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Unda POPP

profesor universitar doctor
coordonator al Departamentului Moda
professor doctor

the Fashion Department coordinator

Idyllic vision — La familia

This year the National University of Arts Bu-
charest is going to be 150 years old!

The numerous materials edited on this occa-
sion evoke the artists who have learned or taught
at this prestigious institution. Among these, my
grandfather, Sabin Popp, my mother, Adina Nanu,
and my husband, Gheorghe I. Anghel, which
makes me feel really familiar here! Moreover, it
makes me understand, perhaps better than oth-
ers, that there is a flux flowing from one gen-
eration to another, from an artistic personality
to another, collecting a wide range of diversified
experience for the sake of young people.

Anyway, I am extremely honoured that this
moment finds me here as well, as a profes-
sor of the school which I graduated from some
time ago.

Ioana Avram, Paula Barbu and myself had
belonged to the first series of students attend-
ing the Fashion Department, initiated at the be-
ginning of the 70s by Leontina Mailatescu and
Adina Nanu; subsequently, we also prepared the
following generation of young professors: Venera
Arapu, Alina Griga, Liliana Turoiu and Rdzvan Va-
silescu, who we are working with today, as a very
good team. And whether those mentioned above
were only my students or Paula’s, the next series,
represented by Oana Rosca and Sergiu Chihaia,
the youngest assistants were already considered
ours, the result of some collective effort to con-
vey more and more diverse information.

Viziune idilica — La familia

Anul acesta UNAB implineste 150 de ani!

Numeroasele materiale editate cu acest prilej
vorbesc despre artistii care au invatat sau au pre-
dat in aceasta prestigioasd institutie. Printre ei
sunt bunicul meu Sabin Popp, mama mea Adina
Nanu si barbatul meu Gheorghe 1. Anghel, fapt
ce Tmi face locul acesta de-a dreptul familiar! Dar
mai ales ma determina sa inteleg, poate mai bine
decét o pot face altii, ca existd un flux care curge
de la o generatie la alta, de la o personalitate
artistica la alta, ce aduna experiente din cele mai
diverse in beneficiul celor mai tineri.

Oricum, sunt extrem de onorata cad acest
moment ma prinde si pe mine aici, ca profesor
al scolii, pe care am absolvit-o cu ceva timp
in urma.

Ioana Avram, Paula Barbu si cu mine am fa-
cut parte din primele serii de studenti ai Sectiei de
Moda, infiintata la inceputul anilor ‘70 de Leontina
Mailatescu si de Adina Nanu, si la randul nostru
am pregadtit urmatoarea generatie de tineri profe-
sori: Venera Arapu, Alina Griga, Liliana Turoiu si
Raézvan Vasilescu aldturi de care lucram astazi ca
intr-o echipa rodatd. Si dacd cei mai sus amintiti
au fost doar studentii mei sau ai Paulei urmatoa-
rea serie: Oana Rosca si Sergiu Chihaia, cei mai
tineri asistenti, sunt deja considerati ai nostri ai
tuturor, ca rod al efortului colectiv de a transmite
cat mai multe si mai diverse informatii.

Incd de acum 9 ani, cand Departamentul
Moda s-a despartit de Textile si si-a conturat un



traseu multi si interdisciplinar, cu o structura de
predare modulard, aldturi de noi, cei care am
studiat moda (dar care ne-am specializat pe di-
rectii atat de diferite), au fost cooptati si profe-
sorii Aurelia Pomponiu (absolventd a Sectiei de
Tapiserie) si Doina Lucanu (absolventa a Sectiei
de Textile de la Cluj), care au contribuit la for-
matul complex al programului nostru de invata-
mant. Apoi alti doi tineri asistenti, Matei Arna-
utu (absolvent al Departamentului de Picturd)
si Alexandru Marginean (absolvent al Sectiei de
Artd Monumentald) ni s-au aldturat si au adus
cu ei noile tehnici digitale si foto/video.

Echipa a crescut cu colaboratorii externi Doi-
na Berchind, Gheorghe Preda, Adina Cezar si Lili-
ana Ifrim — importante personalitdti ale diferitelor
domenii (artistice si tehnice), care completeaza
pregatirea studentilor de la Moda.

Catedra noastrd cuprinde profesori cu
personalitati artistice diferite, astfel incat ex-
perienta, intransigenta, dar si entuziasmul si
jocul sa fie cat mai bine dozate si administrate
grupelor de studenti.

Vreau sd cred cd toti cei implicati astazi in
pasionantul parcurs propus de departamentul
nostru se simt ,la ei acasd” la scoald, asa cum se
poate vedea si in fotografiile aniversare, si poate
peste incd 50 de ani profesorii care vor preda
aici (printre care sper sa se numere macar unul
din cei 5 nepoti ai mei) se vor poza, la fel ca noi
astazi, tot cu palariile din colectia Adinei Nanu.

P.S. Fiul meu Iosif Oprescu, lector universitar
doctor in cadrul Departamentului Design la UNAB,
propune lansarea termenului de ,,stranepotism”.

For nine years, since the Fashion Depart-
ment had separated from the Textile Depart-
ment and defined its multi- and interdiscipli-
nary orientation, focused on modular teaching,
we — those who had studied Fashion (but who
specialised so differently) — got associated with
professors Aurelia Pomponiu (who graduated
from the Tapestry Department) and Doina Lu-
canu (a graduate from the Textile Department
Cluj), who developed the complex pattern of
our educational program. Then other two young
assistants, Matei Arnautu (a graduate from the
Painting Department) and Alexandru Marginean
(a graduate from the Section of Monumental
Art) joined us and brought the new digital and
photo/video techniques with themselves.

The team was completed with some external
contributors — Doina Berchina, Gheorghe Preda,
Adina Cezar and Liliana Ifrim — important person-
alities in various artistic and technical domains,
completing the training of students attending the
Fashion Department.

Our department comprises professors ex-
pressing different personalities thus experi-
ence, relentlessness, enthusiasm and play are
well balanced and administered to the groups
of students.

I would like to believe that all those involved
in the fascinating route proposed by our depart-
ment feel themselves “like home” at school, as
one could also see in the anniversary photos, and
perhaps in 50 years from now the professors, who
are going to teach here (I hope at least one of
my 5 grandchildren), will be photographed, just
like us today, in the Adina Nanu collection hats).

In short. My son, Iosif Oprescu, dr. Lecturer
at the Design Department, the National Univer-
sity of Arts Bucharest, proposed the promotion of
a new term, “great-nepotism.”




Doina BERCHINA

jurnalist, comentator si promotor de moda

journalist, fashion commentator and promoter

Adventure

Regis Michel, who had worked in conserva-
tion at the Louvre Museum, states that at present
culture becomes familiar with a ,disneyland-iza-
tion” phenomenon and he knows very well what
he says! Thus we are not surprised to notice that
in full globalization and in times of crises, fash-
ion - which in the 80s had been hardly accepted
as art - experiences a cycle of... “manelization”,
which is not desired by anybody. More than any-
where else in the world, in our country there are
some publications which promote the luxurious
kitsch and develop questionable characters de-
fined by some notoriety gained through an ex-
cessive exposure and scandal, or a scanty and
poor cultural background.

Designers, even the professional ones, often
find themselves (and this occurs elsewhere too)
in a new context, accepting doubtful projects and
making numerous concessions to a half-erudite
yet financially potent clientele. The world of fash-
ion, as well as the media world, both more and
more interested in the idea of rating and visibility,
obtained by means of challenge and shock, pre-
fer the generalized show as a form of expression,
which is more different than the one restrained
by the rigor of stage.

That is why there are many fashion sugges-
tions which oscillate disappointingly between an
eroticism deprived of mystery and driven towards
an act suggesting porn connotations and (or) the
assumed and deliberate ugliness, seasoned with
grotesque attitudes. Add to all these the suffocating

Aventura

Regis Michel, conservator la Muzeul Luvru,
spune ca in perioada actuald cultura cunoaste
un fenomen de ,disneyland-izare” si stie bine
ce spune! Nu e de mirare deci sa observam ca
in plind globalizare si la vreme de criza, moda,
care in anii ‘80 abia incepuse a fi acceptata ca
artd, traverseazda acum o etapa, de loc dori-
ta de... ,manelizare”. Mai mult decat pe alte
meridiane, la noi, unele publicatii promoveaza
kitschul de lux si cultiva personaje discutabi-
le, cu o notorietate dobandita prin expunere
excesiva si scandal, cu un background cultural
deficitar.

Designerii, chiar si cei cu studii, se vad ade-
sea nevoiti (si asta nu numai la noi) sd accepte
proiecte indoielnice si sd faca numeroase con-
cesii unei clientele semidocte, dar potente din
punct de vedere financiar. Lumea fashion, ca
si cea media, fiind din ce in ce mai ahtiata de
rating si vizibilitate dobandite prin provocare si
soc agreeaza preferential, ca forma de exprima-
re, spectacolul generalizat, altul decat cel strunit
de rigoarea scenei.

De aceea, multe propuneri vestimentare
penduleazd descumpanitor intre un erotism
lipsit de mister si impins din ce in ce mai mult
spre o exhibare cu conotatii porno si (sau)
uratul asumat, deliberat, condimentat de ati-
tudini grotesti. Addugati la asta multitudinea
sufocantd de debuturi in Saptamanile Modei
ce se organizeaza in tot mai multe locuri pe
mapamond si nevoia de consacrare cu orice
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pret, prin gesturi si creatii care sa intrige. Un
carnaval zgomotos si foarte colorat pare sa
cucereasca rapid publicul, mai mult sau mai
putin avizat.

E un peisaj descurajant pentru unii, stimu-
lator pentru altii. Internetul face acum posibi-
Ia participarea simultand, in direct, a oricui la
prezentdrile de moda, altadata considerate eve-
nimente foarte elitiste. Mai putind eleganta si
mai mult spectacol gadsim si in imaginile oricarui
participant la un eveniment, fotografiat la pa-
noul de la intrare si devenit astfel vedeta prin
postarea pe Facebook.

In timp ce creatia vestimentara cu aspiratii
artistice inregistreaza aceste convulsii, indus-
tria modei se regrupeaza, isi externalizeaza
productia, coaguleaza mari concerne care isi per-
mit din cand in cand sa ofere maselor, la pret
accesibil, produse sub semnatura unor designeri
consacrati. In felul acesta democratizarea luxului
da roade, iar croitoria la comanda devine un lux.

Care este si care trebuie sa fie rolul scolii de
profil in acest peisaj?

Marile scoli isi diversifica si specializeaza
la maximum programa, oferind in acelasi timp
burse, stagii de practicd in ateliere renumite si
alte forme de lidership celor interesati din lu-
mea intreagad. Pregatirea nu e atat substantiald,
aplicata, pe cat e de generald, deschizatoare
de orizonturi. Vorbim de un domeniu in care
au atins celebritatea si au avut succes financiar
destui autodidacti. Asa ca invatdmantul superior
de moda, adaptat noilor circumstante, incearca
pe de o parte sa ofere instrumente de lucru si
sa formeze capabilitéti pentru integrarea relativ
usoara in toate industriile modei, si pe de altd
parte pastreaza obligatia de a forma un bagaj de
cunostinte de ordin teoretic si artistic la care se
adauga o serie de activitati cu valoare experimen-
tald menite a-i pune pe studenti si masteranzi in
contact direct cu publicul si viitorii beneficiari ai
muncii lor.

Universitatii Nationale de Arte Bucuresti
(UNAB) — Departamentul Modd, sub conducerea
profesor doctor Unda Popp lucreazd de mai multi
ani intr-o formuld noud, pe module, care da posi-
bilitatea studentilor de a se familiariza cu domenii
si metode de lucru diferite, dar toate legate de
viitoarea lor formatie si conditie profesionald. E

multitude of debuts during the Weeks of Fashion or-
ganized in more and more places in the world and
the need to become famous by all means through
gestures and creations meant to intrigue. A noisy
and very colorful carnival seems to overwhelm the
more or less competent public rapidly.

It is a context which is discouraging for some,
and stimulating for others. Nowadays the Internet
facilitates anybody’s simultaneous and direct par-
ticipation in fashion performances, once considered
very elitist events. We find less elegance and more
performance in the images of any participant, who
is photographed at the entrance pannel thus be-
coming a star when posted on the Facebook.

While the creative clothing expressing artistic
aspirations records these convulsions, the fash-
ion industry re-structures, externalizes its pro-
duction, and coagulates large chains, which can
sometimes provide the masses with some tradi-
tional brand products at an affordable price. In
this way the democratization of luxury becomes
more productive and the custom tailoring be-
comes a luxurious habit.

What is and what must be the role of such a
school in this context?

The famous schools diversify and specialize
their program to the maximum while also of-
fering scholarships, internships in well-known
studios, and other leadership forms to those in-
terested all over the world. The training is not
so substantial and applied, it is rather general,
opening new horizons. We refer to a domain
where self-educated people reached celebrity
and enjoyed a financial success. Thus the Fash-
ion higher education, adapted to new circum-
stances, tries, on one hand, to provide work
instruments and develop skills for the relatively
easy integration in all fashion industries and, on
the other hand, preserves the obligation to form
a theoretical and artistic stock of knowledge as-
sociated with a series of experimental activities
meant to directly connect the students to the
public and future beneficiaries of their work.

The National Art University, Bucharest
(UNAB) — the Fashion Department, conducted by
professor doctor Unda Popp, had worked in a new
formula, in modules, for several years, making
the students familiar with different domains and
work methods, however they are all related to

y

Doina Berchina in atelier, 2013
Doina Berchina in studio, 2013
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vorba de o deschidere de perspectiva benefica
si utild intr-o lume in schimbare, care aprecia-
za mai mult ca orice pluralismul, interdiscipli-
naritatea, policalificarea. Drumurile deschise in
fata studentilor sunt extrem de diverse, asa cum
variata si polimorfd e si lumea modei romanesti
actuale. Parcursul postuniversitar al multora
dintre absolventi va fi un slalom printre grupari
deja consolidate si o echilibristica periculoasa, in
functie de gustul si cultura publicului vizat si a
clientelei (comenzilor) obtinute.

Propunerile si stilul de lucru al fiecarui pro-
fesor nu sunt concurentiale, ci complementare.
Fiecare vine cu propria lui experienta artistica
si de viata pe care o prezinta in timpul cursului,
studentilor care ulterior vor cantdri ce din ceea
ce au aflat si experimentat in cadrul programei
li se potriveste. Mozaicul de alternative este o
oferta complexa si extrem de pretioasd, mai ales
intr-un peisaj social cu un sistem de valori atat
de bulversat ca la noi. Imitarii unui singur mo-
del sau cresterii la umbra unui singur maestru i se
opune dezvoltarea propriei personalitati creative
prin culegerea elementelor compatibile din fiecare
curs. Tocmai de aceea a fost posibila formarea in
UNAB si dezvoltarea ulterioara a unor personalitdti
atat de diferite precum: Venera Arapu, Lilia-
na Turoiu, Lena Criveanu, Wilhelmina Artz, Iris
Serban, Irina Marinescu, Adelina Ivan, Alexandra
Calafeteanu, Sandra Galan, Lana Dumitru, Ioana
Ciolacu, Alex Tunsu.

UNAB este singurul loc din tara unde studentii
au putut practic accesa, concomitent cu lansarea
sa in plan international, performing-ul de costum.
Tot aici moda e studiata printr-un rapel continuu
la istoria culturii si artei, si nu doar sub aspec-
tul tehnicilor de compunere si executare a unor
colectii vestimentare destinate vanzarii. Adica
moda este in permanenta tratatd, inteleasd si
studiata ca artd, fard a neglija insa aspectele le-
gate de toate celelalte meserii si industrii ale ei.

Criza, dar si noile tendinte Eco au impus o
noua orientare: reciclarea creativa, respectiv RE-
FASHIONED, practicat cu multd determinare in
scoala de profil de la New York. Departamentul
Moda al UNAB a fost sincron si chiar a devan-
sat aceste preocupari mondiale pentru prezerva-
rea naturii, economisirea resurselor si exersarea
creativitdtii in aceste directii.

their future education and professional condition.
It is about a beneficial and useful perspective in a
continuously changing world, which appreciates
pluralism, interdisciplinarity, multiqualification
more than anything else. The students’ opportu-
nities are extremely diverse, just like the present
Romanian fashion which is various and polymor-
phous. The postgraduate development of more
graduates is going to be a slalom among already
consolidated groups and a dangerous balancing
according to the preferences and culture of the
public and clientele.

The suggestions and work style of each profes-
sor are not concurential but complementary. Each
of them comes with his own artistic and life experi-
ence, exposed simultaneously with the course, for
the students who will analyse what they've found
and experimented. The mixture of alternatives rep-
resents a complex and extremely precious offer,
especially in a social context with such a confused
system of values. The imitation of a single model or
the development guided by a single master oppose
to the development of one’s creative personality
by collecting the compatible elements from each
course. This stimulated the development of the Na-
tional University of Arts, Bucharest, and the subse-
quent development of different personalities such
as Venera Arapu, Liliana Turoiu, Lena Criveanu,
Wilhelmina Artz, Iris Serban, Irina Marinescu, Ade-
lina Ivan, Alexandra Calafeteanu, Sandra Galan,
Lana Dumitru, Ioana Ciolacu, Alex Tunsu.

UNAB is the only place in the country where
the students could practically access the costume
performing simultaneously with its international
promotion. This is also the place where fash-
ion is studied through a continous rappel to the
history of culture and art not only through the
techniques used in the composition and execu-
tion of some fashion collections meant for sale.
Fashion is permanently approached, understood
and studied as art, without ignoring the aspects
connected to all the other jobs and industries.

Crisis, as well as the new Eco tendencies, im-
posed a new orientation: the creative recycling,
respectively REFASHIONED, highly practised at
the New York school. The Fashion Department
of the National University of Arts Bucharest was
synchronous and even outran these global pre-
occupations for the preservation of nature, the

saving of resources and the practice of creativity
in these areas.

Just like woodwork or tinsmithing or even
small sculpturing are not similar to the object de-
sign, the clothing design does not mean tailoring,
luxurious or not. There are many people in Roma-
nia who make this confusion. It certainly means
conception, projection and the careful supervision
of the execution. The fashion designer means a
lot more than those present at the very begin-
ning, only few of them will enjoy their financial
success or celebrity, and this no longer depends
on school. The implication of young students in
different types of experiments, their engagement
in new projects, their connection with new ideas
considered from various perspectives, or the ex-
perimentation of some concrete situations related
to their future profession represent a new type of
education and a modern form of training.

And whether the clothing design represents
a conception or projection, contemporary fash-
ion represents a particular MESSAGE. In order to
obtain, formulate and transmit it, we need some
previous cultural acquisitions, and to facilitate its
decoding by the public we need some visual edu-
cation and something more. School cannot offer
talent to its students, only the tools needed to
subsequently chasten and improve.

It is the crisis, but also a circle of other fac-
tors which will contribute, in the very close fu-
ture, to the replacement of the classical live fash-
ion parades with fashion video-clips, a distinct
artistic genre, which emphasizes fashion by us-
ing another type of language. The theatrical one
is replaced with the cinematographic and digital
one. Visionary again, the University of Arts has
already got a little archive of such productions;
some of these collective, others BA works, certi-
fying a considerable and brave pioneerdom.

In the society of consumption, the artist is
considered a “service provider” and he is treated
like one. Consecration and notoriety come later
and harder... or never. However, this must not
cast one down. The graduate of this faculty
will keep working, according to the context, for
townsfolk, politicians, cocottes, bourgeois land-
lords, parvenus, fine intellectuals, hipsters, cler-
ics, provincial people, corporatists, or members
of the Royal House. Buonarroti was also a tailor-

Asa cum tamplaria sau tinichigeria, sau chiar
sculptura micd nu sunt totuna cu designul de
obiect asa nici designul vestimentar nu e doar cro-
itorie, fie ea si de lux. Multi in Romania fac aceasta
confuzie. Design inseamnd conceptie, proiectare
si supravegherea atentd a executiei. Creator de
moda inseamna mult mai mult si din cei aliniati
la start doar cativa vor avea succes financiar sau
celebritate, si asta nu mai depinde de scoald. Ex-
punerea tinerilor studiosi in timpul procesului de
invatamant la diferite tipuri de experimente, an-
trenarea lor in proiecte inedite, punerea in con-
tact cu idei noi privite din diferite perspective, sau
exersarea unor situatii concrete in care profesia
aleasa i va putea pune in viitor reprezintd un tip
nou de educatie si o formd moderna de pregatire.

Si daca designul vestimentar inseamna
conceptie, proiectare, moda contemporana in-
seamna mai ales MESAJ. Pentru a-l obtine, for-
mula si transmite e nevoie in prealabil de multe
achizitii culturale, iar pentru a face posibila desci-
frarea lui de catre public mai e nevoie de educatie
vizuald si nu numai. Scoala nu poate oferi talent
absolventilor, ci doar instrumentele necesare ci-
zeldrii si valorificarii lui ulterioare.

Tot criza, dar poate si alti factori vor contribui
in viitorul foarte apropiat la inlocuirea clasicelor
prezentdri de moda live cu videoclipuri fashion,
gen artistic distinct, care poate pune in valoa-
re creatiile vestimentare, folosind un alt tip de
limbaj. Este inlocuit cel teatral, al podiumului, cu
cel cinematografic si cel digital. Din nou vizionar,
colectivul UNAB are deja o micd arhiva de astfel
de productii, unele creatii colective, altele lucrari
de Licentd, care vor sta marturie unui apreciabil
si indraznet pionierat.

In societatea de consum artistul e considerat
un ,prestator de servicii” si tratat ca atare. Con-
sacrarea, notorietatea vin mai tarziu si mai greu...
uneori niciodata. Asta insa nu trebuie sd descu-
rajeze. Absolventul de la Arte va lucra, dupa caz,
pentru targoveti, politicieni, cocote, burghezi,
parveniti, intelectuali fini, hipst-eri, clerici, pro-
vinciali, corporatisti, sau membri ai Casei Regale.
Si Buonarroti a lucrat la comanda! Nu asta e pro-
blema! Pana la urma nu intereseaza pentru cine
lucrezi si uneori nici macar in ce conditii. Contea-
za doar daca ceea ce faci este operd, eventual
capodopera.
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Scurta istorie personala

Pe Adina Nanu o citeam inainte de 1989.
Trebuie precizat cd pe atunci cititul era in
trend. Toatd lumea citea! Procedand asa (cu
respect adica fatd de valorile anterioare) puteai
afla, si mai ales intelege, foarte multe. Intre
altele si cd descoperirea oricarui nou dome-
niu de activitate poate fi o aventura plind de
satisfactii. Pentru mine, absolvent de filozofie,
aceasta a fost moda, scena si culisele ei. Pe
Unda Popp am invitat-o, impreuna cu studentii
cu care lucra atunci, la Magia Modei in 1999,
fard sa stiu in momentul respectiv ca este fii-
ca Adinei. Asa i-am cunoscut pe studentii Alina
Griga si Razvan Vasilescu, azi lectori la UNAB,
Departamentul Moda. Spectacolul televizat de
la Cazino Victoria a fost unul de referintd pen-
tru o antologie a modei romanesti. Apoi, doam-
na Nanu m-a onorat cu prezenta si sustinerea
la lansarea micului meu Dictionar Subiectiv de
Moda, aparut la editura Nemira.

Venera Arapu si Liliana Turoiu au fost la ran-
dul lor tineri designeri promovati la Magia Modei
si la Radiofashion.

Profesoarele Paula Barbu si Ioana Avram fu-
sesera deja de mai multe ori invitatele mele la
radio, pentru rezultatele activitatii lor in domeniu.
Aurelia Pomponiu a participat cu creatiile sale la
FEM-FEST, eveniment complex dedicat femeilor,
desfasurat tot la Sala Radio.

Pe Doina Lucanu, Sergiu Chihaia, Oana
Rosca, Alex Mdrginean, Matei Arndutu, Gicd
Preda si Liliana Ifrim i-am cunoscut mai téarziu,
cand am raspuns invitatiei de a sustine la UNAB
un curs de Strategii de imagine si comunicare
in Moda.

Despre studentii mei: Lana Dumitru, Ioana
Ciolacu, Stefana Maior, Alex Tunsu am stiut inca
de la primele ore de curs ca vor avea ceva de
spus in meseria aleasa.

La UNAB - Departamentul Modd exista
o echipd bine construitd, calita in timp, ro-
datd n evenimente extrascolare in folosul
comunitatii. O echipa care isi face cu discretie
si constiinciozitate treaba, ignorénd elegant
adversitatile de conjunctura, dar si dificultatile

made! That is not a problem! Finally, it does not
really matter who you work for and sometimes
the circumstances do not matter either. It is only
the work, perhaps a masterpiece, that matters.

Brief personal history

I used to read Adina Nanu before 1989. I
must say that back then reading was trendy.
Everybody was reading! If you read (showing
respect for the previous values) you could learn
and understand much more. Among other things,
that the discovery of a new domain of activity
could be an adventure full of satisfaction. For
me, a philosophy graduate, this was represented
by fashion, the stage and its coulisses. I invited
Unda Popp, together with her students, to the
Magic of Fashion in 1999, without knowing that
she was Adina’s daughter. This was the way I met
students Alina Griga and Razvan Vasilescu, today
lecturers at the University of Arts, the Fashion
Department. The TV show from “Cazino Victoria”
was an outstanding example in the anthology of
Romanian fashion. Then, Mrs. Nanu honoured me
with her presence and support when I launched
my little subjective fashion dictionary published
at Nemira Publishing House.

Venera Arapu and Liliana Turoiu were also
young designers promoted at the Magic of Fash-
ion and Radiofashion.

Professors Paula Barbu and Ioana Avram
had already been my invited guests at the radio
centre given their activity in the domain. Aurelia
Pomponiu participated with her creation in FEM-
FEST, a complex event dedicated to women, also
presented at the Radio Room.

I met Doina Lucanu, Sergiu Chihaia, Oana
Rosca, Alex Marginean, Matei Arndutu, Gica Pre-
da and Liliana Ifrim later, when I confirmed their
invitation to teach a course of Image and com-
munication strategies in fashion at the UNAB.

About my students: Lana Dumitru, Ioana Ciol-
acu, Stefana Maior, Alex Tunsu, from my first class-
es I was aware they were going to have a strong
word to say in the profession they have chosen.

Cu Venera Arapu si Liliana Turoiu, 2013
With Venera Arapu and Liliana Turoiu, 2013

At UNAB - the Fashion Department there is a
well constructed team, strengthened in time and
“polished” in extracurricular events to artistically
support the community. One which keeps working
dilligently and discretely, ignoring the adversity but
also the emerging difficulties in an elegant way.
With few material means, these people realized a
lot of performances noticed by some and exploit-
ed by others... difficult to ignore especially by real
professionals. Our students, who benefited from
scholarships abroad, like the foreign students,
who came to visit, appreciated the efforts made to
convey more useful things to those engaged in the
difficult way of a performing creator.

Mrs. Adina Cezar, an internationally known
choreographer, has also joined the team, and she
will take part in the accomplishment of some in-
teresting experiments. The 150th anniversary of
the art school finds those belonging to the Cloth-
ing Design Department ready to achieve spec-
tacular performances.

care inerent apar pe traseu. Cu mijloace mate-
riale putine, cei de aici au reusit performanta
unor realizdri remarcate de unii, exploatate
de altii, greu de trecut cu vederea insa, mai
ales pentru cunoscatori si profesionisti reali.
Studentii nostri care au beneficiat de burse in
straindtate, ca si studentii strdini veniti in vi-
zitd au apreciat eforturile care se fac pentru
a transmite cat mai multe lucruri utile celor
angajati in dificilul drum al devenirii unui crea-
tor performant.

Acum, acestei echipe i s-a aldturat si
doamna Adina Cezar, coregraf cu experienta
internationald, care va participa la concretizarea
unor experimente interesante. Aniversarea celor
150 de ani de existenta a scolii de arte ii gaseste
pe cei de la Design Vestimentar pregatiti pentru
noi realizari spectaculoase.
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EMI

Centrul de cercetare Eveniment Moda Ima-
gine (EMI) este inca o initiativd interesantd a
Departamentului Moda — Design Vestimentar. In
cadrul acestuia au fost initiate cursuri pentru cei
din afara scolii, preocupati de universul fashion.

Programa EMI reprezintd varianta simplifica-
ta si condensata a cursurilor care se desfasoara
pe parcursul unui an universitar in Departamen-
tul Moda al UNAB.

Aceste cursuri sunt urrqétoarele:

ROLUL COSTUMULUI IN EXPRESIVIZAREA
CORPULUI UMAN

Coordonator: prof. univ. dr. Unda Popp

Cursul are in vedere toate genurile artis-
tice In care trupul uman a devenit semn plas-
tic in elaborarea compozitiei generale. Dupa
0 scurtd introducere in artele spectacolului,
cu accentul pus pe manifestdrile artistice ne-
conventionale, se vor face exercitii de citire a
infdtisarii umane.

Vor fi analizate diferitele modalitati de modi-
ficare ale infatisarii umane, incepand cu hainele
cotidiene si pana la costumele de ceremonial si
de spectacol, in vederea stdpanirii limbajului vi-
zual de comunicare al vesmintelor.

PERFORMING-UL DE COSTUM

Coordonator: prof. univ. dr. Unda Popp

Acest gen artistic interdisciplinar se afld la
granita dintre arta costumarad, teatru si dans.

Cursul va plasa Performing-ul de costum in
randul evenimentelor numite generic arte ale
actiunii, alaturi de toate formele artistice necon-
ventionale care au un anumit timp de desfasu-
rare: real time work, time base action, Live Art,
Happening. In cadrul acestor manifestari cos-
tumul a devenit semn plastic in spectacol si are
rolul de a caracteriza personajele.

ISTORIA COSTUMULUI

Coordonator: prof. univ. dr. Unda Popp

Cursul isi propune integrarea costumului in
randul artelor vizuale, considerandu-l o modali-
tate de exprimare artistica la indemana tuturor,
dar cu o mare capacitate de a coagula in imagi-
nea umana propusd, chintesenta fiecdrei epoci.

Cursul va prezenta modalitatile de invesman-

EMI

The Research Centre named “Event Fashion
Image” (EMI) is still an interesting initiative of
the Fashion Department — Clothing Design. In
this context they initiated courses for those inter-
ested in the universe of fashion.

The EMI program represents the simplified
and concentrated variant of the courses devel-
oped during a whole academic year at the Fash-
ion Department of the UNAB.

It comprises the following courses:

THE ROLE OF COSTUMES IN THE EXPRES-
SION OF HUMAN BODIES

Coordinator: prof. dr. Unda Popp

The course focuses on each artistic genre in
which the human body has become an artistic
sign in the elaboration of the general composi-
tion. After a short introduction in performing arts
emphasizing the unconventional artistic manifes-
tations, students will practise a number of exer-
cises to “read” the human appearance.

It concentrates on the analysis of different
modalities used to modify human appearance
starting from the everyday clothes to the cer-
emonial and performing costumes to acquire the
clothes’ visual langage.

The COSTUME PERFORMING

Coordinator: prof. dr. Unda Popp

This interdisciplinary artistic genre can be
found at the limit between disguised art, theatre
and dancing.

The course will place the costume performing
among the events which are generically defined
as arts of action, besides all the unconventional
artistic forms lasting for a certain time: real time
work, time base action, Live Art, Happening. In
the context of these manifestations the costume
had become an artistic sign in the show and is
meant to characterize the characters.

THE HISTORY OF THE COSTUME

Coordinator: prof. dr. Unda Popp

The course suggests the integration of the
costume in the visual arts, considering it a mo-
dality of artistic expression which can be used
by everybody, provided with a great capacity
to coagulate the essence of each epoch in the

proposed human image.

The course will present the dressing modalities
in a chronological order to facilitate the compre-
hension of costumes from a period to another, its
emergence, modifications, the slow or fast evolu-
tion of clothes in different societies or civilizations.
The costume of the 20th century will be presented
from the perspective of fashion and stage, with
references to the history of theatre and film.

Students will study the dressing methods spe-
cific to the unconvetional manifestations in the ar-
tistic avant-garde starting with the 20th century.

SYMBOLS AND MESSAGES IN FASHION

Coordinator: lecturer dr. Doina Lucanu

The discipline aims to present and deepen
the study of operative skills in the context of con-
cept development.

It goes beyond the purely aesthetic function
of the costume (the clothing ensemble), stimu-
lating creative values by relying on experimental
principles, the co-existence of languages (an ap-
proach from the perspective of postmodernism),
realizing a synthesis of personal applications and
languages; the subject considers the development
of abilities according to contemporary demands.

VOLUMETRY AND TRANSPOSITION IN TRI-
DIMENSIONAL

Coordinator: lecturer dr. Paula Barbu

The course suggests a creative approach in
the achievement of clothes starting from simple
geometrical forms or the main patterns by means
of oversizings and reconsiderations.

COSTUME RESTORATIONS

Coordinator: lecturer dr. Aurelia Pomponiu

The personal restoring experience in the do-
main of textile arts, in the country and abroad,
has been the stimulating factor of this course.
This is meant to provide students with the op-
portunity to work in this domain which is slightly
represented in Romania.

THE THEORY REGARDING THE CONCEP-
TION AND IMPLEMENTATION OF FASHION COL-
LECTIONS

Coordinator: lecturer dr. Ioana Avram

The course is aimed to mainly support the
development of professionals in the domain of
fashion. The main objective of this course is to
form specialists who are able to conceive, de-
velop and implement fashion collections and im-

tare in ordine cronologicd, astfel incat sa se inte-
leaga procesele de transformare costumara de la
o perioada la alta, motivele aparitiei, modificarile,
pasii mai mici sau mai mari prin care hainele s-au
schimbat odata cu diferitele societdti sau civiliza-
tii. Costumul secolului al XX-lea se va prezenta
atat din punct de vedere al modei, cét si al sce-
nei, cu referiri la istoria teatrului si a filmului.

Se vor studia modalitatile de invesmantare
specifice manifestarilor neconventionale de la
avangarda artisticad a secolului al XX-lea si pana
astdzi. A

SIMBOLURI SI MESAJE IN VESTIMENTATIE

Coordonator: conf. univ. dr. Doina Lucanu

Disciplina urmdreste aprofundarea aptitudi-
nilor de operare in aria dezvoltarii de concept.

Depasirea functiei pur estetice a costumu-
lui (ansamblului vestimentar), provocand valori
creative bazandu-se pe principiile experimentu-
lui, coexistenta limbajelor (o abordare din per-
spectiva Postmodernismului), realizéndu-se o
sinteza de aplicatii si limbaje cat mai persona-
le, disciplina urmarind dezvoltarea abilitatilor in
concordanta cu cerintele contemporane.

VOLUMETRIE SI TRANSPUNERE IN TRIDI-
MENSIONAL

Coordonator: conf. univ. dr. Paula Barbu

Cursul isi propune o abordare creativa de
realizare a vesmintelor, pornind de la forme ge-
ometrice simple sau de la tiparele de baza prin
supradimensiondri sau repozitionari.

RESTAURARE COSTUM

Coordonator: conf. univ. dr. Aurelia Pomponiu

Experienta personald de restaurator in do-
meniul Artelor Textile, in tard si in strainatate,
este cea de la care s-a pornit in conceperea
acestui curs. Acesta urmdreste sd dea posibilita-
tea absolventilor sa profeseze in acest domeniu
slab reprezentat in Romania.

TEORIA CONCEPERII SI IMPLEMENTARII
COLECTIEI DE MODA

Coordonator: lect. univ. dr. Ioana Avram

Cursul este unul dintre suporturile de baza
ale formarii profesionistilor in domeniul creatiei
de moda. Obiectivul principal al acestui curs este
de a forma specialisti capabili s3 conceapa, sa
dezvolte si sa implementeze profesionist colectii
sau imagine de moda compatibile cu cerintele
internationale.
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CONCEPT STILISTIC SI COORDONAREA
COLECTIEI DE MODA

Coordonator: lect. univ. dr. Ioana Avram

Aceastd disciplind de specialitate are ca
obiectiv final crearea de abilitdti (pe baza unor
situatii reale sau simulate) care permit definirea
si adoptarea unui concept stilistic, care poate ge-
nera produse sau seturi de produse din domeniul
modei vestimentare, precum si exprimarea si re-
alizarea lui intr-o colectie de moda compatibila cu
standardele de consum de moda. Ne propunem
sa realizam familiarizarea studentilor cu elemen-
te de practica profesionald: capacitatea de asu-
mare a propriilor idei si finalizarea lor conform
proiectului; cunoasterea si utilizarea standardelor
de consum de moda; managementul creativ al
colectiei de moda; realizarea colectiilor de moda.

ANTREPRENORIAT IN DESIGNUL VESTI-
MENTAR

Coordonator: lect. univ. dr. Liliana Turoiu

ages compatible with international demands in a
professional way.

STYLISTIC CONCEPTS AND THE COORDINA-
TION OF FASHION COLLECTIONS

Coordinator: lecturer dr. Ioana Avram

The final objective of this subject is to cre-
ate abilities (focused on real or simulated situa-
tions) permitting the definition and adoption of
a stylistic concept, which can generate products
or sets of products in the domain of fashion, and
to express and realize this in a fashion collection
which is compatible with fashion’s standards of
consumption. We aim to make students familiar
with the elements of professional practice: the
capacity to assume personal ideas and their fi-
nalization according to the project; the usage of
fashion’s standards of consumption; the creative
management of fashion collections; the achieve-
ment of fashion collections.

ENTREPRENEURSHIP IN FASHION DESIGN

Cursuri in cadrul EMI, 2013
EMI courses, 2013

Coordinator: lecturer dr. Liliana Turoiu

Fashion represents a system which reunites
the material resources, human capital and artistic
vision into a single item of clothing.

The course we refer to, “Entrepreneurship in
fashion design,” aims to permit the students to find
their own strategic solutions in order to develop
some business plans by using the creativity, entre-
preneurial spirit and experience gained before.

The course is appropriate for a multitude of
possible students, from young graduates to pro-
fessionals in mid-career and the managers of
some firms, who currently use elements related
to the domain of design.

It will highly approach the projection of a
product or a fashion collection by exemplifying
work modalities starting from trends and life-
style, while finding specific instruments such as
the mood board, storyboard, sketches, textures,
patterns, and completing all this with packing,

Moda este un sistem care reuneste resurse
materiale, capital uman si viziune artistica intr-un
singur articol de imbracaminte.

Cursul Antreprenoriat in designul vestimen-
tar va permite cursantilor sa gdseasca solutii
strategice proprii pentru dezvoltarea unor planuri
de afaceri, folosindu-si creativitatea, spiritul an-
treprenorial si experienta dobandita anterior.

Cursul este potrivit pentru o multitudine de
posibili cursanti de la tineri absolventi pana la
profesionisti aflati la mijlocul carierei si manageri
ai unor firme care folosesc in mod curent ele-
mente din domeniul designului.

Se va insista foarte mult pe importanta pro-
iectdrii unui produs sau a unei colectii vestimen-
tare si se vor exemplifica modalitati de lucru
pornind de la tendinte, lifestyle, descoperind in-
strumente specifice precum mood board-ul, sto-
ryboard-ul, schitele, texturile, tiparele si incheind
cu tipuri de ambalare, expunere si promovare.



Anul I Licentd, Colectia Gaudi, fotografie realizata in cadrul evenimentului Fashion Mob, Sun Plaza, Bucuresti, 2012
First year BA student, the Gaudi collection, photo realized as part of the Fashion Mob event, Sun Plaza, Bucharest, 2012

CONCEPT SI EXPRIMARE

Coordonator: lect. univ. dr. Alina Griga

Temele propuse studentilor abordeaza si
dezvoltd capacitatea cursantului de a fi inovator
in vestimentatie. Punctul de plecare este intot-
deauna conceptul original in cadrul cerintelor
temei propuse de profesor, apoi conectarea sur-
selor de inspiratie si adaptarea lor intr-o idee de
moda, cu mijloace specifice domeniului.
_ STRATEGII DE COMUNICARE SI IMAGINE
iN MODA

Coordonator: lect. univ. Doina Berchina

Cursul va familiariza pe viitorii designeri cu
o serie de elemente ce tin de stiinta comunica-
rii: comunicarea verbald, prin imagini si gestual-
comportamentald, pentru ca mesajul colectiei si
al evenimentului de moda sa fie coerent si efici-
ent. Va crea abilitdti de transmitere a mesajelor,
text si verbal plus imagine, de alcatuire a unei
mape de presd, de intretinere a relatiilor cu pre-
sa si cu publicul vizat. Va familiariza studentii

display and promotion types.

CONCEPT AND EXPRESSION

Coordinator: lecturer dr. Alina Griga

The topics suggested to students approach
and develop the capacity of the student to be in-
novative in dressing. The starting point is always
expressed by the original concept according to
the topic recommended by the professor, then
by the connection of the sources of inspiration
and their adjustment into a fashion idea, with the
specific means of the domain.

COMMUNICATION AND IMAGE STRATEGIES
IN FASHION

Coordinator: lecturer Doina Berchina

The course will make the future designers
familiar with a series of elements related to the
science of communication: verbal communica-
tion, images and gesture or behaviour, for the
message of the collection and fashion event to
be coherent and efficient. It will create the abili-
ties needed to convey the messages, in the form

of texts and verbally, plus the image itself, to set
up a press kit to preserve the connection with
the media and the audience. It will make the
students familiar with publicistic elements and
genres related to fashion journalism. It will re-
veal the role and importance of communication
in the branding process and in any profession in
the system of fashion as well as the promotion
in the media space (written, TV, virtually, etc.)
It will present the instruments needed to set up
a strategy of communication which is absolutely
necessary in this domain of activity.

VISUAL COMMUNICATION

Coordinator: junior lecturer dr. Alexandru
Marginean

The course aims to decode some specific acts
of the professionals in the domain of visual arts.
To see, understand and share the signification at
a certain foreseeable degree of universality.

BI- AND TRIDIMENSIONAL TECHNIQUES OF
REPRESENTATION — ,,COSTUMBRE"

Coordinator: junior lecturer dr. Razvan Vasi-
lescu

The course aims to increase the student’s
range of artistic expression, as well as the im-
provement of historical knowledge concerning
the costume by realizing some practical works
meant to comprise a reference to a specific his-
torical character and an actual image with cos-
tume elements belonging to the latest fashion
tendencies.

THE TECHNOLOGY AND CONSTRUCTION OF
PATTERNS

Coordinator: eng. dr. Liliana Ifrim

Through its content and structure, the course
provides scientific and technical solutions to the
problems specific to the design of traditional
clothing, made of fabric.

DIGITAL PROJECTION AND THE COMPUTER-
IZED PROCESSING OF IMAGES

Coordinator: junior lecturer drd. Matei
Arndutu

The course aims to transmit the students
some complex notions about the bitmap image
processing on the computer by using the Adobe
Photoshop program, as well as primary notions
regarding the generation of vectorial images in
the Adobe Illustrator program. Applications in the
domain of fashion are going to be carried out.

cu unele elemente si genuri publicistice, care
tin de jurnalismul de moda. Va dezvalui rolul si
importanta comunicdrii in procesul de branding
si in oricare dintre meseriile existente in sistemul
modei, precum si in promovarea in spatiul media
(scris, TV, virtual etc.) Va prezenta instrumentele
necesare alcatuirii unei strategii de comunicare
absolut necesara in acest domeniu de activitate.

COMUNICARE VIZUALA

Coordonator: asist. univ. dr. Alexandru Mar-
ginean

Cursul urmareste descifrarea unor actiuni
specifice profesionistilor din domeniul artelor
vizuale: a vedea, a intelege si a impartasi sem-
nificatia la un anumit grad de universalitate pre-
vizibil.

TEHNICI DE REPREZENTARE BI SI TRIDI-
MENSIONALE — COSTUMBRE

Coordonator: asist. univ. dr. Rdzvan Vasilescu

Cursul urmareste largirea plajei de metode
de exprimare artistica a studentului, cat si apro-
fundarea cunostintelor de istorie a costumului,
prin realizarea unor lucrdri practice care sa cu-
prinda o trimitere catre un personaj istoric de
referintd si o imagine cat mai actuald, cu ele-
mente de costum apartinand ultimelor tendinte
ale modei.

TEHNOLOGIA SI CONSTRUCTIA TIPARULUI

Coordonator: ing. dr. Liliana Ifrim

Cursul, prin continut si modul de structura-
re, ofera solutii cu caracter stiintific si tehnico-
aplicativ problemelor specifice proiectarii imbra-
camintei traditionale, din tesaturi.

PROIECTARE DIGITALA SI PRELUCRAREA
COMPUTERIZATA A IMAGINII

Coordonator: lect. univ. drd Matei Arndutu

Cursul isi propune sa transmitd studentilor
notiuni aprofundate despre prelucrarea imaginii
de tip bitmap pe calculator, folosind soft-ul Ado-
be Photoshop, precum si notiuni primare des-
pre generarea imaginilor vectoriale cu ajutorul
soft-ului Adobe Illustrator. Se vor face aplicatii
in domeniul modei.
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Unda POPP

profesor universitar doctor
coordonator al Departamentului Moda
professor doctor

the Fashion Department coordinator

The costume performance
or how can you render life
to a school topic

I have always imagined that my ideas and
thoughts are going to coagulate differently in the
students’ images and, in good sooth, the young
people keep surprising me with some details I
have missed, or with their natural and disconcert-
ing approach. However, ideas circulate, from me
to them, then among them, from one to another,
then back to me, like in a shortcut provided with
a completely unpredictable route and the most
unexpected effects.

The non-competitive system, in which the
Fashion Department is organised, makes the
professors (who are specialised in different ar-
eas), accept each other’s challenge by further
developing an idea, or from another viewpoint,
which represents an excellent way of creative co-
operation and a good example which is finally
respected by all students.

I have decided to illustrate the costume per-
forming, a constant preoccupation in my research,
which I consider extremely useful in the artistic
evolution of the students attending the Fashion
classes by means of two different themes: the
former, much closer to the performance zone
(theatre or dance), by imposing a scenario — the
Annunciation — and the latter, in which the action
is strictly determined by the image of garments
— DeConFashion.

Performing-ul de costum
sau cum fi dai viata
unei teme de scoala

Intotdeauna imi imaginez c& ideile si gan-
durile care ma bantuie pe mine se vor coagula
intr-un fel diferit in imaginile realizate de stu-
denti, si intr-adevar, de fiecare data tinerii ma
uimesc cu cate ceva care mi-a scdpat sau cu
simpla lor abordare fireascd si deconcertanta.
Oricum, ideile circuld de la mine la ei, apoi intre
ei, de la unul la altul si inapoi la mine, ca intr-un
scurtcircuit cu un traseu total neprevazut si cu
efecte din cele mai nebdnuite.

Sistemul neconcurential in care este orga-
nizat Departamentul Moda face ca de cele mai
multe ori profesorii (specializati pe directii diferi-
te) sa intre si ei unul in jocul celuilalt, ducand o
idee mai departe sau in alta parte, fapt ce con-
stituie un excelent mod de conlucrare creativa si
un bun exemplu la care participa vrand-nevrand
toti studentii.

Am ales sa ilustrez performing-ul de costum,
aceasta preocupare constanta in cercetarea mea,
pe care o consider extrem de utila in parcursul
formarii artistice a studentilor de la Moda, prin
doua teme diferite: una mai aproape de zona
spectacolului (de teatru sau de dans), prin impu-
nerea unui scenariu — Buna Vestire — si o0 alta, in
care actiunea este determinata strict de imaginea
vesmintelor — DeConFashion.

In ambele cazuri interdisciplinaritatea con-
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stituie modalitatea de lucru esentiald in care
studentii sunt antrenati in proiecte si evenimen-
te cat mai provocatoare. Temele de atelier au
fost urmate de sedinte foto (cu Alexandru Mar-
ginean, Gica Preda si Gelu Serseniuc), de exer-
citii de miscare (cu Adina Cezar) si au devenit
pretextul unor filme de autor, asa cum a fost cel
semnat de Gelu Serseniuc.

Buna Vestire face parte dintr-o serie de exer-
citii de exprimare a creativitatii, prin intermediul
imaginii realizatd de corpul uman, transfigurat
prin prezenta vesmantului si aflat neaparat in
actiune (in miscare).

Pretextul este de fiecare data o istorie foarte
bine intiparita in memoria tuturor, creator si privi-
tor in egald madsurd. Pentru performing-ul de cos-
tum povestea si scenariul sunt esentiale in orga-
nizarea manifestarii. Si pentru ca intreaga istorie
se spune doar prin intermediul imaginii, subiectul
tratat trebuie sa fie foarte general, unanim cunos-
cut si usor de recunoscut.

Prezenta unor sentimente puternice vizavi de
eroii scenariului (indiferent daca sunt pozitive sau
negative) face mai usoard caracterizarea perso-
najelor prin costum.

Conceperea vesmintelor pe propriul trup de-
termind o clarificare a mesajelor extrem de di-
ferite, pe care fiecare student le transmite prin
imaginea corpului sdu, prin tipologia, proportiile,
corporalitatea sa (dincolo de dorinta sau idealul
de frumusete la care toatd lumea se raporteaza

intr-o anumita perioada).

Fiecare costum impune prin constructie, for-
md, volum un anume gen de miscare, cat mai
departe de formele uzuale ale dansului clasic,
modern sau de pantomimd. Cdutarea celei mai
nimerite expresii, pentru a pune in valoare cos-
tumul si deci personajul creat, se intampla sa se
prelungeasca dincolo de productia vesmintelor,
astfel incat interpretarea se poate schimba de la
o reprezentatie la alta, contribuind major la unici-
tatea performantei.

Scopul final este obtinerea unui eveniment
original, care sa incite publicul la cat mai multe
interpretdri in functie de sensibilitatea, cultura si
experienta fiecdruia.

Ingerul si Fecioara, un cuplu care a fost atat
de mult reprezentat in picturile marilor maestri

In both cases interdisciplinarity represents the
essential work method approached by students
in challenging projects and events. The studio
themes were followed by photo sessions (with
Alexandru Marginean, Gica Preda and Gelu Ser-
ceniuc), motion exercises (with Adina Cezar) and
they became the pretext of some film copyright
like the one signed by Gelu Serseniuc.

The Annunciation belongs to a series of ex-
ercises expressing creativity through the image
achieved by the transfigured human body through
the agency of garments, certainly in motion.

Each time the pretext reveals some history,
that is well imprinted in the memory of every-
one, who is both a creator and a viewer. In the
costume performing the story and the scenario
are essential in the organisation of events. Fur-
thermore, since the whole history is related only
through images, the subject must be very gen-
eral and easy to recognise.

The presence of some powerful feelings
regarding the scenario’s heroes, no matter if
they are positive or negative, makes the char-
acters’ description, by means of their costume,
much easier.

The conception of garments determines a
clarification of some extremely different messages
conveyed by each student through the image of
his body by means of typology, proportions and
corporality (beyond desires or the ideal of beauty,
which everybody is related to during a given pe-
riod of time).

Through its construction, form and volume,
each costume claims for a certain type of motion,
settled as far as possible from the common forms
of the classical or modern dance or the pantoni-
mas. The exploration of the most appropriate ex-
pressions to emphasise the costume and the cre-
ated character extends beyond the production of
garments thus the interpretation can change from
a representation to another by essentially contrib-
uting to the uniqueness of the performance.

The final goal is to obtain an original event,
to incite the public to a wider range of interpre-
tations according to the sensibility, culture and
experience of each.

The Angel and the Holy Virgin, a couple which
had been largely represented in the paintings of

Denis Oana, Silviu Gruianu, Buna Vestire, 2013
Denis Oana, Silviu Gruianu, Annunciation, 2013
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great Renaissance masters, Fra Angelico, Piero
della Francesca, Leonardo da Vinci, constitute the
starting point of this performance.

The general idea regarding the mystery of life
and a way to communicate it had to be transposed
in more or less actual, more or less conventional
garments. Each student was free to choose the
most eloquent image in order to catch and trans-
mit the accomplishment of the miracle.

Whether for the Renaissance people the an-
gel was surely a beloved character, a patronal
authority and a presence desired by every indi-
vidual, nowadays the connection between man
and angels seems to be more difficult to imagine
and represent.

The angel was seen as a fantastic character,
approached without too much closeness or love,
mostly similar to a bird of prey.

And whether the Angel does no longer belong
to our everyday life, the innocent Virgin had not
been a character the young women could have
liked to identify with either.

The Angel, representing the messenger, was
approached more dynamically while the Virgin
was seen as a passive character and remained in
the background.

The deliberate distancing and convention
made these costumes be generally conceived in a
theatrical manner.

Emotions and mysteries either vanish or can
be hardly translated into the image of an ouffit.

Conversely, surprise represented the essen-
tial element stimulating the ideas in order to find
solutions. Surprise had been the only element
which stayed actual. We got used to cope with
it daily and everywhere, when we watched the
images on billboards, when we saw the com-
mercials on TV screens, or when we admired the
works of contemporary art. Shock was the factor
which replaced the magic atmosphere we had
expected in vain.

The angels were placed in the middle of
streets surprising the pedestrians who were
crossing a large boulevard. Thus, the best solu-
tions developed when placing the Angel (emerged
from the future, a sort of SF) into the present
urban context.

Both the Angel and the Virgin lost their ini-

renascentisti Fra Angelico, Piero della Francesca,
Leonardo da Vinci, a constituit punctul de pornire
al acestui performing.

Ideea generald a misterului vietii si mo-
dalitatea comunicarii lui trebuiau transpuse in
vesminte mai mult sau mai putin actuale, mai
mult sau mai putin conventionale. Fiecare stu-
dent a avut libertatea de a alege imaginea cea
mai elocventd, pentru a surprinde si a transmite
infaptuirea minunii. A

Dar daca pentru oamenii Renasterii Ingerul
era cu sigurantda un personaj indragit, o autori-
tate ocrotitoare si o prezenta doritd de fiecare
individ in preajma sa, relatia om-inger in prezent
pare sa fie mult mai greu de imaginat si de re-
prezentat.

Ingerul a fost vazut ca un personaj fan-
tastic, tratat fara o prea mare apropiere sau
simpatie, semanand de cele mai multe ori cu o
pasare de prada.

Si dacd Ingerul nu mai face parte de mult
din existenta noastra cotidiand, nici inocenta Fe-
cioara nu a fost un personaj cu care tinerele au
dorit sa se identifice.

Ingerul reprezentand mesagerul a fost tratat
mai dinamic, in timp ce Fecioara a fost privitd ca
un personaj pasiv si a ramas in plan secund.

Distantarea voitd si conventia au facut ca
aceste costume sa fie, in general, concepute
intr-o maniera teatrala.

Emotia si misterul fie nu mai exista, fie sunt
foarte greu de tradus intr-o imagine costumara.

In schimb, surpriza a fost elementul esential
in jurul careia s-au coagulat ideile si s-au gasit
solutiile. Surpriza este singura care a ramas ac-
tuald. Ne-am obisnuit s3 ne confruntdm cu ea
zilnic si la tot pasul, atunci cand privim imaginile
de pe panourile publicitare, cand vedem recla-
mele transmise pe ecranele televizoarelor sau
cand admiram lucrérile de arté contemporana.
Socul imaginii a fost cel care a suplinit atmosfera
de vraja pe care am asteptat-o zadarnic. Ingerii
au fost asezati in mijlocul strazilor, uimind tre-
catorii care se aflau pe un mare bulevard. Cele
mai bune solutii au aparut astfel prin plasarea
Ingerului (venit mai curand din viitor, un fel de
personaj SF) in mediul urban actual.

Daca atat Ingerul, cat si Fecioara si-au
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pierdut semnificatia initiald si relatia dintre ei
s-a modificat dramatic. Nici urma de incredere
sau de comunicare, doar o apropiere forma-
Ia. Totusi, in rarele momente in care aceastd
legatura pare sa existe, relatia dintre Inger si
Fecioara se stabileste prin utilizarea unor ves-
minte foarte asemdndtoare.

Asa cum Sfantul Gheorghe s-a acoperit cu
solzi ca sa pacaleasca balaurul pe care trebuia sa-I
rapuna, tot asa Ingerul s-a invesmantat precum
tinerele fete, pentru a fi mai credibil, sau poate
ca Fecioarele din experimentul nostru artistic s-au
imbracat asemandtor cu Ingerul care li s-a aratat
lor, doar dintr-un exces de bunavointd, pentru a-i
inlesni acestuia comunicarea unei minuni in care
nimeni nu mai crede.

Dupa tema Buna Vestire, planificatd sa fie
gata exact la data sdrbatorii crestine, gandita
ca un performing in care vesmintele au fost
schitate ca intr-o ebosd, pentru a fi privite din
perspectiva conventiei impusd de un spectacol
(neconventional), a urmat o altd temd Patimile
pentru care studentii au lucrat cu Paula Barbu o
colectie de sacouri de o mare acuratete si valoare
artisticd, dezvaluita publicului intr-o prezentare de
moda, chiar in preajma Pastilor.

Abordarea acestor subiecte religioase a fost
un pretext pentru a demonstra studentilor Depar-
tamentului Moda cum pot fi transpuse in imagini
costumare idei si concepte venite din zone apa-
rent foarte indepartate.

Autorii acestui performing au fost studentii
anului II Master: Constanta Balaban, Laura Sma-
randache, Silviu Gruianu, Denis Oana, Isabela
Toader, Serghei Iacenin, Roxana Pirvu, Lavinia
Botusanu, Mirela Barbu si Roxana Rusu.

La realizarea proiectului au participat si asis-
tentii Oana Rosca si Sergiu Chihaia.

DeConFashion, titlul colectiei, este un joc de
cuvinte inspirat de initiatorul deconstructivismului
Jacques Derrida. Deconstructia, Confesiunea si
Moda sunt toate cuprinse in acest cuvant, stabi-
lind dintr-o singura citire regulile jocului.

DeConFashion este o tema amuzanta si apa-
rent facild, in care hainele vechi de care suntem
legati afectiv se transformd, la vedere, in alte
vesminte. Amplasarea diferitéa a hainelor pe trup
(ca de pilda pantalonii deveniti rochie) este una

tial signification and the relationship between
them modified dramatically. No trace of faith
or communication, only some formal closeness.
However, when this connection seems to exist,
the relationship between the Angel and the Vir-
gin is established through the usage of some
very similar garments.

Just like St. George covered himself with scales
to cheat the dragon he was supposed to defeat,
the Angel got dressed like the young women in or-
der to be more credible, or perhaps the Virgins in
our artistic experiment got dressed similarly to the
Angel they saw, only from an excess of goodwill,
to facilitate the communication of some magic
which nobody else believed.

After the Annunciation topic, planned to be
completed until the Christian holiday, considered
as a performing in which the garments were
sketched like in a draft, in order to be watched
from the perspective imposed by a non-conven-
tional show, there was another subject, the Pas-
sions, approached by the students with Paula Bar-
bu, a collection of jackets defined by some high
accuracy and artistic value, revealed to the public
in a fashion performance, close to Easter.

The approach of these religious subjects repre-
sented a reason to provide the students attending
the Fashion Department with the related ideas and
concepts derived from apparently remote areas.

The authors of this performing were the MA
students: Constata Balaban, Laura Smarandache,
Silviu Gruianu, Denis Oana, Isabela Toader, Seghei
Tacenin, Roxana Pirvu, Lavinia Botusanu, Mirela
Barbu and Roxana Rusu.

Two assistants, Oana Rosca and Sergiu Chi-
haia, also took part in the project.

DeConFashion, the collection’s title, repre-
sents a wordplay inspired by the initiator of de-
constructivism, Jacques Derrida. Deconstruction,
Confession and Fashion are all comprised in this
word, establishing the rules of the game at once.

DeConFashion is an amusing and apparently
facile topic in which the old clothes, they are emo-
tionally related to, transform into other garments.
The different arrangement of clothes (like the
trousers transformed into a dress) is one of the
first surprising solutions subsequently followed by
the arrangements of classical items in unexpected

Raluca Patru, DeConFashion, 2013
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combinations, which produce humorous and de-
lightful clothes, according to the author’s desire.

Starting from the topicality of Deconstruc-
tivism in Visual Arts, in general, and in Fashion,
in a particular way, each student realized a mini-
collection composed of three fashion outfits an-
alysing the development and communication of
some highly original ideas. Each item relates a
certain story through the evident presence of
initial ready-mades, a story continued through
the unusual usage of the elements composing
a garment or through some surprising combi-
nations. The garments are sometimes poetical,
some other times absurd, but each time they
express exciting messages such as those refer-
ring to the conventions delimiting the garments
according to genres.

The students’ creations were considered and
analysed from the perspective of composition, vol-
umes and chromatic agreements; for each item
the author, together with Adina Cezar, imagined
a certain succession of movements meant to in-
crease the expressiveness of the costume.

The professional mannequins were replaced
by the garments’ creators, the students attend-
ing the MA 1 classes, assisted by the younger
students who interpreted the characters pro-
posed by their older and more experimented
colleagues enthusiastically.

Beyond this omnipresent game, related to
words and garments, DeConFashion is the theme
we had been suggesting for a long time to our
students, a warming up exercise. The topic is as-
sociated with a very actual and serious direction
— slow fashion — which tries to stop the fast engine
of the industrial fashion and provide fashion with
a more personal and intellectual character, and
probably that is why it is difficult to be accepted
by the consumer public and the interpreters of Ro-
manian fashion, still influenced by the tendencies
of commercial fashion.

This preoccupation, focused on the useless
consumerism and creativity, is already found in
the programs of great fashion schools and in the
suggestions of famous fashion designers. In this
respect, I would mention a recent work, Refash-
ioned, published in 2013 by Sass Brown, the dean
of Fashion Institute of Technology, New York, who

din primele solutii surprinzatoare, urmata apoi de
asambldri ale pieselor clasice, in combinatii neas-
teptate, care nasc vesminte pline de haz sau de
farmec, in functie de dorinta autorului.

Pornind de la actualitatea Deconstructivis-
mului in Artele Vizuale, in general, si in Moda in
special. studentii au realizat fiecare cate o mini
colectie formata din trei ansambluri vestimentare
urmarind dezvoltarea si transmiterea unor idei cat
mai originale. Fiecare piesa spune cate o poveste
prin prezenta evidentd a ready-made-urilor de la
care s-a pornit, poveste dusa mai departe prin
utilizarea neobisnuitd a elementelor care com-
pun o haind sau prin aldturdrile surprinzatoare.
Vesmintele realizate sunt uneori poetice, alteori
absurde, dar de fiecare datd incarcate de mesaje
incitante, ca de pilda cele referitoare la conventii-
le care delimiteazd vesmintele dupd gen.

Creatiile studentilor au fost privite si analizate
din punctul de vedere al compozitiei, al volumelor
si al acordurilor cromatice propuse si pentru fie-
care piesa autorul alaturi de Adina Cezar au ima-
ginat o anumita succesiune de miscari menite sa
sporg:ascé expresivitatea costumului.

In locul manechinelor profesioniste au fost
creatorii vesmintelor, studentii anului 1 Master,
secondati de studentii anilor mici, care au inter-
pretat cu entuziasm personajele propuse de cole-
gii lor mai mari si mai experimentati.

Dincolo de acest joc omniprezent, cu vor-
bele si cu hainele, DeConFashion este o tema
pe care o propunem de cativa ani buni incoace
studentilor, ca pe un exercitiu de incalzire. Tema
se inscrie pe o directie foarte actuald si serioa-
sa — slow fashion — care incearca sd opreasca
tavalugul fast fashionului industrial si sa impri-
me modei un caracter mult mai personal, mai
intelectual, si probabil de aceea si mai dificil de
acceptat de publicul consumator si de comenta-
torii modei romanesti, aflati incd doar sub vraja
tendintelor modei comerciale.

Aceasta preocupare de a atrage atentia asu-
pra consumerismului inutil si de a miza pe crea-
tivitate se regaseste deja in programele marilor
scoli de moda si ?rl propunerile unor fashion de-
signeri consacrati. In acest sens as aminti recenta
lucrare ,Refashioned”, publicatd in 2013 de Sass
Brown, decan al Fashion Institute of Technology
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refers to the ethical practice in the fashion design
around the world.

For the present, in the inherent game of their
interdisciplinary experiments, the students of our
department get closer to the major aspects of
fashion and contemporary art.

By proposing these different themes, we en-
courage a holistic approach in order to develop a
complex and powerful artistic personality which is
able to impose his point of view.

The experiment we have described was car-
ried out together with lecturer Sergiu Chihaia,
the MA 1 students: Alina Gurguta, Andrea Pos-
telnicu, Carmen Popa, Laurentiu Buglea, Raluca
Manditd, Raluca Patru, Anamaria Besleaga, Irina
Ghizdianu, Anca Pancu, Monica Ivanovici, Ellida
Toma, Gina Casapu, Ruxandra Iosif, Lacramioara
Crisan and Ana Ancuta.

Raluca Patru, DeConFashion, 2013

din New York, care vorbeste despre practici etice
ale designului de moda din lumea intreaga.

Deocamdata, doar in joaca inerentd a unor
experimente interdisciplinare studentii departa-
mentului nostru se apropie de aspecte majore ale
modei si artei contemporane.

Prin propunerea acestor teme diferite, incura-
jam o abordare holistica in ideea dezvoltarii unei
personalitati artistice compexe si puternice, capa-
bild sa-si impuna punctul de vedere.

Experimentul descris a fost realizat ala-
turi de asistentul Sergiu Chihaia, de studentii
anului 1 Master: Alina Gurguta, Andrea Postel-
nicu, Carmen Popa, Laurentiu Buglea, Raluca
Mandita, Raluca Patru, Anamaria Besleagd,
Irina Ghizdianu, Anca Pancu, Monica Ivanovici,
Elide Toma, Gina Casapu, Ruxandra Iosif, La-
cramioara Crisan si Ana Ancuta.
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Three hats
for the encounter with fashion

The first encounter was a long time ago,
when I could hardly understand the meaning
of fashion, when everything was related only to
the mirage of my findings (which were gener-
ally beautiful): my mother, dressed like in the
50s, a style which was transforming her into a
diva acting in Italian films, influenced by fashion
magazines with patterns and samples, which she
used in order to device all kinds of garments, the
starched petticoats, swishing under her ample
skirts, my notebooks with naive drawings, where
the dresses were displaying the colours of those
flower fields where I used to play — all these re-
turn to my mind like some flashes derived from
the film of my childhood. I was playing while
observing the light and shadows, the dynamism
and repose, the order and disorder... All these
were captivating me, they were always keeping
my mind busy; I replied to these by means of
drawings and colour.

After completing the primary school, I hap-
pened to attend an art high-school, where I had
the chance to develop my artistic skills by means of
drawings and colours, where I got the first notions
of composition, culture and artistic language.

Regarding the real signification of fashion, my
revelation emerged one summer day when I simply
discovered, in a bookshop, a book which surprised
me: the author stated that fashion can be associ-
ated with other types of art and, just like these,
it integrates in artistic epochs, styles and genres,

Trei palarii
pentru intalnirea cu moda

Prima intélnire a fost demult de tot, pe vre-
mea cand nu intelegeam prea bine ce este moda
si cand totul se raporta doar la mirajul descoperi-
rilor mele (care in general erau frumoase): mama
imbracata in stilul anilor ‘50, care o preschimba
intr-o diva din filmele italiene, revistele cu mo-
dele si tipare dupa care isi croia tot felul de ves-
minte, jupele apretate care i fosneau sub fustele
ample, caietele mele cu desene naive, cu rochii
pline de culorile campurilor inflorate pe care ma
jucam — toate imi revin in memorie ca niste flash-
uri care fac parte din filmul copildriei mele. Ma
jucam observand lumina si umbra, dinamismul si
repausul, ordinea si dezordinea. Toate astea ma
captivau, imi tineau mintea permanent ocupata si
le rdspundeam prin desen si culoare.

Intamplarea sau destinul a facut ca dupa
scoala primara sa urmez un liceu de artd, unde
am avut sansa sd imi dezvolt abilitatile artistice
prin desen si culoare si unde am primit primele
notiuni de compozitie, cultura si limbaj plastic.

Revelatia, in ce priveste adevdrata semnifi-
catie a modei, a aparut intr-o zi de vard cand
am descoperit pur si simplu, intr-o librarie, o
carte care m-a surprins: autoarea avansa ideea
cd moda sta langa celelalte arte, asemenea lor,
integrandu-se in epoci, stiluri si curente artistice
si reprezentand statutul social, modul de gandire
si personalitatea oamenilor. ,Artd, stil, costum”,
cartea Adinei Nanu, a fost pentru mine ca o pre-
monitie a parcursului meu profesional: dintr-oda-
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Ciclul Marea, acrilic pe panza, 80 x 240 cm., 2013
The Sea cycle, acrylic on canvas, 80 x 240 cm., 2013

ta, am avut convingerea ca tot ce voi intreprinde
va fi legat de moda.

Si ca totul s3 fie rotund, cand am ajuns la
facultate, destinul a facut sa ma numar intre
studentii acestei doamne si sa fac parte din pri-
mele generatii care absolveau o scoald de moda
in cadrul unei institutii de artd. Ideea ca intr-o
zi voi face picturd nu m-a parasit niciodata, desi
la vremea aceea nu stiam in ce fel ma voi putea
ocupa de ambele profesii, iar pe a treia nici nu
o intrevedeam...

Au urmat ani in care am lucrat ca designer
de moda (o ocupatie pe care nu o gaseai in no-
menclatorul meseriilor, inainte de 1990) si am avut
norocul sa ma specializez in transpunerea in moda
contemporana a elementelor costumului popular
romanesc. Pentru colectiile acelea ignoram toate
greutdtile acelor vremuri si md@ bucuram de do-
cumentarile intr-unele dintre cele mai interesante

representing the social status, the way of think-
ing and people’s personality. "Art, style, costume”,
Adinei Nanu’s book, represented a premonition
during my whole professional development. Sud-
denly, I was convinced that all, that I was meant to
make, was going to be related to fashion.

And, to make it all complete, when I reached
the faculty, I happened to be one of this lady’s
students and belong to the first generations
graduating from a fashion school in the context
of an art institution. The idea that one day I was
going to paint had never abandoned me although
at that time I did not know how I was going to
manage both professions, and the third one... I
didn't even think of...

Subsequently, I worked as a fashion designer
(an occupation you could not find in the list of
professions before 1990) and I was lucky to spe-
cialize in the transposition of the Romanian folk

Paula Barbu, Vesmantul din abis, expus in cadrul expozitiei Peisaje Abisale, Galeria Orizont, Bucuresti, acrilic pe

panza, 2012

Paula Barbu, The garment from the abyss, exhibited as part of the Abyssal Sceneries event, Galeria Orizont, acrylic on

canvas, 2012

costume elements in the contemporary fashion.
While concentrating on those collections, I was ig-
noring all the hardships of those times and I was
enjoying the research periods in some of the most
interesting ethnographic areas: Campulung Mus-
cel, Breaza, Tismana, Suceava, Bragov — real cores
of traditional culture stimulating profound feelings
of admiration and respect for the generations of
women who were devloping the idea of beauty.
Those places were sources of inspiration for many
of the clothing items I conceived then —and I was
not the only one: the uniqueness and splendour
of some elements composing the Romanian tra-
ditional garment, as well as the peasant woman’s
skirt, stirred real passions among designers, paint-
ers and sculptors — and this strengthens my belief
that our traditional values must be respected and
capitalised to assert our cultural identity.

In the meantime, I continued to study the

zone etnografice: Campulung Muscel, Breaza, Tis-
mana, Suceava, Brasov — adevarate oaze de cul-
tura traditionald, care imi trezeau sentimente pro-
funde de admiratie si respect pentru generatiile
de femei creatoare de frumos. Locurile acelea au
fost sursa de inspiratie pentru multe dintre piesele
vestimentare pe care le-am conceput atunci — si
nu eram singura: unicitatea si splendoarea unor
elemente care compun vesmantul traditional ro-
manesc, ia si catrinta, au dat nastere unor ade-
varate pasiuni printre designeri, pictori si sculptori
— iar asta mi intdreste credinta cd valorile noastre
traditionale trebuie respectate si valorificate, pen-
tru afirmarea identitatii noastre culturale.

Intre timp, continuam s3a studiez pictura si
participam cu regularitate la expozitiile de arta
organizate in sdlile Muzeului National de Arta sau
la Galeriile Dalles, Orizont, Simeza. Prima expo-
zitie personald a venit in 1996, odatd cu matu-
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rizarea profesionald: Ecrane vegetale. Au urmat
altele, cu teme care faceau parte din aceeasi
mare familie a impresionismului abstract: Pasaje
vegetale, Acvatic, Pictura si manechin, Drapaj,
Gréqini acvatice, Peisaje abisale.

In picturd, am preferat panza, tehnologiile
traditionale si non-figurativul, construind un lim-
baj situat intre pictura gestuald, Tasism si Abstrac-
tionism, caracterizat de un anumit echilibru com-
pozitional. Calitatea culorilor, o regie riguroasa a
exprimarii artistice, gestul spontan si laconic s-au
nascut din perioade lungi de acumuldri si dintr-
un subconstient incdrcat cu imagini la care medi-
tez fara incetare, selectandu-le si procesandu-le,
pentru a le elibera mai tarziu pe panza.

In 1990, cdile s-au deschis: am devenit
membra a Uniunii Artistilor Plastici din Roma-
nia, sectia Picturd si lector la catedra de Moda
a Academiei de Arta din Bucuresti, Facultatea
de Arte Decorative si Design, iar in felul acesta
m-am trezit cu trei profesii diferite, si care se
completau una pe alta.

PP

painting strategies and regularly participated
in the art exhibitions organised in the exhibi-
tion rooms of the National Art Museum or at the
Dalles, Orizont or Simeza Galleries. I had my
first solo exhibition in 1996, announcing my pro-
fessional development: Vegetal screens. It was
followed by others, expressing several themes
related to the same great family of abstract Im-
pressionism: Vegetal passages, Aquatic, Paint-
ing and mannequin, Drapery, Aquatic gardens,
Abyssal sceneries.

In paintings I preferred the canvas, the tra-
ditional technologies and the non-figurative, thus
constructing a language situated between the
gestural painting, tachismes and Abstraction-
ism, defined by a certain compositional balance.
The quality of colours, a rigurous scenario of ar-
tistic expressions, the spontaneous and laconic
gesture, they all developed as a result of some
long periods of accumulations and subconscious
structures suggesting some images I think of
continuously, selecting and processing them, in

Paula Barbu, Vesmantul din abis, expus in cadrul expozitiei Peisaje Abisale, Galeria Orizont, Bucuresti, acrilic pe

panza, 2012

Paula Barbu, The garment from the abyss, exhibited as part of the Abyssal Sceneries event, Galeria Orizont, acrylic on

canvas, 2012

Anul I Licentd, Colectia Gaudi, fotografie realizata in cadrul evenimentului Fashion Mob, Sun Plaza, Bucuresti, 2012

First year BA student, the Gaudi collection, photo realized as part of the Fashion Mob event, Sun Plaza, Bucharest, 2012

order to later release them onto the canvas.

In 1990 my paths had opened: I became
a member of the Romanian Union of Artists,
the Painting Department, and a lecturer at
the Fashion Department at the Art Academy,
Bucharest, the Faculty of Decorative Arts and
Design, so I found myself dealing with three
different professions which were actually com-
pleting each other.

Today I work at the same faculty, together
with my generation mates, Unda Popp and Ioana
Avram, with other colleagues sharing other spe-
cializations, who were fond of fashion, and also
with the future generations of professor design-
ers. My experience, after I graduated from fac-
ulty, my research in the domain of fashion and
my personal explorations, oriented us towards a
new, coherent and performing program, capable
of instructing a great deal of students signing
up each year. Besides the artistic notions, I pro-
vided them with theoretical, practical and tech-
nical knowledge. These are presented in a way
to facilitate their understanding, stimulate their

Azi lucrez in aceeasi facultate, aldturi de
colegele mele de generatie, Unda Popp si Ioa-
na Avram, cu alti colegi de alte specializari,
indragostiti de moda, dar si langa viitoarele ge-
neratii de designeri — profesori. Experientele de
dupa absolvirea facultatii, cercetdrile intreprinse
in domeniul modei, cautdrile personale ne-au
condus catre un program nou, coerent si per-
formant, capabil sa instruiascd numarul mare de
studenti care se inscriu in fiecare an. Pentru ei
am inclus, pe langa notiunile artistice, si cunos-
tinte teoretice, practice, tehnice. Ele sunt prezen-
tate in asa fel incat s3 le faciliteze intelegerea,
sa le stimuleze creativitatea si sa-i pregateasca
pentru un domeniu mereu in avangarda, in care
schimbarile nu se mai petrec de la un sezon la
altul, ci de la un moment la altul.

De-a lungul timpului, ni s-au aldturat fosti
studenti cu rezultate remarcabile in domeniul
modei, in tara si in strainatate, si asa am format o
echipa in care credem cu tarie si unde contributia
ﬁecéruiaA este beneficd, prin diversitatea propu-
nerilor. Intelegerea faptului cd@ nu uniformitatea
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Anul I Licentd, Colectia Gaudi, fotografie realizata in cadrul evenimentului Fashion Mob, Sun Plaza, Bucuresti, 2012
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creativity and prepare them for a permanently
vanguardist domain in which changes do not oc-
cur from a season to another, but from a moment
to another.

In time, former students, with remarkable
results in the domain of fashion in the country
and abroad joined us, and so we formed a team
we truly trust, where the contribution of each of
us is beneficial through the suggestions’ diver-
sity. The comprehension of the fact that it is not
about comformity which helps us, but the various
methods to approach the principles and elements
of fashion, led us towards a constructive compe-
tition highly appreciated by students. They were
the ones we had to convince with multiple ex-
periments: starting with drawings, colour, com-
positions, the first volumes obtained, continuing
with the art objects, with the creation of our own
materials and patterns, with essential notions re-
garding fashion, art, performances, stage move-
ment, and many other elements setting up the
phenomenon of fashion, its “coulisses,” as we like
to define it, which made them understand this

este cea care ne ajutd, ci modurile diferite de a
aborda principiile si elementele modei, ne-a con-
dus spre o competitie constructiva, din care stu-
dentii au avut cel mai mult de castigat. Pe ei, in
primul rand, trebuia sa ii convingem cu multiple-
le experimente: incepand cu desenul, culoarea,
compozitia, cu primele volume obtinute si con-
tinuand cu obiectele-artd, cu crearea propriilor
materiale si croiuri, cu notiuni esentiale despre
moda, artd, performing, miscare scenica si multe
alte elemente care construiesc fenomenul modei,
~Culisele” ei, cum ne place sd spunem, si care fi
ajutd sa inteleaga acest mecanism complex. Asa
se explica diversitatea in modul de abordare a
temelor lucrdrilor de Licentd si Master realizate
de studenti in ultimii ani.

Unii considera cd moda trebuie sa fie doar
asa cum cred ei, ignorand cu buna stiinta, din
motive stiute doar de ei, eforturile scolii roma-
nesti de moda. Asa-zisi critici, cu 0 minima in-
formare, abilitate si practicd a modei, nu inteleg
pasii facuti pentru formarea viitorilor designeri,
nici multiplele fatete si domenii ale modei, nici



Laura Smarandache, Colectia Sharp Love, 2011
Laura Smarandache, Sharp Love Collection, 2011
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Anul I Licenta, Colectia Ritual, 2013

First year BA student, the Ritual Collection, 2013




Stefana Chelaru, Nostalgia crinolinei, 2014
Stefana Chelaru, The crinoline’s nostalgia, 2014

complex mechanism. All this explains the diver-
sity of their approach when they elaborated their
recent dissertations and MA works.

Some consider that fashion must be the
way they imagine it, while knowingly ignoring,
because of a number of personal reasons, the
efforts of the Romanian fashion school. So-called
critics, endowed with the lowest degree of in-
formation, ability and practice in fashion, do not
understand the stages developed to form the fu-
ture designers, neither the multiple aspects and
domains of fashion, nor the fact that the fashion
school came into the line of occidental standards
long time ago; they do not even see the students’
achievements in international competitions or the
way they are welcome in other academic con-
texts, when they continue their studies abroad.

My research in the domain of fashion and
personal explorations in painting made me find
the most appropriate modalities to provide my
students with a great deal of knowledge and ex-
perience to enrich, support and orient them with-
in this vast domain, to open their paths and make
them discover their own artistic personality.

The course of volumetry, which I suggested
them, providing the Fashion Department with
a unique dimension, proved necessary in the
comprehension of different methods to obtain
volumes and in the faster understanding of the
problems concerning the pattern’s construction.
This explains why the topics I suggest to my
students include very many elements related to
painting, sculpture, scenography or art history, as
well as the technological problems needed in the
execution of volumes or the introduction of some
recent technologies. "White — Black”, "Warm —
Cold”, "Contrast itself”, “Piet Mondrian”, “Sonia
Delaunay and the simultaneous dress”, “Frida
Kahlo”, “Mark Rothko”, “Gustav Klimt”, “Pop Art”,
"Op Art”, "Antoni Gaudi” represent only a part
of the subjects related to colour through which
I try to make students get closer not only to the
experience of great artists but also to the study
of colours and principles governing it, which are
SO necessary in creative clothing.

Referring to the successful experience, the
recent “Antoni Gaudi” collection of the first year
students combines the spectacular forms with

faptul ca scoala de moda s-a aliniat de mult stan-
dardelor occidentale, si nici nu vad realizarile stu-
dentilor in competitiile internationale sau cat de
bine sunt primiti in alte medii academice, cand fsi
continua studiile in straindtate.

Cercetdrile in domeniul modei si cautari-
le personale in picturd m-au ajutat sa gdsesc
modalitatile cele mai potrivite ca sd transmit
studentilor cat mai multe cunostinte si experi-
ente care sa 1i imbogateascd, sa-i ajute sa se
orienteze in acest vast domeniu si, in acelasi
timp, sa le deschida caile prin care sa se poata
descoperi ei insisi ca personalitati artistice sau
formatori. Cursul de Volumetrie pe care I-am
propus pentru ei si care adauga o dimensiune
unicd Departamentului Moda s-a dovedit ne-
cesar pentru intelegerea diferitelor metode de
obtinere a volumelor si pentru descifrarea mai
rapidd a problemelor legate de constructia ti-
parului. Asa se explicd de ce temele pe care le
propun studentilor includ foarte multe elemen-
te legate de picturd, sculpturd, scenografie sau
istoria artei, dar si probleme tehnologice nece-
sare pentru realizarea volumelor sau introduce-
rea unor tehnologii de ultimad ora. ,Alb-Negru”,
»Cald-Rece”, "Contrast in sine”, ,Piet Mondrian”,
»Sonia Delaunay si rochia simultand”, ,Frida Ka-
hlo”, ,Mark Rothko”, ,Gustav Klimt”, ,Pop Art”,
,Op Art”, ,Antoni Gaudi” sunt doar o parte din-
tre subiectele legate de culoare, prin care incerc
sa 1i apropii pe studenti de experientele marilor
artisti si de studiul culorii si al pricipiilor care
0 guverneaza, atat de necesare pentru creatia
vestimentara.

Vorbind despre experiente reusite, una
recentd a fost colectia ,Antoni Gaudi” a stu-
dentilor anului I Licentd, in care formele spec-
taculoase se impletesc cu inovatiile decorative
folosite de Gaudi in lucrdrile sale de arhitectu-
ra. Folosindu-se de aceasta metoda si de cultu-
ra lor plastica, studentii au creat o istorie a pic-
turii cu care au imbracat corpul uman si careia
i-au conferit dinamism prin culoare si miscare.
Au abordat cu usurinta aceste teme si au reali-
zat volume complicate si spectaculoase, iar ima-
ginatia si creativitatea lor s-au dezvoltat de la o
etapa la alta, datoritd cunostintelor dobandite in
timpul acestui experiment.




Alex Raicu, Nostalgia crinolinei, 2014 ; I B o
Alex Raicu, The crinoline’s nostalgia, 2014 ; P
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Uneori, temele propuse sunt raspunsuri la
cautdrile unor colegi sau ale altor designeri — de
exemplu, colectia ,Patimile”, realizata cu studen-
tii de la ciclul masteral, care continud ,Buna Ves-
tire” a Undei Popp sau ,Sacrificiul” inegalabilului
Alexander McQueen. A fost un rdspuns dat si
unei alte intrebari: daca este posibila abordarea,
prin moda, a unor teme dintr-o zona spirituala,
atat de sensibild. Rezultatul a vorbit de la sine:
studentii au realizat adevarate obiecte de arta,
unele construite pe elemente de compozitie,
folosind materiale neconventionale, altele rea-
lizate riguros sub forma de vesminte cu tdieturi
indraznete, in stilul lui McQueen, accesorizate
cu elemente neconventionale. Alteori, temele de
cercetare sunt sugerate de istoria costumului:
din preistorie la crinolind, de la Art Nouveau la
Art Deco, de la New Look la anii ‘60, ‘70 si pana
la Deconstructivism sau la Minimalismul zilelor
noastre, salturile se fac rapid, prin documentare
si experiment.

Dacad m-as intoarce azi cu patruzeci de ani in
urma si ar trebui sa-mi aleg din nou o meserie, as
merge pe acelasi drum: cele trei palarii — creator,
pictor si profesor — imi stau de minune si imi aduc
satisfactii imediate si fara numar. Si as mai spune
ca de cand mi-am descoperit latura pedagogica,
am vazut ca multe dintre ideile mele pot prinde
viatd prin realizarile studentilor si ca putem casti-
ga deopotriva: Sandra Galan, Ana Popa, Roxana
Parvu, Laura Smarandache, Emilia Tudoran, Iulia
Ghenea, Alex Raicu sunt doar o parte (din ulti-
mile generatii) dintre cei cu care ma mandresc
si care vor dezvolta designul romanesc contribu-
ind cu sigurantd la cresterea prestigiului Scolii de
moda din Bucuresti.

the decorative innovations used by Gaudi in his
works of architecture. By using this method and
their artistic culture, the students created a histo-
ry of painting, which they dressed up the human
body with, while conferring the idea of dynamism
through colour and motion.

They approached these topics easily and
made complicated and spectacular volumes and
their imagination and creativity developed from
a stage to another due to the knowledge gained
during this experiment.

Sometimes, the topics suggested represent
answers to the explorations of some colleagues
or other designers — for instance, the "Passions”
collection made with the MA students continuing
Unda Popp “"Annunciation” or the peerless Alexan-
der McQueen’s “Sacrifice.” It was an answer relat-
ed to another question: whether the approach of
some themes deriving from a spiritual and highly
sensitive area, by means of fashion, could be possi-
ble. The result was obvious: the students achieved
real objects of art, some constructed on compo-
sitional elements, using non-conventional materi-
als, others were rigorously made in the form of
garments with daring cuttings, in McQueen'’s style,
accessorized with non-conventional elements.

Some other times the research tpics are sug-
gested by the costume’s history: from pre-history to
crinolines, from Art Nouveau to Art Deco, from the
New Look to the 60s and 70s and Deconstructivism
or the present Minimalism, the transformations are
fast, through documentation and experiments.

If I had to return forty years ago and choose
my profession again, I would take the same deci-
sion: the three hats — creator, painter and profes-
sor — fit me wonderfully and bring me immediate
and countless satisfactions...

I would also say that, since I've discovered
my pedagogical side, I noticed that many of my
ideas can turn into life through my students’
achievements and we can also declare ourselves
winners: Sandra Galan, Ana Popa, Roxana Parvu,
Laura Smarandache, Emilia Tudoran, Iulia Gh-
enea, Alex Raicu are only some of those (belong-
ing to the latest generations) I am proud of, those
who are going to develop the Romanian design,
while surely contributing to the expansion and
promotion of the Fashion School, Bucharest.

Anul I Master: Iulia Ghenea (1), Mirela Barbu (2), Roxana Pirvu (3), Emilia Tudoran
(4), Patimile, 2013

First year MA student: Iulia Ghenea (1), Mirela Barbu (2), Roxana Pirvu (3), Emilia
Tudoran (4), Passions, 2013




Ioana AVRAM

lector universitar doctor

lecturer doctor

Fashion and the signs of change

I have graduated from the Institute of Fine
Arts “Nicolae Grigorescu,” Bucharest, the Textile
Arts Department, Creative Clothing, in 1978.

That year, considered the climax of global
prosperity, never felt before, they discovered Plu-
to’s Charon satellite, and the Republic of China
allowed, as the outcome of a new strategy ap-
proached in cultural development, the access to
the works of Aristotle, William Shakespeare and
Charles Dickens, as well as the introduction of the
“Fashion” concept given the occidental influence
of Pierre Cardin at Beijing; New York Post pub-
lished an ample article related to David Rorvik’s
book, “The Cloning of Man”, the alleged possible
cloning of the human being, and at Chicago they
created the first computer bulletin board system
(CBBS), a computerized system permitting the
computer connection.

It was the year of odd fashion choices, oil
crisis, bizarre hairstyles, the year when they cre-
ated Garfield, the most viral BD character, when
the first vitro child, Louise Joy Brown, was born.

It was nicknamed “The year of the three
Popes”; it was the year when Nicolae Ceausescu
launched the “Bucharest project” as a reply of
the Phenian town, the capital of North Coreea;
they invented the artificial insulin, Menachem
Begin (Israel) and Anwar el-Sadat (Egypt) ob-
tained “ex aequo” the Nobel Prize for Peace,
Sony introduced the walkman, the first portable
stereo, some films - “The Deer Hunter" “Annie

Moda si semnele schimbarii

Am absolvit cursurile Institutului de Arte
Plastice Nicolae Grigorescu din Bucuresti in anul
1978, in cadrul sectiei de Arte Textile, specializa-
rea Creatie Vestimentara.

In acel an, considerat ca fiind un varf al
prosperitatii globale, nemaiatins de atunci, a fost
descoperit satelitul Charon al lui Pluto, Republica
Populara Chinezd a permis, in urma unei noi stra-
tegii de dezvoltare culturala, accesul la operele lui
Aristotel, William Shakespeare si Charles Dickens,
dar si introducerea conceptului de ,Moda”, prin
aerul occidental adus de Pierre Cardin la Beijing;
New York Post a publicat un amplu articol relativ
la cartea lui David Rorvik ,The Cloning of Man”,
despre presupusa posibila clonare a fiintei uma-
ne, iar la Chicago a fost creat primul computer
bulletin boardsystem (CBBS), un sistem compu-
terizat care permite conectarea informatica.

A fost anul alegerilor de moda ciudate, al cri-
zei petrolului, al coafurilor abracadabrante, anul
in care a fost creat Garfield, personajul de BD
cel mai viral si s-a nascut ,in vitro” primul copil —
Louise Joy Brown.

A fost supranumit ,, Anul Celor Trei Papi”, dar
si cel In care Nicolae Ceausescu a lansat ,Pro-
iectul Bucuresti”, ca o replica a orasului Phenian,
capitala Coreei de Nord; a fost inventata insuli-
na artificiald, Menachem Begin (Israel) si Anwar
el-Sadat (Egipt) au obtinut ,ex aequo” Premiul
Nobel pentru Pace, Sony a introdus walkman-ul,
primul stereo portabil, filmele ,The Deer Hunter"
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~Annie Hall” sau ,Grease” au devenit simboluri
culturale, Bee Gees au lansat ,Stayin’ Alive”, iar
pantalonii de plastic au fost, pentru scurtd vre-
me, la moda.

Nicolae Ceausescu a fost pentru ceva vreme
liderul cel mai ,frecventabil” din ,lagarul socialist”
si a fost plimbat cu trasura prin Londra, de cdtre
regina Angliei, trecand pe langa un cinematograf
unde rula (la liber!!!) un film produs de David
Grant, ,King of sexploitation”.

Apare cartea lui John T. Molloy, ,The Women'’s
Dress for Success Book” — care a marcat o piatra
de hotar in codificarea vestimentara a mesajului
oficial, iar ,The London Fashion Exhibition” lana-
seaza, in acelasi an, o sectiune aparte, destinatd
designerilor, in timp ce IGEDO deschide ,Diissel-
dorf Fashion House”, pentru imbracaminte ,de
designeri”, in incercarea de a cuceri piata ameri-
cang, saturata de produsele de masd, care pot fi
cumparate din Orientul Indepdrtat.

Populatia globului era de aproximativ 4 mili-
arde 302 milioane de oameni.

Toate acestea au influentat direct, mai mult
sau mai putin discret, existenta Planetei, a indi-
vizilor, a mea, fard sa stiu la momentul acela, ca
undeva se intampla lucruri care vor transforma
lumea familiard mie, intr-o manierd de neimagi-
nat, altfel decat stiintifico-fantastic.

LSpiritul anului 1978” mi-a modelat, de fapt,
structura afectiva, culturala si sociald, datorand
efectelor — vizibile sau colaterale — ale fiecareia
dintre toate aceste evenimente, plus ale multor
altora, multe nestiute — ceea ce sunt acum.

La acea vreme, moda vestimentara, care
tocmai lua fiintd in Romania ca profesie creativa,
(dincolo de croitoria artizanald sau de unicatele
artistice ale Fondului Plastic) era, fara sa stiu eu,
varful de lance al unui proiect ambitios care viza
un sistem integrat de cercetare, creatie, produc-
tie si implementare pe piata, gandit ca sa forte-
ze intrarea pe usa din fata in industriile modei.
Prinsd intre creativitatea artistica si cea de moda,
intre libertatea unui liber profesionist si rigorile
corporatiste, am evoluat afland incet-incet ras-
punsuri legate de structura, forta, rolul si efectele
modelatoare ale actului cultural de moda.

Scoala de modd a apdrut ca o necesitate de
formare profesionald, pentru crearea unor resur-

Hall” or “Grease” became cultural symbols, Bee
Gees launched “Stayin’ Alive”, and plastic pants
became fashionable for some time.

For a while, Nicolae Ceausescu had been
the most “frequentable” leader from the “so-
cialist camp”, he used to be driven in carriage
tours around London by the Queen of England
and, passing by a cinema, he was astonished to
glimpse David Grant's film, “King of sexploita-
tion,” (freely!!) ...

Then they published John T. Molloy’s book,
The Women's Dress for Success Book — which
marked an outstanding point in the clothing
codification of the official message; it was the
same year when The London Fashion Exhibition
launched a special section for designers, while
the IGEDO opened the Diisseldorf Fashion House,
for brand clothing trying to conquer the American
market, imbued with mass products, which could
be purchased in the Far East.

Population: 4.302 billion people.

All these influenced the existence of the
Planet, of the individuals and mine, directly, in a
more or less discrete way; at that time I did not
know that, somewhere, there were things which
were going to transform the World, which I was
familiar with, into an unbelievable manner, totally
different from the scientific and fantastic one.

“The spirit of 1978” had actually modeled
my affective, cultural and social structure due to
the visible or collateral effects of each of these
events, or of others, which I was not aware of,
and here I am.

At that time, fashion clothing, which was
just developing in Romania as a creative pro-
fession (beyond the artisanal tailoring or the
artistic unique items of the Gallery) was, with-
out my knowledge, the essence of an ambitious
project focused on an integrated system of re-
search, creation, production and market imple-
mentation, meant to force the grounds in the
fashion industry. Caught between the artistic
and fashion creativity, between the liberty of a
free-lancer and corporatist rigors, I went further
and gradually found the answers related to the
structure, force, role and modeling effects of the
cultural act of fashion.

The fashion school emerged as the profes-

Laura Bonciu, Andreea Vartolomei, Laura Ditot, Wholometry, 2013
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se umane apte sa infrunte concurenta din indus-
trile modei internationale. Aparitia sa (1971) a
marcat in sine un traseu profesional pentru cei
care, cultural, tehnic, artistic si creativ, trebuiau
sa raspunda misiunii de ,reformatare” a industri-
ei de confectii romanesti.

Desigur, acest plan nu s-a realizat — cel putin
nu atunci — datoritd rezistentei la schimbare a
tuturor factorilor implicati. In primul rand, indus-
tria de confectii a primit cu iritare sarcina de a
introduce in sistem creatia, ca element industrial
productiv. Acest lucru presupunea reorganizarea
fluxurilor tehnologice, in baza conceptelor — me-
reu noi de moda — si costuri mari de creatie, pe
care nu le intelegea, avand in vedere rolul asu-
mat pana atunci de exclusiv producdtor. Pe de
alta parte, structurile Institutului de Arte de la
acea vreme considerau acest domeniu, foarte

i . e R -
Colectia colaborativa SAGE, bazata pe cercetare de tendinte (2010) — viziune confirmata de studiile STYLESIGHT /
FUTURIST (2012)
A collaborative collection, SAGE, (2010) based on a collaborative research of trends — a vision confirmed by the fol-
lowing studies STYLESIGHT / FUTURIST (2012)

sional development was needed for the crea-
tion of some human resources, which were able
to cope with the competition in the interna-
tional fashion industries. Its emergence (1971)
marked a professional route for those who had
to experience the “re-formatting” of the Roma-
nian clothing industry culturally, technically, ar-
tistically and creatively.

Of course, this plan was not successful — at
least not then — given every factor’s resistance to
the idea of change. Firstly, the clothing industry
was resentful when given the task to introduce the
creation in the system, as a productive industrial
element. This might have assumed the reorgani-
zation of technological streams, according to the
concepts — always new in fashion — and high costs
of creation, which they did not understand given
the role assumed so far, as an exclusive producer.

“MATHEMAGICAL” 2011- UNAB
Collaborative collection

STYLESIGHT TRENDBOARD
FUTURIST 2012
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Colectia colaborativda MATHEMAGICAL, bazata pe cercetare de tendinte (2011) — viziune confirmata de studiile STY-

LESIGHT / FUTURIST (2012)

A collaborative collection, MATHEMAGICAL, (2011) based on a collaborative research of trends — a vision confirmed

by the following studies STYLESIGHT / FUTURIST (2012)

Secondly, those structures of the Art Institute
considered this domain very new for Romania, as
a "stray child” imposed by the party, tolerated as
a caprice, as there was no other way. The stu-
dents, some very fond of the mirage of fashion
and the world “beyond” the Iron Curtain, were
hoping that, by means of fashion, they could
get closer to their professional development in a
more beautiful world. They considered that the
authentic creation was going to be evaluated
more differently “there”...

The industry, obliged to hire us as “graduate
draftsmen” or “graduate planners” (words like
“design” or “marketing” were not accepted, not
even in the classified list of functions) — margin-
alized us violently, manifesting an undisguised
disdain for all that meant creativity, talent, vi-
sion, more exactly, anything that could gener-

nou de altfel pentru Romania, ca pe un ,copil de
pripas” impus de conducerea de partid, tolerat fi-
ind ca un moft, fiindca nu se putea altfel. Studen-
tii, unii indragostiti de mirajul modei si al lumii de
»dincolo” de cortina de fier, sperau ca prin moda
pot fi mai aproape de visul realizarii profesionale
intr-o lume mai frumoasa. Considerau ca adeva-
rata creatie va fi valorizata altfel ,acolo”.

Industria, obligata fiind sd ne angajeze ca
»desenatori artistici cu studii superioare” sau
Jproiectanti modele cu studii superioare” (cuvin-
te ca design sau marketing nefiind acceptate, nici
maécar in nomenclatorul de functii) — ne margina-
liza violent, manifestand un dispret nedisimulat
pentru tot ceea ce insemna creativitate, talent,
viziune, pe scurt, orice putea genera schimbare.
Un conflict dureros, care a semanat confuzie si a
facilitat abandonarea proiectului.
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Am avut marea sansa sa ma bucur de ,ghizi"
si maestri care m-au indrumat pe calea ingustd,
si nu lipsitd de capcane, a descoperirii de sine —
pentru mine moda a fost dintotdeauna un mod
de viatd, nu o profesie. Doamna Leontina Mai-
latescu, cea care a primit sarcina sd ,porneasca
motoarele” scolii de creatori de moda romani, a
studiat la Viena si a adus de acolo un model greu
de digerat la acea vreme — creatia vestimentara
productivd, pentru industriile creative ale modei.
Tehnic (mult prea tehnic si rigid pentru tinerii care
se doreau artisti si nu ,,pdlmasi” angajati in indus-
trie, cu sefi si sarcini de serviciu, termene, dar si
raspundere), acest lucru ne-a descumpanit pen-
tru multa vreme, nestiind unde este drumul spre
destinul profesional. La polul ,uman” al ecuatiei,
Doamna Adina Nanu a introdus masura omului,
cu afectivitate, orgolii, bucurii, nevoi, constran-
geri, dar si razvratiri, precum si bucuria de a lucra
cu un limbaj mult mai complex decat cel uzual,
comunicand stari si intentii, si care putea traduce
vestimentar tot ce ne inconjoara.

Multd vreme am balansat ametitd intre pasi-
une si ,sarcini de serviciu”, pana cand am inteles
ca toate acestea fac parte dintr-o singura lume,
dintr-o singurd poveste, cu raspunsuri posibile la
nevoia fundamental umana de a se manifesta so-
cial prin valori culturale, exprimate in forma lor
material vestimentara.

Am inteles ca totul este cuprins intr-un sis-
tem — SISTEMUL MODEI — care reprezinta expre-
sia cea mai larga a curentului cultural dominant
al fiecdrei epoci.

Totusi semintele acelor vremuri dau roade
frumoase acum, Romania este deja angajata pe
drumul fara intoarcere al productiei de creativi-
tate, fiind clasatd pe locul 15 in lume in exercita-
rea puterii intangibile, conform noului indicator
».Soft Power Index”, lansat de Ernst & Young.
De asemenea, in cadrul Planului de Export al
Romaniei, prin eforturile Societdtii Designeri-
lor Profesionisti din Romania, designul (cel de
moda inclus) reprezintd o valoare exportabild
in sine fie sub formd de concepte, fie de pro-
totipuri, iar tinerii designeri participa la targuri
internationale sub marca proprie.

Lumea s-a schimbat inimaginabil. Conceptul
de Erd Digitald sau Revolutie Digitald presupu-

ate the transformation. A painful conflict which
provoked confusion and facilitated the abandon-
ment of the project.

I had the great opportunity to get in touch
with “guides” and masters who oriented me to-
wards the narrow and difficult path to discover
myself — for me, fashion was always a lifestyle,
not a profession. Mrs. Leontina Mailatescu, the
one who had the task to “start the engines” of
the Romanian school of fashion creators, had
studied in Vienna and from there she brought
a model, which was hardly accepted then — the
productive clothing creation for the fashion crea-
tive industries. Technically, (too technical and
rigid for the young people who wanted to be-
come artists not “poor” employees, with foremen
and tasks, terms and responsibility) this had un-
balanced us for a longer time, creating confu-
sion around the idea of professional fate. At the
“human” pole of the equation, Mrs. Adina Nanu
introduced the human measures, with affection,
vanity, joy, needs, constraints, but also rebellion
and the happiness to work with a more complex
language than the common one, communicating
conditions and intentions, translating all that sur-
rounded us in terms of fashion.

I had oscillated a lot between passions and
“service tasks” until I understood that all these
belong to a single world, to a single story, with
possible replies to the fundamentally human
need to manifest socially, through cultural val-
ues, expressed in their clothing-material form. I
understood that everything is included in a sys-
tem — THE FASHION SYSTEM — which represents
the largest expression of the dominated cultural
genre of each epoch.

However, the seeds of those times bear their
fruits now, Romania is already and forever engaged
in the process of creative production, being “... the
15th in the world to exert the intangible power
according to a new indicator, “Soft Power Index”,
launched by Ernst & Young”. Moreover, in Romania’s
export plan, through the efforts of the Romanian
Society of Professional Designers, design (includ-
ing the fashion design) represents an exportable
value itself, either in the form of concepts or as
prototypes, and the young designers participate in
international fairs with their own brand.

K AN,

Alexandru Tunsu, FI

RST BREATH, 2013
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ne manipularea informatiei prin tehnologii digi-
tale, un nou tip de relatii intre fiinta umana si
virtualitate, generat cu precddere de tehnologia
informatiei si @ comunicarii digitale. Schimbarile
rapide si violente, care pot deveni amenintatoare
pentru societatea noastra, necesitand o atitudine
culturald noud, diferitd si CREATIVA.

Profesii au disparut si multe altele le iau
locul cu o vitezd nemaiintdlnitd, iar formarea
profesionala de tip traditional face cu greu fata
acestor provocari.

Vor apdrea noi actori pe scena economica,
sociald, politica, tipologia activitdtilor va deveni
din ce in ce mai rapid volatila.

in Era Digitald a Civilizatiei Informatiei pu-
tem considera sistemul modei ca fiind o retea
globalizata si sa acceptdam ca WWF (World Wide
Fashion) si WWW (World Wide Web) sunt doar
diferite modele ale aceluiasi tip de civilizatie, ast-
fel incat, in primd instantd, moda poate deveni
un model pilot mai usor explorabil.

Lucrand peste 30 de ani in diverse pozitii din
industriile creative ale modei, m-am angajat, fi-
resc, in elaborarea unui proiect educational, ba-
zat pe experienta profesionald nemijlocita si pe
activitatea de cercetare in domeniul modei si a
modelelor educationale destinate creativilor.

Vorbim despre ceea ce rdmane dupa ce prea
putin din ceea ce este azi, va mai fi.

Moda este un barometru cultural, extrem de
fin si de precis, iar specialistii acestui domeniu,
lucrand mereu la timpul viitor, sunt printre primii
care simt semnele schimbarii si le transpun intr-o
realitate a zilei de maine.

Pornind de la ideea ca industriile modei pre-
zintd oportunitati profesionale cu un spectru
foarte larg de utilizare a capacitatilor creative
antrenate si educate (unele cunoscute, altele
emergente, altele fard forma, inca), am inceput
prin a formula cele mai importante competente
(general valabile pentru toate acestea), pe care
o universitate de arta le poate oferi. Astfel, nu-
mind cateva, putem sd ne referim la: elaborarea
unei viziuni si asumarea ei, modalitati de con-
ceptualizare si operationalizare, capacitdti de
comunicare, exprimare in diferite limbaje (artis-
tice sau neartistice), spiritul inovatiei competiti-
ve, utilizarea deschiderii culturale ca instrument

World has unbelievably changed. Concepts
like Digital Era or Digital Revolution assume the
manipulation of information through digital tech-
nologies, a new type of connections between hu-
man beings and virtual contexts, especially gener-
ated by the technology of information and digital
communication. The fast and violent changes can
become threatening for our society and need a
new, different and CREATIVE attitude.

There were professions which vanished,
some others replaced them very fast, and the
traditional professional development is hardly
coping with these challenges.

New actors are going to appear on the eco-
nomic, social, political stage, and the typology of
activities will transform more and more...

In the digital era of Informational Civilization
we can consider the fashion system a globalized
network and accept that WWF (World Wide Fash-
ion) and WWW (World Wide Web) are only differ-
ent models of the same type of civilization, thus,
in the first instance, fashion can become an eas-
ily researchable pilot model.

Having worked in various positions in the
creative fashion industries for more than 30
years, I certainly engaged in the elaboration of
an educational project based on direct profes-
sional experience and my research activity in the
domain of fashion and the educational models for
the creative individuals.

We speak about what stays after only too lit-
tle of what's going on today is going to remain.

Fashion represents a cultural extremely deli-
cate and precise barometer, and the specialists
of this domain, who always focus on the future,
are among the first to feel the signs of change
transposing them in the reality of tomorrow.

Starting from the idea that fashion indus-
tries present professional opportunities with a
wide range of creative and educated capacities
and skills (some of these already known, oth-
ers emergent, and some others still deprived of
form), I began to formulate the most important
competencies (generally valid for all these), which
a University of Art can provide. For instance, we
can refer to the elaboration of a vision and its as-
sumption, modalities applied in conceptualization
and operational activities, communication capaci-

ties, expressed in different languages (artistic or
non-artistic), the spirit of competitive innovation,
the usage of cultural opening as an instrument
to inter-connect information, the exploratory be-
havior and techniques approached in research
and documentation, the creative usage of tech-
nologies (traditional or emergent), the ability to
respond creatively to any kind of challenge, due
to the open attitude towards freshness and origi-
nality, and last but not least, the capacity to work
with cultural prognosis and those specific to fash-
ion and so on and so forth.

The fashion projects actually rely on a re-
search based on curiosity, the exploration of
diversity, the determination of aspirations and
needs demanding punctual answers. But not an-
yway, innovative answers, stimulating the com-
petition, producing value and generating profit.

What would have been if in 1978 I had known
that the Shock of future (Alvin Tofflet) represent-
ed something else than a successful visionary es-
say, or if Chronicle 2000 (Acad. Mircea Malita)
had reached my attention... or if I had known
where to explore all the information mentioned
at the beginning and I had been skilled enough
to interconnect these to create a possible paint-
ing of a “future” which had already “passed” in a
great measure?

Paraphrasing Faith Popcorn, one of the most
well-known trend spotters, “If you knew eve-
rything about tomorrow, what would you do
differently today?” I answer: I would teach the
others how to look at “tomorrow,” to make them
act differently, so that “tomorrow” would not
find them unprepared.

At the very beginning, the fashion program
should have comprised a formation especially
concentrated on the clothing design and it should
have created the necessary competencies to cov-
er the implementation of some successful models
on the market.

Subsequently, the domain diversified, this
was not sufficient, a management program in
fashion collections and concept administration
was needed. Professions such as Trend Manager,
Conceptual or Directional Designer, Creative Di-
rector or Fashion Buyer, became very solicited on
the labor market.

de interconectare a informatiei, comportament
exploratoriu si tehnici de cercetare si documen-
tare, utilizarea creativad a tehnologiilor (traditio-
nale sau emergente), capacitatea de a raspunde
creativ la orice fel de provocare, datoritd atitu-
dinii deschise catre nou si nu in ultimul rand,
capacitatea de a lucra cu prognozele culturale si
cu cele specifice modei, si altele.

Proiectele modei se bazeazd, de fapt, pe
cercetare centratd pe curiozitate, pe cautarea di-
versitdtii, pe determinarea aspiratiilor si nevoilor
care cer raspunsuri punctuale. Dar nu oricum, ci
raspunsuri care sunt inovative, se detaseaza de
concurentd, produc valoare si genereaza profit.

Ce ar fi fost daca in 1978 as fi stiut ca ,So-
cul Viitorului” (Alvin Toffler) este altceva decat
un reusit eseu cu pretentii vizionare, sau daca
»Cronica Anului 2000” (acad. Mircea Malita) ar fi
ajuns sub ochii mei, sau daca as fi stiut unde sa
caut toate informatiile mentionate la inceput si as
fi avut priceperea sa le conectez intre ele, creand
un posibil tablou al unui ,viitor” care este deja
Jtrecut” in mare parte?

Parafrazand-o pe Faith Popcorn, unul dintre
cei mai renumiti trend spoteri: ,Daca ati cunoas-
te totul despre maine, ce ati face altfel azi?”, ras-
pund: ,As invdta pe altii cum sa se uite ,in mai-
ne”, ca sa faca de azi pasii necesari, astfel incat
»maine” sa nu ii surprindd nepregatiti”.

La inceput, programul de moda ar fi tre-
buit sa cuprinda o formare care se referea, cu
precadere, la design vestimentar si ar fi trebuit
sa creeze competentele necesare pentru aco-
perirea nevoii de implementare pe piatd a unor
modele de succes.

Ulterior, domeniul s-a diversificat, acest lu-
cru nemaifiind suficient, fiind necesar un pro-
gram de management al colectiilor de moda si al
gestiunii conceptelor. Profesii ca Trend Manager,
Conceptual sau Directional Designer, Director
Creativ sau Fashion Buyer devenind foarte soli-
citate pe piata de munca.

Foarte repede a explodat o paleta larga de
noi profesii creative cu aplicatie directd in moda
(stilist cu toate declindrile sale, trend-setter,
trend-hunter, analist, critic si editorialist de moda,
manager de imagine de moda, cercetator in do-
meniul solutiilor vestimentare alternative, visual
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Colectie colaborativa, Selenit, 2014
Collaborative collection, Selenite, 2014

merchandiser, fashion display artist etc.).

In zilele noastre, cel mai important lucru este
modul de a interrelationa profesional, de a lucra
colaborativ si cocreativ, de a folosi creativitatea
in toate domeniile vietii, de la raspunsuri catre
client, la utilizarea tuturor oportunitdtilor legale
de manifestarea pe piatd.

In aventura mea didacticd, am incercat sa
gdsesc forme si modalitati de a antrena grupuri
de studenti in astfel de proiecte si ma pot bu-
cura ca am obtinut si unele rezultate. Fiindc3,
in paradigma mea, reusita inseamna sa produci
absolventi capabili sa preia sarcini pe care nu
le pot onora altii.

Astfel, Ana Nechita este proprietar si editor
la revista ,Rumours”, Cristina Ciovartd este trend
manager la ,Agnes Toma”, Lavinia Pop — visu-
al merchandiser la ,Max Mara Weekend”, Anca

Very soon they developed a large scale of
creative professions directly applied in fashion
(stylist — associated with all its declining, trend-
setter, trend-hunter, analyst, fashion critic and
editorialist, fashion image manager, researcher
in the domain of alternative clothing solutions,
visual merchandiser, fashion display artist... etc).

Nowadays, the most important element is
the way to inter-relate professionally, work col-
laboratively and co-creatively, use creativity in
every domain of life, from replies to the client to
the usage of every legal opportunity in the mani-
festation on the market.

In my didactic adventure I tried to find forms
and modalities to engage groups of students in
such projects and I am glad I have also obtained
good results. As, according to my belief, success
means to produce graduates who are capable of

assuming the tasks, which others can't fulffill.

Thereby, Ana Nechita is the owner and editor
of the “Rumours” magazine, Cristina Ciovarta is
the Trend Manager of “Agnes Toma”, Lavinia Pop
— the Visual Merchandiser at “Max Mara Week-
end”, Anca Turlicd — the Visual Merchandiser
la "H&M"”, Diana Osman, Anca Petrea, Raluca
Coman, designers and creators at “Nisa”, Alina
Ene — co-owner and creator at “Coolta”, Agota
Tompos, one of the most successful Romanian
industrial designers, and others manifest in the
context of young independent designers trying to
make themselves visible in the world given their
outstanding value.

Alina Dragomir, Cristina Petrescu and Ana
Bulgaru Spiridon, belonging to a younger gen-
eration, (2012) chose a collaborative form of
association according to a new “soft” business
model specific to another cultural model. Al-
though very new, their brand —"Traskin” — has
already influenced a new consumer type which
is competent, modest, young, cultural, involved
and experimental.

The latest generation (2013) produced a
new wave of creators with different visions in the
fashion field, fashion culture, sociology and life
style, in the new technologies applied in fashion,
or in the personal style: Alex Tunsu, Ana-Maria
Besleaga, Bianca Georgescu, Lavinia Badita, Lau-
ra Bonciu, Mihaela Marcoci.

Over the time, the students have also been
interested in research subjects, such as “Vivid
clothes” (Andreea Marton), “Light Painting” and
“3D Painting Effect” (Alina Ene), “Chromatics and
its role in clothing — a study of forms, proportions,
colour” (Andreea Costache), “Visual Merchandis-
ing as art” (Lavinia Pop), “"Online Fashion Busi-
ness” (Corina Stoicescu), “Corrective solutions
of corporal forms through clothing methods”
(Simona Simon), “Visual Merchandiser — a new
social media form” (Daniela Moroianu), “Clothing
as a social media language — application for the
protection of animals” (Sonia Stefan).

One of the most interesting achievements,
which I consider precious as a model, refers to
the education of the collaborative creative atti-
tude in the context of a creative community — in
our case, of a group of students.

Turlicd — visual merchandiser la ,H&M”, Diana
Osman, Anca Petrea, Raluca Coman, designeri
si creativi la ,Nisa”, Alina Ene — coproprietar si
creativ la ,,Coolta”, Agota Tompos, unul dintre cei
mai de succes designeri industriali romani, iar al-
tii se manifesta pe plaja tinerilor designeri inde-
pendenti, care incearca sa se faca vizibili in lume
printr-o prezenta remarcabild.

Alina Dragomir, Cristina Petrescu si Ana Bul-
garu Spiridon, o generatie mai tanara (2012), au
optat pentru o forma colaborativd de asociere,
dupa un model nou de afaceri ,soft”, specific unui
alt model cultural. Desi foarte nou, brand-ul lor —
Jraskin” — are deja impact in randul unui tip nou
de cumparator — avizat, modest, tanar, cultural,
implicat si experimentat.

Ultima generatie (2013) a produs un nou val
de creativi, cu viziuni diferite in sfera creatiei de
moda, a culturii de moda, a sociologiei si stilu-
lui de viatd, a noilor tehnologii aplicate in moda,
sau a stilismului personal: Alex Tunsu, Ana-Maria
Besleaga, Bianca Georgescu, Lavinia Badita, Lau-
ra Bonciu, Mihaela Marcoci.

De-a lungul timpului studentii, au manifestat
interes si pentru subiecte de cercetare, cum ar fi
~Hainele vii” (Andreea Marton), ,Light Painting”
si ,3D Painting Effect” (Alina Ene), ,Cromatica si
rolul ei in vestimentatie — studiu de forma, pro-
portie, culoare” (Andreea Costache), ,Visual Mer-
chandising ca arta” (Lavinia Pop), ,,Online Fashion
Business” (Corina Stoicescu), ,Solutii corectoare
ale formelor corporale prin metode vestimentare”
(Simona Simon), ,Visual Merchandiser — o noud
forma de social media” (Daniela Moroianu), ,Ves-
timentatia ca limbaj social media — aplicatie pen-
tru protectia animalelor” (Sonia Stefan).

Una dintre cele mai interesante realizari, pe
care o consider valoroasa ca model, se referd la
educarea atitudinii creative de tip colaborativ, in
cadrul unei comunitati creative — in cazul nostru,
a unei grupe de studenti.

Creativitatea colaborativa este un proces
creativ, derulat pe mai multe niveluri, care pre-
supune activitatea concertatd a mai multor cre-
atori, constituiti intr-o entitate creativad care face
abstractie de pozitia individuala si sustine cel mai
bun rdspuns la obiectivul stabilit.

Astfel, solutiile nu sunt o Tnsumare de opi-
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nii, ci raspunsul osmotic optim la tema propusa,
iar rezultatul este asumat de intreaga comuni-
tate. Colectiile ,Silk Road” (2006), ,Europolis”
(2007), ,Virtual Eden” (2008), ,Heart of Wear”
(2009), ,Sage” (2010), ,Mathemagical” (2011),
~Metamotion” (2012), ,Wholometry” (2013) au
demonstrat viabilitatea acestui model cu efecte
complexe, nu doar creative, ci mai ales din per-
spectiva utilizérii comune a capacitatilor tuturor
celor implicati. Modelul presupune managemen-
tul intregii activitdti, pe paliere diferite de mani-
festare, de la creatie la comunicare, la productie,
pana la promovare si diseminare.

De asemenea, o alta realizare ar fi faptul c3,
adusi in starea de a gandi si de a explora impre-
una, studentii au dovedit un foarte profund simt
al prognozelor culturale, descoperind si comuni-
cand vizual si vestimentar tendinte confirmate
ulterior de catre birouri de stil celebre. De exem-
plu, tematica si moodboard-ul colectiilor ,Sage”
(2010), ,Mathemagical” (2011), ,Metamotion”
(2012) sunt aproape identice cu cele comunicate

The collaborative creativity is a creative
process, developed on more levels, assuming
the activity of more creators constituted into a
creative entity which ignores the individual sta-
tus and supports the best reply to the already
settled objective.

Thus, the solutions do not comprise a sum
of opinions but a proper osmotic answer to
the suggested topic, and the result is assumed
by the whole community. The “Silk Road”
(2006), “Europolis” (2007), “Virtual Eden”
(2008), “Heart of Wear” (2009), “Sage (2010),
“Mathemagical” (2011), “Metamotion” (2012),
“Wholometry” (2013) collections demonstrate
the viability of this model provided with com-
plex effects, which aren’t only creative, espe-
cially from the perspective of a mutual usage
of everybody’s capacities. The model implies
the management of the whole activity, on dif-
ferent levels of manifestation, from creation,
communication, production to promotion and
dissemination.

Furthermore, another achievement is em-
phasized by the fact that the students proved a
very profound sense of cultural prognosis while
thinking and exploring together, finding and visu-
ally communicating the tendencies subsequently
certified by some stil célébre offices. For example,
the topic and moodboard of the Sage collections
(2010), “Mathemagical” (2011), “Metamotion”
(2012), are almost identical with those communi-
cated by STYLESIGHT in 2012. This confirms the
correctness and efficiency of work methods.

I consider that the students must be taught
to watch the present carefully, search for the
signs of future there and respond promptly to
these by means of FASHION solutions.

Thus we paradoxically refer to the “Product
which does not exist yet, but it will exist” for “the
beneficiary who already exists, but it will look
more differently”.

Welcome to the world of fashion! For us, the
future befalls at present!

de catre ,STYLESIGHT” in 2012. Acest lucru con-
firma corectitudinea si eficienta metodei de lucru.

Consider ca studentii trebuie obisnuiti sa pri-
veasca atent prezentul, sa caute acolo semnele
viitorului si sa raspunda prompt la acestea, prin
solutii de MODA.

Vorbim deci, ca un paradox, despre ,Produ-
sul care nu exista inca, dar va exista” pentru
~beneficiarul care existd deja, dar va fi altfel de-
cat este acum”.

Bine ati venit in lumea modei! Pentru noi, vi-
itorul se intdmpla la timpul prezent!
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Fiber Art and the game of forms

When your biographic profile harmonizes with
the zone of artists, who are also professors, you
have the great responsibility to further convey
the defining characteristics of your artistic belief
to your students. Thus, one of the attributes I
assume and promote is the ceaseless pleasure to
work with different materials, invent new tech-
niques and artistic languages. I can strongly state
that my entire artistic and pedagogical labour is
based on experiments, compositional mixtures
and the interference of visual languages.

In the development of my artistic projects I
applied concepts related to the domain of fiber
art: the fibre — textile fibre, glass fibre, paper fi-
bre, metal fibre etc. I have conceptualised them
in different types of artistic manifestations: spa-
tial tapestry, drawings, embroideries, installa-
tions, sculptures, video art, etc. The transition
from the conceptual assumption of a personal
artistic approach to the analytical one determin-
ing the projects I coordinate as a professor in
the artistic field presumes the ability to provide
the students with the skills needed to transform
any fibre (regardless of its nature) into textured
surfaces and expressive forms obtained through
new associations with only few artistic means.

The works accomplished in time fit in the cat-
egory of intermedial artistic representations and
focus on a new type of artistic approach, with
conceptual dimensions inserted in structural com-
positions, which are selected in a certain way to

Arta Firului si jocul formei

Atunci cand profilul tdu biografic se inca-
dreaza in zona artistilor care sunt si cadre didac-
tice, ai 0 mare responsabilitate pentru a trans-
mite mai departe studentilor repere definitorii
ale crezului tdu artistic. Astfel, o caracteristica
pe care mi-o0 asum si 0 promovez este pldcerea
neincetatd de a lucra cu diferite materiale, de a
inventa noi tehnici si limbaje plastice. Pot afirma
cu convingere cd intreg travaliul artistic perso-
nal, dar si cel pedagogic, este fundamentat pe
experiment, pe mixajul compozitional, dar si pe
interferenta limbajelor vizuale.

In dezvoltarea proiectelor artistice personale
am pus in practica concepte din domeniul artei
firului (,fiber art”): firul-fibra textild, firul-sticla,
firul-hartie, firul-metal etc. Pe acestea le-am
contextualizat in diverse tipuri de manifestare
artistica: tapiserie spatiald, desen, broderie, in-
stalatie, sculpturd, artd video etc. Trecerea de la
asumarea conceptuald a propriului demers artis-
tic la suportul analitic ce determina proiectele pe
care le coordonez ca profesor in domeniul artistic
presupune abilitatea de a transmite studentilor
priceperea de a transforma orice fir (indiferent
de natura lui) in suprafete texturate si in forme
expresive obtinute prin asocieri inedite cu minim
de mijloace plastice.

Lucrdrile realizate de-a lungul timpului se
incadreazd in categoria reprezentarilor artistice
intermediale si vizeazd un nou tip de abordare
plastica de dimensiuni conceptuale inserate in
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Lacramioara Crisan, LadZestra, 2014

create a specific dynamics of space. In the series
of spatial structures I analysed the creation of a
scenario by suggesting a well-determined route. In
my case, the finding of the most appropriate tech-
nique to materialise an idea or concept represents
an essential element to evoke a feeling or create
an impression and communicate a message.

The experiments I have carried out in time,
both as an artist and a professor, comprised a
wide range of conventional and unconventional
materials. I shall exemplify my interest in experi-
ments and exploration of artistic languages by
means of several personal projects.

The Muses project belongs to those mani-
festations which integrate the artistic research
in @ multidisciplinary context stimulating the re-
ceiver’s interpretative horizon through his new
viewpoint regarding the surrounding world and
the ancient acception of the muse. I have used
a mixed technique, from haute-lisse, penetrating
the Persian, Moldavian and Maramures noduses,
to the embroideries illustrating spiderwebs. In
opposition, I used knitted vine props in the tech-
nique of fences from Maramures, settled over a
layer of soil brought into the gallery, in which I
constructed three loops of water to reflect some
details from the works. The initiated game is one
suggesting oppositions and contrasts between
fine textures and rough materials, between re-
flection and opacity, between light and dark-
ness. The object tapestries, large tri-dimensional
works, are made of textile and metallic fibres
by continuously transforming the weaving tech-
niques in which the texture becomes a means of
autonomous expression to highlight the expres-
siveness of the substance.

The cosmic human time is the project through
which I passed from the organic nature (wool,
sisal, silk, cotton) to the exploration of the metal-
lic one (copper and silver). Accordingly, this re-
unites a series of works executed from polished
copper foil used to create a series of pannels,
characters and masks in the form of reliefs with
the support of mixed techniques. While under-
standing the condition of decorative art, not in
the purely formal perspective, I always tried to
sustain an ideational discourse which integrates
them at a level of artistic motivation surpassing

compozitiile structurale, alese astfel incat sd cre-
eze 0 anumita dinamica a spatiului. In seriile de
structuri spatiale am urmarit crearea unei sceno-
grafii prin sugerarea unui traseu de urmat, bine
determinat. Pentru mine, gasirea tehnicii adec-
vate pentru materializarea unei idei sau a unui
concept este o componenta esentiald in trezirea
unui sentiment sau pentru crearea unei impresii
Si comunicarea unui mesaj.

Experimentele pe care le-am facut in decursul
anilor atat ca artist, cat si ca profesor, au integrat
0 gama variata de materiale atat conventiona-
le, cat si neconventionale. Exemplific prin cateva
proiecte personale interesul meu pentru experi-
ment si explorarea limbajelor plastice.

Proiectul ,Muze” se inscrie pe linia manifes-
tarilor care integreaza cercetarea artistica unui
cadru multidisciplinar ce deschide orizontul in-
terpretativ al receptorului, prin repozitionarea sa
fata de lumea inconjuratoare si de acceptiunea
antica a muzei. Tehnica utilizata a fost una mixta,
de la haute-lisse, trecand prin nodurile persan,
maramuresean, moldovenesc si pana la brode-
rii care ilustreaza panza de pdianjen. In opozi-
tie am folosit araci impletiti in tehnica gardurilor
maramuresene, puse peste un strat de pamant
adus n galerie, in care am construit trei ochiuri
de apd, pentru oglindirea unor detalii din lucrdri.
Jocul initiat este unul de opozitii si contraste intre
texturi fine si materialitati grosiere, intre oglindire
si opacitate, intre lumind si intuneric. Tapiserii-
le-obiect, lucrari tridimensionale de mari dimen-
siuni, sunt realizate din fibre textile si metalice,
prin transformari continue ale tehnicilor de tesut,
in care textura devine un mijloc de expresie au-
tonoma pentru potentarea expresivitdtii materiei.

»Timpul uman cosmic” este proiectul prin in-
termediul caruia am trecut de la natura organicului
(lan3, sisal, mdtase, bumbac) la explorarea naturii
metalului (cupru si argint). Astfel, acesta reuneste
o serie de lucrari executate din folie de cupru pati-
natd, cu ajutorul careia, prin tehnici mixte, am cre-
at o serie de panouri, personaje si masti sub forma
unor reliefuri. Intelegand conditia artei decorative,
nu in sensul pur formal, am incercat de fiecare
datd sa sustin un discurs ideatic care le integrea-
za la un nivel al motivatiei artistice ce depaseste
granitele dintre genuri. Toate lucrdrile acestei serii
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capata contururi expresive, penduland pe raportul
sugerat de titlul expozitiei intre o realitate a cosmi-
cului si una a umanului, nejustificandu-si existenta
decét in relatie una cu cealalta.

Un alt proiect, ,Fenotip”, include o serie de
lucrdri in care interferenta tehnicilor si evolutia
demersului plastic sunt elemente care ajung sa
defineasca specificitatea mea ca artist, prin ga-
sirea unei maniere de expresie proprii, care ma
individualizeaza. M-au fascinat intotdeauna, atat
in plan personal, cat si in experimentele pe care
le fac cu studentii, firul-fibra pe care il folosesc
in diferite contextualizari, precum si spatialitatea
formelor artistice abstractizate (metamorfozate).
Lucrdrile au fost executate in tehnica mixta pe
care am numit-o ,parabroderie”, care consta in
transpunerea unui concept, a unei idei intr-un
»desen”, utilizand pentru executarea lui diferite
materiale conventionale si neconventionale pen-
tru ,universul broderiei”. Maniera de lucru este in
general spontand pornind, de la schitele de idee,
dar lasand loc gestului creator si imaginatiei de a
descoperi noi forme in timpul creatiei, intr-o vari-

the limits among genres. All the works of this
series reach expressive outlines oscillating on the
report suggested by the title of the exhibition be-
tween the cosmic and human reality, justifying
their existence only in connection to each other.
Another project, Phenotype, includes a series
of works in which the interference of techniques
and the evolution of artistic contributions repre-
sent elements aiming to define my specificity as
an artist, by finding a personal manner of expres-
sion which individualises me. What has always
fascinated me, both personally and in my experi-
ments with students, were the fibre thread, used
in different contexts, and the spatiality of abstrac-
tised artistic (metamorphosed) forms. The works
were executed in mixed technique, which I called
»para-embroidery”, consisting in the transposition
of a concept or idea into a ,drawing” by using
different conventional and unconventional mate-
rials for the ,embroidery’s universe.” The work
style is generally spontaneous, starting from idea
sketches, yet allowing the creative gesture and
imagination to discover new forms while creat-




Constanta Balaban, Orient versus Occident, 2013

etate infinita de posibilitati combinatorii.

Cum bine se cunoaste, tehnica video ocupa
un loc important in fuziunea conceptelor con-
temporane si actioneazad precum o unda virtuald
prin care orice mediu poate fi reprezentat. Filmul
~Fenotip” este un alt exemplu de proiect care mi-
zeaza pe transgresia spre o zona multimedia, in
care computerul si video-ul sunt utilizate pentru
determinarea conceptuala.

Pentru propria cercetare experimentald m-am
folosit de concepte precum inventie, repetitie, im-
portanta detaliului, a fragmentului, joc, pluralism,
multiplicitate, experiment, tehnici mixte si inter-
medialitate. Proiectele individuale, experimentele
si jocurile formei pe care le investighez consti-
tuie deseori originea temelor pe care le propun
studentilor. Cand vorbim de identitatea unui crea-
tor, el poarta cu sine o incarcatura genetica, cultu-
rald, educativa, sentimentala, emotionald, sociald
si 0 anumita putere de adaptare la nou etc. Pentru
un creator, trecutul este proiectia prezentului sau
invers si consider ca absolut necesara constienti-
zarea identitatii creative (personale). Acesta este

Madalina Georgescu, Dedal, 2013

ing, in an infinite number of combinations.

As we all know, the video technique is very
important in the fusion of contemporary concepts
and acts like a virtual wave through which any me-
dium can be represented. The Phenotype film is
another project focused on the transgression to-
wards a multimedia zone, in which the computer
and video are used for conceptual determinations.

In my own experimental research I have used
concepts such as invention, repetition, the impor-
tance of details and fragments, game, pluralism,
multiplicity, experiment, mixed techniques and in-
termediality. The individual projects, experiments
and form games I investigate often represent the
source of the themes I suggest to my students.
When we refer to the identity of a creator, he is
endowed with a genetic, cultural, educational,
sentimental, emotional and social expression, and
a certain power to adapt to the idea of novelty etc.
For a creator, the past is the project of the present
or vice versa, and I consider the awareness of a
creative (personal) identity abolutely necessary.
This is the reason why one of the recent semester

Ellida Toma, LadZestra, 2014



themes was the ,bottom drawer” comprehended
not in its classical meaning, as the symbol of some
material inheritance, but generally, as the assump-
tion of our individual past.

When I developed any project, I always pro-
posed at least two research directions: a practical
one, through the exploration of techniques, mate-
rials and mediums (varied possibilities for the con-
struction of an intermedial work) and another one,
as important as the previous one, a theoretical
orientation, by reading, studying, analysing some
interdisciplinary approaches related to philosophi-
cal and literary views, and surely to the art history
and theory. The students’ replies to such challeng-
es are mostly fascinating suggestions and solu-
tions in different extremely contemporary creative
directions integrated in the domain of fashion.

In order to make my students expand their
creative horizon, I advise them to aim to the top,
to focus on specialists in the domain of fashion,
with a certain degree of exigency and aesthetic
and cultural education activating in the artistic
area, no matter if it is about the domain of vis-
ual arts, performing arts, architecture or other
arts. I devotedly coordinate the projects of some
students who take part in different contests in
the country and abroad. Thus my teachings are
paved with the success obtained by these stu-
dents nationally and internationally. Here I men-
tion the participation in the International Triumph
Contest, where a student, Diana Bobana, was
awarded with the third prize at Berlin in 2011,
and in an international contest, Arts of Fashion
(San Francisco 2013) where, from 365 partici-
pants from 120 universities, 50 qualified for the
final stage; two of these, Raluca Mandita and
Serghei Iacenin, were coordinated by me.

In recent years, in order to archive and
document the artistic effort, each project, made
personally or with my students, finalised with a
small film (lasting for 3-10 minutes) in which I
approached at least two modalities of construc-
tion. On one hand, a meta-linguistic component
in which we finally obtain a complex metaphorical
image, through the juxtaposition or alternation in
a certain way, or a technical process, and on the
other hand, a narrative component illustrating
the idea, the suggested concept. As a technical

motivul pentru care una dintre temele de semes-
tru recente a fost ,lada de zestre”, inteleasa nu
in acceptiunea sa clasicd de purtdtoare a unei
mosteniri materiale, ci in sensul larg al purtarii si
asumairiii trecutului nostru individual.

Pentru dezvoltarea oricarui proiect am pro-
pus de fiecare data cel putin doud directii de
cercetare: o componenta de factura practica prin
explorarea tehnicilor, a materialelor, a mediilor
(posibilitatilor variate pentru constructia unei lu-
crari intermediale) si alta, la fel de importantd, o
componenta de factura teoretica prin lecturarea,
studierea si analiza unor demersuri interdiscipli-
nare, care tin de abordari filozofice, literare si
bineinteles de istoria si teoria artei. Raspunsuri-
le studentilor la astfel de provocdri sunt de cele
mai multe ori propuneri si rezolvari fascinante, in
variate directii creative extrem de contemporane
integrate domeniului modei.

Pentru largirea orizontului creativ ii indrum pe
studenti s3 tinteasca la varf, sd-si indrepte atentia
spre specialistii din domeniul modei, cu o anumita
exigenta si educatie estetica si culturald, care ac-
tiveaza In lumea artisticd, indiferent c3 este vorba
de domeniul artelor plastice, al artelor spectacolu-
lui, al arhitecturii sau de alte arte. De asemenea
coordonez cu daruire proiecte ale unor studenti
care participa la diferite concursuri in tara si strai-
natate. Astfel activitatea didactica fiind incununata
de succesul obtinut de acestia la nivel national sau
international. Mentionez aici participarea la con-
cursul International Triumph, unde o studentd a
obtinut locul trei la Berlin in 2011 (Diana Boba-
na), si concursul international Arts of Fashion (San
Francisco, 2013) unde, din 365 de participanti de
la 120 de universitati, s-au calificat in faza finald
50, dintre care doi (Raluca Mandita si Serghei Ia-
cenin), sub coordonarea mea.

Pentru a arhiva si documenta efortul artis-
tic, In ultimii ani, fiecare proiect realizat personal
sau cu studentii s-a finalizat cu un film de mici
dimensiuni (3-10 minute), in care am apelat la
cel putin doud modalitati de constructie. Pe de o
parte o componentd metalingvisticd in care, prin
suprapunerea sau succedarea intr-un anumit
mod sau proces tehnic, se obtine in final o ima-
gine metaforica complexd, iar pe de alta parte, o
componentd narativa care ilustreaza ideea, con-
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ceptul propus. Ca demers tehnic, obiectul artistic
(vestimentar) special conceput si realizat pentru
proiectul propus, amplasat in locatia gasita pen-
tru sustinerea ideii de la care s-a pornit, devine
subiectul fotografiei digitale si al video-ului, toate
inlantuite in zona ,artificiului” digital al montaju-
lui video pe computer.

Prin dialogarea cu materia si tehnica aleasa
creatorul reuseste, prin metamorfozare, sa co-
munice receptorului intocmai ideea propusa. De
fapt, prin creatie, noi construim cadrul comunica-
rii dintre materie si idee, depdsind diversele stadii
de devenire a formei, cu ajutorul unor tehnici cla-
sice sau avansate (computerizate) si, in acelasi
timp, noi comunicdm cu propriile sentimente, tra-
iri, cu propria lume de forme, de semne, filtrand
totul prin propriul orizont de conoastere, prin sis-
temul nostru de referintd emotional si cultural.

Toate acestea trebuie sd serveascd celor trei
caracteristici pe care le consider esentiale pentru
analiza si auto-analiza in ceea ce priveste creatia,
in general, si care reprezinta fundamente de baza
pentru evolutia dinamica in arta vizuald contem-

Monica Ivanovici, LadZestra, 2014

approach, the artistic (clothing) object, especially
conceived and realized for the project, settled in
the location selected to sustain the idea we start-
ed from, becomes the subject of the digital photo
and video, all connected in the zone of the digital
Jartifice” of the video computer montage.

Through the dialogue with the selected sub-
stance and technique, through metamorphosis, the
creator succeeds in communicating the proposed
idea to the receiver. In fact, by means of creation,
we set up the communication context between the
substance and idea, surpassing the form’s different
stages through a number of classical or advanced
(computerized) techniques while also communi-
cating with our own feelings, experience, with our
own world of forms and signs, filtering everything
through our horizon of knowledge, through our
emotional and cultural system of references.

All these must serve the three characteristics
which I consider essential for the analysis and
self-analysis regarding creation, in general, which
represent the essence of the dynamic evolution
in the contemporary visual art: the simplicity of
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porana: simplitatea formelor propuse si puterea
de sintetizare si metamorfozare a formei, plurali-
tatea metodelor si a tehnicilor utilizate si forta im-
punerii unui limbaj propriu de exprimare plastica.

Ma bucur mult ca pot contribui, cu experi-
enta mea, la formarea si dezvoltarea unor tineri
care au ales sa urmeze cursurile acestei frumoa-
se universitdti. Pe Unda Popp, care este liantul
Departamentului Moda, am apreciat-o de la ince-
put pentru frumusetea ei interioard, pentru des-
chiderea fatd de nou si pentru faptul ca a stiut
sa-l aprecieze pe fiecare coleg pentru ceea ce stie
sa faca el mai bine. La randul meu, imi apreciez
si respect colegii si lucrez cu mult drag alaturi
de ei, ne simtim cu totii foarte tineri in ceea ce
gandim si facem, abordam temele cu umor, pro-
fesionalism si drag fatd de scoala noastra, dar
si cu responsabilitate pentru ceea ce transmitem
mai departe generatiilor de studenti.

the suggested forms and the power used to syn-
thesize and metamorphose the form, the plural-
ity of methods and techniques and the imposing
force of a personal artistic language.

I am very glad I can contribute with my ex-
perience to educate and develop some young
people who have chosen to attend the classes of
this beautiful University. About Unda Popp, the
binder of the fashion department: I have appreci-
ated her from the very beginning given her inner
beauty, her preferences for original elements, for
the fact that she appreciates each colleague for
what he could do the best. I also appreciate and
respect my colleagues and I feel happy to work
with them, we all feel very young in what we
think and do, we approach the topics not only
with humour, professionalism and love, but also
with responsibility, considering what we convey
to our further generations of students.

Raluca Manditd, Duality, 2013
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The innovative recycling
or upcycling

From the very beginning of my practice I've
experienced the feeling that any garment has its
own history, however, most of the times, once it
was worn, it ends up being forgotten and closed
in a wardrobe. Therefore, I am convinced that,
when we provide an abandoned garment with
new life, we practically resuscitate a biography, we
set up a fascinating meeting with various clothing
elements, we provide them with a new mean-
ing. As a result, the artists’ new challenge is to
re-consider the asthetics and sensibility of some
quality clothes, left in the wardrobe, beyond the
classical ,vintage” formula or the small gestures
through which we operate the simple applications
to personalise or ennoble something old.

The innovative recycling or upcyling belong
to a new eco-sustainable and post-consumerist
direction, and are generally associated with a
campaign meant to sensitize against the waste
of textile resources; in many cases, these cam-
paigns also focus on a new set of policies bal-
ancing and responsibilising the consumption of
industrial products, which impose new methods
by controling the production standards in the
consumer’s interest.

In the series of coordinated experiments
and personal manifestations, together with the
second year students belonging to the Fashion
Department of the National Art University, Bu-
charest, I have approached the recycling topic in
numerous contexts suggested by means of the

Reciclarea inovativa
sau upcycling

Inc& de la inceputul practicii mele, am trait
cu sentimentul ca orice haind are o istorie, insa
de cele mai multe ori, odata purtatd, ea sfarseste
prin a fi uitata si inchisa intr-un dulap. De aceea,
am convingerea cd atunci cand ,croim” o noua
viatd unei haine abandonate, practic resuscitam
o biografie, construim o intalnire fascinanta intre
elemente vestimentare diferite, le dédm un nou
sens. Prin urmare, noua provocare a artistilor
este aceea de a revizita estetica si sensibilitatea
unor piese vestimentare de calitate ramase in du-
lap, dincolo de clasica formuld ,vintage” sau de
gesturile mici, prin care operam simple aplicatii
pentru a personaliza sau innobila ceva vechi.

Reciclarea inovativa sau upcyling face par-
te dintr-o noua directie eco-sustenabild, post-
consumeristad si, de reguld, este insotitd de o
campanie de sensibilizare impotriva irosirii re-
surselor textile; in multe cazuri, aceste campanii
privesc si un nou set de politici, care echilibrea-
za si responsabilizeazd consumul produselor in-
dustriale, care impun noi metode de obtinere,
reglementand standarde de fabricare in intere-
sul consumatorului.

In seria experimentelor si a manifestarilor
personale coordonate, mpreund cu studentii
anului II, din cadrul Departamentului Moda al
UNAB, am atins de-a lungul timpului problema-
tica reciclarii in nenumarate teme propuse in
cadrul cursului — Concept si exprimare. Practica
de la care pornim este simpld, rezultatul este
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course — Concept and expression. The practice
we start from is simple, however the result is a
very good one: for instance, in some cases I ad-
vise the students to search for some old clothing
items they feel emotionally attached. The juxta-
position of two or more shirts belonging to their
brother, father or friend can transform with origi-
nality and humour in a spectacular clothing com-
position in which the elements turn into a pair of
trousers or a new baroque dress with absolutely
suprising varied openings.

Starting with the regeneration of clothing
forms and the invitation to look at the clothes,
which are combined like a kaleidoscope, the stu-
dents destructure the items and, subsequently,
by means of well balanced collage techniques
and experimental exercises, they transform sev-
eral common clothing data into some original,
multifunctional and mostly unisex variants (for
instance, the details and decorative sewings of a
shirt become collars or pockets).

Similarly, parts of a textile collage, homog-
enised in a male-female mix match provided with
details and structure, form and functionality, all
conducted according to stylistic rigours, in an
authentic fashion manner, finally crystalize an al-
ternative and postmodern explosion, suggesting
the highest degree of expressiveness. The cloth-
ing item resulted from this process of creative
transformation, which is apparently simple and
within reach, obtains some forms with a surpris-
ing personality catching the creative student in
the intriguing and passionate unexplored zones
of fashion patterns.

The students’ preference for this kind of ex-
perience also derives from the practical curios-
ity to decipher the so-called ,sterile” and mostly
complex techniques, fundamental techniques in
tailoring when it's about the modelling and con-
struction of tridimensional patterns. The idea to
re-utilize the obsolete fashion items by taking
advantage of details and the already present
applications, by re-inventing other technical so-
lutions to make them practical, easy to wear,
reveals us complex technical solutions, which
are often unique.

The result — a garment, an object or an
idea — does no longer follow the classical pat-

insa foarte fericit: spre exemplu, in unele cazuri
le recomand studentilor sd caute cateva piese
vestimentare vechi de care sunt atasati afectiv.
Aldturarea a doua sau mai multe camasi care
apartin fratelui, tatdlui sau prietenului se poa-
te transforma, cu originalitate si umor, intr-o
spectaculoasa compozitie vestimentara, in care
elementele devin un pantalon sau o rochie cu
o formd noud, baroca si cu deschideri variate
absolut surprinzatoare.

Avand ca punct de plecare regenerarea for-
melor vestimentare si invitatia de a privi hainele
amestecate intre ele asemeni unui caleidoscop,
studentii destructureaza piesele si, ulterior, cu
ajutorul tehnicilor de colaj textil bine dozat, prin
exercitii experimentale, transformd cateva date
vestimentare obisnuite intr-o variantd originala,
multifunctionala si de multe ori unisex (de exem-
plu detaliile, cusaturile decorative ale unei camasi
barbatesti devin gulere sau buzunare).

La fel, parti ale unui colaj in material tex-
til, omogenizate intr-un mix-match de mas-
culin-feminin cu detalii si structura, forma si
functionalitate, toate dirijate dupa rigorile stilis-
tice, Intr-o maniera autenticd de moda, cristali-
zeaza la final o explozie alternativa, postmoder-
na de maxima expresivitate. Piesa vestimentara
rezultatd din acest proces de transformare cre-
ativa, aparent simplu si la indemana oricui, ca-
pata forme cu o personalitate surprinzatoare si
atrage studentul creator de fiecare data in zone
neexplorate anterior, intrigante si pasionante ale
tiparului de moda.

Deschiderea pe care studenti o au catre
aceasta experientd vine si din curiozitatea prac-
ticd de a decripta tehnicile considerate ,sterile” si
de multe ori complexe, tehnici fundamentale in
croitorie, atunci cand vine vorba de modelare si
constructie a tiparului tridimensional. Ideea de a
reutiliza piese din moda considerate desuete, pro-
fitdnd de detaliile si aplicatiile deja prezente, dar
si reinventand alte solutii tehnice pentru a le face
practice, usor de imbracat si de purtat, ne dezva-
luie solutii tehnice complexe, de multe ori unicat.

Rezultatul — o haind, un obiect sau o idee —
nu mai urmareste canoanele clasice, dar magia
formei nou alcatuite ne poate transporta vizual
peste timp, in alte epoci si alte locuri.
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Pentru a demonstra ca nu este un gest izo-
lat, desi aparent tendinta este catre globaliza-
rea industriei de confectii, reciclarea ei apare
recent si din perspectivd comerciald. ,Long
Live Fashion” este propunerea gigantului H&M
si este prima campanie mondiald de reciclare
a hainelor; totul a inceput destul de recent, in
anul 2012. Marea provocare este cea in care
se Incearca sa se recupereze majoritatea hai-
nelor uzate. Pentru fiecare pachet de haine
uzate aduse in magazin oricine poate obtine
o reducere de 5 euro, in toate magazinele din
Italia. Din colectarea pieselor vestimentare
inca de calitate, rezultate din acest efort de
sensibilizare a opiniei publice, cele mai multe
vor fi propuse pentru piata mondiala ca piese
second-hand, in timp ce piesele consumate vor
fi convertite in alte produse, iar cele irecupe-
rabile vor deveni fibre noi pentru producerea
altor obiecte vestimentare noi si, nu in ultimul
rand, textilele consumate vor fi utilizate la pro-
ducerea energiei.

Un alt semnal in aceastd perspectiva a reci-
clarii il da expozitia ,Everything must go”, des-
chisd pe 22 Ianuarie 2012 la Bank’s Oxo Warf,
Londra, regatul Unit al Marii Britanii si al Irlandei
de Nord. Aici este sugestiv demonstrat felul in
care producem anual la nivel global, intotdeauna
fascinati fiind de irezistibilele modele si materia-
le noi. Din pacate, toate aceste produse sfarsesc
prin a se pierde definitiv in dinamica ametitoare
greu de urmadrit a tendintelor si a modelor ce se
succed si, in final, ele ajung a fi aruncate la gunoi
si pierdute astfel definitiv.

Munti de vestimentatie ,decedatd” sunt
expuse in sdlile expozitiei — imagine cu un im-
pact cutremurator. Astfel prezentatd, moda este
coplesitoare si trezeste in vizitator un sentiment
de fricd si neliniste. O alta sectiune a evenimen-
tului este rezervatd modului si sanselor prin care
se poate incetini ritmul acestui enorm consum
al hainelor si al textilelor. Sunt astfel identificate
cateva directii de transformare a acestor deseuri
textile printr-un proces creativ eco-sustenabil in
care la final nimic nu se pierde.

O noutate este materialul textil conglome-
rat, un rezultat direct din reziduuri ale industriei
de confectii ori textile domestice recuperate din

terns, however the magic of the newly struc-
tured form can transport us visually to other
epochs and places.

In order to demonstrate that it is not an iso-
lated gesture, although apparently the tendency
consists in the globalisation of garment industry,
its recycling appears from a commercial view-
point as well. ,Long Live Fashion” is the proposal
of giant H&M and it is the first world clothing
recycling campaign; all started rather recently,
in 2012. The great challenge is to recover most
of the second-hand clothes. For each package
of worn-out clothes brought to the store anyone
can get a 5 euros reduction in all the shops from
Italy. After the collection of clothing items, which
still emphasise the idea of quality, resulted from
this effort to sensitize the public opinion, most
of these are going to be proposed for the world
market as second-hand items, while the con-
sumed items will be converted into other prod-
ucts, and the irretrievable ones will turn into new
fibres to produce other new clothing objects and,
last but not least, the consumed textiles will be
used in the production of energy.

From this perspective, another signal regard-
ing the recycling process is highlighted by an ex-
hibition, , Everything must go” opened in January
22, 2012 at Bank’s Oxo Warf, London, the United
Kingdom of England and North Ireland. The way
we annually produce at the global level is sug-
gestively demonstrated here, as we are always
fascinated by the irresistible new models and
materials. Unfortunately, all these products will
finally lose themselves in the overwhelming yet
hard to follow dynamics of successive tendencies
and models, and they are finally thrown away,
they will be lost forever.

Piles of ,deceased” clothing are exhibited in
the exhibition rooms — a terribly touching image.
Presented like this, fashion is overwhelming and
stirs a feeling of fear and anxiety. Another section
of the event is reserved to the way and chances
through which one can diminish the rhythm of
this enormous consumption of clothing and tex-
tiles. Thus we identify several directions in the
transformation of these textile remnants through
a creative eco-sustenable process in which noth-
ing is going to be lost.

Amelia Carauleanu (1), Laura Dimancea (2), Design your own material, 2013
Florina Cimpoieru (3), Zamfir Georgiana (4), Recycle your love, 2013




Amelia Carauleanu, Recycle your love, 2013

The conglomerate textile material represents
something new, a direct result of the garment in-
dustry remnants or domestic textiles recovered
fro the recycling process. It is a material pro-
vided with the lowest degree of environmental
impact and is successfully used in the construc-
tion industry as an insulator and thermo-acoustic
pannels. Based on a completely ecological and
aseptic process, washed with water, without any
chemical products or pigments, it becomes an
ecologically certified product.

Recently, the subject has been widely devel-
oped from many viewpoints by the author, Sass
Brown, professor at the Fashion Institute of Tech-
nology New York, the United States of America,
and Fashion Design, FIT, Florence, Italy, in the
~ReFashioned: Cutting-Edge Clothing From Upcy-
cled Materials” album.

The originally Italian artist, Orsola de Castro,
founds an organisation which unites creators,
producers and distributors who create small col-
lections in the context of Reclaim To Wear. Be-
sides acknowledged names in fashion, Topshop
or Speedo, she succeeds in concentrating and
promoting such an exhibition at Hong Kong — Up-
cycling Fashion and Sustainable Living Exhibition
(UPIlife2013).

The young designer, Andreea Badala, is one
of my students who, after she studied fashion at
the National Art University, Bucharest, and later
the patterns’ technology at the College of Fashion,
London, attended some practical probations with
some fashion creators, Richard Nicoll, Tata-Naka,
Emilio from Morena and Alexander Mcqueen. In
many of her recent creations, highly appreciated
by the specialty literature (Vogue UK) and well-
known international stars such as Lady Gaga, Brit-
ney Spears and Beyonce she certifies her passion
for the clothing items and vintage patterns which
she combines with new technologies such as the
graphic contaminations and textile cuttings — laser
cut. From her very first brand, the creator partici-
pates in exhibitions and group manifestations such
as the latest one, organised at the fashion week
from London (February 13, 2013) — an initiative of
the Romanian Cultural Centre ,The rest is tomor-
row” — successfully representing the vanguard of
the Romanian fashion.

reciclare. El este un material cu impact ambien-
tal minim si e folosit cu succes in industria de
constructii, ca izolant si panouri termoacustice.
Creat dupa un proces 100% ecologic, sterilizat si
spalat cu apa fara produse chimice sau coloranti,
el devine un produs certificat ecologic.

Recent, subiectul este pe larg dezvoltat
din toate punctele de vedere de autoarea Sass
Brown, profesor la Fashion Institute of Tech-
nology, New York, Statele Unite ale Americii,
si Fashion Design, FIT, Florenta, Italia, in albu-
mul ,ReFashioned: Cutting-Edge Clothing From
Upcycled Materials”.

Artista de origine italiand Orsola de Castro
pune bazele unei organizatii care aduce laolalta
creatori, producdtori si distribuitori care creeaza
colectii de mici dimensiuni, in cadrul Reclaim To
Wear. Alaturi de nume cunoscute in moda Top-
shop sau Speedo, ea reuseste sa concentreze si
sa promoveze o expozitie pe aceasta temd, la
Hong Kong — Upcycling Fashion and Sustainable
Living Exhibition (UPlife2013).

Tandra designer Andreea Badald este una
dintre studentele mele, care, dupa ce a studiat
moda la UNAB si ulterior tehnologia tiparelor la
College of Fashion, Londra, a urmat stagii prac-
tice la creatorii de moda Richard Nicoll, Tata-
Naka, Emilio de la Morena si Alexander Mcque-
en. In multe din creatiile ei recente, foarte
apreciate de critica revistelor de specialitate
(Vogue UK) si de vedetele internationale bine-
cunoscute precum Lady Gaga, Britney Spears si
Beyonce, ea confirma pasiunea pentru piesele
vestimentare si tiparele retro, pe care le com-
bina cu tehnologii noi cum ar fi contamindrile
grafice si decupajele textile — laser cut. Inca
de la lansarea propriului brand, creatoarea par-
ticipa In expozitii si manifestdri de grup cum
ar fi cea mai recentd, de la saptdméana modei
de la Londra (13 februarie, 2013) — initiativa a
centrului cultural Romén ,The rest is tomorrow”
— reprezentand cu succes avangarda modei
romanesti.

Reciclarea inovativa este un subiect viu ce
nu si-a incheiat ciclul, un proiect in crestere
pentru cd e nascut din pasiune, etica si respon-
sabilitate.
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Designul suprafetelor textile
in moda contemporana

in lunga traditie artisticd a Departamentu-
lui Moda al UNAB, o contributie semnificativa o
aduce educatia creativa in moda contemporana
si, In paralel, experimentul si designul inovativ.
Permanent obiectivul principal este acela de a
dezvolta ulterior capacitdti creative si artistice
autonome si capabile sd gaseasca solutii in pro-
blematici complexe si dificile. Astfel, atelierul,
proiectele practice si de manualitate sunt in cen-
trul metodei noastre de studiu. Cursul ,,Concept
si exprimare” propune o atmosfera cu o progra-
ma educationald explorativd, orientatd catre ex-
periment, in care studentul este provocat, in ca-
drul unei anumite tematici, sa isi creeze propriul
suport material, ca baza a unei viitoare piese
vestimentare originale.

In enciclopedia tehnicilor de croitorie, ghidul
practic pentru profesionisti (un exemplu este vo-
lumul ,The Dressmaker’s Handbook of Couture
Sewing Techniques” a lui Lynda Maynard, editata
de cdtre Interweave; Spi, editia din 21 decembrie
2010), sunt prezentate tehnici clasice de finisaj
in constructia vesmintelor, pe care le invatam
si le consideram corecte atunci cand privim din
acelasi unghi detaliile si transformadrile materia-
lelor textile. Privind din perspectiva estetica, ne
indreaptdm cdtre sensibilitatea materialitatilor,
expresivitatea lor artistica si in special catre ca-
pacitatea acestora de a vibra in constructia unui
vesmant care genereaza spectacol vizual.

Nici tehnic, nici estetic nu mai exista limite in
creatia de moda, sau cel putin asta observam de
mai mult de 50 de ani in creatiile designerilor si in
caietele de tendinte prezentate la evenimentele
din fiecare sezon — Premiére Vision Paris, Franta,
Heimtexil Frankfurt, Germania, ComoCrea sau
Mood Bruxelles, Belgia.

Cercetarea in domeniul textil, azi, ne uimeste
si ajunge sad impingad limitele pana la combinatia
dintre tehnologie, electronica si textile, micro-
computere si fire textile.

In expozitia ,Futurotextiles” de la Muzeul
National de Istorie a Romaniei, din Bucuresti

The innovative recycling is an actual topic
which has not completed its cycle, an increas-
ing process as it is born from passion, ethics and
responsibility.

The design of textile surfaces
in contemporary fashion

Related to a long artistic tradition of the
Fashion Department of the National Art Univer-
sity, Bucharest, the creative education in the
contemporary fashion as well as the innovative
experiment and design represent significant con-
tributions. The main objective always consisted
in the subsequent development of creative and
autonomous artistic capacities capable of finding
solutions in complex and difficult contexts. Thus,
the studio, the practical and manual projects,
represent the essence of our method of study.
The course, ,Concept and expression” suggests
an explorative educational program, oriented to-
wards the idea of experiment, in which the stu-
dent is provoked within some topic to create his
own material support, as the basis of a future
original clothing item.

In the encyclopedia referring to tailoring
techniques, the practical guide for profession-
als (for example, Lynda Maynard’s volume, ,The
Dressmaker’s Handbook of Couture Sewing Tech-
niques”, edited by Interweave; Spi, the edition
from December 21, 2010) presents classical
techniques in the construction of garments which
we learn and consider correct when we consider
the details and transformations of textile mate-
rials from the same perspective. From the aes-
thetic perspective, our explorations are oriented
towards the sensibility of materiality, their artistic
expressiveness and especially towards their ca-
pacity to vibrate in one garment’s construction,
generating a visual performance.

In the fashion area there are no limits, either
technically or aesthetically, or at least this is what
we have noticed for more than 50 years in the de-
signers’ creations and the catalogues presented
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at the specific events each season — Premiére Vi-
sion Paris, France, Heimtexil Frankfurt, Germany,
ComoCrea or Mood Brusells, Belgium.

Nowadays in the domain of textiles, we are
astonished by the related research which aims
to push the limits to the combination between
technology, electronics and textiles, micro-com-
puters and textile threads.

At the Futurotextiles exhibition organised
at the National Museum of History, Romania,
Bucharest (October 15 — November 17, 2013),
they presented some of the new findings in the
contemporary evolution of weavings and its nu-
merous types of usage. The innovations in the
domain of contemporary textiles reach the limits

of fiction by spectacularly combining the applied
art with fashion and the latest technology. The
exhibition, organised for the 3rd time, present-
ed not only the latest news in the domain but
also the previsions emphasising and announcing
more attention to ecology and natural fibres.

In order to create more interesting textures
and surfaces for the garments, in the studio ses-
sions we practise manipulation techniques to be
applied in the field of textiles, helping the student
to get a certain degree of control and a complex
knowledge of different materials and textile fin-
ishings. The spontaneous improvisation and the
already accumulated experience permanently
reveal the way we should keep the most differ-
ent and opposing materials in balance through
collages or juxtapositions, braidings, colouring,
destruction or upon heating.

Without making qualitative differences be-
tween the ,cult” and the ,artisanal” art, we try to
balance the polemics of materialities by means of
associations in a mixture of techniques and delicate
materials (for example: wool, silk threads) with new
materials (acetates, lycra, tyvek or plastic).

The selection of structures and materials is
essential in the fashion design, in the modelling,
technique and architecture of each item.

A stylistic and unique tactile experience can
be further conducted and transposed in numer-
ous ways, until it becomes a subject to develop a
whole fashion collection stimulating commercial
success. What is odd is the fact that the endless
source of ,beauty” — the ideal of consumption —is
creativity, uniqueness, originality and the avant-
garde art which is challenging and experimental.

For creators and the students of the Fashion
Department from the National Art Bucharest,
who are further interested in the recovery and
exploration in innovative materials, the way in
which we always succeed in radically recycling
our ideas in an artistic or poetical approach
of imperfection and personality, or in the way
we revolutionize the classical forms of fashion,
endowed with the artisan’s precision and the
qualification of the avant-garde artist, all this
becomes a great provocation.

As a student, I was lucky to study at the Na-
tional University of Arts Bucharest, after I had

(15 octombrie — 17 noiembrie, 2013), au fost
prezentate cateva din noile descoperiri in
evolutia contemporand a tesdturii si nume-
roasele ei intrebuintari. Inovatiile in textilele
contemporane ating limitele fictiunii, imbinand
spectaculos moda cu arta aplicata si tehnologia
de ultima ora. Expozitia aflatd la a III-a editie
a prezentat, pe langa ultimele noutati din do-
meniu, si previziunile care subliniaza si anunta
o atentie focalizatd catre ecologie, ultralejer si
fibre naturale.

Pentru a crea texturi si suprafete cat mai
interesante pentru vesminte, in cadrul sesiuni-
lor de atelier practicdm tehnici de manipulare a
textilelor, care ajutd studentul sa capete un con-
trol si o cunoastere ampla a diverselor materiale
si finisaje textile. Improvizatia spontand dar si
experienta acumulatd, ne dezvdluie permanent
cum sd armonizam materiale din cele mai diferite
si contradictorii prin colaj ori prin suprapunere,
impletire, colorare, distrugere ori sub efectul cal-
durii.

Fara a face diferente calitative intre arta ,cul-
ta"” si cea ,artizanald”, incercam sa echilibram po-
lemica materialitatilor prin asociere intr-un mix
de tehnici si de materiale delicate (cum sunt: chi-
fon, land, fire de matase) cu materiale noi (geo-
spun, acetate, lycra, tyvek sau plastic).

Selectia structurilor si a materialitatilor este
esentiala in designul de moda, in modelarea, teh-
nica si arhitectura fiecdrei piese.

O experienta stilisticd, dar si tactild unicd,
poate fi condusa si transpusa mai departe in nenu-
madrate moduri, pana la a deveni un subiect pentru
dezvoltarea unei intregi colectii de moda cu suc-
ces comercial. Contradictoriu este faptul ca sursa
nesfarsita a ,frumosului” — idealul de consum —
este creativitatea, unicitatea, originalitatea si arta
de avangardad, provocatoare si experimentala.

Pentru creatori, dar si pentru studentii De-
partamentului Modd din UNAB interesati mai
departe de fenomenul recuperarii si al explorarii
in materiale inovative, devine o mare provocare
felul in care reusim permanent sa ne reciclam ra-
dical ideile intr-o abordare artistica ori poetica a
imperfectiunii, a personalitatii sau cu idealul de a
revolutiona formele clasice ale modei, cu precizia
artizanului si calificarea artistului de avangarda.
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Ca student am avut sansa si norocul de
a studia, dupa finalizarea liceului de arte in
cadrul UNAB. Aici am absolvit cu specializare
in cadrul Departamentului Moda. In cei 5 ani
am studiat si experimentat in atelierele sectiei
intr-un cadru profund uman, cald, de un inalt
profesionalism si tinutd morala, sub coordona-
rea distinsilor profesori si in special a profesor
Unda Popp.

Deschisi sa intelegem si sa experimentam
in toate proiectele, fie ca au fost expozitii, eve-
nimente, prezentdri de moda, chiar si film, am
format Tmpreund un nucleu de studenti din care
azi ma bucur ca ii am colegi inca pe Razvan Vasi-
lescu, Liliana Turoiu si Venera Arapu.

Anul acesta, la implinirea frumoasei varste
de 150 de ani de activitate si traditie UNAB, sunt
onorata ca fac parte din colectivul de profesori
de la Moda, departament care s-a dezvoltat si
modernizat intr-un spirit de libertate avangardist
si original.

La multi ani frumosi UNAB!

completed the high-school; I graduated from
the Fashion Department. During the five years I
studied and experimented in the department’s
studios in a profoundly human and warm con-
text, defined by a high degree of profession-
alism and moral attitude, and coordinated by
some acknowledged professors, especially by
professor Unda Popp.

Eager to understand and experience in all
projects, no matter it they were focused on ex-
hibitions, events, fashion performances, or even
films, we formed a core of students together; to-
day these students are my colleagues — Razvan
Vasilescu, Liliana Turoiu and Venera Arapu.

This year, when the National University of
Arts, Bucharest, celebrates its 150th anniversary,
I am honoured to be part of the group of profes-
sors teaching at the Fashion Department, a de-
partment which has developed and modernized
in a spirit of vanguardist and original spirit.

Happy beautiful years, the National Univer-
sity of Arts, Bucharest!

Una dintre ultimele teme, Recycling your love, in care eu si studentii ne purtam creatiile, 2013
One of the latest topics, Recycling your love, in which me and the students wear our own creation, 2013

Diana Dima, Design your own material, 2013



Liliana TUROIU

lector universitar doctor

lecturer doctor

Fashion as passion, profession
and lifestyle

I had dreamt, hoped and studied for days
and nights together with my generation col-
leagues in the studios of the National University
of Arts. I had worked a lot, I had exhibitions, I
experimented, I offered a lot, I believed, I loved
and I developed at this school. Like many other
artists, who were educated here, I remained
with this second home in my soul for good — the
studio in Grivita street, 28, vibrating by the side
of this second large family — my world of visual
artists.

This was the place where I met the great
masters, I listened to their stories, I kept draw-
ing and tried to understand each proof-reading
they had made. Later, I graduated from the Art
Faculty, MA, PhD, I became more mature, I also
taught, travelled and organized exhibitions in the
country and abroad, I became a professional de-
signer, a manager, mother and wife.

And each time I returned with the same pleas-
ure, admiration, love and respect... to school. This
unique place in the centre of Bucharest, with its
experience, meetings and extraordinary life les-
sons, seems incredibly special and beautiful. Here
are my colleagues, friends, teachers, the people I
respect, from which I learned art and its history,
the drawing, colours and composition. This was
the place where I experienced not only the pow-
erful emotion of each exam during the nine won-
derful years of study and research but also the
immense joy of each semester exhibition. Here

Moda ca pasiune, profesie
si stil de viata

Am visat, am sperat, am studiat zile si
nopti impreuna cu colegii de generatie in ate-
lierele UNAB. Am muncit mult, am expus, am
experimentat, am daruit, am crezut, am iubit,
am crescut in aceastd scoald. Asemeni mul-
tor artisti formati aici, am ramas ireversibil in
suflet cu aceastd a doua casa — atelierul din
str. Grivita, nr. 28, vibrand aldturi de aceasta a
doua mare familie — lumea artistilor plastici ai
generatiei mele.

Aici am cunoscut maestrii le-am ascultat
povestile, am desenat si am incercat sa inteleg
fiecare corecturd facutd fiecarei lucrari. Mai tar-
ziu, am absolvit facultatea, masterul, doctoratul,
m-am maturizat, am predat, am calatorit, am ex-
pus in tarad si in afara ei, am devenit designer
profesionist, manager, sotie, mama.

Si, m-am intors de fiecare data cu aceeasi
placere, admiratie, dragoste, respect... la scoala.
Mi se pare incredibil de special si de frumos acest
loc unic din centrul Bucurestiului cu experientele,
intalnirile, lectiile de viatd extraordinare pe care
ti le poate oferi. Aici sunt colegii mei, priete-
nii, dascalii, oamenii pe care ii respect si de la
care am invatat arta, istoria ei, desen, culoare,
compozitie. Aici am trait emotia puternica a fie-
carui examen n cei noua ani minunati de studiu
si cercetare, dar si bucuria imensa a finalului fie-
carei expozitii de semestru. Aici am simtit bucuria
cunoasterii si bucuria succesului, ce nu a intarziat
sa apara dupa multd munca. Aici am vazut cum
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I felt the excitement of knowledge and the joy
of success which were felt soon afterwards. This
was the place which kept stimulating generations
of good-looking, creative and talented students...
each time — more differently!

In this context of visual and decorative arts
at the National University of Arts Bucharest, I
have chosen Fashion to be my specialty. Not inci-
dentally. It is fascinating to see how fashion can
reveal all that occurs in the world at a certain mo-
ment expressing a sincere radiography of all ep-
ochs. If at the moment fashion has its own global
empire (and this is obvious when you travel from
a country to another or when you visit a special-
ized fair, no matter if that is in Paris, New York,
Barcelona or London), however the situation was
not always like that.

As artists, we are extremely sensible to the
messages of our epoch yet it is vital to under-
stand and improve the domain in which we form
our own approach, being aware of the history
of different artistic periods. For instance, any
person, who is interested in fashion, can realize
that in the 20s — when women cut their hair and
shortened their skirt for the first time in history
— something radical was happening at the global
level. Or later, in the 60s, in a more subtle way,
by increasing the volume of shoulders or through
other chromatic and device details, we notice the
women’s obvious desire to have a certain posi-
tion in a world of men. The sexual libert in the
60s and 70s is certainly visible in the historical
evolution of clothing, from the street fashion to
the bathing suit.

Together with the students of each genera-
tion I tried to decode the message transmitted
by fashion nowadays. After each exhibition or
fair in Paris, Dusseldorf, London or New York, I
analyzed the resorts which stimulated the emer-
gence of some tendencies and each time, in the
studio, we tried to find personal and original solu-
tions in the context of each topic.

We were right to wonder if a term like “fash-
ion” — in its actual acception, can still comprise
the complex forms of expression, the professions
developed at the border with other domains.
Shall we soon need another word to comprise
the amazing complexity of this domain?

au crescut generatii de studenti frumosi, creativi,
talentati... de fiecare data — altfel!

In acest context al artelor plastice si decora-
tive din cadrul UNAB, am ales Moda ca specialita-
te. Nu intdmplator. E fascinant cum moda poate
reda ceea ce se intampla in lume la un moment
dat, fiind astfel, in timp, o radiografie fidela a tu-
turor epocilor. Dacad moda are acum propriul sau
imperiu global (si acest lucru este evident atunci
cand calatoresti dintr-o tara in alta sau atunci
cand vizitezi un targ de specialitate, fie el la Paris,
New York, Barcelona sau Londra), totusi lucrurile
nu au stat intotdeauna asa. Ca artisti, suntem ex-
trem de sensibili la mesajele epocii in care traim,
dar este vital sa intelegem si sa aprofundam do-
meniul in care ne construim propriul demers, cu-
noscand istoria diverselor perioade ale artei si ale
vesmantului. Orice persoand interesata de moda
poate realiza, de exemplu, ca in anii ‘20 — in care
femeile isi taie parul si isi scurteaza fusta pentru
prima data in istorie — ceva radical se intdmpla la
nivel mondial. Sau mai tarziu in anii ‘60 intr-un mod
mult mai subtil, prin marirea volumului umerilor
sau prin alte detalii de cromatica si croi, intuim
dorinta evidenta a femeilor de a-si face loc intr-o
lume a barbatilor. Libertatea sexuald din anii ‘60
—'70 este cu sigurantd vizibild in evolutia istorica
a hainelor, de la moda strazii pana la costumul
de baie.

Impreuna cu studentii fiecarei generatii am
incercat sa descifrez mesajul pe care il transmite
moda astazi. Dupa fiecare expozitie sau targ de la
Paris, Diisseldorf, Londra sau New York am anali-
zat resorturile ce au facut posibile aparitiile unor
tendinte si am incercat de fiecare dat3, in atelier,
sa gasim solutii personale, originale in cadrul fi-
ecarei teme discutate. Ne-am intrebat, pe buna
dreptate, oare cuvantul ,modad” — in acceptiunea
sa de pana acum, mai poate cuprinde formele
complexe de exprimare, profesiunile ce s-au dez-
voltat la granita cu alte domenii? Va fi oare ne-
voie in curand de un alt cuvant care sa cuprinda
complexitatea uimitoare a acestui domeniu?

Din ce in ce mai mult, tot ceea ce facem ca
designeri inceteaza sa mai fie o profesie sau un
mecanism si tinde sa devina o cale de explorare
deschisd a sinelui si a celor din jur. Trdim intr-o
lume a informatiei, in care moda poate fi 0 mo-
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Liliana Turoiu, Expozitia de arta si costum ,Sur les toits de Paris”, expusa la Athénée Palace Hilton, Bucuresti, 2013
Liliana Turoiu, Art and costume exhibition “Sur les toits de Paris”, Athénée Palace Hilton, Bucharest, 2013

dalitate surprinzatoare si amuzanta de a orches-
tra spectacolul general de idei. Pentru desig-
nerii de azi, media este o tema fundamentala,
iar web-ul, blog-ul si derivatele lor sunt puncte
focale ale preocuparilor cotidiene. Jocul parodic
cu istoria, melanjul si juxtapunerea unor curente
diametral opuse ca mesaj, stabilirea unor noi ra-
porturi intre barbati si femei, vizualul televizat si
lumea virtuald, tensiunea intre globalism si mul-
ticulturalism au adus in moda si artad o evidenta
relativizare si incertitudine a intregului sistem de
valori, dar si la posibilitati de exprimare nein-
gradite. Toate acestea nu sunt decdt manifes-
tari postmoderne, specifice perioadei actuale, in
care noi tipuri de relatii, extrem de complexe, se
stabilesc intre individ si grup, scoald sau socie-
tate. Aceste relatii sunt adesea supraincarcate
de diverse discursuri externe voit destabiliza-
toare, de natura sa declanseze lupte interne cu
istoria si institutiile disciplinelor in cauza, adesea
invocate, admirate, dorite, suspectate sau res-
pinse deopotrivd. Toate acestea vorbesc despre

More and more, all that we do as design-
ers stops being a profession or mechanism and
aims to be an open exploration of the self and
the ones around. We live in a world of infor-
mation, where fashion can be a surprising and
amusing modality to conduct the general show
of ideas. For our designers, media represents
a fundamental topic and the webs, blogs and
their derivates are essential points of daily pre-
occupations. The parodic game with history, the
mixture and juxtaposition of some trends, which
are diametrically opposed as messages, the es-
tablishment of some new connections between
men and women, the TV visual and the virtual
world, the pressure between globalism and mul-
ticulturalism had brought, in fashion and art, an
evident relativity and uncertainty of the whole
system of values but also unlimited possibilities
of expression.

All these are nothing but postmodern mani-
festations characteristic of the present period of
time promoting new types of extremely complex

Dalia Poleac, Documentare Colectia Urban Tribes, 2010

Dalia Poleac, Documentaries — the Urban Tribes Collection, 2010

relationships between individuals and groups,
school and society. These connections are of-
ten overloaded with various external discourses
which are meant to de-stabilize, to stir internal
struggles against history and the institutions of
disciplines, which are either invoked, admired,
desired, suspected or simultaneously rejected.
All these refer to the destruction of the social
cultural matrix of the old conscience type, as
stated by the great majority of postmodern the-
oreticians, denying the search for the general
and generic in science, and emphasizing the
particular, the local, the singular and especially
the specific elements of the minority. It had al-
ready occurred that Postmodernism postulated
the “death of art.”

Lately Isabelle de Maison Rouge stated that
... art is no longer defined as a succession of
movements, but as the product of some person-
alities and expression of certain minorities using
art as a struggle against a hegemonic culture.
(...) However, art is not dieing, the ruptures

distrugerea matricei social-culturale a vechiului
tip de constiintd, asa cum subliniazd majorita-
tea teoreticienilor postmodernisti, negand cau-
tarea in stiintd a generalului si universalului si
evidentiind particularul, localul, singularul si mai
ales ceea ce este specific minoritarului. S-a in-
tdmplat nu de putine ori ca Postmodernismul sa
postuleze ,moarte artei”.

Isabelle de Maison Rouge afirma de curand
ca ,... arta nu se mai defineste ca o succesiune
de miscari, ci ca produsul unor personalitati si ca
expresie a anumitor minoritdti ce utilizeaza arta
ca pe o lupta impotriva unei culturi hegemoni-
ce. (...) Arta nu este insa pe patul de moarte,
rupturile care o fac sa evolueze sunt absorbite
la randul lor pentru a se ciocni de noi forme de
gandire care la randul lor vor fi puse in discutie.
Este tocmai ciclul vietii si al mortii... Raportul cu
timpul si cu ceilalti se schimba.”

Lucruri similare se intampla si in moda. Astdzi
poti transmite mesaje sociale, poti fi revoltat sau
ironic printr-o colectie sau prin vesmant. Poti pro-
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Dalia Poleac, Colectia de accesorii Metropola, cu ocazia concursului Tchibo — Inspird prin gestul tdu, 2009
Dalia Poleac, The collection of accessories Metropola, the Tchibo contest — Inspire through your gesture, 2009
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pune o solutie vestimentara elegantd, dar care
sd nu fie la moda si invers. Imaginea inseam-
na astdzi mult pentru atat de multi oameni. Ca
fiinte umane, noi suntem dependenti de noutate.
Moda comunicd in limbaj vizual despre propria
identitate. Dar intrebarea fireasca este: putem fi
intotdeauna cititi asa cum fiecare isi doreste sa
fie citit de ceilalti?

Lucrurile s-au schimbat considerabil odata
cu anii ‘70, atunci cand moda strazii a capatat
o foarte mare importantda. Treptat, moda de-
signerilor de top si a couturierilor a ramas intr-
un alt plan, iar industria modei a devenit una
din cele mai mari la nivel mondial, intr-un fel in
care nu a fost niciodata inainte. Si lucrul pe care
avem tendinta de a-l uita este cd industria mo-
dei este incredibil de tanard. Moda ca industrie
este listatd deja pe diverse piete bursiere. Ea
a devenit atat de mare, atat de repede, caci e

which make it develop are also absorbed, then
they bump into new forms of thinking which are
also going to be analyzed... it is exactly the cycle
of life and death... the connection with time and
the others is changing.”

Similar things are happening in fashion as
well. Today you can transmit social messages,
you can be revolted or ironical by means of a
collection or your clothing. You can suggest an
elegant clothing which might not mean fashion
and vice versa. Nowadays the image means a
lot for so many people. As human beings, we
are dependent on novelty. Fashion communi-
cates its own identity in a visual language. Yet
the natural question is: can we always be read
just like each of us wishes to be read by the
others?

Things have considerably changed in the
70s when the street art became very important.

Dalia Poleac, Colectia Urban Tribes, 2010
Dalia Poleac, Urban Tribes collection, 2010

Gradually, the fashion created by top designers
and couturiers remained in another context, and
the fashion industry became one of the greatest
at global level, in a way it had never been before.
And the detail we tend to forget - fashion indus-
try is incredibly young. In industry fashion has
already been listed on different stock markets.
It became so large, so soon, that it is almost im-
possible to imagine that none of this existed 50
years ago, that fashion was mostly developed at
a local level.

All this made a great deal of people very
rich, it increased the shares of some designers
making them even more well-known, yet it also
created a situation in which, for any public com-
pany, there is a constant trimestrial demand to
report higher incomes. This also facilitated the
creation of some short-term visions in the stra-
tegic way of thinking, which is certainly not very

aproape imposibil s3 ne imaginam ca nimic din
toate acestea nu au existat in urma cu 50 de ani
si cd moda a fost in cea mai mare parte dezvol-
tata la nivel local. Acest lucru a facut o multime
de oameni foarte bogati, a urcat cota anumitor
designeri la nivel de celebritate, dar a creat, de
asemenea o situatie in care, pentru orice compa-
nie care este publicd exista o cerere trimestriala
constanta de a raporta castiguri mai mari. Acest
lucru a condus intr-o anumitd mdsura la viziuni
pe termen scurt in gandirea strategica, lucru ce
nu este, fara indoialda, bun pentru moda. Si, la
un moment dat, va trebui sa ne intrebam firesc:
cat de mare este destul de mare? Dar indubitabil
moda ne mai invatd un lucru: ceea ce urca tre-
buie s3d si coboare la un moment dat.

Se poate analiza astdzi moda in context poli-
tic. Prin felul in care opteaza sa se imbrace, unii
oameni adopta voit diverse uniforme proprii unui
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context sau unui grup social si devin mult mai
determinati si mai hotarati in ceea ce au de facut.

Dincolo de toate profesiunile modei ce
s-au dezvoltat la granita cu alte domenii, am
considerat de o importanta notabilda faptul ca
moda si arta au fost intotdeauna in stransa le-
gaturd. Exista paralele evidente intre ceea ce
se Intampla in arta si ceea ce se intampla in
moda. Aceste domenii au fost intotdeauna le-
gate. Putem privi inapoi la clasicismul de sfarsit
de secol al XVIII-lea si la aspectul modei Empi-
re, sau cdtre Art Nouveau, Impresionism, Expre-
sionism, Cubism si apoi sa descoperim aceleasi
idei in moda vremii. Un lucru este evident: mult
timp designerii de moda s-au format in scolile de
artd, impreuna cu artistii din celelalte domenii ale
artei. Au invatat sa compuna, sa echilibreze, sa
dezvolte concepte in aceeasi manierd si au fost
in egala masura sensibili la epoca in care au trait,
unii dintre ei reusind magistral sa o depaseasca.

Dupa doudzeci de ani petrecuti in aceastd
scoala, mereu alta si totusi aceeasi de la ince-
puturile ei, Tmi dau seama cat de privilegiat este
statutul pe care ti-l confera, cat de importante
sunt bazele pe care le dobandesti aici pentru a
intelege mai tarziu diversitatea si diversiunile, va-
rietatea si concurenta paradigmelor ce ne inundd
mintea si existenta, multiplicitatea si coexistenta
eterogenului pe care il asimilam firesc sau il res-
pingem.

Dupa doudzeci de ani petrecuti in aceasta
scoald Tmi dau seama ca te poti indragosti ire-
mediabil de locul acesta fabulos ale carui coor-
donate vor ramane sensibilitatea si dragostea
neconditionata pentru arta!

Pentru mine si pentru alti colegi ai departa-
mentului, moda a devenit indiscutabil un stil de
viatd!

La multi ani, UNAB!

good for fashion. And, at a certain moment, we
shall have to naturally wonder: how big is the big
enough? But, without any doubt, fashion teaches
us something more: what ascends also descends
at a certain moment.

Today fashion can be analyzed in a political
context. Through the way some people choose to
dress, they willingly adopt different uniforms defin-
ing a context or a social group and become more
determined and resolute in everything they do.

Beyond all the professions related to fashion,
developing at the border with other domains, I
can say that fashion and art were always strict-
ly connected to each other. There are obvious
parallels between what happens in art and what
happens in fashion. These domains were always
related to each other. We can look back to Classi-
cism at the end of the 18th century, to the aspect
of Empire fashion, or to Art Nouveau, Impres-
sionism, Expressionism or Cubism, and then find
the same ideas in the fashion of time.

Something is obvious: for a long time, fash-
ion designers had been educated in art schools,
together with artists connected to other domains
of art. They learned to compose, balance, and
develop concepts according to the same meth-
ods, and were equally sensible to the epoch they
shared, and some of these went far beyond.

After twenty years spent at this school, which
is permanently different and still the same, I real-
ize how privileged your status is, how important
the basis you get really is, in order to subse-
quently understand the paradigms’ diversity and
diversions, variety and rivalry, overwhelming our
mind and existence, the multiplicity and co-exist-
ence of the heterogeneous, which we naturally
assimilate or ignore.

After twenty years spent at this school I re-
alize you can irremediably fall in love with this
fabulous place, whose main elements are defined
by the unstipulated sensibility and love for art!

For me and other colleagues of this depart-
ment, fashion has unquestionably become a life-
style!

Happy birthday, the National University of
Arts Bucharest!

eac, Colectia Black & White, 2010
BC, Black & White collcetion, 2010
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Aurelia POMPONIU

conferentiar universitar doctor

senior lecturer doctor

Anniversary thoughts

The fabulous “world of fashion”, capable of
surprising us through the limitless metamorphos-
ing capacity of its specific means of expression,
always proves to be a challenging domain not only
for the creator but also for the beneficiary.

The human figure, conceived as a presence
generating the show, provided with the number-
less possibilities of the visual renewal, re-config-
uration and re-definition by means of garments,
keeps being a major preoccupation of great fash-
ion designers in the famous fashion centres of the
21st century. The trends promoted by some artis-
tic groups and the avant-garde personalities of the
domain, emphasise the clothing as some shocking
novelty influenced by the integral originality. This
type of clothing refers to the esthetic specificity
of the non-functional clothing whose main moti-
vation refers to the novelty of the performance
provided by its carrier.

Around the end of 1980, these trends, inspired
from the programs of the artistic movements of
the 20th century, seem to have exhausted their
resources. Gradually, we notice the premises of a
new offer, derived from the arsenal of the formu-
lations which are specific to the styles preceding
those associated with modern inspiration. This is
the way Postmodernism emerged.

Integrated into the concept of postmodern-
ism, some trends of the actual fashion emphasize
the scheduled attempts to reconsider and develop
some visual effects noticed at the level of female

Ganduri la ceas aniversar

Fabuloasa ,lume a modei”, capabild sa ui-
meascd prin inepuizabila sa capacitate de meta-
morfozare a mijloacelor de expresie specifice, se
dovedeste a fi mereu un domeniu incitant pentru
creator si beneficiar, deopotriva.

Figura umand conceputa ca prezenta ge-
neratoare de spectacol, cu posibilitati nelimi-
tate de reinnoire, reconfigurare si de redefinire
vizuald prin vesmant, continua sa fie si in se-
colul al XXI-lea o preocupare majora a fashion
designerilor din marile centre ale modei. Tendin-
tele promovate de catre unele grupari artistice si
personalitdti avangardiste ale domeniului, aduc
in atentie haina, ca noutate socantd, ce sta sub
semnul originalitdtii integrale. Acest tip de im-
brédcaminte face trimitere la specificul estetic al
vestimentatiei non-functionale, a carui principala
justificare se referd la ineditul spectacolului oferit
de purtatorul ei.

Spre finele anului 1980, aceste tendinte,
inspirate din programele miscarilor artistice ale
secolului al XX-lea, par a-si fi epuizat resursele.
Treptat, se contureaza premisele unei oferte noi,
izvorate din arsenalul formuldrilor specifice stilu-
rilor anterioare celor de inspiratie moderna. Asa
apare Postmodernismul.

Integrate conceptului de postmodernism,
unele tendinte ale modei actuale aduc in dis-
cutie tentativele — programate — de reluare si
aprofundare a unor efecte vizuale cunoscute la
nivelul vesmantului feminin ,la moda”, in perioa-
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Diana Mihanta, Studiu de materialitati, 2013
Diana Mihanta, A study of materiality, 2013

dele anterioare. Se inregistreaza cea mai mare
libertate in alegerea formulelor de imbracdamin-
te, atat in planul creatiei, cat si al beneficiarilor.
Fiecare e liber sa conceapa si sa poarte ce i pla-
ce, preludnd din stilurile precedente ce-i convine.
Conditia succesului presupune insd ca vesmantul
realizat sau purtat sa aiba coerenta estetica vizu-
ald. Din aceasta perspectiva, liniile modei postmo-
derniste oscileaza intre justificari de ordin practic
si functional si motivatii de ordin moral, psiholo-
gic, estetic sau ritual. Piesele de imbracaminte
ilustreazd dinamica relatiei dintre modernitate,
permanenta si desuetudine, punand in valoare vi-
zuala ceea ce altadatd comporta diverse restrictii.

Intr-un asemnea context socio-economic i
cultural, pregétirea viitorilor designeri vestimen-
tari in cadrul sectiilor de moda ale universitatilor
de artd este un proces complex, care presupune
o dubld rutd de formare. Pe de o parte, este,

garmets “in fashion” during the previous periods of
time. We observe the widest degree of freedom in
the selection of clothing items both in the context of
creation and in the one of beneficiaries. Everybody
is free to conceive and wear whatever he likes over-
taking what he prefers from the previous styles.

However, in order to be successul, the already
made or worn garment must express a visual es-
thetic coherence. From this viewpoint, the lines
of postmodern fashion oscillate between practical
and functional justifications and moral, psycholog-
ical, esthetic and ritual motivations. The items of
clothing illustrate the dynamics of the connection
between modernity, permanence and desuetude
by visually highlighting what used to emphasise
different restrictions.

In such a socio-economic and cultural context
the training of future fashion designers in the Fash-
ion departments of Art Universities is a complex

o,

Studiu de materialitati, 2013
A study of materiality, 2013
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vorba de insusirea problematicii creatiei formelor
artistice decorative, iar pe de alta parte, de im-
plementarea unei programe de insusire corectd a
particularitatilor tehnologice si estetice ale diver-
selor tipuri de suprafete textile. Fard cunoasterea
acestor proprietdti — calitati si defecte — nu poate
fi conceputd pregatirea creatorului in domeniul
vestimentatiei.

Motivatia acestui modul educational se ba-
zeaza si pe faptul ca@ putini tineri mai cunosc
specificul diverselor categorii de suprafete textile
si compatibilitatea lor in relatie cu specificul pro-
iectului artistic. Pana in pragul celui de al doilea
razboi mondial, orice femeie stia proprietdtile
cel putin ale unor materiale tesute, cu denumi-
rile proprii. Astdzi, putine persoane mai stiu sd
explice ce tip de tesatura este canganul, sate-
nul, batistul, atlazul, taftaua sau ripsul si prin ce
calitati se impune fiecare. Proprietdtile de aspru
sau moale, neted sau lucios, rigid sau maleabil /
flexibil, tare sau moale primeazd atunci cand este
vorba de realizarea unui tip de vesmant. La aces-
tea mai trebuie addugata coloratia materialului.

Pentru publicul consumator asemenea dis-
tinctii nu mai au importantd, data fiind si oferta
diversificatd a confectiilor vestimentare, proble-
mele apar insd, cand aceste cunostinte lipsesc
din pregatirea viitorilor designeri vestimentari.

Materialele traditionale si materialele nou
aparute, mai ales cele artificiale si de sinteza chi-
mica, trebuiesc studiate din perspectiva calitatilor
specifice fiecdrui tip. Relatia dintre natura mate-
riei prime si procedeele tehnologice de obtinere,
precum si de valorare plasticd a suprafetei textile,
in conditii de manualitate sau in procesul de rea-
lizare industriald este indisolubil legata de infinita
diversitate a efectelor estetice de structura, tex-
tura si contexturd. Fara o cunoastere temeinica a
insusirilor specifice fibrelor, firelor si suprafetelor
textile, cu particularitdtile determinate de tehno-
logiile si instrumentarul propriu, un viitor creator
de moda nu va putea imprima proiectului sdu
vestimentar calitatile estetice si expresivitatile
plastice pe care le-a imaginat.

Astdzi, foarte multi artisti si designeri de
renume exploreaza ,limbajul fibrelor si al fire-
lor” in creatia lor vestimentara. Efectul grafic de
punct-linie si efectul de plin-gol, rezultate din

process presuming a double route of formation.
On one hand, it is about the assimilation of topics
regarding the creation of artistic decorative forms,
and on the other hand, about the implementation
of a program in order to assimilate the technologi-
cal and esthetic particular characteristics of differ-
ent types of textile surfaces in an accurate way.
Without knowing these properties — qualities and
deficiencies — the creator’s training in the field of
fashion cannot be conceived.

The motivation of this educational module also
relies on the fact that there are few young people
who are aware of the specificity of various catego-
ries of textile surfaces and their compatibility as-
sociated with the specific attributes of the artistic
project. Until the threshold of the last World War
any woman was familiar with the characteristics of
some woven materials, and their own names.

Nowadays, there are few persons who can ex-
plain what type of fabric the satin, taffeta or the
reps are, or their qualities. The peculiarities sug-
gesting the feeling of rough or soft, smooth or Iu-
cid, rigid or flexible, hard or tender, are essential
when it is about the creation of a garment. All these
are completed with the material’s range of colours.

For the public, such differences no longer
matter given the diversified tender of clothing
items, however the problems emerge when the
future fashion designers do not express this
kind of knowledge.

The traditional and recently appeared materi-
als, especially the artificial ones or those obtained
through some chemical synthesis, must be studied
from the perspective of each type’s specific quali-
ties. The relationship between the nature of raw
materials and technological procedures, used to
produce and artistically evaluate the textile surface,
manually or in the process of industrial achieve-
ment, is surely related to the infinite diversity of
esthetic effects in matter of structure, texture and
contexture. Without a consistent knowledge of the
specific characteristics in the case of fibers and
textile surfaces, or the particular aspects deter-
mined by their own technology or instrumentary,
a future fashion creator will not be able to provide
his fashion project with the esthetic qualities and
artistic expressiveness he had imagined.

Nowadays, there are numerous famous art-

ists and designers who explore the “language of
fibers and threads” in the clothing creation. The
point graphic effect — line and the full-empty ef-
fect, resulted from the rhythm of the intersec-
tion of warp threads with tinsel wires, from the
knitwear’s loops or the variety of forms used in
folding, binding and creping the textile, in paint-
ing, provide the fashion creators with a limitless
liberty regarding the artistic concept.

Embroideries, another example used to ap-
proach the line-point graphic effect, express the skill-
ful combination of stitches. They complete or replace
the textile surface by emphasizing the expressive-
ness of anatomic forms or contributing to the visual
assertion of some zones of the silhouette.

The phenomenon stimulated by the perma-
nent transformation of visual performances of-
fered through each item of clothing is connected
to changes according to the already used materi-
als, devise, accessories, drapery, and last but not
least, to the relationship with the human body.

The triumph of liberty in visually emphasiz-
ing what used to express different restrictions and
total freedom in creation, while approaching these
without any material restrictions or clothing acces-
sories, no matter if detachable or steady, had de-
termined the annulment of rigid borders between
the “low and high art”.

In the context of didactic activities developed
to assimilate the specialty language and get the
information regarding the artistic evolution of
trends in fashion, we must pay a significant atten-
tion to the correspondence between the ideational
concept and the qualities of the material in which
this must be transposed.

Beyond the cultural language suggested -
“stylist”, “fashion designer”, “fashion creator” —
we must admit that such persons must be spe-
cialists, whose academic training has to re-unite
both those disciplines which are related to art,
and those referring to the secrets of handicraft,
the psychology of preferences and the sociology
of groups and human ages. The creation of this
category of artists, qualified through the ,haute
couture” expression, always expects an authen-
tic and unmistakable clothing, conceived by an
author endowed with a superior training and an
unquestionable prestige in the domain.

ritmica intersectdrii firelor de urzeald cu cele de
bateald, din ochiurile tricotajului sau din varie-
tatea formelor de pliere, legare si creponare a
textilului pregatit pentru vopsire ofera creato-
rilor de moda o libertate nelimitata in ceea ce
priveste conceptul artistic.

Broderia, un alt exemplu de exploatare a
efectului grafic linie-punct, are ca principal mijloc
de expresie combinarea ingenioasa a punctelor
de cusaturd. Ea completeaza sau substituie su-
prafata textila, potentand expresivitatea formelor
anatomice sau contribuind la impunerea vizuala
a anumitor zone ale siluetei.

Fenomenul neincetatei schimbari de spec-
tacol vizual pe care-l poate oferi fiecare prin in-
termediul pieselor de imbracaminte purtate se
raporteazd la schimbari in functie de materialele
folosite, de croi, de accesorii, de drapaj si, nu in
ultimul rand, de relatia lor cu corpul uman.

Triumful libertatii de a pune in valoare vizu-
ala ceea ce altddata comporta diverse restrictii
si libertatea totala in materie de creatie, de a
folosi fara restrictii materiale si accesorii vesti-
mentare — fie ele detasabile sau fixe — au de-
terminat anularea granitelor rigide dintre ,arta
minora si arta majora”.

Pe linia activitatilor didactice de insusire a
limbajului de specialitate si informare despre evo-
lutia plastica a tendintelor in creatia de moda, o
pondere semnificativa trebuie acordatd si cores-
pondentelor dintre conceptul ideatic si calitatile
materialului in care acesta urmeaza a fi transpus.

Dincolo de limbajul cultural care il desem-
neaza — ,stilist”, ,designer vestimentar”, ,creator
de moda” — trebuie sa recunoastem ca asemenea
persoand este un specialist, in a cdrei pregatire
universitara sunt reunite atat disciplinele ce tin
de resortul artei, cat si cele care fac trimitere la
secretele mestesugului, la psihologia gusturilor
si la sociologia grupurilor si varstelor umane.
Creatia acestei categorii de artisti, calificata prin
expresia ,haute couture”, presupune totdeauna
o vestimentatie autenticd, inconfundabila, con-
ceputd de un autor cu o inaltd pregatire si un
indiscutabil prestigiu in domeniu.
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Passion for Fashion

This year, the Art Academy Bucharest cel-
ebrates its 150 years of existence.

As its former student, I would be surely
proud that I have graduated from this highly
acknowledged school. However, what is special
here is the fact that this celebration finds me
related to it in a more different way than then,
when I used to be its student, as now I belong
to the teaching staff of the Fashion Depart-
ment, which I had graduated from rather long
time ago.

After graduating from the school in Bucha-
rest, I also attended the classes of a well-known
fashion school, ESMOD, from Paris.

Each time, when people prove eager to hear
my opinion regarding the “school in France ver-
sus school in Romania” topic, I feel very pleased
to express my viewpoint, which is totally differ-
ent from what my interlocutor expects. I would
like to tell all my present and future students that
the level and complexity of the fashion studies
at an Art Academy can never be compared to
the applied and purely technical character of the
fashion schools which have not been integrated
in an Art Academy.

Due to my access to the classes of art his-
tory, the history of costumes, aesthetics or even
anatomy, I could have a more complex and syn-
thetical perspective on the fashion phenomenon
and its integration in our society; furthermore, I
could often and accurately intuit the direction my

Pasiune pentru Moda

Anul acesta, Universitatea Nationald de
Arte din Bucuresti sdrbatoreste 150 de ani de
la infiintare.

Ca fost student, desigur, as fi mandrad ca am
iesit de pe bancile unei scoli cu ,istorie”. Ceea
ce este special Insa este faptul ca aceasta sar-
batoare a scolii ma prinde legatd de ea altfel
decat ca fost student, si anume facand parte
din echipa de dascali ai Departamentului Moda,
pe care am absolvit-o acum destul de multi ani.

Intdmplarea face ca dupa absolvirea scolii
de la Bucuresti, sa urmez si cursurile prestigioa-
sei scoli de moda ESMOD, din Paris.

De fiecare data cand cei din jur isi manifesta
curiozitatea de a afla care este parerea mea in
ceea ce priveste subiectul ,scoala in Franta ver-
sus scoala in Romania”, resimt aceeasi placere
sa pot sa-mi exprim punctul de vedere, el fiind
total altul fata de ceea ce asteapta interlocutorul
meu. Vreau sa spun tuturor studentilor actuali
si viitori cd nivelul si complexitatea studiilor de
moda din cadrul unei Academii de Arta nu pot
fi niciodata comparate cu caracterul aplicat si
pur tehnic al scolilor de moda neintegrate intr-o
Academie de Artd.

Datorita accesului la cursurile de istoria ar-
tei, istoria costumului, estetica sau chiar anato-
mie, am putut avea o viziune poate mai comple-
Xa si mai sintetica asupra fenomenului de moda,
asupra integrarii lui in viata societatii azi, si nu in
ultimul rénd am putut sa intuiesc, de multe ori
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domain of activity was taking.

As yes, I am one of the Romanian creators
who has constructed her career stimulated by
the life and soul of some people like the la-
mented Simona Runcan, Paula Barbu or Rux-
andra Popp, at present the Head of the Fashion
Department who, many years ago, had coordi-
nated my wonderful diploma work articulated
around the Romanian folk costume.

Today, after my whole experience, both
in the country and abroad, I can communi-
cate something from what I have learnt, here
or somewhere else, to some young people to
whom I try to systematize the fashion phenom-
enon at the moment, today, for a relevant day
after tomorrow.

fara gres, directia spre care domeniul meu de
activitate se indreapta.

Pentru ca da, sunt unul dintre creatorii ro-
mani care si-a construit o carierd, plecand in
viatd din mainile si sufletul unor oameni precum
regretata Simona Runcan, Paula Barbu sau Unda
Popp, actualmente conducatoarea Departamen-
tului Mod3, sub indrumarea careia, acum multi
ani, am sustinut o minunata lucrare de diploma,
articulata in jurul costumului popular romanesc.

Astdzi, dupd o intreagd experienta atat in
tara, cat si pe piata internationald, ma gasesc
in pozitia in care pot transmite ceva din ceea ce
eu am invatat, aici sau in altd parte, unor tineri
carora incerc sa le sistematizez intelegerea fe-
nomenului modei acum, azi, pentru un maine in
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care sper sa si lase urmele trecerii.

Pentru ca ei sunt la inceputul unui drum care
poate fi minunat, incerc sa le insuflu la cursuri-
le pe care le sustin interesul pentru simplitatea
ideii si pentru articularea coerentd in jurul pro-
priului EU artistic. Si, nu in ultimul rand, consi-
der ca cel mai important lucru pe care eu |-am
inteles si care ma face sa avansez pe drumul
destul de ,aglomerat” al acestei meserii este in-
cercarea sincera de a individualiza si recunoaste
acest EU, care in meseria de fashion designer te
face sd existi, si anume originalitatea. Originali-
tatea care merge mand in mana cu un EU real,
nu de imprumut!

Cdutarea a ceea ce i reprezinta pe studenti
este adevaratul efort pe care un bun dascal tre-

As they are at the beginning of a way, which
can be wonderful, I try to inspire them in the
simplicity of the idea and the coherent articula-
tion around their own artistic EGO.

Last but not least, I consider that the
most important detail I have learnt, which
challenged me to advance along the pretty
“crowded” way of this profession, is the sin-
cere attempt to individualize and admit this
EGO, which makes you exist in this profes-
sion, more exactly, originality. The original-
ity which goes hand in hand with a real, not
borrowed EGO!

The exploration of what represents the stu-
dents is the real effort which a good professor
must carry out to create real artists. It is what I

personally understood from my teachers, which
I am grateful to!

Mirela Barbu, Licentd, 2012
Mirela Barbu, Graduation examination, 2012

buie sa-I faptuiasca, pentru ca, de pe bancile
scolii sd porneasca artisti adevarati. Este ceea
ce eu personal am inteles ca am primit de la
profesorii care m-au indrumat, pentru care le
multumesc!
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Personal Dandidaist activity

The so-called Dada influence is the one
which made me name this chapter in the form
of a total tolerance as respects the crossing
and accumulation of clothing experience. By
straightly emphasizing my connection with the
garment I aim to find the main coordinates of
my own visual identity in the very close future.
After a practical checkout of the Dada system,
I follow a generalization of conclusions to be
found in the contents of the manifest:

e The Dada man does not exist; his single
physical presence is the costshadow

e Aspiration becomes normality in the Dan-
didaism

eAccuracy (A) of the Dandidaist exercise is
directly proportional with the opening of the
self (Ds)

¢ (Ds) is measured from 0 to 3600

e In the present equation the costume does
not represent a mask; consequently, any disguise
is translated through the transformation of A's
sense into a negative one, as a numerical value,
not as a value of the contents.

e The multiplication factor (m) is the result of
the geometric mean of the parameters measuring
the level of general knowledge/culture (Cg), the
number of outstanding experiences (E) and the
information’s absorption power (Pi)

A=Ds x m,

m= V3Cg x E x Pi

During the doctoral cycle I applied some of

Activitate personala dendidaista

Asa-zisa influenta dadaistd este cea care m-a
indemnat sa numesc acest capitol sub forma unei
tolerante totale in ceea ce priveste parcurgerea
si acumularea experientelor vestimentare. Punc-
tand fara menajamente rapoartele mele cu ves-
mantul, intentionez sa gasesc coordonatele prin-
cipale ale propriei identitdti vizuale din viitorul
imediat. Ulterior verificarii practice a sistemului
dandidaist, urmdresc o generalizare a concluziilor
ce se va regasi in continutul manifestului:

e Barbatul dandidaist nu existd; singura lui
prezenta fizica este costumbra;

e Aspiratia devine normalitate in dandidaism;

e Acuratetea (A) exercitiului dandidaist este
direct proportionala cu deschiderea sinelui (Ds);

¢ (Ds) se masoara de la 0 la 360°;

e Costumul nu este o mascd in ecuatia de
fatd; prin urmare, orice mascare se traduce prin
schimbarea sensului lui A, intr-unul negativ, ca
valoare numerica, nu si ca valoare a continutului;

e Factorul de multiplicare (m) este rezulta-
tul mediei geometrice a indicilor ce mdsoara ni-
velul culturii / cunostintelor generale (Cg), nu-
marul experientelor marcante (E) si puterea de
absorbtie a informatiei (Pi)

A=Ds xm,

m= V3Cg x E x Pj

Pe parcursul desfasurarii ciclului docto-
ral am aplicat o parte din concluziile cercetarii
asupra ,saltului tigrului” intr-un proiect lucra-
tiv, construit dupa modelul clasic al unui crea-
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tor de imbracaminte masculind. Scopul consta
in constituirea unei serii de prototipuri care sa
ilustreze lucrarea finald si, totodatd, testarea
comerciabilitatii unui astfel de proiect. Prezenta
la Saptdmana Modei din Iasi (in anul 2010 cu
Colectia Mister Genosse), participarea la prin-
cipalele targuri ale tinerilor designeri vestimen-
tari romani (in anii urmatori), dar si organizarea
evenimentelor de promovare a creatiilor per-
sonale (lansarea colectiei Aero Port — ianuarie
2011 sau Romanian Handmade Arts & Ideas
Fashion Fair — mai, 2011) au constituit, de ase-
menea, prilejuri importante pentru culegerea
datelor necesare posibilei implementari a Dan-
didaismului.

Metamorfozat in clientul care isi poate crea
hainele exact cum le viseazd, am descoperit
raspunsul cerintelor stilistice ale barbatului de
astazi intr-o suma complexa de dorinte, vise
si frustrari. Proiectiile sale nu se mai clddesc
urmarind necesitatea sau puterea. Unicitatea
este ceea ce i lipseste barbatului actual; el o
cauta si o revendicd neintrerupt in sinea sa. Solu-
tia acestei problemei, se poate ascunde, aseme-
nea altor cazuri de criza a personalitdtii, incuiatd
in... dulap. Este de la sine inteles ca organizarea
si alimentarea dressingului sunt chestiuni aflate
dincolo de limita intimitatii, in ciuda recunoasterii
unanime a stilistilor personali. Apartinand gene-
ratiei crescute cu cheia de gat!, sunt cel putin
reticent la ideea instrdinarii acesteia.

Abilitatea de a jongla cu elementele constitu-
tive ale garderobei a devenit intre timp o profesie
de sine statdtoare. Magia styling-ului nu consta
doar intr-o compunere corecta din punct de ve-
dere cromatic, stilistic, al trendului sau al masurii.
A face pe cineva sa exprime, purtand haine noi
(din afara garderobei personale), o armonie
naturald — consider ca este marea provocare a
acestei noi meserii. Evident, ea nu este legatd de
cunoasterea regulilor de compozitie sau a modei,
ci mai degraba de cea a subiectului si in special
a psihicului sau. Pentru a-si putea sustine origi-
nalitatea si conserva identitatea, un barbat are

1 Personal nu am fost nevoit sa plec de acasg, in
copilarie, cu cheia de la casa legata la gat; este posibil in
dorinta, perfect justificata, de a-mi imita colegii de scoala
sa fi imprumutat de acasa o cheie de sifonier — lipsita de
valoare sau functionalitate — (de aici blestemul ?!)

the conclusions regarding the research of the “ti-
ger leap” in a lucrative project based on the clas-
sical model of a male clothing creator. The goal
consisted in the formation of a prototype series
meant to illustrate the final work and also the mer-
chantible testing of such a project.

The presence at the Fashion Week organized
at Iasi (in 2010 with the Mister Genosse Collec-
tion), the participation in the main fairs of the
young Romanian fashion designers (in subsequent
years) as well as the organization of promotional
events to exhibit personal creations (the promo-
tion of the Aero Port Collection — January 2011
or the Romanian Handmade Arts & Ideas Fashion
Fair —mai 2011) also represented important op-
portunities to collect the data needed for a pos-
sible implementation of the Dandidaism.

Metamorphosed in the client who can cre-
ate his clothes in the way he wishes, I got the
answer to the present man’s stylistic demands
in a complex sum of desires, dreams and frus-
trations. His projections no longer focus on
necessity or power. Uniqueness is what the
present misses; he claims and searches for it in
his own self continuously. The solution of this
problem can be hidden like in other types of
personality crises, closed in the ... wardrobe. It
goes without saying that the organization and
nourishment of dressings represent matters
found beyond the limit of intimacy, despite the
general acknowledgement of personal stylists.
Belonging to the generation deprived of a so-
phisticated life, carrying my house key around
my neck!, I am at least reserved to the idea of
its estrangement.

The ability to juggle with the clothing constit-
uents had gradually become an independent pro-
fession. The magic of styling consists not only in a
correct chromatic and stylistic composition of the
trend or measure. I consider that making some-
one express a natural harmony by wearing new
clothes (which do not belong to a personal ward-
robe) is the great challenge of this new job. Obvi-
1 Personally, during my childhood, I did not have
to leave home with my key hanging around my neck; it is
possible that, in my perfectly justified desire to imitate my
school colleagues, to have borrowed a wardrobe key from
home — one deprived of any value or functionality — (hence
the curse ?!)

ously, this is not related to the knowledge of com-
positional or fashion rules, it is rather connected
to the one concerning the subject and especially
his psychic. In order to sustain his originality and
preserve his identity, a man needs to be aware of
everything he puts on.

Paradoxically, to imitate is no longer in fash-
ion. Thus, the belief in your own person and the
bravery of your own style are capable of develop-
ing a cult provided with a Dandist scent. Finally,
the male boasting is the component proposed for
one’s revival through Dandidaism and less the
clothing style or the exaggerated care for the ex-
ternal aspect. Here the indifference in clothing can
attract notable results, due to a purely mechanic
circumstance, a subconscious impulse or simply as
the result of some... favorable circumstances.

The Dandidaism recommends:

e the careful awareness of the clothing mo-
ment;

e its sincere approach;

e the assumption of the result as an illustra-
tion of identity.

The importance of this process aims to over-
shadow the success of any form of self-presenta-
tion. In the important moments during one’s life
the setting is allowed, perhaps indicated even by
the Bible. The second commandment recommends
us some humble and personal clothing; then the
festive clothes are described as shiny and clean?.
And in order to defend the pride in the ,People
versus Dandidaism” I can accuse the volatility of
the samples: it has not been proved yet that Nar-
Cis's tears weren't actually tears of... joy®.

The time spent on the contemplation of physi-
cal reflexion has been compressed and no longer
allows too many detailed observations. The mir-
ror seems to have been included in the category

2 The second commandment in the Gospel of
Matthew — ,Though shalt not make unto thee any grav-
en image, or any likeness of any thing that is in heaven
above, or that is in the earth beneath, or that is in the
water under the earth! Though shalt not bow down thyself
to them, nor serve them...” (Exodus 20, 4 -5)

3 From the Greek mythology, we know Narcis who
is in love with the image of his own reflection. Contained
in the Metamorphoses, Ovidius version evokes him as a
character who is not capable of loving something else but
the things he himself was admired for.

nevoie sd cunoasca — si el — tot ce imbraca.

A imita nu mai este la moda, paradoxal prin-
cipiilor fenomenului. Astfel, increderea in propria
persoana si curajul stilului propriu sunt capabile
sa dezvolte un cult cu parfum dandist. Pana la
urma, impaunarea masculind este componenta
propusa pentru revigorare prin dandidaism si
mai putin stilul vestimentar sau grija exagerata
pentru aspectul exterior. Aici, indiferenta in in-
vesmantare poate atrage dupa sine rezultate no-
tabile, gratie unei actiuni pur mecanice, a unui
impuls subconstient sau pur si simplu ca rezultat
al unor imprejurari... favorabile.

Dandidaismul recomanda:

« Constientizarea atentd a momentului inves-
mantarii;

e Tratarea lui cu sinceritate;

e Asumarea rezultatului ca ilustrare a
identitatii.

Importanta acestui proces tinde sa eclipseze
succesul oricarei alte forme de autoprezentare.
In momentele importante pe durata unei vieti,
aranjarea este permisd, poate chiar indicata,
pana si de Biblie. Cea de a doua porunca ne
recomandd o invesmantare umild si personald;
straiele de sarbatoare sunt descrise, mai apoi, ca
fiind stralucitoare si curate? Iar pentru a apdra
impaunarea in cazul ,People versus Dandidaism”
pot sd acuz volatilitatea probelor: inca nu s-a
dovedit ca lacrimile Iui Narcis nu erau, de fapt,
lacrimi de... bucurie3.

Timpul alocat contempldrii reflexiei fizice s-a
comprimat si hu mai permite prea multe obser-
vatii detaliate. Am inclus, parca, oglinda in cate-
goria ecranelor plate*, a caror cercetare pare sa
fi devenit viciul cel mai la moda. Ea activeaza, din

2 Porunca a doua a Evangheliei dupa Matei — ,Sa
nu-ti faci chip cioplit si nici asemanare a vreunui lucru din
cate sunt in cer, sus, si din cate sunt pe pamant, jos, si din
cate sunt in apele de sub pamant! Sa nu te inchini lor, nici
sa le slujesti lor” (Exodul 20, 4 -5)

3 Din mitologia greaca il cunoastem pe Narcis
indragostit de imaginea reflectiei sale. Cuprinsa in Meta-
morfoze, versiunea lui Ovidiu il evocd pe acesta incapabil
sa iubeascd altceva decat lucrurile pentru care el insusi
este admirat.

4 Am numit ecran plat fiecare dispozitiv din ca-
tegoria PC, Laptop, tableta, smartphone etc. O cercetare
superficiala ar putea clasifica performantele dispozitivelor
in functie de... grosime.
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pacate, doar ca un barometru care semnalizeaza
eventualele faux pas-uri. Nu-mi ascund intentia
de a descoperi, in cele din urma, functia aces-
teia de partener de dialog, si mai apoi — de ce
nu? — pe cea de critic de imagine. Revin aici cu
remarcarea oportunitatii dezvoltarii unei aplicatii
web ca o adaptare contemporana a manifestului
si ca o viitoare dezvoltare lucrativa a proiectului.
Noul tip de culegere a informatiei se bazeaza
pe similaritdti vizuale si cuvinte-cheie. Acestea
sintetizeaza mecanic trasdturile generale ale
unui subiect, silueta, ce ramane imprimata pe
retind, aparand sub forma unui portret-robot
compus din straturi diferite. Fie cd sunt layere
(straturi de imbracdminte), etaje (de exemplu,

of flat screens* whose research appears to have
become the most fashionable vice. Unfortunately,
it activates only as a barometer which signals the
eventual faux pases. I do not hide my intention
to final discover its function as a dialogue partner
and then — why not? — as an image critic.

Here I return with the observation regarding
the opportunity to develop a web application as
a contemporary adaptation of the manifest and a
future dynamic development of the project. The
new type of information collection is based on
4 A flat screen is each device from the PC, Laptop,
tablet, smartphone category. A superficial research would
classify the performances of these devices according to
their ... thickness.

visual similarities and key words. It mechanically
synthesizes the general characteristics of a sub-
ject, the silhouette, which remains imprinted on
the retina, appearing in the form of a robot portrait
composed of different strata. No matter if they are
layers (clothing levels), floors (for instance, the
ground floor — footwear, the first floor — trousers,
the second floor — etc.) or memories (memories —
recalls), they combine in a spectacular puzzle by
means of diversity. In order to be acknowledged
later, like the Sun King or Beau Brummel (as an im-
portant projection of the past) we need to organ-
ize this type of perception in an appropriate way.
The distinct form of accessories (of hats, generally
speaking), the lengths and breadths (here, the
loose dressing, in the bidimensional variant) are
the first factors which must be taken into account
to describe the informational volume. In order to
visualize the development of this new equation of
the manifest (Facc x L x G = Vi), I recommend the
comparison to the algorithm dictating the action
of a tridimensional printer.

The notoriety of historical silhouettes is meant
to temper the radical subjectivism of the approach
thus certifying the feasibility of the new sugges-
tions. They are updated constantly yet, which is
more important, regardless of the carrier’s desire.
Through the simple deterioration of the outfit or
its absolutely incidental wearing at a certain mo-
ment, one’s identity and clothing modify mutually.
Once the new meanings of the proverbial dispute
are found — it is not the clothing which makes the
man — I also notice the impossibility to join any
cause. Consequently, I have chosen to explore the
field (neutre, — MAKES); the outfit and man have
already been studied.

The declaration of identity has become one
of the most important topics of new times. The
present research joins this cause despite the lo-
cal retarded medium, developed under censor-
ship, and rather prematurely, only as an outcome
of personal ambitions, not resulting from the ca-
prices of the (Romanian) society. Accordingly, the
national component of identity has the composi-
tion needed to dissolve in the living waters of
the new globalized civilization — which is more
attractive due to the tender’s diversity, to the at-
tention paid to conservation, perhaps even to the
efficient promotion etc. However, the pioneer-

parter — incdltaminte, etaj 1 — pantaloni, etaj 2
— etc.) sau amintiri (memorii — rememorari), ele
se combina intr-un puzzle spectaculos prin di-
versitate. Pentru a putea fi recunoscuti, mai tar-
ziu, asemenea Regelui Soare sau asemenea lui
Beau Brummel (ca importanta proiectie a trecu-
tului), este nevoie sa ne aranjam corespunzator
acestui tip de perceptie. Forma distinctd a ac-
cesoriilor (in general, a palariilor), lungimile si
grosimile (aici, lejeritatea pe corp, in varianta
bi-dimensionald) sunt factorii primi ce trebuie
luati in calcul pentru descriera volumului infor-
mational. Pentru a vizualiza dezvoltarea acestei
noi ecuatii a manifestului (Facc x L x G = Vi),
recomand comparatia cu algoritmul ce dicteaza
actiunea unei imprimante tridimensionale.
Notorietatea siluetelor istorice are rolul de a
tempera subiectivismul radical al abordarii, cer-
tificdnd, astfel, fezabilitatea noilor propuneri. Ele
sunt actualizate constant, dar, mai important, in-
diferent de dorinta purtdtorului. Prin simpla dete-
riorare a imbracamintii sau prin purtarea ei (ab-
solut intampldtoare) la un moment (notabil) dat,
identitatea si haina se modificd reciproc. Odata
Ccu gasirea de noi sensuri a disputei proverbiale—
[NU] Haina face pe om — remarc si imposibilitatea
de a mad alia vreunei cauze. In consecintd, am ales
sa cercetez campul de luptd (neutru, de legdtura
— FACE), haina si omul au tot fost studiati.
Declararea identitati a devenit una dintre
cele mai importante teme ale noilor timpuri. Cer-
cetarea de fatd se aliaza acestei cauze, in ciuda
mediului local retardat, dezvoltat sub cenzurg,
ajuns la maturitate nainte de vreme, doar ca
urmare a ambitiilor personale si nu rezultdnd ca-
priciilor societdtii (romanesti). Prin urmare, com-
ponenta nationald a identitdtii are compozitia
necesara dizolvarii in apele viu curgatoare ale noii
civilizatii globalizate — mult mai atractive , datorita
diversitatii ofertei, atentiei acordate conservarii,
poate chiar promovarii eficiente etc. Cu toate
acestea, pionieratul sau verticalitatea unui conati-
onal — n oricare dintre domeniile aduse in discutie
— au atras dupa sine mdcar o umbrd de prezenta.
Ele vor fi punctate in descrierea ce urmeaza a ce-
lor opt faze de constructie a Dandidaismului.
Pentru a sustine si verifica, totodatd, lucrurile
ne-ilustrate pand acum, am gandit realizarea se-
riei de costume-prototip. Ele sintetizeaza liniile de
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croiala si elementele de detaliu ale majoritdtii pie-
selor din colectii. Costumbrele reprezintd esenta
fiecdrui sezon al anilor de cercetare.

Premergator expunerii si discutarii in particu-
lar a prototipurilor se cuvine descrierea mecanis-
mului care a facut posibil conexiunile, paralelis-
mele si paradoxurile incifrate in ceea ce urmeaza
a se dezvolta ulterior sub denumirea de con-
cept. Ce-i drept, aici, excesiv de subiectiv, fard o
legaturd directa cu temele clasice, el este menit
sa se contureze si sa se dezvolte pana la matu-
ritate cu un an nainte de a-si intra in drepturi®.

Conceptul definit, de obicei, ca urmare a ce-
rerii de etichetare si de etichete, ale consuma-
torului (obisnuit cu produsele categorisite si cu
instructiuni de folosire, ingradind astfel libertatea
de expresie dupa bunul plac), se poate transfor-
ma in ideea creativa ce manipuleaza proiectul.

Epicitatea este capabila sa dea concep-
tului, in cazul de fata, o noud acceptiune, ce-l
capaciteaza, pe langd functia de regizor cu cele
de scenarist si actor principal. Spectacolul de tra-
ducere a conceptelor imateriale in costum poate
pdrea incomplet in lipsa unei legende de inter-
pretare a diferitelor umbre ale trecutului; atasez,
in consecinta, o serie de povesti ilustrate, sper
edificatoare, a chestiunilor dandidaiste.

,Mister Genosse” este primul salt in timp,
facut pentru a marca aniversarea a 20 de ani de la
caderea Zidului din Berlin. In seria de evenimente
desfasurate la Sala Dalles din Bucuresti, in oc-
tombrie 2009, am avut placerea de a-mi prezenta
omagiul, in incheierea spectacolului-maraton de
performing de costum sustinut de studentii de la
UNAB si UNATC. Am gasit de cuviintd sd punctez
cele doud decenii inca din titlu, prin aldturarea
pronumelor de politete tovardas (genosse, in
germana) si domn (mister, in engleza) ce inso-
tesc prezentarea (verbald) a barbatului est-euro-
pean, inainte si dupa prabusirea Cortinei de Fier.
Lentoarea procesului democratic, predictionata
mult prea optimist, mi-a permis acoperirea de-
cadelor intr-un singur pas stilistic. Salopeta, sim-
bolul vestimentar al muncitorului comunist, este

5 Se va putea observa, in anuntata descriere, ca
prin colectie numesc aici nu doar seriile de costume trans-
puse in material, ci piesele singulare ajunse in stadiul de
prototip sau produsele unicat cu potential bogat de dez-
voltare.

dom or the verticality of a co-national — in any
analyzed domain — presumed at least a shadow
of presence. They are going to be emphasized in
the description following the eight construction
stages of Dandidaism.

In order to support and also verify the things,
which had not been illustrated so far, I have taken
the prototype costume series into account. They
synthesize the line cuts and details of most of the
collection items and represent the essence of each
season developed during the research years.

Before we expose and discuss the prototypes
in particular we ought to describe the mechanism,
which made the connections, parallelisms and
paradoxes possible; they encode in what is go-
ing to subsequently develop as a concept. That's
right, here, excessively subjective, without any
direct connection to classical topics, it is meant
to outline and develop up to its maturity, a year
before it becomes valid®.

The concept, usually defined as a result of
the consumer’s labeling demand (who's used to
the category-type products and usage instruc-
tions, thus limiting one’s liberty of expression),
can transform in the creative idea manipulating
the project.

In this case, the epic is capable of providing
the concept with a new signification, which em-
powers it with the functions of a scenarist or a
main actor, besides the one performed by a stage
director. The show regarding the translation of the
immaterial concepts into a costume can appear
incomplete in the absence of a legend to interpret
different shadows of the past; consequently, I at-
tach a series of illustrated stories which will hope-
fully clarify the Dandidaist issues.

Mr. Genosse represents the first leap in time,
made to mark 20 years since the collapse of the
Berlin Wall. In the series of events organized at
Sala Dalles, Bucharest, in October 2009, I was
pleased to present my homage, at the end of a
marathon performance, exhibiting the costumes
of the students from the UNAB and UNATC.

I found it appropriate to emphasize the two

5 In the already stated description one will have the
possibility to observe that by means of collections I refer not
only to series of costumes transposed in the material but also
the singular items reaching the prototype level or the unique
products provided with a complex potential of improvement.
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decades right in the title by attaching a polite-
ness pronoun “fellow” (genosse, in German) to Mr
(mister, in English) joining the (verbal) presenta-
tion of the East European man, before and after
the decay of the Iron Curtain. The slowliness of
the democratic process, foreseen in a rather too
optimistic way, permitted me to cover the gaps
in a single stylistic step. The union suit, the sym-
bol of the communist worker, is put on by fellow
Mr. in its form, only adapted to the times — not
designed for them. The various cuttings and ap-
proaches develop in a display of options, inspired
from the original function (working suit) and the
adjustment to the new condition of free people,
endowed with aptitudes and ideals.

imbracata de Tovarasul Domnu’ in forma sa, doar
adaptata vremurilor — nu proiectatda pentru ele.
Diferitele tdieturi si tratdri se constitue intr-o eta-
lare a optiunilor, inspirate din functia originala
(costum de lucru) si din adaptarea la noua condi-
tie de om liber, cu aptitudini si idealuri.

Asa cum am vazut eu, costumul barbatesc
nu s-a schimbat prea mult, in esentd; desi vari-
ante sunt nenumdrate, iar aceasta am incercat
sa 0 sugerez si prin deschiderea completd fata
de paleta cromaticd. Accesoriile, de provenienta
industriald, lasd la discretia purtdtorului alegerea
din spectrul multifunctionalitatii. Astfel, inven-
tivitatea si curajul pot iesi in evidenta printr-o
aranjare neconventionald. Este acelasi atribut ce
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transforma banalele genti de postas sau genti de
masti de gaze, in obiecte cool.

~Aero Port” este o transpunere a aspiratiei de
a zbura, sau mai curand a acceptiunilor acesteia
in mileniul al treilea. In decurs de numai un secol,
omul a reusit sd-si implineasca multe dintre cele
mai indraznete visuri, lasand impresia cd nimic nu
va ramane neinventat sau nedescoperit. Cu toa-
te acestea, majoritatea noastrd se multumeste
cu profunda admiratie pentru zburdtorii de orice
fel. Imaginand aeroportul ca pe un imens catwalk
al identitdtilor, am creat o serie de costume ce
adapteazad diferite forme ale uniformei de aviator,
vremurilor noastre. Pe de altd parte, am incercat
— pe un drum deschis de Simon Thorogood — sd
imprumut elemente din industria aeronautica in
sistemul de constructie al tiparelor pentru haine;
n viteza obisnuita a contemporaneitatii, nu strica
niciodatd un plus aerodinamic. Creatorul de aero-
haine londonez a mostenit pasiunea de la tatdl sau
(inginer-constructor de avioane), ilustrand deasa
folosire a componentei sentimentale ca baza a pi-
onieratelor artistice. Personal le port o deosebita
consideratie temerarilor romani Henri Coanda,
Aurel Vlaicu sau Traian Vuia si le-am omagiat me-
moria prin realizarea retro-proiectiei siluetei de
aviator. Ornamentele, rezonante de asemenea cu
grafica aeronautica, aldturi de accesoriile reinven-
tate au rolul de a imprumuta purtatorului o par-
te din prestanta specifica pilotilor, altfel o cauza
pierduta temporar de vestimentatia masculind. Am
gasit, in ideea de aeroport, spatiul contemporan
ce poate caracteriza societatea contemporana: in
vitezd, globalizata si cu multe porti.

LUnder Port”, asa cum fi spune si numele,
este layerul de... sub port. Am creat o serie de
prototipuri din gama lenjeriei de corp masculi-
ne, ce se pot observa in completarea invelisului
principal. A doua piele are menirea de a proteja
intimitatea si de a vorbi despre ea. Bluzele de
corp transparente, izmenele cu braguette®, fusta
atasatd cingdtorii si vesta-esarfa readuc pe tapet
tema barbatului cu picioarele la vedere, ca factor
decisiv in descoperirea identitatii secrete. Sexua-
litatea nu mai este un subiect tabu al modei mas-
culine, nici macar unul de actualitate; a devenit

6 Braguette este partea vesmantului ce acopera
partile genitale masculine.

As I have seen, the male suit has not changed
too much although there are limitless variants, and
I tried to suggest it by the complete preference for
the chromatic scale. Originally industrial, the acces-
sories provide the carrier with the liberty to choose
from the spectre of multifunctionality. Thus, inven-
tiveness and bravery can be emphasized through a
non-conventional arrangement. It is the same at-
tribute which transforms the trivial postman bags
or gas mask bags into cool objects.

Aero Port is a transposition of the aspiration to
fly or rather of its senses in the third millennium.
In only one century, man succeeded in making
many of his most courageous dreams come true,
making us believe that nothing is going to remain
un-invented or undiscovered. Despite all these,
our great majority is satisfied with the profound
admiration for any kind of fliers.

By imagining the airport as an immense cat-
walk of identities, I created a series of costumes
adjusting different forms of the pilot uniform to
our times. On the other hand, I tried — on a way
opened by Simon Thorogood — to borrow ele-
ments from the aeronautic industry in the system
of construction applied in the clothing samples; in
the common speed of contemporaneity, it never
hurts to feel an aerodynamic plus.

The creator of aero-clothes from London in-
herited the passion from his father (an engineer
in the construction of planes), and illustrated the
complex use of the sentimental component as the
basis of artistic pioneerdom. I am personally grate-
ful to a number of Romanian venturesome charac-
ters such as Henri Coanda, Aurel Vlaicu or Traian
Vuia and I respected their memory by achieving
the retro-projection of the pilot silhouette.

The ornaments, also related to the aeronauti-
cal graphics, besides the re-invented accessories,
are meant to provide their carrier with a part of
the stateliness typical to pilots, which is otherwise
a cause temporarily lost by the male clothing. In
the context of airports, I have found the contem-
porary space, which can characterised by speed,
globalization and many other gates...

Under Port, as its name suggests, is the
layer... under the port. I have created a series
of prototypes from the collection of male un-
derwear, which can be observed in the com-
pletion of the main coating. The second skin

is meant to protect intimacy and talk about it.
The transparent vests, the braguette drawers?,
the skirt attached to the belt and the scarf-vest
emphasise the man whose leg is not covered,
an essential element in the discovery of secret
identities. Sexuality is no longer a secret sub-
ject of male fashion. It has become an instru-
ment which is frequently approached only for
its commercial resonance. Transparency, the
ignorance of lightness’, the double protection
or the smaller number of sewings, coordinated
the achievement of the series focusing on the
increase of the erotic potential by means of the
sartorial seduction.

The free display of one's underwear was
popularized by the Afro-American rappers and the
young disciples lowered the lovel of interpretation
more than they should have to. While searching
for the description of the silhouette to describe
male sensuality, I completely renounced to the
stratum meant to cover the legs by imagining an-
other one to emphasize their structure.

The promotion of human morphologies, which
do not agree with the classical ideals of beauty,
had existed from the very beginning in the case
of the avant-garde fashion creators. Thus, one’s
tummy, wide hips or undeveloped pectorals had
unwillingly become some stars by describing the
active male typology — anyway more different
than physically.

C.O--boy started from the documentation for
the previously mentioned project which was going
to ensure the shooting’s outfit for the achievement
of the promotional materials used in the exhibition
of Ton Barladeanu. The cowboy, whose silhouette
is used by the artist to identify with, had inspired
numerous acts of domestic courage and repre-
sents an ideal of universal masculinity. The recent
western films of the American film producer Quen-
tin Tarantino (Kill Bill, Django) made the character
become a modern personality.

T, t-shirt is the personal version of the T-shirt
in the form of a T. Tailored in a single piece, the
prototype is proper to the tubular weavings, with a

6 Braguette is the part of the clothing which cov-
ers the male genitals
7 Neglectlightness — the combination between ca-

relessness and lightness.

un instrument la care se apeleaza frecvent, doar
pentru rezonanta sa comerciald. Transparentele,
neglejeritatea’, dubla protectie sau micsorarea
numadrului de cusdturi au coordonat realizarea
seriei ce vizeaza sporirea potentialului erotic cu
ajutorul seductiei sartoriale.

Lasarea lenjeriei intime prada privirilor a fost
popularizatd de rapperii afro-americani, iar tine-
rii discipoli au coborat nivelul interpretdrii, poate
mai mult decat era cazul. In cdutarea descrierii
siluetei care sa descrie senzualitatea masculing,
am renuntat total la stratul consacrat imbracarii
picioarelor, inchipuind un altul, care sa le eviden-
tieze structura.

Promovarea morfologiilor umane in dezacord
cu idealurile clasice de frumusete a existat de la
inceput in apanajul creatorilor de moda avangar-
disti. Astfel, burtica, soldurile late sau muschii
pectorali nedezvoltati au devenit vedete fara voia
lor, descriind tipologia masculind activd — oricum
altfel decét fizic.

»C.0.-boy” a pornit de la documentarea pen-
tru proiectul, mentionat anterior, ce avea sa asi-
gure garderoba shooting-ului pentru realizarea
materialelor promotionale ale expozitiei lui Ion
Barladeanu. Cowboy-ul, cu a carui silueta se
identifica artistul, a inspirat numeroase acte de
curaj domestic si reprezintd un etalon de mascu-
linitate universald. Filmele recente de tip western
ale regizorului american Quentin Tarantino (Kill
Bill, Django) au facut din personaj o personalita-
te moderna.

1, t-shirt” este versiunea personald a trico-
ului in forma de T. Croit dintr-o singura bucat3,
prototipul se preteazd tesaturilor tubulare, cu
un procent ce tinde spre 0% pierderi. De ase-
menea, i-am ldsat imprimeului — elementul ce
personalizeaza frecvent t-shirt-ul — un spatiu
mult mai amplu de desfdsurare.

Jraditional Hypster” este ideea bunului prie-
ten, ilustratorul bucurestean Matei Branea, pentru
tinuta sa de nuntd. Cele douad coordonate, prin
care clientul se autodefineste, au descris traseul
personalitatii sale, ce urma a fi transformat in cos-
tum. Elementelor ornamentale, imprumutate din
portul popular (sasesc si oltenesc), am incercat

7 Neglejeritate — am numit aici combinatia dintre
neglijentd si lejeritate.
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sa le imprim gradul de functionabilitate si suste-
nabilitate corespunzator noilor trenduri urmate
de téndra generatie. Am inclus aceastd comanda
speciald lucrarii, datoritd fluentei procesului de
concepere a ansamblului vestimentar. Cunoaste-
rea reperelor vizuale, de catre client, a facilitat ac-
ceptarea propunerii si purtarea ei ca atare.

Odata cu derularea episodului al patrulea din
proiectul ,,Costumbre”, am hotdrat s& ma supun,
ca subiect, cerintelor cursului, in speranta de a
gasi proiectia personalitatii mele in sezonul viitor.
La urma urmelor, prezentul celor ce sunt implicati,
intr-un fel sau altul, in ,circul” modei se deruleaza
in anul ce urmeaza. Pand acum, alegeam aceste
siluete in urma unei analize a imaginii si a eventu-

percentage aiming to 0% loss. I have also left the
print — the element, which frequently personalizes
the T-shirt — with a much larger developing space.

Traditional Hypster is the idea of my good
friend, an illustrator from Bucharest, Matei Branea,
for his wedding outfit. The two coordinates,
through which the client defines himself, have
described the route of his personality, which was
meant to be transformed into a costume. I tried
to provide the ornamental elements, borrowed
from the folk outfit (Saxon and from Oltenia), with
the functionability and sustainability related to the
new trends and respected by the new generation.
I included this special order due to the conceiv-
ing process of the clothing set. The knowledge of

visual references by the client facilitated the ac-
ceptance of the suggestion.

While working on the fourth episode from
the Costshadows project, I decided to obey the
demands of the course hoping to find the pro-
jection of my personality in the next season.
Finally, the present of those involved, in a way
or another, in the “circus” of fashion develops
during the following year. Until now I used to
select these silhouettes after an analysis of the
image and the possible trends certain specific
details can confer. These are going to be ex-
plored from a personal visual perspective in a
contemporary vision. Just like in the case of the
physical test with the beam, I tried to change
the place of the factors in the statement as a
problem connected to the image must be nec-
essarily analyzed in an optical way.

The tools and the order of their use remain
unchanged, and the result has to comprise a sum
of ideas composed in successive strata, without
any aptitudes of final solutions. It is a tri-dimen-
sional agenda which can be analysed and tested
(in the initial stage), then it can undergo trans-
formations and adjustments while preserving the
transparency of the creative process. The devia-
tions from the previous route are almost impos-
sible to avoid. Permanently harassed by arrows
dressed in ,breaking news” outfits, we have learnt
to suppress our remote dreams. The creators of
future costumes prove uninspired while the stel-
lar data become actual, and the outfit gets similar
to the one worn by the creators during the first
Science-Fiction production. It is unquestionable
that the future develops in consecutive steps, in
already experienced contexts, the shortcuts — by
means of new dimensions — representing the only
option of the designers to obtain new results. The
»absolute new” is gradually vanishing, and “nov-
elty” aims to become its inferior degree of com-
parison emphasizing the unusual element. The
method of “lexical ricochets” can be easily intuited
in the concept equation:

Roi Soleil + Cirque du Soleil = Soleil (Roi +
Cirque) = Roi de Caro®

8 The sample equation represents a reduction to
the main algebrical terms through the comparison with:
the symbol of sumptuous elegance expressing the male
costume — in the person of Louis XIV, known as the Sun

alelor directii pe care le pot conferi anumite detalii
specifice; acestea urmand a fi explorate prin pris-
ma vizuala personala intr-o viziune contemporana.
Asemenea testului fizic cu fasciculul luminos, am
incercat sa schimb locul factorilor in enunt, caci o
problema de imagine trebuie neaparat analizata
optic.

Uneltele si ordinea folosirii lor rdman neschim-
bate, rezultatul urmand sa contind o suma de idei
compuse in straturi succesive, fara aptitudini de
solutie definitivd. Este o agenda tridimensionala
ce poate fi analizatad si testatd (in faza initiald),
apoi poate suferi modificari si ajustari, pastrand
transparenta procesului creativ. Abaterile de la tra-
seul prestabilit sunt aproape imposibil de evitat.
Hartuiti permanent de sageti imbracate in haine
de ,breaking news”, am invatat sa ne suprimam
visurile indepartate. Creatorii de costume ale viito-
rului se dovedesc neinspirati pe masura ce datele
stelare devin actuale, iar vesmintele seamana mai
curand cu cele purtate de creatori in momentul
primelor productii SF. R&mane indubitabil faptul cd
viitorul se cladeste cu pasi consecutivi, pe cardrile
deja batatorite, scurtdturile — prin noi dimensiuni
— reprezentand singura optiune a designerilor de
a obtine rezultate inedite. ,Noul absolut” este pe
cale de disparitie, iar ,ineditul” tinde sa devina
gradul de comparatie imediat inferior acestuia, cu
accent pe sensul de neobisnuit. Metoda , ricoseelor
lexicale” este lesne de intuit in ecuatia-concept:

Roi Soleil + Cirque du Soleil = Soleil (Roi +
Cirque) = Roi de Caro®

Mentionez cd am aplicat atat ordinea operati-
ilor, cat si sensul lor intr-o maniera personald, pe
alocuri dadaistd, si nicidecum conform rigorilor
algebrei.

Atributele pe care simt nevoia sa le dezvolt
si, eventual, Tnsusesc sunt subintelese forme-
lor ce contureaza ipoteticele siluete. Contopi-
rea celor doua idei, pe alocuri paradoxal opuse

8 Ecuatia model este o reducere la termenii de
baza ai algebrei prin comparatia cu: simbolul elegantei
fastuoase a costumului masculin — in persoana Iui Louis
al XIV-lea, cunoscut ca Regele Soare — a unei variante
de spectacol contemporan, ales pentru rezonanta denu-
mirii sale (francofona si continand termenul soleil), rezul-
tand o combinatie intre cele doud concepte (roialitate si
circ) personificata in imaginea Regelui de Caro, un fel de
romb!?
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si, in acelasi timp, cu majore asemanari, per-
mite alegerea sacadatd a zonelor ce urmeazd
a fi explorate si mai apoi etalate sau uitate.
Programul de modelare a spiritului, asemenea
formelor clasice, presupune initial o asumare a
purtdrii trasaturilor dominante fie si cu caracter
documentar. Nivelul optim al balansului intre o
aparitie inedita si efectul scontat este dat doar
in momentul instalarii firescului interior (am nu-
mit aici starea neutra a individului).

Inainte de a face pasul spre etapa ce urmeaza
sa articuleze vizual conceptul, am simtit nevoia
de o comparatie cu un alt domeniu, in care ine-
ditul este noul ,,nou”. Aparte de curente muzicale
de tip hybrid si voci dupa toate asemandrile, mu-
zica fsi traieste contemporaneitatea cu ajutorul
»mash-up”-urilor®, gradul de virtuozitate cu care
sunt Tmpletite, cel putin doua hituri muzicale din
trecut, a depasit nevoia de ritmuri noi, (post)
moderne. Partea ,video” — printre cele mai nou
— ,venite In” nobila familie a artelor (deja cu noi
ramificatii ex: mapping, 3D) este nelipsitéa din
viata cotidiand, scurtmetrajele — videoclipuri
muzicale devin spatii perfecte pentru atmosfera
necesard desavarsirii cadrului vizat. Un alt ca-
rambol al conceptului, de data aceasta de natura
sentimentald, m-a plasat in lumea Iui Anton Cor-
bijn, regizor-scenograf pentru ilustratia video a
evergreen-ului celor de la Depeche Mode, ,,Enjoy
the silence”.

Continuand paralela matematica, am inclus
geometria simpld in constructia tiparelor de baza
ale fiecarui produs in parte; rombul (60°/120°) —
suveran chiar si in titlu, deja sugerat de alaturarea
factorilor in ecuatia conceptuald — s-a dovedit a
fi 0 alegere satisfacdtoare, atat din punct de ve-
dere al compozitiei in ansamblu a liniilor de forta,
cat si a consumului de material.

Pentru a pastra impersonalitatea necesara
unui asemenea proiect de cercetare, nu voi insis-
ta cu enumerarea celor ce au condus la alegerea
unui anumit tip de vesmant sau unui anumit tip
de materie primd. Intdresc ideea de a selecta pie-
sele ca layere succesive, ce vor dialoga si se vor
completa, fard riscul de a afecta functionalitatea
si rostul fiecaruia. Astfel, imaginea completa de-

9 Este compozitia rezultatéd din suprapunerea a
cel putin doud cantece, de obicei folosind partea vocalad a
uneia, suprapusa ilustratiei muzicale a celeilalte.

I mention that I have applied both the order
of operations and their meaning in a personal
way, which is partially Dadaist, not according to
algebrical rigors.

The attributes, which I need to develop and
eventually acquire, are implied in the forms de-
fining the hypothetic silhouettes. The juxtaposi-
tion of the two partially opposing ideas, yet also
emphasizing major similarities, permits the abrupt
choice of the zones which are going to be explored
then displayed or forgotten.

The program used to model the spirit similarly
to classical forms initially presumes an assumption
to accept the approach of dominant characteristics,
no matter if they are documentary or not. The op-
timus level of the balance between a new appear-
ance and the expected effect is given only when
setting the interior matter of course (here I have
named the neutral condition of the individual).

Before advancing towards the next stage,
which aims to articulate the concept visually, I felt
the need to compare it with another domain in
which novelty is the new “new.” Apart from the
hybrid-like musical trends and voices according
to all similarities, music experiences its contem-
poraneity by means of ,mash-ups™, the virtuosity
degree used to combine at least two musical hits
from the past, surpassing the need to get new and
postmodern rhythms. The “video” part — among
the recent ones in the noble family of arts (al-
ready with new ramifications, for instance, map-
ping, 3D) is present in our everyday life, the short
films — musical videoclips become perfect spaces
in the atmosphere needed to make the context
much better. Another pattern of the concept, this
time a sentimental one, placed me into the world
of Anton Corbijn, a director designer of the video
illustration of “Enjoy the silence”, one of the ever-
green songs of Depeche Mode.

Continuing the mathematic parallel, I have

God - a variant of a contemporary performance selected
for the resonance of its name (Francophone and compris-
ing the soleil term); what we get is a combination between
the two concepts (royalty and circus) personified in the
image of Caro King, a sort of rhombus!?

9 It is the composition resulted from the juxtapo-
sition of at least two songs, by usually using the vocal part
of one overlapping the so-called musical illustration of the
other.
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vine principalul obiect de studiu, in perspectiva
credrii unei serii ce poate satisface, sartorial, fie-
care moment al unui sezon intreg.

Ca ,Ro Surf” completeaza seria identitatilor
cu o concluzie vestimentara a vizitei in Florida.
Prototipul continua cdldtoria croielilor in forma de
romb, odatd cu descoperirea directd a sportului
nautic ce anima coasta Atlanticului.

In clipul de prezentare a concluziilor dandida-
iste, am imbracat — fara a tine cont de identitatile
originale — o parte dintre elementele vestimenta-
re amintite mai sus. Propunerile, absolutamente
aleatorii, urmau a spori numdrul combinatiilor
posibile, evaluand fezabilitatea implementarii
unei ordini dandidaiste in garderoba.

included the simple geometry in the construction
of each separate product’s patterns; the rhombus
(60°/120°) — sovereign even in the title, already
suggested by the association of factors in the con-
ceptual equation — proved to be a satisfying choice
not only from the perspective of a general compo-
sition of the lines of force, but also from the one
regarding the material’s consumption.

In order to preserve the impersonality needed
in such a research project, I shall not insist with the
enumeration of those leading towards the selection
of a certain type of clothing or a certain type of raw
material. I emphasize the importance of the idea
suggesting the selection of items as successive lay-
ers which are going to entertain the dialogue and

complete each other, without affecting the func-
tionality and reason of each. Thus, the complete
image becomes the main object of study, from the
perspective of some series which can satisfy each
moment of a whole season in a sartorial way.

Ca Ro Surf completes the series of identities
with a conclusion regarding clothings during a visit
to Florida. The prototype continues the journey of
clothing in the shape of rhombuses simultaneous-
ly with the direct discovery of the nautical sport
animating the Atlantic Coast.

In the clip presenting the Dadaist conclusions I
have put on — without respecting the original identi-
ties — some of the clothing items mentioned above.
The absolutely incidental suggestions were meant

to increase the number of possible combinations by
evaluating the feasibility of the implementation of a
Dandidaist order in one’s wardrobe.
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Postmodernism and fashion

Postmodernism had manifested especially
during the last two decades due to several de-
signers such as Comme des Gargons, Alexander
McQueen and Vivienne Westwood. They empha-
sized its major principles. How can we recognize
Postmodernism in the context of present fash-
ion? This artistic trend had been widely used
during the latest twenty years yet it is almost
impossible to define this trend accurately. Liter-
ally, “Postmodernism” means “after Modernism,”
however this term hides much more. One detail
is certain, Postmodernism covers a wide range
of artistic domains. Important theoreticians use
this term to refer to a deviation point emerged
in literature, theatre, architecture, cinematogra-
phy and design.

Initially, Postmodernism represented a reac-
tion to Modernism. Malcolm Bernard explained:
“Modernism creates the object for production,
Postmodernism conceives for consumption”. This
means that all the art forms are realized only to
be “devoured”, and the goal of Postmodernism is
to reach a very large public. Postmodernism can
be also used to describe the society in which we
live today: “Postmodernism integrates a postin-
dustrial world of mass-media, or systems of com-
munication and information on a world scale. It
is based on a society focused on consumption,
against work and production... it is a world of
culture in which tradition, shared values ... faith
and world standards were contested, submined

Postmodernismul si moda

Postmodernismul s-a manifestat in moda
cu precddere de-a lungul ultimelor doud dece-
nii, prin designerii Comme des Gargons, Alexan-
der McQueen si Vivienne Westwood. Acestia au
punctat principiile sale majore. Cum putem recu-
noaste Postmodernismul in moda actuald? Acest
curent artistic a fost folosit la scara larga in ultimii
doudzeci de ani, dar este aproape imposibil de
definit termenul cu acuratete. Ad literam, ,Post-
modernism” inseamna ,dupa curentul Moder-
nism”, dar acest termen ascunde mult mai mult.
Un lucru este cert, Postmodernismul acopera o
gama variata de domenii artistice. Teoreticienii
importanti folosesc acest termen pentru a se re-
feri la un punct de deviatie aparut in literatura,
teatru, arhitectura, cinematografie si design.

Initial, Postmodernismul a fost o reactie la
Modernism. Malcolm Bernard explica: ,Moder-
nismul creeaza obiectul pentru productie, Post-
modernismul concepe pentru consum”. Acest
lucru Tnseamna cd toate formele de arta sunt
realizate cu unicul scop de a fi ,devorate”, sco-
pul Postmodernismului fiind de a ajunge la un
public cat mai larg. Postmodernismul poate fi,
de asemenea, folosit pentru a descrie societatea
n care trdim astazi: ,,Postmodernismul integrea-
za la scara planetara o lume post-industriala de
mass-media, sisteme de comunicare si de infor-
mare. Are ca fundament o societate orientatd
spre piata de consum, in defavoarea muncii si
productiei (...), este o lume a culturii in care tra-
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and rejected for heterogeneity, divergence and
differences.” (Bernard, 2007)

Postmodernism can be appreciated as an
artistic style or an approach to create things.
Through the way the clothing is created, it pro-
vides the owner with an outline and a certain
social position. Andrew Hill states that “clothes
are no longer associated with a certain social
hierarchy as a long time ago”. For instance,
in the 19th century, the exposure of a nude
part of the woman'’s body was associated with
prostitution. On the other hand, nowadays the
depreciatory meaning suggesting the “naked-
ness” of the woman’s body has lost its ironical
perspective and the rigid moral definition for-
mulated in the past.

Postmodernism makes no difference be-
tween the traditional and unconventional arts.
Some esthetic forms of art were seen as “femi-
nine”, (a relevant example is expressed by fash-
ion), instead of being considered “inferior” arts
if compared to “masculine” ambitions (architec-
ture). In Postmodernism there is no set of strict
rules to define different art forms in an evasive
and ambiguous way.

During the whole 19th century, any work of
“elaborated” or “decorative” art was considered
feminine and inferior, and this distinction was
preserved in the 20th modernist century. (Ash
and Wilson, 1992)

Postmodernism questions the traditional cul-
tural values of the contemporary society espe-
cially the ones related to occidental culture. The
everyday lifestyle changed dramatically 50 or
even 30 years ago. The traditional values con-
nected to marriage and family disappeared given
the equality between genders at the workplace.
Moreover, women are no longer so young when
they get married. There are more and more cou-
ples who give up the idea of having successors.
The influence of religion upon society decreased
dramatically if compared to the situation experi-
enced last century, and many people consider it
irrelevant. Postmodernism became a portrait of
these transformations emerged in the contempo-
rary culture and society.

Elizabeth Wilson (Visiting Professor of Cul-
tural Studies at the London College of Fashion)

ditia, valorile comune (...) credinta si standar-
dele universale au fost contestate, subminate si
respinse pentru eterogenitate, deosebire si dife-
rentd.” (Bernard, 2007)

Postmodernismul poate fi apreciat ca un stil
artistic sau ca o abordare a fauririi lucrurilor. Prin
modul in care hainele sunt realizate, acestea ofe-
ra contur si o anumitd pozitie sociala purtatoru-
lui. Andrew Hill evidentiaza ,hainele nu mai sunt
asociate exclusiv cu o anumita ierarhie socialg,
cum era odinioara”. Spre exemplu, in secolul al
XIX-lea expunerea unei pdrti dezgolite a corpului
feminin era asociata cu prostitutia. In schimb, in
prezent, sensul peiorativ al ,goliciunii” trupului
femeiesc si-a pierdut sensul peiorativ si incadra-
rea morala fixd din timpurile apuse.

Postmodernismul nu face diferentd intre ar-
tele traditionale si cele neconventionale. Unele
forme estetice de arta au fost catalogate ca ,fe-
minine” (un exemplu grditor fiind moda), in loc
sa fie considerate arte ,inferioare” fatd de artele
cu veleitati ,masculine” (arhitectura). In Postmo-
dernism nu exista un set de reguli stricte care sa
defineasca fara echivoc diferitele forme de arta.

Pe tot parcursul secolului al XIX-lea, orice lu-
crare de artd ,elaboratd” sau ,decorativa” era con-
sideratd feminind si inferioard, aceastd distinctie
fiind pastratd de-a lungul secolului al XX-lea mo-
dernist. (Ash and Wilson, 1992)

Postmodernismul pune sub semnul intre-
barii valorile culturale traditionale ale societa-
tii contemporane, cu precadere cele ale culturii
occidentale. Stilul de viata cotidian s-a schimbat
dramatic fatd de acum 50 sau chiar 30 de ani.
Valorile traditionale ale cdsatoriei si familiei au
disparut, datoritd egalitatii dintre sexe de la locul
de munca. Deasemenea, varsta la care femeile
se cdsdtoresc nu mai este asa de frageda. Un
numar crescut de cupluri aleg sd nu aiba urmasi.
Influenta religiei asupra societatii a scdzut dra-
matic fatd de secolul trecut, devenind neinsem-
natd pentru destule persoane. Postmodernismul
a devenit un portret al acestor schimbari aparute
in cultura si societatea contemporana.

Iatd ce declard Elizabeth Wilson (Visiting
Professor of Cultural Studies at the London Col-
lege of Fashion): ,Miscarea postmodernista poa-
te fi definitd printr-un singur termen, Zeitgest
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(Spiritul timpului), termenii ,post-modernism” si
Jpostmodern” intrand in uzul general al popula-
tiei sub acest sens.”

Formele de artd din Postmodernism redefi-
nesc relatia dintre arta culta si cultura populara,
punand sub semnul intrebarii prezumtivele dife-
rente dintre lucrarile de arta si alte produse de
larg consum.

Prin urmare, care este implicarea Postmoder-
nismului Tn moda? Dupd cum am mentionat an-
terior acestor randuri, acest curent imbratiseaza
toate formele de artd. Cu toate cd moda nu este
privitd ca ,artd”, dezaprobatd de adeptii artelor
traditionale, chiar reuseste sa transpund un nu-
mar covarsitor de elemente definitorii ale Post-
modernismului. Dovezile netagdduite pot fi ob-
servate la prezentdrile de moda ale designerilor
consacrati si debutanti.

Recent, pe langa designerii consacrati ai
Postmodernismului (Maison Martin Margiela, Vi-
vienna Westwood, Comme des Gargons, Yohji
Yamamoto si Hussein Chalayan), designerii de-
butanti ,abuzeazad” de Postmodernism in colec-
tiile prezentate, intotdeauna cu gandul la viitorul
modei, dar mereu inspirati de trecut.

Nimic nu mai este prea controversat pen-
tru noi, le-am vazut si facut pe toate! Un model
defiland pe catwalk intr-o rochie transparents,
incdltata cu pantofi sport nu declanseaza scan-
dalul pe care I-ar fi pornit cu 30 de ani in urma.
Conotatia sexuala a disparut, trupul urmasei Evei
nemaifiind doar un obiect al instinctelor prima-
re. Femeile sunt pe picior de egalitate cu barbatii
din multe puncte de vedere. Pentru mine, asta
reprezintd emanciparea femeii. Cu riscul de a fi
contrazisa de unele feministe, Elizabeth Wilson
spune: ,Membrele miscarii feministe au inceput
sa exploreze sensurile elegantei (fashionable!!)
si sa descopere modele noi de rochii. Aceasta
prospectiune s-a desfasurat impotriva faramei de
suspiciune a feministelor traditionale asupra ro-
chiilor voluptuoase: multe feministe respingand
ideea de moda pentru felul in care potenteaza
ideea de jucarii sexuale asupra sexului slab, aso-
cierea cu consumerismul evident si pozitia femeii
ca proprietate de lux, iar femeia este interpretata
ca neajutorata (tocurile inalte si taliile stranse pot
incomoda miscarea libera).

states the following: “The postmodern movement
can be defined through a single term, Zeitgest
(the spirit of time), while the “post-modernism”
and “postmodern” terms are generally used by
the population from this viewpoint.”

The art forms in Postmodernism re-define the
relationship between the cult art and folk culture,
questioning the possible differences between
works of art and other consumer goods.

Consequently, which is the implication of
Postmodenism in fashion? As I have already
mentioned, this trend comprises every form
of art. Although fashion is not seen as “art”,
it is even disconsidered by the fantatics of
traditional arts, it succeeds in transposing an
overwhelming number of postmodern essential
elements. The undenied evidence can be ob-
served at the fashion shows of traditional and
débutant designers.

Recently, besides the well-known design-
ers of Postmodernism (Maison Martin Margiela,
Vivienna Westwood, Comme des Gargons, Yohji
Yamamoto si Hussein Chalayan) the débutant de-
signers take advantage of Postmodernism in the
collections presented. Always thinking of the fu-
ture of fashion yet always inspired by the past.

Nothing is too controversial for us, we have
seen and done all of it! A mannequin marching
along the catwalk, in a transparent dress and
Adidas sport shoes, does not provoke the scandal
it might have started 30 years ago. The sexual
connotation vanished, and the body of Eve’s de-
scendant is no longer only an object of primary
instincts. Women and men find themselves on
an equal footing from more perspectives. For me
this represents the emancipation of women.

At the risk of being contradicted by some
feminist characters, Elizabeth Wilson tells: ,The
members of the feminine movement began to
explore the meanings of (fashionable!!) ele-
gance and find new dress patterns. This pros-
pecting developed against the slight suspicion
of traditional feminists regarding the voluptuous
dresses: many feminists reject the idea of fash-
ion given the way it intensifies the idea of sexual
toys influencing the weaker and gentle sex, the
association with the obvious consumerism and
the woman'’s position as a property of luxury, and

the woman is interpreted as helpless (the high-
heeled shoes and tight corsages can make the
free motion uncomfortable).

This is exactly what Postmodernism is about,
the approach of many viewpoints and the igno-
rance of a single explanation.

As a result, from my research and analy-
sis of Postmodernism and the way it influences
fashion, I've learned that it involves much more
than an unfinished seam or a brute margin. Eve-
ry line sewn on the material, each line marked
by the designer, or each button (sewn or not)
are provided with a certain signification. Fash-
ion itself is postmodernism, it reflects our own
world. I have also seen that there is another
aspect of art, the art critics who “de-construct”
the meaning of any art form and analyze the rel-
evance of each detail no matter how irrelevant
it might be.

Each detail is argumented and dissected by
more critics, who write their articles, journals
and books separately and on the same topic.
Postmodernism can be found everywhere in
fashion: eclecticism, pastiche, parody and de-
constructivism.

Fashion designers constantly combine the
new with the old in order to create “the next big
thing.” By means of mass media, fashion has be-
come more accessible and can get to the whole
Earth in order to be out of the consumer’s reach.
Fashion advances much faster than 30 years ago
and the stores must be constantly supplied with
new collections to satisfy the customers’demands
for “fast fashion”.

Dar tocmai despre asta este vorba in Post-
modernism, imbratisarea tuturor punctelor de
vedere si evitarea unei singure explicatii.

In concluzie, din cercetarea mea asupra
postmodernismului si felul in care influenteaza
moda, am invatat cd implicd mai mult decat o
cusatura neterminatd sau o muchie bruta. Fieca-
re rand cusut pe material, fiecare linie trasata de
designer, fiecare nasture cusut (sau nu) are un
sens anume. Moda in sine este Postmodernism,
reflecta lumea in care trdim astazi. Am mai aflat
ca exista si 0 altd latura a artei: crticii de arta care
~deconstruiesc” intelesul fiecarei forme de arta si
analizeaza semnificatia fiecdrui detaliu, oricat de
insignifiant ar fi. Fiecare detaliu este argumen-
tat si disecat de mai multi critici, care separat
scriu articole, jurnale si carti pe acelasi subiect.
Postmodernismul in modd este omniprezent: ec-
lectism, pastisa, parodie si deconstructivism. De-
signerii de moda imbina constant noul cu vechiul,
pentru a zamisli creatii care sd devina ,the next
big thing”. Cu ajutorul mass-mediei, moda a de-
venit mult mai accesibild si poate ajunge pe tot
cuprinsul Terrei, pentru a fi la indemana consu-
matorului. Moda evolueaza cu o vitezd mai mare
decat acum 30 de ani, si magazinele trebuie sa
se aprovizioneze constant cu colectii noi, pentru
a satisface cerintele cumparatorilor pentru ,fast
fashion”.
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A topic of research — The journey to
the national historical past

Many young women who, during their child-
hood, had cut their mother’s curtain to make their
doll a dress, wanted to become fashion design-
ers. I was dreaming likewise. My art high-school,
“Nicolae Tonitza,” oriented my career, which I
hope is the proper one. I went to the National
University of Arts, Bucharest, I graduated from a
Fashion MA and here I am, a professor and PhD
student in the same specialty. I hope I will have
the opportunity to make other young people ful-
fill their similar dreams too.

Together with the teaching staff — I have
been honoured to belong to for seven years
— we provide the young generations with the
knowledge they need, with professionalism and
abnegation.

The family atmosphere from here, where
professors are like parents and students are like
more or less obedient children, is proper to the
development of a collective work process. Per-
haps it is the only place where the creative fu-
ture can be expressed freely, and the boldness
and exuberance characteristic of the age have
not been subsided by the inevitable subsequent
compulsions yet.

Withal, we are all obliged to experience a
continuous process of study and research evalu-
ated through experimentation and creation.

At present, I am focused on the completion
of my PhD thesis coordinated by professor Unda

Popp.

O tema de cercetare —
Calatoria in trecutul istoric national

Multe tinere, care in copildrie au tdiat per-
deaua mamei ca sa faca rochie papusii, doresc
sa devina creator de moda. Si eu am visat la fel.
Liceul de Artd Nicolae Tonitza mi-a netezit calea
spre cariera pe care sper ca am ales-o bine. Am
intrat la UANB, am facut un Master in Moda si ia-
td-ma acum ,cadru didactic” si doctorand in ace-
easi specialitate. Sper sa pot sa ajut si alti tineri
sa-si indeplineascd visuri asemanatoare.

Impreuna cu colectivul profesoral — din care
fac parte cu onoare de sapte ani — asiguram cu
profesionalism si abnegatie nevoia de cunoastere
a tinerelor generatii.

Atmosfera de mare familie de aici, in care
profesorii sunt un fel de parinti, iar studentii un
soi de copii mai mult sau mai putin ascultdtori,
este propice desfasurarii unui proces de lucru in
colectiv. Este poate singurul loc in care viitorul
creator se poate exprima liber, indrdzneala si
exuberanta caracteristice varstei nefiind inca do-
molite de inevitabile constrangeri ulterioare.

In acelasi timp, cu totii suntem obligati sa
parcurgem un proces continuu de studiu si cer-
cetare, valorificat prin experimentare si creatie.

In momentul de fatd, eu sunt implicatd, sub
coordonarea doamnei profesor Unda Popp, in fi-
nalizarea tezei mele de doctorat.

In aceasta teza, intitulata ,,Costumul de ce-
remonie in inalta societate a Principatelor Roma-
ne, in perioada domniilor fanariote; Influente si
tendinte; Modalitdti de preluare si prelucrare in
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fashion-ul actual” incerc sa explorez si sa valorific
prin filtrul personal costumul de ceremonie de la
curtea domnilor fanarioti (1711 — 1821).

Acest veac de tranzitie de la domniile pa-
mantene spre epoca modernd are caracteristici
definitorii in ceea ce priveste costumul purtat de
personajele de rang inalt.

Costumul de origine bizantina, peste care s-a
suprapus costumul turcesc asa cum a fost adus
de fanarioti, ofera o imagine unica si spectacu-
loasd, caracteristicd romanilor, inainte ca moda
apuseana sa ne copleseasca.

Toatd lumea este de acord cd moda, ca forma
de artd, este un mediu de exprimare a propriei
personalitati a creatorului. Aceasta expresie a per-
sonalitdtii se refera insa, mai mult sau mai putin,
si la consumatorul de moda. Globalizarea modei
sau moda globalizata a produs o anihilare treptata
a personalitdtii, mai ales in cazul consumatorului.

Globalizarea modei a fost determinata de
globalizarea industriei de moda. Un tricou Nike
este purtat oriunde si nu ne poate da nici un
indiciu despre nationalitatea sau cultura celui
ce il poartd.

Marci de renume au o prezenta internatio-
nald consistentd, de multe ori fiind mai populare
in alte parti de pe glob decét in tara de origine.
Unul din cele mai bune exemple pentru un astfel
de fenomen este brand-ul Louis Vuitton, a carui
popularitate este extrem de mare in Japonia. Nu
trebuie sa omitem faptul ca aceastd popularitate
a crescut si in urma colaborarii cu artistul pop
Takashi Murakami.

Un alt factor determinant in globalizarea
modei a fost existenta la nivel mondial a unor
retele de institute de invatamant pentru design
vestimentar. L'Ecole Supérieure des Arts et Tech-
niques de la Mode (ESMOND), fondata in 1841
la Paris, si-a dezvoltat in timp colegii la Berlin,
Minchen, Beijing, Beirut, Damasc, Dubai, Jakar-
ta, Osaka, Tokyo, Oslo, Seul, Sao Paolo etc. In
aceastd enumerare identificam localizari in tari
musulmane, aldturi de tari cu traditie catolica
puternicd, precum Brazilia. Aceste institute oferd
0 metodd de invatare standardizatd, punand in
lumind omogenitatea creatiei de moda.

Pentru sustindtorii globalizdrii, moda este
parte integranta a hibridizarii culturale.

In this thesis, entitled "The ceremonial cos-
tume in the high society of the Romanian Princi-
palities during the Phanariot reigns; Influences
and tendencies; Overtaking and processing mo-
dalities in the present fashion” I try to explore
and evaluate the ceremonial costume from the
court of Phanariots from my own viewpoint
(1711 - 1821).

This century of transition from the earthly
reign to the modern epoch has some defining
characteristics regarding the costume worn by
senior figures.

The Byzanthine costume overlapped by the
Turkish costume, in the way it was brought by
Phanariots, offers a unique and spectacular im-
age specific to Romanians before we were over-
whelmed by the western fashion.

Everybody agrees that fashion, as a form of
art, represents a medium used to express the
personality of the creator. However, this expres-
sion of his personality also refers, more or less,
to the consumer of fashion. The globalization of
fashion, or the globalized fashion, have produced
a gradual annihilation of personalities, especially
in the case of consumers.

The globalization of fashion was determined
by the globalization of fashion industry. A Nike
T-shirt is worn anywhere and can’t provide any
clue regarding the nationality or culture of the
one wearing it.

Brand names are consistently present inter-
nationally, and most of the times they are more
popular all over the world than in their native
country. One of the best examples to illustrate
such a phenomenon is the Louis Vuitton brand,
whose popularity is extremely high in Japan. We
must not ignore the fact that this popularity in-
creased after the collaboration with a pop artist,
Takashi Murakami.

Another essential factor in the globalization
of fashion was the global existence of some high
educational networks in fashion design. L'Ecole
Supérieure des Arts et Techniques de la Mode
(ESMOND), founded in 1841 in Paris, developed
its colleges in time at Berlin, Miinchen, Beijing,
Beirut, Damasc, Dubai, Jakarta, Osaka, Tokyo,
Oslo, Seul, Sao Paolo, etc. In this enumeration
we identify locations in Moslem countries, be-
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> sides strong Catholic countries like Brasil. These Astfel, creatori cu succes comercial ca Dolce
i institutes offer a standardized learning method, @ & Gabbana sau conceptualisti experimentali ca
; ! " highlighting the homogeneity of fashion. Rei Kawakubo se apleaca adesea pe aspecte ale

; ..‘ ! For the supporters of globalization, fashionis  diferitelor costume etnice si le integreazd in co-
) i! an integral part of cultural hybridization. lectiile lor. La extrem, acest lucru poate conduce
[

Thus, commercially successful creators like  ca o tanard din Africa de Sud sa poarte un an-
Dolce & Gabbana or experimental conceptualists ~ samblu inspirat din sari-ul indian.
like Rei Kawakubo often focus on the aspects of Opozantii globalizarii leaga aceste fenome-
different ethnic costumes and integrate them in  ne de expansiunea ideilor occidentale de capi-
their collections. To the utmost, this can make a  talism si consumerism. Pentru ei, pastrarea unei
young woman from South Africa wear a clothing  diferentieri intre diferitele culturi regionale este o
set inspired from the Indian sari. dovada mai pregnanta de originalitate. Cred ca
The anatagonists of globalization connect  trebuie sa fim de acord cu acestia, sau mdcar sa
these phenomena regarding the expansion of  reflectdm asupra abordarii lor.
occidental ideas to the idea of capitalism and
consumerism. For them, the preservation of a
differentiation among different regional cultures
represents a more significant evidence of origi-
nality. I believe we must agree with them or at
least reflect on their approach.
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The Magic of Images

In 2011, I accepted the invitation of Profes-
sor Unda Popp to teach a fashion & media course
at the Fashion Department of the National Uni-
versity of Arts, Bucharest, as a challenge.

After 17 years of didactic activity I had to go
to more Universities from the country (UNATC,
the Media University, “"Hyperion” University and
the Faculty of Theatre and Television, Cluj) and
after some feature or short films, made for televi-
sion and the cinema, this course was somehow
fulfilling two secret passions of mine: fashion and
photography.

Several years ago I had made a documentary
about the costumes of Mrs. Adina Nanu and the
encounter was rather fascinating.

Sentimental education, the film's title,
couldn’t miss from our professions.

And this is what our course does: teaches
(sentimentally, yet with some rigor) the students
to be both the photographers and film producers
showing their own creations to the world.

As once they decode the discoursive mecha-
nism of photographies and fashion films, they will
later know what to ask from the domain experts
when they are going to approach a media strat-
egy through which the world of fashion, as well
as those willing to dress up accordingly, will get
in touch with their accomplishments.

No matter how talented you might be, you
can't live only in your world and preoccupations.
Someone, at a certain moment, must be aware

Magia imaginilor

Am acceptat in anul 2011 invitatia doamnei
profesor Unda Popp de a tine un curs de fashion
& media la Departamentul Moda a UNAB, ca pe
0 provocare.

Veneam dupa 17 ani de activitate didactica
in mai multe universitati din tara (UNATC, Uni-
versitatea Media, Universitatea Hyperion si Fa-
cultatea de Teatru si Televiziune de la Cluj) si
dupa citeva filme de lung si de scurt metraj fa-
cute pentru televiziune si cinema, iar acest curs
intregea cumva doua pasiuni secrete ale mele:
moda si fotografia.

Realizasem, cu citiva ani in urma, un film do-
cumentar despre costumele doamnei Adina Nanu
si intalnirea a fost una fascinanta pentru mine.

»Educatia sentimentald”, caci asa se chema
filmul, nu are cum sa lipseasca din profesiunile
noastre.

Iar cursul nostru tocmai asta face: ii invata
(sentimental, dar si cu ceva rigoare) pe studenti
sa fie si fotografii, si regizorii filmelor care aratd
lumii propriile lor creatii.

Pentru cd odata descifrat mecanismul dis-
cursiv al fotografiei si filmului de fashion, ei vor
stii mai tarziu ce sa ceard profesionistilor in dome-
niu, cand va fi vorba de o strategie mediatica prin
care lumea modei, dar si cei doritori sd se imbrace
cu gust, sa ia cunostinta de realizarile lor.

Oricat ai fi de talentat nu poti trai doar in
lumea si preocupdrile tale. Cineva, la un moment
dat, trebuie sa cunoascd activitatea ta, sa-ti
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aprecieze hainele si sa le cumpere.

A vinde o haina nu inseamna neaparat a ca-
dea pe panta facilului si @ comercialului, ¢ci mai
degraba a-ti creea posibilitatea dezvoltarii cari-
erei prin suportul material necesar altor colectii,
altor prezentdri si altor suporturi mediatice.

Noi am structurat activitatea noastra pe
doua niveluri:

La anul intai, 1i invdtam pe studenti gra-
matica fotografiei de fashion si le formam ca-
pacitatea de a gandi conceptual, astfel incat la
sfarsitul anului, ei sa poata prezenta doud site-
uri cu creatiile lor:

Unul prezentat in sesiunea de iarnd are un
concept impus de costum, celdlalt, prezentat in
sesiunea de vard, va cuprinde fotografii cu hai-
nele facute in scoald la cursurile de profil.

Nu poti face nimic in nici o industrie cre-
ativd fard sa cunosti in detaliu realizérile si
personalitatile semnificative din domeniul respec-
tiv.

In acest context, ni se pare esentiala edu-
carea studentilor nostri in materie de fotografie
contemporana de fashion. Ei trebuie sa cunoas-
ca faptul ca in acest domeniu existéd nume care
au revolutionat nu numai comunicarea mediati-
cd, dar si fotografia ca gen artistic.

Mari creatori de moda si-au legat definitiv
numele de fotografiile facute de ei.

Erwin Olaf, David LaChapelle, Paolo Rover-
si, Mario Testino, Sarah Moon, Steven Meisel,
Nick Knight, Steven Klein, Mert & Marcus, An-
nie Leibowitz, Eugenio Recuenco, Irving Penn,
Jean-Baptiste Mondino sunt doar cativa dintre
fotografii de fashion ale caror opere vor fi stu-
diate la curs.

In primdvara acestui an, vom avea, pentru
prima data in istoria Departamentului Moda un
site cu toate website-rile tematice ale studentilor,
realizate in ultimii trei ani.

Vom putea, astfel, demonstra atat nivelul la
care ei au ajuns in materie de moda, dar si ori-
ginalitatea suportului mediatic, pe care deja stiu
sa se bazeze.

La anul doi, pariul nostru e si mai ambitios.
Studentii trebuie sa realizeze un fashion-film cu o
durata de 3, 4 minute care sa fie un discurs au-
dio-visual pornit de la un concept clar si original.

of your activity, like your clothes and buy them.

Selling an item of clothing doesn’t neces-
sarily mean to accept the commercial and easy
way, it rather creates the opportunity to de-
velop your career through the material support
needed by other collections, presentations or
media supports.

We have structured our activity on two levels:

During the first year we teach the students
the grammar of fashion photos and form their
capacity to think conceptually, thus at the end
of the year they will be able to present two sites
with their creations.

The one presented during the winter ses-
sion suggests a concept imposed by the cos-
tume, the other one, presented during the sum-
mer session, comprises photos displaying the
clothes made at classes.

You cannot do anything in any creative in-
dustry without being aware of the significant
achievements and personalities in that domain.

In this context, we find it essential to edu-
cate our students in contemporary fashion pho-
tography. They must know the fact that in this
domain there is a name which revolutionized not
only the media communication but also photog-
raphy as an artistic genre.

There are great fashion creators who are
strictly connected to their photos:

Erwin Olaf, David LaChapelle, Paolo Roversi,
Mario Testino, Sarah Moon, Steven Meisel, Nick
Knight, Steven Klein, Mert & Marcus, Annie Lei-
bowitz, Eugenio Recuenco, Irving Penn, Jean-
Baptiste Mondino are only some of the fashion
photographies studied at classes.

This spring, for the first time in the history
of the Fashion Department, we shall have a site
with all the students’ thematic websites accom-
plished during the last three years.

Thus we shall have the occasion to demon-
strate not only their knowledge in fashion but
also the originality of the media support which
they can already count on.

Regarding the second year students, our bet
is even more ambitious. Students must make a
fashion film, lasting for 3 or 4 minutes, an audio-
visual discourse derived from a clear and original
and clear concept.

Sedinta foto Buna Vestire, 2013
Photo session Annunciation, 2013

We consider that we work in a stimulating
environment where creativity is practised every
day, as a compulsion of one’s own limits.

As, in the long run, any artistic activity is a
trip towards the unknown. The unknown you can
feel in yourself and in the arbitrary aspects of the
surrounding world.

If after all these activities you, as a student,
have experienced new and relevant things about
yourself, and you learned how to make the oth-
ers familiar with them, that means you haven't
worked in vain.

Consideram ca lucrdm intr-un mediu stimu-
lant, unde creativitatea e exersata cotidian, ca o
fortare a propriilor limite.

Pentru ca pana la urmd, orice activitate artis-
tica este o excursie in necunoscut. In necunos-
cutul din tine si in arbitrarul lumii inconjuratoare.

Dacd in urma acestor activitati tu ca student
ai aflat lucruri noi si importante despre tine si ai
invatat sa le faci cunoscute si celorlalti, inseam-
na ca munca noastrd n—a fost in zadar.
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The mathematic coordinates
of elegance

The early Greek ceramics of the archaic style
certifies the elegance of stylization which I have re-
cently found on a tray type dish in the archaeologi-
cal museum from Varna, Bulgaria. The concept of
elegance was often associated with the decadent
periods of time in the history of styles given the
inherent stylistic refinement during the late phases
of that style’s stages of maturation. The elegance
of Domenikos Theotokopoulos is associated with
mannerism — just as ,Laocoon” is considered an
example of decadence in the Hellenistic style. May
»The thinker” from Hamangia, the Cycladic stat-
ues or ,Venus from Lespugue” be the forms of a
late, refined and ,decadent” style? The elegance
of stylization in the frescoes from Cnossos or the
Etruscan tombs are the result of several gradual
decantations of some conceptions about the way
the stylization of painted images was supposed to
look like, not only the spontaneous interpretation of
the artist. Although the study of the body and hu-
man proportions oriented the ancient art towards
the stylization which, in certain cases, got closer
to a certain realism, even in the Egyptian portrait-
making in granite or the portraits from Faium, we
can observe that the elegance of vision vanishes in
the conception of the Roman realism, as well as in
the Byzanthine stylizations, which were originally
Egyptian or Oriental. If we can compare a ,Lao-
coon” to different baroque compositions like ,Saint
Theresa in ecstasy” or to the stylistic Michelangean
approach in a work like ,,Moses”, we can notice that

Coordonatele matematice
ale elegantei

Ceramica greaca timpurie, a stilului arha-
ic, dovedeste o eleganta a stilizdrii pe care am
redescoperit-o recent pe un vas, tip platou, din
muzeul de arheologie de la Varna din Bulgaria.
Deseori, conceptul de elegantd a fost asociat cu
perioadele decadente in istoria stilurilor, datoritd
rafinamentului stilistic inerent perioadelor tarzii
ale etapelor de maturizare a stilului respectiv.
Eleganta figurilor unui Domenikos Theotokopo-
ulos se asociazd cu manierismul — tot astfel cum
~Laocoon” este privit ca exemplu de decadenta a
stilului elenistic. Oare ,Ganditorul” de la Haman-
gia, statuetele cicladice sau ,Venus din Lespugue”
sa fie tot forme ale unui stil tarziu, rafinat, ,deca-
dent”? Eleganta stilizarii din frescele din Cnossos
sau ale unor morminte etrusce sunt rezultatul
unor decantari, in timp, ale unor conceptii despre
cum ,trebuia” sd arate stilizarea imaginii pictate,
si nu doar interpretarea de moment a artistului.
Desi studiul corpului si proportiilor umane a dus
arta antica pe un drum al stilizarii, care in anumi-
te cazuri s-a apropiat de un anume realism, chiar
in portretistica egipteana in granit sau in portre-
tele de la Faium, putem observa cd eleganta vi-
ziunii se pierde in conceptia realismului roman,
cat si in stilizarile de tip bizantin, de sorginte
egipteanad sau orientald. Daca putem compara
un ,Laocoon” cu diverse compozitii baroce de tip
»Sfanta Tereza in extaz” sau cu abordarea stilis-
ticd michelangeolesca intr-o lucrare ca ,Moise”,
putem observa cd atribuim categoria estetica de
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elegantd asa cum este firesc in evaluarea unor
aspecte din artele vizuale si anume bazandu-ne
pe ideile personale, preconcepute, fara a ne baza
pe vreo metoda de cercetare stiintifica. ,,Desigur,
stiinta este un fenomen social, cu propriul sau
sistem de recompense, cu snobismele sale tipi-
ce, cu mecanismele sale interesante de alianta
si autoritate...; sociologii si antropologii au des-
coperit cd nsusi procesul de schimbare a teori-
ei stiintifice este unul social.”- ar spune Thomas
Kuhn. ,Adevarurile stiintifice sunt in fond acorduri
sociale citate in repetate randuri, privind ceea ce
este ,real”, acorduri la care s-a ajuns printr-un
Jproces stiintific” de negociere. Negocierile pri-
vind ce anume constituie o dovada sau un bun
test sunt la fel de dezordonate ca orice disputd
intre avocati si politicieni.”

Interesantd este abordarea din punct de
vedere al rezolvarilor tehnice ale vestimentatiei
care, asemanator domeniilor inrudite ale de-
signului de produs sau ambiental, opereaza cu
coduri matematice in momentul nevoii de iden-
tificare al unui material textil sau al unei culori
anume. Lipsa incifrarii, a codificarii similare cu
notele din muzica, lasd limbajul artistic descope-
rit din punct de vedere al transmiterii prin alte
medii decat prin sine insusi. Descrierile in cuvin-
te nu vor putea reconstitui niciodatd mozaicuri
sau picturi antice pierdute ireversibil. Faptul ca
exista comparatii literare care ne povestesc cum
pasdrile se napusteau asupra strugurilor din pic-
tura unui Apelles ne creeaza o idee vaga despre
maiestria trompe I'oeil-ului in Grecia antica. Chiar
n conditiile actuale ale codificarii matematice ale
imaginii, ale corespondentei unei multitudini de
tonuri cu standardizari de tip RAL sau PANTONE
este imposibild descrierea prin cuvinte, astfel ca
peste sute de ani o imagine sa poata fi reconsti-
tuitd pe baza unor cuvinte.

Deci fara sa ne raportam neapadrat la teoriile
enuntate de Thomas Kuhn, ne aflam intr-un uni-
vers care scapa oricaror incercdri de definire in ce
priveste notiunea de eleganta — concept estetic
ce nu poate fi incadrat in coordonate matematice.
Chiar daca la momentul actual moda este sa ne
invartim Intr-o lume a proceselor si nu a obiecte-

1 Lee Smolin, ,Spatiu, timp, univers”, editura Hu-
manitas, Bucuresti, 2008, p. 53.

we attribute the aesthetic category of elegance in
its natural way in the evaluation of some aspects in
visual arts counting on personal and preconceived
ideas without relying on any scientific research
method. ,Science is certainly a social phenom-
enon, provided with its own system of rewards,
typical snobisms, interesting alliances and author-
ity mechanisms...; sociologists and anthropologists
found out that the transforming process of the
scientific theory is a social one.”- that is what Tho-
mas Kuhn would say. ,Scientific truths are, in fact,
social agreements cited quite frequently when re-
ferring to what is ,real”, the agreement they reach
through a ,scientific process” of negociation. The
negociations referring to what represents a proof
or a good test are as disordered as any dispute
between lawyers and politicians.™

What I find interesting is the approach from
the perspective of the clothing’s technical solu-
tions which, like all the domains connected to the
product and environmental design, operates with
mathematical codes when identifying a textile
material or a certain colour. The lack of a codifi-
cation which is similar to musical notes leaves the
artistic language unprepared when transmitting
through more different contexts than itself.

The descriptions in words will never have
the opportunity to develop the irreversibly lost
mosaics or ancient paintings. The fact that there
are literary comparisons telling us how the birds
were swooping upon the grapes in the painting
of Apelles creates a vague idea regarding the
trompe l'oeil mastery in ancient Greece.

Even in the present conditions of the image’s
mathematic codification, or considering the cor-
respondence of a multitude of tones with RAL or
PANTONE standardizations, it is impossible to de-
scribe all this in words to facilitate the reorgani-
zation of the image on the basis of some words
one hundred years later.

Thus, without necessarily connecting to the
theories stated by Thomas Kuhn, we find ourselves
in a universe, which cannot be defined in terms of
elegance — an aesthetic concept which can't be
seen in mathematic coordinates. Although at the
moment it is fashionable to act in a world of proc-

1 Lee Smolin, ,,.Space, Time, universe”, publishing
House Humanitas, Bucharest, 2008, p. 53.

Culorile Pantone aflate in trend in toamna anului 2013, * Verde smarald 17-5641 a fost desemnatd culoarea anului
The Pantone colours in fashion in the autumn of 2013, Emerald green 17-5641 was designated the colour of the year

esses, not of objects or points which can be deter-
mined as position, form, structure in space, when
we enter the prosaic context, we realize that we
need codes and clear terms of expression to make
us inteligible — read it as ,readable” — by our fel-
lows as the concept of elegance finally belongs to
the language of inter-human communication.

It is certain that the general domain of aes-
thetic and artistic categories has apparently no con-
nection with mathematics, as in art we have ,an
infinity of viable solutions” while in mathematics we
have ,a single solution”. In order to contradict what
I mentioned before, I shall further quote from Lee
Smolin’s work: ,, I happened to be one of those who
discovered the first solution of the equations de-
fining a quantum theory of cosmology. These are
named the Wheeler-DeWitt equations or the equa-
tions of quantum constraints. The solutions of these
equations define the quantum conditions meant to
describe the whole universe. Working with a friend,
Ted Jacobson, then with another one, Carlo Rovelli,
at the very beginning, at the end of the 80s I found
these equations’ infinite number of solutions. It was
an extremely surprising fact as few equations in
theoretical physics can be solved exactly.”

In conclusion, the scientific discoveries and
new technologies ask the professionals and ex-
perts to know some programs or applications, or
involve the idea that it is important for you to
know what to ask from an engineer collaborator
when you are the artist, in order to be under-
stood by the team’s members when you say that
you urgently need five meters of printable canvas
provided with some eco-solvent, not with liquid
rubber, 67% cotton, and 33% polyester, the Pan-
tone 2745 type blue, 330 grams / square meters,
not 350 grams — as the supplier would suggest —
as that is the only one he has got in stock.

lor sau punctelor determinabile ca pozitie, forma,
structurd in spatiu, in momentul in care coboram
in prozaic realizam ca avem nevoie de coduri si
termeni clari de exprimare care sa ne faca inteli-
gibili — a se citi ,citibili” — de catre semenii nostri,
intrucat si conceptul de eleganta face parte, in
cele din urma, din limbajul comunicarii interuma-
ne. Sigur ca domeniul categoriilor estetice si al
artei, in general, aparent nu are legatura cu ma-
tematica, deoarece in artd avem ,,0 infinitate de
solutii valabile”, pe cand in matematicd avem ,,0
singurd solutie”. Pentru a contrazice ce am spus
mai sus, citez in continuare din opera citata a lui
Lee Smolin: ,Din intdmplare am fost unul dintre
cei care au descoperit prima solutie propriu-zi-
sa a ecuatiilor care definesc o teorie cuantica a
cosmologiei. Acestea se numesc ecuatiile Whee-
ler-DeWitt sau ecuatiile constrangerilor cuantice.
Solutiile acestor ecuatii definesc starile cuantice
menite sa descrie universul intreg. Lucrand la in-
ceput cu un prieten, Ted Jacobson, apoi cu altul,
Carlo Rovelli, am gasit pe la sfarsitul anilor 1980
un numadr infinit de solutii al acestor ecuatii. Era
un fapt extrem de surprinzdtor, cu atat mai mult
cu cat putine din ecuatiile fizicii teoretice pot fi
rezolvate exact.”

In concluzie, descoperirile stiintifice si noi-
le tehnologii impun profesionistilor cunoasterea
unor programe (aplicatii), sau cel putin implica
faptul de a sti ce sa ceri unui colaborator ingi-
ner, atunci cand tu esti artistul, pentru a vorbi pe
intelesul membrilor echipei atunci cand spui ca
ai nevoie urgent de cinci metri liniari de panza
printabild cu eco-solvent si nu cu latex, cu 67%
bumbac si 33% poliester, albastru tip Pantone
2745, la 330 grame / metrul patrat si nu 350 gra-
me — cum ar dori sa-ti dea furnizorul — pentru ca
numai pe aceea o mai are in stoc.
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UNArte — 150 years younger

It is impossible for me to write about school*
as it used to be before 1997, when I was ad-
mitted as a student at the Art Faculty. I would
be pleased to write about my studenthood, but I
would be too subjective. I would be tempted to
distribute this piece of time in three slices. The
first (the one following my admittance), was full
of enthusiasm, a condition amplified by profes-
sor Valeriu Mladin, a contagiously energetic man.
The second (the one experienced in the second
year), a hardly digested slice, during the work
period in the studio of professor Mircia Dumitres-
cu. The third (the one I shall always consider the
most relevant period of my formation) marked by
the encounter with Florin Mitroi. All these three
slices are enfolded by the aura of a beautiful age
— twenty years and some more.

It would be more appropriate for me to refer
to the present. About the way school?> appears
from the perspective of the one who is still a
student (a PhD candidate) yet also a professor?.
More precisely, from the perspective of the one
who teaches courses about the computer image
processing — a domain operating with complex
applications, in a virtual medium which is almost
inseparable from the online one —, but one who,
during his already mentioned studenthood, had

1 Read the National University of Arts, Bucharest.
2 See the first note.
3 Not to be confused with the academic title.

UNArte — mai tanara cu 150 de ani

Mi-e imposibil sa scriu despre scoala' asa cum
era Inainte de 1997, anul in care am fost admis ca
student la Facultatea de Arte Plastice. Despre pe-
rioada de studentie as scrie cu placere, dar poate
cu o prea mare doza de subiectivism. As fi tentat
sa impart aceastd bucata de timp in trei felii. Pri-
ma (cea de dupa admitere), plind de entuziasm,
stare amplificatd de profesorul Valeriu Mladin, un
om de o energie contagioasa. A doua (cea din
anul 2), o felie digeratd cu greu in perioada de
lucru n atelierul profesorului Mircia Dumitrescu.
A treia (aceea la care ma voi raporta mereu ca la
cea mai relevantd perioadad din formarea mea),
marcatd, de intdlnirea cu Florin Mitroi, toate trei
invelite in aura varstei de doudzeci si ceva de ani.

Mai adecvat ar fi sa vorbesc despre prezent.
Despre cum apare scoala? vazuta din postura celui
care este incd student (doctorand), dar si profe-
sor3. Mai precis, din perspectiva celui care preda
cursuri de prelucrare a imaginii pe calculator —
un domeniu care opereaza cu aplicatii complexe,
intr-un mediu virtual aproape inseparabil de cel
online —, dar care in perioada studentiei, succint
pomenitd mai sus, nu stia incd ce inseamna un
telefon mobil. Iatd cu ce vitezd intinereste scoala*!

1 A se citi Universitatea Nationalda de Arte
Bucuresti.

2 Vezi nota 1.

3 A nu se confunda cu titlul academic.

4 Vezi nota 1.
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Elena Cocosild, Insectar, 2013
Elena Cocosild, Insectarium, 2013

no idea what a mobile phone meant. This is the
way school can remain young*.

A Romanian contemporary writer has stated
that we are amphibious beings, existing both in
reality and in the virtual context. We spend suf-
ficient time connected to the online world to be
modelled by this.

The Internet represents a prioritary means
of information. When someone has a question/
dilemma, Google is the first context where he
can find the answer. And, most of the time, only
there. More and more accessible, the Internet
becomes more and more competent as a source
of information, while the serious educational in-
stitutions develop their online libraries and infor-
mational spaces. Beyond the simple information,
the learning process also moves into the virtual,
and the tutorial becomes a word to be included
in dictionaries very soon.

However, the point where we can find the
virtual reality at this moment is dominated by
social networks. For most of the young people,
who are younger than 30, the concrete and vir-
tual realities cannot be separated, and very often
the latter determines the former. An attitude like
.1 do what I do to post” is no longer something
new, and for some it has become a habit. Yet
social media had gone beyond the entertaining
view long time ago. The social network phenom-
enon overwhelmed us — the ,amphibious be-
ings” — with new habits®. These penetrated our
conscience very profoundly thus they started to
re-structure the whole society. The information
/ news collected directly from the place of an
event by multiple sources is dissimulated directly
into the social networks. Thus we speak about
the participative journalism which significantly
contributes to the objectiveness of information.
The receiver is no longer manipulated by the me-
dia so easily as it receives the information from
more independent sources. As a result, each in-
dividual, equipped with a phone provided with a
camera connected to the internet, the possessor

4 See the first note.

5 Professors regularly communicate with students
on the Facebook. That is the place where they launch
questions, post announcements, resources, documents,
documentary materials etc.

Un scriitor roman contemporan afirma ca
suntem fiinte amfibii, scufundate deopotriva in
realitate si in mediul virtual. Ne petrecem sufici-
ent de mult timp conectati la mediul online, astfel
incat acest fapt s@ ne modeleze existenta.

Internetul este un mijloc de informare priori-
tar. Cand cineva are o intrebare / dilema, Google
e primul loc unde cauta raspunsul. Si de cele mai
multe ori doar acolo. Din ce in ce mai accesibil,
internetul devine si din ce in ce mai competent
ca sursa de informatii, pe masurd ce institutiile
educationale serioase isi dezvoltd biblioteci si
spatii de informare online. Dincolo de simpla in-
formare, procesul de invatare se muta si el in
virtual, tutorialul fiind un cuvant care ar trebui sa
intre curand in DEX.

Punctul in care se afla realitatea virtuala in
acest moment este dominat insa de retelele de
socializare. Pentru majoritatea tinerilor sub 30
de ani realitatea concretd si cea virtuala sunt
inseparabile, ba de multe ori cea de-a doua o
determind pe prima. Atitudinea ,fac ce fac pen-
tru ca sa postez” nu mai e o noutate, iar pentru
unii a devenit un obicei. Social media a depasit
insa de mult componenta de divertisment. Feno-
menul retelelor de socializare ne-a ,potcovit” pe
noi — fiintele ,,amfibii” — cu obiceiuri noi>. Acestea
au lucrat atat de adanc in constiinta noastra, in-
cat au inceput sa remodeleze intreaga societate.
Informatia / stirea culeasa direct de la locul unui
eveniment de catre surse multiple se propaga
nemijlocit in retelele sociale. Apare astfel jurna-
lismul participativ, care aduce un aport semnifica-
tiv in ceea ce priveste obiectivitatea informatiei.
Receptorul nu mai poate fi atat de usor manipulat
de media, pentru c3 isi poate extrage informatia
din mai multe surse independente. Astfel, fiecare
individ dotat cu un telefon cu camera conectat
la internet, posesor al unui cont pe o retea de
socializare, devine ,jurnalist”. Poate fara voia lui.
Jurnalismul participativ a devenit deja o subcate-
gorie a jurnalismului, fiind dezbatut de diversi au-
tori precum Sue Robinson si definit de Wikipedia.

LJAscensiunea recentd a social media a adus

5 Profesorii comunicd in mod uzual cu studentii
pe Facebook. Acolo se lanseaza intrebdri, se posteaza
anunturi, resurse, documente, materiale documentare
etc.
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argumente pentru reconsiderarea jurnalismului
mai degraba ca proces, decat ca produs al unui
trust de stiri anume. Din aceasta perspectiva, jur-
nalismul este participativ, un proces distribuit in-
tre mai multi autori si care implica atat jurnalistii,
cat si publicul.”

»Era digitalda a inaugurat un nou fel de jur-
nalism, in care cetdtenii obisnuiti joaca un rol
mai important in procesul de aparitie a stirilor,
ascensiunea jurnalismului popular fiind posibila
prin intermediul internetului. Folosind telefoane
inteligente dotate cu camera video, cetdtenii ac-
tivi sunt capabili sa inregistreze stiri si evenimente
si sa le Incarce pe canale precum You Tube, aces-
tea fiind adesea descoperite si preluate de piata
media mainstream. Intre timp, accesul facil la stiri
provenind dintr-o varietate de surse online, pre-
cum blogurile sau social media, a oferit cititorilor
oportunitatea de a colecta informatii din multi-
ple surse oficiale si neoficiale, in loc sa accese-
ze doar fluxurile media traditionale supuse unor
agende.””

Aparitia Tn acest text a ideilor de mai sus
e justificatd de unele cazuri in care studenti la
Arte, in speta chiar unii de la Moda (ii urmaresc
pe Facebook), duc in paralel o activitate jurna-
listica. Si nu intotdeauna in domeniul in care fi
pregdteste scoala.

Accesul nelimitat la informatii profesionale din
ce in ce mai competente si dezvoltarea simtului
civic datorat aparitiei fluxurilor de stiri indepen-
dente (chiar dacad inca firave) sunt lucrurile bune,
sanatoase, peste care ,,amfibianul” poate sa dea
inotand in mediul virtual.

Poate fi insa stimulatd creativitatea de acest
mediu? Raspunsul este, fara indoiald, afirmativ.
Documentarea online a devenit obligatorie ina-
inte de orice demers conceptual menit sa gene-
reze proiecte concrete. Epoca internetului in
care traim se intersecteaza cu era designului,
iar acesta e infinit mai usor accesibil online.
Studentul (si nu numai) poate vedea ce s-a

of an account on a social network, can become a
Jjournalist.” Perhaps unwillingly. The participative
journalism has already become a sub-category of
journalism analysed by different authors such as
Sue Robinson and defined by Wikipedia.

~The recent development of social media
brought a lot of arguments to reconsider journal-
ism more as a process than as the product of a
certain news core. From this viewpoint, journal-
ism is participative, a process distributed among
more authors which involves not only the jour-
nalists, but also the public.”®

.The digital era inaugurated a new kind of
journalism in which common citizens play a more
important role in the dissemination of news, and
the development of popular journalism is possi-
ble only by means of the Internet. While using
intelligent phones provided with a video camera,
the active citizens are able to record news and
events and save them on different channels such
as You Tube, then these are often found and
overtaken by the media mainstream market. In
the meantime, the easy access to the world of
news deriving from a variety of online sources,
such as blogs or social media, offered the read-
ers the opportunity to collect information from
multiple official and informal sources instead of
accessing only the traditional media streams sub-
mitted to an agenda.”

The appearance in this text of the ideas above
is justified by several cases when students from
the Art University, more exactly some belonging
to the Fashion Department (I follow them on the
Facebook), also deal with a journalistic activity.
And not always in the domain school prepared
them for.

The unlimited access to professional and more
and more competent information and the develop-
ment of civic sense, given the emergence of inde-
pendent streams of news (even if they are frail),
are the good and proper things the ,,amphibian”
can feel while swimming in the virtual medium.

6 Robinson, Sue, ,Journalism as Process: The
Organizational Implications of Participatory Online News”,
Journalism & Communication Monographs, 21 septembrie,
2011, nr. 13, p. 137.

7 A se vedea: http://en.wikipedia.org/wiki/
Journalism#cite_note-9

6 Robinson, Sue, ,Journalism as Process: The
Organizational Implications of Participatory Online News”,
Journalism & Communication Monographs, September 21,
2011, no. 13, p. 137.

7 See: http://en.wikipedia.org/wiki/Journalism
#cite_note-9

Elena Cocosild, Insectar, 2013
Elena Cocosild, Insectarium, 2013

However, can creativity be stimulated by this
domain? The answer is, without any doubt, yes.
The online documentation became compulsory
before any conceptual approach meant to gener-
ate concrete projects. The Internet epoch expe-
rienced by us intersects with the design era, and
this is much easier to access online. The student
(and not only) can see what has been done in a
certain domain. He enjoys instant access in the
work of the most important designers, he can
study the trends etc.

By definition, the online medium is interac-
tive, and certain artistic project makers count
on the implication of the Internet user in their
creative approach. A suggestive example in the
fashion domain is provided by a project, D.dress,

Laura Dimancea, Insectar, 2013
Laura Dimancea, Insectarium, 2013

facut pana in prezent intr-un anumit domeniu.
Are acces instant la munca celor mai importanti
designeri, poate studia tendintele etc.

Mediul online este prin definitie interactiv, iar
anumiti dezvoltatori de proiecte artistice mizeaza
pe implicarea utilizatorului de internet in demer-
sul lor creativ. Un exemplu din domeniul modei
ar fi proiectul ,D.dress” conceput de newyorkezii
de la ,,continuumfashion.com”. Acestia au creat o
aplicatie cu ajutorul cdreia orice utilizator poate
sa construiascd tiparul unei piese vestimentare
conform unui algoritm ce are la baza forma triun-
ghiulard. Acest tipar este ulterior tdiat si asamblat
pe masura (co)autorului. Iatd mai departe cum
enuntd creatorii conceptul din spatele ,D.dress”
si modul in care functioneaza proiectul:



Bianca Budau, Rochie Pop Art, 2013
Bianca Budau, Pop Art Dress, 2013

conceived by the New Yorkers from continuum-
fashion.com. They created an application which
can be approached by any user to construct the
pattern of a clothing item according to an algo-
rithm based on a triangular form. This pattern is
subsequently cut and assembled according to the
(co)author. Here is the way the creators define
the concept beyond the D.dress and the way in
which the project works:

The future of fashion, and the future of con-
sumption products in general, can be found not
only in advanced technologies and materials, but
also in the re-evaluation of design, manufactures
and deliveries. By mixing the fast production, the
interactive applications and the accessibility of
the Internet, we can allow anybody to involve
directly in the design and production processes.

Briefly, the ,,D” collection is actually a soft-
ware. An application such D.dress can make you
draw a dress, transform it into a model in three
dimensions and export a pattern to create a real
dress for you. A cutter laser or a plotter outlines
the pattern in the material which is then sewn
and assembled into a dress. All creations are
mutually focused on the ,Little black dress” topic
and the form of the triangle is generated by the
application. This permits practically anyone to
create his own innovative dress design. (source:
continuumfashion.com)

The art student develops his activity in the
company of these phenomena. He enjoys an
almost unlimited access to qualitative informa-
tion (which — among other facts — offers him the
chance to practise liberty exercises), as well as to
the most recent software. All this if we refer only
to the virtual medium in which the ,amphibians”
swim, as an additional detail to the hyperspecial-
ized notions the professors are provided with.

Given this context, we draw the conclu-
sion that, at least theoretically, the younger and
younger National University of Arts Bucharest
marks a starting point for the elites of the crea-
tive domains in the very close future.

Viitorul modei si viitorul produselor de con-
sum in general se afld nu doar in tehnologii si
materiale avansate, ci si in reevaluarea designu-
lui, manufacturii si desfacerii. Mixand productia
rapida, aplicatiile interactive si accesibilitatea in-
ternetului, putem |dsa pe oricine sa se implice
direct in procesele de design si productie.

Pe scurt, colectia ,D” este de fapt un software.
Aplicatia D.dress iti permite sa desenezi o rochie,
o transforma intr-un model 3D si exportd un tipar
pentru a realiza o rochie reald pe masura ta. Un
cutter laser sau un plotter taie in material tipa-
rul, care apoi este cusut si asamblat intr-o rochie.
Toate creatiile au In comun tema ,Little black
dress” si forma triunghiului generata de aplicatie.
Aceasta permite practic oricui sa isi creeze pro-
priul design inovativ de rochie. (Sursa: continu-
umfashion.com.)

In compania acestor fenomene isi desfasoara
activitatea studentul la arte. Are acces aproape
nelimitat la informatie de calitate (fapt care -
printre altele — i ofera sansa de a face exercitii
de libertate), precum si la software de ultima
generatie. Si asta daca ne referim doar la mediul
virtual in care noata ,amfibienii”, care vine ca o
completare la notiunile hiperspecializate puse la
dispozitie de profesori.

Acest context fiind creat, tragem concluzia
ca, cel putin in teorie, din ce In ce mai tanara
UNAB este locul de unde pornesc elitele domeni-
ilor creative din viitorul apropiat.
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Adina CEZAR

coregraf

choreographer

Costumes in movement

In the course of time, art (regardless of its
form) and fashion intersected in different forms.
There were moments when the designers inspired
from the works of famous artists, moments when
they became artists and moments when the two
parts cooperated to realize an outstanding col-
lection.

Regarding the connection between fashion
and dance, I consider that it is clear to each of
us: fashion represents an art which clothes the
body’s motion.

Characters such as Isadora Duncan repre-
sented a source of inspiration and a model for
generations of fashion designers.

For each important designer the study of mo-
tion, corporal kinetics, forms in motion, subordi-
nated to the laws of Physics, represents a chal-
lenge and a lifetime study.

Motion and fashion are the inseparable ele-
ments of everyday’s aesthetics.

Costume in miscare

De-a lungul timpului, arta (indiferent de for-
ma acesteia) si moda s-au intersectat sub diferite
forme. Au fost momente n care designerii s-au
inspirat dupa operele artistilor celebri, momente
in care ei au devenit artisti si momente in care
cele doud parti au colaborat la realizarea unor
colectii iesite din comun.

In ceea ce priveste relatia dintre moda si
dans, consider ca ne este clar tuturor: moda este
o forma de arta ce imbracd miscarea trupului.

Personaje precum Isadora Duncan au repre-
zentat o sursad de inspiratie si un model pentru
generatii intregi de designeri vestimentari.

Studiul miscdrii, a cineticii corporale, a for-
melor In miscare supuse legilor fizicii reprezintd
pentru orice designer de varf o provocare si un
studiu de o viata.

Miscarea si moda sunt elemente inseparabile
ale esteticului cotidian.
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Liliana IFRIM

lector universitar doctor inginer

lecturer doctor engineer

The little ugly Duck
or about the role of
Technology and pattern constructions

A graduate from a Technical University,
“Gheorghe Asachi” from Iasi, a PhD at the Poly-
technic University, Bucharest, and more than
20 years experienced in fashion industries, this
being “tehnical”, I paradoxically find my well-
defined place and role among “artists”. It is very
clear to me that this discipline is welcome and
necessary at the Fashion Department within the
National University of Arts Bucharest.

Although the role of this subject is perceived
as the “Ugly little duck” of the domain, the disci-
pline nobody seems to like, but which they can
gradually understand and respect, has the same
role in the informational baggage of the future
designer as the salt in the three-star kitchen of a
Chef in the Michellin guide...

After the completion of my technical and en-
gineering studies, my practical encounter with
design and fashion occurred at the first company
in Romania which, starting with 1991, educated
the public to understand and consume fashion.
Here I had the opportunity to coordinate a team
comprising both economists, engineers, special-
ists in human resources, marketing or manage-
ment and several designers taught by the pres-
tigious Art Universities from Bucharest and Cluj.

Working with my designer colleagues, I realized
the qualities, abilities and competences they have
accumulated during their academic training. Thus I
had the possibility to notice what can and must be
improved technically in their development.

Ratusca cea Urata
sau despre rolul si locul
Tehnologiei si constructiei tiparului

Absolvent al unei Universitdti Tehnice, Gheor-
ghe Asachi din Iasi, cu un doctorat la Universi-
tatea Politehnica Bucuresti si cu o experientd de
peste 20 de ani in industriile modei, deci in prin-
cipiu fiind foarte ,tehnicad”, imi gasesc paradoxal
locul si rolul bine definit in mijlocul ,artistilor”.
Pentru mine este foarte clar faptul ca aceasta
disciplina este bine-venitd si necesara la Depar-
tamentul Moda din cadrul UNAB.

Chiar daca rolul acestei materii este perce-
put ca ,ratusca cea urdtd” a domeniului, disci-
plina pe care nimeni nu o place, dar pe care
reusesc sa o inteleagd, in timp, ajung sd o si
respecte, are acelasi rol in bagajul informational
al viitorului designer ca si sarea in bucatdria
unui Chef cu 3 stele in ghidul Michellin.

Dupa finalizarea studiului tehnic si devenirea
mea inginereasca, intalnirea directa cu designul
si moda a avut loc la prima firma din Romania
care incepand cu anul 1991 a educat publicul
sa inteleaga si sa consume moda. Aici am avut
ocazia sa am in echipa pe care o coordonam, pe
langa economisti, ingineri, specialisti in resurse
umane sau marketing si management si cativa
designeri, produsi de prestigioasele Universitati
de Arte din Bucuresti si Cluj.

Lucrand cu colegii designeri, am realizat ce
calitati, abilitati, competente au acumulat in pre-
gatirea lor academica. Am avut astfel posibilita-
tea sa sesizez ce poate fi si ce trebuie imbunatatit
din punct de vedere tehnic in pregatirea lor.

223



224

Oportunitatea de a contribui la formarea
si modelarea viitoarelor generatii de designeri
mi-a fost oferitd in urma cu doi ani de catre
doamna Unda Popp, imediat dupa ce am obtinut
titlul de Doctor inginer la Facultatea de Antre-
prenoriat, Ingineria si Managementul Afacerilor
din cadrul Universitatii Politehnice Bucuresti.
Oferta doamnei Unda Popp a venit pe fondul
unor animozitati si antipatii vadite fatd de dis-
ciplina pe care cu daruire o impartdsesc acum
studentilor. Sper ca acum, dupa cei doi ani de
activitate in cadrul acestui colectiv, am reusit sa
trezesc interesul pentru aceastd disciplind, care
nu e alcdtuitd dintr-o insiruire de formule, ci e
pur si simplu clard, frumoasd, plind de logica si
ratiune. Este alfabetul tehnic al profesiei, pur si
simplu ESTE si trebuie sa fie AICI si ACUM.

Studentilor li s-a vorbit cu siguranta despre
design, moda si meseriile modei de nenumarate
ori, teme atinse de toti distinsii mei colegi. Eu
fiind Tnsd mai putin artista si mai mult inginera,
doresc sd le introduc acum cateva notiuni des-
pre rolul textilelor in general si al imbracamintei
in particular, in ceea ce priveste evolutia indus-
triald si globalizare. Cu alte cuvinte, as dori ca
studentii nostri sd constientizeze faptul ca fara
textile (sau asa-numita industrie usoard), nu
ar fi existat infrastructura de transport, furna-
le si masini grele, (asa numita industrie grea)
si de ce nu, poate nu am fi ajuns sa fim atat
de familiarizati acum cu internetul, Facebook-ul,
smartphone-ul s.a.m.d.

Va invit sa3 facem o incursiune in trecut,
dintr-un alt punct de vedere, o incusiune ati-
pica pentru UNAB. Vorbim despre evolutie si
revolutie: revolutia industriald si decurgand din
aceasta revolutia in imbracaminte.

Interactiunea artei, stiintei si tehnicii se
poate exprima prin relatia dintre evenimentele
artistice, stiintifice si tehnice ordonate cronolo-
gic in cadrul sistemului de factori: intelegerea
universului, controlul fortelor naturii, automati-
zarea industriei, medicina preventivd, agricultu-
ra productiva, explozia artistica.

Revolutia industriald in sine nu isi are originea
in dezvoltarea industriei grele si a transporturilor,
ci n cadrul industriei textile, industrie reprezenta-
tiva In majoritatea tarilor pentru acea perioada.

The opportunity to contribute to the forma-
tion and modeling of the future generations of de-
signers was offered to me two years ago by Mrs.
Unda Popp, as soon as I got my engineering PhD
at the Faculty of Business Entrepreneurship, Engi-
neering and Management within the Polytechnic
University, Bucharest. Her offer derived from some
certain animosity and indisposition related to the
discipline I am still delighted to share with my stu-
dents. I hope that now, after two years of activity
with this group, I could stimulate the interest in
this discipline, which does not comprise a series of
formulas, it is simply clear, beautiful, full of logic
and reason. It is the technical alphabet of profes-
sion, it simply IS and must be HERE and NOW...

The students were surely told about design
and fashion for a lot of times, these were topics
approached by my eminent colleagues. However,
as I was more an engineer than an artist, I would
like to introduce several notions regarding the role
of textiles in general and clothing in particular in the
context of industrial evolution and globalization. In
other words, I would like our students to be aware
of the fact that... without textiles (or the so-called
light industry), we couldn’t have talked about the
transport infrastructure, furnaces and heavy ma-
chinery, (the so-called heavy industry) and why
not, perhaps we could have missed the possibility
to be so familiarized with the Internet, Facebook, or
smart-phones and so on and so forth...

I invite you to go back in time, from another
viewpoint, an unusual incursion for the University
of Arts, Bucharest.... We refer to evolution and
revolution: the industrial revolution and the revo-
lution in clothing, deriving from the former.

The interaction of art, science and mecha-
nisms can be expressed through the connection
among the artistic, scientific and technical events
ordered chronologically in the system of values:
the understanding of the universe, the control of
natural forces, the automation of industry, the
preventive medicine, the productive agriculture,
the artistic explosion...

The industrial revolution itself does not origi-
nate in the development of the heavy and trans-
port industry but in the textile industry, a repre-
sentative industry in most of the countries during
that period of time.

Productia manuald de fire si tesaturi
Manual production of fibers and weavings
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Concentrarea si profilarea industrializarii. Sistemul de fabrica
Concentration and profiling of industrialization. The factory system
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Prima revolutie industriald: formarea complexului industrial modern
The first industrial revolution: the development of the modern industrial district

The great inventions, ,Jenny’s” spinner cre-
ated by Margreaves (1764), Arkwright’s spinner
(1769) and Crompton'’s fine fiber spinner (1779),
introduced mechanized equipments and/or oper-
ated through some external energy — which is
infinitely higher than the one of the living engine
— in the spinning process. The revolution in the
textile industry extends and develops in weavings
simultaneously with the invention of Cartwright’s
mechanic loom (1785).

This process of development is associated
with the concentration of productions, the transi-

Marile inventii: masina de filat ,Jenny”
a lui Margreaves (1764), masina de filat a lui
Arkwright (1769) si masina de filat fire fine a lui
Crompton (1779) au introdus utilaje mecanizate
si/sau actionate prin energie exterioara — infinit
mai mare decat cea a motorului viu — in procesul
de filare. Revolutia in industria textila se extinde
in tesatorii odatd cu inventarea rdzboiului de te-
sut mecanic a lui Cartwright (1785).

Acest proces de dezvoltare este insotit de
concentrarea productiei, de trecerea de la pro-
ductia in ,sistem mestesugaresc” la cea in ,sis-
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Materii prime si accesorii
Raw materials and accessories

tem de fabrica”, de la productia casnica de tip fe-
udal (sau a breslelor) la productia industriala de
tip capitalist. Folosirea masinii cu abur ca sursa
de energie si aparitia masinilor textile, in condi-
tiile deja existente ale unor intreprinderi care fa-
bricau masini, au condus la crearea ,,complexului
industrial modern” initial in Anglia si, ulterior, in
intreaga lume (Rusu, C., Cojocaru, G., 1980).

Concentratia de masini textile in sistemul fa-
brica a fost posibila datoritd noii surse de ener-
gie produsd de masina cu abur; productia tex-
tild putea acum fi amplasata oriunde, neavand
nevoie de energia vantului, a apelor curgdtoare
sau de energia animala.

BARTHELS-
FELDHOFF

tion from the craft production to the one achieved
in factories, from the feudal home production (of
guilds) to the capitalist industrial production. The
usage of steam engines as sources of energy and
the appearance of textile machines, given the al-
ready existing circumstances of some enterprises
producing machines, facilitated the creation of
the ,modern industrial complex” initially in Eng-
land and subsequently in the whole world (Rusu,
C., Cojocaru, G., 1980).

The concentration of textile machinery in
the factory system was possible due to the new
sources of energy produced by the steam engine;
the textile production could be viewed anywhere,

B1

L1

Diverse tipuri de tipare, pentru: fusta Clos, fusta clasica, bluza
Diffrent type of patterns, for: Cloche skirt, classic skirt, blouse

as the energy of the wind and flowing water or
the animal energy were no longer needed.

The capitalisation of large quantities of textile
weavings started to be limited by the methods
applied to make the clothing manually. Indeed,
the manual sewing represented a laborious proc-
ess, consuming a lot of time which, on one hand
provided work places for a high number of people
and, on the other hand, it could not be organized
and extended to the industrial scale correspond-
ing to the production of textile materials.

The innovation in the sewing processes and
the replacement of the manual work with machin-
eries emerged as a necessity, and a series of in-
ventors were preoccupied with the conception and
realization of sewing machines meant to increase
the productivity in the clothing manufacturing.

In the domain of textile ready-make clothes,
in 1791 they launch the first patent of a sew-
ing machine (Thomas Saintl) which mechanizes
this activity without the industrial extension of
the invention. Subsequently, the Austrian Josef
Madersperger presented his first sewing machine
whose construction was begun in 1807. In Octo-
ber 9, 1855, I. M. Singer patented the functional-
ity of the sewing machine (provided with a pedal
and a belt). In 1855 I. M. Singer started to export
the sewing machine he had developed, and in
1867 they founded the first factory from outside
the United States of America at Glasgow, Scot-

Valorificarea cantitdtilor mari de tesaturi
textile a inceput sa fie limitatd de modul de
confectionare manuald a imbrdacamintei. Intr-
adevadr, coaserea manuala reprezenta un proces
laborios, cu consum mare de timp, care pe de o
parte oferea locuri de munca pentru un numar
mare de persoane, dar pe de altd parte nu putea
fi organizat si extins la scara industriald cores-
punzatoare productiei de material textil.

Inovarea in procesele de coasere, respectiv
inlocuirea muncii manuale cu masini, a aparut
ca o necesitate, iar o serie de inventatori s-au
preocupat de conceperea si realizarea de masini
de cusut care sd mareasca productivitatea in fa-
bricatia imbracamintei.

In domeniul confectiilor textile, in anul 1791
apare primul brevet al unei masini de cusut
(Thomas Saintl) care mecanizeaza aceasta ac-
tivitate fara ca inventia sa fie extinsa la scara
industriald. Ulterior, austriacul Josef Madersper-
ger a prezentat prima sa masina de cusut, a ca-
rei constructie a inceput-o in anul 1807. La 9
octombrie 1855 I. M. Singer breveteazd modul
de actionare a masinii de cusut (cu pedala si
curea). In 1855 I. M. Singer a inceput sa ex-
porte masina de cusut astfel dezvoltata, iar in
anul 1867 a fost infiintata la Glasgow, in Scotia,
prima fabrica din afara Statelor Unite ale Ameri-
cii. In anul 1889 a fost lansatda masina de cusut
actionatd cu motor electric de la Singer.
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Procurarea de haine la preturi moderate pen-
tru intreaga populatie a fost posibild prin doua di-
rectii de dezvoltare primard: productia de masa si
distributia de masa (Kidwell si Christman 1974).
Productia de masa presupune dezvoltarea de
tehnologii de realizare a unei calitati de productie
medie, valabild pentru majoritatea consumato-
rilor de confectii ,de gata”. Distributia de masd
necesita dezvoltarea de retele de distributie (ma-
gazine) si inovare in vanzari si promovare.

Revolutia in imbracaminte a avut loc in Statele
Unite ale Americii ca dubla revolutie. Prima a fost
trecerea de la confectiile realizate in casa sau la
comanda la confectiile de serie realizate in fabrici.
A doua a fost trecerea de la purtarea de haine ca
semn al clasei sociale si al ocupatiei la purtarea
de haine ale ,democratiei” astfel incat toatd lu-
mea poate purta haine la fel. Potrivit Kidwell si
Christman (1974), in secolul al XVIII-lea oricine ar
fi mers pe jos din Philadelphia la Boston putea
distinge cu usurintd oamenii din orase diferite
prin diferentele izbitoare intre hainele lor.

Imbrdcamintea era distinctiva prin diferenta
in tipul de tesdtura si tipar. America a fost de-
pendenta de Anglia, de unde procurau tesaturi
fine de matase, lana si bumbac, in timp ce alte
tari au avut acces limitat la materiale, folosind
materiale aspre si de calitate scdzutd. Croitorii
realizau produse de imbrdacdminte pentru cei
bogati, iar saracii purtau confectii realizate de
cdtre amatori. Secolul al XIX-lea, revolutia in-
dustriald, asa cum am ardtat mai sus, a adus
masini, fabrici si noi surse de putere. O serie de
inventii mari au mecanizat producerea de fire
si tesaturi.

Asa cum am aratat mai sus, pina in anul
1850 se dezvolta si se distribuie masina de cusut,

land. In 1889 they launched the sewing machine
operated by an electric engine from Singer.

The acquisition of clothes at moderate prices
for the whole population was possible by two
means of primary development: the mass pro-
duction and the mass distribution (Kidwell and
Christman 1974). The mass production assumes
a technological development to realize the qual-
ity of an average production, which is valid for
most of the ready-made clothes consumers. The
mass distribution needed the development of
some distribution networks (shops) and innova-
tion in sales and promotion.

The revolution in clothing took place in the
United States of America as a double revolution.
The first was represented by the transition from
the ready-made clothes realized at home or or-
dered, to the series ready-made clothes realized
in factories. The second was expressed by the
transition from clothes wearing, as a sign of so-
cial class and occupation, to the clothes wearing,
as a sign of democracy so that everybody could
wear their clothes similarly.

According to Kidwell and Christman (1974), in
the 18th century, anyone could have gone on foot
from Philadelphia to Boston, or could have easily dis-
tinguished the people from different towns through
the striking differences among their clothes.

The clothes were distinctive through their tex-
ture and pattern. America was dependent on Eng-
land, the country which delivered them fine silky,
woolen and cotton textures, while other countries
had only a limited access to materials and used
rough low quality materials. The tailors made the
items of clothing for the rich ones and the poor
ones were wearing the ready-made clothes real-
ized by amateurs. The 19th century, the industrial
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revolution, as I mentioned before, brought ma-
chineries, factories and new sources of power. The
production of fibers and weavings were mecha-
nized by a series of great inventions.

As I certified above, they developed and
distributed the sewing machine until 1850; it
was rapidly adopted to make shirts and collars,
mantles and crinolines for women. Until the end
of the 19th century the cutting machine became
usual; the irons transformed in efficient means
of production. Men started to dress up similarly,
a similarity offered by production by means of
machineries and technologies.

The women'’s clothing items developed a lot
compared to the ones worn by men. In 1860, the
series of women ready-made clothes included only
the mantles and coats, and women’s fashion was
further achieved by tailors. The departments of
ready-made clothes in the stores were structured in
men’s ready-made clothes. At the beginning of the
20th century they organized the mass production
process which permitted the delivery of ready-made
clothes both to men and women. Thus they devel-
oped the textile ready-made industry, provided with
an organizing system to realize “ready garments”
for everyone (Kidwell and Christman 1974).

,In fashion creativity represents the ability to
produce new variants, unexpected and credible
solutions, which respond to the problem, which is
already ancient, to develop the others’ personal,
innovative and interesting visions, in the present
context.” (Sue Jenkyn Jones (Saint Martins Col-
lege) Fashion Design, What does it mean to be a
fashion creator?)

The specificity of fashion industry is given by
the permanent transformation and novelty, which
must be taken to the market, with direct impli-

care este foarte rapid adoptata pentru realizarea
camasilor de barbati si a gulerelor, pelerinelor si
crinolinelor pentru femei. Pana la sfarsitul seco-
lului al XIX-lea masina de croit a devenit uzuald;
masinile de calcat s-au transformat in mijloace
de productie eficiente. Barbatii au inceput sa se
imbrace la fel, similaritate oferitd de productia
prin intermediul masinilor si tehnologiei.

Produsele de Tmbracaminte pentru femei
s-au dezvoltat mult in urma celor pentru bar-
bati. In anul 1860 confectiile de serie pentru
femei includeau doar pelerinele si paltoanele,
moda de femei fiind deservitd in continuare de
catre croitori. Departamentele de confectii din
magazine erau specializate pe confectii pentru
barbati. La inceputul secolului al XX-lea, a fost
organizat procesul productiei de masa, care a
permis furnizarea de confectii atat pentru bar-
bati, cat si pentru femei. Astfel s-a nascut indus-
tria de confectii textile, cu un sistem de organi-
zare pentru a realiza confectii ,de gata” pentru
toatd lumea (Kidwell and Christman 1974).

»Creativitatea in moda este abilitatea de a
produce variante noi, solutii neasteptate si cre-
dibile, care raspund problemei, veche de cand
lumea, a vestimentarii corpului, de a dezvolta
viziuni proprii, proaspete si interesante a aces-
tora, In contextul actual.” (Sue Jenkyn Jones
(Saint Martins Colege) Fashion Design, Ce in-
seamna sa fii creator de moda?)

Specificul industriei modei este dat de per-
manenta schimbare si noutate care trebuie adusa
pe piatd, cu implicatii directe in special in activi-
tatea de creatie, cercetare, dezvoltare, market-
ing si promovare a produsului, vanzare. Simulta-
neitatea sezoanelor se regaseste in toate fazele
de la conceptia produselor, la aprovizionarea cu
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Cusaturd de insadilare: a) mod de executie; b) sectiune
Stitch: a) fulfilment procedure; b) section

materii prime si accesorii, marketing si vanzare.

Astfel, managementul din domeniul industri-
ei confectiilor textile se confruntd cu o problema
profesionala deosebit de complexa. El trebuie sa
asigure o creatie de produs ritmicd, planificare
contra cronometru, productie de calitate si la
termenele planificate, concepte de promovare
care sa se detaseze profitabil, de concurenta.

Managementul in aceasta industrie trdieste
un calendar multiplu, fiind permanent conectat
la cel putin trei realitati temporale, cu tot atatea
termene specifice, asa cum se aratd in tabelul
de pe aceastd pagina (L. Ifrim, I. S. Avram, D.
M. Micu, 2010)

Asa cum se observa din tabel, cu exceptia
activitatii de productie unde nu se regdsesc mai
multe sezoane simultan, toate celelalte activitati
au in vedere doua sau mai multe sezoane.

Deci UNAB ar trebui sa poata pregati specialisti
activi intr-o zona dinamica. Specialistii care sa ras-
punda in acelasi timp cerintelor strategice la nivel
european, dar si specific tarii noastre.

Viitorul industriei de textile si imbracamin-
te din Europa va fi construit pe punctele forte
existente:

« Creativitatea in proiectarea si dezvoltarea
de produse;

e Inovatia in materiale si procese;

e Flexibilitate in productie si managementul
lantului de aprovizionare;

o Calitatea produselor si serviciilor.

Platforma tehnologica va fi bazata pe trei pi-
loni, care in acelasi timp reprezinta cele trei ele-
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Semn intins: a) mod de executie; b) sectiune
Stretched sign: a) fulfilment procedure; b) section

cations especially in creative activities, research,
development, marketing and product promotion,
or sales. The simultaneity of seasons can be
found in all stages from the products’ conception
to the provision with raw materials and accesso-
ries, marketing and sales.

Thus the management in the domain of ready-
made clothing industry copes with a very complex
professional problem. It must ensure a rhythmical
product creation, a plan against time, qualitative
production, proper deadlines, and promotional
concepts to profitably detach from their rivalry.

In this industry, the management experiences
a multiple calendar being permanently connected
to at least three temporal realities, provided with
specific terms, like in the table on the next page
(L. Ifrim, I.S. Avram, D.M. Micu, 2010)

As we notice from the table, excepting the
production activity, where one cannot find more
simultaneous seasons, all the other activities
have two or more seasons in mind.

As a result, the National University of Arts
Bucharest should be able to train active special-
ists in a dynamic zone. The specialists, which are
aimed to properly correspond to strategic de-
mands both at the European level and according
to the characteristics of our country.

The future of the textile and clothing indus-
try in Europe is going to be constructed on the
strong existent points:

e Creativity in the product projection and de-
velopment;

¢ Innovation in materials and processes;

o S R - =S
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Semne largi: a) sectiune; b) prepararea foilor si tdie-
rea semnelor

Large signs: a) section; b) the preparation of sheets
and the carving of signs

e Flexibility in production and the manage-
ment of the supply chain;

e The quality of products and services.

The technological platform will be based on
three attributes, which simultaneously represent
the three essential elements of a long-term vision
approaching these strong points in accordance
with general social and economic trends:

e A transition from the main products to-
wards the specialized high-tech processes; fibers,
filaments, weavings and finite products, with high
functional properties, with target properties based
on nano-micro biotechnologies, new finishings,
and special treatments, digital processes, etc;

e The creation and extension of the textiles’
usage in other sectors and domains (transport
systems, constructions, medical applications,
electronic devices...);

e The end of mass production in the area
of textiles and the transition towards a new in-
dustrial era, characterized by personalization,
flexibility, ordered production, besides intelligent
logistics, distribution and services.

This tridimensional vision, shared by indus-
try and the scientific community, comprises the
three essential elements of industrial innovation:

¢ Materials, processes and technologies;

e Products and markets;

e Management.

Internally, through the Romanian National
Export Strategy regarding the next period of
time, they stated that the critical factors of suc-
cess influencing the competitiveness of ready-

Cusdtura in urma acului: a) mod de executie; b)
sectiune

Sewing behind the needle: a) fulfilment procedure;
b) section

mente esentiale pentru o viziune pe termen lung
care vor exploata aceste puncte forte in acord
cu tendintele sociale si economice generale:

¢ O trecere de la produse de baza catre pro-
duse specializate din procesele de high-tech;
fibre, filamente, tesdturi si produse finite, cu
proprietdti functionale inalte, cu proprietati tinta
bazate pe nano-micro biotehnologii, noi finisaje
si tratamente speciale, procese digitale etc;

o Crearea si extinderea intrebuintdrii texti-
lelor si in alte sectoare si domenii de aplicare
(sisteme de transport, constructii, aplicatii me-
dicale, electronice de consum);

o Sfarsitul erei de fabricarea in masa a pro-
duselor textile si confectiilor si trecerea spre o
noua era industriald, caracterizatd prin persona-
lizare, flexibilitate, productie la cerere, impreuna
cu logistica inteligentd, distributie si servicii.

Aceasta viziune tridimensionald, impartasita
de catre industrie si comunitatea stiintifica, cu-
prinde toate cele 3 elemente cruciale de inovare
industriala:

e Materiale, procese si tehnologii;

¢ Produse si piete;

e Management.

Pe plan intern, prin Strategia Nationald de
Export a Romaniei pentru urmatoarea perioada
s-a stabilit cd factorii critici de succes care in-
fluenteazd competitivitatea la nivel international
a sectoarelor de confectii sau incaltdminte sunt
identificati ca fiind: pretul, calitatea, designul,
ambalarea, eticheta ecologica.

Viziunea strategica pentru perioada 2005 —
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2009 si cea pentru 2010 — 2013 implica trece-
rea graduala de la sistemul ,lohn” la intrarea in
functiile de design si marketing pentru a putea
beneficia de oportunitatile unei afaceri complete
sub propria marca. Pentru punerea in practica
a acestei viziuni este necesara dezvoltarea de
programe si specializari pentru design si con-
structori de tipare, prin institutii ale Ministerului
Educatiei si Cercetdrii, universitati si asociatii
profesionale.

In concluzie, pe langa aducerea pregatirii
designerilor mai aproape de nevoile industriei
si construirea de aliante intre designeri si orga-
nizatii, tendintele mentionate in SNE vor aduce
schimbari puternice pe toate planurile in organi-
zatiile din industria de confectii textile.

Invit deci si pe aceasta cale pe studentii nostri
sa abandoneze perceptia si modul de abordare a
disciplinei de Tehnologie si Constructia Tiparului
ca pe ratusca cea urata a curiculei.

Aceste discipline ii ajutd de fapt in doban-
direa unor abilitati de moda, farad de care nu
vor putea rezista pe piata concurentiala contem-
porand. Prin studiul acestei discipline nu se in-
cearca ingradirea sau limitarea creativitatii. Vor-
bim doar de aspecte practice, logice, rationale,
tehnice si economice. Un produs trebuie sa fie
conceput cu simt artistic, dar si cu realism, cu
viziune asupra posibilitatilor de realizare practi-
ca n criterii temporale si de costuri controlate si
controlabile.

Notiunile teoretice astfel dobandite pot fi
dublate de tehnologia informatiei, atat de fa-
miliara tinerei generatii. Programele de Fashion
dedicate si dezvoltate de anumiti producatori
de soft-uri (a se vedea Lectra: http://www.lec-
tra.com/en/industries/fashion/index.html)  pot
completa si compensa notiunile dobandite pe
parcursului cursului de tipar doar in conditiile

made clothes or footwear at the international
level are identified as being the price, quality,
design, wrapping, the ecological label.

The strategic visions for the period between
2005 and 2009 and the one between 2010 and
2013 involve the gradual transition from the ,,lohn”
system to the entrance in the design and mar-
keting functions in order to benefit from the op-
portunities of a complete business under its own
brand. In order to apply this vision, one needs the
development of programs and specializations for
design and pattern constructors through the insti-
tutions of the Ministry of Education and Research,
universities and professional associations.

All in all, besides the perspectives regarding
the designers’ training much closer to the industri-
al needs and the construction of alliances between
designers and organizations, the trends mentioned
in the SNE will bring powerful transformations in
each context in the ready-made clothing industry.

I invite our students to stop approaching this
discipline, Technology and the Pattern Construc-
tion, as the ugly little duck of the curriculum.

These disciplines actually support them
to gain some fashion skills without which they
wouldn't resist on the contemporary competitive
market. This subject does not limit the idea of
creativity. We refer only to practical, logical, rea-
sonable, technical and economic aspects. A prod-
uct must be conceived not only artistically, but
also realistically, focusing on practical achieve-
ments in temporal criteria as well as on control-
led and controllable costs.

The theoretical notions acquired like this can
be doubled by the technology of information,
which the young generation is so familiar with.
The Fashion programs developed by certain soft
producers (see Lectra: http://www.lectra.com/
en/industries/fashion/index.html) can complete

Formare de cusatura de blocare la doud fire, tip 301
Formation of two thread lockstitck, type 301

and compensate the notions acquired during the
pattern course only if the conditions regarding
the basis of the pattern construction were well
understood and appropriated.

One of the ambitious projects in this respect
should be expressed by the initiation of a part-
nership between the National University of Arts,
Bucharest and Lectra, in order to permit the fac-
ile access of students and future designers to the
technical and technological context.

I am proud and honored to belong to this
teaching staff and educate future specialists who
in one, two or three years are going to strive in
order to find their place on the labor market.

Good luck, students and professors, to all of us!

Happy birthday, the National University of
Arts, Bucharest!

Diferite modele de cusaturi
Different types of stitches

in care bazele constructiei tiparului au fost bine
intelese si insusite.

Unul din proiectele ambitioase in aceasta
directie ar trebui sa fie initierea unui parteneriat
intre UNAB si Lectra, pentru a permite accesul
facil al studentilor si viitorilor designeri la tehni-
ca si tehnologie.

Sunt mandra si onoratd s fiu parte a aces-
tui colectiv didactic in demersul formarii viito-
rilor specialisti care in 1, 2 sau 3 ani vor lupta
pentru a-si gasi locul pe piata muncii.

Mult succes, studenti si profesori, noud tuturor!

La Multi Ani UNAB!
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About the symbolical elements
used in the composition of
metal ornaments

In the curriculum, we focus on the study of
jewels for a whole semester, which is not enough
given the constant interest in this discipline. This
preoccupation is also distinguished in the selec-
tion of the domain, as an MA study; moreover,
there is the more and more sustained interest
of the students belonging to the Fashion Depart-
ment materialized in multiple and diverse collab-
orations or by choosing my optional course which
introduces them in the art of jewels.

The relationship with those belonging to the
Fashion Department is even more natural due to
the old friendships connecting me to those pro-
fessors, Unda Popp and Ioana Avram, whose col-
league I used to be some years ago. Our mutual
artistic interests made us encounter a lot, didac-
tically, in our BA or MA students’ projects, or in
different examination boards examining the PhD
candidates where I am solicited to participate.

Thus these initiatives started to emerge simul-
taneously with some projects associating the cloth-
ing with jewels or metallic accessories and vice
versa. From this viewpoint, I shall illustrate this with
the example of my three MA candidates: Amelia
Ghioala, Maria Stanescu.

Amelia Gioala (Ami): one can obtain spec-
tacular compositions by exploring the astrolo-
gists’ writings about zodiacs, studying the zodia-
cal signs and their significations and combining
them with specific artistic elements. Each zodiac
sign can be represented through a composition

Despre elemente simbolice
folosite in compozitia
podoabelor din metal

in programa curiculard, studiului bijuteriei
ii este dedicat un semestru, timp insuficient si
asa pentru interesul care creste constant pen-
tru aceastd disciplind. Aceasta preocupare se
evidentiaza si in alegerea domeniului, ca studiu
Masteral, mai mult, interesul tot mai sustinut este
si din partea studentilor altor departamente, dar
mai ales al celor de la Departamentul Moda, con-
cretizat In multiple si diverse colaborari sau prin
alegerea cursului meu optional de initiere in arta
bijuteriei.

Legdtura cu cei de la Moda este si mai fi-
reasca datorita vechii prietenii care ma leagd de
profesorii de acolo: Unda Popp si Ioana Avram,
cu care am fost coleg de facultate cu ceva ani in
urma. Interesele artistice comune ne-au facut sa
ne intalnim mereu, pe plan didactic in proiectele
studentilor de la Licentd si Master sau in diferitele
comisii de examinare ale doctoranzilor unde sunt
solicitat sa particip.

Astfel, aceste initiative au finceput sa
apara odatd cu apropierea unor proiecte de
vestimentatie cu bijuteria sau accesoriul metalic,
dar si invers. In acest sens voi da exemplul ce-
lor doi masteranzi cdrora le coordonez lucrarile:
Amelia Ghioald, Maria Stanescu.

Amelia Gioald exploreaza scrierile astro-
logilor despre zodiac, studiind simbolurile si
semnificatiile acestora, combinandu-le apoi cu
elemente specifice zonei artelor vizuale, obtinand
compozitii spectaculoase. Fiecare zodie este re-
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prezentatd printr-o compozitie formata din ele-
mentele si simbolurile sale specifice.

Oricine isi poate face cunoscuta zodia, fard
sa 0 spund, doar prin simpla purtare a unui acce-
soriu care sa faca referire la aceasta. Se pot des-
coperi astfel trasaturi de caracter ale persoanei
care poarta acest accesoriu.

Maria Stanescu cerceteaza cele cinci solide
platonice ce alcatuiesc notiunea de geometrie sa-
cra, solide ce reprezinta structura morfogenetica
ce se afld la baza realitatii si a matematicii, fiind
si ea plind de intelesuri si de simboluri.

Proiectele au fost selectionate pentru pre-
ocuparea catre anumite zone de semnificatii si
simboluri pe care incerc in putine cuvinte sa le
dezvolt. Aceste proiecte de studiu de la Metal cat
si de la cursul optional au putut fi dezvoltate cu
ajutorul profesorilor de la Departamentul Moda.
Lucrarile realizate astfel pot completa tinute ves-
timentare si vor spori expresivitatea imaginii pur-
tatorului in fata spectatorului.

Cele mai multe podoabe din metal au ajuns
la noi, venite din negura timpului, cu o anumita
incarcdtura simbolica. Podoabele apartinand eta-
pei de inceput sunt retinute ca fiind elemente n-
zestrate cu puteri magice. Au fost descoperite, cu
aproximativ 6000 de ani i.H cuprul, aurul, argintul,
plumbul, cositorul sau staniul (ignorand clasificari-
le la care apeleaza stiinta). Referitor la semnifica-
tiile si puterile magice atribuite metalelor, inca din
cele mai vechi timpuri, nu vom zabovi prea mult.

Despre aur, primele insemnari le avem de la
Herodot care descrie altarele Semiramidei. De
pe atunci aurul inseamna nu numai bogatie, ci si
putere, reprezentand cea mai cautatd prada de
razboi. Persanii nu detineau zacdminte din nobi-
lul metal, dar au jefuit bogatul Babilon, Asiria si
Egiptul, tezaurizand o imensa cantitate de aur.
Metalul stralucitor nu oxideaza si este asociat in
aproape toate culturile, soarelui. Aurul constituie
simbolul cunoasterii si este sinonim cu nemurirea
si lumina. Considerat metalul regal, nu rugineste
si nu se murdareste. In traditia greaca, aurul se
identifica cu forta fecundatoare, cu puterea de a
domina, cu bogétia, cu daruirea, cu stralucirea.

Egiptenii il caracterizau drept ,carne a soa-
relui”, simbol al invulnerabilitatii in fata bolilor, in
fata dusmanilor si simbol al celor ce depdsesc sfe-

formed from its specific elements and symbols.

Anyone can make his zodiac known, without
telling it, only by simply wearing an accesory re-
ferring to it. Thus we can discover the character-
istics of the person wearing this accesory.

Maria Stanescu:- I have chosen to research the
five solid Platonics comprising the notion of sacred
solid geometry representing the morphogenetic
structure found at the basis of reality and math-
ematics which are full of meanings and symbols.

All these projects were selected for their in-
terest in certain zones of signification and sym-
bols which I try to develop in few words. The
study projects regarding the Metal as well as the
optional course could be developed with the sup-
port of the professors from the Fashion Depart-
ment. The works realized in this way can complete
the attire and will increase the expressiveness of
the one wearing it in front of the spectator.

Most of the metal jewels are very old and
symbolical. The ornaments belonging to the ini-
tial stage are considered as being endowed with
magical power. About 6000 years ago they dis-
covered the copper, gold, silver, lead or tin (ig-
noring the classifications approached by science).
Referring to the metals’ magic signification and
magical powers in very old times, we shall not
spend too much time with.

Regarding gold, we have the first records
from Herodotus, who describes the altars of
Seramide. Back then gold meant not only wealth
but also power, representing the most hunted tro-
phy. Persians did not own this precious metal but
they reaved the rich Babylon, Assyria and Egypt,
hoarding an immense quantity of gold. The shiny
metal does not oxidize and is associated to sun in
most of the cultures. Gold represents the symbol
of knowledge and is the synonym of light and
immortality. Regarded as a royal metal, it neither
rusts nor stains. In the Greek tradition gold iden-
tifies with the force of fertility, the power to domi-
nate, with wealth, devotedness and brightness.

The Egyptians defined it as the “flesh of sun,
the symbol of invulnerability to illnesses and en-
emies, the symbol of those who go beyond the
terrestrial area as a material deserved only by
persons related to the celestial world. In all reli-
gions, gold is considered a sacred material, that
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is why it used to garnish altars and icons.

Regarding silver, we believe that it purifies
water and the silver dishes are provided with an-
tiseptic characteristics.

It is more frequently met in the construction
of ornaments, by the side of gold and platinum.

Another material discovered by people, the
copper or brass, has numerous symbolical signifi-
cations. The copper objects used in magical prac-
tice are believed to have healing powers, and the
grace to vanish evil. The copper dishes are easy
to process due to the plastic quality of the mate-
rial and in all cultures copper assumes a certain
degree of heat, a certain attraction related to man
(a great deal of kitchenware is made of brass).

Metals derive from a remote pre-history, with
an enormous prestige and, symbolically, they of-
ten identify with the sun, moon and stars. This
prestige might help us to understand the place
and role of metals in the history of creative orna-
ments, from the very beginning. Many of their
initial significations vanished, and the assump-
tion, that metals are provided with powers that
are more different than the other items in the
world, still persists.

This is what also happened to the precious
and semi-precious stones. In Babylonian cosmol-
ogy and alchemy, (Bucharest, Vremea Publishing
House, 1937), Mircea Eliade mentions the lapiz-
lazuli stone, which had an important role in the
life of the Babylonians. The blue colour of this
semi-precious stone is the colour of the starry
sky, and the beard of the moon god, Sin-a divin-
ity of the starry night-was made of it, just like
at the Egyptians the hair of Ra, the god of sun,
what made of lapiz-lazuli too.

The signification of the precious and semi-
precious stones has been preserved much better.

Regarding the diamond, the evidence (dat-
ing in the VI-Vth centuries B. Chr) refers to this
stone which has been known and used in magical
practice. The ancients appreciated both its physical
qualities such as coloration (colourless, gray, blue,
pink, green, yellow, orange, violet and brown),
transparency, asperity, and its healing properties
(for the urinary tract, stomach, intestines, or for
epilepsy). The diamond was “unloaded” after its us-
age in cold water and then “loaded” under the sun.

ra pamantescului, ca material ce se cuvine doar
persoanelor ce tin de lumea celestd. Aurul este
considerat, in toate religiile, un material sacru si
din aceasta pricina impodobea altare si icoane.

Despre argint avem credinta ca purifica apa,
iar vasele de argint au calitati antiseptice.

Este mult mai des intalnit in constructia de
podoabe, aldturi de aur si platina.

Alt material descoperit de oameni, cuprul sau
arama are nenumdrate semnificatii simbolice.
Obiectele de cupru folosite in practicile magice
se considerd a avea puteri vindecatoare si harul
de a alunga rdul. Vasele de cupru sunt usor de
prelucrat, datoritd calitatii plastice a materialului,
si iIn toate culturile arama presupune o anumi-
ta caldura, o anumita atractie in raport cu omul
(multe vase de gatit sunt din cupru).

Metalele vin inca din preistoria indepartata,
cu un enorm prestigiu, si simbolic se identifica
deseori cu soarele, cu luna, cu stelele. Acest pre-
stigiu ar putea sa ne ajute sa intelegem locul pe
care l-au ocupat metalele in istoria creatiei de
podoabe, incd de la inceputuri. Multe din semni-
ficatiile ce li se atribuiau initial s-au pierdut, dar
convingerea ca metalele au puteri diferite de ce-
lelalte lucruri de pe pamant persista.

La fel s-a intdmplat si cu pietrele pretioase
si semipretioase. Mircea Eliade in Cosmalogie si
alchimie babiloniang, editura Vremea, Bucuresti,
1937), ne vorbeste de piatra lapizlazuli, care juca
un rol important in viata babilonienilor. Culoarea
albastrd a acestei pietre semipretioase era culoa-
rea cerului instelat, iar barba zeului lunii, Sin-di-
vinitate a noptii instelate — era facuta din ea, ca
de altfel si parul lui Ra, zeul soarelui, care era tot
din lapizlazuli.

Semnificatia pietrelor pretioase si semipreti-
oase s-a pastrat mult mai bine.

Pentru Diamantul, marturiile (ce dateaza din
sec. VI-V .H ) ne vorbesc de aceasta piatra care
era cunoscuta si folosita in practici magice. Anticii
apreciau atat calitdtile fizice: coloratia, (incolor,
cenusiu, albastru, roz, verde, galben, portocaliu,
lila, brun ), transparenta, duritatea, cat si propri-
etdtile ei tdmdduitoare ( pentru aparatul urinar,
stomac, intestine sau pentru epilepsie.). Diaman-
tul era ,descarcat” dupa fiecare utilizare in apa
rece si apoi ,incarcat” la soare.
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in plan astrologic, era considerat de babilo-
nieni ca protector a celor ndscuti in zodia leului
si a balantei, de bizantini ca-i favoriza pe cei nas-
cuti in zodia racului, iar in Evul Mediu european a
existat credinta ca diamantul ii protejeaza pe cei
nascuti in berbec.

I se atribuia si calitatea vindecatoare de ciu-
ma si de reconciliere a relatiilor intre sotii aflati in
prag de despartire, de aici si credinta ca diaman-
tul din compozitia inelului de logodna pastreaza
linistea si armonia cuplului.

Mai rdspandit in natura, rubinul era tdiat si
slefuit n oval, si pietrele cele mai mari si valo-
roase purtau nume proprii. Era considerat piatra
vietii, capabila sa intdreasca inima si sa asigure
vigoare indelungata. Legenda spune ca tezaurul
de rubine era pazit cu strasnicie de un dragon
si putea fi obtinut prin eliberarea de puterile lui.
Insula Ceylon era supranumita insula rubinelor.

O varietate de corindon ca si rubinul, safirul
fascineaza prin albastrul sdu fermecator si i se
atribuie puteri in alinarea durerilor si impiedica-
rea disputelor si a certurilor. Considerata ,,piatra
episcopald” in Evul Mediu, s-a considerat ca sa-
firul aduce proprietarului sdu putere, onoare si
nemurire. Din punct de vedere astrologic safirul
favorizeaza nativii din sdgetdtor si zodia vdrsa-
tor (dupd bizantini) iar dupa astrologii moderni
pe cei din zodia capricorn. Se credea ca safirul
purtat te face vesel, odihnit, cucernic, intarind
sufletul pentru liniste si armonie, conferind virtuti
celeste, inocenta, iubire de adevar.

Coroana imperiald germana are montat in
fata un safir de origine indiana. S-ar pdrea ca tot
de la indieni avem convingerea ca safirul este bun
in Intepaturi de paianjen si muscaturi de serpi.

Mereu s-a considerat cd smaraldul fortifica
memoria, ascute mintea si trateaza boli ale sto-
macului, insomnii, boli de ficat si de bila, boli
ale inimii si ochilor. Piatra se descarca in ape
curgatoare si se incarcd imediat la soare. Din
convingerea ca verdele specific smaraldului este
culoarea sperantei, in textele medievale il gasim
mentionat ca piatra care confera intelepciune,
nevinovatie si iscusinta.

Pietrele semipretioase au o incarcatura une-
ori chiar mai bogata decat pietrele pretioase.

Din lapizlazuli sau lazurit, piatra de culoarea

Astrologically, the Babylonians considered it
the protector of those born in the Lion and Libra
zodiac, the Byzantines thought it favoured those
born in the Cancer zodiac, and in the European
Middle Ages people said the diamond protected
those born under the sign of Aries.

There was also the assumption that it was
well-known for protecting people from the plague
and for reconciliating the relationships between
the partners aiming to separate hence the belief
that the diamond used in the composition of the
engagement ring preserves the peace and har-
mony of the couple.

More frequently met in nature, the ruby was
cut and polished in oval shapes and the bigger
and more precious stones had their own names.
It was considered the stone of life which was able
to strengthen the heart and assure a sustained
vigor. The legend says that the ruby treasury was
fiercely watched by a dragon and it could be ob-
tained by releasing it from its powers. The Ceylon
island was called the island of rubies.

Being a variant of corundum like the ruby,
the saphire fascinates the human look through its
charming blue while it is thought to have pow-
ers to ease the pain and stop disputes and ar-
guments. Considered an “episcopal stone” in the
Middle Ages, people believed that the saphire
brought power, honour and immortality to its own-
er. Astrologically, the saphire favors the Sagittarius
and Aquarius signs (according to Byzantines) and
those belonging to the Capricorn zodiac sign, ac-
cording to modern astrologers. People believed
that the saphire they wore made them joyful,
recreated and relaxed, devout, strengthening the
soul for peace and harmony, and conferring celes-
tial virtues, innocence, and love of truth.

The German imperial crown is provided with
an Indian saphire. It seems that the Indians
made us believe that the saphire is good against
spider stings and snake bites.

It was always thought that the emerald forti-
fies one’s memory, sharpens our mind, and cures
stomach aches, insomnias, liver and gall ilinesses,
or the sicknesses of heart and eyes. The stone un-
loads in streams and loads immediately under the
sun. Considering the emerald green the colour of
hope in medieval texts, we also find it as a stone
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conferring wisdom, innocence and ingenuity.

The semi-precious stones sometimes value
more than the precious stones.

The Roman and Greek ancients used the
lapiz-lazuli or the lazurite, the stone displaying
the colour of the serene sky, to make figurines,
amulets and seals. The protector of Virgin na-
tives, the lazurite was thought to ease head
aches, lower blood pressure or fever, and cure
inflammations and swellings, if heated.

Among the Buddhist believers, the rock crystal
is one of the seven inestimable things. Considered
the stone of patience and perfection, in Tibet the
rock crystal is used to cure the wounds, and the
spheres made of this were used in witchcraft. The
water drunk from the rock crystal cures the tooth
ache. It banishes the misfortune and distress, it
cures depression and strengthens the heart, and
the opal protects the Capricorn native.

Both the semi-precious and precious stones
are endowed with a similar magic expression, and
were used abundantly not only in the construc-
tion of ornaments but also in the one of figurines
and amulets used in different magic rituals. How-
ever, they were used especially for their proper
beauty, vivid colours, refined nuances, transpar-
ency, conducting light with the maximum effect.

The symbolism of profiles and figures associ-
ates with the symbolism of metals and stones in
the artistic composition of adornments. Most of the
figures and profiles, starting with the elementary
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cerului senin, se confectionau de catre anticii ro-
mani si greci figurine, amulete si sigilii. Protec-
toarea nativilor fecioara, lazuritul se credea ca
alin durerile de cap, scade tensiunea arteriala,
febra, si incalzit trata inflamatiile si umflaturile.

Printre credinciosii budisti, cristalul de stanca
este unul dintre cele 7 lucruri de nepretuit. Con-
siderata piatra rabdarii si a perfectiunii, in Tibet
cristalul de stanca este folosit in tratarea rani-
lor, iar sferele confectionate din el erau folosite
in vrajitorie. Apa bautd din pahare din cristal de
stanca trateazad durerea de dinti. Alungd ghinio-
nul, necazul, trateazad depresiile si intareste ini-
ma, opalul protejeaza nativul din Capricorn.

Atat pietrele semipretioase, cat si cele preti-
oase au o incarcaturd magicd similara si au fost
folosite cu prisosintd atat in constructia de po-
doabe, cét si in cea de figurine si amulete utili-
zate in diverse ritualuri magice. Folosirea lor insa
s-a facut mai ales pentru frumusetea lor propriu-
zisa, coloratia vie, nuantele rafinate, transparen-
ta care face lumina sd fie dirijatd cu maxim efect.

Simbolistica profilelor si figurilor se aldtura
simbolisticii metalelor si pietrelor, in cadrul com-
pozitiei plastice a podoabelor. Cele mai multe ti-
puri de profile si figuri, incepand cu geometrismul
elementar comporta o simbolistica cu trimiteri in
sfera credintelor magice sau religioase.

Vom analiza cateva simboluri de profile si
figuri intlnite In cazul podoabelor artistice din
metal.
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geometrism, suggest a kind of symbolism which
refers to the sphere of magic or religious beliefs.

PROFILES AND FIGURES WITH HIDDEN SIG-
NIFICATIONS

There are cases when the ornament is pro-
vided with profiles or figures with hidden signi-
fications, and its owner is not aware of these
significations and this is what frequently hap-
pens nowadays. Even the creators of artistic
adornments, with certain figures provided within
the limits of their own compositions, ignore the
occult significations and references. In this cat-
egory we can especially mention the primary ele-
ments used to organize the space: the point, the
line in different conformations and formulas, the
geometric profiles and figures.

In 1940, they published Rudolf Koch’s book,
»Das Zeichenbuch”16 (,,The book of signs”), which
we shall further refer to. The point marks the be-
ginning, the horizontal line suggests the extension,
the vertical line expresses the height, the simple
circle highlights perfection, the cross underlines
the meeting of more directions, the intersection.
And the point, which is surrounded by a circle,
designates the centre. The triangle, situated with
its top upwards and downwards, becomes very
special, and the juxtaposition of two equal-sided
triangles would finally highlight the well-known
figure, ,The Star of David”. Nowadays people pay
less attention to such signs. However, I learnt the
following less known interpretations of drawings
which one could see on jewels. Concerning the
geometrical profiles: the square represents per-
fection, the sharp angle, releasing a straight line,
analyzes the pitchfork, and the same straight line,
vertically releasing from a sharp angle, is named
pincers. The triangle, with its equal sides, signifies
the spirit; three horizontal lines signify the peace-
ful and calm spirit or temperament; three vertical
lines suggest an advanced high spirit; three wavy
lines inscribed horizontally indicate a sensible and
exciting temperament; the turning of two obliques
with a horizontal indicates a destroyed spirit. A
vertical, which in the upper part errects two op-
posed oblique lines, symbolizes the man; a trian-
gle, whose superior top is continued with a line
enclosing a circle, symbolizes the woman who is
going to be a mother. The same triangle, yet with-

PROFILE SI FIGURI CU SEMNIFICATIE AS-
CUNSA

Sunt cazuri cand podoaba dispune de profi-
le sau figuri cu o semnificatie ascunsd, iar pur-
tatorul ei nu este constient de aceste semnifi-
catii, si asa se intampla cel mai adesea astazi.
Chiar si creatorii de podoabe artistice, avand
inscrise anumite figuri in limitele propriei lor
compozitii, ignord semnificatiile si trimiterile
oculte. Se inscriu in aceasta categorie mai ales
elementele primare de ordonare a spatiului:
punctul, linia n diverse conformatii si formule,
profilele si figurile geometrice.

In 1940, a aparut cartea intitulatd ,Das Zei-
chenbuch” (,Cartea semnelor”), de Rudolf Koch,
la care ne vom referi mai departe. Punctul de-
semneaza inceputul, linia orizontala desemneaza
intinderea, linia verticald desemneaza inaltimea,
cercul simplu desemneaza perfectiunea, crucea
desemneazad intalnirea din mai multe directii, in-
tersectia. Iar punctul inconjurat de un cerc de-
semneaza centrul. O semnificatie aparte are tri-
unghiul situat cu varful in sus si cu varful in jos,
iar suprapunerea a doua triunghiuri echilaterale
da, dupd cum se stie, figura, ,Steaua lui David”.
Astdzi se acordd mai putinad importantd unor ase-
menea semne.Totusi am intalnit urmatoarele in-
terpretdri, mai putin cunoscute ale desenelor de
pe bijuterii. Dintre profilele geometrice: patratul
reprezinta perfectiunea, unghiul ascutit din care
coboara o dreapta aduce in discutie furca, ace-
easi dreaptd al carui varf se ridica pe verticala
tot dintr-un unghi ascutit se numeste cleste. Tri-
unghiul cu toate laturile egale semnifica spiritul;
trei linii orizontale semnifica spiritul sau tempera-
mentul linistit, calm; trei linii verticale semnifica
un spirit inalt, evoluat; trei linii ondulate inscrise
pe orizontald indicd un temperament sensibil,
miscdtor; intretdierea a doud oblice opuse cu
o orizontald indicd un spirit distrus. O verticald
din care se ridicg, in partea superioara, doua linii
oblice opuse simbolizeaza barbatul; un triunghi al
carui varf superior este continuat cu o linie avand
in interiorul sdu un cerc simbolizeaza femeia care
urmeaza sa fie mama. Acelasi triunghi, dar fara
cerc desemneaza in general femeia. Acelasi tri-
unghi, Tnscris pe orizontala cu varful din care con-
tinud o dreaptd spre orizontald, avand aldturi un
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mic cerc, desemneazd femeia care naste un co-
pil. O verticala din care se desprind, spre capatul
inferior doua oblice opuse face trimitere la cineva
care a cazut sau care a murit. Triunghiul continu-
at la capatul care-l inscrie pe verticald cu o linie
dreapta in jos desemneaza moartea mamei. Toa-
te aceste insemne inscrise pe bijuterii, stiute doar
de cynoscétori, transmit mesaje greu lizibile.

In simbolica crestind, intersectia dintre
dreapta orizontala si o dreapta verticala aduce in
discutie crucea. Retinem o multitudine de formu-
le ale crucii: Crucea greaca, crucea lating, crucea
sfantului Petru care a fost rastignit cu capul in
jos, crucea sfantului Andrei crucea in ,tau” sub
forma de T, crucea cardinalilor, crucea ortodoxa
tripla care simbolizeaza credinta profundd, cru-
cea ortodoxa tripla care in partea ei inferioara are
bratul vertical, in partea inferioara traversata de
o diagonald, formand un X (neregulat) se numes-
te crucea Sfantului Andrei.

Toate cele enumerate mai sus au fost
enuntate in lucrarea Iui Rudolf Koch — Das Zei-
chenbuch, editura Insel Verlag, Leipzig, 1940.

Lumea astazi retine aceste insemne gravate
pe bijuterii doar ca simple elemente decorative.

Sunt cazuri in care profilurile si figurile au o
semnificatie mai usor de deslusit, iar cateodatd
chiar evidenta.

In perioada postmoderna, intervine proble-
ma unor semne cu o semnificatie asupra carora
s-a convenit prin ceva similar unor reguli stabi-
lite sau a unui protocol. De prin anii ‘90 datea-
za miscarea spirituala numita ,New Age”, ce isi
propune afirmarea unui nou tip de spiritualitate
decat cea bazatd pe vechile religii — mozaica,
cresting, islamica etc. — care nu mai multumesc
generatiile aflate acum in formare. Se propune
o spiritualitate situata deasupra vechilor religii,
avand in centrul ei figura unui Mesia care se
identifica cu zodia Vdrsatorului. In cadrul mis-
carii se opereaza nu atat cu discursul verbal
cat mai ales cu simboluri. La baza miscarii sta
0 anumita terapie a simbolurilor. Astfel, triun-
ghiul cu laturile egale semnificd miscarea New
Age insdsi. Se considera ca acest triunghi poate
constitui un obiect de inchinare, de venerare in
mai multe feluri, asemanator cu ceea ce este
crucea pentru crestini. Crucea rasturnatd, cu

out any circle, generally designates the woman.
The same triangle, inscribed horizontally, with its
top conducting a straight line towards the hori-
zontal, associated with a little circle, designates
the woman who gives birth to a child. A vertical
releasing two opposed obliques towards the infe-
rior side refers to someone who had collapsed or
died. The triangle continued at the side, which in-
scribes it vertically, with a straight line downwards,
designates the mother’s death. All these features
marked on the jewels, known only by connoiseurs,
convey hardly readable messages.

In the Christian symbolism, the intersection be-
tween the horizontal and vertical line emphasizes
the cross. We retain a wide range of formulas re-
garding the cross: the Greek cross, the Latin cross,
the cross of Saint Peter, who was crucified upside
down, the cross of Saint Andrew, the cross in the
form of a T, the cardinals’ cross, the triple Orthodox
cross expressing the profound faith, which at its su-
perior side is provided with a vertical arm, and at its
inferior side it is traversed by a diagonal, forming an
irregular X, named the cross of Saint Andrew.

All these were stated in Rudolf Koch’s work —
Das Zeichenbuch, Insel Verlag, Leipzig, 1940.

Nowadays people retain these marks on jew-
els only as simple decorative elements.

There are cases when the signification of
profiles and figures can be read in a much easier
way, and sometimes it is even obvious.

During the postmodern period of time we no-
tice the problem of some signs whose significa-
tion was approached through something similar
to an established rule or protocol. The spiritual
movement “New Age” dates in the 90s and it
aims to assert a new type of spirituality which
is more different than the one based on the old
religions — Mosaic, Christian, Islamic etc. — which
no longer satisfy the developing generations.

They propose a spirituality situated above
the old religions focused on the figure of Mesia
who identifies with the Aquarius zodiac sign. In
this context they operate not only with the verbal
discourse but especially with symbols. The move-
ment is supported by a certain therapy of the sym-
bols. Thus, the equal sided triangle suggests the
New Age movement itself. It is considered that
this triangle can represent an object to worship

something in more ways, similar to what the cross
represents for the Christians. The inverted cross,
with broken and descending arms, refers to the
refusal of any religion, including Christianity and
the orientation towards the new spirituality.

THE SYMBOLISM OF GEOMETRIC FIGURES
AND STRUCTURES

The symbolism of geometric figures has been
known forever. Thus the square represents the
geometric symbol expressing people’s quadri-
partite orientation in the space, the organization
of vital activities according to the regions of the
sky and its supernatural protectors. In the same
context we can consider the rectangle and the
triangle we had already referred to, the rhombus
and pentagon producing the pentagram, hexa-
gon, octagon and especially the circle, which at
first sight symbolizes the sun and the moon and,
from another viewpoint, it represents the wheel
as a symbol of motion. For alchemists, the circle
symbolized the gold and in Buddhism it symbol-
ized illumination, man’s perfection in his union
with the primordial principle. It includes both the
good and the evil, the oppositions and antagonic
ideas completing each other and named Yin and
Yang in the Chinese symbolism.

THE NUMBERS’ SYMBOLISM

The symbolism of numbers and letters is an-
cient. In any alphabet, number 1 suggests not
only an entity, which can be increased or de-
creased, tending towards zero, it also expresses
the divine creation, the beginnings and origin
of energy, the primary impulse. Number 2 rep-
resents the perfecting unit seen as a whole or
attraction of opposites, it is also the symbol of
pairs and comprehension allowing complementa-
rity. Number 3 is known to be the symbol of trin-
ity, given the elementary knowledge of Christian
religion. There is a science derived from a com-
ponent of mathematics — numerology — named
symbolical numerology. (In Romanian it was the
book of Gladys Lobos ,Magic Numerology”17).
Numbers can express the centre, order, balance
and proportions according to the profile of the
surface — square, rectangle, triangle etc.

The signification of a letter in the decora-
tion’s composition must be carefully decoded and
presumes a hard operation. In the case of Egyp-

bratele frante, coborate in jos face trimitere la
refuzul oricdrei religii, inclusiv a crestinismului si
orientarea spre noua spiritualitate.

SIMBOLISTICA FIGURILOR SI CORPURILOR
GEOMETRICE

Simbolistica figurilor geometrice dainuie din
cele mai vechi timpuri. Astfel, patratul constituie
simbolul geometric care exprima orientare cva-
dripartitd a oamenilor in spatiu, organizarea acti-
vitatilor vitale Tn functie de regiunile boltii ceresti
si de pazitorii ei supranaturali. Pe aceeasi linie
putem avea in vedere dreptunghiul si triunghiul,
la care, de asemenea, ne-am mai referit, rombul,
pentagonul, de la care avem ca derivat pentagra-
ma, hexagonul, octogonul, si mai ales cercul care
intr-o prima acceptiune simbolizeazd soarele si
luna, intr-o acceptiune ulterioara reprezintad roa-
ta ca simbol al miscarii. Pentru alchimisti, cercul
simboliza aurul, iar in budism simbolizeaza ilu-
minarea, desavarsirea omului in uniune cu prin-
cipiul primordial. El include deopotriva binele si
raul, contrariile, ideile antagonice si care se com-
pleteaza denumite in traditia chineza Yin si Yang.

SIMBOLISTICA NUMERELOR

Mai veche este simbolica numerelor si litere-
lor. Cifra 1, in oricare dintre alfabetele cunoscute,
desemneaza nu doar o entitate la care poate fi
adaugat ceva sau poate fi scazut, tinzand spre
zero, ci desemneaza si creatia dumnezeiasca, in-
ceputurile si originea energiei, impulsul primar. 2,
reprezinta desavarsirea unitatii vazutd ca intreg
sau ca atragere a contrariilor, e si simbol al pere-
chii, al intelegerii care permite complementarita-
tea. Cifra 3, cu ajutorul cunostintelor elementare
de religie cresting, stim ca e simbol al trinitatii.
Existda o stiinta derivatd dintr-o componenta a
matematicii — numerologia — care se numeste
numerologia simbolicd (in romaneste a fost car-
tea lui Gladys Lobos ,Numerologia Magica”). Nu-
merele pot desemna centrul, ordinea, echilibrul,
proportiile in functie de profilul suprafetei — pa-
trat, dreptunghi, triunghi etc.

Semnificatia unei litere inscrise in compoztia
podoabei se cere atent deslusita si presupune o
operatiune anevoioasa. La egipteni indeosebi,
ceea ce noi numim cruce egipteana (ANKH) con-
stituia o hieroglifa cu rezonante sacre.

Dupa aparitia crestinismului, inscriptii (in lati-
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tians, especially what we define as an Egyptian
cross (ANKH) represented a hieroglyph provided
with sacred resonances.

After the emergence of Christianity, there
were INRI type inscriptions (in Latin) which, if
associated with different obliques and verticals,
outlined the monogram of Christ.

Specialists in the Kabbalistic domain excel in
the prominence of such significations.

In the secular world, already in the Greek-
Roman antiquity, we notice the presence of let-
ters constituting the initial of the emperor’s name
or another dignitary’s, on the rings used as seals.
Later, in the Middle Ages, the period of Renais-
sance up to our days, the insertion of a letter or
a game of letters in the composition of a jewel
can indicate the initial owner or the comanditary
of this jewel, it can even show the affiliation to a
certain association, which is more or less elitist,
and nowadays to a certain club.

Today, at least, the presence of letters in the
decorations’ composition indicates the object’s
sphere of affiliation through its connection to a
certain senior person. Almost all the royal houses
approach the system of monograms (letter com-
binations referring to the name of the objects’
owner, the name of the service provider etc.).

THE SYMBOLISM OF PHYTOMORPHOUS
FIGURATIVE PROFILES BRANCHES

Referring to the family of phytomorphous
symbols, which are extremely numerous, we can
already meet them in pre-history when it is about
the figuration of some branches, leaves or flow-
ers. Eliphas Levi — The key of great magic, Bu-
charest: Antet, 1994.

The significations of branches, as a figure, or
in the composition of some decorations, can rep-
resent @ message of friendship, tenderness, love,
as well as peace, and the leaves refer to luck, tri-
umph and success. Thus we have the fern leaves,
the clover leaves, the lotus leaves, the oak leaves,
the acanthus leaves and the laurel leaves.

Besides leaves we have flowers : daisies, cherry
flowers, apple flowers, lilies, roses and the fruits.

Then one can refer to the zoomorphic sym-
bolism: insects, underwater beings, reptiles, birds
and mammals.

Regarding the insects, the scarabeus is con-

na) de tipul INRI, litere care in asociatie cu diver-
se oblici si verticale dau monograma lui Cristos,
trebuie avute in vedere la fel.

Specialistii in cabalistica exceleaza in eviden-
tierea unor astfel de semnificatii.

In lumea laic3, intalnim incad din antichitatea
greco-romana, prezenta literelor, constituind ini-
tiala numelui imparatului ori a altui demnitar, pe
inelele cu functie de sigiliu. Mai tarziu, in Evul
Mediu, perioada Renasterii si pana in zilele noas-
tre, includerea unei litere ori a unui joc de litere
in compozitia unei podoabe poate indica propri-
etarul initial sau comanditarul acestei bijuterii,
poate ardta chiar apartenenta la o anumitd aso-
ciatie mai mult sau mai putin elitistd, iar astazi la
un anumit club.

Astdzi, cel putin, prezenta literelor in com-
pozitia podoabelor indica sfera de apartenenta a
obiectului prin raportare la o anumita persoana
de rang nalt. Aproape toate casele regale, recurg
la sistemul monogramelor (combinatii de litere ce
fac trimitere la numele proprietarului de obiecte,
la numele prestatorului de servicii s.a.m.d.).

SIMBOLISTICA PROFILELOR FIGURATIVE
FITOMORFE CRENGI (SAU RAMURI)

Simbolurile fitomorfe — extrem de numeroase
— le putem intalni inca din preistorie atunci cand
e vorba de figurarea unor crengi (sau ramuri),
frunze sau a unor flori. Eliphas Levi — Cheia mari-
lor mistere, editura Antet, Bucuresti, 1994.

Semnificatiile crengii, intalnita ca figura si in
compozitia unor podoabe, poate constitui un me-
saj de prietenie, de tandrete, de dragoste, dar si
de pace, iar frunzele fac referire la: noroc, izban-
da, succes. Avem astfel frunzele de feriga, frun-
za de trifoi, frunzele de lotus, frunzele de stejar,
frunzele de acant, frunzele de laur etc.

Alaturi de frunze avem florile: margaretele,
florile de cires, florile de mar, florile de crin, tran-
dafirul s.a.m.d. si fructele.

Urmeaza apoi simbolistica zoomorfa: insecte,
fiinte subacvatice, reptile, pasari, mamifere.

Dintre insecte, scarabeul este consacrat de
credintele egiptenilor, libelula este iardsi frecvent
intalnitd Tn constructia podoabelor, mai ales in
perioada anilor 1900, a se vedea bijuteriile La-
lique, buburuza cea prevestitoare de bine si pur-
tatoare de noroc, albina promitdtoare de fericire
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si bundstare, dar si paianjenul ori scorpionul.

Se aldtura lumea fiintelor subacvatice; bro-
tacul, purtator de noroc, testoasa semnificand
sanatate si viata indelungata, scoica semnificand
intotdeauna comoara care se ascunde.

Din lumea reptilelor retinem: salamandra,
soparla, sarpele, dragonul. In functie de civilizatie
si spatiile culturale, semnificatiile unor aseme-
nea figuri simbolice variaza. La europeni sarpele
simbolizeaza ispita dar, si inteligenta, dragonul
simbolizeaza spiritul negativ si distrugdtor intru-
chipat in balaur, la asiatici, dimpotrivad, dragonul,
sinonimul balaurului european, are semnificatie
pozitiva.

Foarte veche e simbolistica pasarilor. Pasa-
rea phoenix, la egipteni, simbolizeaza intotdeau-
na renasterea. Ibis simbolizeaza fidelitatea si
respectarea juramantului, lebdada simbolizeaza
gratia, acvila aspiratia spre inalt, indrézneala si
curaj, bufnita simbolizeaza inteligenta.

Grupul mamiferelor mai des redate in alcatu-
irea bijuteriilor: caprioara, tapul, berbecul, calul,
zimbrul, leul, tigrul, leopardul, ursul, pisica sau
rasul. In toate cazurile simbolica face trimitere
la unele calitdti sau trdsaturi caracteristice ani-
malului si care pot fi transferate si omului. Exis-
ta unele dictionare de simboluri cu aplicatii mai
mult in sfera graficii, prezentand modul cum este
profilata figura pe o suprafata sau intr-un anumit
context cultural.

In cazul simbolicii figurative antropomorfe,
problematica pare mai complicata, tinand seama
mai ales, de diversitatea cazurilor intdlnite. Cand
e vorba de anumite zeitdti simbolul reprezentat
pare lesne de inteles, avand in vedere atributele
zeitdtii respective. De asemenea, cand e vorba
de monede reprezentand chipul unui suveran,
integrate in compoztia unei podoabe, trimiteri-
le pe care le face simbolul sunt limpezi. Chiar si
in raport cu religiile monoteiste diverse, putem
distinge cazuri in care descifrarea simbolului nu
ridica prea multe probleme.

Preocuparile in acest sens continua.

Dincolo de toate aceste simboluri bine anali-
zate de diversi specialisti, interesul meu este sa
indrum studentii s3 realizeze bijuterii cu forme si
acorduri cromatice atent studiate, care sa trans-
mitd emotii si sentimente delicate precum orice

nected to the faith of Egyptians, the dragon-fly is
frequently met in the construction of decorations,
especially in the 1900s, see the Lalique jewels,
the lady bird, which announces the good and your
luck, the bee, which promises you happiness and
well-being, or the spider and the scorpio.

The world of the underwater beings is com-
pleted with the frog, bringing you luck, the tor-
toise, expressing health and a long life, the shell,
always emphasizing the hiding treasure.

From the world of reptiles we retain the sala-
mander, lizard, snake and the dragon. According
to civilization and ample cultural apaces, the sig-
nifications of such symbolical figures vary. In the
European context the snake symbolizes tempta-
tion and intelligence, the dragon symbolizes the
negative and destroying spirit, and for the Asians
the dragon means something positive.

The birds’ symbolism is also very old. In
Egypt the Phoenix bird always symbolized rebirth
and renewal. Ibis used to symbolize fidelity and
the obediance of the oath, the swan symbolizes
grace, the eagle the high aspiration, boldness
and courage, the owl symbolizes intelligence.

The group of mammals which is more fre-
quently used in the composition of jewels: the
deer, the goat, the ram, the horse, the aurochs...
and the lion, the tiger, the leopard, the bear, the
cat or the lynx... in all these cases the symbolism
refers to the characteristic qualities or features of
the animal which can be transferred to man. There
are some dictionaries of symbols with graphic ap-
plications presenting the way the figure is profiled
on a surface or in a certain cultural context.

In the anthropomorphous figurative symbol-
ism the topic seems more complicated, consider-
ing especially the diversity of the cases. When it
is about deities, the represented symbol seems
easy to be understood given the attributes of that
deity. Moreover, it is about coins representing the
face of a sovereign, integrated in the composition
of a decoration, while the symbol’s references are
clear. Even in the connection with different mono-
theist religions, we can distinguish cases when the
symbol’s decoding does not represent a problem.

This kind of preoccupations continue.

Beyond all these symbols, which are well
analysed by different specialists, my interest is

Mihai Constantinescu, Bratard, 2013
Mihai Constantinescu, Bracelet, 2013

Razvan Botezatu, Bratard, forjare cu elemente de otel
de Damasc, 2013

Rézvan Botezatu, Bracelet, forge with elements of
Damascus steeel, 2013

Bogdan Hojbotd, Schite pentru pandantiv si bratard, 2014
Bogdan Hojbotd, Sketches for pandantiv and bracelet, 2014

to orient my students to make jewels in carefully
studied forms and chromatic harmonies, meant
to express delicate emotions and feelings like any
work of art. Especially as the jewels, like cloth-
ing itself, always join their carrier, helping him to
convey concrete messages, related to his person-
ality, to all the others around.

opera de arta. Cu atat mai mult cu cat podoa-
bele, ca si vesmintele, insotesc mereu purtatorul
lor, ajutandu-l sa transmita celor din jur mesaje
cat mai coerente, in acord cu personalitatea sa.
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The hat'’s eulogy

If I had to choose a symbol to summarize all
my “research and didactic and creative activity”
(almost 40 years spent at the National University
of Arts, Bucharest and other 20 years at the UN-
ATC), I would choose a hat. It might seem shallow
however I would fill all the page with its precious
functions, from social communication (rank, for-
tune, gender, age, culture, etc.) to the economic
value (as some goods, depending on materials,
fashion, marketing, etc.) or the esthetic one (en-
wreathing the general composition of the “human
image”, the main visual decorative art, which no-
body can be deprived of). What somebody wears
on its head surely represents him, tells who he is
or who he pretends to be, if he is endowed with
imagination, preferences or humour. We can't re-
member Napoleon without his bicornous outfit or
Mihai Viteazul without his cap.

In my case, everything started from the hats
kept by my mother in round old boxes, which
once we used to play with. When I began to teach
the History of the Costume at the Departments
of Scenography or Fashion, I took them out as if
they represented some priceless didactic materi-
al. For the students to understand that a hat was
only an element in an artistic composition, which
was as expressive and unitary as a painting or
statue, I tried to restore, starting from each of
the old hats, an ensemble of clothes, shoes and
accessories, found in my house or at my relatives
and friends. This is the way we created the col-

Elogiul Palariei

Daca ar fi sa aleg un simbol care sa rezu-
me toatad ,cariera mea didactica, de cercetare si
de creatie” (aproape 40 de ani la UNA si alti 20
la UNATC), as alege o palarie. Pare o frivolitate
dar as putea umple toata pagina cu nepretuitele
ei functii, de la comunicarea sociald (rang, avere,
sex, varsta, cultura etc.) la valoarea economica (de
marfa, depinzand de materiale, moda, marketing,
etc.), la cea estetica (incununand compozitia de
ansamblu a ,,imaginii umane”, principala arta de-
corativa vizuald, de care nimeni nu se poate lip-
si). Ce poarta cineva pe cap il reprezintd inainte
de orice, spune cine este sau drept cine vrea sa
fie luat, dacd are imaginatie, gust sau umor. Nu
ne putem aminti de Napoleon fard bicorn sau de
Mihai Viteazul fara cusma.

Pentru mine totul a pornit de la palariile pe
care mama mea le pastra in cutii rotunde, de pe
vremuri, si cu care ne jucam uneori. Cand am
inceput sa predau Istoria Costumului la Sceno-
grafie, apoi si la Moda, le-am scos la iveald ca pe
un nepretuit material didactic. Pentru ca studentii
sa inteleaga cd o palarie este numai un element
dintr-o compozitie artistica, la fel de expresiva si
de unitara ca si un tablou sau o statuie, am in-
cercat sa reconstitui, pornind de la fiecare din pa-
|3riile vechi, cdte un ansamblu cu haine, pantofi
si accesorii, din ce aveam prin casa si din ce am
gasit pe la rude si prieteni. Asa s-a ndscut colec-
tia si prima ei expozitie ,Un secol de costum” ca
si primul film de scurtmetraj, cu colaborarea UNA
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lection and its first exhibition “A century of the
costume” and the first short film, in partnership
with the UNA and UNATC.

Since then we have organized 15 exhibitions
(from Venice we brought a tricorn), and we've
got more than 500 hats due to our friends and
the friends of our friends, who always happened
to find a bowler, a top hat or a beret only as a
memory, as they had no more space for them in
their home, but which they could not throw away
either, like their children do...

At the moment my former students are my
colleagues or friends and I am very happy to see
the way the Fashion Department extends and de-
velops. Many of my dreams, which were not pos-
sible before 1989, became true in the meantime.
From 4 students a year, as it used to be when
my daughter started to attend the faculty classes,
now there are up to 100, and the selection is done
naturally, gradually. We also managed to make all
students learn from all our professors and they
took advantage of all their different equipment
and specializations. Thus the noviciate with a sin-
gle master, the danger of limitation and the imita-
tion of a single artistic personality were avoided.

At school they were attracted by valuable
specialists and their human quality derived from
their enthusiasm, with the minimum of material
benefits. Abreast of the times, they travel abroad
(another dream, which my generation could not
even dream of), they are aware of everything
happening all over the world, they do not have to
focus on elementary experience on their own (as
we discovered what could be done with a square
or circle, or how can you provide a sample with
another form if you cut it).

After World War II I experienced the diap-
pearance of the hat which had become politi-
cally suspect, as it was considered a sign of the
bourgeois landlords; the workers were instigated
against them in the class conflict and I sorrowfully
saw how it was replaced with the headkerchief
and the cap.

For many years I have been waiting for the
return of the hat to its well-deserved place and
rank, which is going to inevitably happen simul-
taneously with the development of all young peo-
ple’s artistic education. My explanation regarding

si UNATC. De atunci am facut 15 expozitii (de la
Venetia am adus un tricorn), iar numarul palari-
ilor a trecut de mult de 500, datoritd prietenilor
nostri si prietenilor prietenilor, care gdsesc mereu
cate un melon, un joben sau o beretd pastrate
doar de amintire, pentru care nu mai au loc in
casa dar pe care nici nu se indura sa le arunce,
asa cum arunca toti copiii lor.

Acum, fostii mei studenti imi sunt colegi sau
prieteni si ma bucur nespus sa vad cum creste
si infloreste departamentul Moda din UNA. Multe
dintre visurile mele, imposibile Tnainte de 1989,
s-au implinit intre timp. De la 4 studenti intr-un
an, cum erau pe vremea cand fiica mea a ince-
put facultatea, s-a ajuns pana la 50, iar selectia
se face firesc, pe parcurs. S-a realizat si trecerea
tuturor studentilor pe la toti profesorii sectiilor,
beneficiind de dotarile si specializarile lor diferi-
te. Astfel se evita ucenicia la un singur maestru,
primejdia limitarii, dar si a imitdrii unei singure
personalitati artistice. In scoald au fost atrasi
specialisti de valoare, iar calitatea lor umana reie-
se din entuziasmul cu care lucreaza, cu beneficii
materiale minime. In pas cu vremea, ei circuld in
strdindtate (alt vis irealizabil al generatiei mele),
sunt la curent cu ce se intampla pe intreg paman-
tul, nu trebuie sa faca singuri experiente elemen-
tare (cum descopeream noi ce se poate face cu
un patrat sau un cerc si cum poti sa dai unui tipar
altd forma daca i dai o taieturd).

Am trait in anii de dupa al doilea razboi mondial
disparitia palariei, devenita suspecta politic, soco-
tita semn al burghezo-mosierimii, impotriva careia
era atatat proletariatul la lupta de clas, si am vdzut
cu jale cum era inlocuitd cu basmaua si sapca.

Astept de multi ani revenirea palariei la locul
si rangul care i se cuvin, ceea ce sa va intampla
inevitabil odatd cu cresterea nivelului educatiei
artistice a tuturor tinerilor. Imi explic de ce mer-
ge atat de incet prin faptul c@ democratizarea a
asigurat deocamdata doar instructia de baza de
tip stiintific, prin invatamantul general obligato-
riu. Doar unele zone favorizate, pentru care arta
a ajuns mod de viat3, Ti dau importanta cuvenita,
ca Italia sau Japonia. La noi, cei care hotdrasc
orientarea studiilor nu au avut initierea necesa-
ra pentru a aprecia importanta trdirii artistice a
imaginii vizuale ca si a muzicii, a cdror amploare
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ar trebui sa egaleze n scoala orele de literatura
si poezie. Sper cu incredere ca macar stranepotii
mei sa apuce sa se bucure din plin de ,arta pala-
riei”, care va inflori in viitor fara indoiald, alaturi
de celelalte arte. Deocamdata si pentru ei, ca si
pentru mine in copilarie, palaria e obiect de joa-
ca, mijloc de stimulare a fanteziei. Acum, pentru
marele public, se constatd numai ca ,Moda e la
moda” si asta e bine, e un prim pas.

Ultima mea paldrie, pe care am primit-o in
dar de la Conducerea UNATC, reprezinta o evo-
care a unora din cele mai vechi traditii universi-
tare europene, instituite acum o mie de ani la
Oxford, si face parte din costumul de Doctor Ho-
noris Causa. De abia a doua zi dupd ceremonia
de Tnvestiturd, mi-am dat seama ca patratul care
incununeaza boneta a fost probabil la origine o car-
te tinuta in echilibru pe varful capului, iar snurul cu
pompon era semnul marcand pagina cititd. Dacd
ne amintim ca pana in secolul al XV-lea, cand s-a
raspandit tiparul, cartile erau scrise si ilustrate de
mana, unicate scumpe migalite prin manastiri, pa-
tratul de carton acoperit cu panza incepe sd emane
0 aurd magica, incarcatd de intelepciunea si talentul
multor generatii de invatati. Raman recunoscdtoare
inimosilor artisti de la UNATC pentru cd m-au primit
in mijlocul lor. Si iremediabil optimistd, ma vad ca
0 mica trasatura de unire intre cele doud institutii
artistice, a cdror colaborare o visam pe vremuri i
pe care Departamentul Moda incepe sa o realizeze
acum.

Jos pélaria!

this issue consists in the fact that, for the time
being, democracy had ensured only the basic sci-
entific instruction by means of the compulsory
general education. There are only some privileged
areas, where art has become a lifestyle and got its
well-deserved importance, such as Italy or Japan.
In our country, those who decide the orientation
of studies did not share the initiation needed to
appreciate the importance of the artistic experi-
ence in the contexts of visual image and music,
whose amplitude should equal the literature and
poetry classes at school. I am hopeful that at least
my great-grandsons will have the chance to highly
enjoy the “art of hats,” which is certainly going to
develop in the future, together with other arts. For
the time being, not only for them but also for my-
self in my childhood, the hat represents a playing
object and a method to stimulate fantasy. Now,
for the great public, it is noticed that “Fashion is in
fashion” and that is good, it is a first step.

My last hat, which I have got as a present
from the UNATC management board, represents
an evocation of some old European academic
traditions, initiated a thousand of years ago at
Oxford, and is related to the Doctor Honoris
Causa costume. It was only the next day after
the investiture ceremony when I realized that the
square enwreathing the cap might have originally
been a book kept in balance on one’s head and
the string provided with a pompon was the sign
marking the already read page. If we remember
that until the 15th century, when they extended
the printing, the books were written and illustrated
manually, expensive unique items were carefully
made in monasteries, the carton square was cov-
ered with canvas, one could notice a magic aura
charged with the wisdom and talent of many gen-
erations of scholars. I am grateful to our passion-
ate artists from the UNATC for having accepted
me. And irremediably optimistic, I see myself as
a slight connection between the two artistic insti-
tutions, whose partnership I was expecting once,
which the Fashion Department is on the verge to
accomplish.

Hats off!

Adina Nanu impreuna cu Maria si Miron Oprescu la primirea diplomei Doctoﬂs Causa, UNATC, 2014
Adina Nanu together’m Maria and Miron Oprescu when getting the Doctor Hono' Causa Diploma, UNATC, 2014




Leontina MAILATESCU

initiatoarea Sectiei de Creatie Vestimentara

the initiator of the Creative Clothing Department

The beginnings of the
Fashion Design Department — 1971

I consider myself an accomplished man -
fate has endowed me with a very special life, me,
the eighth child of the Mailatescu family, who was
born in a village — Cetatea de Baltd, next to Blaj.

Today, at the age of 81, I feel honored and
spiritually rewarded by the fact that I am still
present in the memory of my younger colleagues
at the Fashion who asked me to write several lines
about the beginnings of the Fashion Department.

I had worked as a coordinating professor
from the very beginning, since 1971. Back then,
the specialized art school was named ,The Insti-
tute of Fine Arts Nicolae Grigorescu” Bucharest,
and fashion design represented a specialization
of the Textile Art Department together with the
Department of Prints and Tapestry.

I had already discovered my artistic talent
while attending the Secondary Art School from
Cluj, where I was encouraged to continue my
upper studies at Bucharest — the capital of the
country — considering that I could have more op-
portunities to participate in the cultural and artis-
tic events. I was admitted with a high mark, (to-
gether with other colleagues from Cluj, Vladimir
Setran, Viorel Marginean and Ovidiu Pastina), and
6 years later, at the end of faculty time, we were
selected to become University tutors, while also
continuing our artistic and professional career.

My fate conducted me towards the Textiles
Department and made me approach specific
techniques and technologies (both artistic and

Inceputurile sectiei
Creatie Vestimentara — 1971

Ma consider un om implinit — soarta mi-a ofe-
rit o viata cu totul deosebitd, mie, al optulea copil
din familia Mailatescu, nascuta intr-un sat — Ce-
tatea de Balt3, de langa Blaj.

Astdzi, la 81 de ani, mad simt onoratd si re-
compensata sufleteste de faptul ca sunt inca pre-
zentd in memoria colegilor mai tineri de la Depar-
tamentul Moda, care m-au invitat s scriu cateva
randuri despre anii de inceput ai Sectiei CREATIE
VESTIMENTARA. Am functionat ca profesAor co-
ordonator inca de la infiintare, in 1971. In anii
aceia scoala de invatamant specializat de arta se
numea ,Institutul de Arte Plastice Nicolae Grigo-
rescu” Bucuresti, iar creatia vestimentara era o
specializare in cadrul Sectiei Arte Textile, alaturi
de Imprimeuri si Tapiserie.

Am descoperit vocatia artistica incd de pe
bancile Scolii Medii de Arte Plastice de la Cluj,
unde am fost incurajatd sa continui studiile la fa-
cultate, la Bucuresti — capitala tarii — dat fiind
faptul cd oportunitatea de a participa la viata
culturald si artistica ar fi mai deschisa. Am fost
admisa cu nota mare (aldturi de alti colegi de la
Cluj, Vladimir Setran, Viorel Marginean si Ovidiu
Pastina), iar dupa 6 ani, la finalul studiilor, am
fost retinuti in cadrul Institutului ca asistenti uni-
versitari, urmandu-ne apoi, fiecare, cariera artis-
tica si profesionala.

Destinul meu m-a condus cdtre Sectia Tex-
tile, pentru a ma ocupa de tehnici si tehnologii
specifice (atat artistice, cat si industriale). Acest
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lucru a cantarit foarte greu cativa ani mai tarziu,
la nominalizarea si la acceptarea mea ca organi-
zator al noii sectii, cand s-a pus problema infiin-
tarii specializarii ,Creatie Vestimentara”.

Rectorul Institutului de Arte Plastice de la
acea vreme, profesorul universitar Gheorghe
Achitei, a considerat foarte bine-venitd o atare
specializare, iar dintre colegele mele de la vre-
mea aceea eu am fost socotitd potrivitd pentru
aceastd misiune.

Este cazul sa explic faptul cd, pentru infi-
intarea sectiei, in anul 1970, Ministerul Invata-
mantului de la acea epoca a propus o bursa de
studiu la Universitat fiir angewandte Kunst Wien
(titulatura actuald). A fost anul in care Scoala
superioara de Arte Aplicate Kunstgewerbeschu-
le a devenit universitate. Mentionez notorietatea
universitatii, care printre profesorii si absolven-
tii sai numard nume notorii, cum ar fi: Gustav
Klimt, Oskar Kokoschka, Vivienne Westwood,
Karl Lagerfeld, Jil Sander, Pipilotti Rist, Frango-
is Valentiny, Hugo Markl, Gertrude Hochssmann
sau Stefan Sagmeister.

Am socotit si socot si acum o mare onoare
pentru mine oportunitatea care mi-a fost oferitd,
precum si faptul cd am avut ocazia sa studiez
la prima universitate europeand de arte aplica-
te, chiar si pentru doar cateva luni, cu profesori
renumiti, avand ca tutore pe doamna Gertrude
Hodchssmann, personalitate din avangarda modei
vieneze. Am preluat de acolo modelul de studiu,
disciplinele strict necesare, precum si elemente
de exprimare artistica, putdnd astfel construi o
curicula universitara aplicatéd conditiilor din Ro-
mania acelor vremuri.

Ma fascina ideea de a crea haine care sa ras-
punda cat mai multor ocazii, sa satisfaca cat mai
multe gusturi, sa poata fi purtate si sa convind
cat mai multor forme corporale sau varste. Eram
perseverentd si progresam odata cu studentii, pe
care ma straduiam sd ii formez in conformitate
cu cele invatate la Viena. Nu era usor, deoarece
creatia specifica modei era si este diferitd de cea
artistica, iar acest lucru era foarte greu de inteles
si acceptat de catre colegi si studenti.

Ca profesor, eram obligata sa cunosc indea-
proape tehnicile de tipar si confectionare, sa ofer
solutii de creatie, de redare in desen si sa co-

industrial). This fact meant a lot some years later,
when I was appointed the organizer of the new
department, when they founded the “Fashion
Design” specialization.

The rector of the Art Institute during that pe-
riod of time, professor Gheorghe Achitei, had wel-
come this kind of specialization and, from all my
colleagues, I was considered the most appropriate
one to develop this mission.

It is the time to explain the fact that then, in
order to found the department in 1970, the Min-
istry of Education proposed a scholarship at Uni-
versitat flr angewandte Kunst Wien (the actual
entitling). It was the year when the Upper School
of Applied Arts, Kunstgewerbeschule, became a
university. I mention here the notoriety of the Uni-
versity, famous for its professors and graduates
such as: Gustav Klimt, Oskar Kokoschka, Vivienne
Westwood, Karl Lagerfeld, Jil Sander, Pipilotti Rist,
Frangois Valentiny, Hugo Markl, Gertrude Hochss-
mann or Stefan Sagmeister.

I still consider this opportunity a great hon-
or; moreover, I am glad I've had the occasion to
study at the first European University of Applied
Arts, even if only for several months, with well-
known professors, coordinated by Mrs. Gertrude
Hochssmann, a personality of the Viennese fash-
ion avant-garde. I borrowed the pattern of study,
the strictly needed disciplines, as well as the ele-
ments of artistic expression, thus elaborating an
academic curriculum according to those Roma-
nian circumstances.

I was fascinated to create clothes which were
supposed to match with a wide range of oppor-
tunities, satisfying more preferences, to be finally
worn and fit more bodies and ages. I was tenacious
and developed at the same time with my students,
which I tried to educate according to those learned
in Vienna. It was not easy as the creation specific
to fashion has always been more different than the
artistic one, and this detail was hardly understood
and accepted by my colleagues and students.

As a professor, I had to know the pattern and
production techniques very well, to provide crea-
tive solutions in drawings, and coordinate the ac-
tivity of the fashion lab. This period of time will
be always special for me, not only because of the
novelty of the situation but also due to my experi-
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ordonez activitatea laboratorului de moda. Acea
perioada ramane un lucru deosebit in viata mea,
nu doar prin noutatea situatiei, ci si prin experi-
entele trdite alaturi de studentii mei de atunci.

Fiecare dintre ei dorea sa fie cat mai origi-
nal si era dornic sa demonstreze cd poate fi un
creator de moda talentat. As mentiona pe Gerda
Kneipp, Stefan si Lizica Radulescu, Doina Costa-
che Cerisier, Nicolae Tudor, Ella Stefanescu, care
de-a lungul carierei lor au demonstrat corectitudi-
nea drumului inceput in Romania acelor vremuri.

De asemenea, dintre studentele mele de
atunci, Unda Popp, Ioana Avram, Paula Bar-
bu, Claudia Musat au ajuns astdzi profesoare
la UNAB.

Am fincercat sa insuflu un spirit romanesc in
tot ceea ce Inseamna moda, sa deschid usa crea-
tiei de moda catre valorile nationale, cu atat mai
mult, cu cat chiar in acel an, Yves Saint Laurent
lansa in cultura si arta universald iia romaneasca.

Problema care se punea era ca studentii sa
fie capabili sa creeze, sa exprime si sa realizeze
piese vestimentare care sa nu fie doar artistice
sau creative, ci sa fie imbracdminte care rdspun-
de diferitelor cerinte, teme sau nevoi reale. Desi
a trecut multd vreme, si pentru cei de azi acele
timpuri pot pdrea anacronice si depdsite, totusi
nu trebuie uitat ca existau facilitati si oportunitati
deosebite pentru cei ce doreau sa se pregateasca
pentru profesia de creator de moda.

Studentii beneficiau de consultarea revis-
telor de mod3, la Biblioteca Institutului sau la
CEPIU (Centrul de Cercetare pentru Industria
Usoard), unde puteau fi vizionate ultimele cre-
atii lansate la Paris — capitala modei, dar acest
lucru se referea doar la documentare, deoare-
ce in Institut era foarte incurajata originalitatea
vestimentara, iar studentii erau indrumati sa fie
cat mai inovativi in creatiile lor.

Facultatea noastrd punea la dispozitie ma-
nechine pe dimensiunile standard, un atelier
dotat cu materiale, masini de cusut (chiar daca
nu cele mai performante), asistenta tehnicd (un
tehnician specializat, care sprijinea studentii la
constructia tiparului si la confectionarea vesti-
mentatiei), manechine (de croitorie) si un ma-
nechin viu, care participa si la cursurile de cro-
chiuri, absolut obligatorii.

ence together with my students back then.

Each of them wished to be as original as pos-
sible and was eager to prove that he could be a
talented fashion creator. I would mention Gerda
Kneipp, Stefan and Lizica Radulescu, Doina Cos-
tache Cerisier, Nicolae Tudor, Ella Stefdnescu who,
during their career, demonstrated the corectness
of the way started in Romania of those times.

Regarding my former students, Unda Popp,
Ioana Avram, Paula Barbu and Claudia Musat,
they are now professors at the National University
of Arts, Bucharest.

I tried to provide all that means fashion with a
Romanian spirit, to stimulate fashion towards the
national values, especially as during that year Yves
Saint Laurent was promoting the world and Roma-
nian culture and art.

The main issue was that students were sup-
posed to be able to create, express and realize
items of clothing, which were meant to be not
only artistic or creative, they were demanded to
represent a sort of clothing responding to differ-
ent patterns, topics or real needs. Although it had
happened a long time ago, and we might consider
these times anachronistic or oudated, we must
not forget the special facilities and opportunities
provided for those who wanted to train and be-
come fashion designers.

The students could benefit from the consulta-
tion of fashion magazines at the Institute’s Library
or at the CEPIU (The Research Centre for Light In-
dustry), where they could see the latest creations
launched at Paris — the capital of fashion, however
this fact referred only to the documentary aspect
since at the Institute originality was highly stimu-
lated and students were recommended to be as
innovative as possible in their creation.

Our faculty provided the students with stand-
ard mannequins, a studio equipped with materi-
als, sewing machines (even if they were not very
specialized), technical assistance (a specialized
technician, who used to support the students in
the construction of patterns and the clothing de-
sign), tailoring mannequins and a living manne-
quin, who also participated in the sketch courses,
which were absolutely compulsory.

During that period of time the materials,
which had to become clothing items, were pro-

vided by the faculty (about 3-4 assortments such
as: decorative canvas, a very soft and tender silk
— ,Excelsior”, a woolen fabric suggests the goat
factor, roughness — ,Astar”, and... that’s it), they
were white and unpainted, and we had the op-
portunity to print them in the studios of the Textile
Arts Department. They also created accessories,
especially hats or bags, to complete the outfit. As
a result, the students also learned a few details
regarding these techniques.

The Institute also had its photo lab and an
employed photographer to immortalize the collec-
tions realized by students as they considered each
experience or finite product a document, for the
archive to be seen by students and professors any
time they wanted, as a source of inspiration or as
a didactic material. Although we can refer to it no
more, it was conceived according to the Osterrei-
chischen Museums fiir Kunst und Industrie model,
which developed the Kunstgewerbeschule, yet the
idea might be reconsidered.

For years I have been working with Adina
Nanu, my colleague, who was teaching the his-
tory of the costume and was promoting the un-
conventional experiments among students thus
the school’s rigor was softened by more flexible
and more amusing topics.

The Professional Artists’ Union supported the
young generation, even the students, and some-
times provided them with the right to exhibit in
their exhibition rooms, and the meritorius stu-
dents were often awarded for their inventiveness
and originality.

The FASHION magazine by the Consumer Co-
operatives was also sheltering the creations of the
students belonging to the Fashion Department.

Besides my didactic and professional responsi-
bilities, I used to satisfy my passion by buying ma-
terials to subsequently confection them and today,
at my age, I am surprised to see how many clothing
items I have created, painted, printed and made
with my own hands. I open my wardrobe and, after
such a long time, I can enjoy this kind of accom-
plishments and the memories they are related to.
I have got films and documentaries illustrating my
whole career as a professor at the Fashion Depart-
ment and sometimes I nostalgically remember the
moments when all these had begun.

La acea vreme, materialele care trebuiau sa
devind produse vestimentare erau asigurate de
catre facultate (cam 3-4 sortimente, cum ar fi:
panza de decor, o matase foarte find — ,Excel-
sior”, o tesatura de lana de capra, aspra — ,As-
tar”, si... cam atat), erau albe, nevopsite si aveam
posibilitatea sa le vopsim sau sa le imprimam la
atelierele Sectiei Arte Textile. De asemenea, se
creau accesorii, cu precadere paldrii sau sacose,
care sa completeze tinutele. Asa se face cd stu-
dentii invatau cate putin si despre aceste tehnici.

Institutul avea si un laborator de fotografie,
cu un fotograf angajat pentru a imortaliza colec-
tiile realizate de catre studenti, in ideea ca fiecare
experientd sau produs finit sa rdmand ca docu-
ment, iar arhiva sa poatd fi vizionata de catre
studenti sau profesori, oricand, ca sursa de in-
spiratie sau ca material didactic. Desi acest lucru
s-a pierdut, el a fost gandit dupd modelul Oster-
reichischen Museums fiir Kunst und Industrie,
din care s-a dezvoltat Kunstgewerbeschule, dar
poate ideea ar putea fi reluata.

Ani buni am facut echipa cu Adina Nanu,
colega mea, care preda istoria costumului si
care stimula experimentele neconventionale in
randul studentilor, astfel incat rigoarea scolii de
moda era imblanzitd de teme mai libere, mai
amuzante.

Uniunea Artistilor Plastici sprijinea tinerii,
chiar si pe studenti, si le oferea uneori dreptul
la expunere in sdlile sale, iar adeseori studentii
foarte meritorii erau premiati pentru inventivita-
tea si originalitatea lor.

De asemenea revista MODA, de pe langa co-
operatia de consum, gdzduia si creatiile studen-
tilor de la moda.

Pasiunea mea, in afara obligatiilor didactice
si profesorale, mi-o satisfaceam cumparandu-mi
materiale, pentru a le confectiona eu insami, iar
azi, la varsta mea, ma mir cat de multe obiecte
vestimentare am creat, vopsit, imprimat si con-
fectionat chiar cu mana mea. Deschid dulapul,
si dupa atata vreme ma bucur de astfel de reali-
zari, fiecare cu amintirea ei. Am filme si fotografii
care stau marturie pentru intreaga mea cariera
de profesor la Sectia de Mod3, si uneori readuc in
memorie, cu nostalgie, momentele in care toate
acestea au inceput.
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Events

Anul II, ZVON DE PRIMAVARA — Instant Fashion Show, Sun Plaza, Bucuresti, 2013
Second year BA, THE WHISPER OF THE SPRING — Instant Fashion Show, Sun Plaza, Bucharest, 2013
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Colectiile studentilor Departamentului Moda prezentate cu prilejul sarbatoririi a 70 de ani de activitate British Council
in Romania, Centrul Cultural Britanic, Bucuresti, 2013

The collections of the Fashion Department students presented at the 70s anniversary of the British Council in Roma-
nia, the British Cultural Centre, Bucharest, 2013
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Colectiile studentilor Departamentului Moda prezentate cu prilejul sarbatoririi a 70 de ani de activitate British Council Lacramioara Crisan, Sibiu, 2013
in Roménia, Hotel Hilton, Bucuresti, 2013. In imagini apare colectia Roxanei Parvu.

The collections of the Fashion Department students presented at the 70s anniversary of the British Council in Roma-
nia, Hilton hotel, Bucharest, 2013. In photos appears Roxana Parvu'’s collection.



Sedinta foto pentru Colectia LadZestra, UNAB, Bucuresti, 2014
Photo session for the LadZestra Collection, UNAB, Bucharest, 2014
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Colectiile studentilor: Alexandru Ivan (1), Raluca Mandita (2), Madalina Georgescu (3), Romexpo, Bucuresti, 2013

The collections of the students: Alexandru Ivan (1), Raluca Mandita (2), Maddlina Georgescu (3), Romexpo, Bucha-
rest, 2013

Colectiile studentilor: Lacramioara Crisan (1), Alina Gurgutd (2), Romexpo, Bucuresti, 2013

The collections of the students: Lacramioara Crisan (1), Alina Gurguta (2), Romexpo, Bucharest, 2013
Prezentare UNAB — Modd: Doina Berchind (3), Romexpo, Bucuresti, 2013

UNAB — Fashion presentation : Doina Berchina (3), Romexpo, Bucharest, 2013



Liliana Turoiu, vernisajul expozitiei de Arta si Costum ,Sur les toits de Paris”, Athénée Palace Hilton, Bucuresti, 2013 Adina Nanu lucrand cu Viorica Sladescu in Laboratorul de Imprimerie din cadrul Departamentului Arte Textile, 2013
Liliana Turoiu, the opening of the Art and costume exhibition “Sur les toits de Paris”, Athénée Palace Hilton, Adina Nanu working with Viorica Sladescu in the Printing Laboratory inside of the Textile Arts Department, 2013
Bucharest, 2013
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Prezentarea Colectiei DeConFashion, cu prilejul semnarii parteneriatului dintre UNAB si Scoala de Moda din Viena, Prezentarea Colectiei DeConFashion, cu prilejul semndrii parteneriatului dintre UNAB si Scoala de Moda din Viena,

DADA, Bucuresti, 2013 DADA, Bucuresti, 2013
The presentation of a collection, DeConFashion, when signing the partnership between the National University of Arts The presentation of a collection, DeConFashion, when signing the partnership between the National University of Arts

Bucharest and the Fashion School from Vienna, DADA, Bucharest, 2013 Bucharest and the Fashion School from Vienna, DADA, Bucharest, 2013



Gala Absolventilor Departamentului Modd, UNAB, Bucuresti, 2013
The Fashion Department’s Galla, UNAB, Bucharest, 2013
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