterizat de distorsionarea si
repozitionarea elementelor arhitecturale, a fatadelor

used the oversizing of volumes, details made by
embossing or contextual processing of textiles,
and chose dull colors, usually monochrome,
predominant being black, gray, neutral colors.
Due to the novelty, the deconstructed creations
received both appreciation and criticism.

In the late 1980s and early 1990s, another
fashion trend was introduced, this time proposed by
Belgian fashion representatives: Martin Margiela, Ann
Demeulemeester, Dries Van Noten, Vicktor & Rolf and
Rick Owens. Deconstructed fashion appears as a form
of restoring the traditional aesthetic values of clothing
and involves stripping, reconstructing volumes and cuts
in innovative shapes, highlighting seams and edges,
exposing interior details, creative manipulations of
shapes and textile structures. The current also appears
in postmodern architecture from the late 80’s, being
characterized by the distortion and repositioning of
architectural elements, building facades, generating an
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cladirilor, generand un efect de "haos controlat” Noul
stil nu presupune doar reinventarea compozitionala a
articolelor vestimentare ci si a moduluiin care acestea se
poarta. Piese cu un anumit rol precedent, capdata acum
cu totul alte functii. Totodatd, adeptii acestui curent
au fost preocupati de reciclarea produselor vechi si
reinventarea acestora in forme cu totul atipice.

Martin Margiela, absolvent al Academiei
de Arte Frumoase din Antwerp (1977-1980) este un
designer de origine belgiana ce preferd sa isi ascunda
identitatea sub numele brandului sau, Maison Martin
Margiela. De la inceput, strategia sa de marketing
s-a bazat pe cultul “impersonalitatii” si “invizibilitatii”.
Singurele fotografii, putine la numar cu Martin
Margiela au fost facute pe furis in backstage-ul show-
urilor sale. In aceeasi perioada, un grup de sase tineri
designeri au absolvit in cadrul aceleasi institutii,
fiind denumiti "Antwerp Six". Acestia au atras atentia
presei de specialitate internationale prin participarea
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effect of “controlled chaos” The new style involves not
only the compositional reinvention of clothing but also
the way they are worn. Pieces with a certain previous
role, now acquire completely different functions. At the
same time, the followers of this current were concerned
with recycling old products and reinventing them in
completely atypical forms.

Martin Margiela, a graduate of the Antwerp
Academy of Fine Arts (1977-1980), is aBelgian-born
designer who prefers to hide his identity under
his brand name, Maison Martin Margiela. From
the beginning, his marketing strategy was based
on the cult of “impersonality” and “invisibility”.
The only few photos with Martin Margiela were
sneaked into the backstage of his shows. During
the same period, a group of six young designers
graduated from the same institution, being called
“Antwerp Six”. They attracted the attention of the
international media through their spectacular

lor spectaculoasa in cadrul Saptamanii Modei de la
Londra in anul 1988. Cu toate ca Margiela nu facea
parte din aceasta grupare, datorita creativitatii sale a
fost considerat cel de-al saptelea membru “simbolic”
al colectivului belgian. Cu totii reprezentau intocmai
noul curent stilistic, Deconstructivismul, avand ca
principald sursa de inspiratie Avangardismul Japonez
al anilor 70, in frunte cu Rei Kawakuba, fondatorul
brandului Comme des Garc¢on.

Margiela a lucrat initial ca stilistindependent,
iar apoi ca asistent pentru Jean Paul Gaultier (1985-
1987). A debutat in vara anului 1988 in Paris cu
prima colectie sub propriul brand, Maison Martin
Margiela, Womenswear Spring/Summer 1989. inca
de la inceput prezentarile lui nu au fost concepute
ca simple defilari, ci ca adevarate performance-uri
artistice. In cadrul primului sdu show, modelele au
defilat cu fetele acoperite, fapt ce a devenit in timp
una dintre elementele de stilism reprezentative

participation in London Fashion Week in 1988.
Although Margiela was not part of this group, due
to her creativity she was considered the seventh
“symbolic” member of the Belgian collective. They
all represented exactly the new deconstructed
stylistic current, having as main source of
inspiration the Japanese Avant-Garde of the 70’s,
led by Rei Kawakuba, the founder of the Comme
des Garcon brand.

Margiela initially worked as a freelance
stylistand then as an assistant to Jean Paul Gaultier
(1985-1987). He made his debut in the summer of
1988 in Paris with the first collection under his
own brand, Maison Martin Margiela, Womenswear
Spring / Summer 1989. From the very beginning,
his presentations were not conceived as mere
parades, but as true artistic performances. During
her first show, the models paraded with their
faces covered, which over time became one of the
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pentru Margiela, pe un catwalk de un alb imaculat
si s-au scufundat in vopsea rosie. Filosofia creatiei
sale are la baza reciclarea obiectelor si a articolelor
vestimentare deja existente, fiind totodata un
manifest social impotriva consumerismului mondial.
Astfel Margiela este consacrat drept designer
conceptual, tocmai datorita substratului profund
al creatilor sale, mai intai percepute ca mesaj si mai
apoi ca forme materiale. Desi intregul curent a primit
numele de Deconstuctivism, Margiela nu a fost prea
incantat atunci cand presa i-a denumit creatiile
deconstructiviste, considerand ca propunerile sale
au mai degraba legdtura cu renasterea decat cu
distrugerea.

Aparut in anii 1990, Minimalismul, curent
estetic riguros si rafinat a dominat moda la sfarsitul
secolului XX siacontinuat safieunadintre principalele
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Jill Sander s/s 2013

representative stylistic elements for Margiela, on
a catwalk of immaculate white and immersed in
red paint. The philosophy of his creation is based
on the recycling of existing objects and clothing
items, being also a social manifesto against world
consumerism. Thus Margiela is established as a
conceptual designer, precisely because of the
deep substratum of his creations, first perceived
as a message and then as material forms. Although
the whole current was called Deconstructed
fashion, Margiela was not too pleased when the
press called his creations like this, considering
that his proposals were related to rebirth rather
than destruction.

Emerged in the 1990s, Minimalism, a rigorous
and refined aesthetic current, dominated fashion
at the end of the 20th century and continued to be

Carl Andre, Belgica Blue Field, 1989
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tendinte ale secolului XXI. Termenul minimalism a
inceput sa fie folosit in anii 1960 si descria atunci o
noud directie orientata spre austeritate si simplitate
aparuta in sculpturd. Reprezentantii acestui curent,
Carl Andre, Dan Flavin, Donald Judd sau Robert
Morris au redus sculptura la minimum, prin obiecte
stilizate geometric cu rolul de a exprima esenta
intregului, utilizand sisteme de organizare a formelor
inovatoare si repetitii in serie. Artistii foloseau
materiale si metode de productie de masa, precum
plexiglasul, aluminiul, lemnul, luminile de neon,
placile de magneziu sau otelul galvanizat. Debutand
in jurul anilor 1960, miscarea minimalistd a evoluat in
diferite domenii ale artei vizuale dar si in muzica. in
ceea ce priveste minimalismul ca tendinta in moda,
acesta a aparut in anii 1990. Designeri precum lill
Sander, Calvin Klein, Yohji Yamamoto au propus
colectii minimaliste, realizate cu croiuri simple si
constructive, in palete cromatice restranse si rafinate.
Creatiile vestimentareincadrateinacest curentestetic
urmareau reducerea la esenta a formelor, gasirea
celei mai simple si concentrate formule conceptuale
si formale pentru exprimarea aceluiasi mesaj. Prin
eliminarea tuturor aspectelor neesentiale, cum sunt
podoabele sau accesoriile cu rol exclusiv estetic in
cadrul vestimentatiei, minimalistii considera ca pot
atinge esenta unui subiect.

Tendinta vestimentara minimalista exprima
preocuparea designerilor pentru functionalitatea
obiectelor, impresionarea privirii prin mijloace
complexe fiind considerata inutila. Interesul fata de
calitatea materialelor textile in culori predominant
neutre si tiparele stilizate geometric ce urmaresc
traditia modernista sunt principalele aspecte ce
definesc creatia in stil minimalist, ornamentica sau
decoratia fiind in acest context inexistente. Daca
multe dintre curentele anterioare au considerat
calitatea unui obiect vestimentar direct proportionala
cu abundenta si complexitatea detaliilor creative
si a podoabelor, simplitatea devine acum valoarea
estetica suprema.
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one of the main trends of the 21st century. The term
minimalism began to be used in the 1960s and then
described a new direction of austerity and simplicity
in sculpture. The representatives of this current, Carl
Andre, Dan Flavin, Donald Judd or Robert Morris
reduced the sculpture to a minimum, through
geometrically stylized objects in order to express the
essence of the whole, using systems for organizing
innovative shapes and repetitions in series. The artists
used materials and methods of mass production,
such as plexiglass, aluminum, wood, neon lights,
magnesium plates or galvanized steel. Beginning
around the 1960s, the minimalist movement evolved
in various fields of visual art but also in music. In
terms of minimalism as a fashion trend, it appeared in
the 1990s. Designers such as Jill Sander, Calvin Klein,
Yohji Yamamoto proposed minimalist collections,
made with simple and constructive cuts, in narrow
and refined color palettes. The clothing creations
framed in this aesthetic current aimed at reducing
the essence to the forms, finding the simplest and
most concentrated conceptual and formal formula
for expressing the same message. By eliminating
all the non-essential aspects, such as ornaments
or accessories with an exclusively aesthetic role in
clothing, minimalists believe that they can reach the
essence of a subject.

The minimalist clothing trend expresses
the designers’ concern for the functionality of the
objects, the impression of the look by complex
means being considered useless. The interest in the
quality of textiles in predominantly neutral colors
and geometrically stylized patterns that follow the
modernist tradition are the main aspects that define
the creation in a minimalist style, the ornamentation
or decoration being non-existent in this context.
If many of the previous currents considered the
quality of a clothing item directly proportional to the
abundance and complexity of creative details and
ornaments, simplicity now becomes the supreme
aesthetic value.
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Cristina LAZAR

Moda si tehnologia

Fashion and technology

L T e =

Cuvinte cheie / design vestimentar, modg, tehnologie, inovatie,
printare 3D, creativitate;

Rezumat / Moda, designul vestimentar fiind o expresie
direct a societatii si a timpurilor pe care le traim, este supusa
transformarilor celerate si continue, care duc la rezultate si
procedee complexe bazandu-se de cele mai multe ori pe
inovatie si tehnologie pentru a genera noutate in proiectarea
conceptelor sale.

Hussein Chalayan “Only with technology can you create new
things in fashion. Everything else has been done’.

Moda reprezintd o imagine a  exprimari
esalonate a tot ceea ce societatea trdieste si
experimenteaza, o stare de expresie continua a
vietii cotidiene, o interferenta a omului cu mediul
inconjurator. Moda vestimentard este rezultatul
intregilor comportamente sociale, culturale, politice si
economice, comportamente care duc la variabilitatea
continua pe acest segment de activitate.

Preocuparile vestimentare sunt mijlocite
de un segment activ al unui curent dominant al
societdtii care este reprezentat si consolidat dupa
analizarea propunerilor birourilor de design pornind
de la vizualizarea tendintelor, a solutiilor creative si a
inovatiilor tehnice. Moda este o forma de manifestare
sociald de o efervescenta continud care se bazeaza
pe industria textila si pe dezvoltarea continua a
tehnologiilor din industriile complementare. Prin
desprinderea de tot ceea ce se stia odata despre
sistemul modei, bazand-se pe creativitate, evolutie si
inovatie, moda reprezinta forme continue de cercetare
si creatie care duc la realizari complexe depasind de
multe ori conceptele initiale ,, ...moda este ea insdsi o
imagine a schimbarii,-Didier Grumbach [1]

Keywords / clothing design, fashion, technology, innovation, 3D
printing, creativity;

Summary / Fashion, clothing design being a direct expression
of society and the times we live in, it is subject to rapid and
continuous transformations, which lead to complex results
and processes, often relying on innovation and technology to
generate novelty in the design of its concepts.

Hussein Chalayan “Only with technology can you create new
things in fashion. Everything else has been done”

Fashion is animage of a staggered expression
of everything that society lives and experiences, a
state of continuous expression of everyday life, a
human interference with the environment. Clothing
fashion is the result of all social, cultural, political
and economic behaviors, behaviors that lead to
continuous variability in this segment of activity.

Clothing concerns are mediated by an
active segment of a dominant current of society
which is represented and consolidated by analyzing
the proposal of design offices starting from the
visualization of trends, creative solutions and
technical innovations. Fashion is a form of social
expression of continuous effervescence that is
based on the textile industry and the continuous
development of technologies in complementary
industries. By detachment from everything that
was once known about the fashion system, based
on creativity, evolution and innovation, fashion is a
continuous form of research and creation that lead
to complex achievements often exceeding the initial
concepts ,,...fashion is itself an image of change,, -
Didier Grumbach. [1]
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Moda, designul vestimentar fiind o expresie
direct a societatii si a timpurilor pe care le trdim, este
supusd transformarilor celerate si continue, care duc
la rezultate si procedee complexe bazandu-se de cele
mai multe ori pe inovatie si tehnologie pentru a genera
noutate in proiectarea conceptelor sale.

Sistemul industrial al modei este reprezentat
de totalitatea etapelor definitorii ale unui produs
vestimentar, care porneste de la primele cercetari
de analiza conceptuald, la cautarile ideilor de design
si implementarea solutiilor tehnologice inovatoare.
Tehnologia in designul vestimentar se regdseste
in procesul de creare a tesaturilor, dar si in modul
de constructie si realizare a formelor, volumelor si
structurilor necesare piesei finale.

Este important sa urmarim analizarea relatiilor
dintre moda si tehnologie, interactiune care depaseste
nivelul in care inovatia ajuta la dezvoltarea modului
de productie si de utilizare a creatiei vestimentare si
urmarim interactiunea si influenta directd in viata
cotidiana. [2]

Designerii stabilesc legaturile conceptuale
comune intre moda si tehnologie, a principiilor
ce stau la baza proiectari si realizari produselor ce
sunt propuse urmadrind tehnologizarea, dar care nu
exclud purtabilitatea si functionalitatea. Prototipurile
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As fashion is a direct expression of society
and the times we live in, it is subject to rapid and
continuous transformations, which lead to complex
results and processes, often relying on innovation
and technology to generate novelty in the design of
its concepts.

The industrial fashion system is represented
by all the defining stages of a clothing product, which
starts from the first research of conceptual analysis, to
the search for design ideas and the implementation
ofinnovative technological solutions. The technology
in clothing design is found in the process of creating
fabrics, but also in the way of construction and
realization of the shapes, volumes and structures
necessary for the final piece.

It is important to follow up the analysis of
the relationship between fashion and technology,
an interaction that goes beyond the level in which
innovation helps to develop the way of production
and use of clothing creation and following up the
interaction and direct influence in everyday life. [2]

Designers establish the common conceptual
links between fashion and technology, the principles
underlying the design and realization of products that
are proposed by pursuing technology, but which do not
exclude portability and functionality. The prototypes

obtinute prin contopirea designului vestimentar cu
tehnologia sunt produse avangardiste pentruinceput,
fiind accesate de un grup restrans de consumatori.
Implementarea articolelor este anevoioasa deoarece
primele produse intrate in piata sunt exclusiviste, rare
si foarte scumpe, dar utilizarea lor este facila si nu
necesita cunostinte tehnice aprofundate. Identificarea
solutiilor tehnice care permit implementarea
producerii la scara larga dau posibilitatea manevrarii
tehnologiei utilizate, toate influentand intr-un final
costurile produsului proiectat.

Dezvoltarea consistenta a tehnologiei
manipulari textilelor in moda au realizat-o designeri
de origine asiatica Issey Miyake, Johji Yamamoto si
Rei Kawakubo. Ei analizeaza fuziunea dintre arts,
tehnologie si moda, prezentand noi mijloace de
abordare a modei, a conceptelor, iar modul de
reprezentare a mesajului este concluzionat intr-o
noua perspectiva. Despre importanta cercetarii
si a experientelor personale care influenteaza
propunerile finale a vorbit si designerul Rei Kawakubo
A deveni creator vestimentar nu este un lucru care
se intampla asa, pentru ca se intampla. Este ceva care
vine din tine, din experienta ta, din viata ta. Simti
nevoia sa te exprimi, iar vesmantul iti ofera cea mai
mare libertate”. [3]

obtained by merging the clothing design with
technology are avant-garde products for the beginning,
being accessed by a small group of consumers. The
implementation of the articles is difficult because the
first products to enter the market are exclusive, rare
and very expensive, but their use is easy and does not
require in-depth technical knowledge. The identification
of technical solutions that allow the implementation of
large-scale production give the possibility to handle the
technology used, all ultimately influencing the costs of
the designed product.

The consistent development of
fashionable textile handling technology was
made by Asian designers Issey Miyake, Johji
Yamamoto and Rei Kawakubo. They analyze the
fusion between art, technology and fashion,
presenting new ways of approaching fashion,
concepts, and the way of how the message is
represented is concluded in a new perspective.
Designer Rei Kawakubo also spoke about
,the importance of research and personal
experiences that influence the final proposals.
It is something that comes from you, from your
experience, from your life. You feel the need to
express yourself, and the clothes give you the
greatest freedom”. [3]
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Tehnologia in moda pentru publicul larg a
fost introdusa si de filmele stiintifico-fantastice care
au realizat conexiunile hibride intre vestimentatie si
transformarile implementate de conexiunile digitale.
Moda, vestimentatia se adapteaza continuu pentru
a reflecta realitdtile pe care le traim punand un mare
accent pe progresele tehnologiei, iar cuvantul ,confort”
in vestimentatie primeste noi valente.

Vestimentatia cu componente tehnologice
supranumita si imbracaminte inteligenta ajuta la
transmiterea si primirea de informatii care usureaza
viata. Senzorii integrati in vestimentatie controleaza
starea de sandtate a persoanei si astfel ajutd lamasurarea
temperaturii corporale, a tensiuni arteriale, a ritmul
cardiac,numara pasisi caloriile, ajuta laincalzirea corpului
saulailuminarea acestuia prin circuite flexibile moi. Moda
tehnologica sau tehnologia purtabild este dominanta
in articolele vestimentare cu caracteristici digitale, cum
este imbracamintea inteligenta si multifunctionald, dar
si in piata accesoriilor vestimentare.

Dezvoltarea tehnologiei pentru designul
vestimentar este in stransa legdtura cu dezvoltarea
ingineriei si a experimentelor chimice care au adus un
plus de inovatie si creativitate prin crearea materialelor
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Technology in vogue for the general public
has also been introduced by science fiction films that
have made hybrid connections between clothing
and the transformations implemented by digital
connections. Fashion, clothing is constantly adapting
to reflect the realities we live in, with a strong
emphasis on advances in technology, and the word
~comfort”in clothing is gaining new value.

Clothing with technological components
and smart clothing helps to transmit and receive
information that makes life easier. Sensors
integrated in clothing control the person’s health,
thus helping to measure body temperature, blood
pressure, heart rate, counting steps and calories,
help to warm the body or illuminate it through
soft flexible circuits. Technological fashion or
wearable technology is dominant in clothing with
digital features, such as smart and multifunctional
clothing, but also in the clothing accessories
market.

The development of technology for clothing
design is closely linked to the development of
engineering and chemical experiments that
have added innovation and creativity by creating

transformationale, a tesaturilor inteligente, textile
obtinute din alge, fibra de portocald, piele din ciuperci
sau cactusi. Un exemplu este piesa vestimentara de piele
din colectia The Unseen Air executata de Lauren Bowker,
care isi schimba cromatica in functie de interactiunea
cu mediul inconjurator. Concretizarea in design si
rezultatele obtinute cu noile tehnologii de obtinere a
materialelor, au ajutat la dezvoltarea diferitelor domenii
de activitate pentru care au fost gandite. Alt exemplu
este biomimetismul, un material care imita pielea de
rechin. Speedo a creat un costum de baie cu care
sportivul si-a depasit adversarii de la Jocurile Olimpice
din Sidney, doborand 13 recorduri mondiale. [4]
Designerul de origine cipriot-britanic Hussein
Chalayan, a analizat si propus de multe ori in creatiile
sale asocieri indraznete cu tehnologia, propunand
tehnologia purtabila. Hussein Chalayan sustinea ca: ,
pentru mine, tehnologia imi largeste in esenta limbajul
ca designer. Sunt interesat de mesajul care va permite
sa treceti dincolo de luarea in considerare a corpului sau
a imbrdcamintei ,normale” pentru a crea noi moduri de
a arata. Importanta tehnologiei in munca mea este ca
prezinta un nou mijloc de exprimare”. Cautarile lui au fost
foarte variate, de la rochii care isi schimba forma si in care

transformational materials, smart fabrics, textiles
made from algae, orange fiber, mushroom skin or
cacti. An example is the leather garment from the The
Unseen Air collection made by Lauren Bowker, which
changes its color depending on the interaction with
the environment. The concretization in the design
and the results obtained with the new technologies
for obtaining the materials, helped to develop
the different fields of activity for which they were
designed. Another example is biomimicry, a material
that mimics shark skin. Speedo created a swimsuit
with which the athlete overtook his opponents at the
Sydney Olympics, breaking 13 world records. [4]
Cypriot-British designer Hussein Chalayan
has often analyzed and proposed bold associations
with technology in his creations, proposing wearable
technology. Hussein Chalayan argued that “for me,
technology essentially broadens my language as a
designer. I'm interested in the message that allows
you to go beyond the consideration of “normal”
body or clothing to create new ways of looking.
The importance of technology in my work is that it
presents a new means of expression. “ His searches
were very varied, from dresses that change their shape
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incorporeaza 15000 de LED-uri pentru a forma un ecran,
la proiectie digitala a raspunsului direct al nivelului de
stres receptat cu ajutorul accesoriilor folosite de modele
pe podium sau la structura unei fuste obtinute din
transformarea unei masute de cafea. [5]

Designerul Iris Van Herpen este un alt exemplu
potrivit cand vorbim despre contopirea modei
cu tehnologia, a relatiei dintre digital si designul
vestimentar. Articolele vestimentare propuse utilizeaza
tehnologie in diferite contexte care permit miscarea
tinutei cu ajutorul mintii, haine care reactioneaza la
zgomot si muzica sau diferite articole vestimentare
purtabile executate de o imprimanta digitala 3D.
Creatiacu careadebutatlaSaptamanaModeidela Paris
a fost rochia Anthazoa, care a realizat-o impreuna cu
arhitectul Neri Oxman folosind tehnologia imprimarii
3D multimateriala Objet Connex de la Stratasys, prin
care au realizat imprimarea concomitenta a mai multor
materiale textile din tesaturi diferite.

Colectia vestimentara a designerului Nayana
Malhotra propune prezentarea animata a starii
emotionale pe care 0 au modelele pe scena. In proiectul
Neurocouture, designerul porneste de la detectarea
programata pe calculator a undelor transmise de creier,
transformate in GIF-uri animate care se modificd in
functie de starea de emotie a modelului pe podiumul de
prezentare.

Dezvoltarea tehnicilor de imprimare digitale
3D au fost un avantaj in proiectarea din industria
modei, cu valente multiple in designul vestimentar
si de accesorii. Elementele de inceput ale printurilor
digitale 3D au ajutat designerii si artistii sa isi prezinte
conceptele artistice si de design. Odata cu dezvoltarea
tehnologiei printurile 3D au fost propuse si variante
purtabile, fiind foarte avantajoase pentru industria
modei. Piesele vestimentare propuse urmaresc
redarea miscdrii corpului, a confortului si prelungirea
duratei de viata a produselor propuse pentru piata
larga. Utilizarea tehnologiei in tehnicile de productie
la nivel larg au ajutat la dezvoltarea unor solutii care
nu si-ar fi gdsit metode mai bune de fabricatie datorita
costurilor ridicate sau a tehnicilor prea complexe
pentru un produs de serie.

Folosirea tehnici de printare 3D in industrie
a permis o regandire a procesului de fabricatie
si de utilizare a materiilor prime, care au ajutat la
constientizarea unor nevoi actuale ale societatii
in scopuri sustenabile si ecologice. Propunerile
designerilor se bazeaza pe utilizarea materialelor
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reciclabile in procesul de fabricatie. Firma Adidas a
propus un model de talpa printata 3D al carui material
erarealizat din reciclarea plasticuluiadunatdin ocean,
un proces mai responsabil cu mediul inconjurdtor
propus chiar si de mari producatori din industrie.
Olivier Van Herpt a utilizat scanarea 3D, o procedura
utilizata frecvent in industria de incaltaminte si a
printat 3D designul propus. A realizat o incaltaminte
care a urmdrit ergonomia pentru a crea un produs
unicat care sa ofere comoditate si sa se potriveasca
perfect.

Designerul olandez Anouk Wipprecht a creat
0 piesd vestimentard, o combinatie intre design si
robotica, inginerie. Tehnologia din rochia Spider permite
componentelor realizate prin tehnica de printare 3D si
cu ajutorul senzorilor, a elementelor flexibile sa creeze
prin miscarea lor o reactie la stimuli externi pentru a
ajuta la constientizarea limitelor spatiului personal.

Julia Daviy este un designer care a urmarit
utilizarea tehnologiei in vestimentatie realizand produse
purtabile, ca articole de imbracaminte traditionalg,
folosind printarea digitala 3D si urmarind economisirea
materialului in procesul de fabricare.

Ultimele propunerile designerilor
contemporani releva faptul ca moda apeleaza la
inovatia tehnologica, o utilizeaza si astfel devine tot
mai tehnicd. Tehnologia are nevoie de resurse noi
pentru a-si multiplica accesibilitatea ofertei fiind tot
mai integrata in designul vestimentar, dar este totusi
greu de anticipat rezultatul fuziunii dintre cele doua.
Moda este in cautarea suportului dat de tehnologie
pentru a depasi si redefini oferta catre publicul
larg, iar tehnologia are nevoie de moda pentru a fi
un produs complet direct proportional cerintelor
actuale. Concluzia finala a analizei este relevanta
pentru ambele protagoniste, colaborarea dintre
moda si tehnologie defineste evolutia propunerile
vestimentare urmarind redarea unor concepte
actuale cu evolutie si beneficii reciproce.

Hussein Chalayan “Only with technology can

you create new things in fashion. Everything else has been
done”
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use of recyclable materials in the manufacturing
process.Adidashas proposeda3D printedsole model
whose material was made from recycled plastic
collected from the ocean, a more environmentally
responsible process proposed by even the largest
manufacturers in the industry. Olivier Van Herpt
used 3D scanning, a procedure commonly used in
the footwear industry, and printed the proposed 3D
design. He made shoes that followed ergonomics to
create a unique product that offers comfort and fits
perfectly.

Dutch designer Anouk Wipprecht has created a
piece of clothing, a combination of design and robotics,
engineering. The technology in the Spider dress allows
the components made by the 3D printing technique
and with the help of sensors, of the flexible elements to
create by their movement a reaction to external stimuli
to help to be aware of the limits of personal space.

Julia Daviy is a designer who aimed to use
technology in clothing by making wearable products,
such as traditional clothing, using 3D digital printing
and aiming to save material in the manufacturing
process.

The latest proposals from contemporary
designers reveal that fashion appeals to technological
innovation, uses it and thus becomes more and
more technical. Technology needs new resources to
increase the accessibility of its offer, being increasingly
integrated in clothing design, but it is still difficult
to anticipate the outcome of the merger between
the two. Fashion is looking for the support given by
technology to exceed and redefine the offer to the
general public, and technology needs fashion to be
a complete product directly proportional to current
requirements. The final conclusion of the analysis
is relevant for both protagonists, the collaboration
between fashion and technology defines the evolution
of clothing proposals aiming at reproducing current
concepts with evolution and mutual benefits.

Hussein Chalayan “Only with technology can
you create new things in fashion. Everything else has
been done”
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Slow Stich - intre durabilitate
si regasirea de sine
Slow Stich-Between sustainability and finding oneself

Cuvinte cheie / slow, contemplativ, intercultural, sustenabilitate,
explorarea materialelor, vopsire naturald, tesaturi refolosite, conexiune,
resurse, local, amintiri, obiecte gasite, reciclare;

Rezumat / Textul de fata isi propune sa incurajeze adoptarea
unui nou mod de gandire, un concept mai putin inseamnd mai
mult, in care calitatea este mai importanta decat cantitatea,
concentrandu-se la incetinirea nu doar in arta, ci si in stilul

de viata cotidian. Criza economica si de mediu sunt subiecte
comune in zilele noastre. Artistii din domeniul textil ar trebui sa
profite de potentialul fibrelor naturale, al obiectelor gasite etc.,
sprijinind in acest fel sustenabilitatea. In plus, conceptul slow
poate aduce armonia dintre minte si mana, creand lucrari de
arta care reconecteaza mintea si sufletul.

Miscarea Slow poate fi intalnita in intreaga
lume in diferite tipuri de activitati. Ideea principala
este aceea de a lua timp; in arta, este vorba de
a sarbatori cumva procesul si nu rezultatul. “in
mod inevitabil, miscarea slow intalneste cruciada
antiglobalizarii. Sustinatorii celor doua miscari cred
ca turbo-capitalismul este calea fara intoarcere spre
epuizare, atat a planetei, cat si a locuitorilor ei” [1].
Ideea de lentoare isi pierde sensul sdu peiorativ
capatand profunzime si scop din aceastd noua
perspectiva.

Imbracamintea, textilele si cusaturile sunt
piese dominante in viata noastra de zi cu zi, de la
nastere pana la moarte, suntem conectati piele cu
piele. Nu este intamplator folosirea acestui termen,
contactul piele-pe-piele este o practica de dupa
nastere care are atat de multe beneficii atat pentru
bebelusi, cat si pentru padrinti; favorizeaza crearea
legaturii, stabilizeaza respiratia, elibereaza hormoni,
etc. Dacd dezvoltam paralela asta cu subiectul
cercetat, aflam ca potrivit unor studii, copii sunt cei
mai expusi la aceasta viteza anormala alarmanta si
se maturizeaza intr-un ritm accelerat si nefiresc.

Keywords / slow, contemplative, cross cultural, sustainability,
expolring materials, natural — hand dye, reused fabrics, connection,
resources, local, memories, found objects, recycle;

Summary / The present text intents to encourage adopting

a new way of thinking, a less is more concept, where quality is
more important than quantity, thinking about slowing not only
in arts, but in daily lifestyle too. Environmental and economical
crisis are common topics nowadays. Textile artists should
benefit from the potential of natural fibers, found objects, etc.
supporting in this way sustainability. In addition to that slow
concept may bring the harmony of the mind-hand, creating
artwork which reconnects the mind and the soul.

The Slow Movement can be found in all over
the world in different kind of activities. The main
idea is about taking time; in Art is about somehow
celebrating the process and not the result.“Inevitably,
the slow movement meets the anti-globalization
crusade. Proponents of these cases are claiming
that turbo-capitalism is the path of no return to
exhaustion, both of the planet and of its inhabitants
too”[1]. The idea of slow loses its pejorative meaning
and it is gaining depth and purpose from this new
perspective.

Clothing, textiles and stitching are dominant
pieces of our daily lives, from the moment of our
birth till our death, we are skin-to-skin connected. It
is notaccidental using this term, skin-to-skin contact
is a practice after birth which has so much benefits
both for the babies and their parents too; promotes
bonding, stabilizes breathing, releases hormones,
etc. If we go ahead with this parallel on our topic, we
can see that according to some studies, children are
the most exposed to this alarming and abnormal
speed and that they become mature in a way too
accelerated rhythm.
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“Miscarea Slow 1isi propune sd abordeze
problema “saraciei de timp” prin crearea de conexiuni.
Oamenii se indreapta in masa catre alimentele organice.
Scolile sunt in agitatie si in schimbare continua.
Invatdamantul la domiciliu devine ceva obisnuit. Oamenii
reduc viteza de deplasare” [2]. Asadar, putem afirma ca
aceastd miscare a fost privita ca o experienta culturala,
o schimbare culturala catre un stil de viata mai simplu,
mai contemplativ. Dar, fara nicio discutie, putem spune
ca isi are locul sdu in Arte si, de ce nu, si in artele textile.
in plus, nu putem sa nu mentionam noua normalitate ai
acestor ani de pandemie. in zilele noastre, home office si
home schooling este o situatie mondiald, sunt termeni
intrate in uzul cotidian. Cred ca potentialul creativ
trebuie reinventat, artistii si oamenii de pretutindeni
trebuie sa-si readapteze obiceiurile, intregul stil de viata
la aceasta noua situatie. Adoptarea miscarii lente poate fi
terapeutica, dar poate apdrea si ca un raspuns la situatia
actuald. Fie ca este vorba de o masura personald sau
politica, ea are un potential creativ urias si, de asemenea,
o oportunitate de a gasi bucurie in procesul de creatie.

“Domeniul de aplicare al artei textile este imens.
Intotdeauna exista lucruri noi de incercat, tehnici de
invatat si produse de cumparat. Desi poate fi dificil sa
te indepdrtezi astfel de experiente noi care te distrag,
limitele autoimpuse pot aduce o abordare semnificativa
si grijulie a practicii tale textile” [3]. Cred cd acest lucru
poate fi un memento important nu numai pentru artisti,
ci ni-l putem asuma pentru intregul nostru stil de viata.

“The Slow Movement aims to address
the issue of “time poverty” through making
connections. People are turning to organic
food in droves. Schools are in turmoil. Home
schooling is becoming commonplace. People
are downshifting” [2]. So, we can claim that this
movement was regarded as a cultural experience,
a cultural shift to a more simple, contemplative
lifestyle. But, without any debate we can say that
it has his own place in Arts, and why not, in textile
arts too. In addition to that we cannot avoid to
mention the new normal of these pandemic years.
Nowadays home office and home schooling is
a worldwide situation. | think that the creative
potential has to be reinvented, artists and people
everywhere must readjust their habits, their entire
lifestyle to this new situation. Adopting the slow
movement can be therapeutical, but also it may
appear as a response to the current situation.
Whether personal or political, it has a huge
creative potential and as well an opportunity to
find joy in the creating process.

“The scope of textile art is huge. There
are always new things to try, techniques to learn
and products to buy. While it can be difficult
to step away from diverting new experiences,
self-imposed limits can bring a meaningful and
thoughtful approach to your textile practice” [3]. |
think that this can be an important memento not

Textilele create in aceastda maniera ar trebui sa ofere
senzatia de unicitate, caldurd, memorie si o stare de bine
mai constienta.

Prima aparitie a Miscdrii Slow poate fi urmarita
in anii ‘80 in Italia si este legata de miscarea originala
numita Slow Food. Activistiiinitialiau explicat ca:"Bogdtia
gastronomica trebuie mentinutd, biodiversitatea trebuie
apdrata, iar conceptul de timp trebuie sa respecte
ritmurile noastre individuale” [4]. In mod constant,
ideea de slow s-a apropiat de alte domenii, cum ar fi
Slow Fashion, Slow Design, Cittaslow (Slow Cities), Slow
Stitch si multe altele. “Slow Fashion” reprezinta tot ceea
ce inseamna “eco’; “etic” si “verde” intr-o singura miscare
unificata. termen folosit pentru prima data de Kate
Fletcher, de la Centrul de Moda Durabild, cand moda a
fost comparata cu experienta Slow Food”[5].

Problema vitezei i-a preocupat si pe artisti. in
mod evident, contextul social a fost crucial in aceasta
problema. David Gauntlett a subliniat in cartea sa,
Making is Connecting: The Social Meaning of Creativity
from DIY and Knitting to YouTube and Web 2.0 (Sensul
social al creativitatii, de la DIY si tricotat la YouTube si
Web 2.0), cad si creativitatea de zi cu zi este importants,
“pentru a surprinde schimbarea modului in care
ne raportdam la lume”. intr-o lume unde YouTube
te poate invata aproape orice, adevarata bucurie
este activitatea in sine cu toate defectele ei. Aceasta
schimbare este legata de faptul ca oamenii resping
ceea ce este dat si isi fac o lume noua. Scopul este
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only for artists, but also we can assume it for our
entire lifestyle.

The Slow Movement first apparition can
be traced in the 80’s in Italy and it’s linked to
the original movement called Slow Food. The
original activists explained that:” Gastronomic
richness must be maintained, biodiversity must
be defended and the concept of time must be
respectful of our individual rhythms” [4]. Steadily
the idea of slow has approached other areas like
Slow Fashion, Slow Design, Cittaslow (Slow Cities),
Slow Stitch and many others. “Slow Fashion
represents all things “eco”, “ethical” and “green” in
one unified movement. It was first coined by Kate
Fletcher, from the Center of Sustainable Fashion,
when fashion was compared to the Slow Food
experience” [5].

The problem of speed has concerned
the artists too. Obviously, the social context has
been crucial to this issue. David Gauntlett in his
book, Making is Connecting: The Social Meaning of
Creativity from DIY and Knitting to YouTube and Web
2.0 says everyday creativity is also important, “to
capture the shift in how we deal with the world”.
In a World where YouTube can teach us almost
everything, the real joy is the process itself with
all its imperfections. The shift is related to people
rejecting the given and making their world a new.
The goal is moving from non-stop availability
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trecerea de la disponibilitatea non-stop la utilizarea
mainilor noastre, cu ocazia reflectiei interioare sau
chiar a meditatiei. Jurnalistul Carl Honore, supranumit
si guru al miscarii slow, sustine in cartea sa Elogiu
lentorii ca incetineala este “despre a cauta sa faci totul
la viteza potrivita. A savura orele si minutele, mai
degraba decat a le numara pur si simplu” [6].

ACCENT PE RESURSE/ ACCENT PE LOCAL

Ideea principala este de a alege din zona
noastra cea mai apropiatd, in ceea ce priveste
textilele, ar trebui sa alegem tesaturi cu amintiri care
au legatura cu habitatul nostru. Ar trebui sa cautam
particularitatea fiecarui peisaj, urban sau rural,
padure sau beton si sa ne concentram pe viata de zi
cu zi si pe schimbarile sezoniere. Pentru majoritatea
artistilor care aleg sa lucreze in acest segment al artei
textile, principala sursa de inspiratie rdmane propria
viata, amintirile din copilarie, obiectele din viata de
zi cu zi, fragmente din ziare etc. Poate c3, in acest fel,
incearca sa dezvaluie natura trecatoare a timpului.
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toward using our hands, with the opportunity
of inner reflection or even meditation. Journalist
Carl Honore, called also the guru of slow, claims
in his book In Praise of Slowness that it is “about
seeking to do everything at the right speed.
Savoring the hours and minutes rather than just
counting them” [6].

FOCUS ON RESOURCES/ FOCUS ON LOCAL

The main idea is choosing from our nearest
area, regarding the textiles we should choose
fabrics with memories which are connected
with our neighborhood. We should seek for the
particularity of each landscape, urban or rural,
forest or concrete and focusing on daily life and
the seasonal changes. For the most artists who
choose to work in this segment of the textile arts,
the main source of inspiration remains their own
life, childhood memories, objects from daily life,
newspaper fragments, etc. Maybe in this way they
are trying to reveal the passing nature of time.

SUSTAINABILITY

Sustainability is a worldwide issue, the
most common definition is from the UN WORLD
Comission on Environment and Development:
“sustainable development is development
that meets the needs of the present without
compromising the ability of future generations to
meet their own needs” [7]. We should not forget

SUSTENABILITATE

Sustenabilitatea este o problema la nivel
mondial, iar cea mai frecventa definitie este cea a
Comisiei Mondiale pentru Mediu si Dezvoltare a ONU:
“dezvoltarea durabila este o dezvoltare care satisface
nevoile prezentului fara a compromite capacitatea
generatiilor viitoare de a-si satisface propriile nevoi”
[7]. Nu trebuie sa uitam ca industria textila si a
confectiilor este una dintre cele mai poluante dintre
toate si, de asemenea, domeniul in care exploatarea
muncitorilor este foarte des intalnit. Din pacate,
transparenta nu este tinta principala a acestora,
asa ca trebuie sa adoptam un comportament de
consumatori constienti, care isi aleg hainele cu
intelepciune, care sunt constienti de materiale,
procese si ar trebui sa evitdam consumul excesiv.

In ceea ce priveste materialele de productie,
este vorba de utilizarea de substante chimice care
se elibereazd in apa si in aer, ca sa nu mai vorbim
de cantitatea uriasa de deseuri textile: “Productia
de textile genereaza anual 1,2 miliarde de tone de
dioxid de carbon echivalent (CO2e) mai mult decat
zborurile internationale si transportul maritim la un
loc. Industria textilda epuizeaza 98 de milioane de
tone de resurse neregenerabile in fiecare an, inclusiv
petrolul, in productia de fibre sintetice, ingrdsaminte
pentru cultivarea fibrelor naturale si substante
chimice pentru productie, vopsire si finisare, pentru a
produce aproximativ 80-100 de miliarde de piese de
imbracaminte anual” [8]. Cunoscand aceste fapte, ar

that the clothing and textile industry is one of
the most polluting from all and also the highest
area where the exploitation of workers can be
found. Unfortunately transparency is not their key
target, so we must adopt the conscious-consumer
behavior who choose their clothing wisely, who
are aware of materials, processes and we should
avoid over-consumption.

The matter of production materials includes
using chemicals releasing in the water and air, not
to mention the huge quantity of the textile waste
we generate yearly. “Textile production generates
1.2 billion tons of carbon dioxide equivalent (CO2e)
annually, more than international flights and
maritime shipping combined. The textile industry
depletes 98 million tons of non-renewable resources
each year, including oil, in the production of
synthetic fibers, fertilizers for growing natural fibers
and chemicals for producing, dyeing, and finishing
purposes, in order to produce about 80-100 billion
pieces of clothing annually” [8]. Knowing these facts
we should reconsider our habits and to adopt the
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trebui sa ne reconsideram obiceiurile si sa adoptam
trinitatea de reutilizare, reducere si reciclare.

Inspiratia din tehnicile textile traditionale,
broderie, patchwork, tehnica japoneza Boro, procedee
de vopsire a fibrelor naturale etc., combinate cu obiecte
gasite, cu ceea ce avem deja, creeazd un punct de
vedere nou, in care procesul de lucru este de la fel de
important ca si lucrarea in sine. Unul dintre principiile
esentiale ale miscarii slow este importanta relatiei dintre
artist si mediul sau. imbratisarea modelelor ciclice ale
anotimpurilor, ale plantelor si ale timpului interior
nu este doar un exercitiu creativ, ci poate fi si unul de
vindecare, de autocunoastere.

Alice Fox este o artista textilista care lucreaza
cu materiale gasite. Lucrarile sale urmeazd adesea o
calatorie in care procesul de imbatranire (cum ar fi
ruginirea) continua si dupa ce lucrarea este finalizata.
“Practica mea se bazeaza pe explorarea lumii din jurul
meu: observarea detaliilor, inregistrarea a ceea ce vad
si intalnesc, explorarea potentialului lucrurilor pe care le
gasesc pentru a face semne, pete si structuri. Obiectele
gasite formeaza o legatura tangibila cu locurile pe care le
parcurg, iar lucrdrile mele sunt un raspuns la acestea. S-a
spus ca munca mea este condusa de procesul propriu-
zis al creatiei”[9].

Judy Martin este o artista canadiana care traieste
izolatd de zgomotul marilor orase din Ontario si care a
ales insula Manitoulin ca locuintd, dar si ca principald sursa
de inspiratie. Lucrarile sale monumentale sunt cusute in
intregime de mana, ea are unritual zilnic de lucru, asemanator
cu scrierea unui jurnal: “Ma intereseaza sa produc ceva foarte
simplu si linistit, marcat in mod repetat cu mana omului. Nu
pentru cd este o metafora pentru ceva, ci doar pentru ca este
un obiect care spune, fara echivoc, am fost aici; am petrecut
timp cu asta; simtiti atingerea mea“[12].

Hannah Lamb, artista textilista si
academiciand, lucreaza in diverse domenii ale
artei, folosind diferite tehnici, rezultand in lucrdri
intime si la scard larga. Lucrarea ei monumentala
intitulata [DeJConstructed Cloth reprezinta legatura
dintre mostenirea tesaturii textile si productia
textild contemporana. “Impresii fantomatice ale
fragmentelor de panza necioplite si ale fibrelor
reziduale provenite de la fabricile de tesut locale,
reprezintd dezmembrarea industriei, in timp
ce speranta reinnoita pentru viitorul industriei
noastre locale este sugerata in fibrele reziduale
refdcute in panza noud infasurata in jurul unei
vechi bobine de lemn”[15].
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trinity of reuse, reduce and recycle.

Inspiration ~ from  traditional textile
techniques, embroidery, patchwork, Japanese Boro,
natural fiber dying processes, etc. combined with
found objects, with what we already have, creates
a fresh point of view where the practice of making
is also important. One of the main principles of the
slow movement is the importance of relationship
between artist and his environment. Embracing the
cyclical patterns of the seasons, plants and inner
time is not only a creative exercise, but also it can be
a healing one.

Alice Fox is an inspiring textile artist
who works with found materials. Her work often
follows a journey where the ageing process (such
as rusting) continues after the work is completed.
“My practice is based around exploring the world
around me: noticing the detail, recording what |
see and find, exploring the potential of the things
| find for making marks, stains and structures. The
things | find form a tangible link to the places |
walk and my work is a response to those objects. It
has been said that my work is process led” [9].

Judy Martin is a Canadian artist who is
living isolated from the business of the big cities of
Ontario and she chooses Manitoulin Island for her
home and also for her main source of inspiration.
Her monumental works are entirely handstitched,
she has a daily ritual to work like writing a diary:
“I'm interested in producing something very
simple and quiet and marked repeatedly with
the human hand. Not because it's a metaphor for
anything, but just because it's an object that says,
unequivocally, | was here; | spent time with this;
feel my touch”[12].

Textile artist and academic, Hannah Lamb
is working in various fields of art, using different
techniques, stitching, fabric  manipulation,
cyanotype, etc.resulting in intimate and largescale
works too. Her monumental work entitled [De]
Constructed Cloth represents the connection
between the legacy of textile cloth and the
contemporary textile manufacturing. “Ghostly
prints of unpicked cloth fragments and waste
fibers sourced from local weaving mills, represent
the dismantling of industry, while renewed hope
for the future of our local industry is suggested
in waste fibers re-made into new cloth wound
around an old wooden bobbin”[15].

The Bastard Cloth | & I, este o lucrare
experimentald, realizata din bumbac, in, hartie si
lana, peticele de patchwork sunt aplicate manual.
Termenul bastard este folosit pentru produsul
rezidual atunci cand nu obtinem designul perfect.
Dar, deseori bastardul e mai bun, mai atragator decat
designul anticipat.

Hannah a lucrat in diverse tehnici, dar
proiectele ei par sa aiba un lucru in comun, sunt
incarcate cu impresii personale, sunt contemplative
si reprezinta punctul de vedere al observatorului,
marcand cumva sensul locului si al timpului.

CONCLUZIE

Desiviitorul pare afiincitant pentru o digitalizare
rapida, va exista intotdeauna un loc pentru oamenii care
aleg sa adopte un stil de lucru mai introspectiv, mai
prevazator cu natura. Artistii din domeniul textil devin
din ce in ce mai constienti de materiale si de provenienta
lor si, in acest fel, creeaza o legaturd invizibila, dar
puternica, intre ei. Incetinirea in detrimentul vitezei,
traditia in detrimentul consumului rapid, pe termen
lung, poate fi singura solutie.
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The Bastard Cloth | & I, is an experimental
work, made from cotton, linen, paper and wool
patchwork piecing with hand stitch and appliqué.
The bastard term is used for the waste product when
we don't get the perfect design. But quite often it
happens that the bastard is better, is more appealing
than the anticipated design.

Hannah has works in various techniques,
but her projects seem to have one thing in common,
they are loaded with personal impressions, they are
contemplative and they represent the observer point of
view, marking somehow the sense of place and time.

CONCLUSION

Although the future seems to be exciting fora
high-speed digitalization, there always be a place for
people who choose to create a more introspective,
eco-gentle kind of work. Textile artists become more
and more aware of materials and their provenance
and in this way they are creating an invisible but
strong connection between each other. Slowing over
speed, tradition over fast consuming in long terms it
may be the only solution.
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Dorina DUDULEANU

Reprezentari ale artopodelor
in tehnica paper cut
Representation of arthropods in paper cut technique

. —

Cuvinte cheie / insecte, artopode, fluture, hartie, instalatie,
tridimensional;

Rezumat / Articolul propune sa evidentieze cateva reprezentari
ale insectelor in tehnica paper cut, tematica artropodelor facand
referire la planul creatiei artistice personale. Studiul de fata va
urmari o investigare a unor artisti contemporani care includ
anumite specii de insecte in arealul creatiei artistice si care
conduc cercetarea spre o manifestare de tip tridimensional.

Prin acest filon vizionar, tematica artopodelor va releva anumite
specii care in succesunea timpului s-au remarcat, animand un
intreg ansamblu de simboluri care fac referire la planul imaginar,
dincolo de figura reprezentata.

Arealul tematic personal, conduce exprimarea
vizuala spre tehnica paper cut, un proces minutios
de decupare in hartie a unor forme figurative sau
nonfigurative, in cdutare de noi structuri cu caracteristici
recognoscibile, prin intermediul cdrora suprafata
bidimensionala capata o configuratie tridimensionala.

Cu toate ca decuparea hartiei are un aspect foarte
modern, aceasta activitate are o lunga si bogata istorie, si
incepe in China cu mult inainte de manufacturarea hartiei.
Primele materiale utilizate pentru a se realiza decupajul au
fost frunzele, foita de argint, matasea si mai apoi pielea, dar
odata cu raspandirea metodei de manufacturare a hartiei,
suportul de scris incepe sa fie utilizat si pentru practicarea
decupajului. Pentru incizare erau folosite diferite obiecte
ascutite, asemeni unor cutite si foarfeci, iar complexitatea
modelelor depindea in mare parte de abilitatea celui care
executa aceasta tehnica.

Decupajul in hartie contemporan este o forma
de arta in crestere, care odata cu scurgerea timpului
devine influentata de inspiratie si tehnici inovatoare cat
mai diverse, pornind de la instrumentele utilizate pentru
taiere (foarfece de tuns oi, scalpele, foarfece chirurgicale,
etc.) hartie (manuala, vopsita cu pigmenti naturali, hartie

e —

s — - — i

Keywords / insect, arthropods, butterfly, paper cut, instalation, three-
dimensional;

Summary / The article aims to emphasize some of insects
representations in the paper cut technique, where the
arthropods theme refers to the personal plane of artistic
creations. This study follows an investigation of a few
contemporary artists, which include certain species of insects
in the sphere of artistic creation, leading the research to a
three-dimensional type of manifestation. By this visionary
approach, the arthropods’ theme shall emphasize species,
that have remarked themselves during the succession of time
by animating an entire ensemble of symbols referring to the
imaginary plane, beyond the represented figure.

The personal thematic range leads the
visual expression towards the paper cut technique,
an elaborate process of paper cutting figurative or
nonfigurative shapes, in search for new structures with
recognizable features, through which the bidimensional
surface receives a three-dimensional configuration.

Although paper cutting has a very modern
look, this activity has a long and rich history, starting
in China much earlier than paper manufacturing. The
firstmaterials used for paper cutting wereleaves, silver
foil, silk and later leader, but, in the meantime with
the spreading of the paper manufacturing method,
the writing support is also used for practicing paper
cut. Different sharp objects were used for incisions,
such as knives and scissors, while the complexity of
the patterns depended very much on the skill of the
person practicing this technique.

The contemporary paper cutting is a form
of art in development, which in time is influenced
by inspiration and diverse innovative techniques,
starting with the instruments used for cutting (sheep
shears, scalpels, surgical scissors, etc.) paper (and
made paper, dyed with natural pigments, rice paperor
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deorezsaumadtase)sipandlamodel(schita premegatoare,
decupaj spontan sau forme traditionale). Tinand cont de
faptul ca in prezent instrumentul cel mai utilizat este
scalpelul, anumite detalii sunt atat de minutios realizate
incat grosimea liniei este asemanatoare cu cea a unui
fir de par. Adesea asistam la o maiestrie uluitoare care
poate fi asemanata cu o dantela delicata, asadar aceasta
maniera de exprimare, prin variatiunile tehnice liniare, isi
gaseste complementaritatea in genul graficii de sevalet
siin tehnica gravurii tiparului inalt. (il. 1)

Lucrdrile artistilor contemporani, redefinesc
si chiar submineaza practica veche de decupare a
hartiei, noile modalitati de exprimare vizuald fiind
din ce in ce mai complexe si spectaculos expuse.
Se poate observa o tendinta evoluativa pentru
lucrdrile tridimensionale, de tip instalatie, avand
dimensiuni monumentale, prin intermediul carora
artistii creaza o lume plina de emfaza si perplexitate.
Artisti precum Mia Liu, Claire Morgan, Emmanuelle
Moureaux, Yuko Takada Keller, Tomoko Shioyasu
si Mia Pearlman demonstreaza importanta hartiei
in domeniul artei, propunandu-ne astfel proiecte
elaborate, in care volumul de lucru depus cauta sa
impresioneze privitorul, simtindu-ne atrasi intr-o
lume magica si dinamica a unor elemente care par a
se descompune si recompune la nesfarsit.

Instalatiile de mari dimensiuni de hartie
decupatd, reprezinta abordari unice ale artistilor
fata de tematici personale sau sociale, conceptul
facand adesea corelatii complexe cu diferite valori
economice, sociale, culturale sau urmdresc sa
reveleze anumite aspecte ale mediului inconjurator.

Metoda de lucru a artistei irlandeze Claire
Morgan implica procese precise si repetitive,
explorand subiecte care fac referire la conditia
elementara a omului in habitatul sau si dezvaluie
imposibilitatea de a intelege puterea vietii si a
mortii. Adesea in lucrdrile sale se foloseste de o
figura zoomorfa pentru a introduce un element
figurativ palpabil, care face trimitere la miscarea
naturala a lumii reale, care interactioneaza cu
formele geometrice ale arhitecturii urbane.
Imaginea de ansamblu creaza o polaritate izbitoare
intre animalul real si forma geometricd, punand in
discutie notiunea de trecere a timpului si tranzitia
a tot ceea ce ne inconjoard, astfel sfera tematica
marcheaza atat valoarea intrinseca cat si relatia
creatiei artistice cu spatiul. Desi axa sa narativa nu
converge in sensul elementelor reprezentate, Claire
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silk) to the pattern (preliminary sketch, spontaneous
paper cut or traditions shapes). Taking into account
the fact that the mostly used instrument today is the
scalpel, certain details are so elaborately made, that
the thickness of the paper resembles that of a hair.
We can often witness an amazing skill like the one
of making delicate laces, thus this way of expression,
through the variations of the linear technique, finds
its complementarity in the easel graphics and in the
technique of the high print engraving. (il. 1)

The works of contemporary artists redefine
and even undermine the old practice of paper
cutting, the new visual expression modalities
being more and more complex and spectacularly
exhibited. One can notice an evolutive world for
the three-dimensional world, the installation type,
of monumental size, by which artists create a world
full of emphasis and perplexity. Artists such as
Mia Liu, Claire Morgan, Emmanuelle Moureaux,
Yuko Takada Keller, Tomoko Shioyasu and Mia
Pearlman are showing the importance of paper in
arts, thus proposing elaborate projects, in which
the amount of work impresses the viewer, the works
attracting us in a magical and dynamical world of
certain elements, that seem to decompose and
recompose themselves forever.

Large paper cutting installations represent
unique approaches of the artists in front of personal
or social themes, their concept making very often
correlations with different economic, social and
cultural values, or intending to reveal certain aspects
of the surroundings.

The working method of the Irish artist
Claire Morgan implies precise and repetitive
processes, exploring subjects referring to the
elementary condition of the human in human
habitat and reveals the impossibility to understand
the power of life and death. She often uses in her
works a zoomorphic figure in order to introduce a
palpable figurative element referring to the natural
movement of the real world, interacting with the
geometric shapes of urban architecture. The whole
image creates a striking polarity between the real
animal and the geometric shape, bringing into
discussion the passage of time and the transition of
everything surrounding us, thus the theme range
marks the intrinsic value, as well as the relation
between artistic creation and space. Although its
narrative axis doesn’t converge in the sense of the
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Morgan creaza mereu un contrapunct interesant
intre instalatia expusa si titlul dat fiecareia, adesea
urmarind redarea ambiguitatii. Punerea in cadru
a unei forme geometrice, suspendatd, care este
compusad din alte sute sau mii de forme exacte,
toate acestea levitand deasupra solului, reprezinta o
punere in scena a unor animale sau insecte care par
sa se indrepte spre formatiuni statice, incremenite,
asemeni unor capcane. Asadar dovada gravitatiei
sau lipsa acesteia, este inerenta in aceste lucrari si fac
aluzie la acel punct unde incepe si se termina totul:
viata si moartea.

Contrar artistei Claire Morgan, campul de
observatie al artistei Su Blackwell se bazeaza strict
pe naratiune. In cazul lucrarii intitulate In timp ce
dormi (il. 2), artista se indepadrteaza de formatul
cartilor obiect si adapteaza tema transcendentalului
la reprezentarea vizuald. Lucarea face referire la o
legenda birmaneza care spune ca: atunci cand o
persoana doarme sufletul i se transforma fintr-un
fluture care pe tot parcursul somnului zboara tot mai
departe in cautarea altor suflete, fie ele omenesti sau
animaliere...de aici si povata pentru copii birmanezi
de a nu trezi niciodata pe cineva care doarme,
din cauza temerii ca ar putea muri sau, mai rau, sa
trdiasca fara suflet. Lucrarea transmite o atmosfera
linistita, melancolica, plina de lirism, crednd
privitorului un cumul de reactii care asemeni norului
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represented elements, Claire Morgan always creates
an interesting counterpoint between the exposed
installation and the title given to each of them, often
following the depiction of ambiguity. The placing of
a geometrical suspended shape, composed of other
hundreds or thousands of exact shapes - all these
levitating above the soil - represents the staging of
certain animals or insects that seem to be heading
to static, frozen formations resembling certain traps.
Thus, the proof of gravitation or the lack of it is
inherent to these works and they refer to that point,
where everything starts and ends: life and death.

In comparison with the artist Claire Morgan,
the observation field of the artist Su Blackwell
is strictly based on narration. In the case of the
work called While you were sleeping (il. 2), the artist
departs from the format of the object-books and
adjusts the theme of the transcendental to the visual
transformation. The work refers to a Burmese legend
saying that: when a person is sleeping, its soul turns
into a butterfly who is flying further and further
away during the entire time of the sleep, in search of
other souls, human or animal souls...hence Burmese
children are advised not to ever wake up someone
who is sleeping, because of the fear that he or she
might die, or worse, to live lose their soul. The work
is showing a quiet, melancholic atmosphere, full of
lyrism, creating a number of reactions in the viewer,

de fluturi care pare a se forma din decompunerea
vestimentatiei, se risipesc spre fnaltul incaperii. Su
Blackwell construieste o scena fragila din hartie care
sa reflecte sublimul viselor, atentia concentrandu-se
pe surprinderea sentimentului de miscare, teritoriul
impalpabilului reprezentand de multe ori o cautare
launtrica care prin intermediul creatiei artistice poate
genera infinite modalitati de exprimare.

Inspirat de impresionanta migratie
anuala a fluturilor Monarh [1], artistul mexican
Carlos Amorales concepe un proiect-instalatie
intitulat Black Cloud, un nor negru care urmareste
sa invadeaze spatiile publice in care este expus.
Zeci de mii de fluturi decupati din hartie neagra
inconjoard interioarele spatiilor, formand o
adunare de insecte supranaturald, dar sublima,
care se grupeaza si disperseaza pe structurile
arhitecturii. Desi individual fiecare creaturd
inaripata are un aspect atractiv si delicat, per
ansamblu vizionarea instalatiei creaza un
sentiment inspaimantator si coplesitor, care
conducspectatorulintr-o calatorie confuza creata
de forta naturii. Cum insusi titlul proiectului ne
sugereaza, aceste mii de insecte ne inconjoara
intr-o experienta fluctuanta intre frumusete si
veneratie, deopotriva fantezista si macabra, o
inducere a temerii si invaziei care aduce aminte
de pasarile lui Hitchcok.

reactions, which are like butterflies — they seem to be
formed by decomposing clothing,and seemto spread
towards the height of the room. Su Blackwell builds a
fragile scene out of paper, reflecting the sublime side
of dreams, her attention concentrating on capturing
the feeling of movement, the impalpable territory,
often representing an inner search, that could
generate infinite expression modalities through
artistic creation.

Inspired by the impressive annual migration
of the Monarch butterflies [1], the Mexican artist,
Carlos Amorales conceives an installation-project
entitled Black Cloud, a black cloud going to invade the
public spaces, where it is exposed. Tens of thousands
of butterflies cut out of black paper are surrounding
the interior rooms, forming a supernatural, but
sublime gathering of insects, which is grouped and
dispersed on the architectural structures. Although
each winged creature has an attractive and delicate
look, on the whole, the visualisation of the installation
offers a terrifying and overwhelming feeling, guiding
the viewer through a confusing journey created by
the force of the nature. Like the title of the project
suggests, these thousands of insects are surrounding
us in a fluctuating experience between beauty and
veneration, fanciful and macabre at the same time,
inducing fear and the feeling of invasion, reminding
us of the birds of Hitchcok.
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Black Cloud exemplifica sensibilitatea gotica
a lui Amorales fatd de frumusetea bruta a naturii,
reprezentarea artistica exaltand sentimentul de
uimire in fiecare dintre noi, astfel putem vorbi de
rolul important care il joaca privitorul ca receptor al
creatiei si totodata de perspectiva artistului fata de
arta secolului XXI. Expresia multiforma a instalatiei lui
Amorales, subliniaza aspecte conceptuale organice
care pot fi adaptate in functie de spatiul expozitional,
cercetarea sa artistica concentrandu-se in principal
pe limbajul de exprimare vizual. Posibilitatea /
imposibilitatea de a comunica prin actiuni non-
verbale evolueaza in acelasi ritm in care se produc,
experimentele sale situandu-se la limita dintre
imagine si semn.

Sondand  palierul  manifestarilor  de
tip instalatie paper cut si rezolvarile stilistice si
morfologice care au ca tematica infatisarea faunei
si in special a artopodelor, ne intalnim cu creatia
artistica a italianului Andrea Mastrovito. Pentru
a realiza lucrarea Insula DI. Mastrovito artistul a
umplut o incapere cu mii de imagini decupate din
cartile de stiinte ale naturii, dispunerea acestora
urmdrind sa simuleze un peisaj care abunda in flora
si fauna. Imaginea de ansamblu este de-a dreptul
fermecatoare. O juxtapunere eclatant de specii
de plante, flori si animale sunt asezate pe podea,
o colonie impresionanta de lilieci, fluturi in zbor
si insecte de tot felul ocupand peretii si tavanul
incaperii. Prin punerea in scena a unei astfel de
proiectii conceptuale, Mastrovito apeleaza la diverse
modalitati de exprimare vizuala care amintesc de
procedeul colajului, metoda dioramei si de tehnica
trompe-I'ceil, astfel ca oferta figurativului creaza
posibile iluzii ale realitatii, o conversie a naturii
transfigurata intr-un spatiu inchis.

Atributele fundamentale si conceptuale
ale instalatiei, le reprezinta cele mai uzuale doua
forme de recreare: cartile si televiziunea, iar titlul
face referire la celebrul roman The Island of Doctor
Moreau, unde arhetipul nebuniei este reprezentat
de personajul principal, a cdrui activitate se bazeaza
pe experimentele supuse animalelor, pentru a le
conferi trasaturi umane. Mastrovito intruchipeaza
rolul doctorului, incercand sa insufle o noud viata in
natura materiala a hartiei — imagini din carti, carti din
hartie, hartie din lemn, lemn din natura - care a trdit
candva intr-un mod diferit, iar fauna ansamblata in
interior, cauta sa preia controlul spatiului locuit.
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Black Cloud exemplifies the gothic sensibility of
Amorales in front of the raw beauty of nature, while the
artistic representation is exalting the feeling of wonder
in each of us, thus we can talk about the important
role the viewer plays as receiver of the creation and
at the same time about artist’s perspective regarding
the art of the XXI century. The multi-shape expression
of Amorales’ installation emphasizes the conceptual
organic aspects, that can be adjusted according to the
exhibition room, his artistic research mainly focusing
on the visual expression language. The possibility /
the impossibility to communicate through non-verbal
actions is evolving in the same rhythm in which they
are taking place, his experiments being situated at the
limit between image and sign.

Probing the level of the manifestations like
papercutinstallationsand the stylisticand morphologic
solutions having as theme the representation of fauna
and especially that of arthropods, we meet the artistic
creation of the Italian Andrea Mastrovito. In order to
make the work entitled Insula DI. Mastrovito, the artist
has a room full of thousands of images cut from the
books of natural sciences, the disposition of which is
meant to simulate a landscape abounding in flowers
and fauna. The overall image is really charming. A very
impressing juxtaposition of species of plants, flowers
and animals is created on the floor, an impressing
colony of bats, flying butterflies and insects of all
kinds inhabiting the walls and the ceiling of the room.
By staging such a conceptual projection, Mastrovito
addresses diverse modalities of visual expression
reminding us of the process of collage, the diorama
method and the trompe-Ilceil technique, so that the
offer of the figurative creates possible illusions of
reality, a conversion of transfigured nature in a closed
space.

The fundamental and conceptual attributes of the
installation are represented by the most usual forms of leisure
activities: reading books and watching tv, and the title refers
to the famous novel The Island of Doctor Moreau, where
the archetype of the crazy woman is represented by the
main character, whose activity is based on the experiments
subjected to animals in order to render them human
features. Mastrovito embodies the role of the physician,
trying to instil new life in the material nature of the paper -
images from books, books made of paper, paper made of
wood, wood from nature — that has once lived in a different
way, and the fauna ensembled in the interior rooms is trying
to take over the control of the inhabited space.

llustratiile decupate reprezinta cel mai ireal
pseudo-ecosistem creat vreodata, puterea imaginii
demonstrand posibilitatile diferite care le pot avea
volumele de cunoastere a istoriei naturale, pe un
parcurs liber si expresiv, imaginea reconfigurand noi
tendinte vizuale.

In concluzie, urmarind evolutiv tehnica paper
cut, observam faptul ca odatd cu trecerea timpului,
utilizarea sa fisi inverseaza functia, dorinta creatorului
facand cel mai adesea apel la mediul inconjurator,
asadar, decuparea hartiei devine o practica artistica
desdvarsita care cauta noi expresii de manifestare
vizuala. Creatia artistica a secolului XXI, reflectd o
latura palpabila a realitatii, care cauta continuu sa
inregistreze schimbdrile cu caracter social si ideatic,
ofertele vizuale fiind atat de bogate in expunere,
fncat uneori asista la o adevdrata punere in scena a
unui spectacol iluzoriu.

Asadar, indiferent de calitatea sa perisabil,
hartia poate fi considerata materialul de lucru cel
mai accesibil si adaptabil, utilizarile sale fiind atat de
diverse, incat adesea cand ne intalnim cu anumite
creatii artistice de dimensiuni monumentale, arealul
elementelor de limbaj plastic isi schimba valoarea
in raport cu spatiul. Hartia a fost si va continua sa
fie cel mai vechi si utilizat material, iar explorarea
reprezentarilor vizuale, va urma sd apeleze la metode
tot mai neconventionale prin mijlocirea carora,
demersul artistic va crea si re-crea o lume incredibila
pe care nu ne-o puteam decat imagina.
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The cut illustrations represent the most
unreal pseudo-ecosystem ever created, the power
of image proving the different possibilities the
books of knowledge about natural history can have
on a free and expressive path, where the image is
reconfiguring new visual tendencies.

As a conclusion, following the evolutive path
of the paper cut technique, one can notice the fact
that with the passage of time, its usage reverses
its function, while creator’s wish addresses the
surrounding environment, thus paper cut becomes a
perfect artistic practice looking for new expressions
of visual manifestation. The artistic creation of
XXI century reflects a palpable side of reality,
continuously trying to register social and ideational
changes, visual offers being so rich in exhibiting, that
sometimes they assist to the stage enactment of an
illusory spectacle.

Thus, regardless of its perishable quality,
paper can be considered the most accessible and
adjustable working material, its uses being so diverse,
that often when we meet certain artistic creations
of monumental sizes, the range of plastic language
elements changes its value in relation to the room.
Paper was and will continue to be the oldest and
most used material, and the exploration of visual
representations is going to address more and more
unconventional methods through the mediation of
which the artistic approach creates and recreates an
incredible world that we can only imagine.

NOTE / END NOTES

[1] Din nordul Statelor Unite si pana in regiunea centrald a
Mexicului, anual fluturii parcurg timp de 8 saptamani distanta
de 4000 de km, acest fenomen fiind considerat drept cea mai
mare migratie a unei artropode. / From the North of United
States to the central region of Mexic, the butterflies are crossing
the distance of 4000 km during a week, and this phenomenon is
considered the greatest migration of arthropods.
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Andreea PLESA

Cum a afectat pandemié
industira vestimentara?

How has the pandemic affected the clothing industry?

i —

Cuvinte cheie / greenwashing, pandemie, modéd, marketing, fast
fashion, slow fashion, industralizare, consumerism;

Rezumat / Pandemia ne-a afectat atat in mod personal cat si
cand ne raportam la marile industrii. Industra vestiemntard a
fost puternic afectatd, fie ca ne raportam la fast fashion, sau la
marile branduri, a fost inregistrat un impact puternic asupra a
tot ceea ce ne inconjoara. Stategiile de marketing au avut un
important rol in vederea sustinerii industriei.

Pandemia ne-a afectat pe fiecare dintre noi,
fie la nivel politic, socio-economic sau personal. Anul
2020 fost un an care ne-a aratat mai mult ca oricand ca
lumea in care traim nu este durabila si ca sunt necesare
schimbari considerabile. A fost un moment de auto-
reflectie si reevaluare.

Ca sa vorbim despre prezent, consider ca cel mai
bine este sa stabilim reperele istorice prin niste puncte
cheie ale industrializarii modei.

Numerosi istorici sunt de parere ca punctul de
pornire al modei are ar fi undeva la jumatatea secolului
al XlIX-lea. Chiar daca interesul oamenilor pentru
vestimentatie este cunoscut cu mult timp inainte, putem
sa vorbim despre dezvoltarea industriei vestimentare
abia prin anii 1850 cand Isaac Singer a inventat masina
de cusut. inainte de aceasta inventie, in paturile sociale
mai putin privilegiate, hainele erau cusute de mana,
fiecare gospodina croindu-si tinuta in functie de factorii
climatici, sociali si geografici. Acestea au fost denumite
ulterior ,costum popular”.

Evolutia vestimentara din secolul al XX-lea
este datoratd indeosebi industrializarii care a facut
mai accesibile preturile hainelor prin fabricarea lor in

e — - == —

Keywords / greenwashing, pandemic, fashion, marketing, fast
fashion, slow fashion, industrialization, consumerism;

Summary / The pandemic affected us both personally and
when we did not report to large industries. The clothing
industry has been severely affected, whether we are talking
about fast fashion, or big brands, there has been a strong
impact on everything around us. Marketing strategies have
played an important role in supporting the industry.

The pandemic has affected each of us,
whether politically, socio-economically or personally.
2020 has been a year that has shown us more than
ever that the world we live in is not sustainable and
that considerable change is needed. It was a time of
self-reflection and re-evaluation.

Speaking of the present, | think it is best to
establish historical landmarks through some key
points of fashion industrialization.

Many historians believe that the starting
point of fashion is somewhere in the middle of the
nineteenth century. Even though people’s interest
in clothing is known long before, we can only talk
about the development of the clothing industry in
the 1850s when lIsaac Singer invented the sewing
machine. Before this invention, in the less privileged
social strata, the clothes were sewn by hand, each
housewife tailoring her outfit according to climatic,
social and geographical factors. These were later
called “folk costume”.

The evolution of clothing from the 20th
century is mainly due to the industrialization that
made clothes more affordable through their mass
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serie. Anul 1945 aduce un val puternic de dezvoltare
a mijloacelor de comunicare, indeosebi de favorizare
a schimbului de informatii. Pana in acest moment
materialele utilizate de majoritatea populatiei
erau lana, inul si canepa. Este asadar favorizata
raspandirea tesaturilor din bumbac, iar la scurt timp
a materialelor realizate din fibre artificiale. Toata
aceasta diversificare a optiunilor materialelor duce
la o reducere considerabila a pretutilor produselor
vestimentare. Totodata, un important factor al
industrializarii este descoperirea colorantilor chimici,
acestia permit producerea vestimentatiei intr-o
gama mult mai variata de nunate. [1] Uniformizarea
la scara larga a sters treptat amprenta personala a
vestimentatiei croite si cusute in spatiul domestic si
au estompat discrepantele de pozitie sociala si varsta.
in acest sens, Adina Nanu, remarca in lucrarea sa Arta,
stil, costum, faptul ca ,incetand sa mai fie o investitie
a averii, ca in evul mediu, cand o rochie valora cat
o mosie fiind mostenita de mai multe generatii,
imbracamintea actuala devine pe zi ce trece mai
efemerd, iar eleganta mai accesibild oricui.” [2]
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production. The year 1945 brings a strong wave
of development of the means of communication,
especially of favoring the exchange of information.
Until now, the materials used by most of the population
were wool, linen and hemp. It is therefore favored the
spread of cotton fabrics, and soon materials made
of artificial fibers. All this diversification of material
options leads to a considerable reduction in the prices
of clothing products. At the same time, an important
factor of industrialization is the discovery of chemical
dyes, which allowed the production of clothing in a
much more varied range of shades. [1]The large-scale
standardization gradually erased the personal imprint
of tailored and sewn clothing in the domestic space
and blurred the discrepancies of social position and
age. In this sense, Adina Nanu, remarks in her work
Art, style, costume, the fact that “Ceasing to be an
investment of wealth, as in the Middle Ages, when a
dress is worth as much as an estate being inherited by
several generations, the current clothing . it becomes
more ephemeral with each passing day, and the
elegance more accessible to anyone.’[2]

Prima masina de cusut realizatd de Isaac Singer in
anul 1850 schitd si realitate

The first sewing machine made by Isaac Singer in
1850 sketch and reality
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In prezent moda reprezintd o demosntratie
de idei. Ea a fost mereu influentata de cererea pietei
de consum, designerii fiind ancorati constant in
realitatea imediata si in viitor. In contextul pandemiei
(anul 2020) ne-am confruntat cu o cadere totald a
industriei textile, vorbind in acest moment despre
0 crizd economica care ridica intrebari in legatura
cu viitorul, una dintre aceste intrebari ramanand
constant aceea legata de ce-si vor dori oamenii
din partea modei, aceastd cadere afectand atat
producatorii cat si marile branduri. Asadar putem sa
vorbim despre aceste 2 directii clare: marile branduri
si pandemia din perspectiva oamenilor din domeniul
high fashionului si fast fashionul, care pana in acest
moment a continuat sd puna presiune pe brandurile
mari din punctul de vedere al frecventei colectiilor, si
cum a fost aceasta industrie afectata de pandemie.

High fashionul a avut foarte mult de suferit
in perioada pandemiei. Prezentarile de moda
au fost stopate, cadenta cu care erau realizate
colectile a fost regandita, toate acestea fiind
datorate impactului economic pe care l-a avut
aceasta perioadd asupra marilor branduri. Ca sa
intelegem efectul pe care aceasta perioada I-a avut
trebuie sa intelegem sistemul modei. Brandurile de
high fashion colaboreaza cu fabrici de productie in
vederea realizarii produselor propriu-zise. in industria
modei, platile pentru furnizori, fabrici si lucratorii
implicati se fac adesea mult mai tarziu, dupa plasarea
si indeplinirea comenzii. Acest val neasteptat a dus
la inchiderea multor branduri mici de high fashion,
platile catre fabricile de productie fiind anulate,
numadrul somajului crescand si asa mai departe. Acest
cercvicios a fost remarcat de importante personalitati
din aceastd industrie. [3]

intr-un interviu oferit CNBN, Anna Wintour,
editor sef al revistei Vogue, a analizat impactul
pandemiei asupra industriei vestimentare. Aceasta
perioadd ne pune la dispozitie oportunitatea de a
lua o pauza si a regandi semnificatia vestimentatiei,
raportul dintre insemnatatea modei din momentul
actual si ceea ce ar trebui sa reprezinte moda cu
adevarat. Odata cu incetinirea productiei lumea a
avut prilejul de a se focusa mai mult pe lucrurile si
obiceiuriledurabile simaiputin pevaluldenoutatecea
preluat controlul in ultimele decenii. [4] De asemenea
editorul revistei americane este de padrere ca lumea
va cduta sa investeascd in branduri care se aliniaza cu
valorile personale, se va cauta sustenabilitatea, se va
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Currently a way of applying the
demonstration of ideas. It has always been
influenced by the demand of the consumer market,
the designers being constantly anchored in the
immediate reality and in the future. In the context of
the pandemic (2020) we have faced a total collapse
of the textile industry, talking at this time about
an economic crisis that raises questions about the
future, one of which remains the question of what
people want. on the fashion side, this drop affects
both manufacturers and big brands. So we can
talk about these 2 clear directions: the big brands
and the pandemic from the perspective of people
in the field of high fashion and fast fashion, which
so far has continued to put pressure on big brands
in terms of collection frequency, and how it was
former. this pandemic-affected industry.

High fashion suffered greatly during the
pandemic. The fashion shows were stopped,
the cadence with which the collections were
made was rethought, however being due to the
economic impact that this activity had on the
big brands. In order to understand the effect for
the care of this period, one must understand the
system in a way. High fashion brands collaborate
with production factories in order to make their
own products. In the fashion industry, payments
to suppliers, factories and workers involved are
often made later, after placing and fulfilling the
order. This unexpected wave led to the closure
of many small high fashion brands, payments to
production plants being canceled, the number of
unemployed rising and so on. This vicious circle
has been noticed by important personalities in
this industry. [3]

In an interview with CNBN, Anna Wintour,
editor-in-chief of Vogue magazine, analyzed the
impact of the pandemic on the clothing industry.
This period gives us the opportunity to take a
break and rethink the meaning of clothing, the
relationship between the significance of current
fashion and what fashion really should be. With the
slowdown in production, the world has had the
opportunity to focus more on sustainable things
and habits and less on the wave of novelty that
has taken control in recent decades. [4] The editor
of the American magazine also believes that the
world will seek to invest in brands that align with
personal values, will seek sustainability, will follow

urmarii povestea brand-ului si a designerilor, interesul
fiind indeosebi pe valoarea morala a produselor
achizitionate. Dupd aceastd perioada oamenii vor
opta pentru confort accendudndu-se totodata si
nevoia de a ardta bine si de a te putea exprima liber,
de a-ti putea exterioriza creativitatea prin intermediul
vestimentatiei. [5] Consumul abuziv fiind datorat
tuturor deoarece s-a pierdut din vedere idea de a se
bucura si a pune valoare pe haine.

Intr-un articol publicat de revista WWD in
primavara anului 2020 ne este prezentata situatia
modei actuale din perspectiva designerului Giorgio
Armani care atrimis o scrisoare deschisa catre redactia
publicatiei, acesta sustine ca moda a devenit un
spectacol ce pierde din vedere piesele vestimentare,
accentul cazand pe showurile grandioase. Costurile
infernale pe care brandurile le investesc pentru a
organiza prezentari de modd devenind exagerate. De
asemenea, designerul prezinta posibilitatea unei noi
atitudini asupra modei, adoptand designuri versatile,
cu un caracter atemporal, ca prim pas prelungind
sezonul estival pana in luna septembirie. [6]

Impactul devastator pe care pandemia I-a
avut asupra brandurilor de lux a dus la inchiderea
magazinelor, anularea prezentarilor si regandirea
strategiei de marketing abordate. Alessandro
Michele, directorul creativ al brandului Gucci a
declarat ca vor renunta la cadenta cu care se realizau
showurile de moda. Brandul Gucci va avea doar doua
prezentdri pe an. Totodata designerul italian priveste
toata aceasta perioada ca pe o prilej de regandire a
sistemului actual al modei. [7]

in ceea ce priveste moda de masa putem
observa ca in prima perioada oamenii au avut
o atitudine de reticentd asupra modei, Zara,
a raportat o scadere de 13,4% a profiturilor
raportat la anul fiscal 2019. Toate aceste
inclinatii pe care oamenii le-au dobandit pentru
sustenabilitate, eticitate si o responsabilizare
puternica in ceea ce priveste consumul de moda
a fost foarte usor combatut de metodele de
marketing sustenabile pe care cu aceastd ocazie
marii producatori de fast fashion le-au dezvoltat
puternic. Gigantii fast fashionului- Zara, H&M,
TopShop si multi altii au adoptat strategia
numita ,Greenwashing” pretinzand ca sunt mai
Lverzi” (durabile) decat sunt de fapt. Se pare ca
acest lucru a atras si atrage cumpadratorii mai
mult ca oricand. [8]

the story of the brand and designers, the interest
being mainly on the moral value of purchased
products. After this period, people will opt for
comfort, igniting at the same time the need to look
good and to be able to express yourself freely, to be
able to express your creativity through clothing. [5]
Abusive consumption is due to everyone because
the idea of enjoying and adding value to clothes has
been lost sight of.

An article published by WWD magazine in
the spring of 2020 presents the current fashion
situation from the perspective of designer
Giorgio Armani who sent an open letter to the
publication, he claims that fashion has become a
show that loses sight of clothing, the focus falling
on grandiose shows. The infernal costs that brands
invest in organizing fashion shows are becoming
exaggerated. Also, the designer presents the
possibility of a new attitude on fashion, adopting
versatile designs, with a timeless character, as
a first step extending the summer season until
September. [6]

The devastating impact that the pandemic
had on luxury brands led to the closure of stores,
cancellation of presentations and rethinking
the marketing strategy approached. Alessandro
Michele, the creative director of the Gucci brand,
stated that they will give up the cadence with
which fashion shows were held. The Gucci brand
will have only two presentations a year. At the
same time, the ltalian designer sees this whole
period as an opportunity to rethink the current
fashion system. [7]

In terms of table fashion, we can see
that in the first period people had a reluctant
attitude towards fashion, Zara reported a 13.4%
decrease in profits compared to fiscal year
2019. All these inclinations that people have
acquired for sustainability, ethics and a strong
responsibility in terms of fashion consumption
was very easily combated by the sustainable
marketing methods that on this occasion the
big fast fashion manufacturers have strongly
developed. The giants of fast fashion - Zara,
H&M, TopShop and many others have adopted
the strategy called “Greenwashing” claiming to
be more “green” (sustainable) than they actually
are. It seems that this has attracted and attracts
buyers more than ever. [8]
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De ce indiferent de principiile etice pe care
le-au dezvoltat consumatorii, fast fashionul tot are de
castigat in detrimentul slow fashionului?

Cresterea responsabilizarii  in  vederea
sustenabilitatii concomitent cu scaderea nivelului de
trai, dupa cum stim , multe firme din diverse industrii
aufacut reduceri de personal sau au apelat la reduceri
salariale sau somaj tehnic, au propulsat brandurile
de fast fashion mascate sub noua campanie de
marketing, vorbind de conceptul de Greenwashing
mentionat anterior. Fiind imposibila combaterea
comportamentului consumatorilor.

Din toate acestea putem accentua ideea
conform cdreia moda in perioada pandemiei a avut
de suferit, chiar daca ne-am gandit in perioada lock
down-ului ca planeta are timp sa se vindece, industra
fast fashionului a apelat la metode destul de brutale
pentru a se mentine, singura ramura care a avut cu
adevdrat de suferit fiind ramura high fashionului.
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Why regardless of the ethical principles that
consumers have developed, fast fashion still has to
gain at the expense of slow fashion?

Increasing accountability for sustainability
while lowering living standards, as we know, many
companies in various industries have made staff
reductions or resorted to pay cuts or technical
unemployment, propelled fast fashion brands
disguised under the new marketing campaign,
speaking of the aforementioned Greenwashing
concept. Being impossible to combat consumer
behavior.

From all this we can emphasize the idea that
fashion during the pandemic suffered, even if we
thought during the lockdown that the planet has
time to heal, the fast fashion industry has resorted
to quite brutal methods to maintain, the only branch
that really suffered was the high fashion branch.
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Fotografia, simbol al solitudinii
Photography as a symbol of solitude
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Cuvinte cheie / Solitudine, Fotografie, Simbol, Credinta, Simptom,
Timp, Magie, Functie, Consumerism, Social-media, Memorie,
Supravietuire, Text, Posesie, Nostalgie;

Rezumat / Articolul de fata constituie un punct de pornire al unui
proiect de cercetare pe tema solitudinii, privita ca experienta
artistica. Sa fie solitudinea atat de indispensabila spiritului,

incat sa muncim in mod inconstient spre a o dobandi? Sé fie ea
fundamentul actului artistic, crearea de spatiu pentru a-l umple
mai apoi? Acel ,Vid" pe care Yves Klein il prezenta ca pe o forma
virginala, care nu incearca sa explice originea efectiva a golului, ci
sa il considere un punct de plecare pentru timp si spatiu, intr-un
sens liber? Voi incerca sa rdspund acestor intrebdri in paginile
urmatoare, restrangand focusul asupra domeniului artistic in care
activez, fotografia, descrisa ca simbol al solitudinii.

Un paradox se deruleaza azi inaintea mea,
care devine din ce in ce mai greu de evitat. O lume
care promoveaza atat de pasional conexiunea,
pierde conexiunea insasi, iar, in acelasi timp, o lume a
imaginilor, care comunica si se traduce prin limbajul
imaginilor, pierde tocmai credinta in imagini.

Vilém Flusser, in cartea sa, Towards a
philosophy of photography, face o paraleld intre
imaginile simbolice si imaginile tehnice, descriindu-
le astfel:

smaginea tehnica este o imagine produsa
de aparate. Deoarece aparatele in sine sunt
produsele textelor stiintifice aplicate, in cazul
imaginilor tehnice, este vorba despre produsele
indirecte ale textelor stiintifice. Acest lucru le
ofera, istoric si ontologic, o pozitie diferitd de cea a
imaginilor traditionale. Din punct de vedere istoric,
imaginile traditionale preced milenar textele, iar
cele tehnice urmeaza dupa texte foarte avansate.
Ontologic, imaginile traditionale sunt abstractii
de ordinul intai, in masura in care se abstrag de la
lumea concretd, in timp ce imaginile tehnice sunt
abstractii de ordinul al treilea: se abstrag din textele
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Keywords / Solitude, Photography, Symbol, Faith, Symptom, Time,
Magic, Function, Consumerism, Social-media, Memory, Survival, Text,
Possession, Nostalgia;

Summary / This article is a starting point for a research

project on solitude, seen as an artistic experience. Is solitude
so indispensable to the spirit that we work unconsciously

to acquire it? Should it be the foundation of the artistic act,

the creation of space to be filled later? Could it be that“Void”
presented by Yves Klein as a virginal form which does not try to
explain the actual origin of the void, but to consider it a starting
point for time and space in a free sense? | will try to answer
these questions in the following pages, narrowing the focus on
the artistic field in which | work, photography, described as a
symbol of solitude.

Today a paradox is unfolding before me which
becomes increasingly difficult to avoid. A world that
promotes the idea of connection so passionately,loses
the connection itself, and at the same time, a world of
images, which communicates and is translated through
the language of images, loses exactly its faith in images.

Vilém Flusser, in his book, Towards a
philosophy of photography, draws a parallel between
symbolic images and technical images, describing
them as it follows:

“The technical image is an image produced
by devices. Since the devices themselves are the
products of the applied scientific texts, in the case
of technical images, they are indirect products
of scientific texts. This gives them, historically
and ontologically, a different position from that
of traditional images. From a historical point of
view, traditional images precede texts by millennia,
and technical ones follow very advanced texts.
Ontologically, traditional images are first degree
abstractions, as long as they are abstracted from
the concrete world while technical images are third
degree abstractions: they are abstracted from texts




care se abstrag de la imaginile traditionale care
abstractizeaza lumea concreta. Din punct de vedere
istoric, imaginile traditionale sunt preistorice si cele
tehnice sunt,post-istorice”. [...]

Ontologic, imaginile traditionale semnifica
fenomene, in timp ce imaginile tehnice semnifica
concepte. Decodarea imaginilor tehnice inseamna,
in consecinta, citirea starii lor reale de la acestea.
Imaginile tehnice sunt greu de decodat, dintr-un
motiv straniu. Dupd toate aparentele, acestea nu
trebuie decodificate, deoarece semnificatia lor se
reflectd automat pe suprafata lor - la fel caamprentele
digitale, unde semnificatia (degetul) este cauza, iar
imaginea (copia) este consecinta. Lumea aparent
semnificatd in cazul imaginilor tehnice pare a fi cauza
lor si ele insele sunt o verigad finald intr-un lant cauzal
care le conecteaza fara intrerupere la semnificatia lor:
Lumea reflecta soarele si alte raze care sunt captate
prin intermediul dispozitivelor optice, chimice si
mecanice de pe suprafete sensibile si ca rezultat
produc imagini tehnice, adica par a fi la acelasi nivel
de realitate cu semnificatia lor. Prin urmare, ceea ce
se vede nu par a fi simboluri pe care trebuie sa le
decodificam, ci simptome ale lumii care, chiar daca
indirect, va fi perceputa. Acest caracter aparent non-
simbolic, obiectiv, al imaginilor tehnice il conduce
pe cel care le priveste sa le vada nu ca imagini, ci
ca ferestre. In consecintd, observatorii nu le critica
drept imagini, ci ca moduri de a privi lumea. ,Critica
lor nu este o analiza a productiei lor, ci o analiza a
lumii. "[1]

Asadar, imaginile tehnice, care construiesc,
descriu si sunt principalul limbaj al lumii
contemporane, contin un caracter expresiv, revelator,
dincolo de conditia lor primara - aceea de a fi pur
imagini. Asemeni cum rostirea cuvintelor transmite
si impacteaza direct prin semnificatia lor si abia mai
apoi prin modul in care au fost transmise, create,
imaginile tehnice urmeaza acelasi statut, devenind
consumabile.

,Elesunt-lafel catoateimaginile-nunumai
simbolice, ci reprezinta un complex de simboluri
mai abstracte decat imaginile traditionale. Sunt
metacoduri de texte care semnifica texte, nu
lumea exterioard. Imaginatia care le produce
implica abilitatea de a transcoda concepte din
texte in imagini; iar cand le observam, vedem
concepte - codificate intr-un mod nou - ale lumii
exterioare.” [2]
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that are abstracted from the traditional images that
abstract the concrete world. Historically speaking,
traditional images are prehistoric and technical
images are “post-historical”. [...]

Ontologically, traditional images signify
phenomena, while technical images signify concepts.
Therefore ,decoding technical images means reading
their actual state from them. For some strange
reason, technical images are difficult to decode.
Apparently, they do not need to be decoded because
their meaning is automatically reflected on their
surface - just like fingerprints, where the meaning
(the finger) is the cause and the image (the copy) is
the consequence. The seemingly meaningful world
of technical imagery seems to be their cause, and
they themselves are a final link in a causal chain that
connects them uninterruptedly to their meaning:
The world reflects the sun and other rays that are
captured by optical, chemical and mechanical devices
on sensitive surfaces, and as a result they produce
technical images, l.e. they seem to be at the same
level of reality as their significance. Consequently,
what is seen does not appear to be symbols that we
need to decode, but symptoms of the world that
will be perceived, even indirectly.This seemingly non-
symbolic, objective character of technical images
leads the viewer to see them not as images, but
as windows. As a consequence, observers do not
criticize them as images, but as ways of looking at
the world. , Their critique is not an analysis of their
production, but an analysis of the world.”[1]

Therefore, technical images which build,
describe, and are the main language of the
contemporary world contain an expressive, revealing
character beyond their primary condition - that of
being pure images.Just as the utterance of words
transmits and impacts directly by their meaning and
later on by the way in which they were transmitted,
created, the technical images follow the same status,
becoming consumables in the end.

“They are - like all the images - not only
symbolic, but representing a complex of symbols
more abstract than traditional images. There are
text metacodes that signify texts, not the outside
world. The imagination that produces them
involves the ability to transcode concepts from
text into images; and when we look at them, we
see concepts — codified in a new way — of the
outside world." [2]

Parafrazand explicatiile lui Vilém Flusser,
putem concluziona astfel: imaginile traditionale au
incercat descrierea lumii vizibile, pe cand imaginile
tehnice descriu descrierea lumii vizibile. Tntre
creatorul imaginilor traditionale si lumea exterioara
nu au intervenit atat de multe filtre externe care
sa altereze perceptia creatorului. Prin urmare, prin
realizarea lor, creatorul a descris lumea asa cum a
vdzut-o, cum a simtit-o, influentat numai de filtrele
interioare care, cu siguranta, au modelat maniera
expresiva, abordarea tehnicg, si asa mai departe. ins3,
in ce priveste imaginile tehnice, acestea au rezultat in
functie de existenta unui intermediar in comunicare -
textul. Am putea spune c3, astazi, redam prin imagine
ceea ce ne dorim sa povestim prin cuvinte despre un
eveniment exterior pe care il observam. Imaginile au
devenit inlocuitorul textului, asa cum textul a devenit
inlocuitorul imaginilor traditionale.

Jn  schimb, cu imaginile traditionale,
caracterul simbolic este clar evident deoarece, in
cazul lor, fiintele umane (de exemplu, pictorii) se
plaseaza intre imagini si semnificatia lor. Pictorii
elaboreaza simbolurile imaginii ,in cap” pentru a
le transfera prin pensula la suprafatd. Daca cineva
doreste sa decodifice astfel de imagini, atunci trebuie
sa decodifice codificarea care a avut loc ,in mintea”
pictorului” [3]

Ce observ in aceasta diferentiere a abordarii
imaginii este cd, spre deosebire de gestul de
surprindere a lumii exterioare regasit in imaginile
traditionale, imaginile tehnice acorda un mai mare
interes discursului din cadrul imaginii - despre
ce ne vorbeste imaginea? Implicit, accentul cade
pe cunoasterea ,simptomatica” a lumii, a culturii
reprezentate prin imagine, dincolo de informatia
pur obiectiva a deruldrii unui eveniment. Asa
cum textele au functionat in vederea descrierii
lumii, a evenimentelor, experientelor, exterioare si
interioare, asa imaginile au preluat aceasta functie.
Daca imaginile traditionale inregistrau lumea si o
reprezentau, lasand loc de interpretare, imaginile
tehnice vin cu o intruziune la nivel subconstient -
ele ne propun, aproape vadit, ce trebuie sa credem
despre ceea ce ni se prezinta.

Creatorii de continut, o sintagma populara
in lumea contemporand, cu precadere in universul
social-media-ului, comunicda preponderent prin
imagini, prin fotografii. Acestea au devenit un
mijloc rapid, care inlesneste rapiditatea comunicarii,

Paraphrasing Vilém Flusser’s explanations,
we can conclude that traditional images have tried
to describe the visible world, while technical images
depict the description of the visible world. There are
not so many external filters between the creator of
traditional images and the outside world that could
alter the perception of the creator. Therefore, by
making them, the creator described the world as
he saw it, as he felt it, influenced only by the inner
filters that certainly shaped the expressive manner,
the technical approach, and so on. However, in terms
of technical images, they resulted depending on the
existence of an intermediary in communication - the
text. We could say that today we render through
image what we do not want to say in words about
an external event that we observe. Images have
become a substitute for text, just as text has become
a substitute for traditional images.

“On the other hand, with traditional images,
the symbolic character is clearly evident because,
in their case, human beings (for example, painters)
place themselves between images and their
meaning. Painters draw the symbols of the image
“in their head” in orderto transfer them with a brush
to the surface”. If one wants to decode such images,
then one must decode the encoding that took place
“in the painter’s mind."[3]

What | can notice in this differentiation of
the image approach is that, unlike the gesture of
capturing the outside world found in traditional
images, technical images give more interest to the
discourse within the image: What is the image talking
about?Implicitly, the emphasisis on the“symptomatic”
knowledge of the world, of the culture represented by
the image, beyond the purely objective information
of the unfolding of an event. Just as texts worked to
describe the world, events, experiences, external and
internal, soimagestook overthisfunction. If traditional
images recorded the world and represented it, leaving
room for interpretation, technical images come with
an intrusion at a subconscious level - they offer us,
almost obviously, what we need to believe about
what is presented to us.

Content creators, a popular phrase in
the contemporary world, especially in the social
media universe, communicate mainly through
images, through photographs. They have become
a fast-paced medium for communication, with
images becoming a “rescue” from texts which were
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imaginile devenind o “salvare” de la textele care
descriau o actiune. Textul prezent pe social-media
este, de cele mai multe orievitat, chiarignorat complet
daca este insotit de o imagine explicativa. Aceasta
falsa incredintare in puterea imaginii demascheaza,
de fapt, o lipsa a credintei in imagine. Cu cat
suprasaturatia imaginilor in era digitala se deruleaza
intr-un ritm atat de alert, cu atat atentia privitorului se
va concentra pe urmdtorul moment, pe urmatoarea
imagine, urmdtoarea informatie, pe viitor. Imaginile
devin astfel stirbite de forta misterului si sunt tratate
ca simple surse informationale, de consum.

Cand spunem “imortalizare” in raport cu
fotografia, ne referim la o conditie permanentd a
continutului surprins prin imagine si, implicit, ne
bazdm pe vesnicia imaginii in sine. Incarcdm, deci,
imaginea, cu sarcina supravietuirii, a mentinerii unor
amintiri intacte, nealterate de timp. Ne bucuram de
acest atribut al fotografiei pana sa facem cunostinta
cu supratehnologizarea. Accesul masiv al populatiei
la telefoane dotate cu camere foto, posibilitatea
realizarii de fotografii oriunde si oricand, de catre
oricine, stocarile generoase de fotografii pe device-
urile din dotare au inecat magia fotografiei. Bucuria
cu care asteptam developarea filmelor fotografice,
sau revelarea imaginii polaroid a fost acoperita de
imaginea-produs. Focusul pe proces, versus focusul
pe rezultat (altfel numit consumerismul imaginilor),
toate acestea sunt conditii ale timpului. Un tempo
lent fata de unul alert va invita la un alt tip de atentie
- un spatiu mental care va ingloba atat prezentul,
cat si seductia trecutului si curiozitatea viitorului.
Asteptarea, desi relationata direct cu momentul
care are sa vina, contine surpriza prezentului. Ea
vine cu un anumit grad de observare, apoi de
cautare. Asteptarea implica mai putin inceperea sau
finalizarea ei, ci conditia procesului in sine. Lumea
contemporanad lupta inversunat impotriva conditiei
asteptarii. Lag-ul - latenta dispozitivelor electronice
ne provoaca o frustrare puternica, lipsa de semnal
la internet, transmiterea greocaie a mesajelor,
toate vin cu o cel putin usoara anxietate - teama
pierderii controlului, chiar si unul iluzoriu, inchipuit.
Asteptarea este, totusi, o parte solida din realitate, la
fel ca lipsa de control pe care o contine. Am putea
numi asteptarea ca spatiul derulat intre nastere si
moarte, viata devenind astfel o continua asteptare a
viitorului. In tot acest proces, e iluzoriu sa renegam
puterea asteptarii si potentialul pe care aceasta il
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describing an action. The text present on social
media is, in most cases, avoided, even completely
ignored if itis accompanied by an explanatory image.
This false belief in the power of the image reveals in
fact a lack of faith in the image. The more the image
supersaturation in the digital age unfolds at such
a fast pace, the more the viewer’s attention will be
focused on the next moment, the next image, the
next information, the future. Thus, the force of the
mystery is being taken away from the images and
they are treated as mere sources of information or
consumption.

When we say “immortalization” in relation to
photography, we refer to a permanent condition of
the content captured by the image and, implicitly,
we rely on the eternity of the image itself. So we
load the image, with the purpose of its survival, of
keeping some memories intact, unaltered by time.
We enjoy this attribute of photography until we get
acquainted with over-technology.The massive access
of population to phones equipped with cameras, the
possibility of taking photos everywhere at anytime, by
anyone, the generous storage of photos on the devices
provided, only drowned the magic of photography.
The joy with which we waited for the development of
photographic films, or the revelation of the polaroid
image was covered by the product-image. Focus on
the process, versus focus on the result (otherwise called
image consumerism), all these are conditions of time.
A slow tempo in comparison to an alert one will invite
you to another type of attention - a mental space that
will encompass both the present and the seduction
of the past, and also the curiosity of the future. All the
waiting, though directly related to the time to come,
contains the surprise of the present. It comes with a
degree of observation, then with one of searching.
The waiting process involves less the beginning or
completion of it, but the condition of the process
itself. The contemporary world is fighting hard against
the condition of waiting. The Lag and the latency of
electronic devices causes us a strong frustration, the
lack of Internet signal, the cumbersome transmission
of messages, all come with at least a slight anxiety - the
fear of losing control, even an illusory, imaginary one.
The wait, however, is a solid part of reality, as is the lack
of control it contains. We could call as “waiting’, the
space between birth and death, life thus becoming a
continuous wait of the future. Throughout this process,
itisillusory to deny the power that the waiting process

poarta dupa sine. In acest potential consta fascinanta
seductie a imaginilor — astept ca sa vad - o cadenta
care sporeste in mod autentic curiozitatea.

Asteptarea, curiozitatea, misterul,
componente care intretin magia imaginii se afla
sub o continud amenintare in vartejul aestui foto-
consumerism. Cum pot, deci, imaginile tehnice
sa se bucure de aceeasi magie pe care imaginile
traditionale o contineau?

Evident, cu greu poate fi aceeasi magie ca
cea a imaginilor traditionale: Fascinatia care curge
din ecranul televizorului sau al cinematografului este
o fascinatie diferitd de cea de pe care o observam
in picturile rupestre sau in frescele mormintelor
etrusce. Televiziunea si cinematograful se afla la un
nivel diferit de existenta fata de pesteri si etrusci.
Magia antica este preistorica, este mai veche decat
constiinta istorica; noua magie este ,post-istorica’, ea
urmeaza dupa constiinta istorica.

Noua magie nu este conceputa pentru a
modifica lumea exterioara, ci conceptele noastre
in raport cu lumea. Este magia de ordinul doi:
conjurarea trucurilor cu abstractizari. Diferenta dintre
magia veche si cea moderna poate fi afirmata dupa
cum urmeaza: magia preistorica este o ritualizare
a modelelor cunoscute sub numele de ,mituri”;
magia actuala este o ritualizare a modelelor
cunoscute sub numelede, programe”. Miturile sunt
modele care sunt comunicate oral si al caror autor -
un ,zeu” - este dincolo de procesul de comunicare.
Programele, pe de alta parte, sunt modele care sunt
comunicate in scris si ai caror autori - ,functionari” - se
afla in cadrul procesului de comunicare.

Functia imaginilor tehnice este de a
elibera privitorii prin magie de necesitatea gandirii
conceptuale, inlocuind in acelasi timp constiinta
istoricd cu o constiintd magica de ordinul doi si
inlocuind capacitatea de a gandi conceptual cu o
imaginatie de ordinul doi. La asta ne referim cand
spunem ca imaginile tehnice inlocuiesc textele.

Textele au fost inventate in mileniul al Il-lea
i.Hr. pentru a scoate magia din imagini, chiar daca
inventatorul lor nu a fost constient de acest lucry;
fotografia, primaimagine tehnica, afostinventata
in secolul al XIX-lea pentru a pune textele inapoi
sub o vraja magica, chiar daca inventatorii sdi nu au
fi fost constienti de acest lucru. Inventia fotografiei
este un eveniment istoric la fel de decisiv ca si
inventia scrisului. Odata cu scrierea, istoria in sens

has and the potential it holds. This potential lies in the
fascinating seduction of images: | look forward to
seeing a cadence that genuinely enhances curiosity.

The wait, the curiosity, the mystery, the
components that sustain the magic of the image
are under a constant threat in the whirlwind of this
photo-consumerism. So how can technical images
enjoy the same magic that the traditional images
contain?

“Obviously, it can hardly be the same magic
as in the case of traditional images: The fascination
that flows from the TV or cinema screen is a
different fascination from the one we see in cave
paintings or frescoes of Etruscan tombs”. Television
and cinema are at a different level of existence than
caves and Etruscans. Ancient magic is prehistoric,
it is older than historical consciousness; the new
magic is “post-historical”, it follows the historical
consciousness.

The new magic is not designed to change
the outside world, but our concepts in relation to
the world. It is a second degree magic: conjuring
up tricks with abstractions. The difference between
ancientand modern magic can be stated as it follows:
prehistoric magic is a ritualization of patterns
known as “myths”; Today’s magic is a ritualization of
patterns known as“programs”. Myths are models that
are communicated orally and whose author-a God-is
beyond the process of communication. Programs, on
the other hand, are models that are communicated in
writing and whose authors —officials— are taking part
in the process of communication.

The function of technical images is to free
viewers through magic from the need for conceptual
thinking, while replacing historical consciousness
with a second degree magical consciousness and
replacing the ability to think conceptually with a
second degree imagination. This is what we mean
when we say that technical images replace texts.

Texts were invented in the second
millennium BC. to take the magic out of images,
even if their inventor was not aware of it;
photography, the first technical image, was
invented in the 19th century to put texts
back under a magic spell, even if its inventors
were also not aware of it. The invention of
photography is a historical event as decisive
as the invention of writing. With the birth of
writing, history, in a narrower sense, starts as a
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mai restrans incepe ca o lupta impotriva idolatriei.
Cu fotografia, ,post-istoria” incepe ca o lupta
impotriva textolatriei.’ [4]

Prinurmare, constat cafiecare nou model
de expunere vizuala vine cu scopul clarificarii
modelului anterior si a inlesnirii comunicarii.
Daca pana la inventia fotografiei, textul a fost
cea mai concreta formula a expunerii, fotografia
avenit cunoiforte expresive, mai spontane, deci
mai rapide si mai eficiente de a descrie lumea.
Totusi, intre lumea reala si cea ,interpretata” de
fotografii, apar filtrele, conceptele menite sa
fie modelate prin imagini. Fotografia ,suferd”,
astfel, de o multitudine de "afluenti”, care
parafrazand cuvintele lui Flusser, curg in ea
la nesfarsit. Fotografiei 1i lipseste, deci, un
anumit purism in sens, ea devenind o suma a
influentelor continue la care este supusa. Am
putea devia subtil, dar indraznet de la tema
si considera orice tip de fotografie o forma
de foto-jurnalism, un mod de documentare a
conceptelor, prin imagini.

Berger face distinctia intre aparente (ceea
ce vede ochiul) si ceea ce inregistreazd camera.
Dupa cum spune el, ,Fotografiile nu se traduc
din aparente. Fotografiile citeaza din ele” Acest
lucru influenteaza relatia fotografiei cu adevarul.
,In sine, fotografia nu poate minti, dar, in acelasi
timp, nu poate spune adevarul, sau mai bine zis,
adevarul pe care il spune, este unul limitat”. El se
intreaba daca este posibil ca aparentele sa constituie
un limbaj, din moment ce au coerenta, si ,poseda
calitati de cod”. In cele din urma, el scrie ca aparentele
constituie o ,jumatate de limbaj”.

in afard de evenimentul fotografiat, in
afara de luciditatea ideii, ca privitori suntem
miscati de intruchiparea - prin fotografie - a unei
asteptari, intrinsec insdsi vointa de a privi. Camera
complementeaza ,jumatatea de limbaj” si articuleaza
negresit un sens. Cand se intampla acest lucru, ne
regasim printre aparente, in acelasi mod in care
gasim familiaritate in limba noastra materna. [5]

In Camera Lucida (1981), Roland Barthes isi
propune,sa afle cu orice pret ce este fotografiain sine,
prin ce caracteristica esentiala se distinge aceasta de
comunitatea de imagini.’ Fotografia, scrie Barthes,
»arata cu degetul la ceva si spune: ,Uite, iata-I" Nu
poate scapa de acest limbaj deictic pur” Mai mult,
aceasta conexiune directa cu referentul nu poate fi
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struggle against idolatry. “With photography,
post-history begins as a struggle against
textology.” [4]

Therefore, | find that each new model of
visual exposure comes with the aim of clarifying the
previous model and facilitating communication. If
until the invention of photography, text was the
most concrete formula of exposition, photography
came with new expressive forces, more spontaneous,
hence faster and more efficient to describe the world.
However, between the real world and the one
“interpreted” by photographs, filters appear, the
concepts meant to be modeled through images.
The photograph “suffers’, thus, from a multitude of
“tributaries”, which, paraphrasing Flusser’s words,
flow into it indefinitely. Photography, therefore, lacks
a certain purism in the sense, it becoming a sum of
the continuous influences to which it is subjected.
We could deviate subtly, but boldly from the theme,
and consider any type of photography a form of
photojournalism, a way of documenting concepts,
through images.

Berger distinguishes between appearances
(what the eye sees) and what the camera records.
As he says: “Photos do not translate from
appearances. The photos quote from them.” This
influences the relationship between photography
and truth. “In its essence, photography cannot lie,
but at the same time it cannot tell the truth, or
rather the truthit tells, is limited”. He wonders ifitis
possible for appearances to be a language, since they
are coherent, and “possess code qualities”. Finally, he
writes that appearances are a“half language”.

Apart from the event photographed, apart
from the lucidity of the idea, as spectators we are
moved by the embodiment - through photography
- of an expectation, intrinsically speaking-the very
will to look. The camera complements the “half of the
language” and unmistakably articulates a meaning.
When this happens, we find ourselves among the
appearances, in the same way that we find familiarity
in our mother tongue. [5]

In CameraLucida (1981), Roland Barthes aims
“to find out at all costs what photography itself is, by
what essential feature it distinguishes itself from the
community of images”. The photograph, as Barthes
writes, points to something and says: “Look, here it
is. It cannot get rid of this pure deictic language.
Moreover, this direct connection with the referent

alteratd, dupa cum Barthes spune: referentul aderd”
imaginii. Datorita acestei devieri inerente este atat de
greu de vazut fotografia pentru ceea ce este, sa se ia
in considerare fotografia in sine. Lumea exterioara
da buzna in fotografie. [6]

Acestor aspecte se datoreaza ,magia de
ordinul doi”, asa cum o numeste Flusser. Totusi,
pana si acest grad de magie este amenintat de
valul coplesitor al informatiei la care suntem
supusi astdzi in lumea on-line. Tnainte ca istoria
sa isi urmeze cursul si sa vina cu noi modele de
comunicare si exprimare, care sd redea imaginilor
tehnice misterul de care sunt astazi stirbite,
trdim o realitate dificila in ce priveste fotografia
— amenintarea separatismului intre fotografia de
consum si fotografia de arta.

+Pretinderea adevarului in cazul fotografiei
se bazeaza pe diferite afirmatii ale ,obiectivitatii”
acesteia. In multe dintre formularile anterioare,
fotografiile erau considerate a fi mai obiective
decat imaginile traditionale, fara pata umana a
subiectivitatii. Aceasta idee a stat la baza luptei
lungi a fotografiei pentru a fi acceptata ca arta.
Benjamin, Berger si Barthes au aprofundat tema
subiectivitdtiiin fotografie, in special ,subiectivitatea
sociald”" [71]

Istoria fotografiei ne aratda ca finaintea
aparatelor foto de buzunar, care fiaceau posibila
inregistrarea vietii, ca pe un act distractiv, usor si
la indemana oricui, au existat acele mecanisme
greoaie, complexe si inaccesibile financiar, care
transformau fotografierea intr-un proces complicat
si elitist. ,Primele aparate foto, produse in Franta
si Anglia, in anii 1840 puteau fi folosite doar de
inventatorii lor si de cei foarte pasionati. Deoarece
nu existau fotografi profesionisti, nu puteau exista
nici amatori, iar fotografierea nu avea un scop
social evident; era inutild, adica o ocupatie artistica,
desi fara pretentii la statutul de arta. Numai dupa
industrializarea sa, fotografia a devenit arta. Si
pentru ca industrializarea a oferit utilitate sociala
actiunii  fotografului, reactia impotriva acestei
utilitati a consolidat constientizarea de sine a
fotografiei ca arta.” [8]

in prezent, lupta recunoasterii fotografiei ca
artd este mult mai acerbd, odata cu omniprezenta
imaginilor, devenitd un context general sub care
transmitem aproape orice tip de informatie.
,Fotografiile” pe care le realizim cu smartphone-

cannot be altered, as Barthes says: “the referent
adheres” to the image. Because of this inherent
deviation, it is so difficult to see the photograph for
what it is, to consider the photograph itself. The
outside world bursts into the picture. [6]

These aspects are due to “second degree
magic”, as Flusser calls it. However, even this degree
of magic is threatened by the overwhelming wave of
the information that we are subjected to in today’s
online world. Before history took its course and
came up with new models of communication and
expression, which should render the technicalimages
the mystery of which they are now deprived, we live
a difficult reality in terms of photography - the threat
of separatism between consumer photography and
art photography.

“The claim of truth in the case of
photography is based on various statements of its
objectivity. In many of the previous formulations,
photographs were considered to be more objective
than traditional images, without the human stain of
subjectivity. This idea was the basis of the continuous
struggle of photography to be accepted as an art.
Benjamin, Berger, and Barthes delved into "the
subject of subjectivity in photography, especially into
social subjectivity"." [7]

The history of photography shows that
before pocket cameras, which made it possible
to record life, as a fun act, easy and accessible to
anyone, there were those cumbersome, complex
and financially inaccessible mechanisms that turned
photography into a complicated and elitist process.
“The first cameras, produced in France and England,
in the 1840s, could only be used by their inventors
and the very passionate ones. Because there were
no professional photographers, there could be no
amateurs, and photography had no obvious social
purpose; it was useless, that is, an artistic occupation,
though unpretentious to the status of art. Only after
its industrialization did photography become an art.
And because industrialization has given social utility
to the photographer’s action, the reaction against
this utility has strengthened the self-awareness of
photography as art."[8]

Nowadays, the struggle to recognize
photography as an art is much fiercer, with the
ubiquity of images, which has become a general
context under which we transmit almost any type
of information. The “photos” we take with our
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urile noastre sunt imagini extrem de procesate, la
fel ca si imaginile cu gauri negre si galaxii construite
din informatii colectate folosind o vasta retea
de radiotelescoape. De fapt, marea majoritate a
imaginilor tehnice produse astazi nu sunt destinate
receptiei umane, ci sunt comunicatii de la dispozitiv la
dispozitiv. Transferurile mari de informatii se realizeaza
din ce in ce mai mult prin imagini, nu prin text. [9]

Provocarea este insd, diferentierea cu succes
intre doua procese fotografice curente: fotografierea
compulsivda care mascheaza, de fapt, un soi de
tulburare afectiva neconstientizata, si fotografierea
constienta de limitarile intrinseci prin care ne ducem
existenta, dar care sunt redate prin imagini, sub un
stil sau altul, cu un iz melancolic sau nu, menite sa
creeze o formd de adevar la care spiritul sa adere in
mod natural.

Societatii de astazi ii este specific un
consumerism, printre altele, de tip estetic. Abuzul de
imagine care inunda mediul online s-a transformat
intr-un limbaj, uneori toxic, prin care am ajuns sa
evocam orice fel de experientd —,este forma cea mai
irezistibila de poluare mentald’, asa cum o numeste
Susan Sontag, lumea devenind ,un set de potentiale
fotografii”.

De asemenea, se intelege ca fiintele umane
consuma astazi mai multe imagini tehnice decat in
orice moment anterior. Acest lucru este neindoielnic,
obiectiv, numeric adevarat, dar as argumenta
ca acest consum este unul diferit de cel al unei
perioade anterioare. Imaginile care apar pe ecranele
dispozitivelor noastre merg printr-un flux de streaming.
Imaginile individuale sunt rareori retinute separat, ca
simbol singular. Izolate, imaginile statice functioneaza
foarte diferit in mintea umana. Imaginile consumate
intr-un flux sunt rareori amplasate, astfel incat efectul
lor individual este limitat, creand in schimb un efect
disproportionat generalizat. Acest efect generalizat a
fost sub-teoretizat, ,la fel cum a fost efectul cuvintelor
si imaginilor care lucreaza impreuna. Se poate
argumenta in continuare ca acest flux de imagini are
un efect mai putin concentrat, singular decat practicile
anterioare care implicau imagini discrete care au fost
vizualizate in mod repetat in timp. [10]

Asa cum remarca David Levi Strauss,
imaginilor fotografice contemporane le lipseste, in
mare parte, un simt al individualitatii, fara a include
aici artistii care au ca obiectivaprofundareafotografiei
si cautarea de cdi noi spre o exprimare cat mai
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smartphones are highly processed images, as are
images with black holes and galaxies built from
information collected using a vast network of radio
telescopes. In fact, the vast majority of technical
images produced today are not intended for human
reception, but are device-to-device communications.
Large transfers of information are increasingly made
through images, not through text."[9]

The challenge, however, is to successfully
differentiate between two current photographic
processes: compulsive photography, which in fact
masks a kind of unconscious affective disorder, and
conscious photography of the intrinsic limitations
of our existence, but which are rendered by images
under a certain style or another, with a scent of
melancholy or not, meant to create a form of truth to
which the Spirit could naturally adhere.

Today’s society has among other things, a
specific consumerism, one of an aesthetic type. The
image abuse that floods the online environment has
turned into a language, sometimes toxic, through
which we have come to evoke any kind of experience
-"it is the most irresistible form of mental pollution”,
as Susan Sontag calls it, the world becoming a set of
potential photos.

It is also understood that human beings
consume today more technical images than at any
previous time. This is unquestionably objective,
numerically true, but | would argue that this
consumption is different from that of a previous
period. The images that appear on the screens
of our devices go through a streaming flow.
Individual images are rarely retained separately as
a single symbol. Isolated, static images work very
differently in the human mind. Images consumed
in a stream are rarely placed somewhere, so their
individual effect is limited, creating a general
disproportionate effect. This generalized effect
was under-theorized, “as was the effect of words
and images working together.” It can be further
argued thatthisimageflow hasaless concentrated,
singular effect than previous practices involving
discrete images that have been viewed repeatedly
over time. [10]

As David Levi Strauss points out, contemporary
photographicimages largely lack a sense of individuality,
without including here artists whose goal is to deepen
photography and seek new ways to express themselves
as original as possible, a real challenge for the current

originald, o reala provocare pentru timpurile actuale.
Masele care utilizeaza fotografia ca pe un limbaj
comun, chiar si fotografii neexperimentati, stau, insa,
sub amenintarea acestui flux abundent de fotografii
care inunda rutinier fiecare zi, cu precadere in mediul
online. n universul social-media, fotografiile devin
sablonizate, limitate de conditii tehnice — formatul,
rezolutia permise pe diversele platforme online, dar
si estetice - directii stilistice care demascheaza moda
vizualului promovat pe social-media, filtre (de amintit
si filtrele care modifica si canonizeaza fizionomia
umana, in special pe cea feminina), cromatica.

JJanjirea dureroasa dupd frumusete, dupa
un sfarsit al cautarilor dincolo de suprafata lucrurilor,
dupd o mantuire si o sarbatorire a lumii ca intreg -
toate aceste elemente de traire erotica se regdsesc in
placerea pe care ne-o ofera fotografiile. Dar totodata
sunt exprimate si alte trairi, mai putin eliberatoare.
Nu este gresit sa spunem ca oamenii au mania de a
fotografia: de a transforma experienta intr-un mod
de a vedea. In cele din urma, a avea o experients
echivaleaza cu a o fotografia, iar participarea la
un eveniment public devine din ce in ce mai mult
sinonim cu contemplarea luiintr-o forma fotografiata.
Mallarme, cel mai rational dintre estetii secolului al
XIX-lea, spunea ca totul exista in lume pentru a sfarsi
in paginile unei carti. Astazi, totul exista pentru a
sfarsi intr-o fotografie” [11]

Parcurgand o zi obisnuita in social media,
fotografiile, atat solitare, cat si sub forma avalansei
de informatii prin care se succed, arata, la o inspectie
mai profunda, ca o salvare de la singuratate. Era
selfie-urilor pare ca celebreaza poetica dublului.
Selfie-ul ne inzestreaza cu o super-putere, aceea de
a ne duplica dupa propriul model si propria simtire,
in incercarea de a crea o clond a noastra care sd ne
asiste in viata de zi cu zi, o varianta nemuritoare,
deci puternica, o varianta certa la ceva atat de incert
ca propria existenta. Apare, astfel, ca o experienta
aproape religioasa. Fotografia a fost dintotdeauna
o dovada a existentei. Astdzi, in schimb,
omniprezenta fotografiilor ne modeleaza constiinta
si sensibilitatea in raport cu lumea, dand nastere
iluziei apartenentei. ,Addaugand unei lumi deja
aglomerate lumea-duplicat a imaginilor, fotografia
ne da impresia ca lumea este mai disponibila decat
in realitate” [12]

Actul de a fotografia se poate manifesta,
astdzi, ca o nevoie de confirmare, ca un strigat

times. The masses that use photography as a common
language, even inexperienced photographers, are,
however, under the threat of this abundant flow of
photographs that routinely flood every day, especially
in the online medium. In the Social Media’s universe,
photos follow the same pattern, limited by technical
conditions - format, resolution, allowed on various
online platforms, but also aesthetic - stylistic directions
that expose the fashion of the visuals promoted on
social media, filters (remember also filters that modify
and canonize human physiognomy, especially female
physiognomy), chromatics.

“Painful longing for beauty, for an end of
the search beyond the surface of things, for the
salvation and celebration of the world as a whole - all
these elements of erotic experience are found in the
pleasure that photographs give us. But at the same
time, other, less liberating feelings are expressed.
It is not wrong to say that people have a mania for
photography: for turning experience into a way of
seeing. Finally, having an experience is equivalent
to photographing it, and participating in a public
event is becoming more and more synonymous with
contemplating it in a photographed form. Mallarmé,
the most rational of the nineteenth-century estates,
said that everything in the world exists to end in the
pages of a book. Today, everything exists in order to
end in a photograph! [11]

Going through an ordinary day on social media,
the photos, both solitary and in the form of an avalanche
of information through which they follow each other,
show, at a deeper inspection, a rescue from loneliness.
The era of selfies seems to celebrate the poetics of the
double. The selfie endows us with a super power, that
of duplicating ourselves according to our own model
and our own feeling in an attempt to create a clone
of ours that will assist us in our daily life, an immortal
variant, so powerful, a definite variant of something as
uncertain as one’s own existence. It thus appears to be
an almost religious experience. Photography has always
been a proof of existence. Today, on the other hand,
the ubiquity of photographs shapes our consciousness
and sensitivity in relation to the world, giving rise to the
illusion of belonging. “By adding the duplicate world of
images to an already crowded world,photography gives
us the impression that the world is more available than
in reality.’[12]

The act of photographing can be manifested today as
a need for confirmation, as a cry thrown into the world,
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aruncat in lume, ce intreaba: sunt aici, acum, ma vezi?
,Limita cunoasterii fotografice a lumii este ca, desi
poate stimula constiinta, nu poate fi niciodatd etica
sau politica, Cunoasterea dobandita prin fotografii va
fi mereu un tip de sentimentalism, cinic sau umanist.
Va fi o cunoastere la pret redus, un simulacru de
cunoastere, un simulacru de intelepciune, la fel cum
actul de afotografia este unsimulacrual posesiunii,un
simulacru al violului” [13] Romanticizarea actului de
a fotografia, d astazi curs unei intrebari de tipul - In
lipsa unui obiectiv pragmatic specific, de inregistrare
a unui eveniment din realitatea constienta, de ce
fotografiem?

,Fotografia presupune ca putem cunoaste
lumea daca o acceptam asa cum o inregistreaza
aparatul foto. Ceea ce este contrar intelegerii care
porneste de la premisa neacceptdrii lumii in baza
felului in care arata” [14] Totodatd, Sontag vede
fotografierea ca pe o insusire a obiectului fotografiat
si odata cu aceasta, plasarea intr-o anumita relatie
cu lumea, o conexiune resimtitda drept cunoastere,
drept putere. Daca prin fotografie deprindem o
mai mare intelegere a lumii, reusim in urma actului
de a fotografia sa ne simtim mai putin singuri? Este
fotografia o unealta reald in lupta sinelui cu sensul,
cu necesitatea de apartenentd, sau mai degraba
un viciu, un exces iluzioriu de a reprezenta lumea,
duplicand-o, asa cum avem nevoie sa o vedem?

,Jrdim o epoca nostalgica, iar fotografiile
promoveaza activ nostalgia. Fotografia este o arta
elegiacd, a crepusculului. Majoritatea subiectelor
fotografiate sunt, prin simplul fapt de a fi fost
imortalizate, atinse de patos. Un subiect urat sau
grotesc poate fi emotionant deoarece atentia
fotografului i-a conferit demnitate. Un subiect
frumos poate inspira tristete pentru ca s-a invechit
sau pentru ca nu mai existd. Toate fotografiile sunt
instante de memento mori. A fotografia inseamna
a participa la conditia muritoare, la vulnerabilitatea
si metamorfozarea altei persoane (sau altui lucru).
Prin decuparea unui moment precis si ,inghetarea”
lui, toate fotografiile sunt martorii trecerii imuabile a
timpului’[15]

in dorinta de a considera arta ca o unealt3,
cu menirea de a ne capacita, de a ne propulsa spre a
ne intrece limitele, Alain de Botton si John Armstrong
in cartea Arta ca terapie, propun ideea: ,O unealta
reprezintd o prelungire a corpului care permite
realizarea unei dorinte, iar necesitatea sa este ceruta
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which asks: | am here now, do you see me? “The limit
of the photographic knowledge of the world is that,
although it may stimulate consciousness, it can never
be ethical or political, the knowledge acquired through
photographs will always be a type of sentimentality,
cynical or humanistic. It will be a low-cost knowledge,
a simulacrum of knowledge, a simulacrum of wisdom,
just as the act of photographing is a simulacrum of
possession, a simulacrum of rape.’[13] Romanticizing
the act of photography, today rises a question such
as: In the absence of a specific pragmatic objective, to
record an event from the conscious reality, why do we
photograph?

“Photography assumes that we can know the
world if we accept it as the camera records it. Which
is contrary to the understanding that starts from the
premise of not accepting the world based on the way it
looks”[14] At the same time, Sontag sees photography
as an attribute of the photographed object and with it,
being placed in a certain relationship with the world,
a connection felt as knowledge, as power. If through
photography we learn a greater understanding of
the world, do we manage to feel less alone after the
act of photography? Is photography a real tool in the
struggle of the Self with meaning, with the necessity
of belonging, or rather a vice, an illusory excess of
representing the world, duplicating it as we need to
see it?

“We live in a nostalgic age, and the photos
actively promote nostalgia. Photography is an elegiac
art of twilight. Most of the subjects photographed
are, by the mere fact of being immortalized, touched
by pathos. An ugly or grotesque subject can be
emotional because the photographer’s attention
has given him dignity. A beautiful subject can inspire
sadness because it has become obsolete or because
it no longer exists. All photos are memento mori
instances. Photography means participating in the
mortal condition, vulnerability and metamorphosis
of another person (or something else). By capturing a
precise moment and “freezing”it, all the photographs
are witnesses to the immutable passage of time.”[15]

In the desire to consider art as a tool, with
the purpose of empowering us, to drive us to push
our limits, Alain de Botton and John Armstrong in the
book Art as therapy, propose the idea: “A tool is an
extension of the body which allows the realization of
a desire, and its necessity is required by the human
physical limitation. A knife is the answer to a need,

de limitarea fizicd umana. Un cutit este rdspunsul
unei nevoi, dar si al imposibilitatii de a tdia. O sticla
este raspunsul unei nevoi, dar si a imposibilitatii de
a cdra apa. Pentru a descoperi scopul artei, trebuie
mai intai sa ne intrebam care sunt lucrurile pe care
trebuie sa le facem la nivel mental si emotional, dar
care ne ridica dificultati” [16]

In discutia despre fotografie ca simbol al
singuratatii, observ astfel ca actul de a fotografia
este raspunsul nevoii de a eterniza propria existenta,
dar si a imposibilitatii de a fi nemuritor. Trecand prin
timp impreund cu aceasta dublare a noastra, prin
fotografii, epoca pe care o trdim, nostalgica asa cum
o surprinde Susan Sontag, devine mai suportabild, iar
solitudinea pe care o contine experienta de a fi viu,
isi descopera noi valente, miraculoase si revelatoare,
prin creatie.
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but also to the impossibility of cutting. A bottle is
the answer to a need, but also to the impossibility of
carrying water. In order to discover the purpose of
art, we must first ask ourselves what the things we
need to do mentally and emotionally are, but the
ones which are difficult for us."[16]

In the discussion about photography as
a symbol of solitude, | could notice that the act
of photographing is the answer to the need of
perpetuating one’s own existence, but also to the
impossibility of being immortal. As we are passing
through time with this doubling of ours, with the
help of photographs, the age we live in, nostalgic as
Susan Sontag captures it, becomes more bearable,
and the solitude contained in the experience of being
alive discovers through creation its new,miraculous
and revealing valences.
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Carla Cezara PADUREAN

Design Tactil - Harta tactila
pentru nevazatori
Tactile Design - Tactile map for the blind people

M N —— -

Cuvinte cheie / design, tactil, volum, texturd, deficienta de vedere,
grafica tactilg, interfete tangibile, interactive markeri tactili dinamici,
atingere, orientare, mapare, harta;

Rezumat / Designul tactil este modalitatea prin care nevazatorii,
in special isi pot da seama de forma, textura si forta obiectelor
care ne inconjoard si care pentru noi sunt niste lucruri
trecatoare, neinsemnate si neimportane. Trecem pe langa ele
fara sa le dam nici cea mai mica atentie, pentru ei aceste lucruri
neinsemnate noud, sunt niste adevarate provocari.

Harta Tactila

Hartile tactile sunt harti concepute pentru a
fi citite prin atingere. [1] La fel ca si hartile obisnuite, in
format 2D, percepute de catre publicul obisnuit fara
deficiente de vedere, hartile tactile sunt reprezentdri
tactile ale unor zone teritoriale, insa cu toate acestea ele
nu reprezinta doar versiunile tridimensionale ale hartilor
la care vazdtorii sunt obisnuiti sa le priveasca sau sa le
perceapa, ci sunt un adevarat sistem de orientare pentru
nevazatori.

Pentru realizarea si perceperea acestor harti
trebuie sa fie respectate o serie de particularitati, acestea
trebuie aplicate in mare pentru a asigura lizibilitatea
tactila a traseelor ce compun aceste harti. Aceste
criterii sunt aplicate deoarece perceptia haptica are o
discriminare mai mica, simbolurile trebuie sa fie mai
mari si mai simple, de exemplu, simbolurile punctuale ar
trebui sa aiba un diametru de 3-5 mm. [2] Pentru a evita
confuzia, simbolurile trebuie sa aibd o distanta minima
intre ele. In timp ce aceste distante sunt de aproximativ
0,1 mm pentru caracteristicile vizuale, simbolurile tactile
trebuie sa se afle la cel putin 2-3 mm pentru a se asigura
perceptia lor separatd. Textele tip braille au o indltime

g —— e

Keywords / design, touch, volume, texture, visual impairment, touch
graphics, tangible interfaces, interactive dynamic touch markers,
touch, orientation, mapping, map;

Summary / Tactile design is the way in which the blind people,
in particular, can realize the shape, texture and strength of the
objects around us and which for us are fleeting, insignificant
and unimportant things. We pass by them without paying

the slightest attention to them, for them these things that are
insignificant to us, are real challenges.

Tactile Map

Tactile maps are maps designed to be use
by touch.[1] Like regular 2D maps, perceived by
the general public without visual impairments,
tactile maps are tactile representations of
territorial areas, but they are not just three-
dimensional versions of maps that viewers are
accustomed to using, look or perceive them, but
they are a real guidance system for the blind
people.

In order to create and perceive these maps,
a series of particularities must be observed, they
must be applied in general to ensure the tactile
readability of the routes that make up these
maps. These criteria are applied because haptic
perception hasless discrimination, symbols should
be larger and simpler, for example, point symbols
should have a diameter of 3-5 mm. [2] To avoid
confusion, the symbols must have a minimum
distance between them. While these distances are
approximately 0.1 mm for visual characteristics,
tactile symbols must be at least 2-3 mm apart to
ensure their separate perception. Braille text has a
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fixd de 6 mm si implica o latime a strazii de cel putin 8
mm pentru a permite etichetarea strazilor. in timp ce
culoarea poate fi inlocuita cu texturi, zonele texturate
trebuie sa fie foarte mari pentru a permite diferentierea
texturilor diferite, si totusi exista doar foarte putine
texturi diferite usor de recunoscut chiar si pentru zonele
mai mari. Restrictiile impuse de proprietatile perceptiei
haptice necesita o atentie deosebita pentru designul
hartilor.

Pentru persoanele nevdzatoare sau cu
deficiente de vedere, grafica tactila reprezintd resura
esentiala pentru a invata si a explora informatii non-
textuale [3] cum ar fi hartile, graficele si diagramele
ilustrative.

in general hartile au fost create pe principiul —
Ramai la simplitate — iar acesta este secretul in producerea
hartilor tactile, trebuie mereu sa fiti pui intrebarea
urmdtoare — Este aceasta informatie necesara ?- iar
raspunsul vine de la sine, daca te incurca din traseul tau
clar definit sau daca este o informatie inutila, este evident
ca te poti lipsi de ea. Ca si o continuare, informatiile care
suntadaugate in interiorul unei harti de cele mai multe ori
reprezinta oincdrcatura inutild, un surplus ceindeparteaza
utilizatorul de traseul lui necesar.

Avand in vedere raportul de percepere dintre
suprafata cuprinsa prin atingere si cuprinsa din punct de
vedere visual este semnificativ mai mic decat cel al ochilor,
asadar doar o cantitate limitata de simboluri diferite pot fi
folosite pentru a asigura informatii distincte fara a induce in
eroare utilizatorul.

Hartile tactile sunt concepute astfel incat sa
ofere cititorilor posibilitatea de a planifica traseele
reale de calatorie. Trasatura distinctiva a acestor harti
este aceea ca permit cititorului de harti sa exploreze o
reprezentare a unei anumite zone si apoi sa planifice
un traseu fnainte de a intra fizic in zona (campus,
cartier, cladire etc.). Hartile care includ repere specifice
si puncte de informare permit calatorilor sa planifice
rute si sa navigheze pe trasee utilizand mersul pe jos.

Orientarea si mobilitatea

Orientarea si mobilitatea sunt unele dintre
cele mai importante puncte ce compun un proiect
de tipul acesta, fiind subiectele cel mai bine marcate
in toate elementele care defines proiectul ca si intreg.
Se pune un asa mare pret pe aceste doua subiecte
deoarece dupa cum bine stim- orientarea se refera
la capacitatea de a sti unde va aflati si unde doriti sa
mergeti, indiferent daca va deplasati pe o suprafata
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fixed height of 6 mm and involves a street width of
at least 8 mm to allow street labeling. While color
can be replaced with textures, textured areas need
to be very large to allow different textures to be
differentiated, and yet there are very few different
textures that are easy to recognize even for larger
areas. The restrictions imposed by the properties
of haptic perception require special attention to
map design.

For the visually impaired or visually
impaired, touch graphics are an essential resource
for learning and exploring non-textual [3]
information such as maps, charts, and illustrative
diagrams.

In general, maps were created on the
principle - Stay simple - and this is the secret
in the production of tactile maps, you should
always ask yourself the next question - Is this
information necessary? defined or if it is useless
information, it is obvious that you can do without
it. As a continuation, the information that is
added inside a map is often an unnecessary
load, a surplus that removes the user from his
necessary route.

Given the perception ratio between the
touch and the visual surface, it is significantly
smaller than the eye, so only a limited number of
different symbols can be used to provide distinct
information without misleading the user.

Touch maps are designed to give
readers the ability to plan real travel routes.
The distinctive feature of these maps is
that they allow the map reader to explore a
representation of a particular area and then
plan a route before physically entering the area
(campus, neighborhood, building, etc.). Maps
that include specific landmarks and information
points allow travelers to plan routes and
navigate routes using walking.

Orientation and mobility

Orientation and mobility are some of the
most important points that make up a project
of this type, being the topics best marked in
all the elements that define the project as a
whole. Such a high price is placed on these two
subjects because, as we well know, guidance
refers to the ability to know where you are and
where you want to go, whether you are moving

Harta gradinite




mica, mai restransa sau o zona mai intinsa, iar
mobilitatea se refera la abilitatea de a va deplasa in
sigurantd, eficient si eficace dela unlocla altul. Aceasta
sectiune oferd o scurtd trecere in revista a orientarilor
pentru proiectarea hartilor tactile care sunt utilizate in
formarea de orientare si mobilitate si pentru a ajuta
calatorii nevazatori sau cu deficiente de vedere. Ideal
in acest proces este ca cei care concep hartile tactile ar
trebui sa aiba o intelegere a modului in care oamenii
nevazatori cdlatoresc si sa inteleaga modul in care
utilizarea reperelor si a punctelor de informare sunt
esentiale pentru stabilirea si mentinerea orientdrii
pentru utilizatori. Hartile de orientare si de mobilitate
pot fi facute pentru uz general sau adaptate nevoilor
individului, in toate cazurile, acestea ar trebui sa fie
foarte specifice mediului inconjurator.

Cand ne referim la o harta conceputa pentru
un utilizator individual, nivelele de indemanare, de
dezvoltare si de experienta ale utilizatorului final al
hartii trebuie sa fie luate in considerare cu atentie la
alegerea designului si a continutului. [4] Prea multa
complexitate poate insemna oferirea de informatii
care depasesc nivelul de recognoscibil al cititorului,
ceea ce duce la faptul ca harta nu serveste in scopul
sau util.

O harta de ansamblu este conceputa pentru
a oferi o perspectivd mai larga sau o intelegere a
zonei descrise in harta. Aceste harti reprezinta o zona
extinsa sau o locatie specifica a unei comunitati, cum
ar fi un ansamblu de cladiri sau un centru comercial.
Este posibil ca astfel de hdrti sa nu aibd informatii
suficiente care sa permita anumitor cititori sa planifice
un traseu de mers pe jos, ci sa fie familiarizati cu zona
cuprinsa. Este posibil ca hartile din zonele complexe
sa fie simplificate, iar cantitati mari de detalii ar trebui
sa fie prezentate printr-o serie de harti.

Pentru a se putea deplasa, nevazatorii
folosesc adesea diferite mijloace cum ar fi bastonul
alb mobil sau caini conducatori. Antrenamentul
mobilitatii nu vizeaza numai aspecte practice si
tehnice, ci urmadreste totodata stimularea dorintei
de miscare si de depasire a obstacolelor, de
dezvoltarea a autonomiei personale si bineinteles
intensificarea celorlaltor simturi.

Sa fii capabil sa te misti liber in spatiile
publice ar trebui sa fie o chestiune accesibila pentru
toata lumea in societatea de astazi. Cu toate acestea,
exista putine sanse, mai ales pentru nevazatori, sa se
orienteze in avansinainte de a vizita unloc necunoscut.
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in a smaller, smaller area, or a larger area. and
mobility refers to the ability to move safely,
efficiently and effectively from one place to
another. This section provides a brief overview
of guidelines for designing touch maps that are
used in orientation and mobility training and
to assist blind or visually impaired travelers.
Ideally, tactile map makers should have an
understanding of how blind people travel and
understand how the use of landmarks and
information points is essential for establishing
and maintaining user orientation. Orientation
and mobility maps can be made for general
use or tailored to the needs of the individual,
in all cases they should be very specific to the
environment.

When referring to a map designed for
an individual user, the skill, development and
experience levels of the end user of the map
must be carefully considered when choosing the
design and content. [4] Too much complexity can
mean providing information that goes beyond
the reader’s recognizable level, which leads to
the fact that the map does not serve its useful
purpose.

An overview map is designed to provide
a broader perspective or understanding of the
area described in the map. These maps represent
a large area or a specific location of a community,
such as a building complex or a shopping mall.
Such maps may not have enough information
to allow some readers to plan a walking route,
but they may be familiar with the area. Maps
in complex areas may be simplified, and large
amounts of detail should be presented in a series
of maps.

In order to be able to move, the blind

often use various means such as the moving
white cane or guide dogs. Mobility training does
not only focus on practical and technical aspects,
but also aims to stimulate the desire to move
and overcome obstacles, to develop personal
autonomy and of course to intensify the other
senses.
Being able to move freely in public spaces should be
an accessible issue for everyone in today’s society.
However, there is little chance, especially for the
blind, to orient themselves in advance before visiting
an unknown place.

Harta spitale




Sistem de orientarein oras pentru nevazatori

Interactiunea tactila poate fi utilizata pentru
a imbunatati mobilitatea si orientarea in oras a unei
persoane cu deficiente de vedere, adicd proiectarea de
produse interactive. Deschizand cu o discutie generala
despre o gama larga de sisteme actuale ce sunt plasate
in prezent in orase pentru a ghida nevazatorii, sistemele
publice de interactiune tactila, discutia se indreapta
repede spre a lua in considerare problemele cheie fizice,
perceptuale si functionale care pot influenta modurile in
care aceastd sursa de interactiune cu un potential bogat
este folositd in prezent. O gama larga de subiecte de
cercetare sunt vizitate de-a lungul drumului cu sugestii
oferite pentru principiile fundamentale de proiectare
care ar trebui luate in considerare in orice proiect de
interactiune tactilda care urmdreste sa valorifice un
anumit nivel de interactiune tactila.

Modul in care sunt selectate aceste diferite
obiecte fizice tridimesionale se va realiza printr-o
combinatie de miscare si atingere sau interactiune
haptica.

Este posibil ca lucrurile sa inceapa sa devina
interesante, desi exista un corp considerabil de
cercetare si o practica bine documentata in ceea ce
priveste proiectarea acestui tip de interactiune tactila
si in ceea ce priveste feedback-ul vizual si auditiv.
Exista insa foarte putine informatii despre specificul
designului util pentru interactiunea haptica. Deci, un
prim raspuns la intrebarea noastra de inceput ar putea
fi ca interactiunea tactild este probabil subevaluata in
ceea ce priveste sursa potentiala de feedback pe care
ar putea sa o ofere. Accentul principal a fost, probabil,
prea puternic fixat pe “actiune” decat pe “rezultat”.

Un prim lucru de urmarit ar fi faptul c3,
atunci cand se deplaseaza in mediul pietonal,
persoanele cu deficiente de vedere vor cduta in
mod activ si vor folosi informatia tactila, in special
portiuni detectabile in textura suprafetei.

Suprafata pavajului tactil poate fi utilizata
pentru a transmite informatii importante pentru
pietonii cu deficiente de vedere despre mediul
lor, de exemplu, avertizare periculoasd, indrumare
directionald sau prezenta unei amenajari. Cercetarile
au stabilit ca persoanele cu deficiente de vedere
pot detecta, distinge si aminti in mod fiabil un
numar limitat de suprafete de pavaj tactile diferite
si semnificatiile distincte care le sunt atribuite.

Recunoscand ca nevoile persoanelor cu
dizabilitati fizice si senzoriale ar putea crea conflicte
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potentiale, cercetarea care a condus la dezvoltarea
suprafetelor de pavaj tactil aimplicat nu doar grupul
tinta, adica oamenii cu deficiente de vedere, dar
si altii cu o gama largd de alte dizabilitati inclusiv
utilizatorii cu dificultati locomotorii.

Scopul suprafetei de acest tip este de
a oferi un avertisment persoanei cu deficiente
de vedere sau o informatie despre aspectul si
perspectiva drumului. Suprafata este prin urmare,
o caracteristica esentiald de siguranta pentru acest
grup de utilizatori ai drumurilor la punctele de
trecere a pietonilor [5] si pe parcursul drumului lor
obisnuit.

conflicts, the research that led to the development of
tactile paving surfaces involved not only the target
group, ie people with visual impairments, but also
others with a wide range of other disabilities. users
with locomotor difficulties.

The purpose of this type of surface is to
provide a warning to the visually impaired person or
information about the appearance and perspective
of the road. The surface is therefore a key safety
feature for this group of road users at pedestrian [5]
crossing points and on their regular road.
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Anca Delia GYEMANT

Pierderea naturii. Despre un nou limbaj
care sa reflecte realitatea prezenta
Losing nature. About a new language to reflect our present reality
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Cuvinte cheie / Antropocen, urgenta climaticg, limbaj, solastalgie,
artd colaborativa;

Rezumat / Folosind doua exemple de creare a unor noi
concepte pentru a reflecta realitdtile Antropocenului, (conceptul
de,solastalgie”, definit de catre teoreticianul Glenn Albrecht si
vocabularul dezvoltat in cadrul proiectului artistic The Bureau
of Linguistical Reality de cdtre artistele Heidi Quante si Alicia
Escott), am explorat felul in care limbajul poate crea premisele
pentru gdsirea unor posibilitati de a produce o schimbare in
conditiile urgentei climatice.

Prezenta lucrare va explora modul in care, in
conditiile Antropocenului, este necesar un nou limbaj
pentru a putea vorbi cu precizie despre noile noastre
realitdti. Arta poate fi un instrument util pentru a articula
si conceptualiza reactiile si atitudinile celor care traim in
prezent la pierderea naturii, ca noua noastra conditie
existentiala.

in comunitatile indigene, unde proprietatea
asupra pamantului este una comuna, sfera acestei
proprietati nu le/ii include doar pe cele/cei care
trdiesc acum dar si pe stramosi si pe cei/cele din
generatiile viitoare. In prezenta paradigma, ,atat
natura cat si viitorul au fost colonizate pentru
obtinerea profitului pe termen scurt de catre
societatile si clasele sociale care au puterea.” [1]
Cele/cei care traim acum suferim o pierdere care
cuprinde toate palierele timpului, trecutul, prezentul
si viitorul. Ceea ce pierdem se desfasoara nu doar
in categoria timpului, dar si in categoria spatiului.
Cuvantul ,ecologie” este derivat din cuvantul
grecesc ,oikos” care inseamna ,casa’, ,gospodaria”
[2]. O persoana de origine aborigena [3] a formulat
legatura sa cu natura astfel: ,Pamantul este coloana

Keywords / Anthropoceneg, climate emergency,language, solastalgia,
collaborative art;

Summary / Using two examples of creating new concepts

to reflect the realities of the Anthropocene (the concept of
“solastalgia’, defined by theorist Glenn Albrecht and the
vocabulary developed in the artistic project The Bureau of
Linguistical Reality by artists Heidi Quante and Alicia Escott) we
explored the ways in which language can create the conditions
for finding possibilities to produce meaningful change in times
of climate emergency.

This paper will explore the ways in which, in
the conditions of the Anthropocene, a new language
is needed to enable us to speak accurately about our
new realities. Art can be a useful tool to articulate and
conceptualize the reactions and attitudes of those who
live today to the loss of nature, as our new existential
condition.

In indigenous communities, where land is
a common good, the ownership of land includes
not only those who live in the present but also the
ancestors and those of future generations. In our
present paradigm, “ both nature and the future
have been colonized for the short-term profit
motives of the affluent societies and classes.” [1]
Our present condition present is to suffer a loss
that encompasses all levels of time: past, present
and future. What we lose takes place not only in
the category of time, but also in the category of
space. The word “ecology”is derived from the Greek
word “oikos” which means “house”, “household” [2].
A person of Aboriginal origin [3] formulated their
connection with nature as follows: “The earth is my
backbone.The earth is my foundation.” Even though




mea vertebrala. Pdmantul este fundatia mea.” Chiar
dacain culturavestica, cu separarea ei artificiala intre
minte si corp, intre ratiune si emotii, am invatat sa
ne raportam ca existand in afara si deasupra naturii,
totusi pierderea constanta si rapida a fundamentului
nostru natural, a casei noastre, este baza unei
anxietdti existentiale care incepe sa fie cercetata ca
atare. Intr-un articol [4] despre pierderea naturii si
daunele psihologice pe care aceasta pierdere ni le
cauzeazd, autoarea Ash Sanders vorbeste despre
faptul ca atunci cand suntem afectate/ti de eco-
anxietate, ceea ce ne lipseste este idea de ,acasd”,
ceea ce ne atinge este imposibilitatea tot mai mare
a unui ,acasa” sigur si stabil, atat in mod simbolic
cat si in cele mai concrete moduri posibile, atunci
cand fundamentul natural al vietii este tot mai mult
in pericol. Autoarea vorbeste despre necesitatea
gasirii unui limbaj care sa descrie situatia noastra
existentiala, care sa descrie aspectele pierderii pe
care o suferim in prezent. Aceasta experienta nu este
noua in istoria omenirii. Procesele de colonizare si
de distrugere a unor intregi civilizatii a presupus
sfarsitul lumilor lor pentru cele/cei colonizate/ti.
Noutatea situatiei prezente consta in caracterul
ei global. In articolul ‘SolastalgiaA New Concept
in Health and Identity [5], filosoful si profesorului
de studii ale mediului la Universitatea Newcastle,
Australia, Glenn Albrecht, conceptualizeaza un nou
cuvant,,solastalgia’,un concept caredescrie conditia
si identitatea celor care si-au pierdut sentimentul
de ,acasd’, in mod simbolic cat si in mod concret.
Autorul vorbeste despre comunitdtile indigene din
Australia si despre modul in care acestea sufera de
solastalgie. Pentru persoanele indigene care au fost
deposedate de pamanturile si cultura lor, de patria
lor, nostalgia fata de un trecut unde existau intr-un
spatiu geografic si cultural sustenabil este o sursa
continua de tristete si doliu. Dar articolul subliniaza
ca sub impactul schimbarii climatice, sub impactul
exploatarii naturii, cu totii experimentam direct sau
indirect solastalgia. El insusi isi descrie motivatia
pentru cercetarea sa in propria experienta traita in
raport cu mineritul in Australia si cu dezastrul de
mediu pe care acesta il produce. Solastalgia, alcatuit
din confluenta cuvantuluilatin,solus”careinseamna
singuratate si abandon si a cuvantului ,nostalgie”
descrie nefericirea produsa de distrugerea mediului.
Spre deosebire de nostalgie - melancolia sau dorul
de casa pe care il resimt cei care sunt departe de o
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in Western culture, with its artificial separation
between mind and body, between reason and
emotions, we have learned to see ourselves as
existing outside and above nature, yet the constant
and rapid loss of our natural foundation, of our
home, is the basis for an existential anxiety that
begins to be investigated as such. In an article [4]
about the loss of nature and the psychological
damage that this loss causes, the author Ash
Sanders talks about the fact that when we are
affected by eco-anxiety, what we lack is the idea of
“home”, what affects us is the growing impossibility
of a safe and stable “home”, both symbolically and
in the most concrete possible ways, as the natural
foundation of life is increasingly endangered. The
author talks about the need to find a language that
describes our existential condition, that describes
the aspects of the loss we are currently suffering.
This experience is not new in human history. The
processes of colonization and the destruction of
entire civilizations meant the end of their worlds
for those colonized. The novelty of the present
situation lies in its global character. In the article
‘Solastalgia. A New Concept in Health and Identity
[5], the philosopher and professor of environmental
studies at the University of Newcastle, Australia,
Glenn Albrecht, conceptualizes a new word,
“solastalgia” Solastalgia is a concept that describes
the condition and identity of those who lost the
feeling of "home”, both symbolically and concretely.
The author talks about Indigenous communities in
Australia and about their suffering of solastalgia. For
indigenous people who have been dispossessed
of their lands and culture, of their homeland,
nostalgia for a past where they used to exist in a
sustainable geographical and cultural space is a
constant source of sadness and mourning. But the
article emphasizes that under the impact of climate
change, under the impact of nature exploitation,
we all directly or indirectly experience solastalgia.
The author describes his own motivation for his
research in relation to his experience of witnessing
mining in Australia and the environmental disaster
it causes. Solastalgia, consisting of the confluence
of the Latin word “solus” meaning loneliness and
abandonment and the word “nostalgia” describes
the unhappiness caused by the destruction of our
environment. Unlike nostalgia - the melancholy or
homesickness of those who are far from a beloved

casa iubita - solastalgia este tulburarea produsa de
distrugerea mediului si pierderea unui ,acasa” fara
ca cel care o experimenteaza sa fi plecat din locul
sau de origine.

~Cuvantul ,solastalgie” a fost creat ca sd descrie o
forma specificd de melancolie care are legdturd cu lipsa gdsirii
unei consoldri si cu prezenta unei dezoldri intense’. [6]

Conform articolului, cuvantul ,nostalgie” nu
a avut mereu relativa lipsa de greutate pe care o are
acum, nu a avut intotdeauna in sfera lui de intelesuri
atmosfera oarecum placuta sau confortabila sau calda
pe care i-o atribuim acum. Nici nu avea neaparat
intelesul strict temporal pe care il are in prezent (cand
se refera la dorul pentru un moment in trecut perceput
ca fiind pozitiv) ci avea mai degrabda o conotatie
spatiala (dorul dupa o casa indepartata si inaccesibila).
Cand a fost pentru prima oara folosit, in secolul al XVII-
lea, conceptul de nostalgie desemna conditia de care
sufereau soldatii plecati in razboi, de care sufereau
cele/cei luati sclavi, cele/cei obligate/ti sa migreze din
cauza razboaielor si colonizarii, era boala celor care fsi
pierdeau casa, care erau indepartati in mod violent
de tot ceea ce le era familiar. Singurul leac pentru
nostalgie era sa te intorci acasa. Pentru Albrecht,
solastalgia este corespondenta din secolul al XXI-
lea al nostalgiei produse de dislocarile din perioada
colonizarilor. Este experienta traita a dislocarilor si
distrugerilor prezente. Solastalgia presupune sa suferi
pentru un acasa pe care l-ai pierdut fara sa fi plecat
niciodatad, sa tanjesti dupa un loc in care ai existat dar
in care nu mai poti sa reintri. Este dorul de casa chiar
daca esti inca ,acasa” Dar solastalgia nu inseamna
doar depresie, alienare si lipsa de actiune, ea poate fi,
conform autorului, motorul pentru cdutarea activa a
unor solutii care sa aduca consolare si care sa recreeze
un loc care sa poatd fi numit in mod colectiv ,acasd”
In trauma dislocarii, comunitatile pot si-si gaseasca
resursele pentru a crea un viitor in care sa poata exista.

Un alt exemplu de demers de a gasi limbajul
pentru noua noastra conditie existentiala vine
din sfera artei, in cazul proiectului The Bureau of
Linguistical Reality (Biroul pentru redlitate lingvisticd),
creat in 2014 de catre artistele Heidi Quante si Alicia
Escott [7]. Proiectul aduce impreuna din diferite limbi
si din diferite sfere ale cunoasterii cuvinte care se
refera la realitatea vietii in Antropocen. De asemenea,
proiectul creeaza neologisme pentru realitati foarte
familiare, dar care nu au inca limbajul care sa le
exprime cu precizie. in descrierea misiunii proiectului,

home - solastalgia is the disorder caused by the
destruction of the environment and the loss of a
“home” without the ones experiencing it having
ever left her/his place of origin.
"The word ‘solastalgia’ was created to describe the
specific form of melancholy connected to lack of
solatce and to intense desolation." [6]

According to the article, the word “nostalgia”
did not always have the relative weightlessness
it has now, it did not always have in its sphere of
meanings the somewhat pleasant or comfortable or
warm atmosphere we now attribute to it. Nor did it
necessarily have the strictly temporal meaning it has
today (when referring to longing for a moment in the
past perceived as positive) but rather had a spatial
connotation (longing for a distant and inaccessible
home). When it was first used in the seventeenth
century, the concept of nostalgia denoted the
condition suffered by soldiers who went to war,
suffered by those enslaved, by those forced to migrate
due to wars and colonization. It was the disease of
those who lost their homes, who were violently
removed from everything familiar to them. The only
cure for nostalgia was to go home. For Albrecht,
solastalgia is the 21st century correspondence
of nostalgia produced by the dislocations of
colonisation. It is the lived experience of the present
dislocations and destructions. Solastalgia involves
suffering for a home you have lost without ever
leaving it, longing for a place that you used to exist
in, but that you cannot re-enter. It is homesickness
even if you are still“at home”. But solastalgia does not
only mean depression, alienation and inaction, it can
be, according to the author, the engine for an active
search for solutions that bring comfort and recreate
a place that can be collectively called “home”. In the
trauma of dislocation, communities can find the
resources to create a future in which they can exist.

Another example of an approach to finding
thelanguagetodescribe ournew existential condition
comes from the field of art, in the case of the project
The Bureau of Linguistic Reality, created in 2014 by
artists Heidi Quante and Alicia Escott [7]. The project
brings together words from different languages and
from different spheres of knowledge, words that
refer to the realities of life in the Anthropocene. The
project creates neologisms for very familiar realities,
but which do not have yet the language to express
them accurately. In describing the project’s mission,
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artistele fac referire la faptul ca se poate interveni
asupra realitatii doar daca avem instrumentele
lingvistice ca sa definim acea realitate. Pentru ca o
realitate injusta si periculoasa sa poata fi schimbata,
ea trebuie sa fie articulata. Artistele aduc exemplul
unor cuvinte precum ,genocid” [8] sau ,antropocen”
care au necesitat sa fie articulate ca atare pentru
ca reactiile la toata incarcatura lor de nedreptati si
tragedie sa poata sa existe. Pentru ca un fenomen sa
devina,real’, e nevoie de cuvantul care sa-l descrie. Sa
numesti sentimentele, temerile, contradictiile epocii
noastre e un pas necesar nu doar inspre o posibilitate
de actiune dar si inspre un mod de a gasi consolare in
posibilitatile de a articula trauma noastra comuna, a
celor care traim la sfarsitul lumii.

Proiectul functioneazad atat online cat si prin
intermediul unor evenimente si intalniri in timpul
carora artistele colectioneaza cuvinte si definitii
intr-un proces colectiv. Oricine poate sa contribuie,
fie cu un cuvant fie cu o definitie care inca nu-si are
cuvantul, la acest nou vocabular al Antropocenului.
Pe website-ul proiectului apar cuvintele care
conform artistelor doresc sa suplineasca o lipsa in
vocabularul nostru a reprezentarii unor emotii si
experiente pe care le traim pe masura ce planeta
trece printr-o situatie fara precedent in istoria
speciei noastre. Cuvintele sunt listate cu definitiile
lor, cu exemple de folosire in propozitii, cu originea
lor lingvistica si cu autoarele/autorii lor. Unele
cuvinte sunt inca cdutate, pe website aparand
doar definitiile unor procese sau stari care isi cauta
inca vocabularul. Printre cuvintele de pe site,
,shadowtime” se refera la senzatia ca trdim in paralel
in doua scale temporale diferite, cu consiinta acuta
ca viitorul ar putea fi in mod drastic diferit fata de
prezent, De exemplu, experimentam shadowtime
cand ne gandim la planuri de viitor legate de
cariera si ne dam seama ca ar putea deveni absolut
irelevante in lumina unei catastrofe cauzate de
schimbarea climatica. Sau cand, pregatind masa
pentru copilul tau te gandesti la o buruiana careia
i-au trebuit 42,7 milioane de ani ca sa ajunga la
forma ei de acum si care a devenit specie extincta
pe timpul vietii copilului. [9] ,NonnaPaura” este
contradictia dintre a dori sa ai nepoti, a dori aceasta
experienta de a avea la randul lor copii pentru copiii
tai dar a-ti fi teama pentru viata pe care acesti nepoti
ar putea sa o aiba. [10] ,Surbrace” este convingerea
puternica ca trebuie sa faci ceea ce depinde de tine,
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the artists refer to the fact that we can intervene on
reality only if we have the linguistic tools to define
that reality. In order for an unjust and dangerous
reality to be changed, that reality must be put into
words. The artists refer to the example of words such
as “genocide” [8] or “Anthropocene” that needed
to be articulated as such so that reactions to their
full load of injustice and tragedy could exist. For a
phenomenon to become “real’, it needs the word to
describe it. To name the feelings, fears, contradictions
of our age is a necessary step not only towards a
possibility of action but also towards a way to find
solace in articulating our common trauma, the
trauma of those who live at the end of the world.
The project operates both online and
through events and meetings during which artists
collect words and definitions in a collective process.
Anyone can contribute to this new vocabulary
of the Anthropocene, either with a word or with
a definition that is still missing its word. On the
project’s website there are listed the words, that
according to the artists, are compensating for a
lack in our vocabulary that describes the emotions
and situations that we experience as the planet
goes through an unprecedented situation in the
history of our species. The words are listed with
their definitions, examples of use in sentences,
their linguistic origin and their authors. Some
words are still missing, definitions of processes or
situations appear on the website as still searching
for their vocabulary. Among the words on the site,
“shadowtime” refers to the feeling that we live in
parallel on two different time scales, with the acute
awareness that the future could be drastically
different from the present. For example, we
experience shadowtime when we think of plans for
the future, when we plan our career, and we realize
in the same time, that all these plans could become
absolutely irrelevant in the light of a catastrophe
caused by climate change. Or when, preparing the
meal for your child, you think of a weed that took
42.7 million years to reach its present form and
that will become extinct during the child’s life. [9]
“NonnaPaura”is the contradiction between wanting
to have grandchildren, wanting this experience of
beiong parents for your children, but also being
afraid for the life that these grandchildren might
have. [10] “Surbrace” is the strong belief that you
have to do what is up to you, that it is important to

ca e important sa faci ceea ce e cinstit si drept chiar
daca ai renuntat deja la speranta ca finalul ar putea
fi favorabil intr-o situatie care e foarte mult in afara
controlului nostru. [11]

Folosind doud exemple de creare a unor noi
concepte pentru a reflecta realitatile Antropocenului,
am explorat felul in care limbajul poate crea premisele
pentru a gasi forme de a produce o schimbare in
conditiile urgentei climatice. Limbajul este primul pas
necesar in conceptualizarea ematiilor, starilor, actiunilor
legate de urgenta climatica si arta poate constitui un
instrument important in crearea acestui limbaj, in
crearea unui vocabular prin care sa se poatd articula atat
doliul pentru tot ceea ce am pierdut deja cat si impulsul
de a salva ceea ce mai poate fi salvat.

do what is honest and fair, even if you have already
given up hope that the end could be favourable in
the situation of climate crisis, that it is so far out of
our control. [11]

Using two examples of creating new concepts
to reflect the realities of the Anthropocene, we
explored the ways in which language can create the
premises of finding new ways to bring about change
in the conditions of climate emergency. Language is
the first necessary step in conceptualising the new
feelings, states, actions that are related to climate
emergency and art can be a useful tool in giving us
the vocabulary to speak about the grief for what we
had already lost and about the importance of saving
what still can be saved.
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Atila GOMBOS

Estetica negrului: intre
perceptie si expresie artistica
Aesthetics of black: between perception and artistic expression

P —

Cuvinte cheie / slow, contemplativ, intercultural, sustenabilitate,
explorarea materialelor, vopsire naturalg, tesaturi refolosite, conexiune,
resurse, local, amintiri, obiecte gasite, reciclare;

Rezumat / Cu toate cd negrul nu are loc in spectrul vizibil,
fiind caracterizat ca absenta sau absorbtia completd a luminii,
intimitatea acestei nonculori cu perceptia si implicit cu
re(prezentarea) este cea mai accentuata dintre toate celelalte
combinatii posibile. De asemenea, negrul are cea mai larga
gama de asocieri semiotice din istoriei umanitatii. Cercetarea
observationald de fata isi propune sa descifreze estetica
negrului in raport cu redlitatea fizicd, ca reflectie subiectivd,
aducand astfel un aport la cunoastere.

Cu toate cd negrul, prin definitie, nu are loc
in spectrul vizibil, fiind caracterizat ca absenta sau
absorbtia completa a luminii (referire la negrul absolut,
care, la randu-i, este inexistent, desi stiinta face uz de
corpul negru absolut ca punct de referinta, e.g. Legea lui
Wien, Legea Stefan-Boltzmann, Constanta lui Planck),
intimitatea acestei nonculori cu perceptia si implicit cu
re(prezentarea) este cea mai accentuata dintre toate
celelalte combinatii posibile. De asemenea, negrul
are cea mai larga gama de asocieri de-a lungul istoriei
umanitatii. Se pot reitera asocieri de la cele simbolistice
(doliul, raul, decaderea, dar si puterea, autoritatea,
solemnitatea si multe altele), culturale (unele miscari
politice, militare, religioase, expresiunile idiomatice
sa.), pana la cele stiintifice (fizica, chimie, biologie,
astronomie, psihologie) si, bineinteles estetice si
artistice, cu multiple conexiuni inter- si intradisciplinare.
Toate acestea, pentru un cercetator, nu fac altceva, decat
sa confere negrului o dizerabilitate aproape misticd, la
care contribuie, desigur, si caracterul sdu contradictoriu,
unic de altfel, ajungandu-se astfel la necesitatea gandirii
critice pentru a genera afirmatii logice, care sa duca la
concluzii (gandire socratica sau dialectica).[1]

Keywords / slow, contemplative, cross cultural, sustainability,
expolring materials, natural - hand dye, reused fabrics, connection,
resources, local, memories, found objects, recycle;

Summary / Although black does not occur in the visible
spectrum, being characterized as the complete absence

or absorption of light, the intimacy of this noncolor with
perception and implicitly with re(presentation) is the most
accentuated of all other possible combinations. Black also has
the widest range of semiotic associations in human history. The
present observational research aims to decipher the aesthetics
of black in relation to physical reality, as a subjective reflection,
thus invariably bringing a contribution to knowledge.

Although black, by definition, does not occur
in the visible spectrum, being characterized as the
complete absence or absorption of light (reference to
absolute black, which in turn is non-existent, although
science makes use of the absolute black body as a point
of reference, e.g. Wien's Law, Stefan-Boltzmann’s Law,
Planck’s Constant), the intimacy of this non-colour with
perception and implicitly with re (presentation) is the
most accentuated of all the other possible combinations.
Black also has the widest range of associations in human
history. Associations can be reiterated from the symbolist
ones (mourning, evil, decay, but also power, authority,
solemnity,and many others), cultural ones (some political,
military, religious movements, idiomatic expressions,
etc.), to the scientific ones (physics, chemistry, biology,
astronomy, psychology) and, of course, aesthetics and
art, with multiple inter-and intradisciplinary connections.
All this, for a researcher, does nothing but give the black
an almost mystical desirability, to which he contributes,
of course, his contradictory character, unique in fact,
thus reaching the need for critical thinking to generate
logical statements, which lead to conclusions (Socratic or
dialectical thinking).[1]




Aflandu-se la polul opus, antagonistul sdu, albul,
deloc controversat, este mult mai simplu de, perceput”si
implicit de inteles. Ajunge doar o simpla paralela la faptul
ca albul descompus sta la originea tuturor culorilor, fiind
in fapt nonculoarea care sta la baza a tot ceea ce este
vizibil. Nu este o coincidenta faptul ca albului ii sunt
atribuite asocieri mult mai putin contradictorii, asocieri
care nu ridica prea multe semne de intrebare si care
sunt acceptate mult mai usor, avand in vedere faptul ca
puritatea, inocenta, lumina sacra - printre altele - sunt
concepte mult mai larg acceptate, venind din sfera
Binelui si/sau a Moralului filozofic (Descartes, 1664; Zeki,
1983; Land, 1983; Kuehni, 1997; Chirimuuta, 2015).

In contextul ramurii epistemologice, Platon are
o abordare rationalista spre deosebite de cea dialectica
a lui Socrates. In Republica, Platon isi prezinta viziunea,
printre altele, si despre modul in care eternul siimuabilul
exista intr-o lume aflata intr-o schimbare permanenta.
Astfel el ajunge sd faca o distinctie intre lumea Ideilor care
contine forma ideala a tuturor lucrurilor, lumea Formelor,
fiind deci o lume a Idealului si lumea materiala. in
acceptiunea sa, toate lucrurile din aceasta lume iluzorie
in care trdim sunt copii imperfecte, umbre, a Formelor
ideale din lumea Ideilor.

Platon argumenteaza aceasta gandire prin
aceea ca lumea in care traim este o lume iluzorie,
deoarece este perceputa prin simturile noastre care
pot fi inseldtoare. Astfel, cu toate cd, dupa nastere, ne
sunt transmise concepte din sfera cunoasterii colective,
necesare de altfel, (se poate exemplifica prin simpla
afirmatie ca putem recunoaste un caine, indiferent de
rasa, deoarece recunoastem implicit faptul ca la nivel
perceptiv existda o copii imperfecte ale conceptelor, in
caz contrar, daca nu am avea in mintea noastra aceste
umbre imperfecte, nu am reusi sa recunoastem un
caine), acestea nu reprezinta decat o copie imperfecta
a Formei sale Ideale. Practic, rationamentul lui Platon
a dus mai departe ideea lui Socrates (mentorul sdu,
de altfel) despre cunoastere, ajungand la concluzia ca
lumea materiald, cea perceputa este separata de lumea
Formelor, care este in fapt lumea reala si la care nu se
poate ajunge prin intermediul informatiilor oferite de
simturi, perceptibilitatea fiindu-i oferitd doar de ratiune.

Mitul pesterii ne cere sa ne imaginam un loc
intunecat, o pesterd, unde sunt proiectate umbre ale
unor obiecte. Aceste umbre ale realitatii reprezinta
tot ceea ce cunosc prizonierii pesterii despre lume, ei
neavand un concept despre obiectele in sine. Astfel,
teoria Formelor emisa de Platon are la baza convingerea
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Being at the opposite pole, its antagonist, white,
not at all controversial, is much simpler to “perceive”and
implicitly to understand. Just a simple parallel to the fact
that decomposed white is the origin of all colours, being
in fact the non-colour that underlies everything that is
visible. It is no coincidence that white is attributed much
fewer contradictory associations, associations that do
not raise too many questions and are much more easily
accepted, given that purity, innocence, sacred light -
among other things - are concepts much more widely
accepted, coming from the sphere of Good and / or
Philosophical Morality (Descartes, 1664; Zeki, 1983; Land,
1983; Kuehni, 1997; Chirimuuta, 2015).

In the context of the epistemological branch,
Plato has a rationalist approach different from the
dialectical one of Socrates. In the Republic, Plato presents
his vision, among other things, of how the eternal and
the immutable exist in a world in constant change. Thus,
he comes to make a distinction between the world of
Ideas which contains the ideal form of all things, the
world of Forms, being thus a world of the Ideal and the
material world. In his sense, all the things in this illusory
world in which we live are imperfect children, shadows, of
the ideal Forms in the world of Ideas.

Plato argues this thinking by the fact that the
world in which we live is an illusory world, because it
is perceived by our senses which can be misleading.
Thus, although, after birth, we are transmitted
concepts from the sphere of collective knowledge,
necessary otherwise, (it can be exemplified by the
simple statement that we can recognize a dog,
regardless of breed, because we implicitly recognize
that at the perceptual level there is a child imperfect
of concepts, otherwise, if we did not have in our minds
these imperfect shadows, we would not be able to
recognize a dog), they are only an imperfect copy
of his Ideal Form. Basically, Plato’s reasoning carried
forward the idea of Socrates (his mentor, by the
way) about knowledge, concluding that the material
world, the perceived one, is separate from the world
of Forms, which is in fact the real world and cannot
be reached. through the information provided by the
senses, the perceptibility being given only by reason.

The myth of the cave requires us to imagine
a dark place, a cave, where the shadows of some
objects are projected. These shadows of reality are all
that the cave prisoners know about the world, they
have no concept of the objects themselves. Thus,
Plato’s theory of Forms is based on the belief that for

ca pentru fiecare lucru perceptibil prin simfuri, exista o
Jdee”sau,Forma” - o realitate perfecta si eterna a acelui
lucru - in lumea Ideilor.

Aristotel, abordand mai degraba gandirea
empirica, a pus sub semnulintrebarii teoria Formelor. Acesta
folosea argumentul ,celui de-al treilea om’; conform caruia
taramul Formelor, pentru a avea continut, ar necesita o
Formd a Formei, care la randul ei ar trebui sa fie continuta
intr-o formd superioara si asa mai departe, ad infinitum.

O posibila paraleld, cel putin ideaticd, ni se
arata: Patratul Negru al lui Robert Fludd, cu inscriptiile
LEt sic in infinitum". La fel ca versiunea lui Malevich,
Jpatratul” negru al lui Fludd are fiecare latura
distorsionata in mod deliberat. In timp ce pentru multi,
intunericul ar putea insemna mortalitate si moarte,
pentru Fludd aceastd imagine a reprezentat inceputul
creatiei, inceputul a tot ceea ce existd (Img. 1).

De remarcat ca niciodata, nicio alta culoare
nu a fost folosita pentru a reprezenta Totul si Nimicul
in acelasi timp, la care se supun atat eternitatea
Formelor ideale cat si empirismul lui Aristotel,
prin simplul fapt ca negrul poate fi observat de
catre om, i se pot atribui caracteristici (dintre cele
mai felurite, de altfel), ceea ce inseamna ca, deloc
surprinzator, negrul are aceasta proprietate de liant,
proprietate pe care nicio alta culoare pare sa nu o
aiba, si pe buna dreptate: se poate vorbi de negrul
sacru, primordial, cel de dinaintea Genezei, de negrul
profan, cel de dinaintea Big-Bang-ului — negruri
nascatoare — precum si de negrul sfarsitului universal,
care invariabil se regdsesc in expresia artistica, de la
anticitate pana la contemporan.

Ulterior, argumentul lui Aristotel a fost mai
direct: de ce sa cautam o alta realitate cand deja ea
poate fi vdzuta si perceputd pe pamant, in viatade zicu
zi? Retorica acestei intrebari a constat in raportul dintre
observatie si Adevar: Aristotel nu contesta ocurentele
diferite ale conceptelor, ci sustine cd tocmai gradul al
numarului acestor copii imperfecte ne face sa avem o
imagine cat mai clara asupra tuturor caracteristicilor
comune unui concept. Astfel, Aristotel concluzioneaza
ca tocmai informatiile din lumea inconjurdtoare,
percepute cu simturile, sunt dovezi care duc la
descoperirea adevarului. Mai mult, el asociaza mintea
umana cu o tablita goala care, cu timpul, va fi,,inscrisa”
pe baza ideilor survenite din experiente.

Aceastda  diferentd de abordare a
epistemiologiei, a impartit ulterior gandirea filozofica
in doud tabere: cea a rationalistilor (Kant, Descartes,

everything perceptible through the senses, there is
an “ldea” or “Form” - a perfect and eternal reality of
that thing - in the world of Ideas.

Aristotle, rather approaching empirical
thinking, questioned the theory of forms. He used
the argument of the “third man,” according to which
the realm of Forms, in order to have content, would
require a Form of Form, which in turn should be
contained in a higher form and so on, ad infinitum.

A possible parallel, at least ideational, is
shown to us: Robert Fludd’s Black Square, with the
inscriptions“Et sicin infinitum”. Like Malevich’s version,
Fludd’s black “square” has each side deliberately
distorted. While for many, darkness could mean
mortality and death, for Fludd this image was the
beginning of creation, the beginning of all that exists
(Img. 1)

It should be noted that no other colour has
everbeenusedtorepresent Everythingand Nothing
at the same time, to which both the eternity of the
Ideal Forms and the empiricism of Aristotle are
subjected, by the simple fact that black can be
observed by man. can attribute characteristics (of
the most varied, by the way), which means that,
not surprisingly, black has this property of binder,
a property that no other colour seems to have,
and rightly so: we can talk about black sacred,
primordial, the one before Genesis, the profane
black, the one before the Big Bang - nascent
blacks - as well as the black of the universal end,
which invariably are found in artistic expression,
from antiquity to the contemporary art.

Later, Aristotle’s argument was more direct:
why look for another reality when it can already
be seen and perceived on earth, in everyday life?
The rhetoric of this question was the relationship
between observation and Truth: Aristotle does
not dispute the different occurrences of concepts
but argues that the degree of the number of these
imperfect copies makes us have a clear picture of all
the common features of a concept. Thus, Aristotle
concludes that the information in the surrounding
world, perceived by the senses, is evidence that leads
to the discovery of the truth. Moreover, he associates
the human mind with an empty tablet which, in time,
will be “inscribed” based on ideas from experience.

This difference in approach to epistemology
later divided philosophical thinking into two camps:
that of the rationalists (Kant, Descartes, Leibniz - who
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Leibniz — care merg pe ideea cunoasteri a priori) si
cea a empiristilor (Locke, Hume - care considera ca
intreaga cunoastere este rezultatul experientei).

Importanta celor doua tipuri de abordare
este una semnificativd, lasand totodata un semn de
intrebare marcant: in primul rand, daca admitem in
totalitate teoria Formelor, atunci, trebuie sa admitem
si ca perceptia umana nu poate cuprinde ceea ce
existd cu adevarat, altfel spus, ceea ce percepem,
este o iluzie; in al doilea rand, urmand doar gandirea
aristotelica, se poate conchide ca Adevarul universal
este, oarecum, in custodia capacitatii omului de a
observa, ceea ce inseamnad, implicit, asumarea unei
gandiri nihiliste in ceea ce priveste ceea ce nu putem
cuprinde cu simturile, ceea ce, desigur, ar duce la
negarea oricarei forme de transcendentad. Se creeaza
astfel un paradox, si anume acela al veridicitatii
perceptiei si a perceptibilului.

Culoarea nu era o problema ontologica inainte
de Galileo Galilei. Argumentele antice desprerelativitatea
perceptiva ar fi putut da nastere la scepticismul cu privire
la acuratetea unor experiente senzoriale. Aristotel, in De
anima (tr. Despre suflet) presupune o fizicd hilomorfd
(fiecare obiect are si o forma sau proprietate imateriala) si
explica perceptia ca receptia de catre organul senzorial a
formei obiectului perceput, fara materia sa. Exista motive
sa interpretdam pozitia lui Aristotel ca fiind mai nuantata
decat cea naiva realista care i se atribuie de obicei. Dupa
cum a subliniat filozoful american Jonathan Buttadi,
atat realismul culorilor, cat si antirealismul acestora,
erau deja puncte de vedere stabilite, iar Aristotel poate
fi interpretat ca oferind o cale de mijloc intre aceste
extreme,

Distinctia potentiala este cruciala pentru
aceasta reconciliere. A se vedea in special De anima (DA
.1,425b, 26):[2]

Jflosofii anteriori au gresit, atunci cdnd au
presupus cd fara a vedea nu existd nici alb, nici negru
si fdrd a gusta nu existd aromd. Afirmatia lor intr-un
sens sunt adevdrate, iar in altul, false. Despre termenii
Jperceptie” si ,perceptibil” se poate vorbi in doud
moduri. Atunci cand ne referim la o perceptie reald si
un obiect perceptibil real, afirmatia este valabild, dar
cand vorbim de perceptie potentiald si lucru perceptibil
potential, nu este cazul”[3]

Ideea este ca obiectele vizibile au culori
potentiale, independent de perceperea sau nu a
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follow the idea of a priori knowledge) and that of
the empiricists (Locke, Hume - who consider that all
knowledge is the result. experience).

The importance of the two types of
approach is significant, leaving a significant
question mark: first, if we fully accept the theory
of Forms, then we must also admit that human
perception cannot comprehend what really
exists, in other words, what we perceive is an
illusion; secondly, following only Aristotelian
thought, it can be concluded that the universal
Truth is, in some way, in the custody of man'’s
capacity to observe, which implies, implicitly, the
assumption of a nihilistic thought as to what we
cannot comprehend with the senses, which, of
course, would lead to the denial of any form of
transcendence.This creates a paradox, namely that
of the veracity of perception and the perceptible.

Colour was not an ontological issue before
Galileo Galilei. Ancient arguments about perceptual
relativity could have given rise to scepticism about the
accuracy of sensory experiences. Aristotle, in De anima
(trans. About the soul) presupposes a hylomorphic physics
(each object also has an immaterial form or property)
and explains the perception as the sensory organ’s
reception of the shape of the perceived object, without
its matter. There are reasons to interpret Aristotle’s
position as more nuanced than the realistic naive one
usually attributed to him. As the American philosopher
Jonathan Buttaci pointed out, both the realism of colours
and their anti-realism were already established points
of view, and Aristotle can be interpreted as offering a
middle ground between these extremes.

The potential distinction is crucial for this
reconciliation. See in particular De anima (DA 1.1, 425b,
26):[2]

“previous philosophers were wrong when they
assumed that without seeing there is neither white
nor black, and without tasting there is no flavor. Their
statement is true in one sense and false in another. The
terms “perception” and “perceptible” can be spoken of
in two ways. When we refer to a real perception and
a real perceptible object, the statement is valid, but
when we talk about potential perception and potential
perceptible thing, it is not the case.” [3]

The idea is that visible objects have potential
colours, regardless of whetherornottheyare perceived,

dewFigria
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acestora, dar acele culori sunt complet transformate
atunci cand este vazut obiectul colorat, in sine. Deci,
realistul are dreptate sa spund ca culorile exista
independent de capacitatea de a le vedea, in timp
ce antirealistul este indreptatit sa spuna ca culorile,
pentru a fi percepute, necesita prezenta a cuiva care
are capacitatea de a le percepe.

Pana la aparitia fizicii moderne existenta (sau
lipsa acestora) proprietatilor externe (secundare),
calitative, nu a fost o preocupare centrala. Discutiile
despre filosofia culorii incep la finceputul erei
moderne, cand Galileo, Descartes, Locke si Newton
ne spun ca culorile nu apartin lumii fizice, cel putin
nu in felul in care aparent vedem ca o fac:

+Dacd vorbesc, in orice moment, despre lumind
si raze ca fiind colorate sau anumite obiecte ca fiind
colorate, se va intelege cd nu vorbesc corect, ci mai
degrabd vulgar pentru afiinteles de unii oameni. Pentru
cd, razele luminoase nu sunt colorate.” [4]

Descartes si Locke, de exemplu, sugereaza
cd nu exista culori in lumea fizica, asa cum le
intelegem in mod obisnuit si naiv. Dar ele sunt,
de asemenea, interpretate ca avand o calitate
secundard a obiectelor, adica sustin faptul ca aceste
calitati provoaca experiente de un anumit tip.[5] Este
instructiva intelegerea acestei pozitii duale.

Nu intamplator, problematica culorilor a fost
adesea tratata ca o analogie la intrebarile din filozofia
morald, statutul judecatilor de valoare intr-o lume
a faptelor fizice (McDowell 1985; Smith 1989; Lewis
1989; Johnston 1989), cu toate ca filosofia, in speta
Realismul reductiv (Fizicalism si Dispozitionalism),
Subiectivismul (Mentalism si Eliminativism) si mai
modernul Relationalism (care defineste culoarea ca
relatie dintre obiecte si sfera perceptiva, Cohen 2004,
2009) s-a straduit de mult sa inteleaga natura culorii.
Rolul central pe care il joaca culoarea in viata noastra,
in experienta vizualg, in artd, ca metafora a emotiilor,
a facut din ea un candidat redutabil pentru reflectia
filozofica.

Intelegerea naturii culorii s-a dovedit insa o
sarcind descurajanta, in ciuda numeroaselor domenii
contributive. Este culoarea un atribut obiectiv al
realitatii, o proprietate a obiectelor cu un statut similar
formei si dimensiunii? Sau culoarea se aseamand mai
mult cu perceptia, care se regaseste doar in experienta,
fiind astfel subiectiva? Sau culoarea se aseamand mai

170

but those colours are completely transformed when
the coloured object itself is seen. So, the realist is right
to say that colours exist independently of the ability
to see them, while the anti-realist is entitled to say
that colours, to be perceived, require the presence of
someone who has the ability to perceive them.

Until the advent of modern physics, the
existence (or lack thereof) of external (secondary),
qualitative properties was not a central concern.
Discussions about the philosophy of colour begin
at the beginning of the modern era, when Galileo,
Descartes, Locke, and Newton tell us that colours do
not belong to the physical world, at least not in the
way we seem to do:

“When I talk about light and rays as coloured
or certain objects as coloured, it will be understood
that | do not speak correctly, but rather vulgar to be
understood by some people. Because the light rays are
not coloured.” [4]

Descartes and Locke, for example, suggest
that there are no colours in the physical world, as we
commonly and naively understand them. But they
are also interpreted as having a secondary quality
of objects, ie they claim that these qualities cause
experiences of a certain kind.[5] It is instructive to
understand this dual position.

Not coincidentally, the issue of colour has
often been treated as an analogy to questions in moral
philosophy, the status of value judgments in a world
of physical facts (McDowell 1985; Smith 1989; Lewis
1989; Johnston 1989), although philosophy in this case
Reductive realism (Physicalism and Dispositionalism),
Subjectivism (Mentalism and Eliminativism) and more
modern Relationalism (which defines colour as the
relationship between objects and the perceptual sphere,
Cohen 2004, 2009) have long struggled to understand
the nature of colour. The central role that colour plays
in our lives, in visual experience, in art, as a metaphor
for emotions, has made it a formidable candidate for
philosophical reflection.

Understanding the nature of colour,
however, proved to be a daunting task, despite
the many contributing areas. Is colour an objective
attribute of reality, a property of objects with a status
similar to shape and size? Or is colour more like
perception, which is found only in experience, being
so subjective? Or does colour more closely resemble

mult cu ceea ce au spus unii despre timp - ca pare real
pana cand reflectam suficient asupra conceptului -
ajungandin cele din urma sa percepem ca o iluzie? lata
cum Hardin (1993:111) introduce afirmatia conform
careia culorile sunt iluzii (Eliminativism):

.Deoarece obiectele fizice nu sunt de fapt
colorate, nu avem motive intemeiate sd credem
fenomenele legate de culoare s-ar datora unor
fenomene non-fizice, nu avem motive intemeiate sa
credem ca existd obiecte colorate. Obiectele colorate
suntiluzii." [6]

Revenind la negru, filosoful contemporan
Giorgio Agamben, urmand gandirea lui Aristotel,
remarca faptul ca daca vedem intunericul inseamna
ca ochii nostri au nu numai potentialul de a vedea,
ci si potentialul de a nu vedea. Astfel, dacd am
avea doar potentialul de a vedea, am fi privati de
experienta de a nu vedea. Acest dublu potential, de
activitate si de inactivitate, nu este doar o trasatura
a vederii noastre, sustine Agamben; este esenta
umanitatii noastre: ,Mdretia - si, de asemenea, abisul -
potentialuluiuman este in primul rdnd capacitatea de a
nu actiona, un potential echivalent cu intunericului."[7]
Deoarece suntem capabili de inactiune, stim ca
avem si capacitatea de a actiona si, prin urmare liber
arbitru. Negrul, culoarea inactiunii, este in acest sens
culoarea libertatii.

Astfel, pana acum, se pot concluziona urmdtoarele:
a) negrul, cu toate ca este in afara logicii fizice, este
proprietatea imateriald care ridica cele mai multe semne
de intrebare; b) cu toate ca culoarea este o proprietate
imateriald a unui obiect, ea insoteste materialitatea la nivel
perceptiv; ¢) materialitatea nu are intotdeauna nevoie de
atribute perceptibile vizual pentru a exista; d) chiar daca
am considera culorile ca fiind iluzii, ele totusi sunt capabile
sa produca senzatii/perceptii; ) daca avem potentialul de
a vedea/actiona, in mod direct, avem si potentialul de a nu
vedea; f) in cazul in care facem uz de potentialul de a vedea
si daca culorile sunt iluzii, atunci, ceea ce vedem, poate fi,
prin concluzie o iluzie; g) negrul, in comparatie cu orice alta
culoare, este opusul capacitatii de a actiona, in sensul de
libertate metafizica, putand astfel percepe ceea ce teoretic
nu este perceptibil, prin simplul fapt ca experimentam acel
ceva.

In cele din urma, aceastd aparenta
problematica a negrului ne conduce la un mister al
filosofiei si psihologiei: constiinta. Motivul principal

what some have said about time — that it seems real
until we reflect enough on the concept — that we
eventually come to perceive it as an illusion? Here
is how Hardin (1993: 111) introduces the statement
that colours are illusions (Eliminativism):

“Because physical objects are not actually
coloured, we have no good reason to believe that
colour-related phenomena are due to non-physical
phenomena, we have no good reason to believe
that there are coloured objects. Coloured objects are
illusions.” [6]

Returning to the black, the contemporary
philosopher Giorgio Agamben, following the
thought of Aristotle, remarks that if we see the
darkness, it means that our eyes have not only the
potential to see, but also the potential not to see.
Thus, if we had only the potential to see, we would
be deprived of the experience of not seeing. This
double potential, of activity and inactivity, is not
just a feature of our vision, says Agamben; it is the
essence of our humanity: “The greatness - and also
the abyss - of human potential is first and foremost the
ability not to act, a potential equivalent to darkness.”
[7]1 Because we are capable of inaction, we know that
we also have the ability to act and therefore the free
will. Black, the colour of inaction, is in this sense the
colour of freedom.

Thus, so far, the following can be concluded:
a) black, althoughiitis outside the physical logic, is the
immaterial property that raises the most questions;
b) although colour is an intangible property of an
object, it accompanies materiality on a perceptual
level; ¢) materiality does not always need visually
perceptible attributes to exist; d) even if we consider
the colours as illusions, they are still able to produce
sensations / perceptions; e) if we have the potential
to see / act, directly, we also have the potential not
to see; f) if we make use of the potential to see and
if the colours are illusions, then what we see can be,
in conclusion, an illusion; g) black, compared to any
other colour, is the opposite of the ability to act, in
the sense of metaphysical freedom, thus being able
to perceive what is theoretically not perceptible, by
the simple fact that we experience that something.

Finally, this apparent problem of black leads
us to a mystery of philosophy and psychology:
consciousness. The main reason is the need to find
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consta in nevoia de a gdsi un loc pentru orice
proprietate calitativa sau lipsa a acesteia, a-i asocia
o senzatie imateriald intr-o lume conceputa ca
fundamental materiala. Principul bazic al unei alte
stiinte, de aceasta data logica, face posibila o relatie
remarcabild intre lumea fizica si cea metafizica: daca
culoarea (sau absenta ei) tine de sfera perceptivului,
atuncifiltrul prin care perceptia este obligata sd treaca
este constiinta. Constiinta, care ne contine pe noi, nu
noi pe ea, este insd, sursa tuturor sentimentelor, iar
arta nu poate exista fara sentiment (Croce, 1946; de
Duve, 2019; Capacchione, 2001; etc.).[8][9]

Filozoful si criticul de arta Benedetto Croce,
scria in Breviarul de Estetica (1946):

.Ceea ce conferd coerentd si unitate intuitiei
este sentimentul intens. Intuitia este adevdratd pentru
cd exprimd un sentiment intens si poate apdrea doar
daca sursa si baza sa este sentimentul. Nu forma, ci
sentimentul intens este ceea ce conferd artei puterea
etericd a simbolului’[10]

Mai tarziu, in 1977, Louise Berman si Jessie
Roderick, critici de arta americani, intr-un studiu
despre legatura dintre arta si sentiment, subliniau:

Jntr-o lume lipsitd de sens, artistul spune
,da” vietii si actiunii. Artistul trdieste simtind si crednd
ontologic, ca resorturi ale unei imaginatii care se naste
din intuneric si vorbeste din interiorul acestuia."[11]

Realitatea fizicd este o reflectie a starii
individuale, a starii constiintei noastre, a fiecaruia.
Realitate fizicd este in noi, in constiinta noastra.
Este un concept al nostru, pe care il experimentam
intr-o anumitd perspectiva. Totusi, modul pe care il
alegem sa analizam dimensiunea particulara proprie
a experientei fizice este ca si cum am fi intr-un tinut
al timpului si spatiului. Chiar daca dimensiunea
timp-spatiu este iluzorie, noi nu cream efectul lor,
experienta lor in viata noastra, ca fiinte fizice. Noi
nu suntem niciodata realmente in niciun loc numit
realitate fizica, totul se petrece induntrul nostru, in
constiinta noastra. Experienta este cea care face ca
aceasta realitate sa apara in afara noastra.

Asadar, realitatea fizica trebuie vdzutd si
experimentatd ca o reflectie, similar reflexiei proprii
dintr-o oglinda, cand stim cd nu suntem dincolo
de oglindd, si mai stim ca daca vrem sa schimbam
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a place for any quality property or lack thereof, to
associate an immaterial feeling in a world conceived
as fundamentally material. The basic principle of
another science, this time logical, makes possible a
remarkable relationship between the physical and
the metaphysical world: if colour (or its absence)
belongs to the sphere of the perceptive, then the
filter through which perception is forced to pass is
consciousness. Consciousness, which contains us,
not us on it, is, however, the source of all feelings,
and art cannot exist without feeling (Croce, 1946; de
Duve, 2019; Capacchione, 2001; etc.) [8][9]

The philosopher and art critic Benedetto
Croce wrote in the Aesthetic Breviary (1946):

“What gives coherence and unity to intuition
is the intense feeling. Intuition is true because it
expresses an intense feeling and can only appear if its
source and basis is the feeling. It is not the form, but
the intense feeling that gives art the etheric power of
the symbol.” [10]

Later, in 1977, Louise Berman and Jessie
Roderick, American art critics, in a study of the
connection between art and sentiment, pointed out:

“In a meaningless world, the artist says ‘yes’
to life and action. The artist lives feeling and creating
ontologically, as springs of an imagination that is born
from the darkness and speaks from within it [11]

Physical reality is a reflection of our
individual state, of the state of our consciousness,
of each one. Physical reality is in us, in our
consciousness. It is a concept of ours, which we
experience in a certain perspective. However, the
way we choosetoanalyse thedimension of physical
experience is as if we were in a realm of time and
space. Even if the time-space dimension isillusory,
we do not create their effect, their experience in
our lives, as physical beings. We are never really
in any place called physical reality, everything
happens inside us, in our consciousness. It is
experience that makes this reality appear outside
of us.

Therefore, physical reality must be seen
and experienced as a reflection, similar to our
own reflection in a mirror, when we know that we
are not beyond the mirror, and we also know that

reflexia din oglindd nu o putem face prin manipularea
acesteia, ci trebuie sa ne schimbam noi ca reflexia
sa se schimbe. Deci, realitatea fizica, fiind o reflexie,
fiind o camera de oglinzi, functioneaza cam in acelasi
mod: orice schimbare pe care dorim sd o facemin asa
numita realitatea fizica exterioara, trebuie sa inceapa
in interiorul nostru, in interiorul realitatii noastre. Asa
se explica faptul ca fiecare dintre noi percepem diferit
realitatea si fi acordam valente diferite, in functie de
ceea ce constiinta noastra valideaza ca fiind realitate
(vezi Kant, Thomas Kuhn, Peter L. Berger s.a.).

La un nivel mult mai larg si subiectiv,
experientele proprii, curiozitatea, investigatia si
selectivitatea implicate in interpretarea personala
a evenimentelor modeleaza realitatea asa cum este
vazuta de o singura persoana si, prin urmare, este
numita fenomenologicd. in timp ce aceasta forma de
realitate ar putea fi comuna si altora, uneori ar putea
fi atat de unica pentru sine incat sa nu fie niciodata
experimentata sau inteleasa de altcineva. Realitatea
nu exista sub forma unei realitati obiective, ci doar ca
realitate subiectiva.

In concluzie, nu exista o realitate dincolo de
perceptiile sau convingerile personale, insa impartasirea
acestor perceptii si convingerile personale, sub orice
formd, duce invariabil la cunoastere.

NOTE / END NOTES

[1] Socrate, fondatorul filozofiei occidentale, in Phaidon,
sustine ca scopul vietii in sine, nu este acela de a dobandi
avutii sau statuturi inalte, ci acela de a dobandi cunoastere.
Pentru el, cunoasterea de sine si cea a lumii inconjuratoare
ofera stabilitate, marcand sfarsitul ratacirii. Paradoxal, Socrate a
fost ucis in anul 399 i.Hr. deoarece a pus sub semnul intrebarii
moralitatea ateniana a acelor vremuri.

[2] Tratatul este impartit in trei carti si fiecare dintre carti

este impartita in capitole (cinci, doisprezece si, respectiv,
treisprezece). Tratatul este prescurtat aproape universal ,DA’,
pentru,De anima” si cartile, respectiv capitole la care se face
referire in general se noteaza cu cifre romane si, respectiv, cu
cifre arabe, impreuna cu numerele Bekker corespunzatoare.
(Astfel,,DA 1.1, 402a1”inseamna,De anima, Carte |, Capitolul 1,
Bekker pagina 402, Bekker coloana a [coloana din partea stanga
a paginii], linia numarul 1.)

[3] ARISTOTEL. De Anima. trad. Robert Drew Hicks, University of
California, Ed. Prometheus Books, 1991

[4] NEWTON, Isaac. Opticks: Or, A Treatise of the Reflections,
Refractions, Inflections and Colours of Light. W. and J. Innys,
printers to the Royal Society, at the Prince’s-Arms in St. Paul’s
Church-Yard, 1718

[5] BROWN, Derek H. si Fiona Macpherson, The Routledge
Handbook of Philosophy of Colour, Routledge, 2020.

if we want to change the reflection in the mirror,
we cannot do it by manipulating it. If we change,
so does the reflection. So, physical reality, being a
reflection, being a room of mirrors, works in much
the same way: any change we want to make in
the so-called external physical reality, must begin
inside us, inside our reality. This explains the
fact that each of us perceives reality differently
and gives it different values, depending on what
our consciousness validates as reality (see Kant,
Thomas Kuhn, Peter L. Berger, etc.).

At a much broader and subjective level,
one’'s own experiences, curiosity, investigation,
and selectivity involved in the personal
interpretation of events shape reality as seen
by a single person and are therefore called
phenomenological. While this form of reality
may be common to others, it may sometimes be
so unique to itself that it is never experienced or
understood by anyone else. Reality does not exist
in the form of an objective reality, but only as a
subjective reality.

In conclusion, there is no reality beyond
personal perceptions or beliefs, but sharing these
perceptions and personal beliefs, in any form,
invariably leads to knowledge.

[6]1 HARDIN, C. Larry, Color for Philosophers, 2nd, ed. Indianapolis,
1993

[7] AGAMBEN, Giorgio, Potentialities, Ed. Stanford University
Press, 1999
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Langer: Embodied Meaning in Logic, Art and Feeling. Bloomsbury
Publishing, 2019

[10] GILBERT, Katharine E., Kuhn, Helmut, op. cit., Ed. Meridiane,
Bucuresti
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Alexandru COMAN

O analiza succinta a dimensiunii intime a

vietii, operei si dramei lui Frida Kahlo

A brief analysis of the intimate dimension of Frida Kahlo’s
life, oeuvre and drama

Cuvinte cheie / Frida Kahlo, intimitate, caiet de schite, jurnal, poezie,
figuri de stil, zbor, aripi, suferinta, bizar, Diego Rivera;

Rezumat / Influenta asupra lumii artistice, Frida Kahlo reuseste
sd devina iconica printr-o serie de aspecte legate de opera, de
viata si de drama acesteia, elemente fundamentale ale existentei
sale care au schimbat perceptia consumatorilor ei de arta si nu
numai. Articolul de fata trateaza pe scurt cele trei componente,
in special cea artistica, pe care o vom urmari numai in jurnalul
ei, dupa care s-a realizat facsimilul The Diary of Frida Kahlo: An
Intimate Self-Portrait. |deea principald asupra careia vom insista
este cea a zborului, pe care o vom analiza in anumite contexte
relevante, zborul fiind pentru Kahlo un mecanism de evadare
din realitatea coplesitoare in care trdia.

in cadrul fiecarei lucrari de arta se regasesc
incorporate experientele artistului, intregul spectru
de complexitati: de la calitatile individuale, la cultura
in cadrul careia traieste si in cadrul careia creeaza.
Uneori, acele experiente traseazd o legatura intima
cu ale noastre, influentdandu-ne in a ne simti mai
empatici si in ne lasa purtati, intr-un mod familiar,
catre un spatiu mental confortabil. Un exemplu
vibrant care ne-ar putea induce o astfel de stare
este jurnalul intim al lui Kahlo, dupa care s-a realizat
facsimilul: The Diary of Frida Kahlo: An Intimate Self-
Portrait, subiectul articolului de fata.

Opera sa rezida intr-un flux cultural latino-
american si mexican de un realism hipnotic, la
granita dintre mit, vis si fapt — o aliantd intre ratiune
si fantezie.[1] Jurnalul este descris de insasi Kahlo
care mentioneaza ca temele abordate sunt propriile
senzatii, starile de spirit si reactiile la viata care se
deruleaza in jurul ei.[2] Lucrdrile acesteia expun o
intimitate bizara: despre ambiguitatea identitatii sale
etnice; despre suferinta ei fizica si emotionald; despre
casatoria ei si, mai cu seama, despre infidelitatea
lui Diego Rivera. Prin culorile sale luxuriante si prin

Keywords / Frida Kahlo, privacy, sketchbook, journal, poetry, figures
of speech, flight, wings, suffering, bizarre, Diego Rivera;

Summary / Influential over the artistic world, Frida Kahlo

has succeeded in becoming iconic due to a series of aspects
related to her work, life and drama, fundamental elements

of her existence that have changed the perception of her art
consumers and not only. This article briefly addresses the three
components, especially the artistic one, that we have taken into
consideration only within her diary, after which the facsimile The
Diary of Frida Kahlo: An Intimate Self-Portrait was made. The main
idea we will insist on is that of the flight, performing an analysis
on it in certain notable contexts, because, for Kahlo, the flight
represented a form of escapism from the overwhelming reality
she was living.

Within each work of art, we could find
incorporated the experiences of the artist, their whole
spectrum of complexities: ranging from personal
qualities, to the culture in which one lives and creates.
Sometimes, these experiences draw an intimate bond
with our own, encouraging us into feeling more
empathetic and into letting ourselves be carried, in
a familiar manner, in a mentally comfortable space.
A vibrant example that could induce such a state of
mind is Kahlo's intimate diary, after which the facsimile
The Diary of Frida Kahlo: An Intimate Self-Portrait was
made, the very subject of this article.

Her work of art consists in a Latin American
and Mexican cultural flow of hypnotic realism, at the
border between myth, dream and fact — an alliance of
reason and fantasy.[1] The diary is described by Kahlo
herself who mentioned that the covered topics were
her own sensations, states of mind and reactions to the
unfolding life around her.[2] Her works expose a bizarre
intimacy: on the ambiguity of her ethnic identity; on her
physical and emotional suffering; on her marriage, and,
more precisely, on Diego Rivera’s infidelity. Through its
lush colors and visionary images, the viewer is propelled




imaginile de vis, privitorul este propulsat in cultura
mexicanad, in istoria, religia si politica locului, dar si
intr-o seama de perspective necunoscute, strdine,
poate chiar in contradictie cu intelegerea sa.
Indisolubil relationat cu noutatea, consumatorul
poate avea o experientd epifanica datorita limbajului
utilizat, in pofida asteptarilor sale. In textele lui, Carlos
Fuentes afirma ca autoportretele lui Kahlo si ale lui
Rembrandt sunt frumoase din acelasi motiv: ,ne
arata identitatile succesive ale unei fiinte umane care
« nu este », dar care « devine »[3]. In cazul lui Kahlo,
dezvoltarea personald, asociatd cu reiterarea ciclica
a acelorasi teme, implicd un oarecare declin care
insoteste jurnalul si care, desi poate fi simtit ca avand
un rol secundar in naratiune, este totusi suficient de
pregnant pentru a fi luat in considerare.

Jurnalul pe care Kahlo Il-a tinut in ultimul
deceniu al vietii sale afost publicatin 1995 si, desi este
fragmentat, cu intreruperi lungi intre unele intrdri,
ofera o privire asupra proceselor sale de gandire, a
vietiiemotionale si a starii regresive de sanatate (fizica
si mentald). Imaginile din cadrul acestuia fac referire
ocazional la picturile ei, insa majoritatea sunt de sine
statatoare (dar care functioneaza si impreuna), cu o
naratiune vizuala independenta, insotite de titluri
sau de fraze in limba spaniold, in nahuatl, in sanscrita
sau in limba rusa.

In mod evident, pentru Kahlo, linia dintre
viata, arta sidramaafostfoarte subtire, pealocurichiar
inexistenta, aspect amintit si de Margaret Lindauer
care precizeaza cd ,istoriografia Fridei Kahlo este
aproape la fel de dramatica precum povestea ei de
viatd“[4]; abordarea revizionista a lui Kahlo a inceput
cu ea insasi, din momentul in care si-a modificat anul
nasterii din 1907 in 1910, pentru a corespunde cu
data Revolutiei Mexicane. Kahlo s-a identificat atat de
mult cu idealurile egalitare si utopice ale Revolutiei
Mexicane incat le-a intruchipat, le-a dat o forma prin
persona ei publica, din pozitia de sotie a lui Diego
Rivera, luandu-si in serios rolul de partener al celui
mai faimos artist comunist si idealist revolutionar
din Mexic.[5] Cu toate acestea, in multe privinte,
parteneriatul lui Kahlo cu Rivera este supraanalizat
in literatura si in reprezentarile populare din filme,
iar uneori Kahlo este portretizata in asa fel incat pare
a fi aproape o femeie salbatica, o amazoana care a
fost imblanzitd doar de cosmopolitismul urban al
lui Rivera. De exemplu, in filmul lui Tim Robbins
din 1999, Cradle Will Rock, in New York-ul anilor
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into the Mexican culture, history, religion and local
politics, but also into a number of unknown, foreign
perspectives, perhaps even in contradiction with his/
her understanding. Indissolubly connected to novelty,
the consumer may have an epiphanic experience due
to the employed language, despite one’s expectations.
In his texts, Carlos Fuentes states that the self-portraits
of Kahlo and Rembrandt are beautiful for the same
reason: “they show us the successive identities of a
human being who is not yet, but who is becoming.[3].
In Kahlo's case, the personal development, associated
with the cyclical repetition of the same motifs, indicates
a certain decline that accompanies the diary and,
although it may be perceived as not playing a starring
role in the narrative, is still striking enough to be taken
into consideration.

The diary that Kahlo had kept in the last
decade of her life was published in 1995 and,
although fragmented, with extensive leaps
between some entries, it reveals glimpses into her
thought processes, emotional life and regressive
physical and mental health. Itsimages occasionally
refer to her paintings, but the most of them are
stand-alone (but work together as a whole), with
an independent visual narrative, accompanied by
titles or phrases in Spanish, Nahuatl, Sanskrit or
Russian.

Evidently, for Kahlo, the line between life,
artand drama was very thin, sometimes inexistent,
an aspect also mentioned by Margaret Lindauer,
who states that “Frida Kahlo's historiography is
almost as dramatic as her life story”[4]; Kahlo's
revisionist life approach began with herself, from
the moment she changed her year of birth from
1907 to 1910, so that it coincides with the date of
the Mexican Revolution. Kahlo identified herself
so much with the egalitarian and utopian ideals of
the Mexican Revolution that she embodied them,
gave them a shape through her public persona, as
Diego Rivera’s wife, taking her role quite seriously
as the partner of the Mexico’s most famous
communist, revolutionary and idealist artist.[5]
However, in many ways, Kahlo's partnership with
Rivera is over-analyzed in literature and in popular
film representations and sometimes Kahlo is
portrayed in such manner that she appears to be
almost a wild woman, an Amazonian who has only
been tamed by Rivera’s urban cosmopolitanism.
For example, in Tim Robbins’ 1999 film Cradle Will

1930, personajul Kahlo nu vorbeste, doar priveste
amenintator si ramane permanent in preajma lui
Rivera.

Insistand asupra ideii relatiei dintre cele trei
elemente componente ale existentei lui Kahlo, un
articol din New York Times (1990) o descrie drept ,0
spanioloaica, bisexuala, invalida si artista, avand toate
caracteristicile necesare pentru a fi o adevarata figura
de cult. Chiar si Madonna este un fan”[6]. in afara
acestui statut idolatric, Kahlo a fost, de asemenea,
fetisizata si comodificata: autoportretele si fotografiile
cu ea ne privesc de pe tricouri, calendare si bijuterii,
stilul ei vestimentar fiind promovat in reviste precum
in Vogue si Elle. Kahlo sau, mai exact, ideea de Kahlo
devenise o entitate cu totul independentd, chiar
separata de arta si de realitatea vietii ei, Baddeley
sustinand ideea de fetisizare a artistei si ca ideea de
Kahlo era mai Kahlo decat artista insdsi.

Peter Schjeldahl afirma: ,Exista atat de multe
feluri prin care Kahlo iti poate trezi interesul’[7],
criticul dorind astfel sa demonteze ierarhia modurilor
cvasiacceptate de a o studia si/sau aprecia pe Kahlo.
in schimb, Schjeldahl sugereaza ci tocmai varietatea
si diversitatea perceperii insusirilor atat ale ei, cat si ale
operei sale, ii conferd o distinctie lui Kahlo. Multi critici
sunt consternati de modalitatile in care subiectul
mexican si tragedia personala au fost comodificate,[8]
[9] in vreme ce Joan Borsa este convinsa ca opera lui
Kahlo (care este in continuare comodificata la nivel
global) aduce in prim-plan, chiar perturba, o serie de
problematici relevante din punct de vedere cultural si
politic, inclusiv:,intersectia artei si a politicii, strategiile
de rezistentd, semnificatia discursului colonial si
procesul de negociere al subiectivitatii critice in
incercarea de a « deconstrui » si de a « reconstrui »
propriile istorii"[10]. Prin urmare, Borsa acorda o mare
importanta manierei in care Kahlo este inteleasa in
contemporaneitate si respinge banalizarea operei
sale, un act considerat nefiresc, avand in vedere nivelul
ridicat de notorietate al artistei in lume.

In ceea ce priveste limbajul ei, cu sorginte in
propria fiinta, Frida Kahlo era atat de paradoxala incat
intrupa o serie de calitdti si de comportamente adesea
contradictorii: forta si rezistenta in fata tragediei, a
durerii fizice si psihice continue; constiinta politica
pregnant observata atat in viata ei, cat si in lucrarile
ei; devotamentul fatd de o serie de aspecte care tin de
trecutul tarii sale, pe care le-a recontextualizat; propria
bisexualitate; relatia pasionald, dar dificila cu Rivera;

Rock of the 1930s New York, the character of Kahlo
does not speak, but only sends menacing looks,
while staying close to Rivera.

Insisting on the idea of relationship between
the three components of Kahlo's existence, an article in
the New York Times (1990) describes her as “a Spaniard,
bisexual, disabled and artist, having all the necessary
characteristics to become a true cult figure. Even
Madonna is a fan"[6]. In addition to this idolatrous status,
Kahlo was also fetishized and commaodified: self-portraits
and photos of her gaze at us from t-shirts, calendars
and jewelry and her fashion sense is being promoted
in magazines such as Vogue and Elle. Kahlo or, more
precisely, the idea of Kahlo had become a completely
independent entity, even separated from the art and the
reality of her life, Baddeley confirming Kahlo’s fetishizing
and the assumption according to which the idea of Kahlo
was more Kahlo than the artist herself.

Peter Schjeldahl states: “There are so many
ways to be interested in Frida Kahlo”[7], dismantling
the quasi-accepted hierarchy regarding the ways
of studying and/or appreciating Kahlo. Instead,
Schjeldahl suggests that it is precisely the variety and
diversity of perceptions of both herself and her work
that gives Kahlo distinction. Many critics are dismayed
by the way the Mexican subject and personal tragedy
have been commodified,[8][9] while Joan Borsa is
convinced that Kahlo’s work (which is still globally
commodified) brings into the foreground, sometimes
even disturbs, a number of culturally and politically
relevant issues, including: “the intersection of art
and politics, strategies of resistance, the significance
of colonial discourse and the negotiation of critical
subjectivity in an attempt to « deconstruct » and
« reconstruct » their own histories”[10]. Therefore,
Borsa attaches great importance to the way Kahlo
is understood in contemporaneity and rejects
the trivialization of her oeuvre, an act considered
unnatural, given her high level of notoriety around
the world.

Regarding her language, with origins in her
own being, Frida Kahlo was so paradoxical that she
embodied a series of often contradictory qualities
and behaviors: strength and endurance in the face
of tragedy, continuous physical and mental pain; the
political consciousness strongly applied both in her
life and in her works; devotion to a number of issues
related to her country’s past, issues that she has
recontextualized; her own bisexuality; her passionate
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alura ei exuberant-carismatica; ateismul ei neclintit,
pus in relatie cu maniera personala de desacralizare
a imaginii si a simbolismului religios; apoteozarea de
sine intr-o operd de arta mexicang; tristetea profunda
si disperarea, augmentate de gandirea ei laterala
si de un simt al umorului ascutit; si, nu in ultimul
rand, imaginatia creativa si inteligenta acerba care
au reusit sa produca un corp solid, unitar, extrem
de complex, care nu permite o lecturare simplista.
Opera lui Kahlo este aproape in intregime centrata pe
descrierea sinelui, fie in mod literal, fie metaforic, si se
afla in stransa legdtura, cel putin la un prim-nivel, de
suprafatd, cu viata ei.

Una dintre ideile recurente, pe care o putem
regasi in lucrarile lui Kahlo din anii 1930, este cea care
implica zborul, concept a cdrui prezentd o putem
observa prin utilizarea aripilor, atat in text, cat si in
reprezentarile ei. Avand in vedere contextul istoric,
in care majoritatea oamenilor cdlatoreau pe distante
lungi cu trenul sau cu vaporul, ea si Rivera calatoreau
cu avionul, incd din 1931. Intr-un sens metaforic, Kahlo
a continuat sa se perceapa o fiintd inaripata, iar intr-o
scrisoare din 1934, si-a exprimat dezamdgirea catre
prietenii ei, la gandul cd nu o vor vizita in Mexic:, Aripile
mele au cazut la pamant deoarece voi nu stiti ce as da
pentru a va avea aici’[11]. Avioanele si aripile sunt
metafore ale calatoriei, ele avand implicatii mult mai
profunde: ca vehicule simbolice, elemente marcante
ale dezvoltarii unui limbaj personal al lui Kahlo.

Continuand ideea zborului si oferind un
context cultural restrans pentru a o intelege, Kahlo
s-a aflat intr-o relatie intima cu trecutul mexican
si cu conventiile sale, pe care le-a imbrdcat, fiind
o intermediard intre trecut si prezent, intre mit si
realitate. Oricare ar fi nivelul de perceptie al lui Breton,
un amic de-al lui Kahlo, cu privire la roba ei cu aripi
aurite, cu fluturi, el a fost emotionat de lucrdrile artistei
pe care le-a considerat mai personale si mai profunde
decat s-ar fi asteptat. in acest sens, ideea de fluture
a suscitat un interes deosebit pentru populatia din
Mexicul antic, pentru care dualitatea si transformarea
reprezentau figuri de stil fundamentale, dupa cum
afirma Peter si Roberta Markman: ,pe tot parcursul
dezvoltarii artei mezoamericane, imaginea fluturelui
reapare”[12]. Janet Berlo descrie subiectul cu o mai
mare minutiozitate:

JFluturele este ceea ce natura a ales drept
simbol de transformare. in timpul vietii sale, se
transforma din omidd, in nimfa, in fluture: un proces
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but difficult relationship with Rivera; her exuberant-
charismaticallure; her unwavering atheism that resides
in her personal manner of desecrating the image
and the religious symbolism; her self-apotheosis as
a Mexican work of art; deep sadness and despair,
augmented by her lateral thinking and a keen sense of
humor; and, last but not least, her creative imagination
and fierce intelligence that have managed to produce
a compact, unitary, extremely complex body of work
that does not allow a simplistic lecture. Kahlo’s work is
almost entirely centered around self-depiction, either
literally or metaphorically, and is closely related, on a
very first, superficial level, to her life.

One of the recurring motifs that could be
noticed in Kahlo's works from the 1930s is the one
that involves the flight, a concept whose presence
can observed through the usage of wings, both in her
text and in her depictions. Given the historical context
in which most of people traveled long distances by
train or boat, she and Rivera traveled by plane as early
as 1931. In a metaphorical sense, Kahlo continued to
perceive herself as a winged being and, in a letter from
1934, she expressed her disappointment to her friends
at the thought of them not visiting her in Mexico: “My
wings fell down to ground, since you do not know what
| would give to have you here”. [11] Planes and wings
are metaphors of travelling, they have much deeper
implications: as symbolic vehicles, significant elements
of the personal language development that Kahlo has
employed.

Continuing the flight idea, while also providing
a brief, niched cultural context needed to understand it,
Kahlo was in an intimate relationship with the Mexican
past and with its conventions, she was wearing them
as an intermediary between the past and the present,
between myth and reality. Whatever the level of
perception Breton, a friend of Kahlo's, had on the robe
of wings gilded with butterflies he was deeply moved
by her works, which he considered more personal and
profound than he would have expected. In this sense,
the idea of butterfly aroused great interest for the
people of ancient Mexico, for whom the duality and
transformation were fundamental figures of speech,
as Peter and Roberta Markman confirm: “throughout
the development of Mesoamerican art, the image of
the butterfly reappears”[12]. Janet Berlo describes the
subject in more detail:

“The butterfly is a natural choice for a
transformational symbol. During its life it changes

de renastere, 0 moarte aparenta si o revenire la viata
sub forma unei fiinte elegante. Pentru Teotihuacan,
fluturele era cu siguranta o emblema pentru suflet, in
acelasi mod in care a fost si pentru aztecii ulteriori'[13]

Si in cazul lui Kahlo, fluturele era, in mod
evident, un fel de emblema deoarece avea un insectar
montat in partea inferioard a acoperamantului de
la pat (asemanator cu un acoperis), usor de vizionat
dintr-o pozitie confortabila, un obiect personal de
o culoare stralucitoare, datoritd aripilor in nuante
vibrante, si de un simbolism intim, care au distras-o in
perioadele lungi de imobilizare la pat. Pentru Kahlo,
ideea de fluture, precum si cele care implica alte forme
de viata cu un posibil substrat simbolic, reprezenta
un spatiu ideal in care posibilitatile de dezvoltare ale
sensului se aflau intr-o ascensiune nestavilita — de la
insectd inaripata, la suflet transcendent - ea insasi
facand parte din acesta, cu aripile ei. De cele mai multe
ori, durerea si sentimentul de eliberare se reflectd in
autoportretele lui Kahlo, fiind expuse prin intermediul
fiintelor inaripate pe care le prezinta, printre care
pasari si insecte.

Autoportretele fuseserd si ele alterate de
aceasta imagine, de melanjul dintre om si insecta,
Kahloilustrandu-sefie cuaripi,motamot, fieincluzand
insecte in creatia ei. In ceea ce priveste jurnalul ei,
aglutinarea poate fi observata in mai multe intrari,
printre care cele de la: pagina 67 (Figura 1), pagina
92 (Figura 2) si pagina 124 (Figura 3). Primul aspect
relevant al paginii 67: o reprezentare cu un inger
de gen feminin, plasat central, care pare sa poarte
o sarcind, insotit de un putto, cele doua elemente
aflandu-se in deriva intr-un spatiu nespecificat,
inconjurate de o mare de spermatozoizi. Lucrarea,
nu foarte complex conturatd, poate avea multiple
interpretari, ea expunand, intr-un mod poetic,
anumite aspecte ale vietii din care Kahlo incerca sa
evadeze, prin arta. In ceea ce priveste semnificatiile,
imaginea poate face referire la lipsa de mobilitate
pe care artista, prin pozitia asezata a personajului
principal, incearca mental sa o depdseascs,
adaugandu-si o pereche de aripi. Desenului fi putem
asocia un citat din 1953, tot din jurnalul ei (pagina
134): ,Picioare — de ce am nevoie de ele daca am aripi
care imi permit sa zbor?”[14]. Al doilea aspect de
punctat, la pagina 67, este sarcina pe care o putem
analiza in relatie cu marea de spermatozoizi din jurul
ei, cele doua elemente compozitionale ilustrand, pe
de-o parte, dorinta artistei de a fi mamg, iar pe de alta

from caterpillar to pupa wrapped in hard chrysalis,
to butterfly: a process of birth, apparent death, and
resurrection as an elegant airborne creature. To the
Teotihuacan, the butterfly surely was an emblem of
the soul as it was for the later Aztecs."[13]

In Kahlo's case alike, the butterfly was
obviously a kind of an emblem because she had
an insectarium mounted on the bottom side of
the bed top (similar to a roof), that could be easily
viewed from a comfortable position, a personal
object of a bright color due to the grace of the wings
in vibrant shades of an intimate symbolism, which
distracted her during the long periods when she was
bedridden. For Kahlo, the idea of butterfly, as well
as those involving other life forms with a possible
symbolic substratum, was an ideal space in which
the possibilities of the developing meaning were
in a boundless ascension — from winged insect to
transcendent soul - she herself being part of it, with
her own wings. Most of the time, the feeling of pain
and relief are reflected in Kahlo's self-portraits, being
depicted through winged beings, including birds
and insects.

Her self-portraits had also been touched
by this idea, by the mixture between the mankind
and the insect, Kahlo illustrating herself either with
wings, literally, either by including insects in her
creation. Regarding her diary, the agglutination may
be observed in several entries, including those on:
page 67 (Figure 1), page 92 (Figure 2) and page
124 (Figure 3). The first notable aspect of page 67: a
representation of a female gendered angel, centrally
positioned in the composition, who appears to be
bearing a child, accompanied by a putto, the two
elements drifting in an undefined space, surrounded
by a sea of spermatozoa. The not very detailed piece
may have multiple interpretations, exposing, in a
poetic manner, certain aspects of Kahlo's life from
which she tried to escape, through art. In terms
of meaning, the image may refer to her disability,
conveyed by the seated position of the main
character, condition that the artist is mentally trying
to overcome by attaching a pair of wings to herself.
We may associate this drawing with a quote from
1953, also from her diary (page 134): “Legs - why do
| need them if | have wings to fly?”[14]. The second
aspect to be pointed out on page 67 is the pregnancy
that could be interpreted in relation with the sea of
spermatozoa around her, the two compositional
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parte, incercarile ei disperate de a duce la indeplinire
acest fapt, fara succes. Pagina 92 reitereazd tema
zborului imaginativ, tot printr-un personaj angelic
caruia fi este insuflat aceeasi stare de imobilitate, prin
asocierea sa cu textul: ,Somn Somn / Somn Somn /
Somn/Somn /Adorm”[15]. A treia aparitie marcants,
cu tematica identica, din jurnalul lui Kahlo, pagina
124, aleasa pentru a fi si coperta facsimilului The Diary
of Frida Kahlo — An Intimate Self-Portrait, o infatiseaza
pe artista cu aceleasi aripi care, de aceasta data sunt
frante, in mijlocul unei formatiuni vegetale care pare
a fi in flacari. Imaginea transmite nelinistea artistei
care poate fi dedusa din dialogul pe care il poarta cu
ea insasi: ,Pleci? Nu. / ARIPI FRANTE"[16], Lowe fiind
de padrere ca reprezentarea s-ar referi la incertitutinea
lui Kahlo legata de momentul plecarii in nefiinta. Este
foarte posibil ca Frida sa fi inceput sa simta o subtila
indepdrtare a ei de ceea ce inseamna lumesc, ceea ce
i-a creat o stare de anxietate.

Transfigurarea si moartea, expuse prin
plante si animale, populeaza Edenul misterios care
o are pe Kahlo in centrul sau. Carlos Fuentes observa
elementul tragic si atemporal din viata ei, reiterand
ideea de fluture, descriind-o drept:

J..] un fluture fraqgil, sensibil si zdrobit,
care dintotdeauna si-a repetat ciclul, pornind de la
larva, la crisalida, la zana obsidiana care fsi intinde
aripile stralucitoare doar pentru a fi prinse [ca intr-
un insectar] iar si iar, uimitor de rezistenta la propria
durere, pana cand numele suferintei si al sfarsitului
suferintei devine moartea."[171]

Gandurile si gesturile suicidare ale lui Kahlo si
dependenta ei de alcool si de droguri pot fiintelese ca
un mod de aface fatd atat durerii fizice, cat si depresiei,
singuratatii si, in special, tradarii lui Rivera, existand
posibilitatea ca aceste traume sa fie construite sau
declansate de alte experiente anterioare. Este probabil
ca doar cineva care se astepta sd fie agresat sa fie atras
ea cu atata tenacitate, Rivera fiind, chiar dupa spusele
sale, adesea crud si violent, amintind de exploziile
de furie ale tatalui ei. Desi nu exista nicio indoiala a
faptului ca Frida se afla intr-o stare de suferinta, cele
doua obiceiuri ar fi putut reprezenta si un mod de a-si
pastra amintirile si secretele sexuale rusinoase in afara
constientului. Ea a scris o poezie lunga pe aceasta
tema in jurnal, un comentariu obsedant asupra
aspectelor nespuse ale vietii ei (varianta originalg, in
limba spaniol3, si varianta in limba engleza):
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elements illustrating, on the one hand, the artist’s
desire to become a mother, and on the other, her
desperate, unsuccessful attempts to accomplish this.
Page 92 reiterates the imaginative flight motif, yet
through another angelic figure that is instilled with
the same state of immobility, by its association with
the text: “Sleep Sleep / Sleep Sleep / Sleep / Sleep /
I'm falling / asleep”[15]. The third notable appearance
on the same theme in Kahlo’s diary, page 124, also
chosen to be the cover of the facsimile The Diary of
Frida Kahlo - An Intimate Self-Portrait, depicts the artist
with the same wings that, this time are broken, in the
middle of a vegetal formation that seems to be on
fire. The image conveys the artist’s anxiety that can
be deduced from the dialogue she has with herself:
“Are you leaving? No. / BROKEN WINGS"[16], Lowe’s
interpretation being that the representation might
refer to Kahlo's uncertainty about the moment of
her demise. It is very possible that Frida began to
feel a subtle alienation from the mundane, that has
generated a state of restlessness.

Transfiguration and death, depicted through
plants and animals, populate the mysterious Eden
whose center is Kahlo. Carlos Fuentes observes the
tragic and timeless element of her life, reiterating
the idea of the butterfly, describing her as:

“[...] fragile, sensitive, crushed butterfly,
spreading her brilliant wings only to be pinned
down, over and over, astoundingly resistant to her
pain, until the name of both the suffering and the
end of the suffering becomes death."[17]

Kahlo's suicidal thoughts and gestures and her
alcohol and drug addiction could be understood as a
means of dealing with the physical pain and depression,
loneliness and, in particular, with Rivera’s betrayal, as
there’s a possibility that these traumas may have been
built or triggered by other previous experiences. It is
possible that only someone who was expecting to be
aggressed would be attracted to such a psychologically-
abusive relationship and remain in it with such tenacity,
Rivera being, according to himself, often cruel and
violent, reminiscent of the outbursts of anger of her
father. Although there is no doubt that Frida was in a
state of suffering, the two habits may have been a way
to keep her shameful sexual memories and secrets out
of her consciousness. She wrote a long poem on the
subject in the diary, an obsessive commentary on the
unspeakable aspects of her life (the original version, in
Spanish, and the version in English):

,Calladamente, la pena
ruidosamente el dolor,

el veneno acumulado...
me fue dejando el amor.
Mundo extraiio ya era el mio
de silencios criminales

de alertas ojos ajenos
equivocando los males.
Oscuridad en el dia,

las noches ni las vivia.

[.]

¢laculpa la tuve yo?
Admito mi culpa grande
tan grande como el dolor
era una salida enorme

por donde pasé, mi amor.'[18]
/

,Quietly the grief

loudly the pain.

The accumulated poison
love faded away

Mine was a strange world
of criminal silences

of stranger’s watchful eyes
misreading the evil.
darkness in the daytime
[...]

Was it my fault?

| admit, my great guilt

as great as pain

it was an enormous exit
which my love went through.[19]

“Calladamente, la pena
ruidosamente el dolor,

el veneno acumulado...
me fue dejando el amor.
Mundo extrafno ya era el mio
de silencios criminales

de alertas ojos ajenos
equivocando los males.
Oscuridad en el dia,

las noches ni las vivia.

[...]

¢la culpa la tuve yo?
Admito mi culpa grande
tan grande como el dolor
era una salida enorme

por donde pasé, mi amor.’[18]
/

“Quietly the grief

loudly the pain.

The accumulated poison
love faded away

Mine was a strange world
of criminal silences

of stranger’s watchful eyes
misreading the evil.
darkness in the daytime
[...]

Was it my fault?

I admit, my great guilt

as great as pain

it was an enormous exit
which my love went through!"[19]
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Cu toate ca pasajul pare sa fie adresat lui
Rivera, Kahlo i-l adreseaza unei anumite persoane H.,
care poate face referire si la ceva impersonal, fiind
dificila o posibila identificare exactd, dar care, dupa
tonul grav al poemului, o putem considera ca fiind o
posibila figura din copildrie, un sentiment mai vechi
de durere, o iubire pierduta, o durere pe care nu o
transmite prin cuvinte sau chiar vinovatia fata de ceva
misterios. Lecturata la un alt nivel, dificultatea provine
din identificarea aspectelor care nu se verbalizeazs,
dar care se simt/se intuiesc, Evelin Torton Beck
amintind remarca lui Annie G. Rogers conform cdreia
,ceea ce este semnificat se ascunde intotdeauna in
spatele celui care semnifica’, implicind o mascare a
adevarului, desi Kahlo le nota in propriul jurnal.

Cu toate acestea, este de apreciat ca
sinceritatea cu care si-a populat jurnalul, cu ganduri
si sentimente private, caietul devenind locul ei de
refugiu, este pusa in evidenta de catre Lowe, care isi
incepe eseul introductiv astfel:

,Citirea jurnalului Fridei Kahlo este, fara indoiala,
un act de transgresiune, o actiune incdrcata inevitabil
de un element voyeuristic. Jurnalul ei este o expresie
profund privatd a sentimentelor sale si nu a fost niciodata
menit spre a fi public. Ca atare, jurnalul lui Kahlo apartine
genului « journal intime », o inregistrare privata scrisa de
o femeie pentru ea insasi.'[20]

Afirmatia ,0 inregistrare privata scrisa de o
femeie pentru ea insdsi” poate fi doar partial corecta,
deoarece nu se stie cu exactitate daca Frida scria
doar pentru sine, existand si posibilitatea ca ea sa-si
fi inregistrat gandurile si sentimentele in speranta ca,
la un moment dat, cineva le va descifra si intelege. in
acest sens, un motiv posibil ar fi cd, timp de secole,
femeile si-au stocat experientele in scrieri private,
deoarece nu exista un cadru cultural care sa le permita
sa-si exprime perspectiva intima asupra subiectului in
cauza, intr-un alt mod.

Asadar, putem considera ca trasdtura
principald de care Kahlo a dat dovada, in special
in ultima parte a vietii ei, a fost stoicismul in
diverse nuante pe care le-a dezvoltat de-a lungul
numeroaselor contexte majoritar-neplacute in care a
fost protagonista. In ciuda durerii initial doar fizice,
iar ulterior si mentale, pe care aceasta o resimtea tot
mai pregnant pe masura ce a inaintat in viata, Kahlo
a reusit sa-si pastreze intact umorul care, in urma
situatiilor prin care a trecut artista, a devenit unul
negru. Cu toate acestea, ea ramane in continuare in

184

Although the passage seems to be for Rivera,
Kahlo addresses it to a certain person H., that may
also refer to something impersonal, and thus an
exact identification is problematic but, according to
the seriousness of tone the poem displays, we could
consider it a possible childhood figure, an older
feeling of pain, a lost love, an affliction she does not
translate into words or even guilt over something
unknown. Read on another level, the difficulty arises
from identifying the aspects that are not verbalized,
but that are felt/intuited, Evelin Torton Beck recalling
Annie G. Rogers’ remark who states that “what is
signified is always « slipping » beneath the signifier’,
implying a disguise of the truth, though Kahlo wrote
them down in her own diary.

However, it is to be appreciated that the
honesty with which she populated her diary,
with private thoughts and feelings, the notebook
becoming her place of refuge, is highlighted by
Lowe, who begins her introductory essay as follows:

“Reading through Frida Kahlo's diary is
unquestionably an act of transgression, an undertaking
inevitable charged with and element of voyeurism. Her
journal is a deeply private expression of her feelings,
and was never intended to be viewed publicly. As such,
Kahlo's diary belongs to the genre of the « journal intime
», a private record written by a woman for herself'[20]

The statement “a private record written by a
woman for herself” may only be partially correct, as it
is unknown exactly whether Frida wrote it for herself
only, as there is the possibility that she recorded
her thoughts and feelings in hopes that, at a certain
point, someone will decode and understand them.
In this sense, a possible reason would be that, for
centuries, women have stored their experiences
in private writings, because there was no cultural
framework that allowed them to express their
intimate perspective on a subject in any other way.

Therefore, we can consider that the main
trait that Kahlo showcased, especially in the last
part of her life, was the stoicism that has various
nuances, developed throughout the numerous
mostly unpleasant contexts she was a protagonist
of. Despite the initial physical and later mental
anguish, which she felt more and more increasingly
as she grew older, Kahlo managed to keep her humor
intact even though, as a result of the situations the
artist went through, it became black. However, she
remains among the influential names of the artistic

randul numelor influente ale comunitatii artistice
datorita onestitatii si deschiderii sale si, nu in ultimul
rand, datorita corpului solid de lucrdri cu temd intima
care trateaza experienta umana grevata de suferinta.
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Linda-Saskia MENCZEL

Frica de Frumos

Bereaving Beauty
R e— —y

Cuvinte cheie / Frumusete, Estetica, Tematica artistica, Sacrul si
profanul, Pedagogie prin artd, Arta romaneascg;

Rezumat / Frumusetea ca parte esentiala a expresiei artistice a
disparut in mare masura din preocuparile artistului vizual, fiind
privita cu suspiciune, confundabila cu kitschul, o dulcegarie
anacronica. Daca una dintre menirile istorice ale artistului a
fost educarea publicului sau in tainele spiritualitatii, astazi
arta si-a uitat seva iudeo-crestind, declarand-o indezirabila. In
acest context, o serie de artisti autohtoni au revenit la tematica
crestina si nu se feresc de canoanele clasice ale frumusetii,
avand totodata o expresivitate contemporana inovatoare.

Artistul vizual, daca isi expune opera, devine o
voce a timpului sau, o persoana publica, intruparea unui
crez, avand un profund impact asupra mediului cultural,
fie ca este constient sau nu de acest aspect. Publicul
vede in orice artist, plastician, actor sau muzician, o
personalitate deosebita, vrednic de asezat deasupra
»muritorului de rand’, un purtator de har si de talent. Din
acesta postura, artistul devine responsabil pentru ceea
ce lanseaza in lume, pentru mostenirea pe care o lasa in
urma sa.

Artistul creator, mai mult decat artistii
interpreti, are ceva de comunicat, un mesaj catre
societate sau un crez personal pe care il apara prin
insdsi creatia sa si poate fi astfel usor confundat cu
opera pe care o creeaza. Insa dacd privim vietile
artistilor, vom observa ca artistul si opera nu sunt
identice. Genialitatea muzicala a lui Mozart nu este
reflectata de viata sa zbuciumata si haotica. Cu toate
acestea, in ochii publicului larg, artistul si mesajul sau
catre lumea contemporana lui, sunt un tot unitar.
Mai mult decat atat, plasticianul devine el insusi o
operd, viata sa putand (deveni) constitui un subiect
al atentiei publicului, acum mai mult decat oricand,

- — i

Keywords / Beauty, Aesthetics, Artistic Theme, Sacred and Profane,
Pedagogy through art, Romanian Art;

Summary / Beauty as an essential part of artistic expression
has largely disappeared from the visual artist’s concerns,
being viewed with suspicion, being confused with kitsch, an
anachronistic sweetness. If one of the historical aims of the artist
was to educate his audience in the mysteries of spirituality,
today art has forgotten its Judeo-Christian origin, declaring

it undesirable. In this context, a number of local artists have
returned to the Christian theme and do not shy away from
the classic canons of beauty, while having an innovative
contemporary expressiveness.

The visual artists, if they exhibit their work
publicly, they become a voice of their time, public
individuals, the embodiment of a creed, having a
profound impact on their cultural environment, whether
they are aware of it or not. The public sees in any type
of visual artist, actor or musician, a special personality,
worthy of being placed above the “ordinary mortal’, a
bearer of grace and talent. From this position, the artist
becomes responsible for what he launches in the world
and for the legacy he leaves behind.

The creative artist, more than the performers,
has something to communicate, a message to society
or a personal belief that he defends through his own
creation and can thus be easily confused with the
work he creates. But if we look at the lives of artists,
we will see that the artist and the artwork are not
identical. Mozart’s musical genius is not reflected in
his troubled and chaotic life. However, in the eyes of
the general public, the artist and his message to his
contemporary world are a unitary whole. Moreover,
the visual artist himself becomes his own greatest
artwork, his life becoming a subject of public
attention, now more than ever, due to his presence
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si datoritd prezentei in mediul online. incepand cu
Andy Warhol acest aspect a fost speculat de multi
artisti care au avut sau nu o opera valoroasa in sine.
Valoarea operei artistului nu mai este usor
de cuantificat in contemporaneitate. Orice exprimare
pare sa aiba valoare dupa normele actuale, poate
mai putin cele clasice. Evolutia culturalad si sociala
a omenirii a creat premisele unei alte exprimari
artistice, cu tematica si tehnica variata, in care
plasticienii au experimentat, cu noi viziuni, noi
scopuri. Poate exemplul cel mai relevant este
miscarea Dada al carei tel si expresivitate, nu mai
aveau legatura cu mostenirea iudeo-crestina a artei
batranului continent, ci a venit ca o infruntare directa
a ei. Exprimarea artistica a cunoscut placerea actului
creator ca scop in sine. Expresivitatea nu mai avea
nevoie de suportul tematic clasic; putea de acum
sa se incadreze in curentul artei pentru artd. Estetica
uratului, oglinda a omenirii decazute, a luat locul
cautarii frumusetii, oglinda a taramului celest.
Maiestria si frumusetea pe care o are arhitectura
gotica nu mai este o valoare suficientd pentru francezul
secolului al XXl-lea. Franta isi darama cu mandrie
si nepasare edificii de o frumusete rara, locasuri
reprezentative pentru o cultura crestind care a edificat
fundamentul artistic european. ,Obiceiul contemporan
al profanarii frumusetii sugereaza ca oamenii sunt la
fel de constienti ca intotdeauna de prezenta lucrurilor
sacre. Profanarea este un soi de aparare impotriva
sacrului, o tentativa de distrugere a pretentiilor acestuia.
In prezenta sacrului, vietile noastre sunt judecate si,
pentru a scapa de aceea judecatd, distrugem lucrul care
pare ca ne acuza’, spunea regretatul Roger Scruton [1].
Arta a fost si este parte integranta a cultului
tuturor religiilor, de la cele mai primitive, la religiile
abrahamice [2]. Prin muzicd, imagine sau forma
plastica, obiecte sau vesminte ornate, cultul este
innobilat cu frumusete si cu reiterarea dogmei prin
arte. Aspectul pedagogic al artei vizuale in Europa
a inceput sa dispara dupa Evul Mediu, unde arta
era pusa exclusiv in slujpa mantuirii omului prin
tematica crestina. O revenire la aspectul edificator al
artei a fost subliniata de conciliul de la Trento (1545-
1563), unde Papa Grigorie I-ul a declarat ca artistii
trebuie sa redea scenele biblice tinand cont ca ele
sunt echivalente Scripturii pentru analfabeti [3].
Clerul era indemnat sa controleze arta din spatiul
sacru pentru a se asigura ca ,predicatorii tacuti’,
adica artistii, zugravesc cu acuratete si evlavie
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in the online environment. Since Andy Warhol, this
aspect has been speculated by many artists who may
or may not have had a valuable body of work in itself.
The value of the artist’s work is no longer easy
to quantify today. Any expression seems to have value
according to the current rules, maybe less so, the
traditional ones. The cultural and social evolution of
mankind has created the premises for another artistic
expression, with various themes and techniques,
in which artists have experienced new visions, new
goals. Perhaps the most relevant example is the Dada
movement, whose purpose and expressiveness were no
longer related to the Judeo-Christian heritage of the art
of the old continent, but came as a direct confrontation
of it. Artistic expression has known the pleasure of the
creative act as an end in itself. Expressiveness no longer
needed classical thematic support; it could now fit into
the current of art for art’s sake. The aesthetics of ugliness,
the mirror of a fallen humanity, has taken the place of
the search for beauty, the mirror of the celestial realm.
The mastery and beauty of Gothic
architecture is no longer a sufficient value for the
Frenchman of the 21st century. France proudly
and carelessly demolishes buildings of rare beauty,
representative places for a Christian culture that has
built the European artistic foundation. “The current
habit of desecrating beauty suggests that people are
as aware as they ever were of the presence of sacred
things. Desecration is a kind of defense against
the sacred, an attempt to destroy its claims. In the
presence of sacred things, our lives are judged, and
to escape that judgment, we destroy the thing that
seems to accuse us’, said the late Roger Scruton [1].
Art has been and still is an integral part of the
worship in all religions, from the most primitive to
the Abrahamic religions [2]. Through music, image or
shape, ornate objects or clothing, worship is ennobled
with beauty and with the reiteration of dogma
through the arts. The pedagogical aspect of visual art
in Europe began to disappear after the Middle Ages,
where art was placed exclusively in the service of man’s
redemption through Christian themes. A return to the
edifying aspect of art was emphasized by the Council
of Trent (1545-1563), where Pope Gregory Ist declared
that artists should render biblical scenes bearing in
mind that these are equivalent to Scripture for the
illiterate [3]. The clergy were urged to control the art of
the sacred space to ensure that the “silent preachers,’
that is, the artists, accurately and reverently portray

episoadele biblice si sfintii ei [4]. Scopul pedagogic
al artei era pus pe acelasi palier cu frumusetea
exprimarii plastice.

Fra Angelico a incifrat delicata sa
Bunavestire din Cortona (fig.1) cu adanc sens
teologic, folosind inscriptii aurii pentru a ilustra
dialogul intre inger si om. Forma celor trei randuri
de text evidentiaza continutul lor: prima fraza
arcuita spre cer vesteste vizitarea duhului sfant
+Duhul Sfant Se va pogori peste tine”, a doua,
oglindit invers si de la dreapta la stanga, este
raspunsul fecioarei care accepta voia divina,
raspuns care este menit sa fie citit din Inaltime, iar
al treia fraza este directionata taios si fecund catre
pantecul ei ,puterea Celui Preainalt te va umbri”
(Lc 1:35, 38).

,Si daca ati fi intrebat care era rostul Frumusetii,
ati fi aflat ca Frumusetea este o valoare, la fel de
importanta in felul ei precum Adevarul sau Bunatatea,
si intr-adevar cu greu diferentiabila de ele. Filosofii
lluminismului vedeau Frumusetea ca pe un mod prin
care valorile permanente (perene), morale si spirituale,
capata forma senzoriald si nici un pictor, muzician sau
scriitor romantic nu ar fi negat ca Frumusetea constituie
scopul final al artei lui.; continud sa ne reaminteasca
Scruton [5]. In Istoria Frumusetii, Umberto Eco dezvolta
ideea ca in cele mai multe societati umane Frumusetea
este asociatd Binelui, Armoniei, Proportiei, Ordinii,
Echilibrului, Adevarului, Dreptatii [6]. Faptele bune
sunt numite fapte frumoase. Crearea Paradisului si
frumusetea sa pura este calificatd drept ,bund” de catre
Creatorul insusi.

Frumusetea insa decade in timp din
preocuparile plasticienilor, devenind demnd de
dispret, sinonima cu kitschul, evitata cu orice pret,
semn al amatorismului dulceag, incompatibila cu
maturitatea artistica. in Abuzul Frumusetii, Athur C.
Danto afirma ,Din proto-definitia mea, cum de altfel
in toate definitiile filosofice ale artei incepand cu anii
60, din cate stiu, lipseste orice referintd la Frumos,
ceea ce ar fi fost cu siguranta printre primele conditii
avansate de un analist conceptual la inceputul
secolului douazeci. Frumusetea a disparut nu doar din
arta avansata a anilor 60, dar si din filosofia artei din
acea decada. Nici nu ar fi putut face parte din definitia
artei deoarece este cu siguranta un neadevar ca orice
este Frumos.’[7] Jean Duvignaud merge mai departe
declarand ca: ,Da, arta a murit..” [8] referindu-se la
premisele clasice ale artelor frumoase.

the Bible episodes and its saints [4]. The pedagogical
goal of art was placed on the same level as the beauty
of visual expression.

Fra Angelico encoded his delicate Cortona
Annunciation (fig.1) with a deep theological meaning,
using golden inscriptions to illustrate the dialogue
between angel and human. The shapes of three lines
of text are written to highlight their content: the first
arched phrase toward heaven announces the visitation
of the holy spirit“ The Holy Ghost shall come upon thee”;
the second, mirrored upside down and from right to left,
is the answer of the virgin who accepts the Divine will, a
phrase which is meant to be read from Above; and the
third phrase is directed sharply and vigorously toward
her womb “the power of the Highest shall overshadow
thee” (Luke 1:35, 38).

“And if you had asked what the purpose of
Beauty was, you would have found that Beauty is a
value, as important in its way as Truth or Goodness,
and indeed hardly distinguishable from them. The
philosophers of the Enlightenment saw Beauty as a
way in which perennial moral and spiritual values take
on a sensory form, and no romantic painter, musician,
or writer would deny that Beauty is the ultimate goal
of his art." as Scruton continues to remind us [5]. In
the History of Beauty, Umberto Eco develops the idea
that in most human societies Beauty is associated
with Good, Harmony, Proportion, Order, Balance,
Truth, Justice [6]. Good deeds are called beautiful
deeds.The creation of Paradise and its pristine beauty
is qualified and “good” by the Creator himself.

But beauty downfalls over time from the
concerns of artists, becoming worthy of contempt,
synonymous with kitsch, to be avoided at all costs, a
sign of sweet amateurism, incompatible with artistic
maturity. In Abuse of Beauty, Arthur C. Danto states,
“Missing from my proto-definition, as from all the
philosophical definitions of art put forth during the
1960’s that | can recall, was any reference to beauty,
which would surely have been among the first
conditions to have been advanced by a conceptual
analyst at the turn of the twentieth century. Beauty
had disappeared not only from the advanced art
of the 1960s, but from the advanced philosophy of
art of that decade as well. Nor could it be part of the
definition of art if anything can be an artwork, since it
is certainly not true that anything is beautiful.”[7] Jean
Duvignaud goes on to say that: “Yes, art is dead .. [8]
referring to the classical premises of the fine arts.
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Cand sculptorul Anish Kapoor spune
»,Nu am nimic de zis ca artist” [9], vocea sa nu este
singulara; el reflectd suficienta jocului artistic, a
experimentului si a efectului final. Este insa in firea
omului sa caute sensuri si daca privirea catre cer
nu a mai fost satisfacatoare, arta contemporana a
simtit nevoia de a incifra opera proprie cu mesaje
telurice, de a trage semnale de alarma, de a aduce
in fata publicului teme sociale, politice, ecologice,
identitare, care au devenit prin ele insele un criteriu
al succesului. Artistul-jurnalist, artistul-anarhist,
artistul-ecologist, corect/incorect politic, implicat
social, ,woke”, speculand senzationalul, grotescul
sau socantul, si-a faurit suprematia in cultura
occidentala. Fricii de frumos i s-a addugat frica de a
avea un mesaj incorect politic, dar caruia i se permite
totusi ofensa bazei culturii europene, filonul iudeo-
crestin, pentru ca el este de acum fnainte inamicul
ideologiei societatii viitorului. Noua arta arata cu
degetul si judeca nemilos. Adesea darama fara a
propune si o solutie constructiva.

in 1974, artista Marina Abramovic creeaza un
experiment terifiant pe care il numeste Ritm 0[10]. Ea
ramane pasiva in fata oricarei interactiuni cu publicul,
punandu-le la dispozitie 72 de obiecte, de la cele
dezmierdatoare la obiecte de tortura, iar naturaumana,
libera de constrangeri, eliberata prin circumstanta
de edificiul moralei iudeo-crestine, se desfdsoara in
toata plenitudinea ei. La inceput, publicul timid se
poarta delicat, grijuliu, dar, spre finalul performance-
ului, artistei i se taie hainele cu lame de ras, este
ranita si cineva ii soarbe sangele, e aproape violats,
amenintata cu pistolul, batjocoritd. Procesul artistic
dezvaluie limpede natura umana, asa cum poate fi
ea, dezinhibatd de norme sociale, etice, spirituale.
Demersurile artistice ale Marinei Abramovic oglindesc
zeitgeist-ul - Legiune (Marcu 5:8,9 [11]). Damien Hirst
taie o vaca si un vitel in doua cu drujba, apoi pune
jumatatile in bazine transparente cu formol, si este
rasplatit cu reputatul premiu Turner [12]. Tipetele lui
Yoko Ono la MoMA in 2010 [13], sunt considerate arta
doar in spatiul galeriei; in afara ei, aceeasi manifestare
e semn de nevroza sau exhibitionism.

La polul opus, un Rembrandt e arta si in
muzeu si in afara lui. lubitorii de arta si colectionarii
se impart cu timpul in doud categorii mari: cei care
savureazad arta post-moderna si cei care considera ca
nu orice poate fi numit arta, iar distanta intre ei creste
pe masura ce plastica contemporana de avangarda

When sculptor Anish Kapoor says*“/ have nothing
to say as an artist”[9], his voice is not singular; it reflects
the sufficiency of artistic playfulness, experiment and
the final effect. However, it is within human nature to
look for meanings and if gazing up toward heavens
was no longer satisfactory, contemporary art felt the
need to encrypt its own work with earthly messages,
to sound the alarm, to bring to public view social,
political, ecological, identity issues, which have become
in themselves a criterion of success. The artist-journalist,
the artist-anarchist, the artist-ecologist, politically
correct/incorrect, socially involved, “woke’, speculating
the sensational, the grotesque or the shocking, has
supremacy in Western culture. The fear of beauty was
compounded by the fear of having an incorrect political
message, but which is still allowed to offend the basis of
European culture, the Judeo-Christian heritage, because
it is now the enemy of the ideology of the society of the
future.The new art pointsit's fingerand judges ruthlessly.
It often demolishes without proposing a constructive
solution.

In 1974, artist Marina Abramovic created
a terrifying experiment called Rhythm 0 [10]. She
remains passive in the face of any interaction with
the public, providing them with 72 objects, from
benign to torturing objects, and human nature, free
from constraints, liberated by circumstance from
the edifice of Judeo-Christian morality, unfolds in
all its cruelness. At first, the shy audience behaves
delicately, thoughtfully, but towards the end of the
performance, the artist’s clothes are cut with razor
blades, she is injured and someone sucks her blood,
she is almost raped, threatened with a gun, mocked.
The artistic process clearly reveals human nature,
as it can be, uninhibited by social, ethical, spiritual
norms. Marina Abramovic’s artistic endeavors mirror
the zeitgeist - the Legion (Mark 5: 8,9 [11]) . Damien
Hirst cuts a cow and a calf in half with a chainsaw,
then puts the halves in transparent formaldehyde
basins, and is rewarded with the famous Turner Prize
[12]. Yoko Ono's screams at MoMA in 2010 [13] are
considered art only within the gallery space; outside
of it, the same manifestation is a sign of neurosis or
exhibitionism.

On the other hand, a Rembrandt is art in
and out of the museum. Art lovers and collectors
eventually fall into two broad categories: those who
enjoy postmodern art and those who believe that
not everything can be called art, and the distance
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poate depasi orice limitari pe care cultura omeneasca
le-a atribuit artei de-a lungul istoriei.

Binomul Frumos/Bine a disparut aproape
complet din produsul artistic contemporan, fiind
limitat la o nisa restransa a,artei sacre” care a devenit
in timp desueta si privita cu suspiciune, atat de catre
artisti cat si de criticii de arta. Daca arta vizuala este
un act de marturisire publica, a face arta inspirata
din Scriptura a devenit un act de curaj. Prin expunea
publica a lucrarii, un crez personal, acel act de creatie,
devine o declaratie publicd, are o valenta pedagogica,
cu atat mai mult acum, cand mediul virtual ofera o
platforma ampla si un public global. Wassily Kandisky
subliniaza ca o lucrare de arta primeste viata proprie
de la autorul ei primind in acelasi timp si un scop
constructiv, iar valoarea sa depinde in aceeasi
masura de temeinicia reddrii estetice cat si de natura
sa spirituala [14].

De ce insa e anacronic sa produci arta
cu subiect sacramental, dar e acceptat sa ai ca
sursa de inspiratie crezul personal politic, social,
sexual, salvarea naturii, animalelor, patrimoniului,
minoritatilor, sau alte cauze de cele mai multe ori
nobile? Fardaacuzalipsa meritelorartelorcu caracter
de alerta sociald, ecologica, politica, umanitara sau
simpla expresie de sine fara sondarea filozofica a
abisurilor fiintiale, vidul lasat de tematica spiritualg,
saraceste aportul creatorilor de arta pentru lumea
debusolata in care traim. Secularizarea lumii si-a
impus sentinta peste arta inspiratd de textul biblic,
oferind insa o platforma altor surse de inspiratie
de ordin spiritual-magic, care tin de culturi straine
societdtii occidentale, si care prezinta atractia
exoticului precum si girul esteticii postmoderne.

In fata acestor tipuri de exprimare
artistica, se naste in unii artisti si iubitori de arta
o nevoie de revenire la sensuri imuabile, testate
de timp, ziditoare, sacre. Asa se explica cum
au aparut in peisajul artistic romanesc artisti,
grupuri artistice (Prolog, Noima), manifestari
culturale recurente (anualele Dialog cu sacrul),
care, mai timid sau mai curajos, isi asuma
caracterul artistului crestin. Acest curent artistic
contemporan fisi ia seva din textul Scripturii
sau din patristica, marturisind cu delicatetea
putin intalnita in spatiul cultural actual, un
crez personal, o apartenenta culturalda si
duhovniceasca, voci solitare, dar puternic
ancorate in autenticitatea proprie.

between them increases as contemporary avant-
garde art can overcome any limitations which human
culture has attributed to art throughout history.

The Beautiful/Good binomial has almost
completely disappeared from contemporary art,
being limited to a small niche of “sacred art” that
has become obsolete over time and viewed with
suspicion by both artists and art critics. If visual art
is an act of public statement, making art inspired by
Scripture has become an act of courage. Through the
public exhibition of the artwork, a personal creed,
that act of creation, becomes a public proclamation,
has a pedagogical value, even more so now, when
the virtual environment offers a wide platform and
a global audience. Wassily Kandinsky emphasizes
that a work of art gains a life from its author. while
also receiving a constructive purpose, and its value
depends as much on the soundness of the aesthetic
rendering as on its spiritual nature [14].

But why is it anachronistic to produce art with
a sacramental subject, but it is acceptable to have as a
source of inspiration the personal political, social, sexual
belief, saving nature, animals, heritage, minorities, or
other often noble causes? Without accusing the lack
of merits of the arts with a social character, ecological,
political, humanitarian alerts or simple self-expression
without the philosophical probing of existential abysses,
the void left by the spiritual theme impoverishes the
contribution of art creators to the confused world we
live in. The secularization of the world has imposed its
sentence on the art inspired by the biblical text, but
offering a platform for other sources of inspiration of
a spiritual-magical order, related to cultures foreign to
Western society, and which present the attraction of the
exotic and the endorsement of postmodern aesthetics.

In the face of these types of artistic
expression, a need arises in some artists and art
lovers to return to immutable, time-tested, edifying,
sacred meanings. This explains how some artists,
artistic groups (Prolog, Noima), recurring cultural
events (the annual Dialogue with the Sacred)
appeared in the Romanian artistic landscape,
assuming somewhat timidly or even courageously,
the character of Christian art. This contemporary
artistic current takes its vigor from the text of
Scripture or from patristic writings, declaring with a
delicacy rarely found in the current cultural space, a
personal creed, a spiritual affiliation, solitary voices,
but strongly anchored in their own authenticity.
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Faraaaveapretentiadeartd sacrd, acestiartisti
folosesc expresivitati artistice ale artei vremii, insa
cu un substrat teoretic radical diferit de majoritatea
tematicilor abordate de contemporaneitate.
Identitatea artistica a fiecarui creator este pastrata,
insd aspectul lor comun lor rezida in ancorarea
liturgica si edificatoare a temelor care le strabat
creatia. Este poate o forma de apostolat, o marturisire
a credintei, un indemn la redescoperirea valorilor
stramosesti, o pedagogie oferita cu noblete, fara
avanturi profetice, sentimente de superioritate sau
discriminari ale alteritatii.

Chiar si atunci cand ancora artei bizantine
ramane vizibila, ea este interpretatd, stilizata,
recompusa in cheie contemporand, fara a pierde
insa sensul iconografic al imaginii. Fondul auriu
folosit in mozaicuri si icoane bizantine devine la
Silviu Ordvitan element, modul, pata de lumina,
in compozitii complexe, arhetipale. Icoana devine
la Sorin Dumitrescu stilizata, grafica, expresiva.
Binecuvantdrile din lemn ale lui Simeon Cristea sunt
maini eterice care parca se ivesc dintr-un alt taram,
supraomenesc; Euharistiile diafane si sacralizate ale
lui Cozmin Movild indeamna la evlavie. Liviu Mocan,
Marian Zidaru, Delia Corban, Cristian Ungureanu,
Doina Mihailescu, si multi altii, uniti in gand la nivel
fiintial, extrem de diferiti ca expresie artistica, fac
parte din noul filon artistic al artei romanesti care a
ridicat din nou privirea sper cer.

Arta, daca ia forma marturisirii, a reverentei
fata de Creatie, este datoare sa continue menirea ei
de a educa si de a sluji Frumosul, Nobilul si Binele.
Frica de Frumos, de dragul imediatului, a socului si
a spectaculosului, a indepartat artistii contemporani
de menirea lor profetica, cand un flux creativ se asocia
cautarii spirituale. Chemarea lduntrica de a cunoaste
tainele universului nu este niciodata anacronica,
iar arta, in toate formele ei, poate, daca doreste, sa
contribuie la ghidarea umanitatii spre desavarsire.
Tot ea, arta, poate acompania omul catre nimicire,
nihilism, depresie si angoasd, ca un mars funerar care
oglindeste trdirile cortegiului. Niciodata in istorie
artistul nu a avut o asemenea expunere publica si
deci, poarta intreaga responsabilitate pentru ceea
ce disemineazad in lume. Chiar dacd o doreste sau nu,
artistul este un pedagog; opera sa educa publicul atat
prin expresia artistica cat si prin tematica abordata.
Ceea ce face si ceea ce este, conteaza, e documentat,
si contribuie la spatiul cultural digital care ii asigura

194

Without claiming to be sacred art, these
artists use artistic expressions of the art of the
time, but with a radical theoretical substratum
different from most of the themes approached
by contemporaneity. The artistic identity of each
creator is preserved, but their communality lies in
the liturgical and edifying anchor of the themes
that run through their work. It is perhaps a form of
apostolate, a confession of faith, an exhortation to
revisit ancestral values, a pedagogy offered with
nobility, without prophetic advances, feelings of
superiority or discrimination of otherness.

Evenwhen the anchorto Byzantine artremains
visible, it is interpreted, stylized, recomposed in a
contemporary key, without losing the iconographic
meaning of the image. The golden background used
in Byzantine mosaics and icons becomes in Silviu
Oravitan an element, a module, a ray of light, in
complex, archetypal compositions. The icon becomes
stylized, graphic, expressive in Sorin Dumitrescu’s work.
Simeon Cristea’s wooden blessings are ethereal hands
that seem to emerge from another higher realm; the
diaphanous and sacralized Eucharist of Cozmin Movila
urges piety. Liviu Mocan, Marian Zidaru, Delia Corban,
Cristian Ungureanu, Doina Mihailescu, Onisim Colta
and many others, united in thought at a core level,
extremely different in artistic expression, are part of
the new artistic strand of Romanian art that has lifted
its eyes to the Heavens again.

Art, if it takes the form of a statement of creed,
of reverence for Creation, is obliged to continue its
mission to educate and serve the Beautiful, the Noble
and the Good. The fear of the Beautiful, for the sake of
the immediate, the shock and the spectacular, moved
contemporary artists away from their prophetic
purpose, when a creative flow was associated with the
spiritual search. The inner call to know the mysteries
of the universe is never anachronistic, and art, in all its
forms, can, if it wishes to do so, contribute to guiding
humanity to fulfillment. Art can also accompany man
to destruction, nihilism, depression and anguish,
like a funeral march that mirrors the feelings of the
procession. Never in history has the artist had such a
public exposure and therefore bears full responsibility
for what he disseminates in the world. Whether
he wants it or not, the artist is a teacher; his work
educates the public both through artistic expression
and through the theme approached. What it does and
what it is, matters, is documented, and it contributes

nemurirea. Internetul consemneaza vocea artistului
contemporan, el poate promova decaderea lumii sau
frumusetea ei, libertatea este depling, alegerea este
individuala.

Intr-un binecuvantat cerc vicios, o tematica
sacrd, interpretata cu evlavie, indeamna creatorul
ei sa se ridice la nivelul mesajului pe care il exprima
prin vocatia sa. In acest caz, artistul isi urmeaza opera,
care prin subiect si inspiratie ii poate fi superioara;
dar si opera poate ajunge din urma artistul care tinde
spre desdvarsirea sinelui; iconarul o stie cel mai bine.
Din aceasta sinergie, artistul devine insusi opera sa
cea mai de pret, o lucrare mereu neterminata care
tinde spre desavarsire, iar atunci, Frumosul, Binele si
Nobilul se rasfrang din om in creatia sa si din creatia
sa, in lume.
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Serialismul - Metoda de Constructie a
Naratiunii in Fotografia Conceptuala

Serialism - Method of Narrative Construction in
Conceptual Photography
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Cuvinte cheie / fotografie de art3, fotografie conceptuald, fotografie
narativa, fictiune, naratiune, arta conceptuald, arta contemporang,
regie, fotografie regizata, tablou, sincretism, serialism, Duane Michals,
Mac Adams;

Rezumat / Scopul acestui articol este de a surprinde si analiza
serialismul ca metoda prin care poate fi elaborata naratiunea in
fotografia conceptuala. Existd o nisa estetica relativ ingusta in
sfera fotografiei conceptuale, cea narativa, care prin intermediul
regiei, a constructiei, si conceptuale si plastice, reuseste sa se
apropie de crearea unui univers fictional fotografic, mai uzual
acesta ar fi intalnit in cinematografia de autor sau in teatrul

de arta. Serialismul s-a manifestat ca o variatie a acestuia. De
asemenea vor fi analizate si creatiile a doi artisti fotografi care
des s-au folosit de serialism: Duane Michals si Mac Adams.

1. Introducere

In acest articol as dori sa explorez o idee
care constituie fundamentul tezei mele doctorale
si anume in ce fel naratiunea este articulata
in fotografia conceptuald prin serialism. Regia
elaboratainaceastadirectiereprezintd onisaestetica
fotografica deosebit de ofertanta si sofisticata,
conceptual si plastic. Creatori precum Jeff Wall,
Gregory Crewdson sau Philip-Lorca diCorcia (altii
vor fi prezentati in urmatoarele randuri) sunt printre
cei mai influenti artisti fotografi care, programatic,
au explorat un tip de naratiune vizuala statica.
Teoreticianul David Campany a apreciat sfarsitul
anilor '70 ca fiind un moment cheie in evolutia
ulterioara a “fotografiei narative regizate” (cum o
denumea acesta) prin aparitia unor artisti precum
Jeff Wall si Cindy Sherman, pe care ii considera ca
fiind principalii exponenti ai fotografiei narative la
nivel global [1].

in cazul acestora totul a fost construit, in
primul rand conceptual, in al doilea rand plastic.
Unii au creat scenografii inainte de a fotografia,
precum: Gregory Crewdson (mai ales in prima serie

A

Keywords / art photography, conceptual photography, narrative
photography, fiction, narration, conceptual art, contemporary art,
staging, staged photography tableaux, syncretism, serialism, Duane
Michals, Mac Adams;

Summary / The aim of this article is to synthetize and
analyze serialism as a method through which narration can
be elaborated in conceptual photography. There is a narrow
aesthetic niche in the field of conceptual photography, the
narrative type, through which directing, construction, both
conceptual and plastic, manages to approach to creating a
fictional photographic universe, more usually met in auteur
cinema or in art theatre. Serialism has manifested as a variation
of this genre. Also, there will be analyzed the creations of two
photographic artists that frequently used serialism: Duane
Michals and Mac Adams.

1. Introduction

In this article | would like to explore an idea that
constitutes the foundation of my doctoral thesis, more
precisely in what way the narration can be articulated in
conceptual photography through the use of serialism.
The elaborate staging in this direction represents an
aesthetic, photographic niche quite sophisticated and
intricate, both conceptually and visually. Creators like
Jeff Wall, Gregory Crewdson or Philip-Lorca diCorcia
(others will be presented in the following lines) are
amongst the most influential photographic artists
which, regularly, have explored a type of visual static
narration. Theorist David Campany appreciated that by
the end of the 70's a key moment has developed for
the future evolution of “narrative staged photography”
(as he called it) through the emergence of artists like
Jeff Wall and Cindy Sherman, which he considered to
be the main exponents of narrative photography at an
international level.[1]

In their cases everything was constructed,
in the first place conceptually, in the second place
plastically. Some have created scenographies
before photographing, such as: Gregory Crewdson




Natural Wonder (1992) din cariera artistica a acestuia),
Thomas Demand care a imbinat sculptura, instalatia
cu fotografia, sau Boyd Webb care mereu a creat un
spatiu teatral in fotografiile sale, cu un sim{ nuantat
al texturilor, apropiindu-se in acest proces de
suprarealism.

De asemenea Susan Bright a remarcat faptul
ca fotografia narativa se afla in stransa legatura cu
alte arte precum: cinematografia, pictura, teatrul
sau literatura. [2] Asadar este o arta sincretica. Este
una dintre putinele ipostaze ale fotografiei, ca limbaj
artistic, in care aceasta interactioneaza la modul
profund creativ cu alte arte pentru a explora noi
directii estetice in practica artistica fotografica.

Totusi exista doar o zona a fotografiei
conceptuale care exploreaza naratiunea intrucat
sunt numerosi artisti fotografi conceptuali care nu se
raporteaza la aceasta (John Hillard, sotii Becher, Andreas
Gursky sunt doar cateva dintre cele mai notabile nume
in acest sens). Cu alte cuvinte existd o arie semnificativa
a fotografiei conceptuale care este non-narativa si care
exploreaza idei sau emotii complexe si nuintamplari mai
mult sau mai putin narative.

2. Serialismul - Intre Naratiune si Plastica

Inainte de a patrunde in analiza mai aprofundata
a elaborarii fictiunilor fotografice, ar trebui nuantata
aceasta legatura estetica, destul de problematica, dintre
fotografie si naratiune, cu variatia de fictiune. Totusi
acestea par a se regasi la poli opusi. Naratiunea (care
de regula este dezvoltatd in literatura, teatru si cinema;
in artele plastice mult mai putin) exista doar in plan
temporal si in spatiul mental al imaginatiei, fizic poate
exista doar cartea sau un anume spectacol de teatry;
in schimb fotografia exista doar fizic, doar in spatiu, nu
are duratd interna concretd, intrinseca. Desigur pot fi
realizate diferite experimente cu timpul de expunere,
daca o imagine este realizata cu un timp de expunere
mai lung atunci va fi creata un soi de “iluzie” a trecerii
timpului dar acea trecere nu se va manifesta concret.
Privitorii mereu intra in contact cu un timp inghetat,
incremenit in orice fotografie, oricat de realista sau
abstracta ar fi. Exista doar o iluzie a trecerii timpului,
daca concret timpul s-ar scurge intr-o fotografie, atunci
aceasta ar deveni arta video sau film. Dar acest tip de
fotografie conceptuala reprezinta exceptia de la aceasta
reguld. Este probabil singura abordare fotografica care
se desfasoara in ambele planuri: si cel spatial si cel
temporal.
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(especially, in 1992, in his first series as an artist titled
Natural Wonder), Thomas Demand which combined
sculpture, installation and photography, or Boyd
Webb which hasalways createdinatheatrical manner,
having a nuanced approach regarding textures, and
moving closer to surrealism in the process.

Susan Bright as well commented that
narrative photography developed a close connection
with other arts such as: cinema, painting, theatre or
literature.[2] Therefore it is a syncretic art. It is one
of the few hypostases of photography, as an artistic
language, in which it interacts in a profound, creative
manner with other arts in order to explore new
aesthetic directions in photographic practice.

However there is only a reduced area in
conceptual photography which explores narration
because there is a significant number of artists that
do not take it into consideration (John Hillard, Bernd
and Hilla Becher, Andreas Gursky are only a few of
the most noteworthy names in this regard). In other
words there is a significant portion of conceptual
photography which is nonnarrative and that explores
complexideas and emotions and not fictional events.

2, Serialism - Between Narration and Visuals

Before entering the more in-depth analysis of
creating photographic fictions, it should be nuanced
this aesthetic connection, quite problematic,
between photography and narration. They appear to
be at opposite pole. The narration (which usually is
developed in literature, theatre and cinema; in plastic
arts much less) exists only in the temporal dimension
and in the mental space of the imagination, physically
there can only be a book or a particular theatre
performance; instead photography exists only
physically, only in space, it does not have an intrinsic,
internal duration. Of course there can be realized
different experiments with the exposure time, if an
image is achieved using a long exposure then it will
be created an “illusion” of the passing of time but that
will not be manifested concretely. The viewers always
interact with a frozen time in any photographicimage,
no matter how realistic or abstract may be. There is
only the illusion of passing of time, if concretely time
would pass then the photograph would becomevideo
art or film. But this type of conceptual photography
represents the exception from this rule. It is probably
the only approach in photography that exists in both
planes: the spatial one and the temporal one.
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Mai apoi, acest tip de fotografie implica o doza
semnificativa de regie, de constructie si conceptuala si
plastica. Critica fotografica Charlotte Cotton analizeaza
in urmatorii termeni acest tip de fotografie pe care il
compara cu pictura:

“Este important sa nu consideram afinitatea
fotografiei contemporane cu pictura figurativa ca un
mimesis, ca o simpla imitare; ci ca ele impadrtasesc o
intelegere profunda pentru felul in care o scena poate
fi coregrafiata pentru privitor in asa fel incat acesta sa
recunoasca faptul ca o poveste este spusa.’ (2018:48)
(4]

Atunciintrebarea este: in ce fel concret se poate
manifesta naratiunea in fotografia conceptuala? Pot fi
date doua raspunsuri in aceasta situatie: prin serialism
(pe acesta va fi plasat accentul in urmatoare analiza)
sau prin imagine singulara. Primul vizeaza o elaborare
serialistd. In acest caz existd un grup de imagini
fotografice care se leaga unele de altele, sunt intr-o
relatie de interdependenta. Pot fi citite de la stanga la
dreapta, de sus in jos sau pe orice alta directie vizuala.

Duane Michals (n. 1932) este probabil cel mai
cunoscut fotograf in acest sens. Artistul american
a ales stilistica serialismului frecvent de-a lungul
carierei sale fotografice. Acesta a fost atent si la
cuvinte, asemenea artistilor conceptuali (precum
John Baldessari), si a creat in regim hibrid, imagine —
text, multe seriiale sale. S-a apropiat chiar de metafore
si vizuale si literarpoetice. Meritda mentionate serii
precum: Paradise Regained (1968), Death Comes to
the Old Lady (1969), Things Are Queer (1973) sau Christ
in New York (1982) [5]. Desigur mai sunt si alte serii.
cAu fost alese acestea intrucat sunt printre cele mai
apreciate si influente. Toate cele anterior mentionate
au un subtext religios, o latura metaforica sau o
dimensiune simbolica explorate. De asemenea toate
sunt grupate serialist, au o logica narativa si o directie
vizuala de citire.

Spre exemplu in Paradise Regained (1968)
Michals reimagineaza cadrul mitic (chiar religios) al
primilor oameni creati, Adam si Eva, plasandu-l in
timpurile moderne, urbane, mai precis intr-o camera
de apartament, dar lasand sa se intrepatrunda cu
planul simbolic, reprezentat sub forma acelei naturi
acaparatore care ii duc pe cei doi protagonisti din
spatiul mitic (original) in cel istoric (in prezent) inspre
cel mitic, din nou, in final. Aceasta secventa filmica
aproape este structurata progresiv. Din cele sase
fotografii, grupate pe doua coloane verticale a trei
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Moreover, this type of photography implies
a significant dosage of staging, of conceptual and
plastic construction. Photographic critic Charlotte
Cotton analyzes in the following way this type of
photography which she compares with painting:

“Itis important not to think of contemporary
photography’s affinity to figurative painting as
simply one of mimicry or revivalism; instead, it
demonstrates a shared understanding of how a
scene can be choreographed and the audience
invited to pay attention to the story being told.
(2018:48) [4]

Then the question is: in what concrete
manner can narration manifest itself in conceptual
photography? There can be two answers: serialism
(the emphasis will be placed on this in the following
analysis) or singular image. The first one takes into
consideration a serialist development. In this case
there is a group of images interconnected. They can
be read from left to right, from up to down, or from
any other visual direction.

Duane Michals (n. 1932) is probably the most
influential photographer in this aspect. The American
artist chose the stylistic of serialism quite frequently
during his photographic career. He was interested in
words, just like other conceptual artists (such as John
Baldessari), and has created in a hybrid style, of image
— text, many of his series. He even approached the
poetic language of metaphors. It is worth mentioning
series like: Paradise Regained (1968), Death Comes to
the Old Lady (1969), Things Are Queer (1973) or Christ
in New York (1982) [5]. Of course, there are many other
series. These were chosen because they are amongst the
most influential and appreciated. All of the previously
mentioned have a religious subtext, a metaphorical side
and a symbolical dimension explored. Also, all of them
are grouped in a serialist manner, following a narrative
logic and having a visual reading direction.

For instance in Paradise Regained (1968)
Michals reimagines the mythical framework(even
religious) for the first humans, Adam and Eve, by
placing it in modern, urban times, more precisely in
an apartment room, but merging it with the symbolic
plane, represented by the predatory nature, which will
bring the two protagonists from a mythical space (the
point of origin) to the historical one (in the present), and
back to the mythical one, in the end.This filmic sequence
is structured progressively. From the six photographs,
grouped in two vertical columns of three images, it can
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imagini, se poate remarca ca prima din stanga sus
este prima si din punct de vedere narativ, pe cand
ultima din dreapta jos, reprezinta finalul secventei.
Se citeste ca un text, pe fiecare rand, de la stanga
la dreapta. Vizual se poate constata cum o data
cu fiecare imagine, scad elementele moderne din
spatiu, hainele se raresc, natura se dezvolta. Exista
un ritm puternic in toate aceasta progresie vizuala
pentru ca in final Adam si Eva, din spatiul unui
apartament urban simplu, ajung sa se reintoarca in
spatiul mitic originar, cel putin la nivel simbolic!

Un alt artist important din perspectiva
explorarii fictiunii sub forma serialista este Mac
Adams (n. 1943). Acesta este asemanator lui Duane
Michals intrucat mai mereu exploreaza serialismul ca
forma de organizare fotografica si a alegerii naratiunii
fotografice ca principal instrument de exprimare
artistica. Diferenta consta in tematica si atmosfera
destul de diferite. Daca la primul, exista multd poezie,
metafora, simbolism, spiritualitate, metafizica, la
Mac Adams, in schimb, exista o atmosfera sumbra,
tensionata, care surprinde momentul de dinainte sau
de dupa al unei crime (sau ambele). Este mai realist
ca estetica decat Duane Michals.

Criticul Lloyd Wise a publicatin revista Artforum
un articol despre Mac Adams in care a remarcat
urmatoarele despre fotograful conceptual britanic:

,in timp ce suntem ghidati s& urmam indiciile
lasate de criminal dar lasand cazul nerezolvat, Adams
rastoarna premiza epistemiologica a povestii
detectiviste, contracareaza ideea cd misterul va
fi rezolvat. Amana satisfactia intelesului pentru
placerea speculatiei’ (2013) [7]

Aici este dezvoltata o intepretare profunda
cu privire la potentiala miza filosofica a imaginilor
lui Adams. Acesta prin intermediul fictiunii
detectiviste ajunge la anumite emotii puternice si
primare ale psihicului uman: frica, atractie, ura etc.
Insa ambiguitatea detine un rol important in acest
context. Noi, privitorii, suntem martorii unor scene
tulburatoare fara a sti care este contextul mai larg
sau motivatia personajelor. Misterul se amplifica
cu fiecare imagine. Probabil aici s-ar putea gasi o
dimensiune poetica in creatia lui Adams.

Spre exemplu intr-un diptic precum The
Whisper (1975-1976) artistul britanic, folosindu-se de
serialism, contureaza o atmosfera apdsatoare si
misterioasd. in prima imagine poate fi observata
o femeie care pare a fi fortatd sa bea un lichid
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be noticed that the first one, from the upper left corner,
is also the first one narratively, whereas the last one,
from the latter right corner, represents the ending of this
sequence. It can be read as a text, every row from left to
right. Visually it can be observed how with every image,
the modern elements diminish, the clothes disappear,
the nature evolves. There is a powerful rhythm during
this entire visual progression so that in the end Adam
and Eve, from being inside a simple urban apartment,
they managed to return to the original mythical space,
at least at a symbolical level!

Another important artist from the perspective
of exploring fiction using a serialist form is Mac Adams
(n. 1943). He is similar to Duane Michals because quite
often he also explores serialism as aform of photographic
structure and in choosing photographic narration as the
main instrument of artistic expression. The difference
consists in different themes and atmosphere. If, in
the case of the first one, there is present much poetry,
metaphor, symbolism, spirituality, metaphysics, in
contrast, at Mac Adams, there is a tensed and bleak
atmosphere, which captures the moment before or
after a crime (or both). It is more realist, as aesthetic, than
Duane Michals.

Critic Lloyd Wise has published in Artforum
an article about Mac Adams in which he noticed the
following about the conceptual British photographer:

“In guiding us along the criminal’s trail but
leaving the case uncrackable, Adams upends the
epistemological promise of the detective story,
thwarts the idea that the mystery will be solved.
He defers the satisfaction of meaning for the
pleasure of speculation.” (2013) [7]

Here it is developed a profound
interpretation regarding the potential philosophical
aim manifested in Adams’ images. Through the use
of crime mystery fiction the artist touches primal
emotions of the human psyche: fear, attraction,
hate etc. Ambiguity holds an important role in this
context. We, the viewers, are witnessing disturbing
scenes without knowing the bigger context or the
character’s motivation. The mystery amplifies with
every image. Probably in this aspect can be found the
poetic dimension in Adams’ creation.

For example in the diptych The Whisper (1975-
1976) the British artist, using serialism, manages to
convey a tensed and mysterious atmosphere. In the
firstimage it can be observed a woman which appears
to be forced to drink a wine-like liquid (without

asemanator cu vinul (dar nu se stie precis ce anume
este) de catre un barbat dubios plasat in extremele
imaginii. Privirea femeii este absentd, pare ca
incearca sa se detaseze de tot ce este in jurul ei. in
cea de-a doua imagine a dipticului, apare in prim-
plan o talpa luminatd, sub un asternut, cu o musca
pe ea. Aceasta se poate interpreta ca fiind piciorul
cuiva care a murit. Este posibil ca femeia care a baut
acea bautura in imaginea precedenta sa fi decedat,
dar este posibil si ca barbatul sa fi murit, si femeia sa
fi fost implicata pentru ca apar cerceii ei sub cearsaf.
Datoritd acestei ambiguitati la nivel narativ si vizual,
sensul fotografiilor lui Mac Adams este dificil de
interpretat cu precizie.

3. Concluzie

Se mai pot analiza multe imagini si ale lui
Duane Michals si ale lui Mac Adams, in acest articol au
fost prezentate doar cele mai reprezentative ale lor.
Scopul afost acela de a nuanta felul in care serialismul
poate fifolosit in fotografie conceptuala si construita.
Si mai ales, analizat felul in care naratiunea se poate
dezvolta in acest tip de fotografie prin intermediul
serialismului. De obicei fotografia narativa este tratata
intr-o imagine singulard. Sunt putini fotografi care
construiesc naratiuni prin intermediul serialismului
(chiar daca serialismul este destul de prezent in
fotografia conceptuald dar are un rol mai degraba
arhivist sau de criticd a consumerismului) dar are
un rol deloc de neglijat in fotografia conceptuala
moderna si contemporana.

P o AR N o e g UL R

BIBLIOGRAFIE / REFERENCES

1. Charlotte Cotton, Photograph as Contemporary Art, Thames &
Hudson, Londra, 2018

2. David Campany, Photography and Cinema, Reaktion Books,
Londra, 2008

3. Lloyd Wise, ,Mac Adams”, din revista Art Forum (10.2013),
accesat pe site-ul: https://www.artforum.com/print/
reviews/201308/mac-adams-43132

4. Renaud Camus, Duane Michals, Pantheon Books, New York, 1958
5. Susan Bright, Art Photography Now, Thames & Hudson,
London, 2005

knowing precisely what it is) by a dubious man placed
on the extremities of the image. The woman's gaze is
absent, it appears that she tries to detach herself from
everything around her. In the second image of the
diptych, in the foreground appears a luminated foot,
under white sheet, with a fly on it. It can be seen as the
feet of someone who recently died. It is possible that
the woman who drank in the previous image could
have died in this one, but it is also possible that the
man could have died and the woman to have been
involved because her earrings appear under the bed
sheet. Because of this ambiguity both narratively and
visually, the meaning of Mac Adams’ photographs is
difficult to interpret with precision.

3. Conclusion

There can be analyzed other images from
Duane Michales and Mac Adams but in this article
only the most representative have been presented.
The purpose was to perceive in a nuanced manner
the way in which serialism can be used in conceptual
and staged photography. And especially, to analyze
the process through which narration can develop in
this type of photography through the use of serialism.
Usually, the narrative photography is treated in a
singular image. There are few photographers that
built narrative structures through the means of
serialism (even if serialism is present in conceptual
photography but has a different role, of archiving
or of critiquing consumerism) but, even so, it has
a significant role in the practice of modern and
contemporary conceptual photography
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evolutiei obiectelor de uz casnic in domeniul

designului

Technological and formal analysis of the evolution of
household objects in the field of design
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Cuvinte cheie / analiza, evolutie, design, aparat de cafea, fier de
calcat;

Rezumat / Textul de fatd are ca scop aducerea in prim plan a
evolutiei a doua dintre cele mai utilizate obiecte de uz casnic,
aparatul de cafea si fierul de cdlcat. Prin intermediul acestui
articol sunt prezentate etapele de evolutie a acestor doua
obiecte devenite din ce in ce mai indinspensabile in zilele
noastre.

Procesul de evolutie al obiectelor, ce porneste dela
primaforma aacestora, prima starein care acesteaau aparut,
este extrem de complex, aflandu-se in stransa legatura
cu evolutia societatii si cu nevoile acesteia. Un obiect este
creat pentru a satisfice anumite nevoi ale societdtii, nevoi
ce se modifica pe parcursul trecerii timpului. Pana in secolul
al XVIHea obiectele necesare satisficerii nevoilor tot mai
diverse ale societdtii erau create manual, de catre diversi
mestesugari, insa costurile de productie erau din ce in ce
mai ridicate iar rezultatul productiei era unul limitat si greu
accesibil clasei muncitoare. Astfel luand amploare ceea ce
avea sa se numeascd ,Revolutia industriala” Aceasta isi are
radacinile in Anglia, mai apoi raspandindu-se in intreaga
Europd. Unul dintre rezultatele acestei revolutii consta in
aparitia producerii in masa prin intermediul ansamblelor
mecanizate, aparitia fabricilor. Pe parcursul trecerii timpului,
producerea in masa a luat amploare, astfel ca a aparut
necesitatea unor persoane care sa efectueze pregdtiri atatin
domeniile tehnice, cat si in domeniul esteticului. Din aceasta
nevoie au aparut si primele scoli de design.

Una dintre cele mai importante scoli de arta,
design si arhitecturd, de nivel superior, ce sta la baza
domeniul de design asa cum il stim noi astazi fiind

Keywords / analyze, evolution, coffes machine, iron;

Summary / This text aims to bring to the fore the evolution
of two of the most widely used household items, the coffee
machine and the iron. This article presents the stages of
evolution of these two objects that have become increasingly
indispensable today.

The process of evolution of objects, which
starts from their first form, the first state in which they
appeared, is extremely complex, being closely related
to the evolution of society and its needs. An object is
created to meet certain needs of society, needs that
change over time. Until the seventeenth century,
the objects needed to meet the increasingly diverse
needs of society were created by hand by various
craftsmen, but production costs were higher and
higher and the result of production was limited and
difficult to access the working class. Thus spreading
what would be called the “Industrial Revolution” It
has its roots in England, then spreads throughout
Europe. One of the results of this revolution is the
emergence of mass production through mechanized
assemblies, the emergence of factories. Over the
time, mass production has grown, so there has been
a need for people with training in both technical and
aesthetic fields. It was from this need that the first
design schools emerged.

One of the most important schools of art,
design and architecture, of higher level, which
underlies thefield of design as we know it today being
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»Staatliches Bauhaus’, o scoald de origine germand
ce a fost infiintata de cdtre arhitectul si pedagogul
Walter Gropius. Aceasta scoala imbinand domeniile
tehnologice, industriale, cu domeniul artei, mestesugul
si tehnologia. Punand astfel bazele designerilor pe care
noi ii cunoastem astdzi, aducand in atentia societatii
nevoia unor astfel de persoane si oferind, la randul sau,
solutia potrivita acestei nevoi.

Obiectele se afld in stransa legdturd cu nevoile
societatii,designerul se afld in stransa legaturd cu procesul de
productie a obiectelor, astfel el este strans legat de societate
si de nevoile acesteia. Designerul fiind cel incredintat cu
sarcina de a oferii solutile potrivite unor nevoi sociale.
Termenul de design apare pentru prima data in anul 1839,
in jurnalul intitulat , The Art Union”.

Nevoile societdtii predomina procesul de
evolutie al obiectelor, nevoile se schimba, astfel conform
schimbadrilor trebuie adaptate si obiectele, iar cel caruiafi
revine aceasta datorie fiind designerul. Sa privim asupra
modului in care putem prepara cafeaua mult doritg,
indiferent de ora. Vechiul ibric necesita o atentie aparte si
un proces dificil, un pericol pentru copii si mult mai mult
timp pana la producerea cafelei baubile. Astazi, apasam
un buton si bautura noastra este gata in doar cateva
secunde, boabele de cafea fiind proaspat macinate si
laptele spumat chiarinacele secunde. Procesul de cdlcare
al hainelor constituia un loc de munca de sine statator la
prima aparitie a ceea ce numim astdzi fier de calcat. La
prima sa aparitie se numea ,Goffering Iron”si reprezenta
un obiect ce are mult prea putine caracteristici comune
cu fierul de cdlcat contemporan, usor accesibil si mult
mai usor de folosit.

Analiza tehnologica si formala asupra

evolutiei fierului de calcat

Primele metode de a indeparta cutele formate
pe haine prin procesul de spdlare a acestora s-a dezvoltat
in perioada Chinei antice. Poporul chinez obisnuia sa
indepdrteze cutele formate pe haine cu ajutorul unor
vase din metal, asemdandtoare cu ceea ce cunoastem
astazi drept tigai, inauntrul carora se aflau carbuni
incinsi. in timp ce in partea nordica a Europei se folosea
sticla, lemn sau pietre incinse pentru procesul de calcare
a hainelor. [1] Insa in Grecia antica a fost descoperitd o
noua si revolutionara, pentru acele vremuri, tehnicd de a
cdlca hainele. Aceasta consta in folosirea unui , Goffering
iron”, un cilindru din metal cu suport propriu, acest
cilindru era incintat si folosit pentru indepartarea cutelor
formate pe vesmintele grecilor din antichitate.
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“Staatliches Bauhaus’, a school of German origin that
was founded by the architect and pedagogue Walter
Gropius. This school combines the technological,
industrial, with the fields of art, craft and technology.
Thus laying the foundations of the designers we
know today, bringing to the attention of society the
need for such people and offering, in turn, the right
solution to this need.

The objects are closely related to the needs
of the society, the designer is closely related to the
production process of the objects, so the designer
is closely related to the society, to its needs. The
designer is the one entrusted with the task of offering
the right solutions to the needs of the society. The
term design first appeared in 1839 in“The Art Union”.

The needs of society predominate in the
evolution of objects, the needs change, so according
to the changes the objects must be adapted, and
the one who has this duty is the designer. Let’s look
at how we can make the much-desired coffee, no
matter what time it is. The old kettle requires special
care and a difficult process, a danger to children and
much longer until the production of drinking coffee.
Today, we press a button and our drink is ready in
just a few seconds, the coffee beans being freshly
ground and the milk foamed in those very seconds.
The process of ironing clothes was an independent
job at the first appearance of what we call today the
iron. At its first appearance it was called “Goffering
Iron” and was an object that has far too few features
in common with contemporary iron, easily accessible
and much easier to use.

Technological and formal analysis of the

evolution of the iron

The first methods of removing creases
formed on clothes by washing them were
developed in ancient China. The Chinese people
used to remove creases formed on clothes with the
help of metal pots, similar to what we know today
as pans, inside which were hot coals. While in the
northern part of Europe, glass, wood or hot stones
were used for the ironing process. [1] But in ancient
Greece, a new and revolutionary ironing technique
was discovered for those times. It consisted of the
use of a “Goffering iron”, a metal cylinder with its
own support, this cylinder was heated and used
to remove creases formed on the clothing of the
ancient Greeks.

In ceea ce priveste Europa medievals,
incepusera sa se dezvolte diverse metode pentru
procesul de calcare al hainelor, exista o anumita
diversitate de produse in functie de buget si clasa sociala
din care se facea parte. in Anglia si Tara Galilor se folosea
un obiect asemandtor ca forma cu o ciupercd, realizat
din sticld inchisa la culoare, in care se turna apa fierbinte
si cu care se indepartau cutele formate pe haine. Acestea
puteau fi fabricate chiar si din marmura sau lemn, insa
cele mai intalnite sunt cele din sticla de culoare inchisa.
Pentru clasele sociale mai inalte, pentru burghezii ce
aveau acces la spalatorii, presele pentru calcatul hainelor
reprezentau solutia perfecta. Adesea aceste prese
aveau incorporate spatii de depozitare, dulapuri sau
sertare, astfel constituind in sine o piesa de mobilier.
[2] In mare parte aceste prese erau folosite pentru
materialele mai mari, precum asternuturi, draperii, fete
de masa, iar procesul de indepartare al cutelor constituia
ridicarea placii superioare si asezarea materialului pe
placa inferioard, apoi prin intermediul unei manivele
se cobora partea superioara, cu ajutorul cdreia se
punea presiune pe material, astfel indepartand cutele.
O variantd mai accesibila a fost dezvoltata si pentru
clasele sociale de mijloc, pentru cei ce nu isi permiteau
aceste prese pentru cdlcat. Solutia era reprezentata de
calandrul din lemn, in traditiile popoarelor scandinave
si a Tarilor de jos, mirele sculpta manual un astfel de
calandru pentru viitoarea sa sotie, multe astfel de
obiecte fiind conservate si colectionate chiar si in zilele
noastre. [3] Insa evolutia calandrului nu s-a oprit doar
asupra acestor placi din lemn, sculptate manual, acesta
a evoluat, la randul sdu, intr- un obiect mecanizat format
din doua role ce prin rotatia lor constanta preseaza
materialul, astfel indepartand cutele. Tnsd in epoca
victoriang, calandrul avea mai multe roluri in gospodarie.
Pe langa indeparatarea cutelor, acesta era folsit si pentru
stoarcerea hainelor, o data cu aparitia fierului de cdlcat,
rolul de stoarcere al hainelor devenind rolul principal al
calandrului.

O alternativa mult mai practica a fost
reprezentatd de aparitia fierului de calcat, prin
designul acestui produs, procesul de finlaturare al
cutelor de pe materiale se simplificase si devenise
accesibil mai multor clase sociale. Primul model de
fier de calcat era format dintr-un corp principal din
fier si un maner imbrdcat, de cele mai multe ori, in
lemn pentru a reduce riscul arsurilor. Acesta era asezat
direct pe cuptorul incins, unde era lasat pana cand
partea inferioard a acestuia se incinta destul de mult

As far as medieval Europe was concerned,
various methods had begun to be developed for
the process of ironing clothes, there was a certain
diversity of products depending on the budget and
the social class to which it belonged. In England
and Wales, a mushroom-like object was used, made
of dark glass, in which hot water was poured and
the creases formed on clothes were removed. They
could even be made of marble or wood, but the most
common are made of dark glass. For the higher social
classes, for the bourgeois who had access to the
laundries, ironing presses were the perfect solution.
Often these presses had built-in storage spaces,
cabinets or drawers, thus constituting themselves
a piece of furniture. [2] Most of these presses were
used for larger materials, such as bedding, curtains,
tablecloths, and the process of removing creases
was to lift the top plate and place the material on the
bottom plate, then by means of a crank lower the
top, which was put under pressure on the material,
thus removing the creases. A more accessible
option has also been developed for the middle
class, for those who could not afford these ironing
presses. The solution was the wooden calender,
in the traditions of the Scandinavian peoples and
the Netherlands, the groom hand-carved such a
calender for his future wife, many such objects
being preserved and collected even today. [3] But
the evolution of the calender did not stop only on
these wooden plates, hand-carved, it evolved, in
turn, into a mechanized object consisting of two
rollers that by their constant rotation presses the
material, thus removing creases. But in the Victorian
era, the calender had more roles in the household.
In addition to removing wrinkles, it was also used
for squeezing clothes, with the advent of the iron,
the role of wringing clothes becoming the main role
of the calender.

A much more practical alternative was the
invention of the iron, through the design of this product,
the process of removing creases from materials had been
simplified and made accessible to more social classes.
The first chlothing iron model consisted of a main iron
body and a handle clad, most often, made out of wood
to reduce the risk of burns. It was placed directly on the
hot oven, where it was left until the bottom of it was
heated enough to remove the creases. The first model
of an iron consisted of a main iron body and a handle
dressed, most often, in wood to reduce the risk of burns.
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cat sa indeparteze cutele. Pentru a verifica daca este
destul de fierbinte se scuipa pe baza fierului de calcat
sau se apropria de obraz pentru a simti nivelul de
caldura degajat. [4] Insé pe cat de practic s-a dovedit
acest model de fier de calcat, avea si acesta destul
de multe defecte. Pentru a-ti putea face treaba intr-
un mod cat mai eficient era nevoie de doua astfel de

obiecte, cat timp unul se incdlzea, celalalt era folosit.
Un alt dezavantaj era procesul de intretinere, avand in
vedere ca suprafata principald, ce atingea materialele
in timpul procesului de calcare, era asezata direct
pe cuptorul incins, adesea rezidurile, funinginea,
distrugeau materialele. Datorita acestor dezavantaje,
treptat, a fost dezvoltat si patentat un alt fier de calcat,
cel incalzit pe baza de carbuni. Insa pentru a atenua
trecerea de la un model la altul, a fost inventat fierul de
calcat ce continea o placa detasabila ce se incalzea iar
mai apoi era atasata corpului principal. [5] Tn ceea ce
priveste fierul de calcat cu carbuni, partea superioara
a acestuia se ridica cu ajutorul unor balamale si se
umplea orificiul cu carbuni incinsi in prealabil. Pe
marginea inferioara existau orificii prin care aburii
emanati de cdtre carbuni puteau fii evacuati. Astfel
procesul era unul mult mai practic, tot ce aveai de facut
era sd inlocuiesti carbunii ce se racisera cu unii incinsi,
adesea se foloseau caramizi incinse in locul carbunilor
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It was placed directly on the hot oven, where it was left
until the bottom of it heated up long enough to remove
the creases. To check if it is hot enough spit on the base
of the iron or approach the cheek to feel the heat level
released. [4] But as practical as this model of iron turned
out, it also had quite a few flaws. In order to be able to
do your job in the most efficient way, two such objects
were needed, as long as one was warming up, the other
was used. Another disadvantage was the maintenance
process, given that the main surface, which touched
the materials during the ironing process, was placed
directly on the hot furnace, often the residues, soot,
destroyed the materials. Due to these disadvantages,
gradually, another iron was developed and patented,
the one heated on the basis of coals. But in order to
mitigate the transition from one model to another, the
iron was invented, which contained a removable plate
that heated and then was attached to the main body.
[5] As for the iron with coals, the upper part of it was
raised with the help of hinges and filled the hole with
hot coals beforehand. On the lower edge there were
holes through which steam emanated by coals could be
evacuated. Thus the process was a much more practical
one, all you had to do was replace the coals that had
cooled with some hot ones, often hot bricks were used
instead of coals because of the heat they emanated for a

datorita caldurii pe care acestea 0 emanau pentru o
duratd de timp mai indelungata fata de carbuni.
Societatea se afla in continua dezvoltare, astfel
ca si necesitatile sale se schimba adesea. O data cu
dezvoltarea industriilor, precum cea textila, un fier de
calcata cdruiintensitate sa poata fii reglata de utilizator
devenise o necesitate. insd pana s-a ajuns la fierul de
calcat electric, a fost patentat cel alimentat de gaz,
alcool, gazolind sau petrol lampabil, acesta aparand
pe piata la inceputul secolului al XIX-lea. Cu toate ca
acest tip de fier de calcat si-a pierdut din popularitate
la inceputul anilor 1900, o data cu aparitia modelului
electric, a continuat sa fie folosit pana dupa cel de al
doile a Razboi Mondial, fiind vandut si folosit chiar si
azi in tdrile slab dezvoltate. Printre cele mai populare
modele se enumera si cel produs de Coleman, acestia
introducand pe piata fierul de cdlcat colorat, ceea
ce le-a adus un plus fata de concurenta. Alte doua
modele populare sunt Acme si Sultana. Acest model
era alimentat prin intermediul unui rezervor atasat,
ce continea gazolina, petrol lampabil sau alcool, iar
in cazul fierului de calcat ce functiona pe baza de gaz,
prin intermediul unui sistem montat pe perete ce
distribuia gazul prin intermediul unor injectoare. [6]
Primul fier de calcat electric a fost patentat de
catre Henry W. Seeley in anul 1882, insa primul model

longer period of time than coals.

Society is constantly developing, so its
needs often change as well. With the development
of industries, such as textile, an iron whose intensity
could be regulated by the user had become a
necessity. But until the electriciron was reached, the
one powered by gas, alcohol, gasoline or lamp light
petroleum was patented, which appeared on the
market in the early nineteenth century. Although
this type of iron lost its popularity in the early 1900s,
with the advent of the electric model, it continued to
be used until after the second world war, being sold
and used even today in underdeveloped countries.
Among the most popular models is also the one
produced by Coleman, they introduce the colored
iron to the market, which brought them an addition
to the competition. Two other popular models
are Acme and Sultana. This model was powered
by means of an attached tank, which contained
gasoline, lamp-based petroleum or alcohol, and in
the case of the gas-fired iron, by means of a wall-
mounted system that distributed the gas through
injectors. [6]

The first electric iron was patented by
Henry W. Seeley in 1882, but the first functional
model to have a built-in mode of temperature
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functional ce avea incorporat un mod de a controla
temperatura a fost patentat la inceputul anilor 1920.
Fierul de calcat ce functioneaza pe baza de aburi a fost
patentat de cdtre Thomas Sears, urmand ca in anul 1926,
compania Eldec, din New York, sa lanseze prima reclama
comerciala pentru acest nou produs, care insa s-a dovedit
un real esec. Din cele doua variante de fier de calcat a fost
dezvoltata una singurd, de catre Max Solnik, in anul 1934.
Fierul de calcat electric cu aburi a inceput sa fie produs in
mod industrial cu patru ani mai tarziu, in anul 1938, de
catre compania Steam o Matic, din New York. [7]

Dinacestemodele defierde cdlcats-audezvoltat
modelele pe care noi le cunoastem si folosim astazi. Fie
ca vorbim despre statiile de calcat, despre fierul de calcat
cu camera video incorporata, ce are ca scop depistarea
texturii materialului pentru a adapta temperatura, sau
despre fierul de calcat vertical, ce la randul sdu a trecut
prin numeroase variante, cu masa de calcat incorporatd,
cu umeras incorporat sau varianta de voiaj; toate acestea
au ca stramosi fierul de cdlcat pe baza de carbuni.

in ceea ce priveste viitorul acestui obiect
de uz casnic, consider ca existd doua variante. In
cadrul primei variante, discutam despre dezvoltarea
continua a industriei textile si accesul tot mai scazut la
materialele obtinute din fibre naturale, materiale ce se
pot sifona mult mai usor, conduce treptat la disparitia
necesitatii fierului de cdlcat. Totodatd, masinile de
spalat, ce astazi au incorporate chiar si uscatoare
pentru haine sunt si ele in continua dezvoltare,
aducand pe piatd modele ce prezinta programe
special concepute pentru evitarea aparitiei cutelor
pe suprafata materialelor si pentru indepartarea celor
formate in procesul de spalare.

Cea de a doua variantd, inclind spre un
design minimalist, forme organice, practic si usor
de luat oriunde cu tine. Un fier de calcat fara fir, cu o
autonomie cat mai mare a acumulatorului, ce poate
fii incarcat printr- un sistem asemanator cu cel al
telefoanelor mobile sau periutelor de dinti electrice.
Mic si compact, putand fii luat oriunde, fie ca vorbim
de calatorii sau de o iesire in oras. Care sa incapa cu
usurinta in geanta sau rucsac si care sa indepadrteze
cutele formate de- a lungul zilei, fara a fii nevoie sa
intindem hainele pe o suprafata speciala. Acest fier de
calcat indepartand cutele de pe haine cu rapiditate
chiar si in momentele in care le purtam.
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control was patented in the early 1920s. The
steam-based iron was patented by Thomas Sears,
and in 1926, the Eldec Company, in New York,
launched the first commercial advertisement for
this new product, which, however, proved to be
a real failure. Of the two variants of ironing iron,
only one was developed, by Max Solnik, in 1934,
The steam electric iron began to be produced
industrially four years later, in 1938, by steam
company o Matic, in New York. [7]

From these models of iron have developed
the models that we know and use today. Whether we
are talking about the ironing stations, about the iron
with a built-in video camera, which aims to detect
the texture of the material to adapt the temperature,
or about the vertical iron, which in turn has gone
through numerous variants, with built-in ironing
board, with built-in hanger or travel variant; all this
has as ancestors the iron on the basis of coals.

As for the future of this household object, |
believe that there are two variants. In the first version,
we are discussing about the continuous development
of the textile industry and the decreasing access to
materials obtained from natural fibers, materials that
can be wrinkled much easier, gradually leading to
the disappearance of the need for ironing iron. At the
same time, washing machines, which today have even
incorporated clothes dryers, are also in continuous
development, bringing to the market models that
present programs specially designed to avoid the
appearance of creases on the surface of materials and to
remove those formed in the washing process.

The second variant, leans towards a
minimalist design, organic shapes, practical and easy
to take anywhere with you. A wireless iron, with as
long as possible battery life, which can be charged
through a system similar to that of mobile phones
or electric toothbrushes. Small and compact, it can
be taken anywhere, whether we are talking about
travel or a trip to the city. That fits easily in the bag
or backpack and that removes the creases formed
throughout the day, without having to stretch the
clothes on a special surface. This iron removing
creases from clothes quickly even at times when we
wear them.

Analiza tehnologica si formala asupra

evolutiei aparatelor de cafea

Aparitia aparatului de cafea a fost una
progresiva, acesta prezentand o continua dezvoltare
si inovare de-a lungul istoriei. Diverse idei, prototipuri
si modele concepute de mai multi vizionari creativi au
contribuit la obtinerea unor tipuri de aparate de cafea pe
care, cu unele imbunatatiri si modificari ale designului, le
utilizam si astazi. in functie de perioada de timp in care
au fost concepute, influente ale mediului extern dar si
a creativitatii participantilor la acest proces, ne bucuram
de o varietate de aparate de cafea, acestea folosind un
principiu de preparare diferit si prezentand un design
unic.

Am putea spune cd aparatul de cafea este o
inventie apdruta relativ recent, insa este de mentionat
faptul ca existd mecanisme si metode de preparare a
cafelei care au aparut mult mai devreme in istorie. Cel
mai vechi tip de recipient pentru prepararea cafelei
se numeste ,cezve” sau ,ibrik’, care inca este utilizat in
zilele noastre. Destul de cunoscut multora dintre noi,
acesta este un recipient mic cu maner lung, cu o buza de
turnare fiind fabricat in mod traditional din argint, alama
sau cupru [8].1n zile noastre, acestea sunt fabricate si din
otel inoxidabil, aluminiu sau chiar ceramica.

Odata cu aparitia revolutiei industriale,
procesele zilnice au devenit mai facile iar un astfel de
proces manual necesar pentru a prepara cafeaua, ar
urma sa devind din ce in ce mai nefavorabil. Prima
inventie care se aseamand unui aparat de cafea, desi
intr-o forma bruta, incipienta, a fost percolatorul creat la
inceputul anilor 1800 de catre Sir Benjamin Thompson.
Modelul de percolator de cafea propus initial de
acesta, nu mai este intalnit in ziua de astazi, obiectul
fiind obsolet. Hanson Goodrich este cel care a brevetat
percolatorul modern a carui elementele cheie prezente
in designul sau sunt reprezentate de baza larga pentru
fierbere, tubul central cu flux ascendent si cosul perforat
atasat de el [9]. Imbunatatirile ulterioare au adus foarte
putine modificari semnificative in designul general.
Percolatoarele care sunt fabricate in zilele noastre sunt
realizate din metal, mai ales aluminiu, inox si cupru.

Inventarea espressoarelor reprezintd un
moment care a revolutionat procesul de preparare al
cafelei. In cazul acestora, procesul implicd turnarea apei
fierbinti sub presiune prin cafeaua fin macinata pentru a
putea produce espresso-ul.insusi evolutia espressoarelor
este una complexa, destul de indelungata, dar care s-a
dovedit a fi un real succes pentru obtinerea unei cesti de

Technological and formal analysis of the

evolution of coffee machines

The advent of the coffee machine has been a
progressive one, presenting continuous development
and innovation throughout history. Various ideas,
prototypes, and models designed by several creative
visionaries have contributed to the production of some
types of coffee machines that, with some improvements
and design changes, we still use today. Depending
on the period of time in which they were conceived,
influences of the external environment, and also of the
creativity of the participants in this process, we enjoy
a variety of coffee machines, these using a different
brewing principle and presenting a unique design.

We could say that the coffee machine
is a relatively recent invention, but it is worth
mentioning that there are mechanisms and
methods of brewing coffee that appeared much
earlier in history. The oldest type of coffee pot
is called a “cezve” or “ibrik", which is still used
today. Quite familiar to many of us, this is a small
container with a long handle, with a pouring lip
being traditionally made of silver, brass, or copper
[8]. Nowadays, they are also made of stainless
steel, aluminum, or even ceramic.

With the advent of the industrial revolution,
day-to-day processes became easier and such a manual
process required to make coffee would become
increasingly unfavorable. The first invention that
resembled the coffee machine, albeit in its raw form,
inchoate, was the percolator created in the early 1800s by
Sir Benjamin Thompson. The model of coffee percolator
originally proposed by him is no longer found today, the
object being obsolete. Hanson Goodrich is the one who
patented the modern percolator whose key elements
present in his design are the wide base for boiling, the
central tube with ascending flow, and the perforated
basket attached to it [9]. Subsequent improvements
have brought very few significant changes to the overall
design. The percolators that are made nowadays are
made of metal, especially aluminum, stainless steel, and
copper.

Theinvention of espresso machines represents
amoment that has revolutionized the process of coffee
making. In their case, the process involves pouring hot
water under pressure through finely-ground coffee to
be able to produce espresso. The evolution of espresso
machines itself is a complex one, quite long, but which
proved to be a real success for obtaining a cup of
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cafea concentrate intr-un timp relativ scurt. Primul care
a realizat acest lucru a fost Angelo Moriondo in 1884
care ins3, a realizat doar cateva prototipuri.in 1901, Luigi
Bezzera a imbunatatit designul acestuia si I-a brevetat.
Totul a luat contur mai apoi, cand acest brevet a fost
achizitionat de producatorul Desidero Pavoni, cel care
I-a folosit pentru a produce un aparat de cafea cunoscut
sub numele de Ideale in 1905. Acesta este considerat a
fi primul espressor care a intrat in productie comerciala
[10] [img. 9]. Ulterior, au existat anumite imbunatatiri
ale espressorului Ideale de catre nume importante in
industria cafelei, precum Francisco llly si Achille Gaggia.

La inceputul secolului XX, Melitta Bentz a
inceput sa experimenteze diferite moduri in care cafeaua
ar putea fi preparatd, deoarece considera ca utilizarea
percolatorului in acest scop duce la obtinerea unei cafele
amadrui, iar in cazul espressoarelor, zatul ajungea adesea
in ceasca de cafea. Aceasta a amplasat hartie sugativa
intr-un vas de alama care prezenta orificii si a turnat
apa fierbinte prin partea de sus. Ca urmare al acestui
proces, zatul a rdmas in interiorul hartiei si nu s-a infiltrat
in bauturd, obtinand astfel primul prototip, in 1908
[11] [img.10]. Mai apoi, designul original s-a schimbat
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concentrated coffee in a relatively short time. The first
to do so was Angelo Moriondo in 1884, who made
only a few prototypes. In 1901, Luigi Bezzera improved
its design and patented it. Everything took shape later
when this patent was purchased by the manufacturer
Desidero Pavoni, who used it to produce a coffee
machine known as Ideale in 1905. It is considered to
be the first espresso machine to go into commercial
production. [10] [img. 9]. Subsequently, there were
some improvements to the Ideale espresso machine
by important names in the coffee industry, such as
Francisco llly and Achille Gaggia.

In the early twentieth century, Melitta Bentz
began experimenting with different ways in which
coffee could be brewed, as she believed that using
the percolator for this purpose would lead to bitter
coffee, and in the case of espresso machines, the
coffee grounds would often end up in the coffee cup.
She placed blotting paper in a brass bowl with holes
and poured hot water over the top. As a result of
this process, the grounds remained inside the paper
and did not seep into the beverage, thus obtaining
the first prototype in 1908 [11] [img. 10]. Later, the

radical, transformandu-se din obiectul metalic cu baza
plata intr-o piesa ceramica in forma de con, peste care
s-a asezat filtrul de hartie pliat triunghiular care ne este
cunoscut astazi.

Pana fin 1838, disponibilitatea sticlei s-a
imbunatatit si,impreuna cu aceasta, intelegerea avansata
avacuumurilor, care a pavat calea cdtre inventarea vasului
de sticla cu vid. Inventia acestora nu poate fi atribuita unei
singure persoane, deoarece la fel ca in cazul inventiilor
precedente, au existat numeroase contributii la crearea
sa. Aparatul este format din doua vase de sticla suprapuse
si interconectate. In vasul superior se adauga cafeaua,
iar in cel inferior apa. Baza ansamblului este incalzitg, iar
apa urca in vasul din partea de sus, odata cu cresterea
temperaturii. In acest fel, apa fierbinte extrage toatd
aroma din cafeaua mdcinata si apoi este trasa inapoi in
recipientul initial de vidul ramas dupa incdlzire [12]. Un
minus al acestui design ar putea fi reprezentat de faptul
ca majoritatea modelelor necesita demontarea aparatului
pentru a turna cafeaua propriu-zisa. in 1915, in Statele
Unite ale Americii, este pusa baza unui aparat de cafea
cu vid comercializat sub numele de Silex care avea sa se
bucure de o popularitate impresionantd [13] [img.11].

original design changed radically, transforming the
flat-base metal object into a cone-shaped ceramic
piece, over which was placed the triangular folded
paper filter that we know today.

By 1838, the availability of glass had improved,
and with it the understanding of vacuum, which paved
the way for the invention of the vacuum glass vessel.
This invention cannot be attributed to a single person,
because as in the case of the previous ones, there have
been numerous contributions to its creation. The device
consists of two overlapping and interconnected glass
vessels. Coffee is added to the upper vessel and water
to the lower vessel. The base of the assembly is heated
and the water rises into the vessel at the top as the
temperature rises. In this way, the hot water extracts all
the aroma from the ground coffee and is then drawn
back into the original container by the vacuum left after
heating [12]. A downside to this design could be that
most models require the appliance to be disassembled
in order to pour the actual coffee. In 1915, in the United
States, a vacuum coffee machine was marketed under
the name Silex, which would enjoy impressive popularity
[13][img 11].
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Steam evalution
Chi enjoy easy ironing

n 1941, chimistul si inventatorul german Peter
J. Schlumbohm a creat Chemex avand in vedere nu
numai simplifarea preparararii unei cafele perfecte, ci
si un design atragator al recipientului [img.12]. Pentru
designul acestuia, Schlumbohm s-a inspirat din scoala
Bauhaus [14]. Chemex este simplu atat ca forma, cat sica
functionalitate. Aldturarea a trei materiale diferite ofera
un design spectaculos. Fabricat din sticla borosilicata,
decorat cu un guler din lemn pentru a putea fi manuit
usor atunci cand sticla este calda, si infasurat cu o curea
din piele, Chemex poate fi gasit in muzeele din intreaga
lume. Acesta a fost, de asemenea, selectat de Institutul
de Tehnologie din lllinois drept unul dintre cele mai bine
concepute 100 de produse ale timpurilor moderne [15].

Mr. Coffee este introdus in 1972 de catre
antreprenorul Vincent Marotta [img.13]. Aceasta
este prima cafetiera automata cu picurare conceputa
pentru uz casnic. Aparatul functioneaza picurand
apa fierbinte printr-o hartie de filtru. Intr-o cafetiera
automata cu picurare, rezervorul este mai intai
umplut cu apa rece, care este incalzita. Fierberea face
ca aburul sa se ridice intr-un tub si sa se condenseze.
Apa condensatd se infuzeaza cu cafea si se filtreaza
in recipientul care este asezat pe o placda metalica
fierbinte pentru a mentine cafeaua caldd [16].
Folosirea plasticului a asigurat diferentierea de ceea
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In 1941, the German chemist and inventor
Peter J. Schlumbohm created Chemex with the aim
of not only simplifying the preparation of a perfect
coffee but also making an attractive design of the
container [img. 12]. For its design, Schlumbohm was
inspired by the Bauhaus school [14]. Chemexis simple
in both form and functionality. The combination of
three different materials offers a spectacular design.
Made of borosilicate glass, decorated with a wooden
collarso thatit can be easily handled when the glass is
warm and wrapped with a leather strap, Chemex can
be found in museums around the world. It has also
been selected by the lllinois Institute of Technology
as one of the 100 best-designed products of modern
times [15].

Mr. Coffee was introduced in 1972 by
entrepreneur Vincent Marotta [img.13]. This is the
first automatic drip coffee machine designed for
home use. The appliance works by dripping hot
water through a filter paper. In an automatic drip
coffee machine, the tank is first filled with cold water,
which is heated. Boiling causes the steam to rise in a
tube and condense. The condensed water is infused
with coffee and filtered into the container which is
placed on a hot metal plate to keep the coffee warm
[16]. The use of plastic ensured the differentiation
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ce era deja existent pe piata si totodata popularitatea
aparatului Mr. Coffee.

Este imposibil sa amintim despre evolutia
aparatelor de cafea fara sa mentionam producatorii de
cafea Keurig care au revolutionat procesul de preparare
al cafelei. Aparatul de cafea Keurig a fost inventat in 1992
de catre John Sylvan [17]. Acesta a conceput un produs
simplu care ar putea prepara cafea folosind o capsula de
plastic K-cup in care se afld cafeaua. Aparatul prepara
cafeaua prin strdpungerea sigiliului foliei capsulei cu o
duza depulverizare,intimp ce parteainferioara a capsulei
de plastic este strapunsa cu o duza de descarcare.
Continutul din interiorul capsulei se afld intr-un filtru de
hartie, apa calda fiind fortata sub presiune sa treaca prin
aceasta. Desi reprezinta o inovatie considerabild, acest
sistem este adesea criticat deoarece capsulele folosite
sunt greu, aproape imposibil de reciclat.

in prezent, piata este martora la o crestere rapida
a aparatelor de cafea complet automate, care ofera o
gama larga de optiuni si sunt in acelati timp eficiente.
Astfel, producatorii incerca sa tina pasul cu tehnologia
care se afla intr-o continua dezvoltare si cu preferintele
consumatorilor. Tehnologii precum Bluetooth si
conectivitatea Wi-Fi castiga popularitate, deoarece
utilizatorii pot controla aparatul de cafea prin intermediul
smartphone-urilor. Prin intermediul aplicatiilor mobile,
utilizatorii pot primi notificari si indicatii cu referire la
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from what was already on the market and also the
popularity of Mr. Coffee.

It is impossible to mention the evolution of
coffee machines without mentioning Keurig who
revolutionized the coffee brewing process. The
Keurig coffee machine was invented in 1992 by John
Sylvan [17]. He designed a simple product that could
make coffee using a K-cup plastic capsule containing
coffee. The machine prepares the coffee by piercing
the seal of the capsule foil with a spray nozzle, while
the bottom of the plastic capsule is pierced with a
discharge nozzle. The contents of the capsule are in a
paper filter, and hot water is forced under pressure to
pass through. Although a considerable innovation,
this system is often criticized because the capsules
used are difficult, almost impossible to recycle.

Nowadays, the market is witnessing a rapid
growth of fully automatic coffee machines, which
offer a wide range of options and are at the same
time effective. Thus, manufacturers are trying to
keep up with the ever-evolving technology and
consumer preferences. Technologies like Bluetooth
and Wi-Fi connectivity are gaining popularity as users
can control their coffee machine via smartphones.
Through mobile applications, users can receive
notifications and indications regarding the device
used. Keurig itself is one of the companies that

aparatul folosit. Chiar Keurig este una dintre companiile
care a lansat recent un aparat inteligent de cafea. Noul
aparat de cafea Keurig K-Supreme Plus Smart, care
foloseste tehnologia Wi-Fi, a fost lansat la sfarsitul anului
2020 fiind menit sa atraga cat mai multi clienti. Acesta
poate detecta ce capsula K-Cup este utilizata, iar astfel,
poate ajusta setarile de preparare.

De altfel, contextul pandemic in care ne aflam
este un alt factor care influenteaza evolutia lucrurilor din
toate punctele de vedere. De acest lucru a tinut cont si
Scanomat care a proiectat TopBrewer, un concept de
aparat de cafea adaptat la viitor [img.14]. TopBrewer
este conceput pentru a crea o experienta sigura pentru
utilizatori, astfel incat sa se bucure de cafea in siguranta
si de la distanta. TopBrewer este proiectat pentru uz
personal prin intermediul propriului smartphone
folosind aplicatia pusa la dispozitie. Aplicatia le permite
consumatorilor si sa personalizeze cafeaua, ceaiul sau
ciocolata calda asa cum isi doresc. Astfel, produsul care
forma unui robinet este un substitut al clasicului aparat
de cafea si prin urmare a componentelor acestuia.

Integrarea tehnologiei in aparatele electronice
de uz casnic tinde sa ramana o trasatura predominanta.
Viitorul aparatelor de cafea este unul axat pe digitalizare,
modalitati de a controla aparatul de la o oarecare
distanta dar si ideea de a ocupa cat mai putin spatiu pe
blatul de bucatarie. Acest lucru nu inseamna omiterea

recently launched a smart coffee machine. The new
Keurig K-Supreme Plus Smart coffee machine, which
uses Wi-Fi technology, was launched at the end of
2020 and is meant to attract as many customers as
possible. It can detect which K-Cup capsule is being
used and thus adjust the brewing settings.

In fact, the pandemic context in which we
find ourselves is another factor that influences the
evolution of things from all points of view. This
was also taken into account by Scanomat, which
designed TopBrewer, a coffee machine concept
adapted to the future [img. 14]. TopBrewer is
designed to create a safe user experience so you
can enjoy coffee safely and remotely. TopBrewer is
designed for personal use via your own smartphone
using the app provided. The application allows
consumers to customize coffee, tea, or hot chocolate
as they wish. Thus, the product that forms a tap
is a substitute for the classic coffee machine and
therefore its components.

The integration of technology into electronic
home appliances tends to remain a predominant
feature. The future of coffee machines is one focused
on digitization, ways to control the machine from a
distance, and the idea of taking up as little space
as possible on the kitchen counter. This does not
mean omitting some functions, but on the contrary,

217



unor functii, ci dimpotriva, reinventarea acestora intr-
un mod cat mai compact si de ce nu, integrarea altora.
Daca era in care traim celebreaza evolutia tehnologica,
atunci este desirabila utilizarea acesteia in conceptul
unui produs. De asemenea, disponibiliatea este un
lucru important avand in vedere rapidiatea cu care se
desfasoara lucrurile dar si timpul care devine din ce in
ce mai limitat. Astfel, aparatul viitorului ar putea fi unul
compact, mai mic, cu dimensiuni ingradite de limitele
functionalitatii care, de ce nu, ar putea fi transportat cu
usurinta. Acesta ar putea folosi sistemul pus la dispozitie
de Keurig cu conditia folosirii unor materiale eco-friendly
pentru realizarea capsulelor. Pentru un design futurist,
aceasta ar putea avea forma unei sfere formate din trei
zone principale: zona superioara in care se va introduce
capsula, zona intermediara care contine rezervorul cu
apa si zona inferioara, demontabila, care ar urma a fi
folosita drept cand. Aparatul ar putea fi controlat prin
intermediul unor comenzi vocale iar utilizatorul ar putea
primi la randul lui anumite notificari sau atentionari
legate de starea acestuia sau a bauturii pe care o prepara.

Produsele care se afld in jurul nostru au pornit
de la o necesitate iar timpul a lasat loc inovarii. Obiectele
se situeaza in stransa legdtura cu nevoile societdtii iar
designerul se afld in postura de a oferi solutii spre mai
bine.Chiardacasolutia prezentata nuarmaificonsiderata
inovativda in decursul anilor, important e sa avem
capacitatea de a analiza atat trecutul cat si prezentul cu
ceea ce ne este deja pus la dispozitie si sa indraznim sa
conturam viitorul. Totusi, pana cand ar trebui reinventat
un produs? Este acesta un proces perpetuu? Stagnarea
cauzata de lipsa revolutionarii unui produs poate fi mai
putin resimtita pe termen scurt, insa, tendinta fiintei
umane este de a se autodepasii si a evolua, iar climatul ar
trebui sa fie unul favorabil pentru a duce la bun sfarsit de
la activitati simple la unele complexe. Evolutia obiectelor
prezentate ne ofera o perspectiva asupra modului in
care neprevazutul si creativitatea au facut loc de fiecare
data inovarii. Fie ca va exista un progres sau un regres
acest lucru va insemna schimbare iar schimbarea este
alibiul perfect pentru crearea unor incontestabile opere
de design.
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reinventing them in the most compact way and why
not, integrating others. If the era in which we live
celebrates technological evolution, then it is desirable
to use it in the concept of a product. Availability is
also an important consideration given the speed with
which things are unfolding but also the time that is
becoming more and more limited. Thus, the device
of the future could be a compact, smaller one, with
dimensionsrestricted by the limits of functionality,and
which, why not, could be easily transported. It could
use the system provided by Keurig provided that eco-
friendly materials are used to make the capsules. For
a futuristic design, it could have the shape of a sphere
consisting of three main areas: the upper area where
the capsule will be inserted, the intermediate area
containing the water tank, and the lower, removable
area, which would be used as a cup. The device may
be controlled by voice commands and the user may
receive certain notifications or warnings about the
status of the device or the beverage it is preparing.

The products around us started from a
necessity and time has given way to innovation.
The objects are closely related to the needs of
society and the designer is in a position to offer the
solution for the better. Even if the presented solution
would not be considered innovative over the years,
it is important to have the ability to analyze both
the past and the present with what is not already
available and to dare to shape the future. However,
for how long should a product be reinvented? Is this
a perpetual process? The stagnation caused by the
lack of revolutionization of a product may be less felt
in the short term, however, the human being tends
to surpass itself and evolve, and the climate should
be favorable to lead to the successful completion
of simple to complex activities. The evolution of the
presented objects offers a perspective on how the
unexpected and creativity have always given way to
innovation. Whether there is progress or regression
this will mean change and change is the perfect alibi
for creating unquestionable works of design.
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