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Preface

On the occasion of its 15th Anniversary the Faculty of Interior Architecture of
the "lon Mincu” University of Architecture and Urbanism, Bucharest, Romania,
organized a Scientific Session under the general titleArchitecture and Design -
Design and Architecture / Interferences.

Teaching needs to be doubled by researchon a permanent basis. Whether we
refer to project research - specific to our domain - whether we are referring to
fundamental research, research is a way of expressing our curiosity and inclina-
tion towards specific themes by penetrating into their deepest secrets, finding
new creative solutions and demonstration of their applicability in practice.

So | thought it necessary for the anniversary moment to be marked by a Scien-
tific Communication Session. This was thought to be an opportunity to share
our research concerns and an invitation for our colleagues from the other fac-
ulties of UAUIM and other faculties abroad to join us in this mutualknowledge,
but also an opportunity for some students of our faculty to present themselves
and become accustomed to this type of scientific communication. At the same
time we had the pleasure of having with us, on this occasion, three guests from
abroad, friends of our university, with whom we collaborated with other scien-
tific events.

That is why the general theme of the session was a generous statement: Archi-
tecture and Design - Design and Architecture / Interferences, developing three
thematic sections: 1. Materials, technologies, innovation; 2. Heritage, tradition,
sustainability; 3. Architecture and design education.

The session was organized by a Scientific Committee formed by: prof. Marius
Marcu LAPADAT, Arch PhD - President, former Dean of FAl; assoc.prof. Carmen
DUMITRESCU, Arch PhD; assoc.prof.Codina DUSOIU, Arch PhD; lecturer Oana
DIACONESCU, Arch PhD, FAI Deputy Dean, having as committee secretary as-
sist. Marilena NEGULESCU, Int.Arch PhD.

The 25 papers selected to be presented were distributed almost equally across
the three sections, resulting in a balanced program.

As an anniversary communication session, we wanted to involve our students



in this action as well. Thus, with the agreement of the titular teachers, the stu-
dents presented papers that are part of the series of works in progress of the
respective disciplines. It was a special occasion for about 90 students from the
3rd year Product Design and Vth year Interior Architecture and Product Design,
these presentations having a didactic goal, respectively the practice not only of
elaborating scientific papers but also of their presentation in public.

The Scientific Session also had three special guests - keynote speakers - who
contributed, through conferences, to the fulfillment of these days devoted to
scientific communications. These were:
e Prof. Arch. Romolo MARTEMUCCI, MArchMSUrb - Pantheon Insti-
tute Rome, Italy / Pennsylvania State University, USA
e prof.dr.arh. Riccardo D’AQUINO - Sapienza University of Rome, Italy
¢ Arch. Danilo VESPIER - Vespier Architects, Genova, Italy.

As a corollary of this scientific session, following the submission of papers, the

Scientific Committee selected several papers to be finalized for publication in
this volume at lon Mincu University Publishing House.

Prof.dr.arh. Beatrice-Gabriela Joger
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Keynote Speaker:
RICCARDO D’AQUINO, Italia




A SLOW SEARCH FOR DETAILS

RICCARDO D’AQUINO
(ITALIA)

Riccardo d’Aquino is an Architect specialized in Architecture Design and Resto-
ration of historical and archaeological sites. He designed and built numerous
projects focused on highly significant historical contexts, inter alia: A.D.A. de-
sign and restoration in the Trajan’s Market (Rome, Il Century a.D); new paving,
light system and restoration in the Basilica of Santo Stefano Rotondo (Rome,
V Century a.D); restoration and new covering for the Etruscan city of Acqua-
rossa (Viterbo, VII Century b.C.). He currently is a Professor of Architectural
Design and Restoration at the Post-Graduate School of Cultural Heritage and
Landscape, Sapienza University of Rome, and Faculty Member of Design Ar-
chitecture and Architecture of the City at University of Arkansas Rome Center.
Since 2014, he is an Affiliate Faculty Member at Auburn University. Previously,
he was Professor of Design Architecture at Sapienza University of Rome, Italy
(2002-2011).

He is author of numerous articles and publications focused on the relationship
between Design and Restoration, among others: Architecture and such Things.
Elemental observations on several works. Heritage Conservation in Italy and
Russia, 2015; One or two things about Architecture. Restoration works at the
Trajan’s Markets in Rome. Southeast University Nanjing, 2015; Works for the
basilica of St. Stefano Rotondo in Rome. Loggia. Arquitectura Y Restauracioen.
Universidad Politécnica de Valencia, 2015; he also published a book titled Lu-
0go, paesaggio e progetto. Osservazioni sulla lunga durata dell'immagine di
Roma. Dedalo & Artefatto editori, 1992.

He received several international awards, such as the Domus International
Award of Ferrara (2nd place) for the Design and Restoration for the basilica
of S. Stefano Rotondo and the Honourable Mention at Ar&Pa IX Biennal de la
Restauracioen y Gestioen del Patrimonio for the Design and Restoration of the
external areas of the Trajan’s Market in Rome.

He graduated in Architecture and he holds a Ph.D. in Architecture Design.




Fig. 1a GALLESE general view and details
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’As the title of the 2018 FAI International Conference significantly points out,
Interferences are at the basis of Architecture. Rational notions interfere with
personal considerations and vice versa, as do technical solutions and concep-
tual drawings. John Ruskin provided an insightful definition of Architecture and
building: “[W]hen we build, let us think that we build for ever. Let it not be
for present delight, nor for present use alone; let it be such work as our de-
scendants will thank us for, and let us think, as we lay stone on stone, that
a time is to come when those stones will be held sacred because our hands
have touched them [...] For, indeed, the greatest glory of a building is not in
its stones, or in its gold. Its glory is in its Age.” (1) And yet, nowadays change is
quick and always ongoing.

Faced with increasing environmental challenges and technological issues, con-
siderations regarding sustainable buildings and zero energy consumption have
a key role in contemporary architectural design. In our ever more globalized
world, billions of data continuously interact with each other: the anxious re-
search to find answers within the enormous amount of information and in-
terferences seems to be driven exclusively by technological considerations.
Similarly, the complexity of computer programs and data analysis often leads
to focus on instruments rather than projects. Are we sure that Building Infor-
mation Modelling (2) (BIM) will solve all the problems which architecture and
urban design have to face?

Through technology and research focused on modern materials, contemporary
Architecture appears to be mainly interested in environmental performances,
which replace the Vitruvian principles of firmitas, utilitas and venustas. Data
and performance become the new aesthetics of Architecture while the Internet
offers open source systems, digital and flexible design instruments for build-
ings and houses, architects and citizens. Carlo Ratti, an Italian architect and
the Director of the MIT Senseable City Lab, researched the impact of digital
technologies on planning and design, and affirmed that “New Architecture will
foster Open Source Projects, developed by many hands and with the contri-
bution of the final users ... benefitting great energy from the Net, with the Ar-
chitect playing the role of Moderator.”(3) Conversely, the Italian philosopher
Umberto Galimberti warned that although “[w]e are all convinced that we live
in the technical age of which we enjoy its benefits in terms of goods and spaces
of freedom [...] In fact technique does not tend toward a purpose, does not
promote a meaning, does not open scenarios of salvation, does not redeem,

does not reveal the truth. Technique works.”(4) The title of the current session,
namely Architecture and Design Education, encompasses a broad variety of is-
sues ranging from the meaning of the term Architecture (5) to the relevance of
Design (6) in academic learning. Architecture Schools aim to educate students
on construction and design processes, to “contribute to the innovation and
integration of the several architectural fields of study in the broad spectrum
of their applications”, and to support “learning and experimental activities re-
quired for the development of architectural projects.” (7) What seems to be
forgotten, sometimes, is the purpose of architecture: to build, and not only to
design.

Physical and material principles remain the only certainty while everything else
becomes subjective and transitory: subjective, because the architectural idea
only refers to itself and homogeneity is unachievable among the multitude of
individual architectural styles; transitory, because the new materials often have
a limited life cycle of maximum 30 years, and because architecture is not per-
manent anymore and everything is always replaceable in the contemporary
urban environment. As a result, the city becomes an eclectic set of unrelated
forms and unhistorical images, ever changing and often in contrast with their
context, never becoming an integral part of the Place.

Therefore, teaching Architecture becomes very difficult. What can we really
teach? In order to answer this question, we can refer to Peter Zumthor: “Why; |
often wonder, dares so rarely what is immediate and what is difficult? Because
the recent architecture has found so little confidence in the peculiar things that
distinguish the Architecture: the material, the construction, the support and
the being supported, the earth and the sky; so little trust in free spaces to be
authentically free, spaces in which care is taken of the wrapping which defines
them, of the material consistency that characterizes them, of their capacity for
reception and resonance, of their cavity, of their emptiness, of light, of air, of
smell?” (8)

Throughout more than thirty years of experience working in restoration and
design architecture with a focus on historical or archaeological areas, | have
always referred to the principle of transformation and refused those of demo-
lition and substitution, which insist on starting every time from a tabula rasa. |
believe that architects have to experience and acknowledge the complexity of
details, from urban to building scale, as exemplified by the design of these five
architectures: the Thermal Baths in Vals by Peter Zumthor, the New National
Gallery in Berlin by Mies van der Rohe, the Salt Lake Institute by Louis Kahn, the

Fig. 1b GALLESE structural diagrams

Fig. 1c GALLESE structural diagrams
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Fig. 1d GALLESE the interior stairway

Restoration of Castelvecchio in Verona by Carlo Scarpa, and the Frittelli’s House
in Macerata by Danilo Guerri.

Referring to architectural design, Peter Zumthor said: “I work a little bit like a
sculptor. When | start, my first idea for a building is with the material. | believe
architecture is about that. It’s not about paper, it’s not about forms. It’s about
space and material.” (9) Architecture is a slow searching for details.

Louis Kahn highlighted how important it is to “honor the material that you
use.” (19) He meant that we should make the best possible use of materials in
both aesthetic and performative terms. This entails considering structure when
we think of materials. Structure does not exist without a form that justifies its
presence, and Form does not exist without a structure that realizes its image:
indeed, any architectural form needs a structure not only to be supported but
also to be perceived. Hence, structures are evidently connected with Order.
Louis Khan declared:

Design is form-making in order

Form emerges out of a system of construction

Growth is a construction — In order is creative force

In design is the means — where with what when with how much. (11)

Mechanics points out the relation between Structure and Order, between tech-
nical issues and conceptual images. Interferences emerge again.

In the next paragraphs, | will present three projects, all of them regarding his-
torical buildings, which | developed and realized respectively in 2002, 2004, and
2014. Ancient buildings resist very well to compression. They are also primarily
isostatic. Isostatic structures are indifferent to possible constraint movements,
which are not uncommon in the life-span of a historical building. Because of
this, it is key for a structure to be able to follow the movements of its supports
and constraints: isostatic structures can partially change their form, avoiding
internal tensions which could cause problems to its components. New structur-
al elements were designed and built taking into account resistance (pulled or
pushed elements) and coherent use of materials (steel and wood): solid wood
elements were used to oppose flexure and compression forces while steel ele-
ments resisted to traction.

The first project was realized in Gallese, a small city nearby Viterbo 60-65 kilo-
meters from Rome, and involved the restoration and the adaptive re-use of the

Renaissance Tower and Gate as an information office in the Amerina’s Regional
Park.

The second project concerned an area of the Garden of Milizie, located within
the archaeological complex of the Trajan’s Markets in Rome. The area is an
hypogean space that include the original Roman travertine sidewalk, a Renais-
sance vaulted passage, and two “suspended” vaults from the XVIII century
nuns’ convent Santa Caterina, demolished by the Fascist Regime during the
first half of the XX century. The first and the second project were designed in
collaboration with Arch. Luigi Franciosini and Eng. Paolo Uliana.

The third, and most recent, project focused on the Etruscan archaeological site
of Acquarossa nearby Viterbo, designing a new roof-shelter and restoring the
ruins at the entrance of the city.

According to the principles stated by the Charter of Venice, (12) no new el-
ement should be added to an ancient building unless strictly required for
structural, aesthetic, or preservation reasons; in any case, the new insertions
must always be recognizable and distinguishable from the original monument
through forms, colors, and/or materials. The palimpsest of those constructions
refers to archeological sites and historical contexts, as well as to the observa-
tion and inventory of remains, buildings, paths and spaces; all these elements
must be considered as an organic combination that should always be recog-
nized as a Place.

The Renaissance tower and gate of Gallese (Viterbo)

Gallese is a small Medieval city build on a tuff hill and protected by a defensive
stone wall. The only access to the city is through the Gate next to the Torre di
Mezzo, a Renaissance protection tower which was wrongly restored at the be-
ginning of the XX century with the addition of anachronistic crenellations from
the Medieval period.

In 2002, the City intended to reuse the tower and the armory above the Gate as
the new touristic information centre of the Amerina’s Regional Park. In order to
reach the armory, it was necessary to build a stairway in the tower, and a new
roof to cover it. The main problem was how to connect the cylindrical stone Re-
naissance wall and the new stairway so that the new structure and the internal
surface would touch as little as possible. The second issue regarded the choice
of materials: coherent with the original tower both in terms of historical image

Fig. 2a GARDEN OF MILIZIE hypogean
views




Fig. 2b GARDEN OF MILIZIE survey’s typo-

logical section

Fig. 2c GARDEN OF MILIZIE structural dia-
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and physical compatibility, and respectful of the preservation principle of min-
imum intervention. (13) The new roof for the tower was designed as a wood-
en structure reinforced with steel pulls and covered with roof-clay tiles. The
original position of the roof was unknown, and historic documentation did not
provide any information or pictures. Therefore, we decided to leave a narrow
space between the roof and the top of the tower, after removing the anachro-
nistic crenellations. We also designed eight inclined wooden beams reinforced
with steel struts and guy ropes in order to reduce their flexibility and channel
the loads vertically on the wall, better able to resist the compression rather
than lateral pressure. Because of its circular form, the roof is only supported by
eightinclined and short steel brackets along the wall, which are fixed with small
steel plates lightly anchored at the stonework.

The new stairway, made of wood and steel as a Medieval or Renaissance struc-
ture, is suspended and hanging from a central steel knot connected to the eight
wooden beams of the roof. The vertical structure touches the internal wall only
with small horizontal elements, in order to avoid the natural swing caused by
its use. Steps and landings of the stairway are made of wooden sticks (Iroko)
to allow the vertical transparency; the handrails are designed according to the
same principle of transparency, in order to allow the visual experience of the
wall and the continuity of the vertical axis of the cylinder inside the tower.

The relations between the historical building and the new structures can be
regarded as an integrated system, respectful of original materials and careful
with the new ones: the image of the original coverage crowning of the tower
is restored without renouncing the modernity of the details. The whole project
was designed taking as reference the Renaissance “idea of machine”, in order
to make evident the structural principles related to form and functional neces-
sities, and the concept of minimum intervention.

Hypogeum space under the Giardino delle Milizie within the Trajan’s Market
in Rome

The so-called Giardino delle Milizie (Militia Garden) is a green open space,
the result of fascist demolitions concluded in 1934, which was rediscovered
through archeological excavations during the 1980s. Under the garden there
was a hypogeous space made of several historical layers: remains of the 15th
and 16th centuries, three masonry vaults of the nun convent of St. Caterina,
and a stone vaulted Renaissance corridor. Particularly relevant were the trav-
ertine blocks, remains of a pavement, found between the Renaissance corridor

and a Roman brick wall of the market building: this pavement, dating back to
the Empire of Trajan, shows the original level of Trajan’s Market.

The project (developed in 2001 and realized in 2004) aimed to adapt the hy-
pogeous space for visitors in order to show the blocks remains of the TrajanEls
travertine pavement still on site. The technical challenge was to design a new
retaining-wall within the narrow hypogeous space, which would react to the
horizontal thrust of the vertical earth-wall, and save the archaeological remains
underneath. Another issue was how to restore, consolidate, and support the
17th century vaults of the nun convent, as it was not possible to reduce struc-
tural loads nor add new pillars to the original foundation level. Hence, we de-
signed new structures able to redirect loads and forces, mainly against the new
retaining wall. This structural principle guided the design of the wooden pillars
as a “V” system; each pillar was reinforced with a diagonal steel tie-rod and a
horizontal steel strut. The mechanic of the new structure was the following:
the wooden pillars were compressed by the weight coming from above; in ad-
dition, because of their form (the V shape) and their mechanical elements (rod-
tie and strut), 70% of the loads coming from above were re-routed against the
retaining wall, lessening the burden on the foundations. The “V” system pillars
and the steel beams supported a new roof placed at the same level of the gar-
den above. Moreover, this structural system was also used in order to suspend
the remaining 17th century vaults of the nun convent: the steel beams were
folded in an “L” shape forming “seats” or “hands”, which supported the vaults.

Clearly, the structures of this project were not just functional elements to sup-
port loads. Indeed, these structures contributed to the architectural image of
the entire site and defined the modern space: they were strongly related to the
archaeological remains while, at the same time, avoiding direct contact with
them.

The Etruscan archaeological site of Acquarossa (Viterbo)

The archaeological site of Acquarossa is located at 6 km north of Viterbo. Visi-
tors reach the place driving along a panoramic snaking road through the Viter-
bese Region, close to the Tiberina road and 10 km from the Tevere River. The
city took its name, literally ‘Redwater,” from a hidden spring full of iron suspen-
sion which colored the water red. The archaic town, inserted in a network of
other inhabited centers, was built on a vast plateau that slopes down from the
Cimini hills. Steep cliffs delimite the plateau, surrounded by the deep ditches of
Acquarossa and Francalancia.

Fig. 2d GARDEN OF MILIZIE the hypogean
details
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In the 1960s, following the accidental discovery of part of the ruins by a local
farmer plowing his fields, Sweden’s King Gustaf VI Adolf carried out excavation
works and started to explore the city. For this reason, Swedish studies are the
most important source of archaeological and historical information regarding
the site (15). Big old trees (mainly oaks and nut-trees) shape the landscape,
bordering a grazing land. The archaeological remains complete the natural ap-
pearance of the panorama as stones, and because their formal inconsistency,
they do not evoke the image of the Etruscan city anymore.

Notwithstanding the still limited number of visitors, Acquarossa stands out as
one of the most significant Etruscan areas: the city is one of the few original
urban Etruscan centers ever found in Italy (the others are mostly necropolis).
Some rural-like coverings protect the ruins. The archaeological remains are
surrounded by a lush natural environment, in a sort of ancestral relationship
between Nature and the City.

In 2014, the Swedish Institute of Classical Studies in Rome promoted an Inter-
national Call for the Restoration and the new roof design for Acquarossa, sup-
ported by the Italian Superintendence. The Call focused on the preservations
of the four Etruscan buildings (A, B, C, D) at the entrance of the city and the
restoration of the modern canopies covering the archaic remains.

Out of eleven international proposals, our project was awarded the first price
by the Call Commission directed by Dr. Kristian Géransson, director of the Swed-
ish Institute of Classical Studies in Rome, with the director of the Italian Su-
perintendence for Etruscan Archaeology Dr. Alfonsina Russo and Dr. Margareta
Strandberg Olofsson, archaeologist of Acquarossa and scientific director of the
National Etruscan Museum in Viterbo. The team was composed by: Prof. Arch.
Giovanni Carbonara, Arch. Gioia Barchiesi Ghenzi, Eng. Paolo Uliana, Arch. Ser-
afina Cariglino, Arch. Teresa Cuccarese, Arch. Natalie Lazzaro, and myself.

According to the archaeological tenets listed in the Chart of Venezia and the
writings of Renato Bonelli (16) , we designed new roofs and structures focusing
on four main principles:
1. The new roof had to foster an understanding of the archaeological
traces. It was more a rebuilding instead of a new construction. It was
the restoration of an archaeological image;
2. Fragmentation was the guiding principle for all the elements com
posing the new roofs to give visitors the proper visual and educatio
nal information. A single scenographic structure for the roof, i.e.
a curved shell or any other abstract shape, would have been an ar

bitrary imposition of modern architecture upon the Etruscan place,
which remains the most significant physical document and conceptu
al memory;

3. Copies of the original decorations and capitals discovered on site
were placed in their original positions over the new constructions,
providing more volumetric and historical information in a sort of
open-air museum;

4. Moreover, the new paving had to follow a specific design principle,
namely that different spaces and architectural elements, such as
courtyard, rooms, walls, etc., had to have separate ground colors,
grains and textures in order to facilitate the reading of the archaeolo
gical site and its architectural components.

The Structural concept (17) is conceived as a sort of “three-dimensional wire
mesh” bent to form columns and trusses, both resistant and transparent at the
same time. The new structures aim to underline the archaeological construc-
tive elements and are placed on the surface of the archaeological soil avoid-
ing deep or continuous foundations. Therefore, columns and trusses, made by
folded steel nets, face the courtyard and follow the traces of the and archaic
buildings A and C. External pierces are gently tapered and made in wood to
find an ideal connection with the trees surrounding the archaeological area.
The Corten-steel cover sheets are folded and open in order to combat the lift-
ing force of the wind. They are discontinuous surfaces which maintain their
“protective” function and evoke the idea of a gable roof (probably the original
form) without any arbitrary imposition on the unknown shape and height of
the Etruscan constructions. Steel was chosen as the construction material for
this project because of the possibility to reduce its mass while, at the same
time, increasing transparency. In addition, it weights less while still providing
an excellent resistance.

Restorations and protections of the archaic surfaces and walls followed pre-
cise physical-chemical protocols, which took into consideration the effects of
weathering and material decay. In addition, the restoration of Acquarossa in-
volved considerations about the image of the Place, the memory of the Etrus-
can city, and the suggestions of the buildings volumetric presence.

With regard to the Etruscan wall protections, we followed and interpreted the
Swedish system: referring to the restoration technique named rigatino (18) ,
we turned the tuff bricks vertically over the archaic masonries and inserted
a sacrifice stratum between the original stone-blocks and the contemporary

Fig. 3c ACQUAROSSA elevation and details

Fig. 03d ACQUAROSSA general plan vith
materials and diagrams of the different
phases of construction
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Fig. 3e ACQUAROSSA restoration details
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addition. In this way, we protected the walls and improved the visibility of the
archaic stone rows for the visitors. As regards the horizontal surfaces — we do
not know if there were any paving — we designed dry earth surfaces to avoid
vegetation growth and protect the Etruscan walls from the superficial running
of rainwater. We also used different colored earth, grain and textures to under-
line the differences between the archaeological spaces: the building indoor, the
courtyard, and the lines along the tuff walls creating a buffer zone between the
paving and the Etruscan masonries.
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T —= (e volumes and colours”; context and history will be used as guide-lines for the
- “—_‘Hd new project in order to respect the “spirit of the Place”; restoration ends “at

’ :___ the point where hypotheses start”; traditional construction techniques will be
e = used in terms of materials, colors, and memory; lost pieces have be carefully
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A TRANSCENDENCE OF REPRESENTATION - AN ETHIC
AND MORAL MESSAGE TO THE MEMORIAL SPACE

Abstract

Memorial architecture acts like a host. Through spatiality it leads us towards
sensory and physical experiences which conceal symbols. The perceived mes-
sage is decoded and interpreted in different ways based on the education, cul-
tural background and responsiveness of the spectator. Any interpretation is in
fact a recreation of the host space, therefore a reinterpretation of the symbol’s
origin. A revived memory through the eyes / senses of the observer in this
particular case.

Architecture is a representation of the habitat (time and space) in which mem-
ory is sheltered and protected from the ordinary daily life. Through its built
shell, the silent (mute) speech of those who vanished is volumed up inside
out. Although its world remains lifeless, here is being reawakened and has its
materiality restored in an infinite and continuous time. On the inside, a place
defined as home, its voice can be heard in order to pass the story on. Memory
is shaped and outlined throughout representation while its encounter with the
other, the outside, is being sustained by message (communication) and hos-
pitality.

Architecture mediates the relationship established between testimony and
spectator. Through spatiality, representation and curatorial concept, the Me-
morial’s mission is to promote an ethical message.

The portrayal of the other and his memory baggage can be witnessed, ab-
sorbed and experienced in the memorial space as an “exhibit” form — we can
empathize with it and embrace it in our daily life. Also, a clear necessity of un-
folding and highlighting the diversity found between both characters — memory
and spectator — but also their similarities and common ground revealed though
generations and historical times, is needed in order to move towards a tran-
scendental representation.

Keywords: memory architecture, ethnic space, totality, infinite, neutral.

Article

Holocaustul este o ruptura in cultura si civilizatia occidentala. Acest episod is-
toric ce a situat omenirea intr-o postura limita prin dezumanizare - de ambele
parti - a fost pus in discutie si analizat de toate disciplinele stiintifice si uman-
iste. In cadrul acestui discurs colectiv, in parte fira raspunsuri clare si rationale
legate de dimensiunea inexplicabila a raului, arhitecturii ii revine rolul de mark-
er in spatiul public. Ea repune in contemporaneitate pe harta fizic, concret, ed-
ificat, acest moment dureros al civilizatiei. Fig 1

Tn cel mult 10-15 ani mérturia directd a supravietuitorilor isi atinge limitele
biologice. Memoria vie dispare. Povestea va fi spusa de acum fnainte doar de
catre intermediari. Este motivul pentru care, discursul arhitectural comemora-
tiv pe acest subiect necesitd o analiza si poate chiar o privire altfel. Memoria
alaturi de gandire si imaginatie reprezinta procese psihice superioare. Memo-
ria defineste dimensiunea integrarii si organizarii noastre mentale pe cele trei
segmente ale orizontului temporal : trecut, prezent si viitor = memorare, sto-
care si reactualizare Gratie memoriei, eul personal dobandeste continuitate si
identitate in timp. Memoria noastra poate fi privita ca un spatiu in care trecutul
recdpata viata si dainuieste. Fig 2

n acelasi timp, arhitectura “aseaza in spatiu” actiunile umane (“... actiunile
umane pe care le aseaza in spatiu este poate cea mai longeviva contributie a
arhitecturii la umanitate de-a lungul secolelor” - Alberto Perez-Gomez, Conso-
nante — Semnificatia arhitecturala dupa crizele stiintei moderne, p 31), deci in
cazul nostru arhitectura aseaza n spatiu actiunea de a memora adica: a intipari,
a recunoaste si a reproduce evenimente sau sentimente. Timp de aproape pat-
ru decenii povestirile legate de Holocaust au tinut in mare parte de sfera privata
(familie, cunoscuti). Incepand cu anii 80 situatia s-a schimbat. Relatarile de-
scrise de supravietuitori au primit statutul de marturie. Fiecare supravietuitor
a devenit responsabil pentru ca memoria Holocaustului sa se pezerve intr-o
lume nestiutoare, sceptica si care uita usor.

in pofida celor 70 de ani ce ne despart de sfarsitul razboiului, acest episod
istoric ramane in cultura europeana, mai presus de orice, un punct de refer-
intad si analiza pentru intelegerea moralitatii si eticii comunitare. Memoria are
deci nevoie de conservare si de noi concepte de reprezentare in care emotia,

Fig.1 — La nivel mondial, numarul esti-
mat al supravietuitorilor Holocaustului a
scazut la 400 000, acestia avand intre 80 si
90 de ani) — [1] — sursa foto Google




Fig.2— (“there is fear that if you become a
man who exists individually you will dis-
appear without a trace ... “ Sgren Kierkeg-
aard) — [2] - sursa foto Google

Fig.3— (Generatia postmenorie. Ne putem
oare aminti ... amintirile celorlalti ?)- [3] -
sursa foto Google

experienta sau autenticitatea definesc spatiul comemorativ si muzeal. Amint-
irile traite Tn perioada 1940-1945 sunt transferate catre asa numita generatie
a postmemoriei (Marianne Hirsch, The Generation of Postmemory). incepand
cu sfarsitul secolului al XX-lea, generatia care a trdit aceste evenimente istorice
scade rapid cu fiecare an. Publicul tinta, publicul contemporan, nu mai are o
relatie directda cu amintirea si momentul razboiului. Evenimentele reprezinta
trecutul altora, deci, nu trecutul personal. Memoria individuala lasa astfel loc
memoriei sociale (Aleida Assmann, Re-framing memory. Between individual
and collective forms of constructing the past). Postmemoria reprezinta asadar
relatia celei de-a doua sau a treia generatii cu experientele traumatice ce au
precedat nasterii lor. Tn ciuda faptului ca nu le-au triit personal, prin modul in
care s-au transmis, urmasii se conecteaza profund cu amintirile anterioare, iar
legdtura cu trecutul devine un fel de memorie personald. Postmemoria poseda
o forta afectiva si produce efecte psihice profunde. Ea nu trebuie confundata
cu istoria. Fig3

Postmemoria este inscriptionata in noi prin imaginatie si nu prin experient3, ca
in cazul primei generatii. Identificam aici dependenta de imagine-fotografie —
ca mediu principal de transmitere trans-generationala a traumei iar ca spatiu
al transmiterii — familia. Facand un pas in fata putem explica astfel, de ce arta,
ca expresie a vizualului, este un mediu prin care se realizeaza atat de temeinic
legatura cu trecutul. Exista insa si aprecieri critice referitoare la efectele pro-
duse Tn cultura contemporana de imagini ce reprezinta violenta sau razboi. Se
incearca astfel raspunsul la o serie de intrebari : Care este scopul expunerii
atrocitatilor in media? Cum ne afecteaza spectacolul suferintei? Ne facem la
randul nostru vinovati pentru ca urmarim aceste imagini? Devenim responsabi-
li doar pentru ca le privim? “Narratives can make us understand. Photographs
make something else: they hount us.”(Susan Sontag, Regarding the pain of
others) Fig 4

Arhitectura memoriald, cum spuneam, este o gazdd. Ea ne conduce prin
spatialitate citre experiente senzoriale si fizice ce ascund simboluri. in functie
de educatia, cultura si sensibilitatea celui ce priveste, mesajul este descifrat
si interpretat in diferite moduri. Orice interpretare este de fapt o recreare a
spatiului gazdd, deci o reinterpretare a simbolului original. in cazul de fatd a
memoriei, o reinterpretare si o rescriere a ei. Arhitectura reprezinta habitatul
(loc si spatiu) in care eul memoriei este addpostit si protejat de cotidianul neut-
ru si indiferent. Tn interiorul siu edificat, graiul colectiv al celor disparuti capats
voce. Desi lumea lui este moarta, aici el re-naste si isi re-dobandeste materi-
alitatea intr-un timp continuu si infinit. Aici Tn interior, in acasa, el graieste si

isi spune povestea. Memoria capata contur prin reprezentare, iar prin mesaj si
ospitalitate mediaza intalnirea sa cu celdlalt, cu exteriorul.

Arhitectura mediaza aceasta relatie: marturie — vizitator. Prin spatialitate,
reprezentare si concept curatorial, rolul memorialul este acela de a transmite
in primul rand un mesaj etic : “The next time you witness hatred | The next
time you see injustice | The next time you hear about genocide . . . Think about
what you saw ! “(Elie Wiesel). Deci este nevoie de cunoastere, empatie si acti-
une. Putem cunoaste, dar rdmane neutrii si indiferenti. Putem empatiza, da,
putem impartasii durerea si necazurile unei alte persoane, dar gandurile noas-
tre se pot opri aici dezvoltand un sentiment de compasiune si intelegere. Deci
empatia nu este scopul. in timp ce simtirea durerii altcuiva poate duce la mil3,
empatia, poate conduce la unitate si parteneriat. Totusi exista pericolul sa priv-
im empatia ca sfarsitul angajamentului nostru in fata nedreptatii. De fapt tre-
buie sa o privim ca un punct de plecare al actiunilor noastre viitoare in numele
dreptatii si libertatii . Tn numele naturalului si firescului . Este vorba despre em-
patie si actiune continua, pentru ca : “Never Again. What You Do Matters !” Elie
Wiesel a privit intotdeauna memoria, actul de “a aminti” ca punct de origine
in prevenirea raului viitor. “My goal is always the same, to invoke the past as
a shield for the future.” (Elie Wiesel, “Scopul meu este intotdeauna acelasi, sa
invocam trecutul ca pe un scut pentru viitor”.) Fig 5

Memorialul este de fapt locul de intdlnire a doua personaje. Pe de-o parte
amintirea, marturia — deci memoria, iar pe de alt parte vizitatorul. ntalnirea
are loc fata catre fata. Ea are loc si este filtrata prin simturile noastre, a celor
de acum. Vedem, auzim, ne inchipuim. intalnirea are loc din capul locului sub
semnul alteritatii: noi suntem, ei nu mai sunt.

Pentru a intelege si analiza distanta implicata de “alteritatea celuilalt” imi voi
sprijini analiza pe studiile si scrierile lui Emmanuel Levinas pentru care ETICA
este “filozofie prima”. Levinas a parasit ontologia (reducerea Altuia la Acelasi,
o filozofie a nedreptatii) pentru a aduce in fata etica, ce este o optica a gandi-
rii, care nu margineste ci elibereaza. Descoperirea si recunoasterea celuilalt,
ca altul decat mine, impotriva unei omogenizari totalitare si a unei ratiuni re-
ductioniste este conceptul central al gandirii sale. ntalnirea fatd citre fats,
relatia marturie-vizitator poate fi deci una de natura ontologica, in care cei doi
poli rdman la fel in urma contactului (toti sunt si rdman acelasi de partea care
se aflad), sau poate fi una de natura etica in care acelasi devine un altul, in care
devin responsabil pentru el. in ontologie toate lucrurile sunt transparente si
sunt puse intr-o lumina unica si totalitara. Ontologia este nedreapta prin suver-

Fig.A— (“Relatia post memoriei cu trecutul
este mediata nu prin evocare ci prin in-
vestire imaginativa proiectare si creatie”
Mrianne Kirsch) — [4] - sursa foto Google

Fig.5— (“. . . Think about what you saw ! “
text apartinand lui Elie Wiesel inscription-
at la intrarea in Muzeul Memorial al Ho-
locaustului din Statele Unite ale Americii )
- [5] - sursa foto Google
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Fig.6—(fata catre fata, intalnirea marturie —
vizitator) — [6] - sursa foto Google

anitatea mediului care fsi pune amprenta. in etica relatia permite fieciruia sa se
adevereasca prin singularitatea vocii, fiecare devine martor, este responsabil si
are libertatea dar si datoria de a vorbi.

Privim astfel catre unic si singular, catre exceptie si diferenta. Pe celdlalt, pe
cel “altul”, nu 1l putem defini si intelege printr-o analiza doar a sa, nu este un
obiect, o sinteza, un rezultat al unei formule descriptive sa zicem. Altul in relatia
cu mine, in intdlnirea mea cu el, lasa o urma, o amprenta si ma obliga astfel la
respect, ospitalitate si nu in ultimul rand la responsabilitate. Fig 6

Fata nu este un detaliu fizic. Contactul cu fata celuilalt este de fapt atingerea
unei limite, a unei granite, a unui contur virtual pe care il pot trece sau nu. Este
locul de unde ma pot intoarce inapoi in totalitate sau pot pasi mai departe spre
infinit. Pasii facuti in fata, in exterioritate, inseamna, sau altfel spus, ma poarta
spre transcententa. Scopul existentei umane se afla acolo, in lumina infinitului.
Nu ne limitam doar la a- intelege pe celalalt ci in relatia stabilitd, devenim
responsabili pentru el. Pe celdlalt trebuie sa-I las sa fie, sa-I admit si sa raman
in relatie cu el, sa ma dedic lui, char in situatia nemarturisirii lui in fata mea.

Spre deosebire de dialog, in care cei doi interlocutori stau fata catre fata, intr-o
relatie de egalitate si echilibru (strdini dar liberi), discursul 1l abordeaza pe Al-
tul piezis deoarece implicit fi solicita acordul, il priveaza de libertate si astfel i
produce o nedreptate.

Totalitatea (acelasi) reprezintd o relatie inchisa, lipsitd de evolutie, chiar moar-
ta, in timp ce infinitul (altul) incita la o relatie deschisa si vie, o relatie supusa
unui nou permanent. Independenta si libertatea celor doi poli presupune rezis-
tenta in fata incercarilor de estompare a diferentelor dintre ei.

Cultivarea lui “a fi impreuna cu celalalt” inseamna a intelege si accepta diver-
sitatea in cadrul intregului “primordial”. Celalalt nu poate fi redus la o evaluare
cantitativa, ontologica in raport cu identicul meu. La fel si amintirile si expe-
rientele traite de el. Fig 7

Imaginea celuilalt, reprezentarea experientelor sale le pot cunoaste si exper-
imenta Tn spatiul memorial ca “exponat”- empatizand cu ele eventual , sau le
pot aduce si adopta 1n viata mea de zi cu zi, Tmi pot genera actiuni sau opti-
uni de viata . Reprezentarea in acest ultim sens necesita relevarea diversitatii
celor doua personaje despre care vorbeam inainte (memorie-vizitator) dar si
elementele de numitor comun existente peste generatii si perioade istorice.
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THE “PYRAMIDS” OF MEXICO

Abstract

Mexico. Beyond the tourist clichés used to promote the country, Mexico is still
(re)discovering its history and the archaeological witnesses of this extremely
rich and still largely unknown period from before the arrival of the Spaniards.
Far from the heights of the Egyptian pyramids, from which they take their name,
as given by the first explorers — the pyramids, the “structures of trunk of pyra-
mid form”, are a leitmotif of the pre-Columbian architecture in Mesoamerica.

Itis also imperative to define a term that is broadly used in reference to Mexico,
but maybe difficult to understand if one is not familiar with local history: Me-
soamerica. Mesoamerica refers to an area of related and successive cultures/
eras that shaped the pre-Hispanic environment and still influences the culture
of today.

The today ”“pyramids” are in fact the result of the work of successive and/or
parallel cultures on this area, which used the exterior space in a specific man-
ner, facilitated by the climate they were situated in, as a place of gathering for
the local population.

The paper focuses on several pyramidal structures and their symbolism in the
respective communities. The route comprises some structures that | have seen,
and some | also climbed on, in some cases the panorama seen from the top
being not too different from the one hundreds of years ago.

The sequence of the structures demonstrates, on the one hand, the longevity

of the civilizations in those places, and on the other hand, the efficiency in the
building, by taking over the existing and containing it in the new edifice.

Keywords: Mexico, pyramids, exterior space, communities.

Article

1. Introduction:

Mexico. A geographically distant and yet, by its Latinity, a near! world. Beyond
the tourist clichés used to promote the country, Mexico is still (re)discover-
ing its history and the archaeological witnesses of this extremely rich and still
largely unknown period before the arrival of the Spaniards.

Far from the heights of the Egyptian pyramids, from which they were named -
pyramids, the structures of trunk of pyramid form are a leitmotif of the pre-His-
panic architecture in Mesoamerica.

The successive and parallel cultures on this area used the exterior space in a
specific manner, facilitated by the climate they were situated in, as a place of
gathering for the local population. It is used as an open living, with enough
space to content all the people in order to be able to witness and take part
into the main events of the community, be it a happy or a sorrowful one, the
celebration of joy of a victory — with bloody consequences for the defeated
ones - or the mourning of the loss of a great leader.

1.1. Mesoamerica - delimitation

First and foremost | want to define a term which is broadly used in reference
to Mexico, but maybe difficult to understand if one is not familiar with local
history: Mesoamerica. One could easily think that “meso” means “middle” or
“center”, and therefore deduce that this term refers to Central America. This is
incorrect, firstly, because Mexico belongs to Northern America and secondly,
because the term covers not only the Mexican territory (even this one not en-
tirely), but also Guatemala, Honduras, Belize and part of El Salvador, describing
more than a geographical area (although one can put it roughly between 120
- 230 North Latitude), but a cultural one as well. Mesoamerica refers then to
an area of related and successive cultures/eras that shaped the pre-Hispanic
environment and still influences the culture of today (Fig.1) .

1.2. Pre-Hispanic periodization
Paul Gendrop and Ignacio Marquina, Mexican historians of architecture, each
defined four major pre-Hispanic periods, which are not exactly identical.Mak-
ing a mean of these, | am using as a reference for this paper the following
periodization:
eArchaic Horizon: 3000-1800 B.C.
® Pre-classical Horizon: Inferior 1800-1200 B.C.; Medium 1200-400
B.C.; Occidental Mexico and Superior 900-300 B.C. (Late Pre-Classical)

Fig.1 — Delimitation of Mesoamerica.
Drawing by Paul Gendrop after Paul
Hirschhoff (Gendrop 2007: 138)coloured
by B.Joger 2018.




Fig.2 — Timeline of the analyzed archaeo-
logical sites. B.Joger 2018

e Classical Horizon :Late Preclassical / Proto Classical 300 B.C.- 100
A.D. (Cuicuilco); Early Classical 200-600 A.D.; Late Classical 600-900
A.D. (Teotihuacan, Central Maya Area, The Z apotecs, The Gulf Cul
tures, Xochicalco)

e Postclassical Horizon: Early 900-1100 A.D.; Late 1100-1500 A.D.
(Tula, Yucatan Peninsula, Pacific Area and Highlands of Guatemala,
Northern and Occidental Mesoamerica, TheMixtecos, The Huastecos,
in Veracruz and Central Highlands: Cholula, The Aztecs).

1.3. Location and timeline of analyzed archaeological sites

For the present paper | chose to analyze the pyramids from two groups of ar-
chaeological sites: in the central and Gulf area — Cuicuilco, Teotihuacan and
El Tajin, and from the Maya area (Yucatdn peninsula) — Yaxchilan, Uxmal and
Chichénltza.

The sites are chosen in order to cover the major periods of the Pre-Hispanic
civilization and culture, as it can be seen in the timeline (Fig.2).

2. Archaeological sites

The great classical Mesoamerican civilizations were organized around “cere-
monial centers” (Gendrop 1982: 34). That being said, these centers were more
than cities per se, these religious and civic centers were composed of tem-
ples and “pyramids”, of squares and platforms, and, sometimes, of palaces and
residences. The very geographical location of Mesoamerica has led to the ex-
pression of a particular way of public life, favored by the mild-warm climate
throughout the year.

Culcullco [INENEG
Teotihuacdn GG
El Tajin [N

Yaxchilin NG
Wemal I
Chichén Itzd ININIINEGEEEEEEEE

Thus, the big events, either joyful or sad, are shared in the public square. It
thus becomes an interior space of the community, the place where religious
processions are performed, victories are celebrated in battles, change of lead-
ers is made.

The exterior space was used as an open living, with enough room to contain all
the people in order to be able to witness and take part into the main events
of the community, be it a happy or a sorrowful one. The celebration of a joy of
victory — with bloody consequences for the defeated ones -, or the mourning
of the loss of a great leader are taking place here, as the graphic testimonials
remember us the fact that those times — in Europe as elsewhere in the world
- were subjected to different rules and laws, putting less value on people’s life.
The agglomeration of various buildings also often included administrative edi-
fices, for education and worship, pelota playing fields and open spaces for com-
merce - the ancestor of todaytianguis(Gendrop 1982: 34).

2.1. Cuicuilco, Ciudad de México, DF, Mexico

The archaeological site now at South of the Mexican capital, was one of the
first known settlements in the area of Mexico Valley. The civilization that flour-
ished here since around 600 B.C. during the Middle and Late Pre-Classical Peri-
od was stopped into evolution by the eruption of the volcanoXitle, somewhere
towards the 2ndcentury B.C.

Cuicuilco was one of the first great religious and civic centers where it was built
the first big basis for temple (“pyramid”) in Mesoamerica (Gendrop 1982: 37).
It was the biggest in the area until the Pyramid of the Sun in Teotihuacan was
built. A distinctive feature of the Cuicuilco pyramid is its form, a trunk of cone
one, extremely rarely built even later in the Mesoamerican architecture. Usu-
ally those basis for temples are in form of “trunk of pyramid”, since their name
of pyramids. The four tiers of the Cuicuilco pyramid were linked by stairs and
ramps, oriented towards West, as the access to the site. The tiers seemed to
be elevated sequentially, with the previous already with altars in use on top, as
Marquina describes the series of altars (Marquina 1990: 50).

Today this provides a panoramic view of the modern Mexico City. The Cuicuilco
site extended North up to the Olympic City built for the 1968 Olympic Games
in Mexico, and even further more but in that area only some smaller trunk of
pyramid structures were found until today (Fig.3).

2.2. Teotihuacan, Mexico State, Mexico
“Place where people become Gods/City of Gods” (ndhuatl) (Marquina 1990:

Fig.3 — Cuicuilcoarchaeologicalsite, Ciudad

de Mexico, Mexico. B.Joger 2011
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Fig.5 — The Pyramid of the Sun, Teoti-
huacan, Mexico. B.Joger 2011
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58), Teotihuacan is the place of an extinct civilization whose original name and
language are still unknown, situated at 40 km North-East of Mexico City.

The Teotihuacan settlement is at least as old as the 6thcentury B.C. and proba-
bly reached its peak even before the neighboring Cuicuilco was destroyed,then
suffered a slow decrease until the 8thcentury A.D. when it was totally aban-
doned for still unknown reasons.

The Teotihuacan architecture is characterized by monumentality and a geomet-
ric simplicity, in perfect harmony with the natural environment of the Mexico
Valley and the surrounding mountains.

In a comparison made on schematic plans of some of the most important sites
in Mesoamerica by Marquina, one can see that the Teotihuacan ensemble is
the most extended one (Marquina 1990: 907-909). The whole city extended
over an area of 22.5 square km, with a population between 45000-85000 peo-
ple (Gendrop 1982: 52). The main axis, called the Avenue of the Dead (La Cal-
zada de los Muertos) is approximately 4 km long and 40 m wide. Three of the
most famous pyramids of Mexico: the Pyramid of the Sun, the Pyramid of the
Moon and the Pyramid of Quetzalcdatl are part of this grand ensemble, built
over 600 year ( Fig.4).

The Pyramid of the Sun (Tonatiuh-Itzacual) was erected in the 2ndcentury B.C.,
being one of the oldest in Mesoamerica and, with a height of 65 meters, still
remains among the tallest in the world. Although the archaeological research
revealed a previous substructure, this is of minor size and importance relative
to the base of 220 by 230 meters of the Pyramid of the Sun. Situated on the
right hand of the Calzada de los Muertos is oriented towards West in the day
the Sun reaches its zenith. This shows that the pyramid was built in close re-
lation with the geographical location of Teotihuacan, as the zenith of the Sun
(900 above the horizon), can be reached only between the Tropic of Cancer and
the Tropic of Capricorn. An important characteristic of the Pyramid of the Sun is
that excepting the last level, it was built in a unique stage, very different of the
building history of most of the Mesoamerican pyramids. Another characteristic
is the use of a new architectural element, a lateral volume on both sides of the
staircase — alfarda — that is reinforcing the flight of stairs and increases its visual
monumentality, although it is already imposing through its height and the se-
verity of clear lines cut into the stone (Fig. 5).

The Pyramid of the Moon was built not long after the one of the Sun, and,
with a height of 43 meters, is gaining monumentality by being at the higher
endpoint of the main composition axis of the city of Teotihuacan. Preceded
by a large square — Square of the Moon — symmetrically bordered by trunk of

pyramid structures, bases of minor temples or podiums for ritual celebrations,
the Pyramid of the Moon is the final point of pilgrimage for those taking on the
4 km of the Calzada de los Muertos, today, as it was centuries ago. The skyline
of its composition mimics the one of the Cerro Gordo, its natural backdrop. As
at the Pyramid of the Sun, the stairs are bordered by simple alfardasthat rigor-
ously draw their limits (Fig.6).

Probably the most spectacular pyramid in Teotihuacan is the one dedicated
to the Feathered Serpent (Quetzalcoatl), built around the 3rdcenturyA.D. It’s
construction coincides with the beginning of what was to become the Classical
Period(Gendrop 2008: 43), the era of maximum cultural development all over
the present-day Mexico. It lays in the very centre of the city, at the intersection
of the North-South axis — Calzada de los Muertos — and the East-West one —
Calzada Este and CalzadaOeste — protected by an ensemble called the Citadel
—la Ciudadela. The perfect rectangular layout of the citadel is strengthened by
the sequence of stairs leading to platforms, ramps and basis that are forming a
monumental composition that could shelter the whole population of the city.
If at the previously built pyramids the alfardas were used, here another ele-
ment that was to become characteristic for the Mesoamerican architecture
and largely used afterwards, the complex element “board on slope” - tablero-
sobretalud - is used probably for the first time (Gendrop 1982: 48).

Through this element, the continuous slope of the pyramid is interrupted by
horizontal cantilevered elements. In Quetzalcdatl Pyramid these elements are
bordered by a broad stone bead and decorated with bas-reliefs and heads of
Quetzalcéatl and another god related to the rain and corn (but not Tlaloc). Be-
sides this, the unicity of the Quetzalcéatl pyramid is given by the rich level of
decoration, the newly used element tablero-talud being decorated not only by
the heads of gods but also by the continuation of the body Quetzalcéatl as a
snake, that is going round the construction and finishes into a rattlesnake tail.
Also, the alfardas are decorated with the same head of Quetzalcdatl, giving
them a strong rhythm and emphasizing the symbolic aspect of the construc-
tion. (Fig.7, Fig.8).

2.3. El Tajin, Veracruz, Mexico

El Tajin(City or Place of the Thunder, in Totonac language) is one of the biggest
and most important archaeological sites for the Classical Period, the archaeo-
logical research showing a lifespan of the settlement since 2nd century B.C. un-
til 1230 A.D. (Gendrop 1982: 150). It was the capital of the Totonacapan region,
a cosmopolitan city which reached its peak development after the fall of Teo-
tihuacan, between 600-1230 A.D. The numerous sacrifice scenes on bas-relief

Fig.6 — The Pyramid of the Moon, Teoti-
huacan, Mexico. B.J6ger 2011

Fig.7 — The Pyramid of Quetzacoatl, Teoti-
huacén, Mexico. B.Joger 2011

Fig.8 — La Calzada de los Muertos (Avenue
of the Dead) seen from the Pyramid of the
Moon, Teotihuacan, Mexico. B.Joger 2011




Fig.9 — The Pyramid of the Niches, El Tajin,
Mexico. B.Joger 2011

Fig.10 — The Structure no. 33, Yaxchilan,
Chiapas, Mexico. B.Joger 2011

of the monuments in El Tajin witness to the fact it was a sacred place andwas
well preserved as suchby the native population, although deserted, being dis-
covered by the Europeans only in 1785 (Marquina 1990: 423).

The Pyramids of Niches is of much smaller size than the pyramids of Teoti-
huacan, the sides of the square plan have only 35 m and the total height of 25
meters is reached by superposing 7 levels, each one withdrawn in respect of
the previous. This is done by using the tablero-taludstructure, with niches on
the upright side and a powerful cornice (Gendrop 2007: 194).The top can be
reached by a staircase on the East facade, stairs lined with alfardas and with 5
groups of niches in the centre.

The total number of niches is 365 (Marquina 1990: 428), including the ones
under the staircase. As the calendar used in that time was different from the
present one, one cannot refrain of rising questions if it is only a coincidence
with the number of the days in a year of the modern calendar.

Octavio Paz perfectly characterized the Totonac architecture: “The Totonac art
rejects the monumental because it knows that true greatness is balance” (Paz
1971: 15-32) (Fig.9).

2.4. Yaxchilan, Chiapas, Mexico

Still almost buried by the time under the rainforests along the Usumacinta riv-
er,and situated on the Mexican/left side into a loop of the river,Yaxchilan re-
mains a difficult to reach archaeological site. Also, not yet diligently researched,
and as such the eventual succession of periods and real age of the site remain
still unknown.

The site is partitioned into several main areas: the Gran Plaza (Big Square), the
Gran Acropolis (Big Acropolis), the Pequefia Acropolis (Small Acropolis), the
Templosdel Sur (Southern Temples) and a few secondary ones.

An influencial city for the Maya civilization, together with PiedrasNegras, Yax-
childn’s distinctive feature is a series of sculpted lintels that still can be found
on site. The bas-relief art reached its peak during the 7th-8th centuries A.D.
when within the curvilinear expression “a playful impulse seizes the detail”
(Westheim 1950: 226).The decorations on the lintels describe the self-sacrifice,
the vision of the snakes and the pelota gameball. If Teotihuacan is an example
of planning and rigor of a city - but on a flat area-, Yaxchilan’s plan is tributary to
the natural relief of the site, the curved beach and river bank (from North-West
to South-East) and the hills rising around. On their platforms and level curves
the structures are built and so their distribution has different orientation. There
are no real “pyramids” in Yaxchilan, as they are previously defined as trunk of
pyramid basis for temples. The medium-height stepped structures built here
were accessible through stairs, now most of them under layers of dirt.

The Structures 33 and 30 are both situated on the Gran Acropolis and my choice
stopped on them because they really impressed me when | visited the site.
The Structure 33, one of the best preserved on site was named the Temple of
Quetzalcédatl(MalerapudMarquina 1990: 680) because of the sculpture found
inside. The most important construction of the Pajaro Jaguar IV (Bird-Jaguar
the 4th),was built around 752-757 A.D. and it rises about 40 meters above the
Gran Plaza, measuring 22 x 4.88 x 7 m height adding another 6 m for the crest.
The interior has what is called the Mayan arch, looking like an ogival arch but
in fact being built by successive small cantilevered stones. In the central niche
(2.40 m height) was found the statue of Quetzalcdatl, almost as high as the
niche. The decorations on the lintels describe the self-sacrifice, the vision of
the snakes and the pelotagameball (Fig.10). The Structure 30 (4th— 9thcentury
A.D.)has a direct view to the beach, from where a flight of stairs reaches the
temple above. It has more elongated proportions, measuring 11.30 x 5.40 x 6
m height without the crest. Apparently the exterior finishing was yellow with a
red strip around and three stylized snake heads. Despite the fact that Yaxchilan
is rich in fine decorated lintels, the three lintels of Structure 30 have no deco-
ration, enjoying in exchange an extremely fine grain finish of the stone (Fig.11).

2.5. Uxmal, Yucatan, Mexico

The Uxmal site is situated at approximately 70 km south of Mérida and has
archaeological remains since 7thuntil the 15thcentury A.D. It was founded a
second time by the TutulXiles Maya between 987-1007 A.D. One of the most
important sites for the Puucstyle, was studied and restored mainly after 1943.
The city was organized around big patios, but with no evident compositional
relation between them (Marquina 1990: 765). They are organized according
to the landforms, and even there are natural and manmade platforms where
structures are built.

The Pyramid of FortuneTeller(PiramidedelAdivino)is a very well balanced struc-
ture, in its actual form with clear lines and delicate stone carved decorative
details. The plan is rectangular, of 70x50 meters, with profoundly rounded cor-
ners, looking almost like an ellipse. The slope is very steep, and the stairs of one
flight lead to the first platform at 20 meters height. On this, a second volume
of 6 meters height supports a platform of 2 m on which the actual temple is
built. The alfardasof the stairs are replaced here by a series of masks, placed at
45 degrees, as to reinforce the sides of the stairs and that also give a powerful
decorative rhythm. The main facade, looking West, has a structure built on the
first platform, with stairs leading directly to it. The back facade has even more
steep stairs than the principal one, leading directly to the top platform and
the temple above, and its gaining in monumentality by the simpler forms that

Fig.11 — The Structure no. 30, Yaxchilan,
Chiapas, Mexico. B.Joger 2011

Fig.12 — The Pyramid of Fortune Teller
(Piramide del Adivino), Uxmal, Yucatén,
Mexico. B.Jéger 2011




Fig.13 — The Pyramid of Kukulcan,
Chichénltza,
2011

Yucatan,

Mexico. B.Joger

are composing the structure. The ensemble of the pyramid is rising today, as
always, above the roof of trees of the tropical forest, allowing the initiated ones
reaching the top, to have an endless perspective (Fig.12).

2.6. Chichén Itz3, Yucatan, Mexico

Probably one of the better known sites in Mexico, Chichénltza(Mayan for
“mouth of the well of the Itzdes”) (Marquina 1990: 834) represents one of the
main Mayan areas and it illustrates the last impulse in the development of the
Mayan culture (Gendrop 2008: 169) during the 9th- 13th centuries A.D. During
this period, suffering a strong influence of the Toltec culture, the Mayans adopt
the god Quetzalcdatl(Kukulkan in Mayan) and a spirit of grandiose and monu-
mentality at even a larger scale than the original one (Gendrop 2008: 162). This
new period of cultural development based on the mix between the Maya cul-
ture and the artistic vocabulary from the Central Heights of Mexico is precisely
called “Mexican” (de AndaAlanis 2008: 59).

Adopting the new god Kukulkanneeded a representative temple and altar. The
so called “Castle”or Pyramid of Kukulcan is mentioned in one of the earliest
archaeological chronic, that of the Bishop Landa who visited the site in 1566
(Marquina 1990: 834). The square base of the pyramid has 55.5 meters and
with its 9 tiers reaches a height of 24 m, and adding the temple on the top plat-
form that gives a total height of 30 m. In order to enhance the monumentality
of the pyramid, the geometrical decorations on each tier is smaller as going
up, so the height appears optically even bigger. Each facade has a 91 steps
staircase, which multiplied by 4 and adding the base platform gives again the
number 365 (again, days in a year?) (Marquina 1990: 849). The main staircase,
leading to the top temple is facing North as it does the temple entrance. The
archaeological digs revealed that the structure seen today is the second one in
place, as it was erected over a smaller pyramid and its temple. This first struc-
ture has a transitional style between Mayan and Toltec, the Toltec influence can
already being seized in the architectural details (Marquina 1990: 852).

Also during the investigations at the lower part of the ensemble a cylindrical
stone box with its corresponding lid was found. It contained a rich offering
made of precious artifacts of turquoise, coral and shell mosaic and jade objects
(Fig.13).

3. Conclusions

The civilizations on the territory of Mesoamerica developed in a succession of
rise and fall of prominent/capital cities. From the architectural point of view,
here they preserved the pyramid, or the temple base, as an architectural con-
stant. Elevated over many generations and in multiple phases or much faster,

these pyramid-shaped trunks had the role of literally elevate the temples dedi-
cated to the rich pantheon of local cultures. During the Post Classic Period, the
influence of the Mexicas on the Mayan culture brought — through Quetzalcoatl
- the culture of idolatry and sacrifice, hence the development of the settle-
ments with numerous temples and altars on pyramidal bases (Morley 1975:
201).

Even though the Catholic Christian religion was forcefully imposed on the In-
digenous people in the 16th century, manifestations of pre-Christian beliefs can
still be observed in the habits and manifestations of ordinary people, especially
in the smaller and less developed settlements. Built in vast places or just having
a favorable orientation to allow the crowd gathered to take part in ritual, the
pyramids re(made)born remain today as a testimony of the richness and com-
pleteness of civilizations long gone.
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THE STRUGGLE OF ENDURANCE
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(ROMANIA)
“lon Mincu“ University of Architecture and Urbanism

Universitatea de Vara Bucium (UdV) de restaurare de monumente si situri, af-
lata sub inaltul patronaj al Academiei Romane, este un proiect initiat si coordo-
nat de Asociatia RPER — Rencontres du Patrimoine Europe Roumaniel.

Proiectul isi propune un model de salvgardare a mostenirii culturale a celui mai
mic nucleu de locuire, satul romanesc, avand ca obiect de studiu comuna Buci-
um, judetul Alba, oferind astfel o alternativa viabila pentru dezvoltarea locala,
in contrast cu proiectele miniere distructive care amenintda comunele Bucium,
Rosia Montana si imprejurimile lor. Istoria Buciumului, povestea sa ca aseza-
re, sunt strans legate de istoria exploatarii aurului din Muntii Apuseni, datand
din epoca daco-romana si continuand pana in prezent. Exploatarea aurului era
chiar, fnainte de 1989, aproape singura activitate economica din localitate si
ocupatia de baza a locuitorilor.

Tncepand cu 2011, in fiecare an, aproximativ 20 de tineri invatd abordarea
directa, interdisciplinard, interactiva a patrimoniului rural si sunt stimulati in
orientarea profesionala catre subiectul protectiei si valorificarii patrimoniului
neprotejat si neglijat. Ei dobandesc cunostinte si vocabular specifice, pe care le

valorifica mai tarziu in cariera lor scolara si profesionala.
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THE STRUGGLE OF ENDURANCE

Abstract

Every space has a so-called “genius-loci” that is made up of both material ele-
ments and immaterial elements. It is this spirit of the place that ultimately gives
it substance, so its preservation is more than necessary. The material elements
(landscapes, constructions) and immaterial (written documents, perfume) are
those that give the uniqueness of a place. Thus, conserving and restoring ob-
jects, buildings, taking into account the current trends of society is imperative
in order to support the identity of a people.

With Romania’s accession to the European Union in 2007, the discrepancy be-
tween the way in which the patrimony is perceived and treated on its own, has
begun to be observable compared to the Western European countries that pay
more attention to it.

This is the fund that the RPER Association, established in 2008 in Paris, which
develops various activities aimed at saving the rural patrimony. In this respect,
the RPER Association outlined the idea of a Summer University, following the
model of the French organization La Fondation du Patrimoine, which has a pub-
lic utility and which, on the basis of subsidies granted by the French Ministry
of Culture, is fighting the danger of forgotten and implacable passage of time
saving and capitalizing on unprotected rural patrimony. In the same spirit, the
UdV concept is outlined as a model applicable in any commune in the country,
aiming to raise the awareness of the rural population about the value the local
heritage possesses.

It also implies the development of a repertory program aimed at rehabilitating

it in “in situ” restoration techniques, thus placing patrimony as an economic
engine.

Keywords: heritage, salvation, genius loci

Article

"Nu exista, nu poate exista o civilizatie mondialad in sensul absolut dat adesea
acestui termendeoarece civilizatia implica coexistenta culturilor ce ofera intre
ele un maximum de diversitate, si consta tocmai din aceasta existentd.”- Claude
Levi-Strauss

Se considera ca, exista un spirit, o efervescenta a vietii care sunt specifice di-
verselor locuri si care au un efect profund asupra oamenilor, dincolo de acela
de a produce o anumita placere estetica.Atdt elementele materiale(peisaje,
constructii), cat si cele imateriale(memorii, documente scrise, parfum) sunt
cele care confera sens expresiei latinesti ,,genius loci”. Spiritul locului devine,
astfel, fresca unui anumit loc, concentrandu-i toate atributele specifice. De al-
tfel, intreaga cultura a unui popor exista ca o consecinta fireasca a impregnarii
de tip spatial si temporal a mediului de viata. Existd anumite locuri care influ-
enteza cursul vietilor noastre intr-un mod inconstient, dictdandu-ne modul de
a trdi si chiar sensul vietii. in acest sens, etnologul de origine german4, Leo
Frobenius propune termenul de “"paideuma” a carei etimologie este de origine
greceascd. In acceptiunea sa, termenul in cauzi condenseaza specificul vietii
dintr-o anumita zond geografica care are un efect de bildungsroman asupra
fiecarei individualitati in parte.

De altfel, lupta de subzistenta cu timpul este una dintre temele principale ale
umanitatii. Aceasta este consemnata prin intermediul artelor si domeniilor fi-
losofice. in plan autohton, discrepanta dintre valorile promovate de societatea
premergatoare modernizarii si cele transmise de etapa industrializarii soci-
etatii este pregnantd. Mai mult decat atat, prin intermediul acestui proces, se
remarca, o sterilitate a viziunii umane, o lipsa in ceea ce priveste capacitatea
omului de a crea o alternativa pentru universul tehnologic. Produsele standard-
izate se afla in incapacitatea de a duplica diversitatea pe care patrimoniul o
confera. Acest moment se resimte profund, generand schimbari disruptive in
mentalitatea colectiva care mai departe s-a sondat cu confuzie si ambiguizare
a valorilor si normelor sociale. Frumusetea bucolica a leaganului cultural roma-
nesc, a satului, a fost imortalizata de-a lungul timpului atat prin intermediul
artelor vizuale, cat si a arhitecturii si literaturii. De altfel, in orice context de
tranzitie sociald, acesta reprezinta principala sursa de inspiratie. Un exemplu
edificator in acest context il constituie celebrul roman “Morometii” a lui Marin
Preda care devine o monografie a spatiului rural si care reuseste sa surprinda

Fig.1. - Casa.Temporar bisericd adventista,
¢.1920-exemplu de tarnat amplasat pe
fatada orientata spre strada

Fig.2.-Casa Armeana Moise, ¢.1909-exem-
plu de tarnat desfasurat pe 3 fatade ale
casei




Fig.3.- Casa Tomus Florea, c.1900-exemplu
de tarnat de tip infundat

Fig.4.- Exemplu de tarnat cu arcade semi-

circulare articulate cu

”

catei si muscatura”

cu multa minutiozitate diferenta dintre valorile societatii arhaice si ale societatii
modernizate, industralizate. Se remarca, de altfel confuzia pe care o resimte
individul in momentul ruperii sale de spatiul natal. (Francoise Choay, 2014, Pat-
rimoniul La Rascruce, Ed. Ozalid). La nivelul arhitecturii, se produc schimbari
concomitent cu desavarsirea procesului istoric de formare a natiunii romane
prin care, de altfel, s-a materializat si cultura nationald a poporului roman.
Aceasta este, de altfel, perioada in care se cristalizeaza un stil national, stilul
neo-romanesc( cca 1890-1920) care se naste la confluenta dintre Art Nouveau,
arhitectura vernaculara romaneasca din care sunt preluate diverse elemente
decorative si structurale si arhitectura bziantina si mediteraneana. Apartenentii
acestui stil vor avea, de asemenea, in vedere ornamentatia bisericilor din Mol-
dova si din Muntenia.

in ceea ce priveste mostenirea edificiilor construite, se remarcd doua tipuri
de atitudini: o atitudine romantica, nostalgica care exalta anumite forme de
organizare la nivel de modele. Astfel, in pofida faptului ca acestea detin o im-
portanta valoare memoriald au devenit anacronice, nu se mai pot aplica mod-
ului de trai curent. Cea de-a doua atitudine vizeaza incercarea de conformare
a vechilor sisteme sau modalitati de organizare a comunitatilor, a arhitecturii
si artelor la cerintele actuale a societatii. Evolutia vizeaza, in speta, demersul
umanitatii de a se adapta constant la interentele schimbari care survin de-a
lungul timpului, fara a face, insa, rabat de la lectiile oferite de trecut.Astfel ca,
diversele modalitati de conservare si de pastrare a trecutului devin necesare in
contextul oricarei societati, avand in vedere ca acestea reprezintd, in definitiy,
identitatea nationald a unui popor. in spiritul acestui demers s-a format si aso-
ciatia RPER care mai departe a dezvoltat ideea unei Universitasi de vara.

Povestea Universitatii de Vara de la Bucium incepe cu o initiativd demarata in
anul 2007 cand in cadrul conferintei Entretiens du Patrimonie de la Paris s-a
pus pe tapet problema patrimoniului european. Tot Tn anul 2007, Romania ade-
ra la Uniunea Europeand, actiune care semnaleaza necesitatea constientizaii
si aprofundarii studiului asupra specificului national al patrimoniului sau care,
in definitiv, constituie o marca a identitatii sale. Faptul ca, Uniunea Europeana
presupune unitatea in diversitatea, dinamizeaza procesul de sondare a specifi-
cului national al patrimoniului roméanesc, luand in considerare interesul laconic
pe care istoria nationald I-a semnalat asupra acestui subiect de-a lungul tim-
pului. Tn acest context si in urma celor 45 de ani de totalitarism si 22 de an de
tranzitie tratarea problemei patrimoniului devine un subiect inevitabil.

n solidaritate cu aceast3 situatie, la Paris ia nastere in anul 2008 Asociatia

Rencontres du Patrimoine Europe-Roumanie — RPER-Fr, cu filiala sa in Romania
RPER-Ro care este o organizatie non-profit, membra ICOMOS si AJP-I'Associ-
ation des Journalistes du Patrimoine.ldeea Universitatii de vara de restaurare
de monumente si situri a prins contur in contextul simpozionului ”"Patrimoine
roumain — Patrimoine europeen” din anul 2008. Evenimentul a fost organizat
de asociatie si a avut onoarea de a se bucura de Tnaltul patronaj al Academiei
Romane si de participarea unor specialisti romani si francezi. Astfel, incepand
cu anul 2009, Universitatea de Vara - UdV si Atelierele de patrimoniu deruleaza
diverse actiuni care presupun conferinte, cursuri si expozitii, acestea din urma
fiind gazduite la Muzeul Taranului Roman, Muzeul National Bruckenthal
Sibiu, de asemenea s-au efectuat pre-cercetari ale Drumurilor Romane din Tara
Motilor pe baza hartilor josefine, urmate de diverse activitati didactice si prac-
tice prin intermediul caror cursantii au fost initiati si in cercetarea multidisci-
plinara a zonei.(RPER, 2012, CAIET-I-Repertoriu-Patrimoniu).

Aceste demersuri ale asociatiei au indeplinit de-a lungul timpului auspiciile
mai multor institutii, precum Ambasada Frantei in Romania, ICOMOS inter-
national, Institutul Cultural Roman, Uniunea Arhitectilor din Romania, Ordinul
Arhitectilor din Romania, Institutul National al Patrimoniului si partenerilor sti-
intifici, universitatilor din tara, precum si specialistilor si cadrelor universitare,
dintre care mentionam, dr. Christof Machat, prof. dr. Vintila Mihailescu,prof.
dr. Sabin Adrian Luca, prof. dr. loan Piso, conf. dr. arh. Mihai Opreanu, prof.
dr. Alexandru Herlea, conf. dr. Horia Ciugudean, cercetator dr. loana Bogdan
Cataniciu, prof. dr. Gheorghe Lazarovici, conf. dr. Florin Fodorean, prof. dr.Nico-
lae Cianga. Actiunile de cercetare din Tara Motilor s-au sondat cu constientiza-
rea viziunii discrepante dintre perceptia istorica si preocupadrile cotidiene ale
comunitatilor locale si cele patrimoniale, declansand astfel un vadit interes in
ceea ce priveste o potentiala interventie.

Astfel, conceptul UdV incepe sa se creioneze, avand ca model organizatia
franceza La Fondation du Patrimoine care are o utilitate publica si care pe baza
subventiilor acordate de Ministerul Culturii din Franta lupta cu pericolul uitarii
si a trecerii implacabile a timpului in vederea salvarii si valorificarii patrimo-
niului rural neprotejat. in acelasi spirit, se contureaza si conceptul UdV ca un
model aplicabil in orice comuna din tara, vizand sensibilizarea populatiei rurale
la valoarea pe care patrimoniul local o detine. De asemenea, presupune dezvol-
tarea unui program de repertoriere cu scopul reabilitarii sale in tehnici ”in situ”
de restaurare, plasand, astfel, patrimoniul ca un motor economic.

fn anul 2011, UdV, considera c&, salvarea bogétiilor culturale din comuna Bu-
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Fig.5.- Gospodaria Laslau Moara-exemplu
de gospodarie specifica minerilor cu mori
si steampuri.

Fig.6.- Inventariere monumente.




Fig.7.- Inventariere monumente.

Fig.8.- Inventariere monumente.

cium constituie un interes important. Astfel, prin deschiderea si implicarea pri-
marului Cornel Napdu incepe sa-si desfasoare activitatile de salvare, restaurare
si reconceptualizare a Scolii Vechi din Bucium.(RPER, 2012, CAIET-I-Reperto-
riu-Patrimoniu).

Punctual, obiectivele pe care Asociatia RPER le urmareste sunt:

- Promovarea unei strategii de protectie si de valorificat patrimoniul cultural si
natural romanesc ca parte a patrimoniului european;

- Depistarea si salvarea obiectivelor de patrimoniu de pe teritoriul Romaniei;
-Evidentierea legaturii dintre patrimoniul european si cel romanesc prin com-
pararea legislatiei;

-Crearea unui program la nivel national de formare a specialistilor in domeniul
patrimoniului;

-Stabilirea unor repere, unor metode care sa favorizeze realizarea proiectelor
de cunoastere, conservare si valorificare a patrimoniului rural.

Astfel, incepand cu anul 2009, Universitatea de Vara si-a desfasurat activitatea
pe teritoriul comunei Bucium care are in componenta sa 30 de sate invecinate.
Datorita pozitionarii geografice a comunei, in Muntii Metaliferi, dincolo de ac-
tivitatile uzale ale localnicilor (agricultura, cresterea animalelor), acestia s-au
indeletnicit si cu prelucrarea minereului aurifer inca din Anitichitate.

Marturie acestor activitati sunt vestigiile arheologice identificate, vaste galerii
romane de exploatare a aurului si doud necropole romane in Muntii Valcoi si
Corabia, drumul roman Calea Batrana, tezaurul monetar care dateza din secolul
al ll-lea e.n., descoperite pe dealul Negrileasa. De asemenea, acestea constituie
dovezi incontestabile a valorii patrimoniale a zonei si, totodata, atesta oportu-
nitatile de ampla cercetare arheologica pe care zona o detine.

De asemenea, frumusetea pastorala a zonei a fost remarcata si de importante
personalitati autohtone, precum lon Agarbiceanu care dupa renuntarea la stu-
diile sale filologice, se retrage in aceasta zona ca preot paroh, valorificand, insa,
prin intermediul scrierilor sale farmecul acestor locuri. Etnologul Ovidiu Barlea,
originar din zona scrie, de asemenea, romanul "Steampuri fara apa” inspiran-
du-se din obiceiurile si din existenta localnicilor.

Activitatile cursantilor din cadrul Universitatii de Vara de la Bucium au fost
reprezentate de:

a)inventarierea si relevarea caselor tardnesi si gruparea acestora in functie de
tipologie volumetrica si planimetrica;

b)clasarea monumentelor de arhitecturd; reabilitarea unor case in tehnici
traditionale( Casa Colda si Casa Doicear);

c)inventarierea si recuperarea mobilierului traditional si obiectelor de patrimo-
niu;

d) releveu complex si proiect de interventie in cazul casei memoriale Ovidiu
Barlea din Bucium-Poieni;

e)Studiu de peisaj prin pozitionarea gurilor de mina si a constructiilor traditio-
nale miniere de pe Valea Abruzelului;

f)Concursul “Cea mai dichisita casa” care presupune premierea caselor traditio-
nale care sunt inca locuite si care sunt conservate si intretinute intr-un mod
rezonabil;

g)strategie de dezvoltare turistica pentru comuna Bucium; etichetarea expo-
natelor si amenajarea Muzeului Buciumanilor.

a) Prin demersurile de inventarierea si clasificare a caselor traditionale din
aceasta zona s-au consemnat diferentele si similitudinile dintre casele care
se gasesc in zona. Materialul de constructie de baza este lemnul, acoperisu-
rile caselor sunt in douad sau in in patru ape, iar invelitoare acestora este din
sindrila, majoritatea caselor au in componenta lor un demisol, un subsol sau
un soclu din piatra care mascheaza pivnita casei. De asemenea, se remarca
prezenta unui element specific zonei, si anume a tarnatului care este abordat
in maniere diferite in functie de casa, astfel exista case in cazul carora accesul
catre incaperi se realizeaza separat sau direct prin intermediul unui tarnat care
este amplasat central pe fatada dinspre strada a casei (Fig.1), tarnatul se poate
desfasura, de altfel, pe trei fatade ale casei (Fig.2) sau poate fi de tip infundat (
cu parapet compact din scanduri) care prezinta si o scara amplasata perpendic-
ular pe fatada, cu acoperisul intr-o panta (Fig.3) sau poate sa se remarce prin
prezenta unor arcade semicirculare articulate cu “catei si muscatura”(Fig.4).

Din punct de vedere planimetric, s-au consemnat casele a caror plan avea for-
ma literei ”L”, case a caror plan se dezvolta in jurul unei camere centrale sau
case care prezintd un plan dreptunghiular cu accesul direct dinspre tarnat. Mai
mult decat atat, avand in vedere faptul cd, Bucium este o comuna formata din
mai multe sate, s-a observat faptul ca dispunerea planimetrica a gospodariilor
este influentata de tipul satului. Tn acest sens, se reamarcd prezenta satelor de

Fig.9.-Inventariere mobilier traditional.

Fig.10.-Inventariere mobilier traditional.
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Fig.11.-Inventariere mobilier traditional.

Fig.12.-Proiect muzeu memorial “Ovidiu
Barlea”-propunere amenajare, sectiune.
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Fig.13.-Propunere amenajare muzeu me-
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morial "Ovidiu Barlea”-plan.
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tip adunat si de tip rasfirat.(Fig.5)(RPER, 2013, CAIET-1I-Repertoriu-Patrimoniu).
Luand in considerare specificul zonei, se remarca gospodariile tipice minerilor
care aveau mori si steampuri alimentate de o aductiune din parau. (Fig.6).

b)in ceea ce priveste clasarea monumentelor de arhitectura, de-a lungul tu-
turor editilor s-au remarcat o sumedenie de edificii valoroase, precum: obelis-
curi, troite si cruci de drum (Fig.7, fig.8)

c)in contextul actiunilor de inventariere si de recuperare a mobilierelor si
obiectelor de patrimoniu s-au realizat diverse masuratori sau relevee ale aces-
tora cu scopul consemarii lor intr-o arhiva care sa constituie marturie a specifi-
cului zonei. S-a remercat prezenta unor obiecte de mobilier tipice, precum:
lada de zestre, dulapul de colt, blidarul, credentul, laita care prezinta sau nu
diverse decoratiuni relizate cu ajutorul picturii pe lemn in functie de influenta
istorica. Astfel ca, majoritatea obiectelor decorate cu elemente care apartin cu
precadere registrului vegetal sau floral sunt de influenta saseasca.(Fig.9, fig.10,
fig.11)

d) Releveul complex si demersurile de interventie in cazul casei memoriale
”Ovidiu Barlea” vizeaza promovarea personalitatilor din zona, astfel incat cele-
brul folclorist si etnolog Ovidiu Barlea este originiar din satul Mogos. Prin inter-
mediul actiunilor de interventie se doreste transformarea casei intr-un centru
memorial si de cercetare care sa devind marturie in timp a interesului vadit
pentru studiu si comemorare.(Fig.12, fig.13)

e) Ospitalitatea si deschiderea localnicilor a permis un studiu amanuntit de
peisaj si prin pozitionarea gurilor de mina si a contructiilor specifice miniere.
Astfel, cu ajutorul indrumarilor oferite de localnici, fosti minieri, s-au reperat
intrarile in mine si s-a realizat o harta, un traseu care sa le plaseze in centrul de
interes.

f) Concursul “Cea mai dichisita casa”(Fig.14, fig.15) are rolul de a incununa efor-
tul sustinut al locuitorilor de a-si conserva casele si de a pastra specificul zonei.
n acelasi spirit, este 0 metoda prin care se urméreste sensibilizarea locuitorilor
si sustinerea acestor demersuri prin accentuarea importantei lor in vederea
pastrarii unui patrimoniu specific. Cu toate acestea, pentru a fi eligibile, casele
trebuie sa inceplineasca niste criterii:

-sa aiba mai mult de o suta de ani vechime;

-sa fie ingrijrijita atent de propietarii ei;

-sa fi suferit cat mai putine modificari;

-sa pastreze un numar mare de obiecte de uz casnic si decorative, fotografii.

g) Amplasarea geografica a comunei favorizeaza caracterul turistic al zonei. Ast-
fel incat, prin intermediul inspectarii zonei si discutiilor cu localnicii s-au real-
izat studii care sa repereze locurile care ar putea constitui o atractie turistica,
printre acestea se enumera diverse trasee montane si casele premiate in cad-
rul concursului “Cea mai dichisita casa” care au fost marcate prin intermediul
unei placute amplasata pe fatada principala si care pot deveni niste importante
puncte de reper care, de atlfel, inglobeaza spiritul locului pe care il pot trans-
mite mai departe.(Fig.16)(RPER,2017, CAIET-IV-Repertoriu- Patrimoniu.)

Concluzii

n concluzie, peisajul constituie o componentd important in formarea unui
individ, intrucat acesta este un factor important din punct de vedere al genezei
existentaiel. Acesta influenteaza individul la nivel subconstient, dictandu-i aces-
tuia Intr-o oarecare masura, reperele memoriei sale vizuale. Mai mult decat
atat, peisajul rafineaza si prelucreaza sensiblitatea unui om, fapt cristalizat prin
intermediul afinitatile estetice pe care indivizii le dezvolta ulterior de-a lungul
existentei lor.

De asemenea, importanta patrimoniului este de netagaduit, intrucat in
valtoarea trecerii timpului, acesta devine o mostenire edificatd a culturii si
specificului unui popor. In aceeasi notd, acesta constituie componenta dif-
erentiala subzistenta n contextul tendintelor globalizatoarea din ultimul timp,
fiind purtatorul neobosit al lectiilor trecutului.

Referinte:

Francoise Choay, 2014, Patrimoniul La Rascruce, Ed. Ozalid;
RPER,2011, CAIET-I-Repertoriu Patrimoniu;
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ROMANIAN TRADITIONAL COLORS - A COLOR'S
THEORY LESSON

Abstract

The purpose of this study is to share some of my observations about the color
of the traditional Romanian universe in the form of a sketch of idea.

| deeply believe that behind the beautiful things is a science.

The microcosm in which the authentic Romanian peasant lived, from the uni-
verse of our churches to the world of traditional artifacts, is a true lesson of
color theory.

The principles of Itten’s color theory, born in the late nineteenth and early
twentieth century, are based on science and arts as well. We can see that these
principles are applied in the color universe of Romanian churches frescoes
and in the traditional Romanian coloring. | will take for example some of the
Johannes Itten’s principles of color theory.

In the first part | will analyze the few chromatic contrasts postulated by Itten
and I'll prove that they were frequently used in the traditional Romanian world.
In the second part of this sketch | will study how the common chromatic com-
position of the art theory are found in this universe | am studying.

The conclusion of the approach is related to the idea that the two ways of
knowledge, both cult and vernacular, reach the same conclusions.

It is a given from God that is reached in many ways. The Romanian peasant
has always lived in the middle of nature, in communion with nature and God,
through the whole order of his life. The two sources of his inspiration that stand
on the foundation of his creations artistic refinement are, on the one hand,
nature, with his rhythms and laws, with which he has always lived in complete
harmony and, on the other hand, the artistic universe of our churches. That is
why he had access to the universal laws created by God.

Keywords: tradition, patrimony, color theory

Article

Intotdeauna mi-au pldcut obiectele traditionale romanesti, toate lucrurile care
fnconjurau taranul roman autentic, intregul univers al artelor si mestesugurilor
traditionale. Ceea ce vreau sa va impartasesc nu este un studiu aprofundat, ci
o schitad de idee sub forma unui jurnal de calatorie, o suma de observatii facute
cu ochii unui arhitect, nu a unui specialist in istoria artelor.

Calatorind in diverse zone din tara, vizitand bisericile noastre vechi, majoritatea
pictate pe interior, multe si pe exterior, umbland din sat in sat si cautand tot
felul de obiecte ce tin de mestesugurile traditionale specifice fiecarei zone, de
la costume traditionale, stergare tesute manual, la covoare si obiecte de uz
casnic, mi-am pus intrebarea: de ce imi plac atat de mult? De ce ne place atat
de mult universul creatiei traditionale romanesti?

Avand o formatie axata pe cercetarea sferei vizualitatii, ma intreb totdeauna de
ce imi place un anumit lucru. in spatele a tot ceea ce este frumos, sti o stiint3,
niste reguli, nu este nimic intdmplator. Eu cred ca toate aceste lucruri care ne
plac atat de mult, de la universul atat interior cat si exterior al bisericilor noas-
tre, la lumea artefactelor traditionale, sunt o adevarata lectie de teoria culorii.
(fig.1)

Noi Tnvatam teoria culorii, un set de reguli si principii fundamentate atat din
punct de vedere stiintific cat si artistic, sistematizat la un moment dat, spre
sfarsitul secolului al XIX-lea si inceputul secolului XX de Johannes Itten, celebrul
pictor, designer, profesor si teoretician de arta. El a fost pentru lumea teoriei
culorilor, intr-un anume sens, ceea ce a fost Beethoven pentru lumea teoriei
muzicale. Mozart folosea structuri muzicale fara a le teoretiza, iar elevul sau,
Beethoven, le-a sintetizat si structurat intr-un sistem de teorie muzicala.

Acelasi lucru I-a facut si Itten, teoretizand si transformand intr-un sistem de
gandire cromatica lucruri de mult stiute si aplicate. Analizand atat frescele bi-
sericilor, cat si cromatica traditionala romaneasca, am observat ca in ambele
cazuri au fost aplicate principiile teoriei culorii de sute de ani.(fig.2)

Ambele sfere respecta teoria culorii Tn acceptiunea de astdzi.Stiinta batranilor
mesteri iconari, pictori de biserici, nu poate fi pusad sub semnul intrebarii (fig.3).
Dar de unde stia taranul roman despre teoria culorii?Calatorind din sat in sat
am observat ca, in toate zonele tarii, gasesc aproape in fiecare sat cate o veche

in lumea artefactelor traditional, foto N.
Parvu, 2015
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Fig.02—Principii coloristice aplicate de sec-

ole in cromatica frescelor bisericilor si cea
traditionald, foto N. Parvu, 2015

Fig.03 — Sfintii Arhangheli Mihail si Gavriil,
Biserica din Ribita, jud. Hunedoara, 1417 [

Fig.04 — Surse de inspiratie pentru creatia
artistica traditionala, foto Parvu Nadina,
2016, Muzeul Satului din Ramnicu Valcea
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Fig.05 — Contrastul culorilor primare, Itten
1., Art de la couleur, Edition Abrégée, Ed
Dessain Et Tolra, pg 10

Fig.06 — Covor oltenesc contemporan,
tesatoriile Manastirii Horezu, foto N. Par-
vu, 2015

Fig.07 — Modul in care este subliniat con-
trastul culorilor primare cu ajutorul albu-
lui si negrului intr-o scoartd romaneasca,
montaj foto N.Parvu, 2018

Fig.08 — Judecata de Apoi, pridvorul
Manastirii Horezu, foto N. Parvu, 2015

biserica pictata pe interior, uneori si pe exterior. Unde traia taranul roman?
Taranul roman autentic trdia in mijlocul naturii de luni pana sambata si in bi-
sericd duminica.

lata de unde stia el teoria culorii. lata sursele lui de inspiratie: Dumnezeu prin
universul artistic al bisericilor noastre si natura. (fig.4) Ambele surse sunt lectii
de colorism.

Voi lua spre exemplificare cateva din pricipiile teoriei culorii enuntate de Jo-
hannes Itten.

1. Contrastele cromatice constituie baza teoriei culorii.

Johannes Itten postuleaza existenta a sapte contraste cromatice: contrastul cu-
lorilor in sine, contrastul de clarobscur, contrastul caloric, contrastul culorilor
complementare, contrastul simultan, contrastul calitativ si contrastul cantitativ.
Toate aceste contraste se regasesc in cromatica traditionald romaneasca. Voi
analiza cateva dintre ele.

1.1. Contrastul culorilor in sine

Este cel mai simplu contrast. Se folosesc culorile netulburate, avand luminozi-
tate maxima (Itten 2004:34). Exista mai multe combinatii caracteristice acestui
tip de contrast. Cel mai puternic si mai expresiv este contrastul culorilor pri-
mare, in timp ce, pe masura ce culorile se indeparteaza de culorile de baza,
contrastul scade.

1.1.1 Contrastul culorilor primare: Rosu — Galben — Albastru

Este cel mai puternic contrast al culorilor in sine pentru ca cel mai inalt grad de
stralucire 1l au culorile primare (Itten 2004: 34). (fig.5) Acest tip de Imbinare
cromatica este foarte des utilizat in cromatica traditionald romaneasca: mo-
tivele decorative ale tesaturilor, ale articolelor de imbracaminte, pe covoare,
tapiserii, scoarte, obiecte de uz casnic.(fig.6)

Daca se despart culorile prin linii albe sau negre,caracterul lor particular iese si
mai bine in evidenta. Separarea culorilor prin linii albe sau negre, accentueaza
contrastul, spune Itten (Itten 2004: 36).

Acest fapt a fost foarte bine intuit de creatorul anonim al satului romanesc,
dupa cu se poate observa ih urmatorul exemplu.(fig 7) De asemenea, folosirea
modulatiilor de tonalitate , de valoare (inchis, deschis), impreuna cu combi-
natiile de alb si negru, contribuie la realizarea unor compozitii de o mare com-

plexitate cromatica. Acest tip de contrast se regdseste din abundenta in cromat-
ica frescelor bisericilor romanesti. lata cateva exemple: fig.8, fig. 9

De asemenea, contrastul cromatic se gaseste din plin in natura, una din princi-
palele surse de inspiratie pentru creatorul traditional. (fig.10)

1.1.2. Contrastul culorilor secundare Portocaliu-Verde-Violet

Acest contrast cromatic este mai slab decat cel al culorilor primare. Si aici se
pot obtine variatii nenumarate folosind albul, negrul, diferentele de tonalitate.
(fig.11) lata un exemplu: fig.12

Contrastul culorilor secundare, cu nenumarate variatii de tonalitate si nuante,
se intalneste Tn cromatica frescelor bisericilor romanesti, dupa cum putem ob-
serva, de exemplu, analizand pictura in fresca a bisericii manastirii Cozia, jud.
Vilcea.(fig.13)

1.1.3. Contrastul culorilor tertiare

Aceasta combinatie de un mare rafinament coloristic este adesea folosita in
tesaturile portului traditional feminin din diverse zone. lata doua exemple de
valnice din zona Ocnele Mari: fig.14

1.2. Contrastul culorilor complementare

Cele doua calitati de baza ale culorilor complementare sunt:

a) Alaturate, ele se pun in evidenta reciproc, marindu-si puterea de stralucire
la maxim.

b) Amestecate, se anihileaza treptat pana la grizare completd, la o anumita
proportie formandu-se un gri neutru. Tot prin amestec se obtin nenumarate
nuante numite griuri colorate. (fig.15)

Aceastda paleta cromatica este foarte des abordata in lumea tesaturilor
romanesti, in special a celor vestimentare feminine si in cromatica covoarelor
si scoartelor traditionale. lata doua exemple de folosire a combinatiei galben
— violet si rosu — verde, pe broderile a doua camasi traditionale, unde in mod
evident este pus in aplicare unul dintre principiile de baza ale contrastului com-
plementarelor, anume exaltarea reciproca a culorilor.(fig.16 si 17)

De asemenea, creatorul satului traditional cunostea foarte bine nenumaratele
posibilitati de obtinere a unor nuante si tonuri rafinate prin combinarea unei
perechi de culori complementare. lata doua covoare oltenesti, prezente in col-
ectia Dan Nasta din incinta Palatului Mogosoaia, unde putem observa culo-
ri complementare, nuante si tonuri de rosu si verde, precum si combinatiile

b
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Fig.09 — Contastul culorilor primare folos-
it n frescele din pridvoarele manastirilor
Cozia si Govora, foto N.Parvu

Fig.10 — Contrastul culorilor primare in
natura, foto R.Parvu, 2018

Fig.11 — Variatii ale contrastului culorilor
binare, Itten.J, Ibidem
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Fig.12 —Brau oltenesc, detaliu, foto N. Par-
vu, 2018

Fig.13 —Detalii -interiorul bisericii manasti-
rii Cozia, jud. Valcea, foto N. Parvu, 2015

Fig.14 — Contrastul culorilor tertiare, val-
nice, zona Ocnele Mari, montaj foto N.
Parvu, 2018

lor, griuri colorate de rosu si verde. (Fig. 18) Un alt exemplu se poate vedea in
Muzeul Satului din Ramnicu Valcea, pe o scoarta olteneasca tesuta in culori
complementare, gama albastru — orange, unde autorul foloseste atat culorile
pure cat si combinatiile acestora, griurile colorate de albastru si orange.(fig.19)
in mod paradoxal poate, intalnim acest contrast cromatic in naturé.(fig.20) De
asemenea, frescele bisericilor romanesti abunda in folosirea acestei combi-
natii. lata doar un exemplu, din interiorul bisericii manastiri Govora.(fig.21)

1.3. Contrastul cald-rece

Alaturi de contrastul complementarelor, este unul dintre cel mai frecvent utili-
zate Tn cromatica obiectelor de vestimentatie, de uz casnic precum si a frescelor
din biserici, picturii troitelor. Voi ilustra spre exemplificare cateva obiecte de uz
vestimentar din zona Tarii Hategului si pictura unei troite din Muzeul satului
valcean.(fig.22, fig.23)

1.4. Contrastul cantitativ

Reprezinta raportul de marime intre doud sau mai multe suprafete colorate.
Scopul urmarit este identificarea unui raport de cantitati intre culori prin care
sa se realizeze un echilibru vizual al compozitiei cromatice.(fig.24) Ca exemplu,
un covor si o zavelca din judetul Olt.(fig.25)

1.5. Contrastul calitativ

Acest tip de contrast este dat de calitatea unei culori, adica de gradul ei de
puritate (saturatie) Contrastul de calitate apare intre culoarea saturata, stralu-
citoare si culoarea amestecata, mata, tulburata (rupta). Culorile pot fi tulburate
astfel: prin amestecare cu alb (culoarea se raceste); prin amestecare cu negru;
prin amestecare cu gri si prin amestecare cu culoarea complementara (se obtin
griuri colorate).(fig.26) Combinatie de mare rafinament cromatic, o regasim in
tesaturile covoarelor oltenesti in special (fig.27)

2. Alta modalitate de compunere a culorilor este folosirea acordurilor cromati-
ce Cromatica obiectelor traditionale romanesti foloseste o serie intreaga de
combinatii cromatice, din 2, 3 sau mai multe culori, alese pe baza unor relatii
logice, geometrice intre culori. De asemenea pot coexista mai multe tipuri de
contraste. Voi analiza cateva exemple.

2.1. Armonii de doua culori (ton pe ton) (fig.28)

2.2. Armonii de patru culori
Este intalnita atat in cromatica broderiilor si tesaturilor romanesti cat si a fres-

celor bisericilor. latd doua exemple:(fig.29 si 30)

2.3. Combinatii de mai multe tipuri de contraste cromatice

Coexistenta mai multor armonii coloristice pe acelasi cdmp compozitional este
foarte des intalnita Tn zona studiata. latd o exemplificare pe o scoarta oltene-
asca din Muzeul Satului valcean, unde ne bucuram de prezenta simultana a
urmatoarelor relatii intre culori: contrastul culorilor binare verde-orange-violet
si contrastul culorilor primare rosu-galben-albastru, potentate de prezenta dis-
creta a negrului si albului.(fig.31)

3. Concluzii

in spatele artei culte st stiinta, in spatele artei vernaculare sti intuitia,
puterea creatorilor anonimi de a intui si observa anumite lucruri date si de
a le transpune in creatiile sale. Cele doua drumuri, cel cult si cel vernacular si
concluziile la care ajung, sunt dovada ca lumea n-a fost creata la intamplare, ci
dupa reguli clare. ,,Eu, in orice caz, sunt convins ca El nu se joaca cu zarurile.”,
spunea Einstein Tn 1926, intr-o scrisoare adresata fizicianului Max Born.
Cunoasterea armoniei si frumusetii lumii create de Dumnezeu se poate face pe
mai multe cai.

Viata taranului roman autentic s-a desfasurat intotdeauna in comuniune cu
natura si cu Dumnezeu prin intreaga randuiala a vietii lui. ,,Arta populara este
parte a unei activitati complexe, a unei unitati organice de viata materiala si
spirituala, a unei culturi la nivel etnografic, dar nu mai putin ordonate, expresie
a unui suflet sanatos si elevat (Bernea 2006: 102).”

Cele doua surse ale inspiratiei lui, care stau la baza rafinamentului artistic al
creatiilor sale sunt, pe de o parte natura, cu ritmurile si legile sale, cu care
a trait intotdeauna in deplina armonie si pe de alta parte universul artistic al
bisericilor crestine pictate. De aceea el a avut acces la legile universale, cre-
ate de Dumnezeu. ,JTaranul roman, cd e mester (in inteles de profesionist) sau
nu e mester, este intotdeauna artist, adica un indemanatic strabatut de fiorii
creatiei, strabatut de setea catre lucrul frumos, in care se exprima ceva din
aspiratia sa la eternitate (Bernea 2006: 102).”

Itten, J.,2004. Art de la couleur. Edition Abrégée, Ed Dessain Et Tolra. 34
Itten, J.,2004. Art de la couleur. Edition Abrégée, Ed Dessain Et Tolra. 34
Itten, J.,2004. Art de la couleur. Edition Abrégée, Ed Dessain Et Tolra. 36
Bernea, E.,2006. Civilizatia romana sateasca. Ed. Vremea, Bucuresti. 106
v Bernea, E.,2006. Civilizatia romana sateasca. Ed. Vremea, Bucuresti.102
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Fig.15 - Culori complementare, Itten J.[

Fig.16 — Broderie pe cdmasa traditionala
romaneasca, contrastul culorilor galben si
violet, foto N. Parvu, 2017

Fig.17 - Broderie pe camasa traditionald
romaneasca, contrastul culorilor rosu si
verde, foto N. Parvu, 2017
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BAROQUE INTERIORS IN ARCHITECTURE IN SWABIAN
SETTLEMENTS
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“lon Mincu“ University of Architecture and Urbanism Fig. 5. Baroque basilica in Ulm-Wiblingen: a. Exterior
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BAROQUE INTERIORS IN ARCHITECTURE IN SWABIAN
SETTLEMENTS

Abstract

Danube Swabians were brought to Eastern Europe about 300 y--ears ago in
frame of the Counter-Reform of the Catholic Church. The Swabians of the
Upper Danube were Roman-Catholics and this way adequate for the goals
of Emperor Maria Theresia of the Habsburg Empire to stop the spread of the
Reformation. The time of Counter-Reform was at the same time the time
of birth of the Barock style, also as a reaction to Reformation iconoclasm.

The style was born in Rome, Italy, and spread to different countries. The
one in the countries of German language is less known. A remarkable ex-
ample of a complex of Baroque architecture in Germany is the Ober-
schwabische Barockstrale (Upper Swabian Baroque Route), less known
than the Romantic Route (with the barock UNESCO world heritage palace
in Wirzburg) and a model for European Cultural Routes, from where part
of the Danube Swabians originate (integralily those in Sathmar county).

It is not known which was the model, but also next to Vienna, in Klosterneu-
burg, the emperor Maria Theresia built a monastery with royal palace in this
style, and the libraries can have as model the one in the Vienna Hofburg. In
Romania in Banat the Viennaise models were closely followed in rural architec-
ture, and the dependence to that in the origin country is still to be researched.

The Danube Swabians in Sathmar county were brought by the Karolyi count
of Carei even before those of Maria Theresia. The count let a number of
churches to be built in their villages but the central one, in the city of Ca-
rei, is the Piarist church in Baroque style. Swabian architecture also spread
to other parts of Europe, for example the complex in Mafra, Portugal.
Thearticlealsopresentsamappingofthespreadofthearchitectureofthistypecom-
paredtotheoriginplacesofthoseintheimigrationzone,sincetheinstitutionswho
research Danube Swabians(numerousones)inGermany, are currentlyseparated.

Keywords: baroque, Swabian, church, imigration, Counter-Reform

Article

Introduction:

Research on Danube Swabians is mainly done from an anthropological point
of view, regarding the language and the way people lived. This might be also
better, as research will show, since unlike the Transylvanian Saxons, who were
nobleman and craftsmen, the Swabian immigrants were peasants. They might
have brought with them the habits in clothing, kitchen etc., but not necessarily
the architecture. Research on the architecture of Danube Swabians is sparse.
From the architecture of Banat we may mention Volkmann (2001). The Sath-
mar Swabians are even less known, including the anthropological studies. They
are even sometimes not mentioned when talking of the big German minorities
of Romania. On their architecture we mention the seminal work of Bara (2013).
The work of Bara (2013) focuses on the buildings under the mecenate of the
Karolyi count, which are the churches for the villages and for the headquarters
of the count in the city of Carei. The Swabians came starting 1712 after the
peace of Sathmar in 1711. This was the time of Baroque, hence most churches,
erected during the century of immigration, the 18th century, are Baroque.

I will present some remarkable examples of baroque architecture in zones in-
habited by Swabians: the basilica in Weingarten near Ravensburg (center of the
emigration), considered the Saint Peter of the North of Europe, a pilgrimage
basilica, at which also Italian masters worked, and the libraries of the mon-
asteries in Bad Schussenried and Wiblingen (part of Ulm), the later in the ad-
ministration of Staatliche Schlésser und Garten Baden Wirttemberg. The last
two localities are additionally related to the history of Swabians, namely in Bad
Schussenried is the open air museum of folk architecture of the Upper Swabia
(Kiirnbach Museum) and Wiblingen is now part of Ulm from where the ships
(Schachtel) started on the Danube, where there is also the Museum of Danube
Swabians.

Methodology:

The main methodology employed was field work. To plan the field work, litera-
ture review and mapping were employed. In frame of the mapping | participat-
ed also in a game design workshop.

Mapping regarded:

-The Danube Swabian localities in Sathmar. During the field trip to Ulm | also
saw the plate representing these (Fig. 1a and b).

-Map of the Oberschwabische Barockstralle superposed to places of immigra-

Fig. 1. A. Rememberance plate of Sathmar
SwabiansontheDonauschwabenufer(Dan-
ube Swabian river side) in Ulm, Germany.

Fig. 1. B. Map of the localities. Interac-
tive map here https://drive.google.com/
open?id=1VojsRwIB1L94UsoziNgTxyQMVG-bz-
VuH&usp=sharing




Fig. 2. A. Map of places of emigration of
the Sathmar Swabians.

B. Map of the Oberschwabische Barock-
straRe.

C. Map of places of emigration where Ba-
roque churches were built, some of them
before the emigration. Interactive map
can be found here https://drive.google.com/
open?id=10puf31RpffbWxIOSkijOP2vkPZ0ao-
Jwc&usp=sharing
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tion of Sathmar Swabians (according to Vonhaz, 1987) and with the peasant
houses in museums. The goal was to see if the migrants came from rather
poor or rich regions, where Barock works were built at their time, and to see if
there are historic vernacular houses before their emigration (Fig. 2a, b and c).
The data in the maps has been intersected to obtain the results. These maps
served to establish what to be visited during the field trips to Ulm and Carei. In
preparation | also did literature research. Apart of using the books to identify
the localities to be mapped, | also researched the churches in Oberschwaben
which | could not see (see Table 1, Oberschwaben 2019) and framed them with
books on Baroque architecture (Hostiuc, 2010). The Italian route includes ex-
actly what I've seen. Staatliche Schlésser und Garten Baden-Wirttemberg, the
authority for castles and gardens in the state, created also a route for monas-
teries in Oberschwaben in their administration. For the table | made a ranking
after the building year thus being able to frame with the main Baroque periods.
The archive research was performed online using maps.hungaricana.hu . From
Ulm | visited:

- The baroque church of Steinhausen, by Dominicus Zimmermann, the most
important architect of the time and told to be the most beautiful village
church of the world. It is a pilgrimage church on the Santiago de Compostela
way (Fig. 3a and b).

- Biberach an der Rif. The migrants came from basically two regions in Ober
schwaben: from around Ravensburg and from around Biberach an der RiR.
Ravensburg has been visited in the pre-research. Biberach an der Ri also
features a Baroque church (St. Martin), a conversion of a former gothic
church. (Fig. 4a and b).

- The basilica of Wiblingen, with the rokoko library administrated by Staatliche
SchloRer und Garten Baden-Wirttemberg. This kind of pair in monasteries of
Oberschwaben is found also in Bad Schussenried, Ottobeuren and Sankt Gallen
(UNESCO), but also in Mafra in Portugal built by a Swabian architect.

- Munich with the Theatiner church which has been the first Baroque in

Germany..Photos:https://www.facebook.com/media/set/?set=a.10218419931152161&
type=1&I=ed2d874715.. (Fig. 5a and b).

From Carei | visited:

- The St. Elisabeth church in Petresti, designed by Josef Bittheuuser, a Wiirz-
burg architect (Bara, 2016) (Fig. 6a and b).

- In Foieni | visited the St. Michael church by Josef Bittheuser (Fig. 7a and b).
Archive images here: https://maps.hungaricana.hu/en/MOLTervtar/8176/ and https://maps.
hungaricana.hu/en/MOLTervtar/8323/

- The reformed church in Carei,designed by Josef Bittheuser (Fig. 8a and b).

- The church in Moftinu Mare, also designed by Josef Bitthduser, and one of

the biggest in the episcopy. The church features a Maria statue brought from
Germany and which is dressed according to the holidays (Fig. 9a and b).

- Various buildings in Carei, including the reformed and the catholic St. Josef
of Kalazanc church (Fig. 10a and b), https://maps.hungaricana.hu/en/MOLTervtar/8060/.
The church in Sandra was also designed by Josef Bittheuser and was not visited.
Archive images can be found here https://maps.hungaricana.hu/en/MOLTer-
vtar/8215/. After visiting the sites, storymaps with representative buildings for
Sathmar and Oberschwaben respectively were created, considering also the
previous trips. Another storymap project regards the superposition of maps
(this one is in work). These are also displayed on the webpage in the respective
section. Sathmar https://arcg.is/18nXyD, Oberschwaben https://arcg.is/jmeiv
In Vienna | saw also other related Baroque churches: Karl church, Dominicaner
church, University church, St. Paul church. More are in plan for the next trips
(from Hungarian Vienna). Apart of the occasion of the conference to present
in Vienna, the visit to Vienna permitted balancing on the Austrian influence on
Danube Swabian architecture apart of the places of origin, since the immigra-
tion has been facilitated by the Habsburg emperors.

Results:

Maria Theresia von Osterreich (* 13. Mai 1717 in Wien; T 29. November 1780
ebenda) did the Swabian immigration to Banat, which occurred later than that
of Alexander Karolyi. Baron, later Count Sandor Karolyi de Nagykaroly (Ger-
man: Alexander Kéaroly von Nagy-Karoly; 20 March 1668 — 8 September 1743).
Herzogtum Schwaben was founded 911/15. Later on (1810-1945) the area was
included in Wiirttemberg. Oberschwaben is the triangle between Danube, Lech
and lake Bodensee. From the point of view of geography it is a plateau at 458
m (at the Danube) and 833 — 395 m (at Bodensee). The inhabitants are active
in agriculture: milk products and fruits (Schussen). The Oberschwabische Baro-
ckstralRe exists since 1966 while the MiihlenstraRe Oberschwaben ist only 10
years old.

Baroque developped between Renaissance and Classicism in 3 periods: Early
Baroque (bis ca. 1650), High Baroque (ca. 1650-1720), Late Baroque or Rokoko
(ca. 1720-1770). Like many other styles, the first Baroque building was in Ita-
ly: the church Il Gesu (1507-1573). In Germany it was introduced after the 30
years war. In southern Germany Dominicus Zimmermann was one of the most
important architects. Stucco was done by the Wessobrunner school. Most
monasteries were subjected to secularisation in time of Napoleon (Kloster in
Baden-Wirttemberg. www.kloester-bw.de, abgerufen am 23.03.2019.). The
most important Baroque works from the Oberschwabische Barockstralle are
the churches in Ottobeuren, Zwiefalten, Einsiedeln, Rott-am-Inn, St. Gallen

Fig. 3. Baroque church of Steinhausen: a.
Exterior, b. interior. More photos:
https://www.facebook.com/media/

Fig. 4. Baroque church of Biberach an

der RiR: a. Exterior, b. interior. More

photos: https://www.facebook.com/media/
5T



Fig. 5. Baroque basilica in UIm-Wiblingen:
b. Interior.

Fig. 6. Baroque church in Petresti, Sath-
mar: a. exterior.

Fig. 6. Baroque church in Petresti, Sath-
mar: b. interior.

and Steinhausen (Voitec-Dordea, 1994 and Fletcher, 1996). Apart of Dominicus
Zimmermann a number of architects of the Auer Zunft were active in the area.
The Auer Zunft (1651-1842) was a communion of several Austrian architects
from the Voralberg. It included:

- Beer family: Michael Beer, Franz Beer, Franz Anton Beer, Franz Beer
von Au, Johann Michael Beer von Bildstein, Johann Michael Beer
von Bleichten

- Thumb family: Christian Thumb, Michael Thumb, Peter Thumb,

- Moosburgger family.

This frames the discussion on Austrian influence of Danube Swabian architec-
ture being influenced by Austrian architecture rather than that from the places
of origin. The migration of Swabians begun after the areas in Hungary were de-
populated after a series of wars putting back the Turks 1683 (Vienna), Mohacs
(1687) and Buda (1689). At the same time, in Upper Swabia just ended the 30
years war (1618 - 1648) and after the war started the construction of the Ba-
roque churches of the Counterreformation, since the war started as religious
war. Till the first emigration of Sathmar Swabians, around 20 churches out of
the around 60 notable churches of the Oberschwabische Barockstralle were
already built. It was a time when new inhabitants were asked for, also in newly
founded cities in Germany, such as Karlsruhe 1715 (Bostenaru, 2018). It may be
possible that the peasants were tired from construction works, as Jose Sarama-
go describes in the building of the Mafra convent and palace in ,,Memorial do
Convento” (1982). Sathmar is situate in the Partium and to times of Baroque it
belonged to Hungary. In Hungary the first Baroque church was the Jesuit church
of Nagyszombat (Pietro Spazzo, 1629-1637), which has its model in the Vien-
naise Jesuit church, which has again its model in the first Baroque church, the
Jesuit church in Rome. This was a while before the churches of the Swabians in
Sathmar were built.

The count of Karolyi ordered two foreign architects to build these churches: a
Viennaise (Franz Sebastian Rosenstigl, 1702-1785) and one born in Wiirzburgi
(Josef Bitthduser, 1755-1828) (Bara, 2013, Bara, 2016). The episcolap palace
in Wirzburg, the chef-d-oeuvre of Balthasar Neumann, was built 1720-1744,
with interior architecture was finished in 1781. Balthasar Neumann also built
in Bruchsal, which | had the occasion to see in frame of another project. Also
in 1744 concluded the construction of the Dominican church in Wiirzburg, de-
signed also by Balthasar Neumann, and between 1748-1755 the architect de-
signed another chef d’oevre, the pilgership church Kappele. All these must have
been known to Josef Bitthduser. Franz Sebastian Rosenstigl designed a church
near Vienna (Gumpensdorf 1748 - 1750). Franz Sebastian Rosenstigl also de-
signed gardens for the count of Karolyi (Fatsar, 2000).

Table 1. Baroque churches in Sathmar and Upper Swabia.

City Building Architect Kirchweih
year
1 | Timisoara (Fig. 11) 1736 Joseph Emanuel Fischer St. Georg
von Erlach
2 Maria Radna (Fig. 12) 1750 St. Maria
- St. Michael & Gabri-
3 Carei (Fig. 13) 1737-1739 el, greek catholic
4 Carei 1746- 1752 Josef Bitthduser Reformed church
Carei (Fig. 13) 1752-1759 Orthodox church
6 Carei 1769-1779 | Fra"? SEba;“gT" Rosenst- | o Josef of Kalazanc
7 Foieni 1785 Josef Bitthduser St. Michael
8 Petresti 1786 Josef Bitthduser St. Elisabeth
9 Moftinu Mare 1797 Josef Bitthduser Maria Himmelfahrt
10 Sandra 1781 Josef Bitthduser St. Erasmus
11 Aulendorf 1629 - 1662 St. Martin of Tours
12 Laupheim 1623-1667 Martino Barbieri St. Peter und Paul
13 Kempten 1652 Roman Giel von Gielsberg
14 Isny 1666 St. Georg
15 Zwiefalten 1668 Tommaso Comacio (built | Minster Unserer Li-
by Michael Thumb and eben Frau
Franz Beer)
16 Bildstein 1662-1676 Michael Kuen Maria Heimsuchung
17 Buxheim 1687, 1691 | Dominikus und Johann St. Maria
Baptist Zimmermann
18 Wald 1696, 1698 Jos Beer St. Maria
19 Friedrichshafen 1695-1701 Christian Thumb evangelisch
20 Obermarchtal 1701 Michael Thumb, Christian St. Peter
Thumb, Franz Beer
21 | Tannheim (Biberach) | 1700-1702 | Franz Beer von Au or St. Martin
Franz Beer von Bleichten
22 Baitenhausen 1704 St- Maria zum Berge

Karmel

Fig. 7.Baroque church in Foieni, Sathmar:
a. Exterior,

Fig. 7.Baroque church in Foieni, Sathmar:
b. Interior.




Fig. 8. Reformed church in Carei: a. Exteri-
or, b. Interior.

Fig. 9. Baroque church in Moftinu Mare,
Sathmar: a. Exterior, b. Interior. More
photos:  https://www.facebook.com/media/

23 Salem 1697-1706 Franz Beer Miinster

24 Bad Waldsee 1709 Jakob Emele St. Peter

25 ReiCShcehnubsasZ:riengad 17?tg<)alw:r7)35 St Sebastian

26 Frauenzell 1709-1710 Frater Christoph Gessing- Maria Himmelfahrt
er aus Isny

27 Memmingen 1709-1711 St. Martin

28 Miinsterlingen 1711-1716 Franz Beer St. Remigius

29 Ehingen 1712-1719 Franz Beer Jesus Heart

30 Wiblingen (Fig. 14) 1714 Christian Wiedemann St. Martin

31 | SieRen (Bad Saulgau) | 1716 —1722 Franz Beer von Au St. Markus

32 Weingarten 1724 Joseph Schmuzer St. Martin

33 [R2 \(/V\tleei?iesn:u)u re 1724 Franz Beer von Blaichten | °* Petrulsusand Pau-

34 Bad Wurzach 1723-1728 SchloR

35 Bergatreute 1730 st Phi“f:;jsund Ja-

36 Steinhausen 1728 -1733 | Dominikus Zimmermann St. Peter and Paul

37 Schwendi 1723-34 St. Stephanus

38 Wolfegg 1733-1736 Johann Georg Fischer St. Katarina

39 Bregenz 1737 Franz Anton Beer St. Gallus

40 Mengen 1742 Liebfrauen

41 Biberach 1746 St. Martin

42 Birnau 1746 - 1749 Peter Thumb St. Maria

43 Steinbach 1749-1755 St. Maria

44 Scheer ~1750 St. Nikolaus

45 Habsthal 1650-1750 Jodokus Beer Unsere Liebe Frau

46 Pfullendorf 1750/51 St. Jakob

47 Muttensweiler 1750/51 Jakob Emele St. Jakobus

48 Lindau 1748-1752 Johann Caspar Bagnato Unsere Liebe Frau

49 Bad Schusls;_nried Fig. 1752 Dominikus Zimmermann St. Jakobus

50 Uberlingen 1752 Johann Michael Beer Immacula.ta Con-

cezione
51 Gutenzell 1755-56 Dominikus Zimmermann St. Cosmas and Da-

mian

52 Bregenz 1757 Johann I\Siilc;;::nBeer VO | Johannes Nepomuk
3 | onobewen | sry-ires | Sper Kaeme () st Mendernd
Gabriel Loser and Johann
54 St. Gallen 1755-1766 | Caspar Bagnato > Peter | Johannes Nepomuk
Thumb — church

55 Baindt 1764-66 St. Johannes Baptist

56 Eglofs 1765 - 1766 Johann Georg Specht St. Martin

57 Erbach 1765-67 St. Martin

58 Reute 1766-67 St. Peter und Paul

59 Bad Buchau 1767-1776 | Pierre Michel dlxnard | St Cornelius und Cy-
prianus

60 Trogen 1779-1782 | Hans Ulrich Grubenmann Reformed church

61 Lindau 1781-1783 St. Stephan

62 Rot an der Rot 1777 - 1786 St. Verena

63 Hohenems 1796-1797 Jakob Scheiterle St. Karl Borromaus

64 Tettnang SchloR

65 Ochsenhausen 11671853_113;;;’ St. Georg

66 Mafra 1717-1755 Johann Friedrich Ludwig | St. Antonius Padova

After the church reformation introduced by Luther and Calvin, the catholic
church launched a large programme of the so-called Counter-Reformation.
One of the expressions of Counter-Reformation was building churches in
Baroque style. Baroque churches, with their dynamic space and richly orna-
mented, were to transpose in architecture the theologic ideas of the church.
The first baroque churches were built in Rome, as in case of other architec-
ture styles. Also during the time of Counter-Reformation there was a large
process of coloniasisation in the Habsburg Monarchy, in order to increase the
number of Catholic population. In this context in the Sathmar Area the Karolyi
count from Carei brought Swabians (called later on Danube Swabians because
they travelled on the Danube with the so-called Ulmer Schachtel) from the
region Oberschwaben (Upper Suabia) in Germany.

The Swabians of the Upper Danube were Roman-Catholics and this way ade-
quate for the goals of Emperor Maria Theresia of the Habsburg Empire to stop
the spread of the Reformation. 1712 the migration of Swabians from Upper

zanc, Carei: a. Exterior

Fig. 10. Piarist church St. Josef of Kala-
zanc, Carei: b. Interior.

Fig. 11. Baroque church of Timisoara.




Fig. 12. Baroque church of Maria Radna:
a. exterior.

b. interior.

Fig. 13. Greek orthodox and Greek catho-
lic churches in Carei.

Fig. 12. Baroque church of Maria Radna:

Swabia in today’s Germany to Sathmar in today’s Romania started. From all
Danube Swabian populations the Sathmar Swabians are the most homogenous
group, with their ancestory coming from this relatively small area. An import-
ant difference is also that between church and monastery, in Oberschwaben
numerous churches being monastery churches, with a Baroque library. In Ober-
schwaben monasteries were secularised during Napoleon time.

Maria Theresia built a monastery with royal palace in this style, and the librar-
ies can have as model the one in the Vienna Hofburg. In Romania in Banat
the Viennaise models were closely followed in rural architecture, and the de-
pendence to that in the origin country is still to be researched. But also two
examples of church architecture follow the Baroque model: the cathedral in
Timisoara and the basilica in Maria Radna, pigrimage basilica. In what regards
the Danube Swabians in Sathmar county, these were brought by the Karolyi
count of Carei who let a number of churches to be built in their villages and also
in Carei by an architect from Wirzburg, but the central one, in the city of Carei,
is the Piarist church in Baroque style built by a Viennaise architect.

Swabian architecture also spread to other parts of Europe, for example the
complex in Mafra, Portugal. We investigated the Baroque interiors of the
named churches and libraries, also as ICOMOS desk reviewer for UNESCO. The
work also presented a mapping of the spread of the architecture of this type
compared to the origin places of those in the imigration zone, since the insti-
tutions who research Danube Swabians (numerous ones) and respectively in
Germany, are currently separated.

Church architecture came from an area in Germany where there are moderate
earthquakes (Bruestle, 2019, Schneider, 1968) to an are in Sathmar with also
moderate crustal earthquakes which damaged the churches during the 1934
Ermellék earthquake (Zsiros, 1983, INFP, 2019). Within the psychogeographical
approach, the author participated tot he development of a game, on how to
do a correspondence taking with architecture items from one place to another.
The initial idea of the game started from the specific of Romanian buildings
where plaster is falling. If we can collect a fallen plaster piece and place it on
another building, maybe in another quarter. We also did a trip identifying holes
in building plaster and plaster pieces. From here it went over if we can draw
the travel of the plaster like when Facebook is showing travel from one point
to another. The scientific background behind this is the investigation if the Ba-
roque architecture in Sathmar, done under the mecenate of the mighty Karolyi
counts, can relate to that in Upper Swabia.

Conclusions:

Upper Swabian interiors are different, they are rather painted, while those in
Sathmar relate to those in Banat, where other Danube Swabians were brought
by emperor Maria Theresia from Vienna.

Research was done at the intersection between architecture and geography.
In terms of mapping, this means the landmarks (churches) for a Kevin Lynch
(1960) type ,image of the city” analysis, as well as common buildings (vernacu-
lar architecture). Danube Swabians were brought to Eastern Europe about 300
years ago in frame of the Counter-Reform of the Catholic Church. The count of
Karolyi brought the Swabians after the Sathmar peace of 1711, when he was
raised to count from baron and the rise of the family begun. Some other prop-
erties are placed in areas with Danube Swabians, which came into the family
through marriages.

In Sathmar the 1834 earthquake led to damages in the Baroque churches. The
reconstruction after the earthquake might have led to the urban landscape
which Pet6fi saw when he came in the 1840s to the city. Also in Oberschwaben
there is a moderate earthquake area, so this has been brought in connection,
especially regarding methodology for future research, but also the emigration.
The earthquake might have been the reason that the connection in vernacular
architecture was lost between Oberschwaben and Sathmar. At the same time,
on the occasion of the rebuilding, the most renowned architect of Hungary
built here, unlike to Baroque time, when different from Timisoara and Ora-
dea not the most renowned foreign architects came. But also two examples
of church architecture in Banat follow the Baroque model: the cathedral in
Timisoara and the basilica in Maria Radna, pigrimage basilica. An innovation is
using game theory for something what cannot be established today clearly as
more theories exist.
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Fig. 14. Basilica in Weingarten near Ra-
vensburg: a. Exterior,

Fig. 14. Basilica in Weingarten near Ra-
vensburg: b. Interior.




Fig. 15. Baroque monastery. a. Exterior.
All photos by the author.

Fig. 15. Baroque monastery. b. Interior. All
photos by the author.

Fig. 15. Baroque monastery c. Library
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~Learning without thought is labor lost;
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Confucius
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Abstract

An university is a good one as long as its products manage to succeed on the
labour market and they are already haunted starting from the academic studies
years. After 1989, our University, opened literally extremely wide its gates, allow-
ing the access to a seven times larger number of students than the one permitted
by the pre-1989 educational system. There are plenty of places for that any candi-
dates to the architect career to be able to reach in not more than two sessions. As
a result, the large number of accepted students is selected from a number which
is constantly decreasing, often gathering different cultures, sometimes even oppo-
site. Young people that although have common aspirations, are different by their
cultural background.

In such an environment, the teacher is the one that becomes a knowledge path
and a link between an ignorance area and a successful one, by disseminating
knowledge, by rousing answers, by analysing and amending solutions.

Both teachers and students are searching in these exchange complex processes
things like: efficiency, strong human connections, good and extraordinary results
and, last but not least, acknowledgement. That means positive feed-back, be it in
the academic environment or later in the labour market. In the architecture field
nobody is born studied and there are no genius children as professor Sorin Vasiles-
cu stated for many times.

What does a student have to deal with during his academic preparation in order to
become a valuable graduate? Which is the proper training or the most applicable
challenge for that the answer a teacher receives is not a subtle pretence in order
to get a good grade during the tough competition among students. Which are the
criteria that validate the best student or the best graduate? When can we consider
that a school project is successful?

For these issues there are risen some questions about what would be the proper
and efficient working methods that can make a discipline more attractive or ex-
citing, bringing the student into the working field and focussing its personal efforts
when he is not always profound in his attempts.

So, which are the sources and resources that one is suitable to get in order to
stimulate within the young people in search for their own path, skills like: sobriety,
competence, professional ethics without losing any moment the joy of exercising,
playing and being creative that are so much needed in a career like one can have
in architecture area?

Keywords: learning, processes, motivation, education

Article

“Invatarea farad gandire este munca pierduts, gandirea fira invitare este periculo-
asa”, Confucius.

Aceasta lucrare pleaca de la nevoia de a-mi raspunde unor intrebari ce privesc
fnvdtarea si educatia. Se poate mai bine? Daca da, cum anume? Ce inseamna de
fapt, a educa? Recurgand la definitie, educatia insemna ansamblul de metode
si masuri aplicate sistematic si in cadru organizat cu scopul formarii si dezvoltarii
insusirilor intelectuale, morale, fizice ale copiilor, ale tineretului sau ale oamenilor
ori ale colectivitatilor umane.

Am ca fost elev si student, o experientd care se intinde pe mai mult de doua de-
cenii. Am cunoscut profesori care m-au marcat prin inteligenta cu care au stiut
sa lucreze cu noi si sunt sigura ca instinctul lor pedagogic a prevalat pedagogiei
fnvatate — relativ restransa in publicatii si traduceri la acea vreme. Prin ei am iubit
un domeniu, o viziune asupra lumii, sau un fel de a face lucrurile. Sunt ceea ce sunt
astazi si pentru rezultatul muncii lor de atunci. Firesc, i-am iubit atunci si nu cred
ca am sa contenesc a-i iubi vreodata.

Diferite feluri in care profesorii lucrau cu noi, elevi sau studenti imi vin in minte:
intrebari succesive care sa te ajute pe tine, invatacel, sa faci deductii logice si trep-
tat sa ajungi la capatul demonstratiei unei teoreme -ramaneai cu certitudinea ca
esti la fel de luminat matematician precum au fost Pitagora ori Euclid; cursuri de
poezie pura, intr-un liceu al anilor 80, diseminand idei fermecatoare si deschizand
perspective noi unui limbaj dezirabil tocmai pentru ca nu avea legatura cu man-
ualul; demonstratii in ale analizei matematice atat de pasionale incat profesorul,
asemenea unui actor, facand recurs nu doar la glas ci si la trup, la mimica, la pri-
vire te atragea in ceea ce sfarseai a crede ca este cel mai fermecator domeniu al
cunoasterii: analiza matematica; curs de istoria arhitecturii cu o trecere in revista
a epocilor, a societatii, a politicului, a intrigilor de epoca - suficient cat sa respiri si
sa simti acut o alta istorie si un alt timp; curs de antropologie urbana cu informatii
eliptice doar atat cat sa provoace insatiabil curiozitatea noastra in a afla si cauta
pe mai departe.

Tn 1927, Bluma Zeigarnick, cercetitore lituaniancd si studentd a lui Kurt Lewin,
parintele psihologiei moderne, remarca si demonstra cum o informatie care se nu
claseazd, care nu se inchide adicd - ramanand incompleta / neterminatd — ne va
starui mai mult in memorie (Cialdini 2017, 140). Descoperirea de atunci va purta
dupa autoarea sa, numele de , Efect Zeigarnick”.

La distanta de trei decenii de experienta mea studenteasca, sunt in ipostaza de a
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ma Tntreba in dialogul cu studentii mei, care sunt impulsurile care-i determina sa
caute, ce-i motiveaza sa duca un demers pana la capat si cateodata mai departe
de el. Ma surprind actionand de multe ori din instinct, provocatd de cazuri din
cele mai diverse, in situatii concrete despre a caror gestionare nu te fnvata nimeni.
Simt si cred ca principalul nostru scop nostru nu este acela de a-i atrage de partea
lucrului, de a-i avea prezenti si implicati ci mai ales, de a iubi ceea ce fac. Atunci si
doar atunci, in opinia mea, prezenta, lucrul si efortul nostru capata sens.

1. Exista o preocupare reala pentru educatie?

Am asistat la jumatatea lunii septembrie, la o intalnire a ECIA — uniunea europeana
a arhitectilor de interior, intruniti pentru 3 zile la Anvers. intre motivele adunirii,
darea de seama la incheierea unui mandat de lucru, alegerea noului presedinte
si a conducerii ECIA, atragerea de posibili noi membri si directii eventuale in dez-
voltarea unor parteneriate de breasla ori afilierea la diferite organizatii internatio-
nale. in fapt, variante prin care statutul fragil al arhitectului de interior sa se poat3
consolida in cat mai multe dintre statele Europei.

ntre toate aceste subiecte mai aparea pe ordinea de zi, un punct. Punctul pe care
de fapt, I-am asteptat jumatate de zi, cu cel mai mare interes. Educatia.

Mi-am facut evident, tot felul de scenarii despre ce si cum v-a fi discutat si am
asteptat cu rabdare sa aflu ce perspective intrevede o astfel de organizatie, in-
vatamantului in arhitectura de interior.

n ECIA exista deja doua facultiti de profil, ambele din Irlanda. Tntr-un anume sens
ele sunt concurente. Una are un pronuntat caracter tehnic pentru ca s-a format
dintr-o facultate de arhitectura — asa precum FAI din UAUIM — cealalta are un profil
mai apropiat artelor plastice. Cu astfel de prezente, am nadajduit ca voi avea acces
la noutati care sa-mi formeze prin comparatie cu ce si cum lucram in tard, o idee
despre cum se poate mai bine. Deziluzia avea sa fie insa mare, pentru ca acest
subiect — al educatiei in sine — a fost trecut in cea mai mare viteza, sub asa zisa
presiune a timpului. S-a lasat a intelege ca este in lucru o platforma ce urmeaza sa
devina comuna facultatilor care vor afilia la ECIA. Efortul de pana la acea data ca
si intentia de a investi Tn continuare surse si resurse in a-l continua, trebuia insa
supus votului. Ceea ce s-a si intamplat si decizia finala a fost in favoarea continua-
rii. Despre educatie n sine, nici un cuvant, nici o idee. Nu date, nu directii, nu
strategii... m-am intrebat firesc, cat de reald este de fapt, preocuparea lor pentru
educatie in sine?

Foarte probabil ins3, ca acest subiect desi invocat frecvent mai ales pentru a-i sub-
linia nivelul in continua scadere — cel putin in Romania - numeste probleme in cel
mai bun caz si in fapt, ofera arareori solutii.

2. Universitate pentru mase sau pentru elite?

Parafrazand titlul unui articol al academicianul Solomon Marcus voi incerca un

raspuns personal la distanta de aproximativ 15 ani de al sau, tinand cont ca real-
itatea romaneasca a ultimilor 70 de ani, atat cat au trecut de la ultima reforma a
fnvatdmantului romanesc, da prin ea insasi un raspuns (Marcus, 2011, 25). 70 de
ani de la reforma din 1948, care a marcat in principal, o schimbare de paradigma
pentru ca impropriu denumita reforma, ea nu a privit calitatea actului de educare
in sine ci adresabilitatea lui. in fapt, a vizat si a marcat trecerea intr-o etapa istorica
care a consacrat invatamantul de masa. Un invatamant de masa cu sporite locuri
in facultatile tehnice in principal, care a permis accesul catre studii superioare,
tuturor celor cu disponibilitate si ,,dosar sanatos” politic indiferent de pregatirea
intelectual3, restrictionand Tn schimb accesul celor cu ,dosare proaste” din cauza
parintilor socotiti a fi dusmani ai poporului ori chiaburi, cu averi ce trebuiau confis-
cate fiind a priori considerate a fi adunate fraudulos. Spre sfarsitul anilor ‘80 insa,
numarul de locuri din facultatile cu profil artistic s-a micsorat extrem, probele de
admitere crescand in dificultate si sporind o concurenta deja acerba. Un regim
agramat si o tara care se industrializa intens, nu artisti ori arhitecti avea nevoie sa
educe cat mai ales, masa muncitoreasca.

Asa se face ca dupa 1989, Universitatea noastra - unica ca profil in Romania - si-a
marit Tn contra reactie, considerabil, numarul de locuri. De la un Institut cu 54 de
locuri pentru forma de invatamant la zi si 18 locuri la seral, a crescut la o Universi-
tate cu trei facultdti, si aproape 500 de studenti. intre timp, facultiti de arhitectura
au aparut si in alte mari orase universitare. O politica care si-a avut principalul re-
sortin aceea ca si-a dorit sa compenseze restrictia nefireasca impusa arbitrar pana
atunci. Arhitectura a devenit astfel un domeniu mult mai accesibil, cu un examen
de admitere considerabil mai lejer si cu numerosi studenti care reusesc sa intre
din prima incercare. Prin comparatie, se intampla frecvent in perioada anilor ‘80,
ca un candidat sa sustina doua, trei ori patru admiteri. O institutie de Tnvatamant
public, asa precum o universitate, se incarca cu valoare si semnificatii, in decursul
unui rastimp istoric mai lung ori mai scurt. Personalitatile si standardele academ-
ice ale profesorilor alaturi de reusitele absolventilor sdi si deloc in ultimul rand,
calitatea raporturilor dintre acestia probate cu consecventa in generatii, valide-
aza prestigiul unei universitati, transcendand nu doar cadrul sau fizic ci si granite
statale si continente. Astazi mai mult decat oricand parca, efortul universitatilor se
concentreaza in a-si atrage inteligente, in timp ce al viitorilor studenti in a fi admisi
de catre cele mai bune universitati.

Concurenta care se naste implicit si firesc intre astfel de universitati, s-a acutizat
mai mult ca oricand in ultimele decenii. Tn acest complex proces nu exista reguli,
nu se pot face predictii. Unde ne regasim noi ca Universitate Tn acest context?

2.1. Selectia viitorilor studenti
Demografic, suntem ca tara, pe o panta puternic descendenta. Asemeni intregii
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populatii europene. Baza de selectie a studentilor, diminueaza vizibil si dureros
in Romania, cu fiecare an. Circulatia mult facilitata a absolventilor de liceu si a
studentilor, mai ales in cadrul Europei Unite, dorinta lor de a investi efort pen-
tru a fi cat mai bine pregatiti, sistemele esalonate de returnare a costurilor in
anii de dupa absolvire, inlesnesc de asemeni, masiva migratie a multor tineri
valorosi intelectual. Asistam la ceea ce dr. lulian Stoenescu numea recent in-
tr-un interviu, a fi secatuire genetica (lonescu 2018 surse citate). Din acest fond
genetic, atat cat mai avem la dispozitie, selectam anual un numar constant de
studenti. Consecinta? O masa neomogena de studenti, de la cei mai straluciti
pana la cei neaveniti.

Pe cale de consecinta, se intampla nu rar, sa ne confruntam cu studenti cu grave
carente in cultura generala si cateodata in competenta de a vorbi si scrie in
limba romana. Or, in aceasta meserie, a arhitecturii, e nevoie nu doar de o cu-
noastere de profil ci si de o solida cultura generala care sa inlesneasca o intele-
gere si aprofundare a domeniului arhitecturii. Acesteia ar trebui sa i se adauge
o curiozitate orientata nu numai spre arta ci deopotriva spre latura umanista si
tehnica. Procesul de diseminare a cunostintelor dinspre profesor catre student,
daca nu este dublat din partea celui din urma, de unul al documentarii, al cer-
cetdrii si al autoeducatiei, va cobori stacheta de practicare a meseriei pentru
care se pregatesc.

Observ si analizez de mai bine de doua decenii, tipuri de efort si implicare ori
maniere de raspuns ale studentilor la solicitarile temelor in lucru. Cele mai
multe dintre ele sunt previzibile iar unele chiar neasteptate in sensul inedit-
ului care surprinde placut. La cealalta extrema se situeaza raspunsul de com-
plezenta, cu continut rarefiat, retras pe nivelul minim de efort si studiu individu-
al. Una dintre preocuparile esentiale ca dascal, ramane pentru mine, asigurarea
succesului academic si de perspectiva al celor mai dedicati si buni studenti pe
de o parte iar pe de alta parte, evitarea esecului in colaborarea cu studentii
mai putin motivati si pregatiti. Caut inca raspuns la intrebarea daca provocarea
de a scoate un student din indiferenta si lancezeala intelectuala trebuie accep-
tata? Pana unde trebuie dus efortul nostru sau unde incepe culpa noastra? Nu
am inca raspuns daca intr-o universitate ca UAUIM, care te formeaza pentru o
meserie complexa si intr-un sens, vocationald, este necesar sa motivam stu-
dentii in a fi buni Tn meseria pentru care au ales de buna voie sa se pregateasca.
Mutatis mutandis, Brendan Rogers, cel mai bun antrenor al echipei de fotbal
Liverpool, din ultima decad3, intrebat fiind despre felul in care isi motiveaza
jucatorii, a raspuns fara ezitare ca secretul selectiei sale consta in priceperea de
a-i alege pe cei mai angajati/motivati!

Tmprumutand din aceastd gandire dar si din exemplul universitatilor occiden-
tale, nu ar fi oare mai intelept, sa aplicam si noi, ceea ce ele aplica deja? Adica,

renuntarea la studentii care nemotivati, care nu manifesta interes pentru a lu-
cra, a cunoaste si a studia? Care demonstreaza prin acestea dezinteres? ...fie
acest procent oricat de mare din totalul celor initial admisi?

Decizia de a renunta la ei insa, intr-adevar complexa si multifatetata, pare insa
dificil de implementat in cultura romaneasc. in parte ea este descurajatd si
de sistemul de finantare al universitatilor de stat. Micsorarea numarului de
studenti dintr-un an, poate afecta finantarea din anul urmator an universitar.
Cu toti studentii buni si foarte buni care absolva universitatea noastra, mai
devreme sau mai tarziu absolva si studentii cu un parcurs de multe ori la lim-
itd... Poate ca asupra acestui punct ar trebui sa revenim cu o gandire care sa
nu prejudicieze universitatea, chiar daca in joc sunt calcule economice si de
logistica.

Cu certitudine ramane o provocare pentru noi profesorii, eficientizarea re-
surselor de care dispunem, valorizand mediile de Tnvatare si optimizand strate-
giile de instruire de care dispunem prin pregatire. Suntem asemeni studentilor
nostri, sau au in orice caz, ar trebui sa fim, intr-un continuu proces de adaptare
si invatare. Adaptare la realitatile obiective ale cadrului de invatare si la cele
subiective legate de studentii nostri. invitare si exersare a celor mai eficiente
metode si strategii de lucru cu studentii pe care ne-am angajat sa-i formam.

2.2. Paradigma modelului pasiv de invatare

Nu este pentru nimeni un secret ca actualul sistem pedagogic isi are originile
in sistemul de predare prusac. Rolul initial al profesorului nu era acela de a
produce elite ci un tip standard de cetatean, usor de manipulat, care sa stie
suficient cat si poata lucra. Tn acest sens, accentul educatiei nu cidea pe cat
de mult trebuia sa acumuleze un eley, ci pe minimul pe care trebuia sa-I stie.
Acest sistem pasiv de predare n uzanta si astazi, practicat de la clasele primare
si pana la ultimii ani de facultate este sub lupa si presiune de cel putin un secol.
La fel reformarea lui, cu care toata este de acord dar care intarzie sa se intam-
ple.

Salman Khan, fondator al Academiei cu acelasi nume, critica in cartea sa, The
One World Schoolhouse: Education Reimagined, ineficienta si inadecvarea
fnvatamantului la nevoile actuale (Khan 2013, 17)). Cu alte cuvinte, educatia
conventionala cu insistenta ei pe memorare. Absolvent al prestigioasei MIT, si
posesor a trei licente, in matematica, in inginerie electrica si in automatizari, cu
un MBA la Harvard Business School, Khan remarca ironic ca desi standardizarea
programei scolare ne-a reusit, cea a invatarii in sine, inca ne scapa (Khan 2013,
47). n fapt, poate fi invatarea standardizata in conditiile in care nici un creier
nu poate fi comparat cu un altul?! Niciun drum prin aceasta retea extraordinar
de subtila care este cunoasterea nu seamana cu un altul. Chiar si cele mai stan-
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dardizate teste recunosc ca va exista, inevitabil, un set de idei pe care fiecare elev
il va intelege conform propriei structuri intelectuale. Responsabilitatea individuala
pentru cunoastere, merge mana in mana cu recunoasterea unicitatii fiecarui elev
(Khan 2013, 46).

O alternativa a acestui sistem pasiv de predare ori mai bine zis, opusul sdu, s-a
nascut Tn 1919, in Statele Unite, din initiativa profesorului si inspectorului sco-
lar Charleton W. Washburne, intr-o suburbie a orasului Chicago — Winnetka. Vi-
ziunea profesorului pleca de la ideea ca orice elev poate invata daca i se ofera
conditii adecvate nevoilor sale. Acest sistem de invatare poarta denumirea de
asimilare succesiva. Deosebirea fata de sistemul clasic este fundamentala pentru
ca pleacad de la ideea ca profesorul este compania in care elevul consolideaza ceea
ce a invitat acasd, dupa ce a parcurs manualul fard profesor! intalnirea din cadrul
scolii media lucrarea unor aplicatii si probleme. Niciun elev nu era defavorizat sau
impins intr-o directie care ar fi putut conduce catre esec academic. Clasele erau
formate din elevi de varste diferite tocmai pentru a incuraja colaborarea dintre
copii si pentru a stimula sentimentul de camaraderie stiindu-se ca exista un aport
benefic in procesul de invatare dintre un copil si un alt copil. La fel intre profesor
si elev (Khan 2013, 48). Curios sau nu, cu tot succesul metodei inregistrat la acea
vreme, cu toate notabilele beneficii aduse elevilor si profesorilor de initiatorul
sistemului, devenit intre timp vedeta si membru al corpului profesoral al colegi-
ului Brookling, metoda a fost mult prea repede abandonata si pentru zeci de
ani, uitata. in principal, datoritd inertiei si rezistentei sistemului la idei noi si rev-
olutionare. Si sigur, din motive economice si de necesitate a formarii si re-formarii
pedagogice a profesorilor noi si existenti.

Ideea a fost reluata insa, intr-o alta perioada progresista, cea a anilor ‘60, de catre
psihologul in probleme de dezvoltare, Benjamin Bloom si asistentul sau, James
Block. Propunerile lor plecau de la Planul Winnetka. Elevii isi aveau propriul ritm
de nvatare iar profesorii le erau indrumatori si mentori. Programele pilot s-au
raspandit pe tot cuprinsul Statelor Unite. Ceea ce a contat mai mult insa, au fost
rezultatele cu mult superioare celor inregistrate in programele traditionale pentru
ca elevilor li s-au imbunatatit aspectele legate de memorare iar profesorilor le-a
crescut atasamentul fata de actul predarii in sine.

Cu toate acestea, metoda a fost iardsi abandonata si toate principiile benefice ing-
hitite de sistemul traditional al administratorilor si birocratilor. Tntre motive, cele
mai invocate au fost aspectele economice dar nu mai putin vadite au ramas cele
ale rezistentei la schimbare in chiar randurile profesorilor. incé o datd, o dovad3
ca pentru cei mai multi dintre ei, formarea pedagogica continud este mai degraba
un steag fluturat la o adica, decat un mod obiectiv de imbunatatire a calitatii ed-
ucatiei.

Frapant este Tnsa ca, din 1879 si pana in 2019, in sistemul invatamantului de stat

si al tipologiei de nvatare nu s-a schimbat mai nimic. Consecintele sunt profunde
si complexe. Khan, marturisea ca drumul sdu ca student a presupus de multe ori
abaterea de la norma (Khan 2013, 187). O abatere care a insemnat intre altele,
cautarea unui drum propriu, paralel cu plictisitoarele cursuri de la care de cele
mai multe ori, a absentat. Plictisitoare prin pasivitatea lor, adica pentru formula
de monolog in care profesorii au ales - si aleg - sa le sustina. Pe cale de consecinta,
studiul individual a fost cel care |-a construit si I-a format catre cariera si domeniile
in care a demonstrat ca exceleaza. Un studiu individual prin care s-a responsabi-
lizat, lucru de altfel esential, pentru orice elev sau student dupa cum considera
Khan. Tn fapt, in actuala paradigmd a invitarii, responsabilitatea individuald nu
este doar subapreciata ci si descurajata. Si poate si aspectul care tine de ritmul
fnvatarii pentru cd este important sa acceptam ca ritmul de invatare tine in fapt de
stil si nu de inteligenta.

Or educatia, ca proces neuronal complex, este deopotriva dinamica si atletica
dupa cum demonstreaza laureatul premiului Nobel pentru aportul in stiinta neu-
ronald, Eric R. Kandel. Activitatea care are loc la nivelul cortexului este de natura
fizic, chimica si electrica. in cartea sa, Search of Memory, Kandel aratd cum un
neuron implicat Tn procesul de invatare, pur si simplu creste, marindu-si volumul
(Kandel 2006, 198).

Tn timpul educirii unui neuron se formeaza terminatii sinaptice, acele apendice
prin care doi neuroni comunica intre ei (Kandel 2006, 96). Cu cat vor exista mai
multe terminale active cu atat mai eficiente vor fi transmisiunile mesajelor intre
celulele nervoase. Tnvitarea presupune repetarea unui proces de-a lungul unei
astfel de cdi neuronale care transmite mesajul catre o anume zona a creierului. Cu
cat mai repetitiv este un astfel de proces si cu cat mai asociative sunt perspectivele
din care este abordat un subiect, cu atat mai complexa este colectarea si inmag-
azinarea sa. Pentru ca sinapsele sa se inmulteasca este nevoie sa se sintetizeze
proteine. Gandirea consuma foarte multe calorii. Cu cat mai multi neuroni impli-
cati in procesul invatarii, cu atat mai lucidd si mai durabild va fi memoria! in final,
intelegerea se naste dintr-un cumul de conexiuni si asocieri. Durabilitatea acestui
proces rezid3 si in cat de activa a fost invatarea. (Kandel 2006, 139). Ins3, fiecare fsi
are propriul ritm de acumulare a cunostintelor ori de invatare. Daca pentru unii in-
formatia se asaza in valuri succesive de intuitie, pentru altii, acelasi proces presu-
pune vorbit cu glas tare, intr-o stare maxima de incordare. Mai rapid nu fnseamna
neaparat mai inteligent iar mai lent nu fnseamna cu siguranta mai prost, asa cum
nici intelegerea rapida nu echivaleaza cu intelegerea profunda (Khan 2013, 61).
Prin urmare este important de retinut ca ritmul invatarii tine de stil si nu de in-
teligenta. Se prea poate ca in ritmul broastei testoase sa fie dobandite mai multe
cunostinte — o cunoastere mai utilda, mai durabila decat in cel al iepurelui. Pentru
ca memoria sa persiste — pentru a se transforma din memorie de scurta durata
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in memorie de lunga duratad, este necesar ca informatia sa apara intr-un moment
de maxim interes si mai ales, sa fie insotita in mintea ascultatorului, de asocieri
relevante si sistematice cu informatiile deja fixate in memorie (Kandel 2006, 206).
in Harvard Business School, o universitate in cadrul cireia accentul se pune pe
discutii, in defavoarea modelului standard de predare, studentii au de parcurs bib-
liografia Tnainte de curs, urmand ca la clasa sa o discute liber. Practica discutarii
si Tnvatarii pe cazuri la ore, a fost introdusa cu mai bine de o suta de ani in urma.
Profesorii acestei universitati nu predau nici macar contabilitate sau finante. Ei
doar faciliteaza discutiile sau dezbaterile. Acestea sunt insa obligatorii pentru stu-
denti, dupa parcurgerea unui caz de 10-20 de pagini. Practica a demonstrat ca
desi clasele pot avea si 80 de studenti, nu exista plictiseala ori scaderi ale atentiei
pentru ca in timpul prezentarilor, creierul celor ce asculta isi proceseaza activ pro-
priile concluzii, ca la finalul celor 80 de minute, atat cat dureaza cursul, sa le poata
prezenta. Dezbaterile sunt mai vii si mai antrenante decat la orice alta lectie tinuta
in maniera clasica. Atentia studentilor nu doar ca ramane treaza dar si este solic-
itata la maxim.

n alta odine de idei principiul transformaérii clasei, a atelierului intr-un NOI — este a
priori un element de succes in colaborarea si consolidarea relatiei profesori —elev.
n cartea sa, Pre-Suasiune, doctorul Robert Cialdini, studiind felul in care oamenii
pot fi determinati sa se conformeze solicitarilor, releva unitatea ca fiind unul din
principiile universale ale influentarii (Cialdini 2017, 302). Acest tip de unitate/de
identitate daca este constientizata pre-suasiv, conduce la o mai buna acceptare,
cooperare, simpatie, ajutorare, incredere si in consecinta, duce la consimtamant.
Importantd este construirea relatiei de tip NOI, adica apartenenta la un grup,
respectiv la o breasla. Similitudinea initiald de interese dintre student si mentor
joaca un rol deosebit de important in succesul programelor de mentorat. (Cialdini
2017, 304).

n acest sens, un studiu recent al Harvard Bussines Review initiat de Francesca
Gino, profesor la Harvard Business School, studiind impactul cultivarii curiozitatii
in mediul industrial si de afaceri, concluziona ca atunci cand interesul este unul
real si asumat si nu doar fals initiat, aduce nesperate beneficii unei afaceri, mo-
tivand si mobilizand un colectiv Tn ansamblu si indivizii Tn particular printr-un in-
teres crescut fata de locul de munca (Gino 2018, 50).

Cultivarea curiozitatii impune motivatie in a cduta/a invata/ a retine. Dar, desi este
necesara, curiozitatea nu este si suficienta si nici nu garanteaza succesul. Menti-
nerea interesului asupra unui subiect echivaleaza cu a spune o poveste al carui
final ramane Tn suspans. O alta fateta a aceluiasi efect Zeigarnik despre care am
vorbit mai sus.

Cu toate acestea, desi necesara, curiozitatea singura nu este insa de ajuns!

3. Concluzii

Varietatea extraordinara de moduri de intelegere a lumii, existente in cunoasterea
contemporanad, poate crea impresia unei anarhii intelectuale. Efortul de a intro-
duce o oarecare ordine Tn aceasta privinta a existat insa din cele mai vechi timpuri.
A devenit o certitudine nu doar faptul ca lumea s-a schimbat mai mult decat siste-
mele de predare dar si ca exista o rezistenta reald la schimbare. Pe de alta parte,
aceasta certitudine a schimbarii este insotita de o totala incertitudine referitoare
la natura acestei schimbari.

Statistic vorbind, un procent de 65 % dintre copiii care incep azi scoala, vor ajunge
sa practice meserii ce inca nu exista! Era greu de prevazut de exemplu, in anii ’60,
de exemplu, ca dezvoltarea pietei de munca si cresterea economica din anii ‘70 si
'80 avea sa se datoreze diverselor aspecte ale industriei de calculatoare perso-
nale, cvasi-inexistenta la acea vreme. La fel in anii “80, cand internetul exista doar
pentru a mijloci comunicarea in cadrul operatiunilor speciale. Cine ar fi putut pre-
vedea atunci ca el va ajunge un asa instrument de lucru incat oameni de rand si
vor putea castiga existenta exclusiv cu ajutorul lui? Genomica avansata, epigeneti-
ca, antreprenoriatul in social media, expertiza in cloud computing ori in aplicatii
pentru telefonie sunt doar alte cateva din meseriile noii realitati. Ce ne ramane
de facut din postura de profesori cand sisteme mai eficiente nu pot fi introduse?
Douglas Reeves, Fondatorul Center for Successful Leadership, nominalizat de doua
ori de catre Universitatea Harvard cu Distinguished Authors Series, afirma referin-
du-se la profesori cd pasiunea este probabil singura resursa naturala regenerabila
pe care o au. A educa este dupa Reeves, provocarea cea mai inteligenta pe care o
exersam unic cu fiecare dintre studentii nostri pentru ca fiecare relatie cu fiecare
student este imprevizibila si prin aceasta unica. (Reeves 2009, 202)
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Abstract

Access to cultural heritage constitutes the core behaviour of a society which
aspires to be inclusive and barrier-free. Taking part, experimenting, the histor-
ical architectural heritage is the essential condition for a conscious and active
participation in the modern society that is founded and enriches the common
identity. The concept, and the consequent project, of accessibility represents
the keystone of the inclusive process.

The application of the principles of Universal Design are therefore the oper-
ational translation for the conservation, improvement and development of
those places that represent civilizations and their cultural, urban and landscape
development.

In order to be able to develop and increase this awareness it is necessary to
operate through a design input that has its roots in a consciousness that we
could call true sustainability.

The new anthropological approach, as a founding method of Universal Design,
has focused attention on participation, so that the user is an active subject
and the environment must be designed not only to reduce the experience of
disability, but above all to improve everyone’s experience and performance.

The principles linked to inclusion can therefore be interpreted as a new per-
spective for architectural design and planning to respond to the new demands

of society.

The above menioned aspects are explained by showing some significant exam-
ples.

Keywords: Universal Design, sustainability, architectural heritage, accessibility.
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Fig. 1 - The section of the IV Cell of the

Republican Sanctuary
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The right to access to culture and to cultural heritage was underlined by many
international documents. Firstly the United Nations Universal Declaration of
Human Rights (1948) at art. 27 states: «Everyone has the right freely to partic-
ipate in the cultural life of the community, to enjoy the arts and to share in sci-
entific advancement and its benefits». More recently Faro Convention (2005),
moving from Universal Declaration, shifts the attention to the communities and
the common identity by introducing the definition of “heritage community” at
art. 2b: «a heritage community consists of people who value specific aspects
of cultural heritage which they wish, within the framework of public action, to
sustain and transmit to future generations». Moreover the collective profile of
this notion has been confirmed in art. 4: «The Parties recognize that: a) every-
one, alone or collectively, has the right to benefit from the cultural heritage and
to contribute towards its enrichment; b) everyone, alone or collectively, has the
responsibility to respect the cultural heritage of others as much as their own
heritage, and consequently the common heritage of Europe; c) exercise of the
right to cultural heritage may be subject only to those restrictions which are
necessary in a democratic society for the protection of the public interest and
the rights and freedoms of others»(1).

Lastly, the Report Zdrojewski on structural and financial barriers in the access
to culture (2018), has recalled the above mentioned documents: «This report
is the first comprehensive report by the Committee on Culture and Education
dealing directly with issues affecting access to culture. Citing the fundamental
importance of an active and accessible cultural sector for the development of
an inclusive democratic society, the rapporteur stresses the need to foster and
improve access to culture as one of the main priorities on the political agenda
and calls for cultural access and participation to be mainstreamed in other pol-
icy areas».

In this perspective, the requirement of accessibility is referred to in the defi-
nition of “enhancement” (2) contained in the Italian Code of Cultural Heritage
and Landscape, a requirement that must always be taken into consideration
because «promoting the development of culture» (3) is an operation that ac-
quires social, anthropological and identity connotations to which no one can
and must give up.

The link between individual and community right and the importance of the
enhancement of cultural heritage have been well expressed by Umberto Eco in

2015 through the concept of memory: «As humans, when we say “I”, we mean
our memory. Memory is soul. He hasn’t got any soul anymore. We are our own
memory. Shared memories mean common identity. We can’t think of ourselves
as Europeans if we are not able to restore a European identity» (Eco 2015). If
«memory is soul» it can be understood as the result of that experience that
has shaped experiences, memories and information which are what “we are”
and can be shared to build that common identity constituted by tangible and
intangible cultural heritage. Also evaluating the issue with the business-eco-
nomic lens, Fabio Donato, by enhancement, means «the ability to launch ini-
tiatives that allow, in a complementary and synergic way, to: 1) improve and
strengthen the knowledge and the identity value of cultural heritage for local
communities; 2) promote the transmission of cultural heritage in the same or
in better conditions of conservation for future generations; 3) create around it
autonomous entrepreneurial initiatives that allow the activation of econom-
ic flows and the creation of widespread wealth, for the improvement of the
quality of life of the whole community» (Donato, Badia 2008). This definition is
even more valid today that, for example, can be derived from the examination
of documents such as Trasforming Our World: The 2030 Agenda for Sustainable
Development (UN 2015) (4) Global Report on Culture for Sustainable Urban
Development (UNESCO 2016) and Culture and Local Development: Maximising
the Impact (OECD/ICOM 2018).

Accessibility, Conservation and Sustainability

Gian Paolo Treccani wrote: «Art (...) can not be that in itself, but exists only if
“belongs”, namely is used by humankind (...) every obstacle that stands be-
tween humankind and art, that somehow prevents the use or restricts the re-
lationship field, or the “area of experience” (...), is the negation of art itself and
the principles governing a correct practice of safeguard» (Treccani 1998).
Therefore, there is a mutual relationship between humankind and cultural heri-
tage which cannot be denied and links each other: a cultural asset is not such if
it cannot be used. If it is deprived of the usability a product obviously continues
to maintain its value of good (economic, worship, etc...), but not its cultural
qualification. Accessibility to culture and to cultural heritage, is not primarily a
technical issue (how), rather it is configured as the answer to the question why
make it accessible.

In this perspective the approach dictated by the Universal Design (Story et al.
1998) is particularly useful when dealing with the accessibility to cultural her-
itage. The implicit recall to the ‘sense of limit’ it is not only appropriate to the

Fig. 2 — The plan of the IV Cell of the Re-
publican Sanctuary with the visiting paths
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Fig. 3 —The internal platform lift

issue, but it forces the designer to deeply investigate the goods in order to find
out a proper solution in the awareness that it cannot completely accommo-
date both all the needs of different users, and the conservation instances. Faro
Convention at Recital 3 points out the relationship between cultural heritage
and sustainable development: «kEmphasizing the value and potential of cultural
heritage wisely used as a resource for sustainable development and quality of
life in a constantly evolving society».

Cultural heritage, and its interpretation as such, is in addition inextricably linked
to the concept of the spirit of the place (ICOMOS 2008) or, reading it from an
architectural point of view, to the Genius Loci proposed by Schulz (Shulz 1986).
This implies a specific declination according to the geographic area, traditions
and lifestyle that permeate a given land. A major challenge that architects and
designers must face is to consider the architectural heritage, the protagonist
and catalyst of social construct, cultural memory and the expression of a par-
ticular set of traditions, such as an integral part of the environment in which
they are placed. Today’s demands require a holistic and inclusive design ap-
proach, therefore it is important to consider the preservation of architectural
heritage, the development of environmental infrastructures and the creation
of cultural methodologies not only to the removal of architectural barriers but
to the concept of active participation. To consider the necessary condition ac-
cess, and even before the reachability, of a place involves the study of path-
ways and their comprehension (we do not speak only of physical accessibility)
and the use of a know-how project, understood as the complex of cognitions
and of experiences for the correct use of a technology and an idea. The cre-
ation of an environmental infrastructure that allows to make a site accessible
is perhaps one of the most contemporary architectural challenges: what can
be the right design attitude, technological language, inclusive solutions within
an open and respectful dialogue with the instances proposed by the necessary
preservation of cultural heritage. Our historical-architectural heritage offers us
some examples of brilliant fusion of landscapes. The reference to the archae-
ological areas is immediate: environment and architecture form an organism
that finds its equilibrium in reciprocity, in the constant dialogue between what
is open space, perspective, and built environment (Bellotti 2016). The multifac-
eted compendium represented by Villa Adriana in Tivoli is an example of this
harmony between built space and the landscape in which it is inserted, and
from which in some ways it is generated: this type of architectural heritage
is still the interpretative key of many compositional challenges of contempo-
rary architecture (5) . The archaeological sites and, more generally, the cultural
heritage linked and characterized by a specific natural environment, lead to a

sort of architectural morphogenesis that if on the one hand is able to commu-
nicate universally its identity, on the other it induces a necessary reasoning in
the perspective of reachability, accessibility (even partial) and, more generally,
inclusiveness.

The Musealization of the IV Cell of the Republican Sanctuary in the Archaeo-
logical Area in Brescia.

Dating back to the first century BC, was originally a cult complex consisting of
four large rectangular cells flanked on a common podium inside a terrace over-
looking the decumanus (Via Musei) with the main axis facing east-west. What
remains is a portion of the western cell.

The so-called IV Cell of the Republican Sanctuary was opened to the public in
May 2015. The project of “musealization” is an excellent synthesis that com-
bines instances of the conservation, with reference to the precious and vivid
frescoes and needs of the enhancement to allow everyone to visit, to know and
study this precious place.

This site, discovered following the continuous and constant surveys of the ar-
chaeological sites, has immediately returned to the complex project related to
the museum sector of this city area and which is an integral part of museum
itinerary that joins the Capitolium to the Santa Giulia Museum Complex. On
June 25, 2011, UNESCO entered Brescia with “Longobards in Italy: Places of
Power (568-774 A.D.)” in the World Heritage List. This recognition, the result
of a long work of enhancement, communication and targeted investments, has
led to the possibility of being part of a more important cultural tourism circuit.
The opportunity to attract new visitors from all over the world has stimulated
fundamental reasoning aimed at the accessibility, safety and better under-
standing of the places. These ideas seem to find an appropriate synthesis in
the definition of accessibility provided by the Ministry of Cultural Heritage and
Tourism: «Physical and cultural access to the environmental, landscape, cultur-
al and territorial assets of our country must be guaranteed in full. Accessibility
means existence of conditions which: a) allow accessibility for tourism and use
through mobility systems, including sustainable ones, contributing to reducing
the isolation of peripheral or poorly served areas in which exploitable resourc-
es are present; b) privilege tourism for everyone, irrespective of age, health or
any other distinctions; c) allow visitors to understand and interpret the history,
complexity and variety of the assets they visit (cultural permeability), highlight-
ing their uniqueness and strengthening the identity of the places» (MiBACT

Fig.4 — Map of the exhibition




Fig. 5 and 6 — Three dimensional drawings
of deck and paths

2017:47). This specific intervention is the compendium of the needs of a proj-
ect conceived in view of the accessibility and promotion of a cultural site and
that can give a reasoned and balanced answer regarding the preservation of an
archaeological site.

The requirements can be summarized as they follow:

- static: the structure must bear the upper building (Casa Pallaveri);

- plant: it must keep the ideal setting of temperature and humidity to preserve
the paintings;

- visiting path: it must follow south-north direction, namely the same direction
walked through to enter the Cell as it was in the 1st c. BC;

- accessibility: it must be assured to anybody the possibility to enter into the
site and to follow the visiting path.

In particular, the issue of accessibility has been the subject of extensive discus-
sions conducted in a participatory manner between the aforementioned work
group and an external designer involved for his expertise in accessibility. The
area to be transformed into a museum is hypogeum and has two large rooms:
the area in front of the remains of the Republican Sanctuary at a lower height
of about two meters and the IV Cell with front of the pronaos (Fig. 1).

The participated discussion of the working group has dealt with two different
project hypotheses. The first one provided that people with motor disabilities
entered the first environment (Fig. 2 - point C) using the lifting platform through
the inlet filter area (Fig. 2 - point B), then, against the flow, they made the path
backwards to enter the cell and the pronaos (Fig. 2 - points E and D) through
the outlet filter area (Fig. 2 - point F), therefore always counter-flow. This solu-
tion presented a series of “inconveniences” for the management, the quality
of the visit and also conservative because it increases the number of opening/
closing the doors with an increase in microclimatic variations.

These considerations have meant that a technical-design solution that went
beyond the regulation has to be found by choosing to install a retractable plat-
form lift in rest position, positioned parallel to the stairs in the first room (Fig.
3). In this way the visit takes place following the same path for anyone. All the
other design settings have also followed the same approach: distinctiveness
(and therefore ease to understand and facilitating the orientation thanks to
the use of contemporary materials and legible information) and respect to the
ancient context. In this specific case, the methodological approach has con-
sidered not only the archaeological space but also what surrounded it, how

to get there. The second solution answers specifically to a broader issue: the
understanding of a place, also considered as a fundamental element of acces-
sibility, and the usability of a place with a story to tell that must necessarily be
read according to an established path, thought and designed for all. To allow
the correct museum path to a limited number of visitors, those able to face a
certain physical or cognitive path, is openly in contrast with the concepts of
promotion and dissemination of culture through all the layers that make up
contemporary society.

Morover te choosen solution perfectly fits the idea of inclusion because all the
visitors can stay together following the same path. This is really important be-
cause allows to improve the experiential aspect while visting a cultural site:
«accessibility cannot treat as a logistical interaction, rather than a human inter-
action» (Mingus 2017).

“Segni di Luce” (SIGNS OF LIGHT): accessible museum solutions (6)

Signs of Light (Fig. 4) is an accessible and multimedia exhibition at Palazzo Zitti,
14th-15th century in Cemmo, Capo di Ponte (Brescia, Italy). This Palace is a
classic example of Renaissance architecture that belongs to this valley between
the 14th and the 15th century (Bonfadini and Marazzani 2004).The example
deals with the practical realization of accessible museum solutions within a
historical structure, protected by the Lombardia Regional Department of Ar-
chitectural Heritage and Landscapes (Fondazione Cocchetti 2012) and there-
fore what are the possible solutions to make a contemporary and multisensory
musealization completely usable without affecting architectural heritage. This
is the progenitor project, in continuous updating, of a series of interventions
made in spaces and areas linked to cultural heritage, with the same principle,
in the whole area around Capo di Ponte, the first UNESCO site in Italy (1979).

The philosophical author Mario Neva introduced to the exhibition with the fol-
lowing words: «The set-up is placed in a stable position in the evocative setting
of the work of the convent in front of the orchard. The proposal is of great
emotional and spiritual impact: the encounter between history, the vitality of
a Congregation that has traversed the century of life, expressive and modern
technology, based on the convergent game of light, sound, image and word.
The exhibition is perfectly and deliberately inserted in the natural environment.
Dominate the four elements of the Greek tradition stated by Empedocles,
earth, water, air and fire. The tones are deliberately suggestive, evocative and
not educational, the intention is to propose an incentive high, a young, open to

Fig. 7 and 8 — Platform under construction:
the structures that protect the pre-exist-
ing materials and that can host and hide
the electrical systems for lighting and for
the touch screens




Fig. 9 — The Elements of Charisma

new generations, with a sort of dazzling immediatism». Signs of Light is an ex-
hibition with a stated objective: to undertaken a project that proposes the loss
of architectural presence. Thanks to this process of abstraction the degree of
comprehension increases because the fundamental concepts are released from
physical tangibility of the building and are communicated through a multi-level
perception: rough planks of the platform/trail detach from the pavement, pro-
tecting historical surfaces (Fig. 5 and 6), creating a sort of technological raft that
hides and contains all the technological systems (Fig. 7 and 8). The walkway, the
volumes, the ramps are made from planks in wooden sheets that conceptually
repropose the stones, the paths and the mule tracks, translucent walls that
turn into lamps, all to produce a continuum that makes recognizable the route.
Everything is participatory, empirical, with the opportunity to experience first-
hand. The journey takes place in a series of environments that lead the visitor
in an inclusive and immediate holistic experience. The communicative level
becomes multisensorial so as to be much more inclusive (Baracco 2016). The
practical implication of this choice is to have created a guide and so a guided
tour for the visitor, showing which is the direction to take, the contents of the
exhibition, the activities to be performed, the places to stop.

The disposition and the fruition of the themes provides a consequentiality of
concepts that enables a harmonious location with the context in which the
exhibition is inserted. The sequence of meanings takes place through a series
of strongly connotated spaces:

- “The Portals” and “the Garden of Reflections”: these two spaces indicate the
route and are designed for elderly people, for children or for those who need
to rest. A three-dimensional installation communicates a series of concepts
leading to a second space with dim lights and inclined reflecting surfaces that
multiply the vanishing perspective.

- “The Elements of the Charism” (Fig. 9): the passage in this new hall provides a
climb . It’s a sensory approach, almost imperceptible along a ramp with a very
soft inclination which hides a small existing step and anticipates the technolog-
ical platform thus distributing the excessive inclination. Architectural solutions
accompanied by continuous water pelting guide the visitor: the story takes
place through the four elements, earth, air, fire and water.

- “The Meeting place: sharing a story”: in this room, the wooden boards are
transformed by walkway to a comfortable seat (Fig. 10). This escamotage
masks and solves the inaccessible difference in levels . It’s a camoufflage: the
truth is that these rooms were piggeries, and here were preserved salami and
cheese, and therefore the floor level was very low in order to take advantage of
the humidity and the temperature of the basement walls (Fig. 11).

- “Between the rocks, the journey” (Fig. 12): from “The Elements of the
Charism” a ramp connects the spaces. Accessibility is total: all the senses are
involved. Water and wind can be heard and touched or perceived through the
skin, the scent of wood, the sound of walking on wooden planks, the lights
that guide the way to the touch-screens. Along the sides, the walkway bends
creating a real orography and supporting some comfortable seats in the same
material, as if they were rocks on which to rest during the walk.

Through the inner court, then, the path continues towards the other rooms.

- “The Mission”: here the use of materials refers to the hull of a ship thanks to
the wooden planks that belong to the historic building..

- “Work, Faith and People”: the same material of the platforms and with the
same orographic concept for a more inclusive space.

The journey continues towards the garden of S. Maria in which it will be possi-
ble to realize sharing activities, game, laboratory and work. The disposition and
the fruition of the themes provides a consequentiality of concepts that enables
a harmonious location with the context in which the exhibition is inserted. This
guarantees a continuity of meanings and experiences communicating through
the principles of Universal Design (Lang 2001). «Improving the usability condi-
tions for all is one of the basic concepts underlying the enhancement of cultural
heritage. [...] The content (information and communication) to be transmitted
may not be the same for a child or for an expert in the field, just like the means
of communication with the blind and deaf should be different. Universal Design
must be declined by seeking maximum flexibility in order to adapt the solutions
to the greatest number of possible needs such that they can be customized for
user profiles» (Arenghi and Agostiano 2017). The concept of inclusive Museum
display must be communicated and transmitted without hindrance and lan-
guage barriers because of its universality and simplicity (Mordi 2015).

Accessibility as a path to cultural inclusion.

The fundamental moment of the creation of an inclusive cultural environment
is the desire to create a context that facilitates fruition. In this perspective it
is interesting to look at those cultural traditions that consider the benefit of
nature as a fundamental moment of enrichment. Their design experience in
the study of the paths is a “library” to be used to understand methodologies
and solutions often very complex: to share the methodologies, as well as the
philosophy, could be a foundational moment for the realization of this new
style of design. Some representative examples can clarify this approach. The
first is Trollstigen - National Tourist Routes in Norway by RRArchitects (Reiulf

Fig. 10 — The Meeting place: sharing a sto-
ry. The path becomes an object on which
to sit and see the videos, meet and access
a room that could not accommodate peo-
ple on wheelchairs




Fig. 11 — The Meeting place, before

Ramstad Architects 2019). The inaccessible nature of the site has stimulated a
project that involves the creation of an entire environment that allows to move
through the natural environment reaching different buildings and services,
in a continuous dialogue between anthropomorphised environment, alluvial
barrier, waterfalls, shelters, bridges, furnished paths to increase comfort and
platforms to see the scenario. All these elements are modeled in the landscape
and, at the same time, they find their genesis in it. The architectural interven-
tion was conceived as a fil rouge that guides visitors from a beautiful view to
the other, improving the experience of these places, making them accessible
even to a weak user.

The second example refers to the possibility of creating initiatives aimed at
making an inclusive environment regardless of the creation of dedicated in-
frastructures to disability. The castle, inaccessible by antonomasia, is, in every
place and in every culture, custodian of memory, fantasy, tradition, immediate
recognisability. The Castellana architecture is recognized as a fundamental mo-
ment for the development of the identity and the history of a place: it belongs
to all of us, as Europeans, since childhood. This aspect is certainly represented
by the system of the Scottish castles. The deep Scottish identity factor forced
the national and private institutions to organise a series of initiatives that would
facilitate the access and enjoyment. Probably the most representative example
of this reality, the most iconic element of a series of interventions aimed at
the concept of inclusion is the Edinburgh Castle. It’s the most visited attraction
of the nation: the call exercised by this fortress is maximized by the cultural
bond and the national sentiment. This has made it possible to overcome the
problems related to the difficulty of access and practicability: no lifts or cable
cars have been provided. A series of initiatives and solutions, which may seem
palliative, in effect solve the presence of architectural barriers: a very clear in-
formation on how to access the complex, an explanatory mapping on which are
the accessible spaces, an internal transport system for the people who need it
and the provision of trained staff for the accompaniment and support of the
visitors (Edinburgh Castle 2019).

Architects, designers and planners must therefore stimulate an approach to the
project that is as multidisciplinary as possible so that the response of a single
project can include as many people as possible, as many languages as possible.
This allows to share a greater sense of belonging to the society itself.

The anthropological approach, based on Universal Design, has focused atten-
tion on participation, so that the user is an active subject: the environment

should be designed not only to reduce the experience of disability, but, above
all, to improve the life and performance of all. The principles related to inclu-
sion can then be interpreted as a new perspective for architectural design and
planning in order to formulate a continually evolving project. In this perspec-
tive University has a fundamental role in the research for suitable solutions and
in the formation of a new thought, fairer, to transmit and to share thanks to its
creative and promulgative role.

This represents an important possibility for the future of the places linked to
the culture that can guarantee their survival, also from the economic point of
view, and which allows architects and designers to answer to that moral need
that resides in the very concept of architecture translating the necessary will
to inclusion.

Notes

1. For a more comprehensive and complete explanation between individual and collec-
tive right to access to culture see Zagato 2015.

2. Art. 6.1 of the Legislative Decree 42/2004 says: «Enhancement consists in the exercise
of the functions and in the discipline in the exercise of the functions and in the discipline
of activities aimed at promoting awareness of cultural heritage and ensuring the best
conditions for use and enjoyment of the public assets, even by persons with disabilities
in order to promote the development of culture. [...]».

3. Ibidem.

4. In particular goal 11: Make cities and human settlements inclusive, safe, resilient and
sustainable.

5. An example of international and multidisciplinary design is the “International Call for
projects for the Grand Villa Adriana. Designing The Hadrian’s Villa Unesco Buffer Zone”,
Promoted by Premio Piranesi, Academy Adrianea of Architecture and Archaeology On-
lusin 2018.

6. Segni di Luce - Signs of Light, dedicated to Beata Annunciata Cocchetti (2012). [Exhibi-
tion]. Istituto Suore di Santa Dorotea di Cemmo, Palazzo Zitti, XIV-XV sec Cemmo, Capo
di Ponte (Brescia-Italy). Curator and designer: Architect Mariachiara Bonetti. Graphics:

Akomi, Angelo Maragna.
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HOW DO WE PREPARE STUDENTS FOR THE FUTURE?

Abstract

The aim of this paper is to demonstrate that education through play, storytell-
ing and art is valid also at university level,using some case studies from the
Faculty of Interior Architecture.The question in the title gets more answers, and
the paper a possible subtitle: “Education through play, storytelling and art”.

A first answer is not in terms of skills or goals, but in keywords that we have
to arrange as pieces of a puzzle, to have the whole image. Imagination, com-
munication, collaboration, adaptability are some examples of “pieces” to be
achieved in faculty. This puzzle has no borders, it remains open for further dif-
ferent developments, according to students passions.

A second answer is related to storytelling. We encourage students to tell a story
in each project, from a classical fairy tale to a personal story. Building a story
helps building a space.

Once found, the concept focuses the research from the documentary stage,
creates an unitary approach in design process, and it is revealed in the final
presentation. Storytelling is more than communication, it means to be together
storyteller and listener, it means imagination, emotion, so storytelling is also
an art.

Least but not last, we studied experience new forms of art (light art or shadow
art) to develop creativity, self confidence, problem solving skills.

Play, storytelling and art are valid continuous education forms for architecture
and design faculties, both for students and teachers...

Let’s not forget to play - let’s experiment! Don’t forget to tell a story in words,
but also in sketches, images, animations or3D models!

Keywords: interior architecture, game, storytelling, art

Article

Preambul

Facultatea de Arhitectura de Interior din cadrul UAUIM a crescut in cei 15 ani de
la infiintare, iar in prezent are o identitate recunoscuta si speram un viitor fru-
mos intr-o lume a schimbarilor foarte rapide. “Cum pregatim studentii pentru
viitor?“ este o intrebare care ne preocupa pe toti.

Acest studiu a pornit de la o sintagma cunoscuta din invatamantul prescolar
si primar “educatia prin joc si poveste“, pe care am adaptat-o si am folosit-o
in cadrul proiectarii si a cursurilor de iluminat, verificand astfel viabilitatea ei
la nivel universitar. Chiar daca jocul este mai serios, iar povestea se numeste
concept, principiile, regulile si scopurile raman aceleasi.

n special in cadrul workshopurilor de iluminat artistic,celor doua activitati de
joc si poveste le-am addugat elemente ale artei, aducand in prim plan o forma
de artd poate mai putin cunoscuta, dar aflata in plina expansiune in prezent -
arta luminii (light art).

Astfel, intrebarea din titlu primeste un raspuns, iar studiul un subtitlu: “Edu-

catia prin joc, poveste si arta“, cu cele trei aspecte detaliate Tn continuare prin
exemple din activitatea studentilor din anii 4 si 5.

1. Joc

Un studiu recent al Universitatii Harvard realizat impreuna cu directori de firme
si reprezentanti de institutii non-guvernamentale a definit 7 competente nece-
sare oricarui student la terminarea facultatii: analiza a informatiei, gandire crit-
ica, adaptabilitate, colaborare, comunicare, initiativa si curiozitate - imaginatie.
Abilitatile si competentele pe care incercam sa le definim ca necesare pentru
viitorul arhitect si pe care ne propunem sa le descoperimsi sa le dezvoltam in
fiecare student pot fi comparate cu un joc: un puzzle cu cuvinte-cheie formand
un nucleu comun, fara piese de margine, astfel ca pot fi adaugate in timp piese
(competente) noi pentru formarea imaginii de ansamblu. (Fig. 1)

n cazul facultdtilor creative de arhitecturd sau design, aceste competente co-
mune sunt exersate si dezvoltate n cadrul cursurilor si seminariilor si integrate
apoi in cadrul proiectelor si workshopurilor.Dupa studiile universitare, si pentru
arhitecti apar preocupari si pasiuni care pot conduceintr-oalta directie, care

Fig.1 Puzzle — nucleu cu competente pen-
tru viitor [1]




Fig.2 Axonometrie generald Gradinita Pin-
occhio, Italia. B. Puscasoiu, 2018 [2]

Fig.3 Reinterpretare arhitecturald a satu-
lui din filmul de desene animate, Gradinita
Pinocchio, Italia. B. Puscasoiu, 2018 [3]

108

necesita noi abilitati si competente specializate.Capacitatea de a invata a deve-
nit un mod de viata in prezent, fie din dorinta, fie din necesitatea de a tine pasul
cu dezvoltarea tehnologica din proiectare sau din industria constructiilor. Astfel
poate fi inteles un concept important al pedagogiei contemporane - invatarea
continuad, o dezvoltare profesionala in functie de pasiunile fiecaruia, dar si de
schimbarile care au loc in arhitectura si in tehnologiile aferente.

Asa cum in copildrie ne-am jucat de-a...(doctorul de exemplu), in anii de facul-
tate ne jucam de-a arhitectul, un joc din ce in ce mai serios in fiecare semestru.
Anul 4 este penultimul an de studii al Facultatii de Arhitectura de Interior si pro-
punein cadrul atelierului proiecte complexe realizate in echipe de 2 sau 3 stu-
denti, cu amplasamente si clienti reali.Multe echipe se dovedesc compatibile
din start, unele reusesc sa depdseasca anumite obstacole, altele insa esueaza.
Munca in echipainseamna adaptare, comunicare siinvatare unul de la altul, de
la egal la egal,peer to peer. In acest exercitiu de colaborarese diferentiaziper-
sonalitati diverse— leaderi, negociatori, muncitori dar si artisti neintelesi.

Jocul clasic (nu cel virtual!) aldtura de cele mai multe ori doi sau mai multi par-
ticipanti, are niste reguli si un scop final. De cele mai multe ori un joc implica
initiativa, strategie, competitie, iar pentru jocurile pe echipe inseamna in plus si
colaborare, comunicare. in prezent ar fiutil sdanalizdmsi principiile jocurilor vir-
tuale cu care au crescut generatiile actuale de studenti. Multe sunt jocuri cu un
singur participant,care realizeaza anumite obiective intr-un termen relativ scurt
si apoi trece la un alt nivel. Ce poate sa preia educatia universitara dinaceste
jocuri virtuale?Ce aspecte trebuie aprofundate in anii de studii superioare pen-
tru a compensa anumite carente care par sa se generalizeze? Poate o activitate
cu un ritm mai alert sa fie o motivatie in plus pentru aceste generatii? Cu sigu-
rantastudentii au competente digitale dobandite la scoala sau pe cont propriu,
dar in procesul de proiectare arhitecturala tehnologiaar trebui sa ramana un
instrument, care sa-iajute sa spuna o povestecu prezentare virtuala.

2. Poveste

Tncurajdm studentii s3 spuna o poveste in fiecare proiect, de la un basm clasic
la o poveste personala sau abstracta. A construi o poveste ajuta la construirea
spatiului. Odata povestea imaginata, putem vorbi despre un conceptcare di-
rectioneaza cautarile inca din faza de documentare, creeaza o abordare unitara
de-a lungul procesului de proiectare, iar la sustinerea proiectului, firul intregii
povesti poate fi urmarit mai usor. Conceptul nu trebuie sa fie neaparat vizibil in
proiect, poate ramane in mecanismul interior al proiectarii, poate fi abstract,
fiind redat exclusiv in prezentarile orale ale autorilor.

Programa anului 4 FAl include amenajari pentru spatii de birouri si Tnvatamant
in semestrul 1 si amenajari de spatii culturale in semestrul 2: teatru si expozitie.
n anul universitar 2017 — 2018 am introdus tema de amenajare a slilor de
expozitie UAUIM, care a constituit o provocare pentru studenti, le-a dat o mare
libertate de a alege subiecte si povesti, a revelat preocupari si pasiuni, ceea ce
n final a condus la o competitie de un inaltnivel, cu prezentari intr-o gama larga
de stiluri.

Studiile de caz prezentate in cadrul conferintei includ proiecte de atelier, work-
shop-uri de iluminat artistic si diplome cu un fir narativ redat mai figurativ sau
mai abstract, in functie de context, dar si de creativitatea si curajul fiecarui
student.Teama de a pica un proiect sau de a primi o nota proasta reprezinta
o piedicareala la noi in manifestarea imaginatiei, a creativitatii. Fiind ultimul
proiect de scoala inainte de a intra in proiectarea reald, diploma este de multe
ori mai o creatie mai libera, mai curajoasa.

Exemplul ales pentru aceasta lucrare este un proiect de diploma indrumat in
sesiunea 2017-2018-0 gradinita amenajata intr-o zona de munte langa Mila-
no, alstudentei Bianca Puscdsoiu, care s-ainspirat din cea mai cunoscuta po-
veste din Italia: Pinocchio, de Carlo Goldoni. Pe langa analiza spatiului existent,
a functiunii, a aspectelor de sustenabilitate si a sistemului educational pro-
pus, documentarea a cuprins si numeroase editii ale cartii, inclusiv ilustratiile
initiale.in final, studiul a condus spre filmul de desene animate realizat de Walt
Disney, avand imaginile cele mai populare, deci usor de recunoscut inclusiv de
catre micii beneficiari ai spatiului.

Astfel, proiectul a fost conceput ca o intrare printr-un portal din lumea reala in
lumea povestii arhicunoscute, cu cateva secvente din film recreateprin amena-
jarea interioara a unui spatiu foarte generos: padurea si drumul spre scoala a
lui Pinocchio, Insula Placerilor si teatrul de marionete, burta balenei sau satul
lui Gepetto.(Fig. 2)

Din perspectiva sustenabilitdtiiau fost propuse materiale locale, in special lemn,
prelucrat cu cele mai noi tehnologii: lemn lamelar incleiat curbat pentru locul
de joacd de pe terasa halei si panouri de lemn (CLT) pentru compartimentari,
dar si pentru paturile in forma de casute din zona de dormitor, care au fost
detaliate pentru cerinta de design de obiect. Lemnul a conferit proiectului o
atmosfera calda, o expresie arhitecturala neutra cu cateva accente cromatice
inspirate tot din natura. Sustinerea finald in comisie a urmarit firul narativ, cu-
randarisugestive, care au reinterpretat intr-o abordare minimalista scenografii

Fig.3 Reinterpretare arhitecturala a satu-
lui din filmul de desene animate, Gradinita
Pinocchio, Italia. B. Puscasoiu, 2018 [3]

Fig.4 Mincu e peste tot. B.G Joger, 2018 [4]
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Fig.5 Design in Mincu. B.G. Joger, 2018 [5]
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din filmul de desene animate. (Fig. 3) A povesti inseamna mai mult decét a co-
munica, inseamna a fi Impreuna povestitor si ascultator, inseamna imaginatie
si emotie, astfel incat a spune o poveste (storytelling) a devenit de asemenea
o arta.

3. Arta

Implicarea in arta in general este asociata cu dezvoltarea abilitatilor cognitive,
verbalesi a gandirii critice, oferind si noi moduri de a percepe lumea. Arta lu-
minii (light art)este o forma relativ noua de art3, in care lumina artificiala este
principala forma de expresie, fie ca este vorba despreo sculptura luminoasa
(instalatie), fie desprefolosirea luminii pentru a crea o altfel de forma prin ma-
nipularea luminii, a culorilor si a umbrelor.

intalnireacu aceastd noud form& de artdin cadrul cursurilor de iluminat si
posibilitatile de a experimenta o forma a acestei arte in proiecte si la work-
shopurifascineaza studentii de cele mai multe ori, propunerile lor creand si
spunand noi si noi povesti cu curaj, incredere, dar si cu umor.

Documentarea pe modalitatile si tehnicile de exprimare aduc in prim plan
artisti ai luminii precum Dan Flavin, James Turrell, Fabrizio Cornelli sau Kumi
Yamashita. Daca primii doi creeaza din lumina un mediu colorat de cele mai
multe ori, Fabrizio Cornelli si Kumi Yamashita manipuleaza formele si umbrele
acestora, creand anamorfoze in care lumina joaca un rol esential. Astfel, an-
umite compozitii, care primesc o lumina atent studiata ca pozitie, intensitate
si calitate, genereaza umbre cu alte semnificatii. Efectul de surpriza este un
element important al anamorfozei. Acest efect ii atrage pe studenti, care ac-
ceptd provocarea experimentului si reusesc in cadrul workshopurilor sa creeze
instalatiinoi si expresive,chiar daca sunt realizate cu tehnologii dintre cele mai
simple (inclusiv cu lanterna telefonului mobil).

Studentii de la FAI si DP au in anul 5 un proiect de iluminat artisticla sfarsitul
caruiao secventa din povestilepropuse (fie clasice internationale, popularesau
creatii proprii) este reinterpretata prin intermediul luminii si umbrelor.Micul
print, Scufita Rosie si ielele din mitologia romaneasca sunt personajele cele mai
ofertante, care revin an de an in noi interpretari.

n paralel cu conferinta, timp de doud zile a avut loc un workshop de iluminat
cu tema “MINCU intr-o noua lumina”. Echipele de studenti de la Arhitectura
de Interior si Design au creat povesti legate de MINCU (la alegere - arhitectul

sau facultatea) si de experientele lor, propunand titluri cu multiple intelesuri:
,Mincu e peste tot”(Fig. 4), ,Existd viata dupa Mincu?”,Viata de student in
Mincu”, ,,Design in Mincu”(Fig. 5) sau ,,Mincu in culori” (Fig. 6). Astfel portretul
arhitectului a fost recreat in umbra pe pereti si pe tavan, prin lumina atent pusa
pe o planseta aparent dezordonata, plina de instrumente, machete si... pahare
goale. in alte umbre au aparut obiecte de design in spatiul interior al scolii
vechi sau compozitii cromatice care sugerau un labirint nesfarsit Tn universi-
tate, dar si sentimentele unui student din primul an pana n anul 5.Tot in cadrul
workshop-ului au fost studiate umbrele colorate generate de culorile primare
ale luminii artificiale — RGB, studentii propunando instalatie interactivadin care
obiectul principal a fost fatada monumentala a universitatii (Fig. 6).

Sustinerilefinale au fost povesti ale fiecarei echipe,prezentate incredere si de
umorin fata unei comisii care a inclus invitati straini. A fost un workshop cu
participare optionala, fara note, deci fara teama de a pica. A fost un exercitiu
care a demonstrat ca greselile sunt normale, ca se pot remedia sauca se poate
invata din ele. Prin astfel de activitati se pot naste pasiuni, in cazul acesta pen-
tru iluminat - in prezent un domeniu atat de ofertant pentru viitorii arhitecti si
designeri (tot prin tehnologie!).

Workshop-urile artei luminii sunt privite ca un experiment, ca un joc, iar daca
spun si o poveste, demonstreaza cu succes ca domeniile propuse in acest studiu
— joc, poveste si arta — au un rol important in educatia de arhitectura.

4. Concluzii

Invatarea continuda devenit un mod de viata. Pornind de la o baza solida acu-
mulata Tn anii de scoal3, fiecare dintre noi se poate dezvoltain timp,inclusiv prin
studiu individual.Un rol important al scolii si al profesorilor este sa deschida
porti, pentru ca viitorii arhitecti de interior si designeri sa-si gdseasca o pasiune
si sa-si aleaga o anumita directie profesionala.

Educatia prin joc, povestesi arta poate fi o forma de invatare continua atat pen-
tru studenti, cat si pentru cadrele didactice din Facultatea de Arhitectura de
Interior... S3 nu uitdm sa ne jucam - sa experimentam! Sa nu uitdm sa spunem
povesti in cuvinte, dar si in schite la mana libera, in imagini realizate cu teh-
nologii diverse sauprin machete!

Fig.6 Mincu n lumini si umbre colorate.

B.G. Joger, 2018 [6]
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Abstract

During the 45 years of communism, the Romanian School of Architecture has
covered a difficult, winding and disputed road, shaped eventually by the vari-
ous political imperatives of that time. Especially in the seventies and eighties,
the transformations were significant, not only for the architectural education,
but also for the architects and their usual practice. Therefore, the research of
the diplomas designed in the School during these years proved to be illustrative
and fascinating, making up in the end a clear mirror for the profession itself.
From the typical, standardized projects, constrained by and entirely consonant
with the political regime and its stringency, up to the utopian ideas and proj-
ects, obviously detached from the lines, as well as exuberant, bold and enthu-
siastic — all this thematic palette of the diplomas describes the School’s shaped
way. Among these projects, the Design diplomas were atypical, firstly because
of their scarce appearance (the Design themes were unusual and few, without
being listed nor prefered by the regime), secondly because of the domain itself,
that did not use to have the “glamour” and span commonly met then within
the Western Europe (the design term itself used to bear connotations). Under
these circumstances, the Study of Form Chair, which had just been updated
between 1972-1973, also including the Design subject into its curriculum, was
in order to prepare various themes projects within this field (furniture studies,
lightening, industrial design, scenography sets etc). In fact, the themes were a
mix of “didactic and industrial production requirements”, after the well-known
slogan: “education, research, production”, Later on, the Design diplomas arose
as a natural concern of the School to promote, by its curriculum, several oth-
er fields of research, tangential to architecture (visual arts, industrial design).
Although unusual and scarce within their general theme dynamics, the Design
diplomas of the seventies and eighties proved to come out as a real boost and
opening of the field. In the "80s, the projects are concerned with interior de-
tailing (including furnishings) and industrial or object design (Helicopter Study,
Command Box, Train Module Design et al.).

Coachwork Design for Dacia 1600 is Octavian Carabela’s diploma and also the
most appreciated Design project from the 1983 exam session.

Keywords: Design, diploma, Romanian School of Architecture, communism.

Article

Dupa 1945, Scoala romaneasca de arhitectura a parcurs un traseu sinuos, un-
eori abrupt si steril, alteori efervescent si optimist, de cele mai multe ori situan-
du-se intr-o relatie reflexiva fata de activitatea breslei. Marcata de regimul
comunist, in cele patru decade si jumatate de ideologie specificd, Scoala s-a
situat profesional intre un conformism uzual (prin inscrierea stereotipa in linia
directivelor primite) si o difuza detasare activa (prin momentele sale atipice
de creativitate, idealism sau nonconformism). De aceea, studiul proiectelor de
diploma elaborate in Scoala in aceasta perioada devine semnificativ atat pentru
profilul profesional al breslei, cat si pentru educatia de arhitectura a vremii.
in special in decadele “70 si "80, transformérile au fost relevante, in sensul
creionarii unei imagini reflexive a profesiei fata de scoala si viceversa.

De la proiectele-tip, rigide si standardizate, conforme in intregime regimului
si rigorii impuse de acesta, pana la ideile si proiectele utopice, detasate fla-
grant de directive, dar exaltate si indraznete — toata aceasta paleta tematica
a diplomelor Scolii i descrie parcursul modelat in consecinta. Printre acestea,
diplomele de Design au fost atipice, intai datorita numarului lor restrans (te-
mele de Design erau rare, neregdsindu-se pe listele impuse sau preferate de
sistem), apoi datorita specialitatii in sine, care nu avea in Scoald anvergura si
,stralucirea” pe care o aveau in Europa occidentala (insusi termenul de design
avea uneori conotatii potrivnice. De multe ori regasim sinonime ale acestuia, ca
,echipament urban” sau ,agrementare ambiental3d”). in acest context, Catedra
de Studiul Formei, restructurata in 1972-1973 si incluzand si disciplina Design,
elabora totusi proiecte tematice diverse (studii de mobilier, iluminat ambiental,
design industrial si de obiect, decoruri scenografice etc). Temele imbinau ,cer-
intele didactice cu cele ale productiei”, dupa sloganul specific: ,invatamant,
cercetare, productie”. Ulterior, diplomele de Design au aparut ca o rezultanta
fireasca a preocuparilor Scolii de a promova, prin curriculum-ul sau, si alte zone
de cercetare, conexe arhitecturii (design industrial, arte vizuale etc). Desi inca
rare si neobisnuite in dinamica tematica generala, diplomele din acest segment
au aparut in decada saptezeci ca o deschidere si imbogatire a domeniului.

Catedra de Studiul Formei, dupa infiintarea sa in 1967-68, includea la inceputul
anilor saptezeci si disciplinaDesign, cu diverse serii de proiecte care tratau teme
ale domeniilor sale conexe (initial, in decada saizeci, proiecte scurte de De-
sign dezvoltau teme de detaliu ale unor piese de mobilier sau obiecte de decor
interior si/sau exterior). Intentia catedrei era aceea de a conecta in mod real
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activitatea teoretica de la cursurile specifice, la practica de atelier a studentilor.
Numarul de ore alocat catedrei era, in medie, de zece ore saptamanal (cate
doua ore la fiecare an I-V). Din anul universitar 1973-74, a fost introdus si un
proiect de specialitate de 72 de ore, in primul semestru al anului VI (inainte de
elaborarea diplomei), Proiectare de specialitate din diverse domenii ale desig-
nului specific arhitecturii.

Temele ,imbinau cerintele didactice cu cele ale productiei” (1), in sensul
corelarii acestora cu planurile de ,dezvoltare economica” ale sistemului poli-
tic specific (Popov, 1975: 75). De exemplu, proiectul de anul Il includea teme
ca: design modular al unor garduri prefabricate, elemente decorative serializa-
te, banci (mobilier stradal sau de agrement) etc. Tn anul Ill, proiectele se axau
pe mobilierul urban sau pe cel interior (cu detalii de executie), in care erau
concepute celule spatiale intregi (o camera de hotel, camera de locuit a unui
student etc). Subiectele deveanu mai complexe, cétre anii terminali, ajungan-
du-se si la design ambiental de sal3 polivalentd sau auditoriu. in 1974-75, la
disciplina Arhitectura de interior-design-mobilier, s-au conceput solutii pent-
ru doud teme reale (contracte cu Consiliile Populare ale oraselor Constanta si
Bucuresti): ,,Studiu de mobilier si echipament urban pentru Constanta si litoral”
(anii I-IV) si ,,Agrementarea ambientala a arterelor Dorobanti si Pantelimon,
Bucuresti” (anul V). Astfel, in proiectele scurte, de 72 de ore, care precedau
proiectul de diplom3, s-au conceput ,,dotari de plaja din rame de metal si panza
de cort, statii pentru mijloace de transport, sisteme informationale, mobilier
stradal” (2) ,design de caroserii de masini, dispozitive (3) si elemente de grafica
si semnalizare (logo-uri, indicatoare, ,signaletica”)(Popov, 1975: 76; Ciobotaru,
1976: 75-76). In final, desi temele din acest segment trebuiau abordate din per-
spectiva eficientei financiare si a utilitatii directe, primare, conform sloganurilor
ideologice (tipizate, prefabricate, serializare), proiectele de Design emanau in-
evitabil un aer inovator, prospat si original.

Printre primele proiecte de diploma de Design, aparute in anul 1971, sunt
,Studiu mobilier modulat” (stud.arh. Stefania Boiangiu, 1971) si ,Mobilier Par-
lament Sudan” (stud.arh. Mihai Marinescu, 1973). Ca maniera de reprezentare,
este Tnca prezenta filiera beaux-artista franceza, cu desen elaborat si colorat, cu
planse expresive si minutios lucrate. Din punctul de vedere al instrumentelor,
era folosit Graphos-ul, inca din anii '60, cu capete inter-schimbabile, pentru
grosimi de linii diferite, urmat de Rapidograph, care a aparut la noi la jumatatea
anilor saptezeci. De fapt, de la Graphos la Rapidograph au existat mai multe
versiuni intermediare, care au fost disponibile pe piata internationald inca din
anii ‘60, dar in Romania au ajuns mai tarziu, astfel incat abia studentii anilor

‘70 le-au putut folosi. Pe de alta parte, spre sfarsitul acestei decade, tendinta
ideologica de tehnicizare a domeniului a avut urmari si asupra desenului pro-
priu-zis, respectiv a manierei de reprezentare a proiectelor. Se prefera predarea
pe calc, intr-un desen de linie monocrom, sobru si tehnic, cat mai epurat de
,excese” formale de reprezentare.

,Recomandam ca toate reprezentarile strict tehnice: planuri, sectii, detalii si
chiar fatade, sa fie redactate ALB-NEGRU, de asemeni respectarea formatelor
este absolut obligatorie.” (Ciobotaru, 1976: 286) (4)

Aceste ,excese” se refereau, de fapt, in mod eronat, la desenul artistic, care
ajunsese insa extraordinar de apreciat in cazul schitelor de schita, considerate
(totusi) a ,,contribui la dezvoltarea gustului si simtului artistic” al studentilor
(Ciobotaru, 1976:286). Pe de alta parte, machetele nu erau obligatorii in studiul
cotidian de la atelier, cu exceptia diplomei, unde erau cerute prin regulament.
Ele puteau fi considerate exercitii de expresie artistica spatiald, in contrast cu
tendintele de tehnicizare a domeniului — cu alte cuvinte, exista o preocupare a
studentilor pentru un design al machetelor, demers sustinut si de laboratorul
de executie a acestora, prezent inca din anii saizeci in cadrul catedrei. Printr-o
decizie (5) din februarie 1972 ins3, s-a impus ca obligatorie, la predarea diplo-
mei, si macheta lucrdrii cu mentiunea ca aceasta trebuia , realizata cu mijloace-
le cele mai simple”, in acelasi timp Tnlocuind randarile exterioare ale proiectului
(Examen de Stat, 1972: 287).

»Se recomanda candidatilor sa limiteze prezentarile grafice la strictul necesar
justificarii solutiilor propuse. Se vor elimina, de exemplu, perspectivele exte-
rioare, fiind inlocuite de prezenta machetei. Se atrage atentia candidatilor ca,
pentru reducerea timpului de lucru, se recomanda redactarea planselor intr-o
masura cat mai mare pe calc.” (Examen de Stat, 1972:287/b)

Asadar, intentia de tehnicizare a profesiei se manifesta oficial si Tn modal-
itatile de reprezentare, prin impunerea calcului ca suport al desenului (erau
restrictionate, astfel, toate tehnicile de randare care foloseau apa - laviul, aero-
graful, acuarela etc), dar si prin minimizarea expresiei artistice in orice punct
s-ar fi manifestat ea (machetd, planse, grafica).

Preocuparile pentru grafica planselor, caligrafia si fonturile folosite au contin-
uat, totusi, si dupa decizia din 1972. Indiferent de suportul desenului, titlurile
erau alese in formule personalizate, care sugerau conceptul proiectului (par-
ti-ul) sau o coordonata importanta a acestuia: ele ncercau sa reproduca, vizual
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(prin grafica si fonturi) si semantic (prin combinatii de litere sau cuvinte) ideea
proiectului sau modul de abordare a acestuia. Chiar si cele mai sobre reprez-
entari ale diplomelor aveau detalii de grafica ce sugereaza o minima preocu-
pare pentru modul in care erau predate proiectele: unele includeau logo-uri
sau simboluri grafice pentru programul ales, altele cuprindeau texturi execu-
tate exclusiv din desen de linie, ca o ,,amprenta” de identificare a autorului etc.

n ceea ce priveste tematica diplomelor, la inceputul decadei saptezeci aceasta
devine din ce in ce mai restrictivd. Dominantele de sistematizari si insertiile
de locuinte colective sunt pregnante si ca o consecinta evidenta, in ,,oglinda”
cu preocuparile breslei si cu domeniile sale de implicare. Legea invatamantu-
lui din RSR si HCM nr.2740/1968 reglementau, in aceastd perioadd, desfasu-
rarea studiilor superioare si modul de incheiere a acestora, prin examenul de
diploma, care conferea titlul respectiv si drepturile de a profesa, ce decurgeau
in consecinta. Pentru Arhitectura, examenul de diploma consta in elaborarea
si sustinerea orald a unui proiect, care avea ca scop verificarea ,,capacitatii de
sistematizare si sintetizare a cunostintelor dobandite in decursul studiilor, si
posibilitatile candidatilor de rezolvare si prezentare a unor probleme teoretice
si practice, privind procesele de productie din specialitatea absolvita, precum si
solutiile optime de economicitate si de rentabilitate; masura in care candidatii
utilizeaza solutii moderne de mecanizare si automatizare, de organizare sti-
intifica a productiei si a muncii.” (6) (Examen de Stat, 1970: 133)

,Temele proiectelor de diploma erau propuse de catre catedra si aprobate de
consiliul profesoral al facultatii, la inceputul fiecarui an universitar, asiguran-
du-se o repartizare judicioasa a acestora pe catedre. La stabilirea proiectelor
sau a temelor, se va t{ine seama de cerintele economiei nationale, precum si de
dezvoltarea continua a stiintei, tehnicii si culturii.” (7) (Examen de Stat, 1970:
136)

Temele se alegeau cu doua sau trei semestre nainte de incheierea studiilor (Ex-
amen de Stat, 1970: 136).Proiectele urmau a fi depuse la secretariatul facultatii
cu o luna Tnaintea sustinerii, pentru a fi evaluate de catre indrumator, prin re-
ferate de analiza (cu mentiunea admis/respins). In cazul respingerii proiectului,
acesta urma a fi verificat de un recenzor si de seful catedrei, pentru a putea
stabili, de comun acord intre cei trei, un calificativ final.(Examen de Stat, 1970:
137) in cazul admiterii, proiectul si referatul indrumétorului se depuneau la
secretariat, cu 5 zile inainte de examen, timp in care erau evaluate de intreaga
comisie de diploma. Studentii sustineau proiectele in fata comisiei, intr-o expu-
nere publica, deschisa. Notarea cuprindea valori de la 1 la 10, cu nota minima

de promovare 6. Pentru fiecare candidat, se intocmeau procese verbale de no-
tare, care se arhivau in registre speciale.

Piesele minimale si obligatorii ale diplomelor, Tn 1972, (in special, ale celor cu
specialitatea socio-culturala) (8) , erau: planul de situatie (1:1000, 1:2000 sau
1:5000, in functie de amploarea proiectului), toate planurile obiectului arhitec-
tural (scara 1:100), mobilate si cotate general; exceptie se facea in cazul diplo-
melor de locuinte, care se predau exclusiv la scara 1:50, pentru a fi detaliate,
inclusiv cu toate echipamentele tehnico-sanitare, finisaje, mobilier etc., carora
li se adaugau, obligatoriu, detalii de alcatuire, la scara 1:20 sau 1:10 (Exam-
en de Stat, 1972: 285-286). Alte piese obligatorii erau: minimum trei sectiuni
caracteristice, la scara planurilor si a detaliilor de plan; toate fatadele, la scara
planurilor, cu specificarea orientarii acestora; detalii de planuri, sectii si fatada,
de constructie, de finisaj, detalii de instalatii si tamplarie, cu scara 1:10-1:1.
Va fi restrictionat si numarul planselor elaborate (tot sub pretextul timpului
de executie), la maxim 10 (echivalentul a 20 mp), fata de anii saizeci, cand au
fost predate si 40 de planse. in plus, includerea unui memoriu justificativ, cu
principalii indicatori tehnico-economici, devenea piesa obligatorie — ceea ce a
generat axarea studiilor sau justificarea acestora prin prisma (uneori excesiva)
a indicatorilor, cifrelor si calculelor aride, artificiale si absurde.

n acest context, este evident de ce diplomele de Design elaborate in Scoald
erau atipice si rare, dar in acelasi timp si surpinzator de noi si indraznete — sunt,
practic, primele proiecte specializate in acest segment care apar in perioada
comunista. Interesul ideologic pentru promovarea domeniului era foarte re-
dus (sau orientat intr-o directie mai apropiata de designul industrial, decat de
cel spatial-arhitectural). Putem concluziona, chiar, cd in general interesul era
axat mai curand pe cantitate (proiecte la scara ampl3, tipizate reproductibile
multiplicat, industrializarea si modularea masive etc), decat pe calitate (grija
pentru detaliu, unicitatea, serializarea redusa sau interesul pentru optimizarea
functiunii prin forma - ceea ce este, de fapt, Designul).

Catedrele si cursurile din curriculum, la inceputul decadei saptezeci, in Scoala
erau configurate intr-o formuld apropiata de cea instaurata in anii *50 — formula
din care a fost eliminata, insa, Catedra de Limba Rusa. Cele mai importante
raman:

e Catedra de Proiectare de Arhitecturd, structurata pe trei departamente, cu-
prindea 40 de ateliere. Schitele de schita intrau in curriculum-ul anilor IV si V.
e Catedra de Istoria Arhitecturii, cu urmatoarele cursuri: Istoria arhitecturii
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universale (anul 1), Istoria arhitecturii moderne si contemporane (anul Il si lll),
Istoria arhitecturii pe teritoriul Romaniei (anul IV), Restaurarea monumentelor
de arhitectura si urbanism (anul V) (9), Istoria artelor (anul V, facultativ). UAR
purta discutii, in conferintele de specialitate, pentru infiintarea unei sectii de
Restaurare a monumentelor (alaturi de cea de Urbanism), care sa pregateasca
specialisti n acest domeniu (Curinschi, 1972: 30-34).

e Catedra de Teoria Arhitecturii, cu urmatoarele cursuri: Teoria arhitecturii
(anull), Programe de arhitectura (anul Il), Ansambluri de productie (anul Ill, 1V),
Estetica generala si compozitionala (anul V, VI), Compozitie (anul V, facultativ).

e Catedra de Constructii, cu: Bazele tehnicii constructiei, Materiale de con-
structii (anul 1), Elemente si detalii de constructii (anul I i Il), Elemente si detalii
de finisaj (anul Il), Echiparea tehnica a constructiilor (anul Il si Ill), Notiuni de
organizarea si economia constructiilor (anul Ill), Fizica constructiilor (anul V),
Eficienta investitiilor (anul V)

e Catedra de Matematici si Structuri, cu: Matematici (anul 1), Structuri de rezis-
tenta (anul 1), Teoria structurilor Tn arhitectura (anul 1l si IV), Calcul numeric,
Structuri speciale (Cismigiu, 1978: 71) (10), Proiectare cu masini de calcul (anul
V, facultative (11). Calculatorul aparuse, deja in 1970, in practica de proiectare
a arhitectului german, dar si a celorlalte specialitati. (ENESCU, 2006: 101)

e Catedra de Urbanism, care cuprindea: Elemente de proiectare urbana (anul
II), Sistematizarea si amenajarea tehnica a teritoriului (anul 1l1), Structuri ur-
bane (anul V), Estetica urbana-peisagistica (anul V), Proiectare complexa (anul
VI), Trafic (anul V), Ecologie urband, Sociologie urbana, Elemente de prospec-
tiva, Economie urbana (anul V, facultativ).

e Catedra de Studiul Formei:

A fost restructurata in anul universitar 1972-1973, initial infiintata in 1967-68
(Popov, 1975: 75) (12). Seful disciplinei de Design din IAIM era, la acea dat3,
Vladimir Popov.

Printre disciplinele catedrei erau Desen si Studiul formei, Reprezentari specifice
arhitecturii (anul 1), Basic design — compozitie si culoare (anul Il), Proiectarea
si constructia mobilierului de serie (anul 1ll), Comunicari vizuale si ergonomie
(anul IV), Amenajari ambientale (anul V).

Alte cursuri (incluse in catedrele enumerate): Geometrie descriptiva — Perspec-

tiva, Filosofie (anul 1), Economie politica (anul II, 1ll), Arhitectura cladirilor de
productie (anul lll, 1V, V), Socialism stiintific (anul 1V), Limbi strdine, Educatie
fizica (anul I, 11, 1), Studiul formei (I,11,11l optional), Tendinte noi in arhitectura,
Tipizare, prefabricare (anul V optional).

Tn afara acestor date de curriculum, se pare ci Scoala de la Bucuresti a fost prin-
tre primele care au initiat (la cererea Ministerului Invatamantului sau din initi-
ativa proprie?) organizarea unor cursuri postuniversitare. La 15 mai 1971 urma
sa demareze un astfel de program (Damian, Sdsarman 1971: 50) (13). Cursurile
,de perfectionare” din acest ciclu erau dedicate urbanismului si ,echipamen-
tului” (14) de interior.Termenul de design este omis intentionat de rectorul
Ascanio Damian, in formularile curente, deoarece n aceeasi perioada (1969)
aparuse la Institutul de Arte plastice “Nicolae Grigorescu” o sectie de design
industrial, care functiona pe baza unui curriculum mai bine adecvat subiectului,
decat disciplina cu acelasi nume, de la “lon Mincu”. in final, in anul univ.1971-
1972, Scoala a organizat un curs postuniversitar, iar numarul de locuri disponi-
bile anual, la forma fara frecventa cu durata de 6 luni, era de 100 (75 pentru
arhitecti si 25 pentru urbanisti). Aceste locuri se adresau cursantilor din Comi-
tetul de Stat pentru economia si administratia locala (Lazarescu, 1972: 4). (15)

Diplomele de Design, in anii ‘80, apar sub forma unor studii de mobilier sau
de proiectare de detaliu, ale unor variate obiecte: ,Caroserie de automobil si
rulotd”, ,,Design de garnitura de tren” (1983), ,Mobilier pentru Sala de spect-
acole, Scornicesti” (1985), ,,Studiu Helicopter”, ,,Cabind de comanda”, ,,Studiu
de caravana” (1987), ,Caroserie Dacia” (1988) sau ,Design de Modul experi-
mental, pentru locuire si cercetare” (1989). Aceste preocupari pentru designul
de obiect dezvoltau, mai elaborat, temele proiectelor din anii IV-V, si puteau fi
abordate la diploma, in masura in care studiul devenea suficient de amplu in
detaliere, incat sa inlocuiasca un proiect de arhitectura.

Caroserie pentru «Dacia 1600» (16) a fost cea mai apreciata diploma de De-
sign din sesiunea 1983, prezentata de studentul-arhitect Octavian Carabela si
indrumata de arh. Vladimir Popov (Carabela, 1984: 60-61). Tema proiectului a
fost preluata dintr-o propunere a Uzinei de Autoturisme Pitesti, pentru desig-
nul unui prototip mai performant, echipat cu un motor de 1.600 cm3.

Modelul final, prezentat la diploma, avea o caroserie in doud volume, cu 4+1 usi
sau 2+1 usi, in varianta sportiva — care putea fi obtinuta pe baza aceluiasi de-
sign, cu minime modificari adaugate formulei de baza. Ca imagine, obiectul se
inscrie Tn ceea ce Lancia Saab 600 lansase in acea perioada: o caroserie cu mu-
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chii drepte si riguroase, cu decupaje clare si alura zvelta. De altfel, asemanarea
propunerii cu Lancia 600 ar putea fi justificata si de faptul ca aceasta din urma a
fost votata ca European Car of the Yearin 1980 (17), deci devenise o paradigma
a perioadei, in materie de design. Diploma ilustreaza detalii originale, in care

... parbrizul si luneta [sunt] lipite direct de structura, cu adezivi pe baza de
rasini sintetice, si cu geamurile laterale fixate la aceeasi suprafata cu ramele din
tabla ale portierelor.” (Carabela, 1984: 60)

Desenele prototipului sunt exuberante: axonometrii explodate, ergonomie,
vizualizari in proiectie frontald, iar macheta este impresionanta in ceea ce
priveste detaliile — nu este foarte clara scara la care este executatd, dar este
evidenta grija pentru ilustrarea, cat mai fideld, in modelarea tridimensionala
a proiectului. Desi proiectul nu a intrat in productie, sustinerea unei astfel de
idei la sesiunea de diplome a fost salutara si a constituit, cu siguranta, un gest
inedit si atractiv.
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THE NECESSITY OF FORMING THE STUDENTS’ ESTHETIC
DISCERNMENT AT THE ,,FORM STUDIES” DISCIPLINE

Abstract

We are living, more and more, in a world of confusions, a world where the lie
wants to take the place of the truth, by every mean. Therefore, it si good that,
by the teaching process, the mind of the students should be well structured, so
as they to be able to discerne between good and evil, between beautiful and
ugly, with all the degrees that theese things imply.

The ,,Form Studies” discipline is one where we lay emphasis on realising ab-
stract or realistic compositions, in different techniques, in plan (bi-dimensional)
or tri-dimensional. Each pad is both the result of the student’s work, as of the
teacher’s guidance. The result is a mirror of their personality or of the student’s
state of spirit, in the moment he made it, of the time that he invested and of
other factors.

Finally, the work is judged and it receives a mark. But is necessary that, beyond
the aspects that belong with the accuracy and the difificulty of the technique,
to be pointed the aesthetic aspects, because many of the works realised by the
students can be situated in an aesthetic category, for example one of the beau-
ty: nice, picturesque, idilic, mirific, feeric, charming, splendid. Or one of the
ugliness, absurd, bizarre, rough, grotesque, monstrous. It can not lack those of
other categories, as the banal, the pointless or, at the other pole, the interest-
ing or the poetic.

All these concepts, as well as others, which | didn’t mentioned, must be exem-
plified to the students by dedicated lectures and, in the mean time, to be ref-
erenced during the judgement of a pad, and where one of these characteristic
appears (including the beauty or the ugliness), it must be named.

Without these discussions, the student doesn’t form itself enough well and he
can not judge, at his turn, a work of art.

Keywords: aesthetic, discernment, form studies.

Article

Reprezentdrile vizuale sunt polarizate catre frumos si urat. Frumosul este, in
esenta, ceea ce linisteste, recalibreaza, Tnalta, bucura sufletul uman, in timp
ce uratul este ceea ce il sperie. Daca in literatura exista si estetica uratului,
genial definita de catre poetul roman Tudor Arghezi, prin versurile ,,Din bube,
mucegaiuri si noroi / Iscat-am frumuseti si preturi noi” (poezia ,Testament” ),
in artele vizuale uratul nu mai poate fi negat, el fiind perceput ca atare, prin
comparatie cu modelul ideal existent in forul interior al sufletului uman, si care
este dat de amprenta divina existenta in noi, la care ne raportam permanent,
constient sau nu, deoarece omul a fost facut dupa ,chipul si asemanarea lui
Dumnezeu” (Facerea, 1: 26, 27) .

Deci uratul si frumosul in artele vizuale pot fi rezultatul unei cautari intention-
ate sau, dimpotriva, pot fi un rezultat involuntar al demersului artistic. Ele {in de
dispozitia interioara a artistului. Frumosul este rezultatul dispozitiei spre bine,
in timp ce uratul este rezultatul dispozitiei spre rau, fiecare cu toate gradele
sale. Redarea naturii umane este cel mai facil exemplu pe care il putem gasi
in arta pentru a ilustra diferenta intre cele doua tipuri de dispozitie interioara
a artistului, desi folosirea cuvantului artist poate fi exagerata, pentru nu ca nu
tot cel care picteaza este si un artist, in adevaratul sens al cuvantului, arta fiind,
dupa parerea mea, un domeniu de inspiratie divina, de care nu toti oamenii
benficiaza in aceeasi masura. Din observatiile pe care le-am facut, este o per-
mantenta lupta in artd intre cei care cauta frumosul si cei care cauta uratul.
Prevalent este frumosul, adica ceea ce ,place fara concept si fara nici un in-
teres”, asa cum spune Imanuel Kant, cu cele doua variante ale sale, cea libera
—1n absenta oricarei legi sau norme, si cea aderenta — care trimite la un anumit
scop. Uratul isi face mai greu loc in artele vizuale deoarece el este respins de
forul nostru interior, si exemplele de acest fel sunt mai rare, dar ele exista. Un
exemplu de dorinta explicita de a face rau, vizual vorbind este dat de lucrari
de acest gen (Fig. 1), in care natura umana este pocita in mod intentionat, iar
efectul este de oripilare. Prin contrast, se poate vorbi de varianta ,frumoasa” a
subiectului prezentat (portret de femeie din secolul al XVI-lea), in care redarea
simpla a naturalului este suficienta pentru a ilustra frumosul (Fig. 2).

Reprezentatdrile urate tin de toate perioadele artistice, ca de exemplu in arta
azteca, in care sunt redate, in bazorelief, scene de sacrificii umane (uratul ca su-
biect), sau in arta medievala sau moderna, cu portrete ale unor oameni defor-

Fig. 1 - Uratul ca intentionalitate vizual3.
Quinten Massys — Ducesa cea urata - 1513

Fig. 2 - Frumosul firescului. Jan van Eyck —

Portretul Margaretei Van Eyck - 1439

Fig. 3-4 - Uratul cosmetizat. Pokemon (a) -

https://ro.wikipedia.org/wiki/Lista_de_Pokemoni
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Fig. 6-Poeticul (b). Lucrare UAUIM, 2014

Fig. 7 -9-Poeticul (c). Lucrare UAUIM, 2014
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Fig. 10-12 - Interesantul (a). Lucrare stu-
denteascd, 2014

mati in mod intentionat de cdtre artist (urdtul ca scop). in ziua de astzi, lupta
dintre urat si frumos, dintre bine si rau, a devenit mult mai subtild, deoarece
uratul este cosmetizat, ca de exemplu in industria desenelor animate, in care
monstrii, adica imagini care sperie, sunt cosmetizati, devenind, spre exemplu,
pokemoni (fig. 3, 4). Dar ei tot monstri raman.

Disciplina Studiul formei este o disciplina interactiva, in cadrul careia studentii
trebuie sa realizeze lucrari de compozitie abstracte sau realiste, intr-o maniera
grafica impusa de tema sau la alegere, ea putand fi o tehnica uscata sau umeda:
colaj, creioane colorate, pastel, acuareld, tempera, acrilice, sau tehnici combi-
nate. De asemenea, compozitiile pot fi bi sau tri-dimensionale. Fiecare plansa
este rezultatul atat al muncii studentului, cat si al indrumarii profesorului. Dar
ceea ce rezulta este o oglinda a personalitatii acestora sau a starii de spirit in
care s-a aflat studentul, in momentul in care a realizat-o, a timpului pe care
I-a investit, dar si a altor factori. Tn final, lucrarea este judecatd si primeste o
nota. Sistemul de notare presupune analiza lucrarii din punct de vedere com-
pozitional, cromatic si tehnic. Se iau in calcul si caracterul de a fi interesanta,
clara si de avea o regula compozitionald. Dar, dincolo de aceste criterii, apare
si 0 meta-valoare a lucrarii, care tine de categoria estetica a acesteia, si care,
de obicei, nu este luata in considerare. De aceea, cred ca este nevoie ca, din-
colo de judecatile prezentate mai sus, sa fie specificata si categoria estetica ce
corespunde fiecarei lucrari in parte, fie ca ea se indreapta spre polul pozitiy, fie
spre cel negativ.

Categoriile estetice aplicabile artelor vizuale sunt:

* Poeticul (fig. 5, 6, 7, 8, 9), daca tinem cont de definitia data acestuia de catre
Nicolae Steinhardt: “Poeticul poate fi o stare a spatiilor unde materia nu se
prezinta sub forma aglomerata; spatiile acestea il autogenereaza si-l reflecta
ochiului (drept care si poezia firmamentului)”. (”Realul ca prezentad poetica” -
Nicolae Steinhardt);

e Interesantul (fig. 10, 11, 12) —insemnand trairi desemnate de acele calitati ale
formelor care ne obliga sa le deslusim semnul (plus sau minus);

¢ Agreabilul — Thsemnand trairi generate de forme care in relatie cu noi se im-
pun ca prezente acceptabile:

- ceea ce place spontan, la nivelul tuturor simturilor;

- ceea ce incita privirea cand este contemplat;

- ceea ce nu deranjeaza la nivelul senzatiei cand este perceput.

e Frumosul (fig. 13, 14) — Kant spunea ca “frumos este ceea ce place fara con-
cept si fara nici un interes” distingand o frumusete libera — in absenta oricarei
legi sau norme, si o frumusete aderenta — care trimite la un anumit scop. Vari-

antele frumosului ar fi:
- Dragutul — este o varianta acceptata concesiv, unde forma nu-si dez
valuie suficient de convingator atributele de frumusete;
- Pitorescul (fig. 15) — poseda ceva din calitdtile picturale. Formele
armonioase si echilibrate sunt astfel construite incat lasa impresia
ca au fost respectate regulile compozitiei picturale, asa cum aceasta
este perceputa la nivelul intelegerii comune;
- Idilicul (fig. 16) — desemneaza acea frumusete definibila din perspec
tiva aluziei pe care forma privita o face la o posibila implinire a idealu
lui naiv de fericire;
- Mirificul — Poseda ceva din lumea viselor, formele par a fi dintr-o
lume ireala prin armonia, echilibrul si integritatea lor;
- Minunatul - Ideea de frumusete proprie formelor ce se etaleaza ast-
fel incat sa para mai degraba accidente ale realitatii, adevarate
minuni, ce nu sunt posibile decat prin interventia unor forte extra
pamantesti;
- Feericul (fig. 17, 18) — Poseda ceva din lumea basmelor, prin notele
pozitive;
- Fermecatorul — este situat in imediata vecinatate a agreabilului, de
semnand acele trairi ce par a-l vraji pe contemplator, retinandu-le nu
mai sensurile pozitive;
- Splendidul — acele calitati ce dau stralucire formei.
¢ Gratiosul (fig. 19) - acele forme ce sunt frumoase prin echilibrul ce vizeaza
perfectiunea, dar care in relatie cu contemplatorul dau sentimentul ca trebui-
esc ocrotite, parand ca armonia si echilibrul le sunt tot timpul amenintate cu
distrugerea. Variante ale gratiosului ar putea fi:
- Finul — acele forme care par a fi amenintate cu distructia la nivelul
fragilitatii materialului din care sunt alcatuite.
- Delicatul — acele forme armonioase si echilibrate, aflate intr-o
pozitie ce le ameninta armonia, echilibrul si integritatea.
- Elegantul — unde integritatea formei este amenintata de o posibila
miscare. Supletea sugerand acea posibilitate de miscare lejera in
raport cu miscarile bruste de directie sau n raport cu ingustimea
spatiului.
- Suavul (fig. 20, 21) — creazd impresia de ceva dulce si delicios.
- Diafanul (fig. 22, 23, 24) — creaza impresia de transparentd, forma
putand fi contemplata dincolo de materialitatea acesteia.
- Gingasul — forme fnsufletite a cdror integritate pare mereu ame-
nintata.
- Plapandul — forme a caror existenta poate fi oricand curmata.

Fig. 13-14 - Frumosul (a). Lucrare UAUIM,
2014

Fig. 15 - Pitorescul. Lucrare studenteasca,
2014

Fig. 16 - Idilicul. Lucrare studenteasca,

Fig. 17-18 - Feericul (a). Lucrare stu-
denteasca, 2014




Fig. 19 - Gratiosul. Lucrare studenteasca,

2014
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Fig. 20-21 — Suavul (a). Lucrare stu-
denteascd, 2014

Fig. 22-23 - Diafanul (a). Lucrare stu-
denteasca, 2014

e Comicul (fig. 25, 26, 27, 28, 29) — Comicul este categoria esteticd ce presu-
pune un contrast intre esenta si aparenta.

 Banalul (fig. 30, 31) — este opusul pateticului, fiind o categorie antitetica.
 Anostul (fig. 32) - este opus interesantului - fiind ceva ce este mai mult decat
banal, spre limitele dezagreabilului, dar fara sa poata fi indicat ca atare.

* Prozaicul - opus pateticului — consemneaza acele aspecte ale vietii ce nu au
nici o nota de poezie.

¢ Vetustul —forme ce nu se mai inscriu demult in timpul estetic activ al omenirii.
eUratul (fig. 33, 34) - opus frumosului — indica absenta echilibrului si lipsa de
integritate a unei forme.

e Absurdul - acele raporturi dintre elemente ce contravin oricarei logici si nor-
melor recunoscute de bun-simg.

* Bizarul (fig. 35, 36, 37) — forme ce se sustrag total principiilor ce guverneaza
experienta umana.

¢ Grosolanul (fig. 38, 39)— prin masa si forta, sfideaza principiile armoniei si
echilibrului.

e Grotescul (fig. 40, 41) - spectacol negativ ce sfideaza aspiratiile spre inalt.

¢ Josnicul, obscenul-spectacol negativ sfideaza principiile morale elementare.
¢ Groaznicul — spectacol negativ ce contravine tuturor aspiratiilor.

* Monstruosul (fig. 42) - spectacol negativ cu aluzie la anomaliile vietii. Si, pent-
ru a incheia intr-o nota mai veseld, nu trebuie sa omitem nici caracterul vesel al
unor lucrari studentesti care pot ilsutra aceasta lista de categorii stilistice, car-
acter care este dat, la randul lui, de predispozitia spre bine a autorilor (fig. 43,
44). Odatd incadrata intr-una din aceste categorii estetice (daca este posibil),
o lucrare poate fi apreciata la justa ei valoare si studentii pot beneficia si de
o adevarata educatie esteticd. Aceasta este necesara in orice institutie de in-
vatamant de arta, si trebuie sa fie indreptata spre cultivarea frumosului, acesta
fiind unul dintre marile valori pe care umanitatea le cauta, alaturi de ,bine”,
,adevar” si ,,sacru”.

Fig.30-31-Banalul (a). UAUIM,2014  Fig 32-Anostul 2014
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Fig. 33-34-Uratul (a).2014

I'l'

L
F AW
4
i

Referinte

1. Arghezi, T. 1980. Versuri, Cartea Romaneasca, Bucuresti, pag. 5-6.

2. *¥** 2008. Sfanta Scriptura, Editura Institutului biblic si de misiune al Bisericii Ort-
odoxe Romane, Bucuresti, pag. 12.

3. Kant, I. 2007. Critica facultatii de judecare, Editura BIC ALL, Bucuresti, pag. 148-149

4. Moutsopoulos, E. 1976. Categoriile estetice: introducere la o axiologie a obiectului
estetic, Editura Univers, Bucuresti, pag. 19-126, 133.

5. Steinhardt, N. 2002. Monologul Polifonic, Editura Dacia, Cluj-Napoca, pag 97.

6. Pachia Tatomirescu, I. 2001. Dictionar de termeni estetico-literari; pentru bacalau-

reat, Editura Aethicus, Timisoara, pag. 35.

- ﬁa‘ga

Fig. 38-41 - Grosolanul (a). UAUIM, 2014

Fig. 42 - Monstruosul. UAUIM, 2014

Fig. 43 - Veselul (a). LUAUIM, 2014
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between design on the body and architectural program
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Associate Professor —“lon Mincu” University of Architecture and Urbanism
Faculty of Interior Architecture and Design

Course : History of the Costume, Theory and critics - Projects of Interior Archi-
tecture

Born in Bucharest, Stefania Victoria Ruse gets remarked since childhood for
her skills in painting, poetry, ballet and film; so, her passion for visual and non
visual arts will lead her to architecture.

After graduating the High School of Architecture and then the University of
Architecture and Urbanism lon Mincu, Bucharest, Stefania Victoria Ruse takes
part at many contests and exhibitions of graphic and object design, initiating
the first design exibitions and fashion parades for students in Romania.

Together with a group of young architects, initiates shows in which they com-
bine music, artistic installation, object, fashion design and ballet .

She signs projects in architecture, interior design, set decoration for film and
and theatre in paralel with the academic career, publishing articles, organizing
workshops and participating at national and international conferences .(EU-
RAU 2014, 2016 Bucharest, 2018 Alicante).

,The University remaines my beloved home; so, as through the last decades,
| have created architectural objects, pictorially interiors,scenography, fashion,
textile, graphic or object design, | kept one dream alive : my work with the
students.”

Last book : Figure and fond, the identity of the objects and the interior space.
Ed. Paideia, 2013, Bucharest.

135



136

ABOUT BEAUTY

Abstract

“Beauty is the promise of happiness,” said Stendhal, and psychologists try to explain why all
civilizations have been fascinated by beauty and they tried keeping it for as long as possible,
sometimes for eternity. The oldest historical and archaeological evidence speak of the ideal
of beauty from prehistory. For beauty, rituals were invented, silhouettes were drawing on
cave walls and figurines were made, such as Venus from Villendorf, tattoos, face and body
painting were created. Antiquity worshiped the beauty and created the first architectural
monuments in which the beauty of the gods and that of men have to achieve perfection
and to be complemented by other virtues. Egypt, Mesopotamia, Greece and ancient Rome,
have left spectacular pyramids, palaces, stadiums, villas, thermes and wonderful gardens.
The inspiration of the architects who drew the first objects of architecture dedicated to the
physical culture, but also to the mind balance, was Ancient Rome. The Romans have emu-
lated many of the practices of the Greek bath until they have surpassed them through the
size and complexity of their bath -buildings. This was due to a number of factors: the large
population of Roman cities, water supplies became available everywhere after the con-
struction of aqueducts and the invention of cement, which made it possible and simple to
build larger, safer and cheaper buildings. The Roman Therme has become a complex center
for social and agreement activity, with libraries, classrooms, sports halls and gardens. The
Roman Empire has expanded the idea of a public bath in all the Mediterranean colonies and
regions of Europe and North Africa, discovering, among other things, the beneficial springs
of a small Walloon town named Spa. This connection between the ideal of beauty of an
era, design and architecture has led to a better understanding of both the notions taught
at the Costume Design and Design course, as well as the interior and design architecture
design workshop. Studying examples of beauty across history, from direct body compo-
sitions, from tribal civilizations (Mursi and Suri tribes) to the most celebrated female and
male beauties in the film and fashion industry, the students understood how and why the
concern for the body culture of the last century and the architecture programs that have
responded to this concern: fitness centers, antiageing, wellness and spa treatment, hotels
and resorts that offer detoxification, nutrition and treatments to get a quick excellent phys-
ical and mental form. In the students’ projects of the Fifth Year Interior Architecture, with
the theme Wellness and Spa Center, the beauty of the 21st century must be doubled by
health - the new “rituals” combine the practices of the West with those of the Middle East
and the Orient, recalling Umberto Eco saying: “Beauty has never been an absolute and
immutable value, but has seen different faces depending on the historical period and the
country, not only in terms of Physical Beauty but also in terms of God’s beauty, of ideas ...”

Keywords: beauty, health, architecture, design

Article

1. Despre frumusete — exercitii de creativitate

“Frumusetea este promisiunea fericirii” , spunea Stendhal, si azi, mai mult ca
oricand, exista o preocupare continua, aproape obsesiva, pentru frumusetea
trupului, pentru obtinerea unui aspect cat mai apropiat de perfectiunea pe
care o propune mass media, de la show —uri de televiziune, pana la revistele
“glossy” si imaginile care domina internetul. Istorici si psihologi incearca sa ex-
plice de ce toate civilizatiile au fost fascinate de frumusete si pastrarea acesteia
pentru cat mai mult timp, uneori pentru eternitate.

Cele mai vechi dovezi istorice, arheologice, vorbesc despre idealul de fru-
musete inca din preistorie. Pentru frumusete s-au inventat ritualuri, au aparut
desene cu siluete fascinanate, pe peretii pesterilor si figurine ca Venus din
Villendorf; s-au creat tatuaje, s-au aplicat mutilari, pictarea fetei si a corpului.
Antichitatea a inchinat ode frumusetii si a creat primele monumente de arhi-
tectura in care frumusetea zeilor si cea a oamenilor sa atinga perfectiunea si sa
fie completata de alte virtuti. Egiptul, Mesopotamia, Grecia si Roma antica, au
lasat posteritatii piramide, palate, stadioane, vile, terme si gradini spectaculo-
ase. Aceasta legatura, intre idealul de frumusete al unei epoci, design si arhi-
tectura a condus catre o intelegere mai buna atat a notiunilor predate la cursul
Istorie si Design de costum, cat si la atelierul de proiectare de arhitectura de
interior si design.

Studiind exemple din istoria frumusetii, de la compozitii direct pe trup, din civ-
ilizatii tribale (triburile Mursi si Suri), pana la cele mai celebre frumuseti femi-
nine si masculine din industria filmului si a modei, studentii au inteles cum si de
ce a aparut preocuparea pentru cultura trupului din ultimul secol si programele
de arhitectura care au raspuns acestei preocupari : centre de fitness, de trata-
ment antiageing, de wellness si SPA, hoteluri si statiuni care ofera cure de dez-
intoxicare, nutritie si tratament pentru obtinerea in cel mai scurt timp, a unei
excelente forme fizice si psihice.

2. Ideal de frumusete tribala si ritualul imbaierii

Izvoarele cu apa geotermala au fost, se pare, primele bai amplasate in cadrul
natural. Cu timpul au aparut locuri special amenajate si cazi de baie. Procesul
de Tmbaiere si conceptiile popoarelor asupra igienei personale difera de la o
regiune la alta si a cunoscut multiple schimbari, evolutii si regrese, de-a lungul

Fig.1. Body art Curs Istoria Costumului,
Stud Anca Marin FAI, 2018, arhiva FAI.




Fig.2. BBody art Stud Andreea Ciocarlan
FAl, 2018, arhiva FAI.

Fig.3 Body art, Curs Istoria Costumului,
Livia Rus, 2015, arhiva FAL.

timpului. S. Giedion afirma ca : “Modul in care o civilizatie isi integreza proce-
dura de imbaiere in viata lor de zi cu zi, precum si tipul si specificul acesteia,
reprezinta o marturie a spiritului timpului si a naturii interioare a periadei.”.

Se practicau ritualuri care constau in consumul apei, sau scufundarea si clatirea
cu apa. Chiar si in prezent se pastreza unele practici religioase legate de apa,
cum ar fi : botezul la crestini si spalarea mainilor la musulmani inainte de rugaci-
une - o forma de purificare spirituala.

Idealul de frumusete tribala este dublat de ritualuri de purificare; aici apare
chiar si mutilarea corpului in scopuri estetice si de inuitiere. Sunt prezente
insa, si interventii artistice si body painting de o modernitate absolut socanta.
Amintesc aici triburile Mursi si Suri, care folosesc culori obtinute din natura
si elemente vegetale, pentru a crea compozitii de un rafinament exceptional.
(fig.1) Triburile din Oceania, din insule aflate in oceanul Pacific sau amer indi-
enii aveau o preocupare constanat pentru ritualul imbaierii, urmat de o atenta
ingrijire a corpului si pictare a fetei, mai ales.(fig.2 si fig.3)

3. Ideal de frumusete in antichitate — primele programe de arhitectura dedi-
“Apa nu este sursa vietii , este viata insasi” — Antoine de Saint-Exupéry

Este bine cunoscut faptul ca unele dintre cele mai infloritoare civilizatii ale an-
tichitatii s-au dezvoltat in preajma unei surse de apa (Egiptul pe malul fluviului
Nil, Mesopotamia intre Tigru si Eufrat). Tnsusi Hippocrate, “parintele medi-
cinei” spunea ca ” apa este pana la urma cea mai buna”.

Medicina moderna a demostrat beneficiile procedurilor legate de apa. S-a de-
scoperit cd apele termale si minerale ajutd la tratarea artritei, la recuperar-
ea dupa traumele sportive, boli cardiace, respiratorii. Consumul apelor cu un
continut sporit de minerale are deasemenea un efect pozitiv asupra sanatatii.
Toate aceste proceduri au fost grupate sub denumirea de hidroterapie (terapie
prin apa).

3.1. Cleopatra si primul spa privat

Este bine cunoscut faptul ca, ultima regina a Egiptului, Cleopatra, cu frumuse-
tea ei legendara, era obsedata de cultul corpului. Se spunea ca avea incaperi de
un lux orbitor, cu bazine cu apa parfumata sau lapte de margarita, cu mese de
masaj incalzite, cu uleiuri parfumate si mese de machiaj, si o armata de sclavi
instruiti.

Frumusetea era foarte importanta - cei mai puternici barbate ai lumii antice,
lulius Cezar si Marc Antoniu, au fost robiti de Farmecul Cleopatrei (fig.4)

3.2. Frumusete atletica si baile grecesti

Frumusetea clasica s-a nascut in Grecia Antica si de peste 2000 de ani, pro-
portiiile perfecte ale trupului feminin, ale statuii reprezentand-o pe Afrodita,
Zeita frumusetii, 90- 60-90 sunt acceptate in lumea contemporana. (fig.5 )
Grecii puneau un accent deosebit pe aspectul fizic si trupul sanatos si, prin ur-
mare, igiena personala reprezenta un domeniu prioritar. Aici au aparut primele
forme de cazi, iar mai apoi si incaperi din cadrul locuintei si -au dezvoltat atat
baile private, cat si cele publice.

Conform mitologiei grecesti unele izvoare au fost inzestrate de zei cu puteri
vindecatoare si in apropierea lor se regdseau spatii special amenajate pentru
cei ce doreau sa se trateze.. Thermopylae era o localitate unde se afla un iz-
vor cu apa termala iar cuvantul Thermopylae se traduce prin “porti fierbinti”,
termenul de ”porti” facand referire la cadrul natural stancos, iar “fierbinte”
descrie izvorul. Grecii au incorporat spatii destinate bailor si igienei in cadrul
centrelor pentru antrenamente numite gymnasium.

Tn gymnasium aveau acces doar barbatii. Aicii se practicau diverse tipuri de
sport, mai tarziu au fost incluse si diverse activititi intelectuale. Locurile de
acest tip aveau un rol important in dezvoltarea personala a tinerilor greci, care
erau adeptii devizei: o0 minte sanatoasa intr-un trup sanatos (preluata ulterior
si de romani). Prezenta bazinelor cu apa rece si a bailor serveau scopului de
recreere, revigorare, imbunatatirea imunitatii. (fig.6)

Baile publice ale grecilor erau precursoarele termelor romane. Erau insa mult
mai mici in dimensiune si aveau rolul exclusiv de igienizare, nu se punea atat de
mare accent pe interactiunea sociald. in ceea ce priveste organizarea spatial3,
de regul3, era un antreu, o camera pentru vestiare, o camera centrala cu cazi
sau bazine, camera de relaxare si o camera pentru bai cu aburi, cu peretii circu-
lari, ce se numea laconicum.

"Homer a scris despre faptul ca grecii au descoperit si utilizat cazi cu apa calda
si bdi cu abur - laconica (forma de plural), denumire care se trage de la regi-
unea in care era situata Sparta si unde au fost inventate acestea.” Se pare ca si
primele forme de hypocaust (sistem de incalzire prin pardoseala cu abur) a fost
inventat tot de greci, conform lui R. Ginouves.

Fig.4. Ideal de frumusete egiptean - Cleo-

patra intruchipata de Monica Bellucci
https://www.google.com/search?q=cleopatra&source=I-
nms&tbm=isch&sa=X&ved=0ahUKEwiFgOzksqPhAhXFx-
MQBHaGtA8cQ_AUIDigB&biw=1366&bih=657accesare
23.03.2019

Fig.5. Aphrodita (Venus din Vienne), repli-
ca romana sec Il i.e.n. (ECO, U. Istotia Fru-
musetii
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Fig.6. Statuia A, Calabria, sec. V i.e.n ,
(ECO, U.,Istoria Frumusetii, pag. 23

Fig.7. Thermele lui Caracalla, Roma, https://
www.google.com/search?q=termele+lui+caracalla&source=I-
nms&tbm=isch&sa=X&ved=0ahUKEwi5noC7zKXhAhX-
PyKYKHWkxCDMQ_AUIDigB&biw=1366&bih=6,accesare
20.03.2019
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3.3. Baile romane - inspiratie pentru spa-ul secolului XXI

Romanii au preluat de la greci un numai organizarea sociala, culturala, filosofia,
medicina, arta si arhitectura, dar si zeii greci, prototipurile frumusetii feminine
si masculine. La romani, frumusetea este dublata de virtuti speciale. Barbatii
se afla in prim plan si atat aspectul fizic cat si calitatile de conducator sunt
esentiale. Inspiratia arhitectilor care au creionat primele obiecte de arhitectu-
ra dedicate culturii fizice, dar si echilibrului psihic, a constituit-o Roma Antica.
Romanii au emulat multe dintre practicile baii grecesti, pana cand i-au depasit
prin dimensiunea si complexitatea bailor lor. Acest fapt s-a mai multor factori:
populatia mare a oraselor romane , sursele de apa, care au devenit disponi-
bile oriunde dupa construirea apeductelor, inventarea cimentului, care a facut
posibild si simpla construirea unor edificii mai mari, mai sigure si mai ieftine.
Baia romana a devenit un centru complex pentru activitatea sociala si de agre-
ment, cu biblioteci, sali de curs, sali de sport si gradini.

Baile lui Caracalla sunt situate in Roma, pe Colina Celiana. Constructia complex-
ului ainceput la initiativa imparatului Caracalla, in anul 212, d.Hr si au fost final-
izate In 6 ani. Avea planul complex, simetric in raport cu axa centrala. Frigidari-
um, tepidarium si calidarium se aflau Tn axul central. De o parte si de alta se afla
palaestra. Pe langa bai grandiosul complex cuprindea gradini si parcuri, doua
biblioteci (una cu scrieri in greaca, cealalta in latind), piscine pentru inot, galerii
de arta, spatii comerciale. Ele reprezentau adevarate centre culturale si sociale.
(fig.7).

Baile lui Caracalla se bucurau de o popularitate uriasa si functionat mai bine de
300 de ani. Proportiile spatiilor ofereau posibilitatea de a gazdui aproximativ
1500 de persoane in acelasi timp. Baia romana a inclus un ritual mult mai com-
plex. Diferitele parti ale ritualului Tmbaierii - dezechipare, baie, transpiratie,
masaj si odihnd — presupun existenta unor camere separate pe care romanii le-
au construit pentru a gazdui aceste functii. Segregarea pe sexe si completarile
cu alte functiuni complementare, au avut un impact direct asupra formei si
organizarii baii.

4. Frumusete si sanatate - exemple din Antichitate pana in prezent

Imperiul Roman a extins ideea de baie publica in toate coloniile din Marea
Mediterana si in regiunile din Europa si Africa de Nord., descoperind, printre
altele, izvoarele binefacatoare ale unei mici localitati din Valonia, pe nume Spa.
Ritualul elaborat al imbaierii si arhitectura baii au folosit drept precedent pent-
ru echipamentele de mai tarziu ale spa-urilor europene si americane.

Dupa caderea Imperiului Roman de Apus, preocuparea pentru un corp san-
atos si frumos aproape a disparut; Roma a fost distrusa de catre barbari si au
urmat multe secole intunecate. Abia odata cu dinastiile Merovingiana si Caro-
lingiana, au reaparut preocuparile pentru igiena si chiar incaperi speciale ded-
icate imbaierii. In secolele al XVII —lea si al XVIll-lea medicii recomandau bai
in izvoarele termale si nobilii francezi si englezi au fost primii turisti in cautarea
unor tratamente vindecatoare.

Gradinile si amenajarea arhitecturala opulente care au egalat baile romanilor
au reaparut in Europa abia la sfarsitul secolului al XVIll-lea . Profitand de izvoare
naturale fierbinti din Europa, au aparut primele statiuni balneare, printre care
se numara Aix si Vichy in Franta, Bath si Buxton din Anglia, Aachen si Wies-
baden in Germania, Baden, Austria, Aquincum in Ungaria si Herculanum in
Romania. Imparateasa Sissi, a sustinut construirea unor centre de tratament cu
piscine si proceduri care se regasesc in Spa-ul contemporan.

In prima jumatate a secolului XX, actritele sunt cele intruchipeaza noul ideal
de frumusete si care promoveaza un stil de viata bazat pe un regim alimentar
ponderat si exercitii fizice. Greta Garbo, Heddy Lamar, si in deceniul cinci, Mar-
ilyn Monroe , Sophia Loren, Brigitte Bardot sunt cele care recomanda femeilor
de pretutindeni sa isi acorde mai mult timp pentru tratamente corporale si in-
grijire in centre specializate. (8) Apar cabinete si apoi centre de tratament si
infrumusetare, atat in SUA, cat si in Europa.

Investitori si arhitecti raspund acestor noi tendinte in ,life style”, prin primele
centre de wellness si Spa, la inceput de dimensiuni mai modeste, ca mai apoi sa
se transforme in adevarate replici ale thermelor romane de acum 2000 de ani.
In secolul XXI programul arhitectural a devenit mai complex si a fost preluat in
Orientul apropiat si chiar de Extremul Orient, care uimise Europa Evului Mediu
cu ritualurile sale sofisticate, de la servitul ceaiului, pana la imbaiere si masaj
terapeutic.

5. Program de arhitectura — Wellness si Spa

In proiectele studentilor anului V Arhitectura de Interior, cu tema Centru de
Wellness si Spa, frumusetea secolului XXI, trebuie dublata de sanatate. Conacul
lon Ghica de la Ghergani, la 40 de kiometri de Bucuresti, reprezinta cladirea
propusa spre conversie. Noile “ritualuri”, combina practicile occidentului cu
cele ale orientului mijlociu si ale extremului orient. Spatiul de wellness si spa

Fig.8. Ideal de Frumusete sec XX, Marilyn
Monroe (ECO, U.lIstoria Frumusetii, pag
379)

Fig.9. Amenajare Centru Wellness & Spa,
stud Andreea Ciocarlan, 2018, arhiva FAI
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Fig.10. Amenajare Centru Wellness &
Spa,stud. Tanase Laura Elena, 2018
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axat pe tratarea trupului, sufletului si mintii, trebuie sa fie privit ca un spatiu
cu valente multiple, punctand fiecare dintre aceste aspecte, in mod separat,
dar si integrat, pentru realizarea unei ambiate relaxante, care sa stimuleze
si sa sporeasca efectul benefic al tratamentului. Unele solutii ne trimit intr-o
calatorie interstelara, cu forme si culori amintind de filmul Odisee Spatiala, a lui
Stanley Kubric; Sunt folosite materiale de ultima tehnologie, culori intunecate
in contrast cu piese de un alb imaculat, un iluminat studiat si detalii care te
poarta intr-o calatorie fabuloasa printre constelatii. (fig.9)

Spatiul este privit ca un spatiu de relaxare, reconectare la propria voce inte-
rioare, reculegere si regasire de sine, prin stimularea tuturor simtirilor. Spa-ul
devine, astfel, o gradina; sunt utilizate materiale naturale, elementelor de veg-
etatie combinate cu un iluminat spectaculos, pentru obtinerea unei atmosfere
carcterizata prin calm si echilibru. Interiorul aminteste de Extremul Orient, de
gradinile japoneze si de ritualurile de purificare din “Tara Soarelui Rasare”. El-
emente din natura se transforma in obiecte de mobilier sau piese decorative.
(fig.10 si fig.11) Alteori, arta face parte integranta din spatiul de wellness; sunt
prezente stiluri istorice reinterpretate, cu elementele lor specific, cu compozitie
cromatica si texturi potrivite. Tablouri, staui si instalatii artistice, fac din acest
spatiu un loc privilegiat. (fig. 12 si fig.13)

Solutiile proiectelor, cu abordari legate de preocuparile omului contemporan
care isi doreste un trup perfect, o inteligenta vie, un psihic echilibrat, dar si
farmec personal si admiratie in spatiul virtual, amintesc de spusele lui Um-
berto Eco : “Frumusetea nu a fost niciodata o valoare absoluta si imuabila, ci a

cunoscut chipuri diferite In functie de perioada istorica si de tara, si aceasta nu
numai in ceea ce priveste Frumusetea fizica ci si in ceea ce priveste Frumusetea
lui Dumnezeu, a stiintei, a ideilor...”(5).
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NAVAL ARCHITECTURE - SHIP DESIGN

Abstract

Naval architecture is being defined as the art and the science of designing boats
and ships to adapt and function in the maritime environment. The ship’s purpose
is to travel deep waterways carrying passengers and goods, or in support of special
missions like defense, research and fishing. The craft is a combination of mechan-
ics, hydrostatics, hydrodynamics, steady and unsteady body motion, strength of
materials and design of structures; a naval architect and ship designer must have
experience in these fields as well as in the field of economics.

The architect must understand the methods of fabricating parts and joining them.
This field of architecture as many others involves estimates and predictions of the
final performance of the product and operating costs; such calculations must be
made while the ship is still in the form of drawings and plans.

The end form of the craft is made from different materials — steel, wood, alumi-
num, reinforced plastics of various types and concrete. It has a propulsion system
used to drive the craft through the water; these may be the wind but for most large
craft’s it is some form of mechanical propulsion. The driving power may be gener-
ated by diesel engines, steam or gas turbines, some form of fuel cell or a combi-
nation of the above. Power will be transmitted to the propulsion device through
mechanical or hydraulic gearing or by using electric generators and motors as in-
termediaries. There will be many other systems on board meant for maneuvering
the ship, electric power generation, hydraulic power for winches and other cargo
handling systems and so on. A ship can be a little boat like a canoe or a floating
township of several thousand people remaining at sea for several weeks. Such
a large ship requires electrics, air conditioning, sewage treatment plant, galleys,
bakeries, shops, restaurants, cinemas and other leisure facilities. All these and the
general layout must be arranged so that the ship can carry out its intended tasks
efficiently. The naval architect doesn”t only the tasks of building and designing a
town but he has also make sure that it can float, move, be capable of surviving
in a very rough environment and withstand a reasonable level of accidents. The
profession of naval architecture is not only engineering, it is an art as well. The art
is in getting a design that is aesthetically pleasing and able to carry out its function
with maximum efficiency. The most important element remains the merge be-
tween the human and the machine, how do designers achieve it?Keywords: naval
architecture, ship design, materials, craft materials, ship materials

The most important element remains the merge between the human and the ma-
chine, how do designers achieve it?

Keywords: naval architecture, ship design, craft materials, ship materials

Article

Oceanul este cea mai veche caracteristica a planetei.

Marco Polo, Zheng He, Chirstopher Columbus, Vasco da Gama, Ferdinand Ma-
gellan si multi altii dupa ei au cercetat “colturile” acoperite de apa ale Pamantu-
lui avand ca modalitate de transport/deplasare diverse tipuri de ambarcatiuni.
(Brian Lavery, The Conquest of the Ocean, 2013, Dorling Kindersley, London).
Astazi, a “naviga” nu inseamna doar o modalitate de a descoperii teritorii noi,
ci este un sport in sine. Initial, acest sport era menit doar celor instariti, Tnsa
astazi este accesibil tuturor si este compus din bucuria de a controla cele doua
elemente - vantul si apa.

De la barcute pentru copii pana la confortabile nave de croazierda, domeniul
vast i ofera arhitectului/designer-ului multiple posibilitati pe piata. Design-ul
ambarcatiunii cuprinde tehnologii de manevra si, in acelasi timp, nava poate
dobandi si statut de locuinta.

Complexitatea mediului marin, prin interactiunea dintre valuri si vant, a dus la
cooperarea intre grupuri de persoane calificate din punct de vedere tehnic in
proiectarea de arhitectura navala.

Arhitectul naval raspunde de proiectarea, clasificarea, cercetarea, constructia
si / sau repararea navelor, ambarcatiunilor, altor nave maritime si a structurilor
offshore, atat comerciale, cat si militare.
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Procesul de realizare este alcatuit din trei etape. Primul este proiectarea de
baza cu scopul de a crea un concept de baza al navei care satisface cerintele
proprietarului. Proiectarea are doua etape:

Prima etapa clarifica caracteristicile navei:
1. Tipuri de marfuri destinate transportului
2. Capacitatea de incarcare

3. Dimensiunile principale

4. Viteza de service

5. Rezistenta

6. Clasa navelor

7. Numarul necesar de cabine

8. Echipamente de manipulare a incarcaturii
9. Tipul capacului trapei

10. Alte cerinte.

Cea de-a doua etapa:

1. Elaborarea planurilor detaliate

2. Specificatii necesare pentru calcularea pretului navei
3. Semnarea contractului santierul naval.

Factori proiectare
- Stabilitate
- Flotabilitate
- Aspect intern
- Velatura
- Motorizare
(Set Sail, Suport de curs, Constructia Navei, 2016, Bucuresti,pag 17)*

Constructia navelor cuprinde un demers esential numit Lofting, proces prin
care se deseneaza bucatile navei in intregime, iar apoi se modeleaza piesele,
care la final se prind una de cealalta ca un puzzle, ia astfel nastere ambarcati-
unea. (Roger Kopanycia, Lofting a Boat, ed. Adlar Coles Nautical, ,2011, Lon-
don,pag.4)

Scopul acestei proceduri este de a evita greselile cand sunt convertite planurile
in obiecte la dimensiunea reala -calculele sau masuratorile pot fi foarte usor

afectate, astfel fiind corectate din timp orice eroare.

Navele sunt de mai multe tipuri, in functie de dimensiune, forma si capaci-

tate: barci neautorizate sau manuale (cum ar fi plute, gondole, caiace etc.),
veliere (propulsie vant), barci cu motor. (RYA, Competent Crew Skills, World
Print, 2014, China, pag.7)

Design-ul navelor cu vele incearca sa obtina echilibrul corect intre confort si
performants. in procesul de constructie a unui velier pentru inceput este aseza-
ta chila si apoi se adauga etrava si etambou, cand osatura navei este finalizata
se adauga invelisul exterior.

Rezultd componentele navelor cu vele - Carena/Corpul navei : Corpul structural
al unei nave, incluzand placarea cofrajului, incadrarea, puntile si peretii etansi.
Greementul si Arborada: manevrele fixe, manevrele mobile, velatura si catar-

gul.

Sisteme bord: Electric; Gaz; Tancuri apa curata si deseuri.
(Set Sail, Suport de curs, Constructia Navei, 2016,Bucuresti, pag. 41)

Exista 5 materiale de baza folosite in constructia moderna a navelor.

- Otel

- Aluminiu

- Lemn (traditional si format)

- Ferro-Ciment

- Fibra de sticld / GRP / FRP
(Robert M Steward.,Boatbuilding Manual,pag. 19-45,International Marine Pub-
lisher, USA)

Arhitectura Navalad are menirea sa contureze un veritabil stil de viata; procesul
de constructie si elementele structurale enumerate in acest articol au ca scop
evidentierea complexitatii domeniului.

Comert naval, nave de pescuit, transport persoane, curse sportive; indiferent
la care din aceste ramuri aplicdam metodologia produsului, design-ul de ambar-
catiune in final are caracter de locuinta. O locuinta pe apa ce trebuie sa ofere
confort si sigurantd este reala preocupare a designer-ului de ambarcatiune.

Fig.3 — USS Zumwalt (DDG-1000)
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Abstract

The bathroom area of newly appeared dwellings of early 20th century repre-
sented an actual symbol of modernity, being the area which has brought civil-
isation into the world. When the bathroom becomes something ordinary in
people’s houses, the bathtub, the washstand, the toilet bowl and the other
objects specific to the bathroom shall be seen from another perspective, as fix
pieces of furniture.

Therefore, the search for new shapes in the domain of architecture and furni-
ture shall become valid for these objects as well. The sanitary ware of nowa-
days adjust to the desired bathroom style and their aspect influences the image
of the bathroom. Knowing the history of these objects as of their emergence,
it seems hard to believe how far this industry has come, and the contemporary
bathrooms are the proof of evolution and spectacular changes of the last de-
cades.

The technical evolution in urban civilisations, the wealth of newly emerged
products, systems or gadgets has led nowadays to changes in the social layers.

The objects surrounding us increase the people’s needs, accelerate production
and consumption and develop new connections which are established between
human beings and objects. In direct connection to the latest requirements, the
industry of sanitary ware has developed continuously, succeeding in meeting
the people’s need for change. Objects are ”"products and consumables, owned
and customised”,3 and people have become dependent on the emergence of
new, innovative objects.

The identification of the connotations the sanitary ware has acquired in time
or the influence of the initially appeared models on the current industry of
sanitary ware represents real sources of inspiration. We can state that the new
technologies seek mainly to increase comfort, to obtain the lowest water con-
sumption possible and, especially, they underline a process of dematerialisa-
tion of sanitary ware. The permanent change in the materiality of sanitary ware
has led to an interesting phenomenon following which nowadays we no longer
know how to use or recognise them.

The term of dematerialisation assigned to the bathroom objects is not random,
but rather extremely appropriate in their case. The Canadian designer, Karim

Rashid, used this term, “dematerialisation” in order to describe the tendency
to diminish the material world as the technology develops.4 The connection
to the materiality specific to the bathroom objects was lost together with the
emergence of digital technology, contributing to the ongoing transformation
of their sizes. The way we use them, we operate or perceive them is continu-
ously changing, to such extent that many times we no longer recognise them
or we feel confused in front of them, not knowing how to use them. The bath-
room objects acquire multiple functions and a single object may fulfil several
tasks.

The relationship between the human body and the bathroom area is contin-
uously changing. The interaction with the sanitary ware and the relationship
which is being created this way are based on a strong individualisation and a
self-centredness specific to the current society. The shape of these objects
does not reveal only the way they operate, but rather the desire to astonish,
to become spectacular objects, as the whole bathroom area.

Keywords: evolution, innovation, design, dematerialisation
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Fig. 1 - (Fountain, Marcel Duchamp, 1917).

http://www.tate.org.uk/learn/on |ine-resources/

Fig. 2 - (Excusado, Edward Weston ,1925).

https://www.studyblue.com/notes/note/n/traight-photogra-
phy--social-realism-/deck/8334981

Fig. 3 - (Expozitia Machine Art, New York,
Phl'lp Johnson, 1934) https://www.moma.org/

learn/moma_learning/themes/design/simple-machines/

Article

”Many of the things that are regarded as luxuries today will be standard fit-
ments in the homes of tomorrow.”
Walter Gropius, the New Architecture and the Bauhaus, 1935

Aparitia camerei de baie la scara larga in locuintele de la inceputul secolului
al XX-lea a constituit o adevarata emblema a modernitatii, fiind spatiul care a
civilizat lumea. Tn momentul in care baia devine o obisnuints in casele oame-
nilor, cada, lavoarul, closetul si celelalte obiecte specifice baii vor fi privite din
alta perspectiva, aceea a unor obiecte de mobilier fixe. Prin urmare, cautarea
de noi forme in domeniul arhitecturii si al mobilierului va fi valabila si pentru
acestea. Obiectele sanitare din zilele noastre se adapteaza stilului de baie dorit
si aspectul lor influenteaza imaginea camerei de baie. Cunoscand istoria aces-
tor obiecte inca de la aparitia lor, pare greu de crezut cat de departe a ajuns
aceasta industrie, dar badile contemporane sunt dovada evolutiei si a schim-
barilor spectaculoase din ultimile decade.

n cdutarea unei sinteze a celor mai importante tendinte din domeniu, putem
afirma ca noile tehnologii urmaresc cu precadere sporirea gradului de confort,
obtinerea unui consum de apa cat mai redus si, mai ales, evidentiaza un proces
de dematerializare al obiectelor sanitare. Termenul folosit de dematerializare
atribuit obiectelor baii nu este intamplator, ci, mai degraba, extrem de potrivit
in cazul lor. Designer-ul canadian Karim Rashid a folosit acest termen "demate-
rialization” pentru a descrie tendinta de diminuare a lumii materiale pe masura
ce tehnologia se dezvoltd.5 O data cu aparitia tehnologiei digitale s-a pierdut
legatura cu materialitatea specifica obiectelor baii, contribuind la transformar-
ea continua a formelor si a dimensiunilor acestora. Modul in care ne folosim de
acestea, modul in care le actionam sau modul Tn care le percepem se schimba
permanent, astfel incat de multe ori nici nu le mai recunoastem sau ne simtim
dezorientati in fata lor nestiind cum sa le folosim. Obiectele baii capata functii
multiple si un singur obiect poate sa ind eplineasca mai multe sarcini.

Interactiunea cu obiectele sanitare si relatia care se creeaza astfel are la baza
o puternica individualizare si un egocentrism specific societatii actuale. Forma
acestor obiecte nu mai dezvaluie doar modul in care functioneaza ci, mai cu
seama, dorinta de a surprinde, de a deveni obiecte spectaculoase, la fel ca in-
tregul spatiu al baii. Obiectele sanitare, pe langa rolul pe care il indeplinesc in

ritualul igienei, sunt dispozitive ce transmit sunete, imagini si informatii, cu care
utilizatorul interactioneaza, care ofera prilej de relaxare si destindere. Imaginea
camerelor de baie in zilele noastre poate fi atat de diversa si de surprinzatoare
cum nu a fost nicicdnd in istorie. In fond ea poate fi oricum ne imagindm: poate
fi o camera retro sau dimpotriva nonconformista, poate fi rustica si bogat ac-
cesorizata sau extrem de minimalistd, ne poate face sa calatorim in trecut sau
in viitor.

Fascinatia artistilor moderni pentru obiectele sanitare: Marcel Duchamp, Ed-
ward Weston si Philip Johnson. Obiectele sanitare de la inceputul secolului al
XX-lea au fascinat intreaga lume, inclusiv lumea artistilor. Celebra lucrarea da-
daista Fontaine a lui Marcel Duchamp considerata de multi cea mai influenta
dar si cea mai controversata opera de arta a acestui secol, foloseste un pisoar
(Fig.1), iar Edward Weston isi fotografiaza closetul din propria locuinta in opera
Excusado in anul 1925 (Fig.2). Weston era atat de incantat de closetul lui incat
chiar a afirmat: “Forma urmeaza functiunea! Cine a spus asta nu stiu, dar scrii-
torul a vorbit bine”.6

Un alt exemplu este expozitia “Machine Art” a lui Philip Johnson, care a sur-
prins publicul prin nonconformismul sdu. Tn mare, era o selectie a unor obiecte
functionale precum niste sculpturi, considerate exponentele design-ului mod-
ern. Philip Johnson s-a simtit atras de geometria perfecta a acestor obiecte
si de acuratetea materialelor din care erau fabricate, fiind realizate industrial.
(Fig.3) Printre obiectele selectate s-au aflat si un robinet si o supapa de closet,
o dovada in plus a fascinatiei arhitectilor moderni fata de obiectele sanitare.7

Obiectele camerei de baie: cada

De-a lungul tuturor civilizatiilor, cada, in toate formele ei, a ramas obiectul cel
mai folosit pentru curatarea corpului. Cada actuala este, de fapt, varianta me-
canizatd a celei mai vechi forme de cad3, la limita, a butoiului cu apa.8 Dintot-
deauna, obiectul cazii a fost perceput ca un imens vas in care corpul, sau doar
o parte a corpului, se poate cufunda in apa. Cea mai veche cada descoperita
dateaza din vremea grecilor antici din jurul anilor 17001.Ch. si a fost gasita in
palatul Knossos din Creta. Dupa cum se poate observa, asemanarea acesteia cu
actualele cazi de baie este uimitoare. (Fig. 4, 5)

Intresante sunt cu precadere extremele, cazile care se inspird din modele
aparute acum sute de ani sau cele avantgardiste, pe care cateodata nici nu le
mai recunoastem in interiorul bailor sau al caror mod de utilizare ne este ne-
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Fig. 4 - (Cea mai veche cada descoperita

din Iume, 1700TCh) Lawrence Wright, Clean and
Decent: The Fascinating History of the Bathroom and the Wa-
ter-Closet, Penguin Global, 2005

Fig. 5 - (Model cadd contemporana, 2015).
http://powerspd.com/modern-bathtubs/modern-bathtub-de-
sign-2015

Fig.6- Villa Savoye, Le Corbusier, .http://uni-
formdesign.us/blog/?tag=le-corbusier

Fig.7 - Cada Le Cob, Omvivo design+chaise-
Iounge. http://uniformdesign.us/blog/?tag=le-corbusier
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Fig.8 - Exemple contemporane: transpar-

enta d usu lu ihttp://www.awesomeinvenrionsAcom/show-
er-designs/

Fig..9-Exemple contemporane: relatia

dU$LI|Ui cu exterior http://www.awesomeinventions.
com/shower-designs/

Fig..10,11 - Exemple contemporane: lumi-

na zenitald in perimetrul spatiului dusului
http://www.homedit.com/uplifting-skylight-designs-to-get-
the-light-flowing/
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cunoscut.

Pentru a exemplifica, un model interesant il constituie cada Le Cob a celor de
la Omvivo, nume care 1i deconspira sursa de inspiratie: celebrul chaise-lounge
din Villa Savoye a lui Le Corbusier, aducand astfel un omagiu celebrului arhi-
tect. Forma ergonomica a chaise-lounge-ului ce ofera relaxare este preluata si
imbogatita cu un sistem tip cascada la una din extremitatile longitudinale in caz
de preaplin. (Fig.6, 7)

Obiectele camerei de baie: dusul

Antichitatea greaca a fost prima civilizatie care s-a bucurat de prezenta dusu-
rilor si a unor sisteme ingenioase de functionare a acestora. De atunci si pana
in zilele noastre, acest obiect sanitar si-a castigat un spatiul propriu in camerele
de baie ale locuintelor noastre, desi pentru o lunga perioada a fost asociat doar
cu baile publice pentru ca acolo era intalnit frecvent si destinat oamenilor sara-
ci.9

Modul in care dusul intra in relatie cu celdlalte obiecte caracteristice baii sau cu
celelalte spatii ale locuintei a devenit esential in proiectarea camerelor de baie.
Transparenta camerei de baie contemporane si, mai ales, a spatiului destinat
dusului este un subiect interesant, cu atat mai mult cu cat acum cateva decenii
era ceva de neconceput. (Fig.8) Relatia pe care acest spatiu o poate avea cu
exteriorul prin pozitionarea dusului in vecinatatea unor suprafete mari vitrate
(Fig.9) sau prin existenta luminii zenitale in perimetrul dusului nu mai poate
surprinde utilizatorul. (Fig.10, 11) Pe langa aceste aspecte, pe langa diversitatea
de noi forme aparute si de folosirea unor materiale cateodata neconventio-
nale, trebuie sa ne referim la probabil cel mai important aspect al dusului, mod-
ul in care este folosita apa. De la clasicul obiect de dus, baile de astazi pot fi
prevazute cu impresionante sisteme de evacuare a apei, iar reglarea jeturilor
de apa poate fi la indemana utilizatorului. (Fig.12, 13)

Pentru a sustine cele de mai sus voi face referire la trei exemple. in primul ex-
emplu, se folosesc elemente atipice pentru echiparea camerei de baie, precum
un sistem de scripete ce lasa libertate n reglarea pe Tnaltime a dusului oferind
astfel un aspect industrial ce contrasteaza cu materialele clasice ale camerei
de baie. (Fig.14) Cel de al doilea exemplu, pe langa designul spectaculos, este
un produs care urmareste reducerea consumului de apa si reciclarea acesteia.
Dispozitivul este dotat cu un panou de comanda digital care permite actionarea
tuturor comenzilor necesare functionarii, regland printre altele temperatura si
presiunea apei. Ceea ce diferentiaza acest obiect fata de altele este suprafata

concava a podelei ce permite scurgerea si preluarea apei pentru a fi ulterior
filtratd, reincalzita si utilizata din nou(Fig.15).10 lar cel de al treilea exemplu,
se bazeaza pe folosirea luminii si a sunetului si pe posibilitatea controlarii aces-
tora.11 Obiectele de acest tip, pe langa rolul de igiend, produc relaxare, ofera
surprize si ajuta la detasare. Ca si in cazul altor obiecte sanitare recent aparute,
acest exemplu mizeaza pe dematerializarea obiectului. (Fig.16)

Obiectele camerei de baie: lavoarul

Lavoarul, intr-o forma sau alta, a fost mereu prezent in casele oamenilor. Daca
fnainte 1l puteam ntalni aproape in orice camera, cu precadere in dormitoare,
fiind un obiect usor de transportat, o data cu aparitia sistemelor de aprovizion-
are cu apa curenta locul lui s-a mutat definitiv in camera de baie. Dintre toate
obiectele sanitare, lavoarul este, poate, cel care ofera cea mai mare diversitate
si libertate de alegere.

Ca si in cazul cazilor, de multe ori, inspiratia modelor contemporane de lavoare
a fost cdutata in interioarele bailor moderniste de la inceputul secolulul XX ale
celor mai importanti arhitecti. De exemplu, modelul lavoarului Bauhaus | al
companiei Maxfrei este inspirat de lavoarul folosit de Gropius Tn casa sa din
SUA si face parte dintr-o serie ce cuprinde alte doua modele (Bauhaus Il si Bau-
haus Ill) si care reinterpreteaza obiectul sanitar modernist. (Fig.17, 18)

Cele cateva exemple selectate mi-au atras atentia prin: prin formele necon-
ventionale si imaginea extrem de sculpturald ce aminteste de miscarea valu-
rilor (Fig.19), fiind un obiect sanitar asemanator unei sculpuri, dar care fsi in-
deplineste perfect functiunea; prin materialul din care sunt fabricate, lemnul
nefacand parte din materialele conventionale pentru obiectele sanitare, la-
voarele fiind confectionate in diferite forme si folosind diverse esente de lemn
tratat, precum wenge, stejar european, artar, pin (Fig.20, 21); prin combinatia
expresiva care a stat la baza design-ului dintre transparenta sticlei si opacitatea
marmurei de Carrara, dar si prin modul in care se intersecteaza cele doua forme
geometrice simple (Fig.22, 23), si, cel din urma exemplu, prin transformarea la-
voarului in piesa de rezistentd a camerei de baie unde domina culorile deschise
si astfel un butoi al firmei Castrol, viu colorat sparge monotonia, realizand ast-
fel o ironica intrasie pop-art. (Fig.24)

Obiectele camerei de baie: closetul
Fata de alte obiecte caracteristice baii closetul are o istorie mult mai recenta in

Fig..12,13-Exemple contemporane: di-

verse tipuri de jeturi de apa. https://www.pinter-
est.com/pin/156851999497504866/

Fig..14-Camerda de baie, arhitecti Lance

Workshop — instalatie nonconventionalad).
http://www.contemporist.com/2015/08/19/a-pulley-system-

adj usts-the-shower-height-above-a-sunken-concrete-bath-

Fig..15 - (Arc-shower, design David Koo si

Zheng Yawei ) . http://www.hongkiat.com/blog/futuris-
tic-home-furnitures/
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Fig..16 -SensaMare, design Gunther Horn-

tric, HOESC). http://www.hoesch.de/produkte/pro-
dukt-single-view/213/

Fig.17 - (Oala de noapte Bourdaloue,

fabrica de portelan Chantilly). http://www.
getty.edu/art/collection/objects/5724/chantilly-porce-

W
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Fig..18 —Prototip toaletd clasica, George
Jennings, 1852, dupa Expozitia Londra).
Koolhaas, R., AMO, Harvard Graduate
School of Design, Irma Boom, “Toilet”,
Marsilio, 2014. Bienala de la Venetia 2014

F|g19 - (C'OSQt ”Inax Satis”). https://ca.news.ya-
hoo.com/blogs/right-click/beware-bidet-high-tech-toilets-vul-

nerd ble—hackingfattacks—1647 19969.html;

forma sa mecanizata. Pana la aparitia acestui obiect sanitar, prezenta oalelor
de noapte in casele europenilor a fost o obisnuinta si o dependenta dificil de
inlaturat din viata cotidiand a oamenilor, pe de o parte din lipsa mijloacelor teh-
nice care sa le ofere alternative, pe de alta parte din cauza mentalitatii greu de
schimbat. (Fig.25) Aparitia prototipului de closet s-a datorat Marii Expozitii de
la Londra din anul 1851 si inovatiilor tehnologice din domeniul sanitar prezen-
tate acolo. Putem afirma ca baia moderna s-a nascut odata cu aparitia primelor
modele de closete expuse Tn cadrul acestei expozitii care au reusit sa constien-
tizeze populatia asupra importantei introducerii lor in viata de zi cu zi. O data
cu declansarea revolutiei industriale, obiectele sanitare ale baii si intreaga in-
dustrie au redat imaginea functionalismului deplin si au reprezentat simboluri
ale noilor valori moderne. (Fig.26)

n general, in zilele noastre, pe langd aspectele legate de design, industria
obiectelor sanitare s-a concentrat pe descoperirea unor noi tehnologii care sa
sporeasca gradul de confort si care sa reuseasca sa reduca consumul de apa.
Una dintre cele mai recente inventii in acest domeniu, closetul digital ”Inax Sa-
tis”, consta intr-un dispozitiv dotat cu numeroase functii auxiliare si inovatoare.
Cele mai importante caracteristici ale acestui closet sunt integrarea rezervor-
ului de apa, disparitia instalatiilor aparente si folosirea mult mai eficienta a
consumului de apa. Controlat de o unitate centrald montata pe perete, “Inax
Satis” este prevazut cu urmatoarele functii: deschidere si inchidere automata
a capacului de closet declansata de prezenta unui senzor, sistem de odorizare
automata prin preluarea mirosurilor neplacute si eliberarea altora agreabile,
sistem de spalare din doua directii, sistem de muzica, posibilitatea luminarii pe
timp de noapte si prezenta unui buton de alarmé. 12 nsa ceea ce surprinde cu
adevdrat este posibilitatea conectarii acestui dispozitiv la telefoanele inteligen-
te din zilele noastre.

Astfel, cu ajutorul aplicatiei "My Satis” instalate pe telefonul personal, utiliza-
torul isi poate pregati closetul Tnainte de utilizare: capacul closetului poate fi
incalzit, muzica poate fi selectata, pot fi activate luminile, mirosurile si astfel
controlate toate functiile closetului digital (Fig.27).13

As vrea sa amintesc si demersul celor de la fundatia Bill si Melinda Gates de a
crea un program cu numele “Reinvent the Toilet”. Programul incearca sa rezolve
criza sanitara intorcandu-se la origini, practic vrea sa reinventeze closetul. Ideea
acestui program este de a folosi noile tehnologii in fabricarea obiectelor sani-
tare din materiale reciclabile folosind imprimantele 3D si de a transforma ma-
teriile fecale in ingrasaminte.14 Bill Gates considerd actualul sistem de closet

o solutie depasita in rezolvarea problemelor de salubritate care consuma de 10
ori mai multa apa decat necesarul zilnic de apa potabild, insa recunoaste ca la
momentul inventiei lui, acum mai mult de doua secole, a condus la o revolutie
sanitara ce a contribuit la eradicarea epidemiilor de boli mortale si la salvarea
a milioane de vieti umane.

Obiectele hibrid ale camerei de baie

Sa remarcam o noua tendinta n industria de profil, aceea a combinarii
obiectelor sanitare intre ele. O mare parte dintre producatorii si designerii
obiectelor sanitare au studiat posibilitatile de combinare a acestora, urmarind
o0 mai buna intrebuintare a spatiului din camera de baie sau folosirea mai efi-
cienta a cantitatii de apa necesare functionarii, fara a neglija aspectele estetice,
uneori chiar in scop strict estetic. Pe langa deja clasica alaturare a doua lavoare,
se propune combinarea cazii cu lavoarul, a dusului cu lavoarul sau, si mai efi-
cient, a celor trei obiecte: dus, cada si lavoar. in cazul integrarii lavoarului la
closet scopul este economisirea apei, astfel apa folosita la lavoar este reutilizata
pentru functionarea closetului. (Fig. 28, 29, 30, 31)

Obiectele camerei de baie: robinetele si bateriile obiectelor saitare
Robinetele si bateriile obiectelor sanitare, de la cele antichizate ce amintesc
de primele modele aparute vreodata pana la cele mai avantgardiste, fac parte
din accesoriile importante ale baii, fara de care acesta incapere nu ar putea
functiona. Evolutia lor in timp este la fel de interesanta precum cea a prin-
cipalelor obiecte sanitare, urmand aceeasi tendinta de dematerializare. Daca
odata cu introducerea alimentarii cu apa rece si calda in locuinte existau doua
robinete separate corespunzatoare fiecarui flux de apa, cu timpul reglarea volu-
mului de apa si a temperaturii acesteia s-a facut cu ajutorul unui singur robinet.
Tehnologiile actuale au condus la aparitia modelelor cu senzori de miscare care
pornesc fluxul de apa la simpla apropiere a mainilor. Astfel, dispare interacti-
unea dintre corp si obiect, pe de o parte din motive igienice, pe de alta parte
din motive care tin de un consum eficient si de eliminarea pierderilor inutile
de apa. Noua tehnologie de printare 3D a produs schimbari spectaculoase in
industria accesoriilor sanitare, oferind posibilitatea personalizarii suplimentare
a camerelor si obiectelor de baie. (Fig.32)

Risipa de apa — o problema
In zilele noastre se estimeaza ca nu mai putin de 2.6miliarde de oameni, adica o

Fig..20,21 - (Lavoar casa Gropius, Lincoln,
1938, Lavoar Bauhaus I, Maxfrei, design

Frei/KoI b) . http://architalk-tlarson.blogspot.ro/2014/06/
the-bath-from-functional-to-fantastic.html;

Fig..22 Seria Ocean, Bandini). nhttp://www.
hometone.com/interactive-ocean-sinks-from-bandini.html

Fig..23-The Street Map Sink, design

Julia Kononenko). http://www.citylab.com/
design/2013/04/amazing-urbanist-bathroom-accesso-
ry-day-street-map-sink/5227/
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Fig..24-Ferdinand Bol, Van Wijk Dutch De-
Sign).http://www4vanwijkdutchdesign.nl/wp-content/

Fig..25 - Lavoar minimalist, designer Vic-

tor Vasilev). http://www.jimlavalleeplumbing.com/blog/
modern-bath-design-minimalist-bathroom-sink/

N

Fig..26-Spoon sink, Philip Watts design).

http://www.philipwattsdesign.com/products/sinks-and-uri-

Fig..27-Lavor intr-un loft din Kiev, Ucraina,
2B Group). http://www.trendir.com/interiors/contempo-

rary-open-plan-loft-with-pale-colour-palette.

Bilustooth

Fig..28-Produse sanitare: dus, cada si la-

voar- bb,UsTogether design. nhttp://www.usto-
gether.eu/.
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treime din populatia Pamantului, nu au acces la facilitatile instalatiilor sanitare.
n acelasi timp, mii de copii sub varsta de 5 ani continud sd moara zilnic din
cauza infestarii cu materiile fecale care transmit boli grave. Pentru marea ma-
joritate a oamenilor, apa calda sau rece care ajunge la robinet n casele lor este
un lucru normal. Ea reprezinta o facilitate cu care s-au ndscut si fara de care nu
si-ar putea inchipui viata de zi cu zi.

Obiceiurile cotidiene, standardele de igiena actuale si modul in care intelegem
in zilele noastre sa fim civilizati sunt strans legate de aceasta facilitate de care
beneficiem. Suntem tentati sa credem ca accesul la apa si utilizarea apei fara
nici o restrictie este un drept care ni se cuvine. Problema lipsei de apa si a cons-
tientizarii faptului ca apa trebuie folosita cu moderatie a condus in ultimii ani la
aparitia unor obiecte sanitare care sa diminueze consumul de apa.

Tehnologiile actuale si producatorii obiectelor sanitare trebuie sa se adapteze
noilor cerinte ce tin de rezolvarea problemei conservarii apei, in conditiile in
care o mare parte a globului este privata de apa. Regandirea sistemului sanitar
este una dintre cele mai atent analizate probleme in zilele noastre, iar gasirea
unor noi solutii pentru evacuarea reziduurilor ar trebui sa fie o prioritate.

Constientizarea acestei probleme a avut loc si pe fondul unei alte realitati:
modul Tn care este gandita in acest moment infrastructura sanitara in unele
parti ale lumii (cu precdadere in Emisfera Nordica), face ca ea sa nu poat3 fi
viabila Tn alte zone. Dar chiar si acolo unde sistemele de aprovizionare si evac-
uare a apei functioneaza, se ridica problema protejarii mediului inconjurator si
a imbatréanirii infrastructurii existente. (Fig.33,34)
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Fig..29 - Symbiosis, Desnahemisfera de-
sign). http://www.desnahemisfera.com/

Fig..30-Lavoar + closet — Roca design. http://
www.roca.com/catalogue/collections

i

F|g31 - (Caroma design). http://www.caromausa.
com/products/index/cu_products39.php

Fig..32-Modele DXV, American Standard,
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Abstract

The design and execution of furniture has always been in line with elements
related to its production, materials, technologies, innovations. The new tech-
nology has deeply influenced the furniture design through innovative materials
and processes available for designers. Resins of all kinds, plastics and synthetic
fibbers, polyurethane foams and new application technologies are important
innovations, but equally important are the capabilities of computer programs
that allows the representation of previously impossible forms, but which are
also translated into production processes. As the world of fashion evolves so
does the world of furniture design, and today we’re seeing more and more
interesting pieces emerge in response to changes in lifestyles, environment,
and technology.

Allays the designer seek the newest technologies and materials to incarnate
their dreams. They play with materials and redefine the forms continuously,
anticipating and impassioning the technologies to follow up their dreams. The
article will present some principles and new materials and technologies used in
furniture design, but also the interactions between the new technology and the
final product through contemporary examples and designers such as Konstan-
tin Grcic or Ross Lovegrove, who are in the forefront of innovative design and
construction techniques. They develop innovative ways to form and product.
They manage to subordinate industry and technology as much as they manage
to subordinate their concept, all of which being a synergy. Although their ap-
proach is unique and original, so it is not universally applicable, the techniques
used are lessons for success for all designers. The effort required to achieve the
results is based on a collaboration between the designer and the technologist,
a dialogue between the creator and the environment in which the creation
works, and | refer not only to the gender industry but also to the market that
will absorb the product, making it a successful one. Continuing technological
advances will soon allow designers to rely on processes and materials under-
going refinement. A constant awareness of these factors is important for un-
derstanding and evolving the creative process. As the world of fashion evolves
so does the world of furniture design, and today we’re seeing more and more
interesting pieces emerge in response to changes in lifestyles, environment,
and technology.

Keywords: design, innovation, technology, diversity

Article

Introducere
Designul si executia mobilierului a fost mereu in concordanta cu elementele
legate de productie, cum ar fi: tehnologiile, materialele si inovatiile lor, inovatii
care au avut un impact major asupra acestuia. inca din anii modernismului,
designeri sau arhitecti, cum ar fi Peter Bahrens, in anii treizeci, care a utilizat
teava industriala si de instalatii pentru structura scaunelor, sau Charles Eames,
n anii cincizeci, explorand posibilitatile furnirului mulat cu care a creat, prin-
tre altele, pentru Herman Miller, scaunul sau la fel de modern si de celebru si
astazi, au cautat materiale noi sau valente noi pentru cele existente, redefinind
continuu formele. Ceea ce in anii 1968 era prezentat ca hi-fi in filmul ”Space
odyssey” devine, cu UP5 al lui Gaetano Pesce, in anii 80, un produs la moda.
Asa cum, parca inspirat de linia formelor serialului Star trek din anii 80, devine,
doar peste 25 de ani, trend n designul de mobila creat de Zaha Hadid. Efortul
lor este bazat pe colaborarea dintre mediu, tehnologie si designer. Mediul in-
semnand cel uman si cel construit, mediu din care vine cererea, necesitatea
care impulsioneaza, dar si materialul si tehnologia de realizare. Designerul, ca
filtru artistic al acestui mediu, Tmpreuna cu untehnolog, inventeaza sau folos-
este o tehnologie existenta, idee cu care ne intoarcem din nou la mediu, caruia
fi apartine. Plecand de la ideea de mediu, cu toate valentele sale, de la genius
loci la obisnuitul gust al modei, voi introduce cateva principii dupa care con-
sider ca se pot ordona tendintele in tehnologiile si materialele de executie a
obiectelor de mobilier si anume:

1. Sustenabilitatea cu cei trei R ai sai: reutilizare, reducere, reciclare,

2. Intercombinatiile de materiale existente, creatoare de materiale noi

materiale compozite- cu proprietati diferite, imbunatatite.

3. Tehnologiile Interactive, referindu-ma la procesele computerizate

de proiectare, design, complet interconectate,

4. Tehnologiile Integrate in produsul final, obtinandu-se obiecte multi

functionale dotate cu inteligenta artificiala

1.Sustenabilitatea nu este doar un concept puternic care influenteaza astazi
multe domenii din viata noastra ci si o atitudine vis-a-vis de mediul in care traim

Fig. 1”Emeco parrish”, sursa:https://
www.emeco.net/variants/emeco-parps-
grey-parrish-side-chair-polypropylene-
grey-konstantin-grcic, 2019

Fig. 2. Scaunul Broom, sursa: https://
www.spacefurniture.com.sg/broom-
stool.html, 2019

Fig. 3. Masa din cristal plant, sursa:
http://www.cristalplant.it/, 2019




Fig. 4. Serendipity, autor: Codruta lana,
2018

Fig. 5. Poltrona Feltri, Gaetano Pesce
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si pe care, vrem sau nu, il influnetam.

Sustenabilitatea in conceptul de design nu este doar un credosuperficial pentru
viata peturilor de plastic ci poate fi si un mod de a crea lucruri noi, cu un design
interesant. in ultimii ani, materialul reciclata devenit extrem de popular nu nu-
mai pentru ca vine cu o istorie, ci pentru ca ne alimenteaza dorinta de a consu-
ma mai putin. n aceasta directie se inscrie colectia ”Emeco Parrish” conceput
de Konstatin Grcic (fotol) care include scaun si masa de cafea, executate din
aluminiu si lemn reciclat. Designul scaunului ne aminteste de clasicul Tonet,
prin forma sezutului si a spatarului. Grcic transmite un mesaj, ca o melodie
retro care se prelinge in interioarele cafenelelor. Istoria se repeta in design iar
materialele se pot reutiliza dar asta nu inseamna ca originalitatea este eludata,
ba din contrd, noile provocari ale sustenabilitatii pot incita la inovare.

Un alt celebru deigner se lasa provocat de cei trei R: Philip Stark, concepand
scaunul Broom (foto2). Produsul este fabricat dintr-un material compozit, un
aglomerat din mase plastice si resturi de lemn de la fabricile de cherestea, in-
tr-o proportie de 75-15 %, restul ocupand materialele de alianta. Materialul
este comprimat si turnat in forme. Linia desenului este una simpla, aproape co-
pildreasca, amintind de primele schite ale unui copil care deseneaza un scaun
colorat.

Tot in valentele sustenabilitatii se inscrie si posibilitatea de a reutiliza un ma-
terial. Asa este “cristalplant”, conglomerat din 50% minerale si 30% biordsina.
n acelasi mod, compozitul se toarna in matrite(masa din foto3), realizindu-se
diferite obiecte de mobilier. Materialul care rezulta este igienic, rezistent, de-
gradabil si cu multiple valente estetice.

Karta-Pack propune un material 100% reciclat care este fabricat din fibre de
bumbac reciclate, provenite din blugi si tricouri uzate. Materialul ofera sen-
zatia de bumbac si rigiditatea plasticului. Karta-Pack propune acest material
ca o alegere interesanta pentru ambalajele de inalta calitate dar sugereaza,
de asemenea, ca designerii de mobilier ar putea ajunge sa-l foloseasca pent-
ru a crea modele de mobilier turnat care se simt ca tesaturi, chiar daca sunt

suficient de puternice pentru a sustine greutatea unei persoane. Am imagi-
nat un produs care utilizeaza acest material la spatarul unui obicet de sedere
multifunctional. Produsul, numit Serendipity, a castigat Concursul National de
design de mobilier 2018, organizat de APMR in Romania. Am decis sa-l folos-
esc pentru cateva motive. Spatarul acestui fotoliu (foto 4), este unul ihalt(1,70)
pentru cd Serendipity se doreste a crea un spatiu personal, izolat fonic si vizual,
ca un cuib, astfel incat acesta trebuie sa fie amplu, inalt si evazat. Element de
despartire, spatarul insa trebuie sa fie si moale la pipait, soft pentru ca are
principalul rol de sprijin.Din pdcate experienta executiei acestui produs a fost
una trista pentru c3, in lipsa acestor noi tehnologii inovatoare a materialelor
compozite, I-am executat cu tehnologii obisnuite, pe sistem fagure si ansamblul
a iesit greoi, complicat de montat si de fabricat. Spatarul a iesit cu o grosime de
trei ori mai mare decat folosind Karta-pack si a trebuit fabricat din doua bucati,
ceea ce a generat detalii de imbinare si sisteme de prindere. Per total, produsul
final nu a fost cel proiectat pentru ca tehnologia a generat si alte probleme
de accesorizare. Karta-pack ar fi rezolvatsimplu tripla cerinta a spatarului de
soft-dur-izolant prin faptul ca este rezultat prin combinatia materialului textil cu
duritatea rdsinii. Ajungem astfel la o alta tendinta a materialelor noi si anume
utilizarea materialelor compozite.

2. Materiale compozitesuntuneledintre cele mai utilizate in designul de mo-
bilier datorita multiplelor valente. Ele sunt rezultatul combinarii tehnologice a
cel putin doua materiale cu proprietati complementare, un produs care benefi-
ciaza de proprietatile combinate ale substantelor care il compun.

n anii optzeci, Gaetano Pesce crea celebrul Feltri (foto5), un fotoliu din fetru
impregnat cu rasina inspirat din asezarea unei plapumi. Datorita acestui ma-
terial fotoliul arata ca o pelerina dintr-o plapumioard cocheta. Dupa treizeci
de ani, compozitele pe baza de rasini sunt la fel de explorate, cautandu-se noi
modalitati de utilizare. Fogarasi este un designer care imbina biodegradabilulcu
compozitul,crednd un fotoliu (foto6) al carui design ingheatd ciderea moale a
unei draperii. Seria ”Felt folding stool” al designerului Bret Malor “inventeaza”
un scaun obtinut prin plierea unei bucdti de fetru impregnat, in stil origami,
precum o coala de carton (foto 7).

Fig. 6. Thomas Fogarassi, sursa: http://

fogarasy.com/, 2019

Fig. 7. Felt folding stool, sursa: https://
www.behance.net/gallery/17303465/

The-Morgan-Felt-Folding-Stool
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Fig. 8. Scaun din Colback, sursa: https://www.
dezeen.com/2017/11/20/dutch-design-collective-exhib-
its-products-made-from-colback-material

Fig. 9.Scaunul Go, Ross Lovegove, sursa:
https://hivemodern.com/pages/product6594/bernhardt-de-
sign-ross-lovegrove-go-stacking-chair

_'-l-..._h_.
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Colback este un material compozit realizat din asa-numitele fire “bicomponen-
te” bazate pe un polimer cu punct de topire mai mare, format dintr-un filament
de baza rigid, inconjurat de un polimer de piele cu punct de topire mai scazut.
Miriadele de intersectii cu filamente sunt “lipite” pentru a forma un material
legat, rigid, cu proprietati unice. Un grup de 10 designeri din Olanda a facut
echipa cu producatorul Low & Bonar pentru a crea un set de produse real-
izate din materiale textile Colback non-tesute.Pentru o expozitie din cadrul
Saptamanii Designului Olandez din anul trecut, cei 10 participanti au prezentat
propriile interpretari ale materialului inedit, care este folosit in mod obisnuit
pentru aplicatii tehnice - de la izolatie si mocheta pana la construirea digurilor
si a drumurilor. (foto8)

Dar nu numai fibrele se combina cu rasina. Ross Lovegrove utilizeaza un com-
pozit pe baza de pulbere de magneziu si realizeaza scaunul Go, stocabil (foto
9). Go are aparenta unei insecte cu picioarele lungi si curbate, intr-un design
perfect bionic, specific anilor contemporani. Totul inspira futurism, de la mate-
rial, formé, pani la tehnologia de realizare. insési numele este un paradox: un
soi de start dat unui obiect de sedere, stabil, imobil ,sugerand ca tehnologia si
designul contemporan pot face si un scaun sa meargd sau mdcat sa sugereze
aceasta impresie.

Materialele compozite dure pe baza de rasini sunt cele mai cunoscute. Prin-
tre pionierii in design ce s-au bucurat de multiplele posibilitati oferite de aces-
tea este Zaha Hadid care le-a utilizat intr-o gama larga de produse (foto 10).
Valentele corianului de a fi turnat in forme asimtotice, de a putea fi sudat, elim-
inand orice linie de lipitura, si de a avea o varietate mare de culori si texturi
s-au pliat exact pe imaginatia arhitectei. Nu uitam de rezistenta corianului care
mareste plaja dimensionala a produselor si posibilitatea de creatie.

La capitolul rezistenta, grafenul este descris ca fiind de o suta de ori mai put-
ernic decat otelul, uimitor de usor, aproape transparent si capabil de caldura
eficienta si conductivitate electrica. Grafenul este un supermaterial fabricat
dintr-un singur strat de atomi de carbon. Este cel mai puternic si in acelasi timp
cel mai subtire material descoperit vreodatd.Descoperirea grafenului este con-

siderata atat de importanta incat cei doi domni responsabili pentru descoperi-
rea lui - Andre Geim si Konstantin Novoselov - au castigat Premiul Nobel pentru
Fizica in 2010. Grafenul are aplicatii in domeniul energiei solare, electronicii,
biomedicinei si multe altele. Un exemplu ar fi scaunul pentru persoane cu diz-
abilitati din foto 11.

Un alt tip de inovare este utilizarea materialelor specifice altor industrii pent-
ru obiecte de mobilier. Grcic imagineaza seria Hieronymus(foto12), o serie de
obiecte de sedere din materiale diferite: aluminiu, marmura sau ciment.

3. Tehnologiile Interactive

Grcic se detaseaza din acest punct de vedere al utilizarii tehnologiilor integrate
si ma refer aici la procesele complet digitale de realizare a unui obiect de mo-
bilier, addugand un imput extrem de important in dezvoltarea sa. De la con-
cepere, trecand prin proiectare si executie prin printare 3D, toate aceste etape
sunt realizate digital si perfect interconectate. Scaunul “Miura” (foto 13) face
parte din colectia permanenta a MoMA din New York. Designerul povesteste:
”0 comanda de la Plank pentru a proiecta un scaun de bar monobloc in plastic
a fost o ocazie perfecta pentru mine sa imi inventez vocabularul de forme. Am
vrut sa trec de la marginea tare la un design mult mai moale. Scaunul MIURA se
bazeaza puternic pe principiile de constructie. Cu toate acestea, forma sa a fost
conceputa lucrand intr-o maniera mult mai sculpturala. Suprafetele complexe
in forma libera au fost proiectate pe computer”. Relizarea lor a fost o corobo-
rare a programelor in care s-a proiectat cu cele de executie-turnare in forme.
Tom Dixon descrie productia digitala ca “un vis” atat pentru designeri, cat si
pentru producatori, deoarece “produsele pot fi acum facute, adaptate si rein-
ventate pentru a se potrivi nevoilor individuale cu software simplu care este
comun intre designeri si industrie”. Designerul britanic Tom Dixon actualizeaza
continuu forma tridimensionala a scaunului sdau iconic S, o forma de serpentind
foarte geometrica, creata in anii 1980, odata cu noile tehnologii. Ultimul model
de S este turnat in spuma industriala tare si moale, cu o acoperire din lana col-
orata intr-un albastru regal.(foto 14) Obiectul este in intregime produsul noilor
tehnologii interactive.

Fig. 10. Sofa, zaha Hadid, sursa: https://www.

stylepark.com/en/b-b-italia/moon-system

Fig. 11., Scaun din graphene pentru per-
sSOane cu dlZabIhtétI sursa: http:/www.dezeen.com,

2019
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Fig. 12.Hieronymus, sursa: https://www.

wallpaper.com/design/testing-limits-konstantin-grcics-hierony-
mus-pushes-the-boundries-of-form-and-function, 2019

Fig. 13. Scaunul Miura, sursa: https://www.
stylepark.com/en/plank/miura-stool, 2019[
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Designerul elvetian Jorg Boner utilizeaza programe de calcul pentru a genera
forme complicate de mobilier - cum ar fi scaunul sau Wogg 50 (foto 15), usor,
confortabil si care poate fi stivuit. Elementul de sedere al scaunului este din
lemn mulat. Legdtura cu aceasta parte si modul in care este turnat si asamblat
ofera spatarului un aspect elastic si rezistenta mare.

Scaunul Diatom(foto 16) are un nume simbolic pentru un produs de viitor cum
I-a creat Ross Lovegrove care declara: ”...este in intregime generat de calculator,
rezultand o geometrie universala care este ergonomica neutra, usoara si ofera
o posibilitate excelenta de stivuire pe verticala....inspiratia mi-a venit de la fru-
musetea si logica structurilor naturale usoare, familiare arhitectilor si biologilor
marini care studiaza logica inteligenta de crestere” . Scaunul este fabricat din
aluminiu si are otehnologie inspirata de industria auto. Forma organica se po-
triveste confortului uman. Designerul povesteste etapele prin care s-a realizat
acest produs pentru Moroso :

1. laminarea aluminiului, un proces care implica utilizarea fortelor de tracti-
une pentru a forma metalul.

2. tdiere 3D cu laser, care defineste suprafata exterioara

3. proiectarea pentru a crea partile interioare, inclusiv fante pentru picioare,
toate elementele ridicate si marginea exterioara

4. procesele de finisare a suprafetelor

5. fantele pentru picioare apoi totul se asambleaza.

6. Pentru colectia Biophilia (foto 17) tehnologiile informatice au permis de-
signerului sa recreeze formele organice pe care le putem vedea in natura.
Formele si culorile naturale au creat aceste obiecte de mobilier unic, atrac-
tive, decorative si contemporane.

4. Tehnologiile integrate

Tot digitalizarea productiei obiectului de mobilier, face posibila integrarea cu
succes a noilor tehnologii efectiv in procesul de utilizare. Cele mai bune exem-
ple sunt obiectele de mobilier din spatiile medicale sau pentru persoane cu diz-
abilitati. Paturi cu diferite tehnologii, de pliere, ridicare, incalzire, cu integrarea
diferitelor dispozitive de masurat temperatura, pulsul sau greutatea sunt un

exemplu des intlnit. (foto 18). Odata stabiliti parametrii optimi ei pot fi ajustati
pentru sporirea gradului de confort.

Birourile si mesele de lucru pot avea integrate ecrane digitale pe care le putem
utiliza la fel ca pe o tableta. Ne ofera date legate de internet, despre toate infor-
matiile necesare (foto 19). Inserarea unui touch-screen care sa devina utilizabil
si ca blat de masa presupune anumite proprietati pe care acesta trebuie sa le
aiba, cum ar fi rezistenta sporita la zgarieturi si lovituri fara ca aceasta sa impi-
eteze senzitivitatea sa dgitala.

n bucatarie blaturile de lucru pot fi previzute cu tot soiul de senzori, de tem-
peratura, greutate sau alte informatii. Blatul de bucatarie al viitorului imaginat
de Ikea,sugereaza modul in care am putea trdi in 2025 cu prototipul Smart Ta-
ble (foto 20), care necesitd sistem multi-tasking la un nivel complet nou. Blat-
ul viitorului este o suprafata de pregatire, prevazuta cu plita, masa, banc de
lucru si zona de joaca pentru copii intr-o singura bucata. Si instrumente, cum
ar fi tehnologia alimentara Connected care va lasa cuptorul sa ,simtd“ ce este
fnduntru si sa spund cum se gateste, bazandu-se pe o combinatie de greutate,
model de cuptor, chiar si altitudinea bucatariei.Asadar nu numai frigiderele vor
fi inteligente, generand lista de cumparaturi ci si blaturile pot sa le tina isonul.
Acestea sunt doar cateva exemple elocvente de tehnologie integrata in obiectul
de mobilier.

Concluzii

Experienta pe care am avut-o la realizarea obiectului pentru Concursul National
a fost una puternic revelatoare despre rolul extraordinar pe care-I au noile teh-
nologii si materiale la realizarea unui obiect de mobilier care sa corespunda cer-
intelor contemporane.Pentru ca astazi cerintele sunt la fel de complexe ca si sti-
lul de viata. Valentele estetice au devenit secundare, in spatele altora legate de
functionalitate iar acestea depind de tehnologii si materiale. Creativitatea unui
designer poate fi impulsionata de procesul de fabricatie sau poate fi anulata de
tehnologia de realizare, frizand inutilitatea. n anul 2018, unul dintre cele mai
prestigioase si mai cuprinzatoare expozitii de obiecte de mobilier, Shenzhen

Fig. 14., Scaun Wogg,sursa: https://wogg.ch/en/
products/categories/chairs/stackable-chair/ , 2019

Fig. 14.,Scaun Diatom, sursa: https:/www.
designboom.com, 2019
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Fig. 15. Seria Biophillia, sursa: hitps:/ https://
www.stevewardstyling.com/product/biophilia-outdoor-chair

Fig. 16. Pat inteligent,sursa: http://www. balluga.
com

Fig. 17 .Masa ineligenta, sursa: http://www.
piterest.com
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International Furniture Exhibition, a adunat nu mai putin de sapte mii de tipuri

de materiale diferite utilizate in industria de profil. Lucrarea de fata v-a prezen-

tat doar cateva dintre acestea, invitand la cercetare, inovatie si dezvoltare pe

designeri care pot fi parte activa din procesul de dezvoltare si inovare, asa cum

ne-au ardtat exemplele prezentate.

Referinte

1.

4.

Original: "A commission from Plank to design a monoblock bar stool in plastic was
the perfect opportunity for me to re-invent my vocabulary of shapes. | was keen to
move on from the hard edge to a much softer design. The MIURA stool is strongly
based on principles of construction. However, its shape was conceived by working
in @ much more sculptural manner. The complex free-form surfaces were all de-
signed on thecomputer.”(trad.aut.), inerviudat de Grcicinhttps://www.designisthis.
com/us/miura-bar-stool-plank

Original :"It is entirely computer generated, resulting in a universal geometry
that is ergonomically neutral, lightweight and providing a vertical stack that is
rarely achieved...my inspiration came from the beauty and logic of natural light-
weight structures familiar to architects and marine biologists who study intelligent
growth logic”, sursa: https://www.dezeen.com/2014/04/18/ross-lovegrove-dia-
tom-chair-pressed-aluminium-moroso/

Sursa: https://www.dezeen.com

Sursa: http://www.hometexexpo.com/
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