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Rezumat. Acest articol exploreaza rolul fundamental al invatamantului artistic in
conturarea dimensiunilor culturale si identitare ale individului si ale societatii in
ansamblu. Intr-o lume marcati de globalizare si de o complexitate sociald in crestere,
educatia prin arta devine un pilon esential in formarea unor personalitéti creative, critice
si constiente de propria mostenire culturala. Analizdnd intersectia dintre practicile
pedagogice artistice, politicile educationale si contextele socio-culturale, lucrarea
argumenteaza cd invatamantul artistic nu este un lux, ci o necesitate pentru dezvoltarea
armonioasd a personalitdtii si pentru consolidarea coeziunii sociale. Studiul
investigheaza modul in care arta, in diversele sale forme contribuie la transmiterea
patrimoniului cultural, la stimularea dialogului intercultural si la construirea identitatilor
individuale si colective. Ne propunem sia demonstram cad o integrare robustd a
disciplinelor artistice in curriculumul scolar poate genera beneficii pe termen lung, atat
la nivel micro, prin dezvoltarea competentelor socio-emotionale ale elevilor, cat si la
nivel macro, prin cultivarea unei societdti mai empatice, inovatoare si atasate de valorile
sale culturale. Astfel, educatia artistica este vazuta ca un catalizator pentru o societate
viitoare mai echilibratd si mai umana.

Cuvinte-cheie: invatamdnt artistic, identitate culturald, educatie estetica,
patrimoniu, creativitate, competente transversale, politici educationale.

Abstract. This article explores the fundamental role of art education in shaping
the cultural and identity dimensions of the individual and society as a whole. In a world
marked by globalization and growing social complexity, art education becomes an
essential pillar in the formation of creative, critical personalities aware of their own
cultural heritage. Analysing the intersection between artistic pedagogical practices,
educational policies and socio-cultural contexts, the paper argues that art education is
not a luxury, but a necessity for the harmonious development of the personality and for
the consolidation of social cohesion. The study investigates how art, in its various forms,
contributes to the transmission of cultural heritage, to the stimulation of intercultural
dialogue and to the construction of individual and collective identities. We aim to
demonstrate that a robust integration of arts disciplines into the school curriculum can
generate long-term benefits, both at the micro level, by developing students' socio-
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emotional skills, and at the macro level, by cultivating a more empathetic, innovative
and culturally-engaged society. Thus, arts education is seen as a catalyst for a more
balanced and humane future society.

Keywords: artistic education, cultural identity, aesthetic education, heritage,
creativity, transversal competences, educational policies.

Education represents the foundation on which the future of a nation is built,
and within this complex process, artistic education occupies a special, often
underestimated place. Far from being a simple prerogative of innate talent or a
secondary discipline, art education is a powerful vector of cultural and identity
shaping. In an era of rapid change and overwhelming information flows, the
ability to interpret symbols, express complex emotions and understand cultural
diversity becomes essential. Art, through its universal but deeply personal
language, provides the necessary tools for this complex navigation in
contemporary reality.

In analysing the cultural and identity dimensions of artistic education, we
start from the premise that art is not only an aesthetic product, but also a dynamic
process through which individuals and communities negotiate and affirm their
identity. Thus, we explore how systematic contact with art in the formal and non-
formal educational environment contributes to:

 The construction of personal identity by developing sensitivity, critical
thinking, creativity and the capacity for self-reflection.

» Strengthening collective identity by understanding and transmitting
national and universal cultural heritage, developing a sense of belonging and
promoting social cohesion.

* Cultivating intercultural competences by opening up to other cultures,
understanding diversity as a source of enrichment and developing empathy.

The issue is of special relevance in the current context, in which education
systems are subject to constant pressure to adapt to the demands of the labour
market, initially orienting themselves towards STEM disciplines (science,
technology, engineering and mathematics). In this paradigm, the arts risked being
marginalized, thus ignoring their crucial role in the complex formation of the
human being. Today we speak of STEAM education (science, technology,
engineering, ART and mathematics). The introduction of art into the original
STEM structure (without the “A”) is not a simple aesthetic addition, but a
profound transformation of the way learning is conceived and applied. STEAM
education represents an integrative approach that responds to the needs of
contemporary  society, emphasizing the formation of transversal,
interdisciplinary and adaptable skills [6]. In this regard, we recall the opinion of
Herbert Read, an important theorist in the field, who developed the idea that the
purpose of education is not to produce artists, but to use art as a means of
education [5]. Therefore, an in-depth analysis of the cultural and identity benefits
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of artistic education is not only opportune, but also necessary to reaffirm its
intrinsic value in the modern educational project.

As for the cultural dimension of art education, it is worth exploring as a
bridge between the past and the future, as art education functions as a vital
mechanism for the transmission and reinterpretation of culture. It is not limited
to teaching techniques or reproducing styles, but opens windows to the history,
values, and worldviews that have shaped human civilization. Through art,
students enter into dialogue with past generations, understanding the context in
which the works were created and the messages they carry.

Every work of art — whether it is a Renaissance painting, a folk song, or a
modern play — is a cultural document. It embodies the beliefs, conflicts, ideals,
and innovations of its era. In an educational context, the analysis of these works
becomes a form of cultural archaeology. Students not only learn about artistic
trends, but also discover the complexity of the social, political, and spiritual life
of different historical periods. For example, the study of Cucuteni pottery in
schools in Romania and the Republic of Moldova is not only a lesson about the
Neolithic, but also a direct connection with a millennial aesthetic and symbolic
heritage, a fundamental element of local identity.

According to L.S. Vigotsky, “art is the social in us” [9]. When a student
recreates a traditional pattern on a ceramic object or performs a folk song, he does
not perform a simple mechanical exercise. He internalizes a cultural language,
actively participating in its perpetuation. This process is essential for what
anthropologists call enculturation — the process of assimilating a form of culture,
through training and education, throughout life; cultural adaptation. [1].

Artistic education is, par excellence, a space of active and creative
enculturation.

In a globalized world, intercultural competences are indispensable. Here
too, artistic education offers an ideal framework for their development. Art often
transcends language barriers, allowing for direct emotional and conceptual
communication. By studying Egyptian art, Japanese Kabuki theatre, or Latin
American music, students discover different perspectives on the world, learn to
appreciate diversity, and challenge stereotypes.

This intercultural dialogue is not just about reception. Collaborative art
projects involving students from different cultural backgrounds can create spaces
for cultural negotiation and synthesis. For example, a textile design project that
adapts the geometric motifs and chromatics specific to Bessarabian (scoarta-type)
carpets and integrates them into abstract and dynamic compositions influenced
by Scandinavian minimalism to create a series of modern tapestries not only
produces an innovative visual work, but also teaches participants to collaborate,
respect different perspectives, and create a new hybrid cultural product. Thus,
arts education becomes a laboratory for global citizenship, promoting “unity in
diversity” that is essential for international peace and understanding. UNESCO,
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in its programmatic documents, constantly emphasizes the role of arts education
in promoting intercultural dialogue as an essential condition for sustainable
development. In the same vein, it is specified that “arts education encourages
both cultural awareness and promotes cultural practices and is the means by
which knowledge and appreciation of arts and culture are transmitted from one
generation to another” [8, p. 6].

Culture i1s not a static monolith, but a living organism, constantly
transforming. Arts education plays a crucial role in this process of renewal,
encouraging not only the preservation of heritage, but also its creative
reinterpretation. When students are encouraged to express their own vision by
drawing inspiration from traditional elements, they ensure their relevance for
their generation. A telling example is the integration of traditional motifs into
modern clothing design, street art (murals) or contemporary musical productions.

These practices demonstrate that tradition is not a relic, but a source of
inspiration. By stimulating creativity, arts education forms not only consumers
of culture, but also producers of culture. Students learn that they have an active
role in shaping the cultural landscape, that their voice matters and that they can
contribute to the cultural dialogue of their time. “Creativity is the greatest gift of
human intelligence. The more complex the world becomes, the more creative we
must be to meet its challenges,” argues Sir Ken Robinson, a prominent advocate
of educational reform and international advisor on arts education [7, p. 22]. In a
cultural context, creativity is the engine that ensures the vitality and adaptability
of culture to new challenges.

If the cultural dimension refers to the broad context in which the individual
develops, the identity dimension aims at the intimate and complex process
through which each person constructs a coherent and authentic “self”. Arts
education is an exceptional catalyst for this process, operating simultaneously at
the personal and collective levels.

The process of artistic creation is, in essence, an exercise in introspection
and self-discovery. In order to paint, compose or play a role, the individual must
access his or her inner world: emotions, memories, ideas, conflicts. Art provides
a universal, symbolic language through which these internal experiences, often
non-verbal and difficult to articulate, can be externalized, explored, and
understood. A teenager who paints a self-portrait that expresses certain emotions,
states, not only produces an image, but also clarifies his own feelings, gives them
a visual form through colours, lines, and textures, and, in doing so, gains a certain
control over them.

This process has multiple benefits for personality development:

» Emotional intelligence: Art helps students identify, understand, and
manage their own emotions and those of others. Howard Gardner's theory of
multiple intelligences emphasizes the existence of an intrapersonal and an
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interpersonal intelligence, both of which are directly stimulated through artistic
practices [4].

* Critical thinking and problem solving: Any act of creation involves
choices. Students learn to evaluate options, experiment, accept failure as part of
the process, and find original solutions. These are essential transferable skills in
any area of life.

» Self-esteem: Completing an artistic project generates a sense of
accomplishment and pride, strengthening self-confidence and encouraging
creative risk-taking.

As psychologist Elliot Eisner has demonstrated, the arts “educate human
sensibilities” and teach us that “problems can have more than one solution and
questions can have more than one answer” and that “small things can have big
effects” [2, pp. 70-92]. Thus, artistic education contributes to the formation of a
flexible, resilient and authentic personal identity.

Identity is not only an individual construct, but also a social one. We define
ourselves in relation to the groups to which we belong: family, local community,
nation. Artistic education plays a fundamental role in strengthening these
collective identities, especially the national one.

Through music, fine arts or literature classes, students come into contact
with the national cultural canon: the works, artists and symbols that are
considered representative of the spirit of a people. Knowing the paintings of 1.
Vieru, the music of E. Doga, the poetry of M. Eminescu or the sculptures of C.
Brancusi is not a simple act of accumulating information, but a form of initiation
into a community of meaning. These works form a collective memory, a set of
common references that bind the members of a nation and give them a sense of
historical continuity.

Participation in group artistic activities — painting circle, folk ensemble,
theatre troupe — further strengthens this sense of belonging. Working together for
a common artistic purpose, students develop social bonds, learn the value of
collaboration and experience the joy of being part of a whole greater than the sum
of its parts. School holidays, celebrations and festivals that include artistic
moments inspired by local or national traditions are modern rituals that reaffirm
and celebrate community identity.

It is important to note that a modern approach to identity-based arts
education involves the critical understanding and creative reinterpretation of
cultural heritage, placing it in a universal context. National identity, built through
quality arts education, is open, self-confident and capable of dialogue with other
cultural identities.

Despite the theoretical recognition of its importance, arts education faces
numerous challenges. These challenges threaten to undermine its ability to fulfil
its cultural and identity functions.
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One of the biggest problems is the tendency to consider artistic subjects as
secondary compared to “hard” subjects (mathematics, science). This perception
often translates into:

» Low number of hours: insufficient time allocated to the arts in the school
timetable, which makes an in-depth approach impossible.

* Underfunding: lack of adequate teaching materials, art workshops, etc.

» Teacher status: teachers of artistic subjects are sometimes less valued
than their colleagues in other subjects.

This marginalization is fuelled by a utilitarian view of education, which
prioritizes skills that are considered directly applicable in the labour market. This
ignores the fact that, in an innovation-driven economy, creativity, critical
thinking and emotional intelligence — skills that are eminently cultivated by the
arts — are extremely valuable. A review of the literature on innovation and
creativity in education and technology in EU member states ranked creativity
among the most important skills for the future, an idea widely supported by
modern education theorists who call for a rebalancing of the curriculum [3].

Another important aspect is that modern arts education should focus on the
process, not just the product. It should encourage experimentation, personal
exploration and risk-taking.

Assessment is another major challenge. How can creativity or depth of
emotional expression be quantified? It is necessary to develop complex
assessment methods, such as portfolios, self-assessment, formative assessment
and constructive feedback, which more accurately reflect the holistic
development of the student.

Despite these challenges, there are also many opportunities to revitalize arts
education. A first direction is cross-curricular integration. Arts should not
remain isolated in dedicated classes; they can be a powerful tool for teaching
concepts from other fields. This approach, known as STEAM, demonstrates the
relevance of the arts and enriches the learning process as a whole.

A second direction is to strengthen partnerships between schools and
cultural institutions (museums, theatres, philharmonics), as well as with artists in
the community. “Artist-in-residence” programs, workshops led by professionals,
or interactive museum visits can provide students with authentic and inspiring
experiences that complement classroom learning. These collaborations anchor
arts education in the vibrant cultural life of the community.

Finally, a change in mindset at the level of educational policies is
essential. Policymakers must understand that investing in arts education is a long-
term investment in the human and cultural capital of a nation. The development
of coherent national strategies that ensure adequate resources, quality teacher
training and a modern curriculum is an indispensable condition for arts education
to reach its full potential.
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Arts education is therefore much more than a simple component of a
balanced curriculum; it is a fundamental pillar in the process of constructing
individual and collective identities and an essential vehicle for the transmission
and dynamization of culture. Through artistic practices, students not only acquire
technical skills, but also develop their sensitivity, critical thinking, creativity and
emotional intelligence. They learn to explore their own inner world and express
themselves in unique and personal ways, thus building an authentic and resilient
identity.

At a collective level, art functions as a bridge between generations,
ensuring the continuity of cultural heritage and shared memory. It strengthens the
sense of belonging to a community and provides a framework for the celebration
of the values and symbols that define a nation. At the same time, by exposing
people to the diversity of artistic expressions from around the world, arts
education cultivates openness, empathy and intercultural dialogue, preparing
young people for a harmonious life in a globalized society.

It is imperative that decision-makers, educators and society as a whole
recognize that neglecting this dimension of education means depriving future
generations of essential tools for their full development and for their active
participation in cultural and social life.

In conclusion, investing in arts education means investing in the cultural
and identity future of a society. It means forming not only competent future
professionals, but also creative, empathetic and deeply connected personalities to
their cultural heritage, capable of navigating the complexity of the contemporary
world and contributing to building a better society.
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Abstract. Ecaterina Ajder, Master of Art (Republic of Moldova), draws her
creative juices from the spiritual matrix of Bugeac. The artist, with a vision based on the
vein of Romanian art, excels in tapestry and painting. Her defining approach is treating
textile art as a species of painting, managing to paint by weaving. Her creations, deeply
inspired by national traditions, are articulated with a high lyricism and a symbolic
charge, reinterpreting the native mythological universe through stylized and abstract
forms. Through her work, she consistently promotes the preservation and valorization of
authenticity.

Keywords: spiritual matrix, tapestry, painting, collage, textile art.

Matricea spirituald 1n arta roméaneasca reprezintd un complex de valori si
simboluri adanc inradacinate in traditia ortodoxa si in substratul folcloric
autohton. Dimensiunea spirituald a fost fundamentata si teoretizata de filozofia
culturii. Lucian Blaga a argumentat ca spiritualitatea romaneasca este intrinsec
legatd de spatiul mioritic, un concept ce depaseste geografia fizica. Asa cum
afirma Blaga, acest spatiu ,,e un spatiu ondulat, fard o dominanta staticd, un spatiu
sufletesc care predispune la o anume rezonantd melancolicd, dar echilibrata” [1].
Matricea spirituala nu este o simpld tema in arta roméneascd, ci un cadru
existential care a modelat si a oferit coerentd actului creator. Ea este liantul care
asigurd continuitatea si identitatea profunda a culturii artistice romane.

Secolul al XX-lea a marcat o redefinire majora a acestei matrice, aducand-
o 1n dialog cu modernitatea universald. Constantin Brancusi a realizat sinteza cea
mai notabila, transformand formele arhetipale ale artei populare in structuri
universale.

Creatia Ecaterinei Ajder, personalitate marcantd a artei contemporane din
Republica Moldova si detinatoare a titlului onorific Maestru in Arta, isi extrage
forta si autenticitatea din matricea spirituald a Bugeacului, spatiul sau natal din
zona Cahul. Aceasta origine geografica si culturald constituie temelia viziunii
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sale artistice, definitd de o sinteza originala intre traditia autohtona si limbajul
modern.

Studiile artistice le-a inceput la Scoala de arte plastice pentru copii din
Cahul, fiind indrumata de Gheorghe Huzun si Petru Berdiu (1972- 1976). ,,De la
ei am invatat sa desenez, sa amestec culorile, sa pictez si sa modelez, sa surprind
farmecul vietii in culori” — 1si aminteste cu recunostintd autoarea. Urmand
chemarea talentului si indemnul dascalilor, a studiat la Colegiul National de Arte
Plastice ,,I. Repin” (actualmente ,,A. Plamadeald”) in clasa profesorilor Stanislav
Babiuc, Alexandru Grigorasenco si Mihail Tihonciuc (1976-1980). Studiile
superioare le-a urmat in cadrul Universitatii Pedagogice de Stat ,,Jon Creanga”,
la Facultatea Arte Plastice, unde i-a avut ca profesori pe Constantin Craciun,
Petru Severin, Alexandru dialogul artelor 145 Cuzmin (picturd) si Andrei
Negura, Emil Negara (tapiserie), carora le poartd mereu un respect deosebit.
[2,p.144]

Artista si-a inceput cariera la inceputul anilor '80. In climatul artistic din
Chisindu ea s-a remarcat si a devenit cunoscuti ca autor de tapiserii. In 1990 a
devenit membru U.A.P. la sectia Arta Decorativa.

Opera artistei demonstreazd concludent cad esenta spirituald autohtona nu
reprezintd o limitare, ci serveste ca punct catalitic de plecare pentru edificarea
unei viziuni artistice moderne si profund atemporale.

Figura 1: Sfdnta Familie, ulei pe panza, tehnica mixta, 650x850 mm, 2017

Bugeacul — un colt de stepd din sudul Republicii Moldova, delimitat de
Prut, Nistru, Dunarea de Jos si Marea Neagra — este conceput de artistd nu doar
ca un spatiu geografic, ci ca un pamant arhetipal, incarcat de saruri, mituri si o
istorie zbuciumata. Diversitatea etnicd (moldoveni, bulgari, gadgauzi, ucraineni)
si mozaicul de suflete migratoare care s-au adunat aici, "uniti de destin si de dorul
unui spatiu liber," oferd operei Ecaterinei Ajder o substantd culturala profund
eterogena, dar unitard in expresia ei vizuala.

Viziunea Ecaterinei Ajder este promovata cu precadere in tapiserie si
picturd, domenii In care artista realizeazd un transfer conceptual remarcabil.
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Elementul definitoriu al operei sale rezida in capacitatea de a transforma arta
textila Intr-o specie a picturii, reusind, In esenta, sa picteze prin a tese.

Tapiseriile artistei, create sub semnul unui lirism elevat adus in pragul
dramaticului, poseda o incarcatura ideatica simbolica si metaforica. Procesul
artistic textil este asimilat unei desfolieri a straturilor culturale nationale, prin
care creatia depaseste simpla reprezentare, angajand o reevaluare si reinterpretare
auniversului mitologic autohton. Acest recurs la trecut nu este o simpla nostalgie,
ci un dialog dinamic cu istoria.

Criticul roman Valentin Ciuca subliniazd caracterul explorator al
demersului sau: ,,Temperamentul sau lasa impresia unei permanente cdutari a
esentelor, a descoperirii unui univers de viziuni si de exprimare. Accesibilitatea
simbolurilor sale, indeosebi cele din tapiserie, recupereaza vechi modele
romanesti, dar aduce si o viziune, unde se identificd sugestii din cultura
traditionala basarabeana.” [3, p.62]

Repertoriul artistic al Ecaterinei Ajder se distinge printr-o remarcabila forta
imaginativd si o libertate a spiritului asociativ, elemente care faciliteaza
incorporarea constienta in prezent a elementelor unor vechi civilizatii. Aceasta
practica nu este doar un recurs tematic, ci o metodd de explorare a matricelor
arhetipale.

Creatia Ecaterinei Ajder in domeniul tapiseriei se singularizeaza printr-un
lirism elevat care transcende adesea spre pragul dramaticului. Chiar si in
compozitiile caracterizate de armonii cromatice discrete sau subtile, lucrarile nu
sunt lipsite de o tensiune structurala sau semantica latenta. Aceasta capacitate de
a capta si sublima profunzimile conditiei umane este confirmata de critica de
specialitate. Conform afirmatiei lui Gheorghe Mardare, artista poseda: ,,darul de
a sesiza drama vietii, chiar si in scara vastd a frumosului si a sublimului.”

(4, p.51]
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Tapiseria Veronica a Ecaterinei Ajder dezvaluie o profundd integrare a
matricei spirituale, transpunand o drama personald intr-o meditatie asupra
efemeritatii vietii si a puterii memoriei eterne. Conceputd ca un remember in
urma decesului prematur al prietenei autoarei, Veronica, opera este mai mult
decat un portret; este un act de catharsis spiritual realizat prin limbajul artistic.
Aceastd orientare catre eternitate, prin nemurirea amintirii, rezoneaza cu
matricea spirituald romaneasca, care a integrat profund dimensiunea pomenirii si
a trecerii dintre lumi Compozitia tapiseriei este dominata de simbolul raului, un
arhetip care semnificd curgerea, timpul, viata si tranzitia, iar cromatica rece
accentueazd ideea de transcendentd si de puritate a spiritului, in timp ce
transparenta evoca fragilitatea fiintei si eliberarea sufletului.

Dintr-o perspectiva a artei neolitice, in special a culturii Cucuteni, sunt
realizate tapiseriile Nostalgie arhaica, Geneza si Orgoliul Umbrelor. Pentru a
transmite mesaje metaforice profunde, artista utilizeaza adesea forme stilizate si
aplatizate. Aceastd metoda rezoneaza izbitor cu reprezentdrile antropomorfe si
zoomorfe regasite In ceramica Cucuteni, unde detaliul figurativ era subordonat
esentializarii geometrice si ritmului decorativ.

Figurile 3, 4, 5: Nostalgie arhaicd, serie 6 piese, 1and, tehnica clasica 1500x800 mm, 2005

Abordarea tridimensionald a tapiseriei se realizeaza prin transpunerea
elementului decorativ intr-o variantd abstractizanta si geometrica, generand astfel
compozitii spatial-volumetrice. Compzitia Etnodor, realizata din trei volume, din
lana n dimensiuni variabile (h-95c¢m, h-75 cm, h-50 cm), reprezinta o sinteza
plasticd ce echilibreazd rigoarea abstractd cu ecoul simbolic al mostenirii
culturale.

Artista Ecaterina Ajder se mentine constant pe calea cautarilor, gasind
formule si structuri expresive inovatoare in domeniile Paslei si al Colajului
Textil. Colajele sale sunt spectaculoase prin modul inspirat in care reuseste sa
gestioneze o diversitate de materiale: traditionale, cét si netraditionale.. Prin
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aceste solutii plastice, surprinzatoare si incitante, Ecaterina Ajder demonstreaza
ca pasla poate fi un mediu de sinteza originald, fuzionand elemente din arta
populara cu limbajul abstract, rezultand un impact decorativ deosebit . Tapiseria
,»Iraditie” a Ecaterinei Ajder celebreazd ia romaneascd ca arhetip cultural si
matrice spirituald, si nu ca pe un simplu obiect vestimentar. Artista foloseste
materialul non-conventional al paslei pentru o reinterpretare formald si texturala
a vesmantului. Structura compozitionald este esentializata, fiind marcata de
implantarea unor fragmente ale covorului traditional- incluzand arhetipuri
precum Pomul Vietii — alaturi de achizitiile formale ale artei moderne.

Tema memoriei culturale si a spiritualitdtii este evidentd si in tapiseria
Legenda. Prin fuziunea dintre textura ancestrala a lanii, simbolismul sonor al
ceramicii si rigoarea structurii din lemn, Ecaterina Ajder creeaza o poveste veche
transpus 1n limbajul abstract si tactil al artei contemporane

In pictura, artista exploreazi tehnica picturii in straturi succesive de
culoare, realizeaza lucrari in serie si transpuneri reciproce intre picturd si tapiserie
Creatia picturald a Ecaterinei Ajder propune frecvent numeroase improvizari
coloristice, de texturd si facturd, introducand detalii de un grafism cromatic
elevat, adesea organizate intr-un fundal de tip colaj cromatic. Artista utilizeaza o
tehnica mixta, combinand frecvent pictura in ulei cu elemente de colaj textil.
Fragmentarea fondalului sugereaza prezenta unor textile traditionale (posibil
laicere sau scoarte). Factura matierata si impasto, realizata prin straturi de culori
suprapuse in sedinte de lucru repetate, amplificd dimensiunea decorativa si etno-
culturala in structura compozitionald a lucrarilor.

Ecaterina Ajder are un mod distinct de a Intelege lumea rurala, pe care o
abordeaza nu doar ca pe un spatiu geografic, ci ca pe o matrice spirituala
autentica. In viziunea sa artistic, universul rural devine sursa de identitate si de
forta creatoare, un reper de stabilitate si continuitate.

Seria ,, Etno Bugeac” se configureaza ca o metafora vizualad a identitatii
feminine si culturale din sudul Moldovei, un elogiu adus comunitétii rurale si
traditiei autohtone. Figurile feminine din compozitiile artistei nu sunt portrete
individuale, ci simboluri arhetipale ale feminitatii rurale, purtatoare ale memoriei
colective si ale spiritului comunitar. Fetele lor simplificate confera imaginii un
caracter universal, depasind granitele etnice si temporale. Portul popular
reprezentat 1n lucrari nu semnaleaza apartenenta la o etnie specifica, ci reflecta
specificul cultural amalgame al zonei Bugeacului. Prin paleta cromatica calda,
artista evoca lumina si atmosfera sudului, in timp ce contrastele de rosu-verde si
albastru-oranj valorificd dinamica decorativa a costumului popular din spatiul
sudic al Republicii Moldova.
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Figura 6: Etno de Bugeac, ulei pe panza, tehnica mixta, 900x750 mm, 2015

Seria de tablouri cu ingeri din creatia Ecaterinei Ajder reprezintd o
meditatie asupra conditiei umane si a relatiei profunde dintre teluric si spiritual.
In viziunea artistei, prezenta ingerilor nu are un caracter religios strict, ci un sens
simbolic si interiorizat, exprimand legatura subtild dintre lumea vizibila si cea
invizibila, dintre real si transcendent.

Realizatd sub forma unui diptic, compozitia ,, Balada cu ingeri” se inscrie
in registrul poetic si metaforic al creatiei sale, evocand comuniunea dintre om si
inger. Cele doua figuri angelice sunt organic integrate in structura decorativa a
fundalului, devenind parte dintr-un univers plastic unitar, unde forma, textura si
ritmul vizual se afla intr-o permanenta rezonanta.

& itz

1gur11e , 8: Balada ingeri, diptic ulei pe paé
tehnica mixta, 850x1700 mm, 2016
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Prin armonizarea registrelor cromatice — tonuri neutre de ocru, brun si
verde, imbinate cu nuante luminoase de albastru si alb — artista creeazd un spatiu
de contemplatie si echilibru. In acest cadru, materialul si spiritualul coexista intr-
o perfectd armonie poetica.

Pentru naturile statice, artista realizeaza o selectie personala a elementelor
din inventarul traditional — de la obiecte de uz casnic (vase, ldicere, scoarte, oua
incondeiate) la produse ale naturii (flori de camp, fructe ,,domnesti”, inclusiv
mere, pere, gutui, culese din gradina bunicii). Acest demers ancoreaza lucrarile
intr-o referinta directa la spatiul familial si la matricea spirituald rurala. De altfel,
titlul ,,Mere Domnesti” confera fructelor o valoare arhetipala, simbolizand rodul
pamantului si esenta substantiald a lumii ancestrale.

Ecaterina Ajder este o artista plasticd notorie, al carei parcurs artistic este
solidificat de o ampld activitate expozitionald si numeroase premii. Pe langa
creatia personald, ea joacd un rol important in mediul academic, ocupand pozitia
de conferentiar universitar la Universitatea Pedagogica de Stat ,,Jon Creangad” si
contribuind activ la formarea profesionala a viitoarelor generatii de artisti. Prin
demersul sdu cultural, a cultivat dezvoltarea gustului estetic, reusind sd integreze
cu succes estetica traditiilor autohtone in expresia artisticd moderna
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Abstract. The transformations generated by the rapid evolution of digital
technologies have redefined the structure and purposes of artistic and museum education,
requiring a reconceptualization of teaching and learning strategies in accordance with
the needs of digital generations. Contemporary education promotes experiential,
interactive, and learner-centered approach, making use of innovative resources that
stimulate active involvement, creativity, and engagement with art, science, and culture.

Art museums have become essential resources for teaching, learning, and
appreciating art, surpassing their traditional functions and transforming into educational
partners accessible to all categories of the public. The integration of new technologies
into the museum environment has generated modern forms of educational interaction
that complement traditional activities with digital and synesthetic experiences. Mobile
applications and platforms, digital devices with sensors, augmented and virtual reality,
3D printers, as well as interactive and explorative activities, provide captivating
multisensory approaches that enhance traditional experiences.

The study analyzes the impact of these technologies on experiential and
participatory learning in relevant international and national museums (Musée du Quai
Branly, Victoria and Albert Museum, Interactive Museum of Industry in Gabrovo,
Rijksmuseum, Cleveland Museum of Art, museums in the Republic of Moldova), as well
as their role in the development of visitors’ cultural identity.

The results indicate that museums become complex spaces for exploration and
dialogue between tradition and technology, amplifying educational, creative, and
inclusive potential.
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In contextul societitii contemporane, marcat de transformari tehnologice
accelerate si de o reconfigurare continud a valorilor estetice si culturale, rolul
educatiei artistice si muzeale dobandeste un rol semnificativ si strategic in
procesul de formare si consolidare a identitatii culturale.

Noile tehnologii au patruns considerabil in viata noastrd, inclusiv in
educatia artisticd si muzeald. Tandra generatie este absorbitd de posibilitatile
digitale inovative si manifestd o lipsd de interes tot mai acutd pentru metodele
didactice traditionale si pentru studiu in general. Pentru a capta atentia si interesul
educabililor, paradigmele educatiei moderne promoveaza principiile Tnvatarii
experientiale, participative, interactive care sunt centrate pe educabil si pe
necesitatile acestuia. Acest aspect a dus la necesitatea identificarii si
implementdrii unor metode, tehnologii si resurse inovative, pentru
a potenta experienta de invatare interactiva, a creste interesul educabililor pentru
culturd, arta si stiintd si a fi adaptatd nevoilor generatiilor digitale.

Muzeul a constituit dintotdeauna un pilon esential in procesul de formare
culturala a personalitatii. Functiile acestuia pe langa cele de explorare, cunoastere
a obiectelor, fenomenelor, de pastrare, conservare, promovare a patrimoniului,
culturii nationale si universale, au fost completate de-a lungul timpului si de cea
educativa, in spiritul promovarii valorilor, perceptiilor si trairilor emotionale fata
de timp si temporalitate. [1, p. 45; 3, p. 348; 4, p. 437; 16, p. 185]

In timp, rolul acestuia s-a extins, devenind si un partener pentru mediul
educational. Acest aspect a contribuit la aparitia unei noi ramuri a pedagogiei,
Educatia muzeala. Aceasta valorifica spatiul muzeal ca mediu educational pentru
toti educabilii indiferent de varsta, statut social, gen, culturd, etc. [17, p. 45; 3, p.
348]

Muzeele de artd au devenit una dintre cele mai importante resurse in predare,
invatare si valorizare a artei. Acestea imbina functia traditionala de transmitere a
patrimoniului cultural, dar in acelasi timp devine un cadru dinamic de
interactiune dintre educabili, tehnologii si culturd. Vizitele la muzeu, ofera
posibilitati de observare directa a operelor de artd si flexibilitate In modul de
explorare: individual sau ghidat. Prima permite libertatea de a alege continutul,
consecutivitatea si momentul implicarii, este bazat pe observatia si activitatea
proprie, Invatare, divertisment, experientd, exprimare personald si creatie. Altd
posibilitate fiind invatarea cu sprijinul personalului specializat al muzeelor, in
cadrul unor activitati de comunicare directd si activa, alternand invatarea
independenta cu cea ghidata. [24, p. 18]

De asemenea 1n cadrul muzeelor, galeriilor, educabilii au uneori posibilitatea
sa participe in cadrul atelierelor de creatie sau alte experiente interactive care
implica metode muzeal-pedagogice, realizate impreuna cu artisti plastici, mesteri
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populari invitati sau angajatii acestora. Activitdtile de acest tip au loc in incaperi
echipate corespunzétor pentru a facilita aplicarea variatelor materiale si tehnici,
inclusiv si a celor moderne, care adesea nu pot fi folosite in interiorul salilor de
expozitie ale muzeului. In multe muzee ale lumii aceste activititi au loc
ocazional, iar in altele fac parte din oferta educationald. Cele care fac parte din
oferta educationala, se desfasoara la interval regulat (saptamanal, lunar, in timpul
vacantelor, etc.) sau sunt integrate n timpul turului educational, cand vizitatorilor
li se poate propune sa conceapa un obiect, sa se implice intr-o activitate, In timp
ce cineva 1i conduce prin obiecte/colectii sau ca etapd finala a programului
educational. Acest aspect presupune ca vizitatorii, dupa ce analizeaza exponatele
muzeale, trec de la o forma de Invatare pasiva la una experientiala si participativa.

Aceste activititi se completeaza reciproc si contribuie la sensibilizarea
educabililor fata de mediul muzeal, contribuind astfel la diversificarea metodelor
didactice de predare, dinamizare si la cresterea performantei [2, p. 187; 15, p. 24;
16, p. 185; 17; 22, p. 43; 24, p. 18]

Dezvoltarea tehnologiilor, descoperirile si inovatiile care au aparut in toate
sferele vietii, au marcat si mediul muzeal. Acestea au fost introduse treptat si in
muzeu, oferind noi experiente vizitatorilor. Acest proces de transformare digitala
se produce gradual si continuu, In ritm propriu in mod diferit pentru fiecare stat
sl muzeu.

Muzeele virtuale, platformele si aplicatiile digitale prin care pot fi realizate
tururile virtuale, activitdtile interactive si explorative, plansele si tablele
interactive si cu senzori de miscare, sistemele audio, realitatea augmentata si cea
virtuald sunt doar cateva din inovatiile digitale care au schimbat perceptia asupra

Multe din muzeele lumii oferd astfel de activitdti interactive realizdnd o
simbiozi dintre traditie si modernitate. In cele ce urmeaza vom analiza experienta
catorva muzee din Europa si Statele Unite ale Americii.

Musée du Quai Branly-Jacques Chirac, Franta ofera educabililor cu varste
cuprinse Intre 6-8 ani posibilitatea sa participe la ateliere creative inspirate de arta
tribald. (Fig. 1, Fig. 3, Fig.4) Aceste activitati presupun mai intai descoperirea
lucrarilor expuse in muzeu specifice artei tribale, (Fig. 2) realizate pe scoartd de
copac sau pe panza, analiza simbolurilor si miturilor aborigenilor, dupa care
realizeaza propriile lucrari inspirate din experientele dobandite. In aceste ateliere
pot participa inclusiv si copii cu dezabilitati motorii si cognitive, facdnd din
muzeu un spatiu incluziv. [10,11,12]
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Figura 2: Exponate de arta tribala,
Musée du Quai Branly din Paris [10]
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F1gura3 Anutul atelierelor [12] ‘ Figura 4: Anutul atelierelor [12]

Pentru educabilii de la 12 ani muzeul propune utilizarea aplicatiei ,,Museum
Investigation”. [18] Aceasta permite utilizatorilor sa exploreze muzeul prin
intermediul unei tablete, sd se familiarizeze cu diverse culturi si sa rezolve
mlstere (Flg 5, Flg 6)

Figura 5: Aplicatia Museum Investigation Figura 6: Aplicatia Museum Investigation
[18] [18]

Pentru elevii de liceu, institutia propune un program de cercetare pentru un
an scolar. Scopul acestui proiect este explorarea lucrarilor din muzeu ghidata de
profesionisti din domeniu (cercetatori, istorici, antropologi, angajati ai muzeului)
pentru a Intelege mai profund artele si civilizatiile Africii, Asiei si Americii si a
dezvolta interesul pentru culturd, prin intermediul diferitor forme de exprimare
si evenimente (instrumente digitale online, expozitii organizate in institutiile lor,
etc.) [11]

Victoria and Albert Museum din Londra, Marea Britanie, ofera
posibilitatea completarii aspectelor traditionale cu cele moderne. Educabilii pot
analiza, atat fizic cat si virtual diferite artefacte istorice, bijuterii, textile,
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ceramica, dupa care pot participa ocazional in cadrul atelierelor de creare a
bijuteriilor digitale prin modelare (Tinkercad) si imprimare 3D, inspirate din
forme traditionale din colectie sau modernizate, aplicand finisaje proprii. [25,26]
Un exemplu in acest sens a fost atelierul ,,Digital Jewellery”, realizat de Silvia
Weidenbach, artistd si angajata institutiei care realizeaza bijuterii inspirate de
fractali. (Fig. 7, Fig. 8)

= = 25

Figura 7: Bijuterii realizate in cadrul Figura 8: Bijuteriile Silviei Weidenbach:

atelierelor, Victoria and Albert Museum din Londra [26]
Victoria and Albert Museum din Londra [25]

Pentru adolescenti (13-15 ani), muzeul ofera posibilitatea realizarii unor
ateliere online 1n care invata tehnici de modelare 3D specifice arhitecturii, prin
instrumente digitale gratuite. Inspiratie pentru aceste ateliere sunt expozitiile din
cadrul muzeelor. [5, 26]

De asemenea muzeul organizeaza anual saptamana Weekend-ului de
Design Digital. In aceastd perioadd sunt organizate workshop-uri gratuite,
instalafii interactive, experiente imersive, pentru toate varstele, dedicate
celebrarii artei si designului digital contemporan.

Un alt muzeu care oferd activitati pentru publicul de varsta diferita este
Rijksmuseum din Amsterdam, Olanda. In incinta lui existd un centru educational-
Teekenschool. Acesta promoveaza conceptul ,,Learn to look by doing”/,,Invata
sd privesti prin a face” si oferd posibilitatea educabililor (copii, adolescenti,
tinerilor) sa participe in programele educationale care includ: workshopuri,
cursuri de desen, fotografie, proiecte bazate pe explorarea colectiilor muzeului si
realizarea propriilor lucrari. [21,25] Un exemplu 1n acest sens sunt atelierele de
modelare 1n lut, propuse copiilor cu varstd intre 5-12 ani, insotiti de un parinte.
Acestia, analizeaza picturile muzeului, realizeaza schite preliminare, dupa care
creeaza propriile lucrari inspirate din colectiile muzeului. [26]

Nu mai putin captivante sunt activitatile propuse de muzeele din Statele
Unite ale Americii, in care noile tehnologii sunt introduse cu succes de cateva
decenii, Tn majoritatea Statelor, completand activitatile traditionale cu cele
inovative, iar accesul la multe dintre ele este gratuit.

Muzeul de Arte din Cleveland (CMA) are variate exponate, grupate pe
perioade istorice si civilizatii. Datoritd dimensiunii sale impunatoare, acesta ofera
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o tabld senzoriald (touchscreen) interactiva, ArtLens Wall, care afiseaza toate
lucrarile de arta din colectia permanenta, oferind posibilitate vizitatorilor sa
creeze propriile tururi personalizate. (Fig. 9, Fig. 10)
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Figura 9: ArtLens Wall, CMA Figura 10: ArtLens Wall, CMA
Sursa: arhiva personala Sursa: arhiva personala

Acest muzeu oferd mai multe studiouri de artd traditionald, cat si de
explorare a tehnologiilor inovative, in cadrul carora se desfasoara ateliere
interactive, concepute pentru a stimula creativitatea si pentru a Incuraja invatarea
prin explorare practicd. ArtLens Studio, este un studiou inovativ din cadrul
muzeului, dotat cu planse si dispozitive digitale interactive In care educabilii pot
aplica cunostintele obtinute in urma vizionarii expozitiilor in diverse activitati
interactive: simularea digitala a modeldrii vaselor din ceramicd, realizare
portretelor digitale, realizarea compozitiilor digitale prin intermediul miscarilor
si care imbind mai multe simturi, precum si jocuri in baza creatiilor artistilor.
Activitatile pot fi realizate de educabili independent sau alaturi de parinti sau
angajatii muzeului. (Fig. 13)

Una dintre activitatile realizate in acest studiou sunt cele de modelare a
vaselor de ceramice intr-un mediu virtual in care utilizatorul poate explora
principiile designului tridimensional, proportiei si simetriei. (Fig. 11) Acesta are
in fatd un ecran vertical pe care se afiseaza un obiect tridimensional, o masa
asemandtoare cu roata olarului care serveste drept interfata tactila, care permite
utilizatorului sa modeleze forma tridimensionala afisata pe ecran, prin miscari
sau comenzi tactile, imitand gesturile specifice modelarii lutului. Acesta poate
ajusta dimensiunea, curburile si aplica elemente de design pe obiect. (Fig. 12)
Vizitatorul poate intelege caracteristicile tehnicii, consecutivitatea realizarii
elementelor fara echipamente, instrumente si materiale suplimentare pe care le
impune varianta traditionala. Astfel, aceasta activitate combind cu succes aspecte
de arta traditionald cu tehnologia digitala, dezvoltand perceptia volumetrica in
randul educabililor.
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Figura 11: ArtLens Studio, Figura 12: ArtLens Studio, Figura 13: ArtLens Studio
CMA Sursa: arhiva personala Modelare virtuala

Modelare virtuala

Tot in cadrul acestui atelier inovativ, vizitatorii pot realiza portrete digitale
cu ajutorul ecranului tactil, combinand expresia artistica traditionald cu resursele
digitala interactivitate. Educabilul utilizeaza un ecran tactil, desenand direct cu
degetul. Imaginea obtinutd este proiectatd pe un panou vertical, amplificand
experienta vizuald. Aceastd metodd pastreazd spontaneitatea si plasticitatea
liniilor, care imitda desenul in carbune, transpunandu-le intr-un context
tehnologic. (Fig. 14, Fig. 15) Vizitatorul exploreaza intregul proces fara a avea
nevoie de resurse suplimentare, procesul fiind la fel de important ca produsul
final.

Figura 14: ArtLens Studio, Figura 16: ArtLens Studio, Figura 15: ArtLens Studio,
Portret digital Portret digital Compozitie digitala
Sursa: arhiva personala, Sursa: arhiva personala Sursa: arhiva personala

La fel de captivant este si realizarea compozitiilor digitale prin intermediul
limbajului corpului. Aceasta activitate implica nu doar mainile, fiecare miscare a
membrelor devine un instrument de comunicare artistici. In timpul miscarii
ecranul care se afld in fata, reprezintd linii plastice fara a fi atins, iar in baza
caracterului miscarii, selecteaza culorile asociate acestor miscéri, combinate cu
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un fondal sonor. (Fig. 16) Aceasta relatie dintre senzatiile, simturile implicate,
care se completeaza in plan afectiv, creeaza adevarate experiente sinestezice.

De asemenea, vizitatorii se pot implica in jocuri interactive si colaje digitale,
printre care puzzle-urile in baza lucrdrilor studiate in muzeu. Activitatile bazate
pe experiente ludice in care sunt implicati, potenteazd procesul educational,
facandu-1-1 mai acces si atragator.

Aceste inovatii sunt aplicate in majoritatea marilor muzee de arta din SUA,
unele din ele fiind incluse si in sdlile expozitionale, nu doar 1n ateliere separate.
In acest sens, oferim drept exemplu Muzeul din Cincinnati, SUA. (Fig. 17, Fig.
18, Fig. 19, Fig.20)
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Figura 17: Activitatile interactive din sala Figura 18: Activitatile interactive din sala
expozitionala, Muzeul de Arte din Cincinnati  expozitionald, Muzeul de Arte din Cincinnati
Sursa: arhiva personala Sursa: arhiva personala

In una din silile cu exponate specifice civilizatiei elene, in timp ce
vizitatorii analizeaza artefactele din diferite perioade, pot transpune cunostintele
obtinute prin intermediul unor activitati interactive pe ecrane cu senzori, in care
educabilii pot identifica tipurile de vase specifice: amfore, cratere, etc., dar si
elementele specifice ale acestora - forma, culoarea, motivele ornamentale si
ulterior pot decora un vas in format digital. De asemenea pot vedea pe ecran
exponatele clasificate pe perioade, facand Invatarea mai usoara. (Fig. 17, Fig. 18,
Fig. 19, Fig.20)

Figura 19: Decorarea digitala a vaselor Figura 20: Decorarea digitala a vaselor
inspirate din cultura elend, Muzeul de Arte inspirate din cultura elend, Muzeul de Arte
din Cincinnati din Cincinnati
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Aceste tehnologii corespund nevoilor muzeelor, oferind experiente

captivante, o interactiune eficientd intre muzeu si vizitatori si amplifica rolul
educativ al muzeelor.
Alte tehnologii care vin sd Imbunatiteasca experientele muzeale sunt muzeele
virtuale, aplicatiile digitale muzeale, Realitatea Augmentatad si Virtuala, care se
completeazd reciproc. Acestea nu sunt folosite pentru a Inlocui exponatele si
multe perspective. Una din ele este eliminarea barierelor lingvistice pentru turisti
si pentru persoane din medii culturale diferite, prin faptul ca sunt accesibile in
mai multe limbi de circulatie internationale, oferind posibilitatea directd fara
serviciile unui ghid, care ar reprezenta un cost suplimentar.

Aplicatiile muzeale sunt folosite incd din anii 2000, ghideaza vizitatorii
prin spatiile muzeelor, oferind informatii suplimentare cu referire la exponate,
permitand explorarea in ritm propriu si permitand selectarea traseului individual.
In ultimul deceniu acestea ofera posibilitatea combinarii mediul real cu continut
digital dinamic si interactiv, folosind dispozitive purtabile pe cap, camere, QR-
coduri, ghiduri audio, senzori GPS si conexiune la internet prin dispozitive
mobile, trezind interes in special publicului tanar [6, p. 67; 24, p. 22]

Datoritd faptului ca multi tineri in cadrul vizitelor scolare nu au vizitat
anterior muzeele, pot Intalni dificultati in intelegere, fard ghidare si cunostinte
cu referire la subiect. Aplicatiile mobile servesc drept instrument de introducere
in lumea obiectelor expuse si de stimulare a implicérii in relatie cu exponatele.
Vizitatorii sunt invitati sa interactioneze cu expozitiile de artd prin intermediul
telefoanelor, oferind posibilitatea reutilizarii, remixarii, distribuirii si a
descarcarii imaginilor. [6, p. 67; 24, p. 22] Acestea sunt diferite, iar fiecare tara
are propriile preferinte in legatura cu utilizarea acestora fiind orientate spre public
diferit. Unele insa sunt atat de captivante incat trezesc interes si sunt utilizate in
mai multe tari.

Useeum este o aplicatie mobild Daneza, accesibild in mai multe limbi,
conceputa pentru a fi folosita de vizitatorii mai multor muzee atat in incinta lor,
cat si in alte locatii istorice sau de divertisment. Prin intermediul ei utilizatorii
ca portal de procurare a biletelor. De asemenea poate servi ca ghid audio, suport
pentru scanarea QR- codurilor pentru a activa mai multe informatii privind
exponatele (texte, filme, audio), dar si modalitati de fixare a cunostintelor in urma
analizarii acestora prin intermediul jocurilor interactive. Un exemplu 1n acest
sens este ,,The Museum Mystery”, in care vizitatorii trebuie sa rezolve o sarcina,
ghicitoare intr-o expozitie. [23; 6, p. 69]

Una dintre primele aplicatii destinate copiilor si familiilor in Norvegia este
Kunstporten. [6] Aceasta a fost lansata in 2013 si a fost inspiratd de abordarea
educationala bazatd pe dialog. La dezvoltarea au contribuit sapte muzee
norvegiene. Aplicatia combind explorarea digitald cu interactiunea fizica si ajuta
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educabilii sa creeze legaturi vizuale intre lucrari, sd identifice aspecte comune si
distincte ale exponatelor, dar si sd descrie, deseneze si sa fotografieze.

In ultimii ani, muzeele au recunoscut si implementat potentialul realitatii
augmentate si al realitatii virtuale. ,,Street Museum” este o aplicatia de realitate
augmentata conceputa pentru Muzeul din Londra. Aceasta utilizeaza fotografii
alb-negru ale colectiilor muzeului, suprapunandu-le peste cele ale strazilor
actuale, (Fig. 21, Fig. 22) pentru a intelege cum arata orasul in trecut. [24, p. 45]

T

Figura 21: Reprezentarea Lohdrei prin RA, Figﬁra 22: Reprezentarea Londrei prin RA,
Muzeul din Londra [24, p. 45] Muzeul din Londra [24, p. 45]

In Tarile de jos, Rijksmuseum din Amsterdam, oferd diverse experiente
interactive. Muzeul a creat o aplicatie, dedicata activitatilor artistico-educative in
familie numita ,,Family Quest”. Acesta presupune un joc care necesitd implicarea
a doi sau patru jucatori si este nevoie ca participantii sa utilizeze un dispozitiv
digital in muzeu. (Fig. 23, Fig. 24) Ofera posibilitate participantilor sd se simta
exploratori, descoperind secretele obiectelor muzeale. Succesul activitatii este
bazat pe colaborarea in echipa [21; 24, p. 45]

\ P

Figura 23: Aplicatia ,,Faily Quest” [21] Figura 24: Aplicatia ,,FémilyQuest”. 21]

In context mondial, existd mai multe programe (Erasmus+, USAID) care
vin sd sprijine muzeele si institutiile culturale in adoptarea instrumentelor
tehnologice inovative, pentru a implica publicul si a prezenta colectiile lor.
Printre ele este MuseumAR, care propune sd reducd decalajul dintre lumea
muzeelor si cea a educatiei, instruind profesorii, angajatii muzeului, pentru
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integrarea instrumentelor digitale, software si scenariilor de activitate pentru
integrarea AR 1n practica educationald si culturala. [7]

Aceste tendinte mondiale, se implementeaza gradual si in Republica
Moldova. In 2022, a fost lansat programul ,,Muzeele Viitorului”. Scopul acestuia
este integrarea tehnologiilor inovative, precum aplicatiile digitale, experientele
imersive bazate pe RA si RV, metode digitale si de new-media art,
holograme/streaming in timp real, senzori (miscare, sunet, atingere).

Proiectul asigura conexiunea dintre specialistii din industriile creative si
muzee pentru crearea continutului cultural digital inovator. Datoritd acestui
proiect, a fost posibild crearea unor noi experiente care imbind traditia cu
modernitatea si explorarea sinesteziei in artad prin intermediul resurselor digitale.
(8,9, 13]

Oxana Cépatind si Anastasia Nicusin au animat 10 lucrari cu tehnologiile
RA (realitate augmentatd) si RV (realitate virtuald) a intemeietorilor Scolii
basarabene de arte frumoase (Vladimir Ocusco, Dimitrie Sevastianov, Auguste
Baillayre, Eugenia Malesevschi, Ada Zevin, Igor Vieru, Valentina Rusu-
Ciobanu, Mihail Grecu, Aurel David si Mihai Petric) au fost readuse la viatd prin
AR. [8,9]

Pavel Braila a animat picturile ,,O zi de Toamnd” de Mihail Grecu si
,Prietenia” de Valentina Rusu-Ciobanu, prin intermediul realitatii virtuale care
amplifica experienta senzoriala. Aceste lucrari au fost expuse in cadrul expozitiei
augmentate ,,Arta prinde viata”, realizate in incinta Muzeul National de Arta al
Moldovei. Expozitia devenitd una permanentd, poate fi admirata cu ajutorul
tabletelor interactive si ochelari de realitate virtuald (RV), cu care a fost asigurata
institutia prin intermediul proiectului Muzeele Viitorului, aldturi de alte 18 muzee
nationale si regionale. [8,9]

Fig.26 ex. Ministrul Culturii, Sergiu Prodan
la deschiderea expozitiei ,,Arta prinde viatd” [8]

Fig.25 Aplicatia Artivive [14]

Aceasta poate fi exploratd si propriul telefon si in alte locatii, nu numai in
muzeu, descarcand gratuit aplicatia ,,Artivive”. Prin intermediul aplicatiei,
lucrarile prind viata, unele elemente se misca, picturile sunt Insotite de un suport
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audio cu un fondal sonor si descrierea lucrdrilor in limba engleza, conectand
perceptia vizuald cu alte simturi si senzatii. (Fig. 25, Fig. 26) Aceastd aplicatie
cuprinde lucrari ale mai multor muzee din Republicd, din Romania, dar si din alte
tari.

Aceste aspecte Tmbogatesc experientele oferite unui public larg, inclusiv a
turistilor, tinerilor si vin sa completeze aspectele traditionale cu cele inovative.

Desi tehnologiile inovative devin omniprezente in viata noastra, iar
beneficiile lor educationale sunt evidente, atat in educatia artistica cat si in cea
muzeald, acestea sunt privite cu scepticism. Inovatiile digitale nu vin sa
inlocuiascd aspectele traditionale ale artei, dar le extind, facilitdnd invétarea
interactiva si experientiald. Acestea transforma muzeului dintr-un spatiu fizic, in
unul de formare a identitdtii culturale care imbina eficient si armonios traditia cu
modernitatea.
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Abstract. Every people have centuries-old traditions preserved and perpetuated
from generation to generation by its members. These traditions are transmitted through
various channels — ethnography, folklore, visual arts and fine arts. The connection with
folk traditions is closer and more visible among peoples with an agrarian way of life in
which a “rural” mentality persists. The rural environment has strongly influenced the
artistic vision of artists from the Romanian-Bessarabian space, who have resorted to
various subjects from ethno-folklore in their creations. A special interest in this theme
has been observed in plastic art from the Republic of Moldova since the 1960s. Artists
approach subjects that reflect the traditions, customs, and customs of our people. They
interpret such “eternal” subjects through the prism of their own visions and render them
in a varied plastic language — monumental-decorative, symbolic-philosophical, etc.
(Hospitality (1967), Recruits (1964-1965), M. Grecu, Popular Theater — Malanca
(1973), E. Bontea, Engagement Time (1970), I. Vieru, Miorita (1988), E. Rotaru, Casa
Mare (1987), E. Ajder, Christmas with the Star and the Little Red Riding Hood (2016),
M. Statnii, The Third Day of Easter (2020), G. Soitu, etc.).

Some artists focus on subjects that reveal national spirituality (Barbu Lautaru
(1968-1970), Mesterul Manole (1981), 1. Vieru, Mesterul Manole (1993), 1. Zderciuc,
Ancestral, 1. Platon, (2005), Goddess of Abundance E. Samburic, (2019), The Thinker
E. Brigalda, Writing (2001), A. Lazarev, Portrait of the poet G. Vieru (1972), Portrait
of the writer I. Druta (1972), V. Rusu Ciobanu, M. Eminescu's monument (1996), Tudor
Cataraga, etc.).

A motif of national identity is the land of the ancestors with its "local" nature,
reflected in the landscape through images of hills and hills, with rural architecture
(churches, houses, gates, fountains), and urban with historical and artistic value
(Moldovan House (1970), Old Mill (1975), M. Grecu, Mill at Cernoleuca (1967), L.
Vieru, Red Mill (1987), V. Mosanu, White Church (1992), P. Jereghea, Water Castle
(2021), N. Procop, etc.).

The plastic arts of the Republic of Moldova reflect the Romanian artistic cultural
treasure and contribute to the transmission of the aesthetic and spiritual values of our
people.

Keywords: creation, artist, plastic expression, national value, people.
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Problema valorificarii patrimoniului cultural national asistd in vizorul
artistilor romani-basarabeni din a doua jumatate a secolului XX. Acest
patrimoniu cultural national este prezent ca un fir rosu in creatia unor artisti
plastici din Republica Moldova, care prin opera lor pastreaza si transmit aceste
valori ce isi au izvorul in filonul traditiilor populare. Se cunoaste ca, conexiunea
cu traditiile populare este mai stransd la popoarele care duc un mod de viata
agrar, in care prevaleazd o mentalitate ,,rurald”. Mediul ambiental ,,rural” si-a
lasat amprenta si asupra mentalitatii artistilor plastici din Republica Moldova, ei
inspirandu-se si apeland la subiecte ,,nationale” cunoscute din copilarie. Artistii
plastici reflectd in lucrdrile lor traditiile si obiceiurile populare, studiaza si
pastreaza tezaurului cultural-artistic specific acestui areal (La joc (1957),
V. Rusu Ciobanu, Hora (1964), V. Obuh, Martisor (1972), 1. Vieru, Martisor
(1998), A. Negura, Poarta bunelului (2022), Gh. Soitu, s.a.). Traditiile oricarui
popor inglobeaza intreaga sa experientd - religioasda, sociald, cosmica,
psihologica, si sunt generate atat de spiritualitatea nationald, cat si de cultura
materiala a oamenilor. Ele pot fi transmise prin diverse filiere — etnografie,
folclor si arte vizuale. In artele plastice din Republica Moldova, interesul sporit
pentru traditiile populare a determinat transformari importante in conceptia
esteticd si perceptia despre lume a artistilor. Incepand din anii *60 ai secolului
XX, artistii romano-basarabeni se orienteaza spre filonul ,.etnografic” al
folclorului plastic national, desi incd in a doua jumatate a deceniului sase G.
Sainciuc a folosit in tabloul sdau Masa mare (1954-1960) (Fig. 1) o optica
folcloricd cu imagini generalizate si decorative, unde este reflectat unul din
obiceiurile importante din viata omului ,,Nunta”, eveniment ce consolideaza
temelia comunitafii prin unirea tuturor membrilor ei §i care sugereaza
continuitatea vietii (Nunta (1965), E. Rotaru, Tinerii (1966), V. Zazerskaia,
Nuntasii (1967), G. Guzun, Caldaretii (1971, tapiserie), L. Odainic, s.a.). In
lucrarile cu tematica ,,etnofolclorica”, plasticienii Incearca sa releve aspectul
spiritual si moral al problemelor existentiale, abordand, indeosebi, subiecte
eterne si atemporale - ritualuri legate de nuntd si moarte, numeroase datini
populare, copacul si spicul de grau, pamantul cu propriul destin, dorul nestins
catre frumos s. a. - M. Grecu, Ospitalitate (1965-1967), Recrutii/ Petrecerea
(1964-1965) (Fig. 2), Masa pomenirii (1976), Nunta de aur (1987), ciclul
,Portilor” — Portile inimilor, Portile pdcii, Portile mdahnirii, Poarta privirii,
Portile stramosilor, Poarta celor doua lire, Portile ce vegheaza, Poarta Orheiul
Vechi (1977), Ritualul petrecerii recrutilor satului Valeni (1986); E.
Romanescu, Pregatiri pentru intampinarea eroilor (1975); 1. Vieru, Balada
despre pamant (1969); E. Bontea, Teatrul popular — Malanca (1973) (Fig. 3),
Dansul zestrei la Camenca (1987); M. Statnai, Calutul (1989), Craciunul cu
Steaua si Colinde (2016), Seara de Anul Nou in Moldova (2020); S. Vranceanu,
Malanca (1971, tapiserie); S. Zamsa, Colinda (1994); N. Bichir, Sarbatori de
pasti (1999); A. Negurd, Colind (2000); Alexandru Tinei Bocetul (1998;
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Performance, acompaniat de sunete de toba si bocetul ritualic de inmorméantare
al getilor interpretat de surorile Osoianu) (Fig. 4); Gh. Soitu, 4 treia zi de pasti
(2020) s.a.

Alteori, artistii plastici contemporani recurg la valentele estetice ale
folclorului, pentru a prezenta teme comune - peisaj, scene de gen, compozitii
tematice etc.-, ,,impuse” la acea vreme de guvern, transpunandu-le prin prisma
propriilor trairi. Apeland la fondul psihologic al poporului nostru, plasticienii
conferd tematicii ,,nationale” o noud interpretare, accentul fiind pus deseori pe
intensitatea trairii emotionale (Baiatul cu boi din tripticul ,.Istoria unei vieti”
(1967), Ciutura de aur (1976), Descoperirile Orheiului Vechi (1977), M. Grecu,
Poarta la Orheiul Vechi, 1. Morarescu, Gustul vinului, (vitraliu din restaurantul
,Prietenie”), F. Hamuraru, Motiv popular (2017), 1. Ciobanu, s.a.).

7z
Fig. 3. Teatrul popular-Malanca, 1973, Fig.4. Bocetul, 1998, A. Tinei, [4, p. 16]
E. Bontea.

In perioada contemporani, in arta nationald se pune accent pe exprimarea
Eului propriu al artistului, unde primordialitatea este acordatd mijloacelor de
exprimare - colorit, forma liniilor, factura tuselor, structura compozitionala.

Aceastd transfigurare ale artelor plastice se datoreaza, in parte, artei
unionale, care la acel moment se racordeaza unor valori estetice cu puncte de
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tangente In fondul etnofolcloric (al fiecarei republici unionale) [2, p. 60]. Noua
viziune isi manifestd caracterul ,,inovator” prin adresarea la unele mijloace
plastice specifice artei populare (decorativism, monumentalism, rigiditate si
simplitate a formelor, desen naiv, expresiv s.a.) (Moara la Cernoleuca (1974)
(Fig. 5), Vanturi basarabene (1979), 1. Vieru; Margaritare (1967) (Fig. 6),
Gagauzoaica (1972), Ada Zevin, Cor satesc (1968, tapiserie), M. Saca-Racila,
Plai (1988), L. Odainic, s.a.).

S il s ki)
Fig. 8. Ospitalitate, 1965-1967, M. Grecu

Fig. 7. Miorita, 1977, E. Bontea

Decorativismul si caracterul picturii naive se intalneste aproape in toate
lucrarile picturale din anii’60 ai sec. XX, unele avand detalii sugestive specifice
tesaturilor populare, altele, imprumutate din arhitectura rurala [11, p. 53]
(Natura statica pe covor vechi (1964), Miorita (1977) (Fig. 7), E. Bontea,
Compozitie decorativa (1964), V. Rusu Ciobanu, La portita (1967), V. Cojocaru,
Poarta din Butuceni (1987), L. Tonceva, Arhitectura taraneasca (1993; tehnica
mixtad: hartie, paie de grau, stofd), A. Lazarev, Motive moldovenesti (1979),
Doina (1990), M. Saca-Racila, Primavara (2017), 1. Ciobanu, Mahalaua de
acasa E. Ajder s.a.). Cu certitudine, modul in care tematica ,,populard” a fost
reflectatd 1n creatia plasticienilor si maniera de realizare a ei, cunoaste anumite
fluctuatii ce variaza pe parcurs de la un artist la altul si de la un gen de arta la
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altul (Mulsul oilor (1922, lemn), A. Plamadeala, Fata la geam (1954), V. Rusu
Ciobanu, mozaic de pe fatada hotelului ,,Struguras” (1965), A. David, Roada,
Inima canta (1960), Pacala si Tandala (1966), 1. Vieru, larna copilariei, 1.
Platon, Peisaj de iarna/ Colind (2008), E. Robu, Noapte cu luna, V. Bolboceanu
s.a.). In faza ,exploziei etnografice” arta (pictura, tapiseria) capati un caracter
postimpresionist sau chiar fauvist, ce este in concordanta cu caracterul optimist,
energic al poporului nostru (Zi de sarbatoare in sat (1965), E. Romanescu,
Sarbatoare (1984, tapiserie), E. Rotaru, Traditii populare (1980), Masa mare
(1982, tapiserie), L. Goloseeva s.a.). Desi la prima vedere, toate procedeele
folosite par a accentua o anumitd dispozitie, emotie, dublatd si de aspectul
narativ al imaginii, in fond, ele exprima anumite calitati de baza ale poporului
nostru. Spre exemplu, tabloul Ospitalitate (1965-1967), (Fig. 8) de Mihai Grecu,
aminteste de obiceiul poporului nostru de a Intampina cu bucurie oaspetii la
poartd sau in fata casei, exprima calitatile lui spirituale, bunitatea, sinceritatea,
puritatea, generozitatea. Prin mijloacele plastice folosite, indeosebi, a gamei
cromatice extrem de deschise in tonuri de alb, artistul a evidentiat atmosfera
morald a poporului nostru, clasand subiectul nu intr-un spatiu-eveniment
concret, ci in unul, spiritual. Desi aparent, subiectul este unul comun pentru
mentalitatea noastra, M. Grecu i-a conferit prin structura cromatica folosita, un
sens metaforic, ce releva caracterul si constiinta poporului roman [3, vol. I,
p. 75].

Si in tabloul Mesterul Manole (1981) realizat de Igor Vieru, folosirea
tonalitatilor deschise al albului nuantat are menirea sia scoatd in evidenta
seninatatea si preocupdrile pasnice ale poporului roman, sd accentueze o stare de
spirit Tnaltd a eroului. Pentru amplificarea expresivitdtii limbajului metaforic,
pictorul apeleaza la redimensionarea spatiului spiritual prin utilizarea dipticului.
Aceste rezonante mitice ale eroilor spirituali ai neamului se intrevad in chipul
anumitor personaje-sintezd care incorporeaza idealurile etice si estetice ale
poporului roman (Dragaica (1974), 1. Vieru, Miorita (1967), Mesterul Manole
(1986), 1. Bogdesco, Fat-Frumos si pasarea Maiastra, Fat-Frumos si Ileana
Cosdnzeana (1982-1984, vitralii din Palatul Republicii si din biblioteca
,,Onisifor Ghibu”, Chisindu), F. Hamuraru, Balada ,, Miorita” (1985), S. Beiy,
Miorita (1988, tapiserie), E. Rotaru, Haiducii (1987), 1 Cojocaru, Stramba-
lemne, (Fig. 9) L. Dubinovschi, Mesterul Manole (1993), (Fig. 10) 1. Zderciuc,
Manole (1995), T. Cataraga, Mesterul Manole (2000, tapiserie), A. Negura, s.a.).
Deseori, aspectul polivalent al continutului este exprimat prin intermediul
alegoriei si a metaforei, artistii renuntand la formula literar-narativa a imaginii.
Plasticienii se racordraza spre ,,zona etnofolclorica” si relevd nu doar unele
motive ce {in de traditia poporului nostru, ci sugereaza subtil si unele valori
morale si spirituale ale lui (Cap de moldoveanca, C. Cobizeva, Limba noastra
(1997), Legenda I (2006, ulei pe panza), A. Negurd, Balada cu ingeri (2016,
diptic), E. Ajder s.a.).
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Fig. 9. Stramba-lemne, L. Dubinovschi Fig. 10. Mesterul

anle, 3, 1. Zderciuc

In plan conceptual, artistii plastici incearcd si patrunda mai profund in
esentele problematicii identitatii nationale sub aspect filosofic, s@ intruchipeze
idei de ordin spiritual, unde diversele materiale folosite (lemn, sticla, argild, 1ana
etc.) se asociazd cu pamantul, apa, circuitul vietii (Ancestrala, V. Tecuci,
Ancestrala/ Arhaica, (Fig. 11) L. Platon, Zeita belsugului (2005), (Fig. 12), Geia,
Geia II-1II (2008-2019), Continuitate/ Samanta vietii (2019), E. Samburic,
Eternitate (1998-2002), Gdnditorul (2019), E. Brigalda, Arheologie (1992-
1999), Pasare (1999), T. Cataraga, Cantec de doina (2023), V. Grama, Cdantare
plaiului (1985), Arhaica (2008, u/p), A. Negurd, Motiv arhaic (pasla), Etnodor
(tapisrie volumetricd), E. Ajder, Moldova-tinut al doinelor (1975), C.
Golovinova, s.a.).

Fig. 11. Arhaica, 1996, 1. Platon Fig. 12. Zeita belsugului, 2005,
E. Samburic

Un subiect aparte il prezintd ideea de moarte, reflectatd in lucrarile Masa
pomenirii (1976), In Memoriam (1974) de M. Grecu, Nu-md-uita (2017) de 1.
Ciobanu (Fig. 13) s.a. ce poartd o semnificatie semanticd de memorie, a legaturii
omului si a pomului, unde pomul (cu fructe, pasari pe crengi) devine obiect de
veneratie ca simbol al continuitatii vietii, a energiei fortelor vitale ale naturii si
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prilej de sarbatoare. Motivul ,,Arborele vietii” este unul din cele mai importante
si frecvente 1n traditia artisticd romaneasca, el fiind prezent in ceremonii §i rituri
— la nastere, la nuntd, la moarte s.a. (Balada despre pamdnt (1969), Martisor
(1972) (Fig. 14), Vremea logodnelor (1970), 1. Vieru, Pomul vietii, ciclul
»Arbori” (2021)/ Arbore I1I (2021, tehnica mixta), A. Negura, Coloana Cerului
(2013), Axa Lumii, E. Samburic, Motiv moldovenesc (2002, Tapiserie), Amintiri
(2003), A. Uvarov, Fereastra (2012, piele), E. Peicev s.a.).

Fig. 13. Nu ma uita, 2017, foto 1. Ciobanu . Fig. 14. Martisor, 1972, 1. Vieru

Valorificarea patrimoniului cultural national in arta din Republica
Moldova este axatd, dupa cum s-a relatat deja, pe diverse subiecte, pe care artistii
le abordeaza in variate reprezentari plastice, utilizand un vocabular cand
decorativ-conventional cu stilizari si abstractizari, cAnd unul simbolic, metaforic
si care ar trebui sa trezeasca in mintea spectatorului un registru bogat de asociatii
(Poarta II (1999), A. Sarbu, Prohod (2000), Pisanie (2001), Scarta (2001),
Ritual (2003); tehnica mixta: hartie, paie de grau, stofa, Anatol Lazarev, Bunica
din Butuceni (2022), Izvorul spiritualitatii, M. Sendrea, Tdnara din Orhei
(2022), R. Negru, ciclul Pasarile (cocostarci, boboci s.a.) (1980-2000), D.
Verdianu, La morisca cea din jos (1986), A. Negura, Casa Mare (1987), Lie-
Ciocarlie (1992), E. Ajder, farfurii decorative, N. Cotofana, panoul decorativ
,»Moldova” din incinta garii centrale din Chisinau, L. lanten s.a.).

In functie de subiect, artistii incearca si scoatd la iveald axa valorilor
esentiale, sa trezeasca in sufletul spectatorului o atitudine negativa fata de rau,
un comportament binevoitor fatd de oameni, de natura plaiului natal, o atitudine
grijulie fata de valorile spirituale, dorinta de a se autoperfectiona etc. (Fericirea
lui Ion (1967), 1. Vieru, Omagiu, Traditie (2000), A. Negura, Porti la Butuceni
I-1I, I. Matei, La poarta (2022), Butuceni, D. Caisan, Momentul sacru (2022), V.
Cebotari, Alegoria pesterii, V. Frimu s.a.)

Unele lucrari au menirea de a trezi sentimentul demnitatii nationale, a
congtiintei nationale, dragostea fatd de neamul si tara sa, tendinta spre
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cunoagsterea adevarului istoric etc. (Stefan cel Mare dupa batalia de la Razboieni,
(1959-1960) (Fig. 15), V. Rusu Ciobanu, Barbu Lautaru (1968-1970), Mesterul
Manole (1981), 1. Vieru, Dimitrie Cantemir (1975), Cetatea Alba (1972-1973),
M. Grecu, Sub semiluna (1987) (Fig. 16), Amintire (1988), A. Mudrea (autorul
a incercat sa exprime meditatia sa filosofica despre existenta aproape infernala
si lipsitd de sperantd a unui popor, generalizata sub forma unei drame sociale),
Intoarcerea strabunilor (1989), V. Mosanu, Refugiatii (1992), G. Jalba, Cetditi
(1990; 1995, tapiserie volumetricd), Cetatea alba (1992, tapiserie volumetrica),
Cetate 1 (2002), A. Negurd s.a.).

Fig. 15. tefan cel Mare dupd batdlia de la Fig. 16. Sub semiluna, 1987, A. Mudrea,

Razboieni, 1959-1960, V. Rusu-Ciobanu, foto autor
foto autor

In categoria operelor axate pe reflectarea identitatii cultural-nationale se
pot include si seria de portrete ale oamenilor de creatie ai neamului nostru -
Portretul scriitorului A. Busuioc (1957-1958), Portretul actorului D. Fusu
(1963-1964), Portretul regizorului E. Loteanu (1966-1967) (Fig. 17), Portretul
poetului G. Vieru (1972) (Fig. 18), Portretul scriitorului I. Druta (1972, tratat
intr-un stil naiv, usor sarjat, cu o vadita influenta din icoana populard), Portretul
scriitorului A. Lupan (1972), Fata in rosu/ Portretul L. Lari (1975), Portretul
regizorului Vlad Druc (1975), V. Rusu Ciobanu, Portretul poetului G. Vieru
(1968), Portretul lui 1. Creanga (1969), Portretul lui V. Alexandri (1971),
Portretul poetului A. Mateevici (1975), 1. Vieru, Portretul M. Biesu in rolul Cio-
Cio-San (1971-1972), (Fig. 19) V. Zazerscaia, Portretul poetului Emilian Bucov
(1968), Elena Bontea, Ctitorii Moldovei (1987), E. Romanescu s.a.) - personajele
aparand ca exponenti emblematici ai poporului nostru.
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Fig. 18. Portretul lui Grigore Vieru, V. Fig. 17. Portretul lui Emil Lé_t_eanu,_V. Rusu
Rusu Ciobanu, 1972 Ciobanu, 1967

&.:- 1

Fig. 20. M. Eminescu, T. Cataraga, 1996 Fig. 19. Portretul Mariei Biesu in rolul
Cio-Cio San, V. Zazerscaia, 1971

Un compartiment aparte in genul portretistic il prezintd imaginea marelui
poet roman M. Eminescu, care a constituit o sursd de inspiratie ineditd pentru
diferite generatii de artisti romani-basarabeni. Artistii plastici cauta sa patrunda
in esenta personajului, a lumii lui spirituale si folosesc un limbaj expresiv-
simbolic, deseori de maniera abstracta (gravura ,, Arborele Eminescu” (1966),
Aurel David (1935-1984), Luceafarul, Portretul-bust a lui M. Eminescu (1956,
de pe ,,aleea clasicilor” din parcul Stefan cel mare si Sfant), Lazar Dubinovschi,
bustul Iui Mihai Eminescu, Dumitru Scvortov-Rusu, monumentul Ilui M.
Eminescu (1996) (Fig. 20), Mihai Eminescu (1999), Tudor Cataraga,
monumentul lui M. Eminescu si lon Creanga. Un ultim adio din Ungheni, D.
Verdianu s.a.).

Un punct de plecare in creatia oricarui artist este, dupd cum s-a mentionat
mai sus, mediul sdu ambiental, care la nivel subconstient rimane ca o amprenta
in mentalitatea creatorului pentru toatd viata si genereazd anumite stari
psihoafective (emotii, sentimente), dar si ganduri, amintiri referitor la unele
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subiecte sau imagini. Majoritatea plasticienilor romani-basarabeni sunt de
origine rurald, deci ei nu rdman impasibili la frumusetea plaiului natal, a naturii
tarii noastre cu mahalale, coline, lacuri etc. pe care le reprezinta intr-un diapazon
larg de interpretari - calme, triste, lirice, poetice, expresiv-emotionale etc.

Dragostea artistilor fata de frumusetea naturii plaiului natal, respectul fata
de mostenirea culturald nationala este vadita si in peisajul local, reprezentat de
obicei intr-o optica liric-panoramica - Dimineata in Moldova (1957), Dimineata
pe Nistru (1957) (Fig. 21), Drum spre codri (1959), Podgorii (1974), Stancile
Orheiului Vechi (1983) de M. Petric, Seara pe deal (1967), Plai natal (1969), E.
Romanescu, Luna de asupra Orheiului Vechi (1976) (Fig. 22), Luna la Butuceni
(1979), M. Grecu s.a.).

Fig. 21. Dimineata pe Nistru,1957, M. Petric, foto autor

O parte dintre artisti se concentreaza doar pe infatisarea unor imagini
poetice, realizate fie intr-o cheie romantica, fie abstractizata, ce creeaza impresia
unui sentiment de liniste, melancolie (larna (1967), V. Ivanov, Peisaj rural, V.
Cretu, Peisaj de iarna (2008), E. Robu s.a.).

Peisajele, indeosebi cele rurale scot in evidenta particularitatile specifice
ale reliefului plaiului natal, desi artistii nu se rezuma doar la redarea directd a
naturii asa cum este ea in realitate, ci 11 conferd un anumit continut filosofic,
lirico-poetic etc. In unele cazuri, peisajul formeazi o simbiozi de elemente
autohtone (case, biserici, drumuri, carari etc.) transpuse intr-o viziune artistica
modernd, de facturd avangardistd (postimpresionism, expresionism,
abstractionism etc.), In care culoarea intensd obtine deseori un aspect
metacromatic (Casa moldoveneasca (1970), Moara veche (1975), M. Grecu,
Casa albastra (1967), V. Rusu Ciobanu, Horodiste (1948), Nucarii (1967),
Moara la Cernoleuca (1967), Clopotnita de la Calaraseuca (1969), Noapte de
iulie (1972), Griji de primavara (1975), Toamna la Cernoleuca (1979), 1. Vieru,
Porti. Satul Sangera (1987), L. Toncev, Toamna provinciala (1991) (Fig. 23), L.
Platon, Biserica alba (1992), P. Jereghea, Poarta, V. Palamarciuc, s.a.).
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Fig. 22. Descoperirile Orheiului Vechi, Fig. 26. Toamna provinciala, 1991,
1977, M. Grecu, foto autor 1. Platon, foto autor

Un gen aparte 1l prezintd peisajele cu cadru arhitectural urban, indeosebi cu
»chipul” orasului Chisinau, care reflectd patrimoniul cultural national prin
intermediul arhitecturii ,,istorice” [12, p. 145] (Catedrala din Chisinau (1930),
A. Plamadeala, gravurile Biserica Mazarache, Casa din vechiul Chisinau (1932),
S. Cogan, Catedrala din Chisindu (anii’20), E. Malesevschi s.a.). In perioada
contemporana creste interesul fata de peisajul urban, deoarece odata cu trecerea
timpului, artistii devin constienti de ,,imbatranirea” caselor si a bisericilor si
totodata de cresterea valorii lor istorice, artistice si spirituale. Constructiile vechi
ale Chisindului apar in arta plasticd ca un caleidoscop cu multiple fatete, ele
reprezentdnd un oras al contrariilor, cu o diversitate de stiluri arhitecturale
(Biserica ,,Constantin si Elena” (2016), Primdvara pe strada S. Lazo (2015), V.
Ignatenco, Peisaj cu biserica ,,Sfantul Harlampie” (1990; 1997), L. Toncev,
Chisinaul vechi (1964), Chisindul noaptea (1971), M. Grecu, Moara Rosie
(1987), V. Mosanu, Casa Herta (2016), V. Grisciuc, Castelul apei (2021),
Chisinaul din amintire (2021), N. Procop s.a.).

In secolul al XXI-lea, preocuparea fatd de problema identititii nationale
persistd, ea fiind abordatd deseori intr-o cheie ,,originald”, nonconformista.
Lucrarile prezinta persistenta memoriei unui anumit mod de viata, de cultura si
mentalitate, ele exprima asociatii subtile de natura diversa (sociald, existentiala,
metafizica etc.), chiar dacd uneori trimit la anumite arhetipuri cunoscute (pomul,
apa, painea/ mamaliga s.a.). Artistii recurg la materialele non-artistice utilizate -
produse comestibile, saci/ panzd de sac s.a. (Obiecte MM (2008-2011; cu
mamaligd), (Fig. 24) Gh. Popescu, Mamaliga, D. Verdianu s.a.).
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Fig. 24 P-er-formance, 5(.)'08, G.hPopescﬁ

Concluzie. Prezenta si reprezentarea tezaurului, a identitdtii culturale
nationale in artele plastice poate fi clasificatd dupa categorii:

1) Traditii seculare — obiceiuri, datini, folclor (nasterea, nunta, moartea,
pomul vietii s.a.);

2) Evenimente istorice/ personalitati istorice;

3) Personalitati/ oameni de culturd, de artd care pastreaza, imbogatesc si
transmit tezaurul cultural al poporului nostru prin operele sale;

4) Natura/ peisajul plaiului natal (peisaj rural, urban cu arhitectura
traditionala, de cult etc.).

Prin lucrdrile sale artistii contemporani contribuie la valorificarea si
pastrarea tezaurului culturii nationale, deoarece se stie cd idealurile promovate
in societate, formeazad deprinderile, convingerile membrilor acestei societéti, le
»spiritualizeaza™ atitudinile. Artistii au rolul de salvatori ai identitatii etnice a
poporului roman, ei axandu-se pe subiecte nationale, pe probleme general-
umane, pe care le trateazd prin prisma viziunii liric-poetice si filosofice.
Prezentate in multitudinea fatetelor ideinice (simbolic-poetica, estetic-
filozoficd), traditiile populare reflectate in arta plastica basarabeand au menirea
de a revitaliza sistemul atrofiat al culturii nationale si al salva de disparitie (in
epoca modernd). Cunoasterea valorilor eterne si a culturii traditionale romanesti
(folclor, obiceiuri, datini etc.), cristalizate in mentalitatea poporului nostru,
mentine legatura ,,geneticd” dintre generatii si pastreaza tezaurul national lasat
de cétre stramosii nostri.

In prezent, tAndra generatie este adesea atasatd de norme si traditii pseudo-
culturale, fara a avea cunostinte sigure despre continutul, potentialul ei spiritual,
moral si civic-patriotic. De aceea consideram ca, arta poate sa scoata In lumina
valori eterne transmise prin traditie si folclor, in speranta revalorificarii lor, si a
racordarii consumatorului de artd contemporan la valori estetice si spirituale
veridice ce contribuie la perfectionarea individului.
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Rezumat. Costumul traditional se inscrie in permanentele universului romanesc,
a cdrui geneza poate fi urmarita, de-a lungul istoriei, in straturile succesive ale unei vechi
civilizatii. Piesa de rezistentd a costumului popular femeiesc este cimasa cu altita, care
dintotdeauna, s-a bucurat de un nalt prestigiu social, mentindnd genele noastre sociale,
cat mai aproape de constiinta.

Tesutd si cusutd din tesaturi naturale albe, camasa cu altitd are un potential
artistic Tnalt, inteles si valorificat pe masura de forta creatoare a traditiei. Totodata,
privita prin prisma psihologiei analitice a lui Carl Gustav Jung, cdmasa cu altita, prin
broderia ce o reprezinta, devine o scriere sacrd, o manifestare a miturilor si structurilor
psihice fundamentale. Fiecare cimasa este o poveste prin care este reprezentat
incongtient un arhetip cultural (arhetipul Sinelui, Eroului, Zeitei-mama, arborelui) s.a.

Carl Gustav Jung, fondatorul psihologiei analitice, a postulat cd inconstientul
colectiv este un strat al psihicului care contine ,,imagini primordiale” sau arhetipuri,
comune tuturor oamenilor, indiferent de culturd sau experienta personald, arhetipuri care
sunt conturate in broderia camadsii cu altita si sunt descrie 1n prezentul articol.

Cuvinte-cheie: camasa cu altita, broderie, arhetip, inconstient colectiv.

Abstract. The traditional blouse with altitd, has always high social prestige,
because it keeps our social genes as close as possible to our consciousness. It is the
garment that has been worn throughout history until now and it gives the feeling of
participation in the historical process. Woven and sewn from natural white fabrics, the
blouse with altita has always been loved by young women, those who considered it their
own and persevered in its improvement as in their own affirmation. Today she continues
to be present in contemporary society, as a source of cultural and social identity. Viewed
through the lens of Carl Gustav Jung's analytical psychology, the embroidery of the
female shirt becomes a sacred script, a manifestation of fundamental myths and psychic
structures.

When we speak about cultural and identitary archetypes through the lens of the
traditional blouse (camasa cu altitd), following C.G. Jung, we are referring to those
motifs, symbols, and forms that appear recurrently in popular art, being considered visual
manifestations of universal psychic structures present in the collective unconscious (the
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archetype of the Self, the Hero, the Mother Goddess). Carl Gustav Jung, the founder of

analytical psychology, postulated that the collective unconscious is a layer of the psyche

which contains 'primordial images' or archetypes, common to all people, regardless of

culture or personal experience, the archetypes that are described in the present article.
Keywords: blouse with altita, embroidery, archetypes.

The traditional blouse with embroidery on the shoulder (altitd) is the most
representative piece of the Romanian folk costume worn by women on holidays.
It is the most elaborate piece from an artistic point of view and gives character to
the whole costume. This blouse is especially preferred by girls and young women,
but also older women look good in this cloth. Its antiquity in use by our ancestors
is immemorial. However, as a landmark in time can be taken the blouses of
Dacian women represented on the ancient monuments of Adamclisi, Romania
and on the Column of Trajan in Rome, Italy. In the nearly two millennia of its
history, the blouse has been under the protection of tradition, which, as is well
known, defends patterns, structures, artistic themes, and meanings through
behavioural norms, beliefs and representations, articulating them in traditional
culture. Thus, successive generations of women have invested in this garment a
lot of creativity, talent and artistic imagination. They perfected the cut, elaborated
certain techniques and mythic specific to each of the garment, determined an
exemplary structure of the decoration, so that the blouse with altita acquired a
general utility. Along the centuries, the blouse with embroidery on the shoulder,
it was a holiday dress for millions of women. In the past, it conveyed information
about the skill and talent of the working woman the material condition and social
position of the wearer marital status. Today, it has mostly aesthetic identity and
cultural value. The social and cultural prestige that enjoyed the blouse with altitd
in traditional communities ensures them even today a special status, benefiting
from special attention in all environments: family, school, vocational and
university education.

The generations have always looked with delight at the old folk costume,
which speaks for itself about the values encrypted and perpetuated over the time.
But they are also capable to make the link between epochs, generations, visions,
by identifying from cultural realities and including in museum heritage the
treasures of symbols, meanings, texts presented differently than through writing,
through artistic means.

The blouse was raised to an aesthetic standard because the whole society
participated in the consecration and perpetuation of the tradition of the blouse with
altita. The little girls learned to sew, then when grew up they learned the basic
models of the local community in their sewing bee, and in the third stage, when
they became good connoisseurs of the field, they began to perfect, develop and
vary the shapes in the context allowed by tradition. When they went out dance
hora (traditional ring dance), as girls ready to marry, they wore blouses and
costumes of the highest proof of creativity, as that they would be noticed, first of

51



all by young men, but also by the community, how diligent and skilled in various
artistic crafts they were. The women of the social elites sewed more refined
blouses and cloths and used silk, silver and gold threads for embroidery. Those in
rural areas, especially the peasants, used coarser materials or, as the case may be,
metal threads that mimicked expensive materials in colour. The ladies of the rich
courts had time and material possibilities to sew richly ornamented blouses. But
common women, who followed them, had also quickly learned the techniques and
motives they applied to their blouses. Later, they created blouses of high artistic
attire, because they managed to impose themselves through more effort and desire
to be seen as part of the community. Thus, refinement and dexterity,
meticulousness and diligence, brilliance and insistence have historically worked
together in such a way that today we, the inheritors of these traditions, perceive
them as a common treasure.

The national costume being indissolubly connected with its bearers way of
life and trade , as well as with their geographical position, cannot be the result of
only one social class or category, of only one epoch or generation, of only one
ethnographic area; it is a summa of the creation of all social class and categories
existing as part of a nation, of all generation that evolved in time, of all
ethnographic areas, being based on the joint stock of Thracian-Gaeto-Dacian
elements [1, p. 65]. This costume had specific features, different from an area to
another, in accordance with a complex system of historical, political, social,
economic, and local factors.

Romanian men and women permanently wore the national costume from
childhood until old age, in week days, in festive days, at wedding parties or
funerals, being adequate to each of these events.

I did want to stress that the traditional costume was not only a useful cover
of the body, but also an expressive way of the people is creative vision.

The costume has an aesthetic value, first of all thought the semantic
significance of its function and through its reference to the taste and aesthetic
outlook of the ethnic group to which the folk artisan belongs [2 p. 85].

The blouse with altita is the main part of the traditional women’s costume.
It is the most expressive dress of our identity, in our close neighbourhood and
worldwide. In scientific circles, the blouse with embroidery on the shoulder
(altitd) is also called Dacian, Carpathian, Romanian, Wallachian and belongs to a
wider area that comprises historical Moldova, Muntenia, Oltenia, southern
Transilvania [3 p. 83]. Known and appreciated since ancient times, man has
constantly invested in this blouse, bestowing on it a distinct artistic personality.

Since the 19" century, thanks to its originality and beauty, it was remarked
by painters (Frederick Arthur Bridgman, Rosenthal, Theodor Aman, Nicolae
Vermont, Igor Vieru, Nicolae Grigorescu, Camil Ressu, Francisc Sirato, lon
Theodorescu-Sion and others) and photographers, and in 20" century by
filmmakers and fashion designers, in the country and abroad.
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For a long time, the question arises: is this dress only a peasant one, as it
was mentioned several times? Or was it worn, to speak historically, also by
women from other social layers? The documents of the time are not enough
consequent as to lead us to a distinct answer. Certain preconceived ideas have
guided the research. One did not comment on the fact that this blouse was attested
in the dowry inventories of boyars. They only remarked, but did not interpret, the
images of several women from the rich families of founders, wearing blouses
with altita, in the votive pictures of old church. Like the princesses, daughters of
Neagoe Basarab, from the votive picture of the Princely Church from Curtea de
Arges, dating from 1517 [9].

After a hard work of weaving and sewing, besides many other activities
performed with the feeling of an accomplished duty, they appeared in it before
people, showing the entire truth of their beauty, fused with the beauty of the
blouse. She has united society throughout the centuries because it was also worn
by women from the social elites and by women from the upper classes a little
rich. The difference was made by the materials from which the shirts were made,
especially those used to decorate them. Women from the wealthier social strata
(boyars, petty boyars, free-holders) sewed the altita with gold and silver threads.
This is why these blouses were passed down from generation to generation as but
for the wedding. Other sewing women have gold and silver metallic threads.
Towards the beginning of the 20th century, in order to increase the decorativeness
of the clothes, they made details of heights with coloured beads with sequins or
with silk threads.

Several facts support the idea that rich classes wore this dress too, in a
variant made of refined materials and decor. For centuries, while the Romanian
spirit emerged, it was the dress of its unity, including the social layers of elites
[9]. Later, it remained under the custody of the rural environment, of the
peasantry. It is necessary to distinguish, even gradually, the contribution of each
part in this common cooperation. It is known, weaving was a customary activity
in the houses of all the persons who lived in the rural environment. Weaving
fabrics and materials for clothes was a generalized activity, being practiced in
families of peasants, craftsmen, monasteries, and boyar residences. The
adornment of clothes with ornaments varied depending on the economic
condition of the family, the women’s diligence, and the local traditions [2]. The
blouse with altita was common property, but differed as general aspect, as differed
the women who stitched and wore it. Because of its refinement, the embroidery
was an attribute of girls and women from the high society. The boierii de tara
[local boyars], mazilii [petty boyars], razesii [free-holders] also wore pieces of
traditional cloth, only that they were more sophisticated, with more elaborate
ornaments, made of more expensive fabrics [1].

To generalize, the level at which research has advanced, on the one hand,
the popular ornamentation, and, on the other hand, the decoration of the
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traditional blouse with altita, in the context of traditional culture, is one that can
ensure the advancement of fundamental problem, still unresolved. It has been
shown that there is a rich fund of ornaments and ornamental compositions,
interpreted in the scientific literature; it has been estimated the number of folk
costumes hoarded in museums for preservation indefinitely; private collections
of costumes have been brought out, those from the patrimony of families, villages
[1]. The ornaments were listed at the regional level, in some works even at the
national level, the semantics of the ornamental motifs were examined from
different points of view. The growing tendency to forget the old contents of the
motifs has been accentuated.

The blouse with altita contains numerous signs and symbols, and during
the last decades, we have witnessed society’s increasing interest to pinpoint
identity marks and learn about their signification. By means of signs we transmit
and, accordingly, comprehend promptly the issued message. For the sake of
efficient communication, the universe of symbols is fully used. I mean the signs
strongly charged with significations, wherein humanity codified its past, memory,
wisdom, knowledge, abilities, and so many other civilizing properties [6].
Humankind benefits from them and progressively projects them into the future,
so that next generations might learn from them.

Among the communication codes in use, the dress, especially the blouse
with altita, one is prolific and continues to have the basic role in displaying the
bearer’s identity. All traditional blouses with altita are made of white cloth, which
provides the body with a certain hygiene [2]. The blouses are cut according to old
practices, using both economically width and length of the cloth, the parts of the
garment are adapted to the dimensions of the cloth by a lot accuracy, so that no
pieces of cloth are left unused.

The blouse is called cu altita from the abounding decoration of the sleeve,
which has three registers: altita (embroidery on the shoulder),
incretul/cretii/cretisorii (,,smoking”) and below, rdurile (,rivers”). From an
artistic point of view, altita is the most expressive area of the blouse [2]. It is
located above the shoulder, has a rectangular shape and consists of several
horizontal ornamental rows. To respect the traditional measuring system, the
decoration of altita, is the size of palm of a man’s hand.

The traditional blouse with altita is an image of the world, a myth-poetical
one, because it belongs to immemorial antiquities.

From an ornamental point of view, geometry is the dominant of altite, a
sign of their age. Among them, the motif that can be reduced to the symbols of S
(zaluta, calea ocolita, carligul ciobanului, calea robilor, sfaditele, fulgerul), the
symbols of birds, celestial stars, of cross in various representation and of highly
stylized trees have a remarkable frequency [7]. These are complemented by
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various elements that complete the ornamental band. The celestial stars, in the
form of crai [,,waxing crescent”], luceferi [morning stars], sori [suns], stele
[stars], impose themselves as a dominant group theme.

The sign of the cross is a multiple present, even if it is not always obvious.
It is dominant and is a tangible reality of the weaving and sewing process. On
altita, the cross is sewn or embroidered in several ways, which are better suited
to the creative act. Sometimes they are simple even schematic, other times they
obvious. As a main motif, along the rhomboid ones, the cross of St. Andrew is
incorporated. The image of the tree on altifa is more observable on the blouses
from the northeast of the research’s territory, which previously belonged to Hotin
County. It is one of the symbols of the ascention [8], as well as the cross, and it
appears in small, schematic, symmetrical variants. The motif of pasare [the bird]
on altita is quite common in the area of historical Moldova, being made in
different ways and techniques, which ultimately give more poetic images, without
being attributed to specific birds, which indicates their age.

Incretul, creata, crefisorii, incretitul [’smoking”] is the second well-
preserved ornamental register in the structure of the blouse. It is an ornamental
band, located below altita, usually three times narrower than it. From a decorative
point of view, it has the role of separating altita from ,,rivers” on the sleeve. It is
sewn or woven in colours that are different from the registers it separates,
preferably in the full range of shades of yellow, from pale yellow to yellow-
orange. Through them, the ,,smoking” relates to the symbolism of the earth and
femineity [2].

Raul/ raurile [the river/rivers] is the third concept of ordering and
structuring the blouse decoration in ornamental bands, as units and segments
well-integrated in the whole blouse. The rivers from blouses are imitations or
imageries of the waters of the field, of the mountains, with the symbolic
representatives of their vital essence.

The rivers on the sleeves, front and back of the blouse, no matter what
motifs they are made of, refer to the idea of water as the primary source of life
and as the cradle of the earth, in folk viewpoint. That’s why we have so many
,rivers” on our sleeves, on front and back of the blouse. Because water is
everywhere, on earth, in the sky, underground. And the land, according to the
legends, was also made of water by the Demiurge [6]. Nicolae Dunare believes
that from a chromatic point of view, each colour indicates the social status of the
woman. The yellow colour was worn by little girls [7]. The light red colour was
worn by young girls, dark red and light blue by newly married women or those
who already had children. The colour black was associated with old age or sad
events in a woman's life.

The sewn or woven symbols represented the universe, through its essential
components that make up the structure of the world vertically. A/tita corresponds
to the celestial symbolism. The ,,smoking” has the role of the earth/soil always
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ready to bear fruit, and the ,,rivers” on the sleeves correspond to the subsoil. We
must also note that in the ornamental patterns of the blouses, as well as the traditional
costume as a whole, there are no shapes that would refer to the image of the human
body, which seems very eloquent. The woman wearing the blouse is in the epicentre
of this universe of symbols that tend tu summarize the universe. Through these
aesthetic values the blouse with alfita was and is a true identity card of Romanians
through which people can express their territorial and ethnic belonging.

An important role in the embroidery of the traditional blouse with altita is
held by the cultural and identitary archetypes, which, according to the
psychologist C.G. Jung, are considered visual manifestations of universal psychic
structures present in the collective unconscious.

Viewed through the prism of Carl Gustav Jung's analytical psychology, the
embroidery becomes a sacred script, a manifestation of fundamental myths and
psychic structures [4].

When discussing cultural and identity archetypes through the lens of the
,,camasa cu altitd”, according to C.G. Jung, we refer to those motifs, symbols, and
forms that appear recurrently in folk art being considered visual manifestations
of universal psychic structures present in the collective unconscious. Carl Gustav
Jung, the founder of analytical psychology, postulated that the collective
unconscious is a layer of the psyche containing ,primordial images” or
archetypes, common to all human beings, regardless of culture or personal
experience [4].

These archetypes are not specific images but rather dynamic patterns that
manifest in various symbolic forms. In folk ornamentation, including the
embroidery of the ,,cdmasa cu altitd”, they become visible through the repetition
of certain motifs that seem to resonate deeply with the human experience. For
example, the eight-pointed star (or octagon), rosettes, the circle, and the square
are often associated with the Self archetype, symbolizing totality, integrity, and
the psychic centre of the individual [6]. The Self is the central archetype of
psychic order and wholeness, representing the potential for integrity and the
unification of the conscious and the unconscious [4]. Through its geometry and
symbols, the embroidery can be viewed as a representation of cosmic order and
integration, aspiring towards the fulfilment of individual and collective potential.
It is the goal of the individuation process, the process by which a person becomes
a whole, distinct, and indivisible entity.

As the swiss psychologist Caroline Myss, a close collaborator of Jung,
mentions, ,,the symbol of the Self often appears in the form of a circle, square, or
other mandalic shapes” [5]. Often placed centrally on the chest or sleeves, it
suggests that the wearer carries their own psychic centre visible, in an affirmation
of their essential identity.

The Spiral, frequently found in the vertical strips (rauri) of the sleeve or in
the altitd's structure, is an archetype of vital energy and cyclic change. It
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symbolizes the continuous movement from centre outwards (birth, expansion)
and from outwards to the centre (return, death/regeneration), being the visual
expression of destiny [5]. The spiral motif, present in a multitude of variations,
from simple to double or triple spirals, is another powerful archetype. Jung
interpreted the spiral as a symbol of psychological development, evolution, and
the dynamism of life. Representing the continuous movement from the centre
outwards and vice versa, the spiral illustrates the cycles of nature—birth, growth,
decline, and rebirth—and, by extension, the process of individuation [6]. The
presence of the spiral in the ie (blouse) embroidery can be understood as an
unconscious recognition of the ebb and flow of existence, the constant
transformation the human being undergoes.

The Point and the Cross (matter and spirit) are other elements rich in
meaning. The Point (the individual stitch) represents the beginning, the centre,
and unity [8]. When the points merge to form the Cross or the Quadrilateral, the
Mandalic archetype is manifested—the aspiration towards totality, balance, and
perfection. The Cross, a symbol of spatial orientation (the four cardinal points)
and the union of opposites, is an archetype of universal order [8].

The Tree of Life, although stylized, appears frequently in traditional
ornaments, including the ie embroidery. This universal archetype, present in
almost all cultures worldwide, symbolizes the connection between sky and earth,
the upper world and the lower world, life and death. It represents fertility, growth,
knowledge, and the link to ancestors and cosmic forces. In the context of the ie,
the Tree of Life can suggest a profound connection of the wearer to their roots,
ancestral heritage, and a larger cosmic order, offering a sense of belonging and
continuity [7].

Another archetype is that of the Mother Goddess. From a Jungian
perspective, this archetype refers to the universal maternal principle, which can
be both nourishing and protective, as well as destructive. It symbolizes fertility,
creativity, nature, the earth, genesis, and from an ornamental perspective, it is
found in floral motifs or stylized feminine figures. In the Jungian view, clothes
worn on the skin and those covering vital areas are often linked to the Mother
Archetype (or Great Goddess), a symbol of protection, fertility, and origin [4].
The ,,altitd”, the most densely embroidered portion covering the shoulder and
arm, the area of strength and action, functions as a magic shield against
malevolent forces (apotropaic). The blouse, being a garment made from natural
materials (white cloth), which preserves our social genes and connects us to
history, aligns with the archetype of the Mother as a cultural matrix and source of
identity. This protective function corresponds to the Mother Archetype, the one
who offers shelter and security.

The fundamental archetype of life and regeneration is that of the Eternal
Mother. In embroidery, it is visualized through rhomboidal/solid square motifs,
symbol of the matrix, the cultivated field, and fertile earth; vegetal motifs, the
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Spike (ear of wheat), the Seed, the stylized Tree of Life. These symbols, placed
especially on the chest and shoulders, have the role of conferring protection and
spiritual nourishment upon the wearer, and of connecting them to the primordial
force of birth and nature.

The geometric and solar motifs (stars, spirals, concentric circles)
embroidered on the ,,altitd” often suggest a Solar Archetype or the developing
Hero. The Hero (the wearer of the blouse) is vested with power by the protective
element (the Great Mother/Altitd), reflecting the cosmic cycle of light conquering
darkness. The Hero archetype represents the struggle for individuation, the
overcoming of obstacles, courage, and transformation [4]. It is found in stylized
zoomorphic or spiral motifs. The Shadow archetype and the Anima archetype
offer a window into the collective unconscious. These ,,ornamental archetypes”
are not merely decorative but are living symbols, loaded with profound meanings.
Studying them through the Jungian lens allows us to appreciate not only the
aesthetic beauty but also the psychological depth of our cultural heritage [5].

Furthermore, the relationship between the coloured thread and the white
cloth can be interpreted as an interaction between the conscious and the
unconscious. The white cloth, neutral and receptive, represents the maternal
womb, the undifferentiated potential, and is associated with the Anima. It is the
substrate on which life is laid. The Animus (the masculine element) is the coloured
thread (red, black, gold) that cuts and structures the cloth, representing creative
will, action, and force—elements associated with the Animus [5]. The act of
embroidering 1is, in itself, a ritual of union (conjunction), where the passive
element (the white cloth) is penetrated and transformed by the active element (the
needle and the coloured thread). This union creates an aesthetic and functional
whole (the blouse), reflecting the psychic aspiration towards Wholeness and
the Self.

Another archetype is the Shadow/The Struggle. The psyche also includes
the instinctual side, brute force, or rejected aspects — the Shadow. This energy is
integrated through motifs of strength: ram's horns or saw teeth (zig-zag); broken,
angular lines, suggest dynamism, controlled aggression, and defence.

These are not necessarily negative, but rather symbolize the capacity to
struggle and confront difficulties, offering a magical shield against negative
forces.

In conclusion, we state that the embroidery of the ,,camasa cu altitd” is not
merely a collection of motifs; it is a series of archetypal symbols whose role is to
structure the wearer's identity, integrate them into the cosmic order, and protect
them. Through Jungian analysis, the blouse reveals itself as a portable Mandala,
a psychological device that maintains the balance and spiritual continuity of a
people. Through every stitch, the people rewrite their foundational myth, ensuring
the survival of the collective memory. The embroidery, through the symbolic
integration of all these archetypes, serves as a psychological map. This is the
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process through which a person realizes their unique Self, achieving psychic
totality and integrity through the integration of the conscious with the
unconscious.

The shirt, through its ritualistic wearing (at celebrations, during major life
transitions), aids in the conscious integration of these archetypal forces. It doesn't
just clothe us; it shapes our identity.

References

1. BATCA, M. Costumul popular romdnesc. Bucuresti: Datini, 1996. ISBN -10
973-0-04723-5.

2. BUZILA, V. Retoricd vestimentard: camasa cu altiti/ Rhetoric of dress: the
blouse with ,,altita”. Chisinau: Lexicon-Prim, 2022. ISBN 978-9975163-16-3.

3. CHERCIU, L. Ia romdneasca: vesmdnt, strai, podoabd. lasi: Pim, 2021. ISBN
978-606-9097-30-4.

4. JUNG, C. G. Arhetipurile si inconstientul colectiv. Bucuresti: Trei, 2016. ISBN
978-9737079428.

5. MYSS, C. Arhetipuri. Semnificatia imaginilor arhetipale. Bucuresti: For You,
2024. ISBN 978-606-6396-73-8.

6. PRUT, C. Calea ratacita. O privire asupra artei populare. Bucuresti: Editura
Meridiane, 1991. ISBN 78-9975-108-17-1.

7. DUNARE, N. Ornamentica traditionald comparatd. Bucuresti: Meridiane, 1979.
ISBN 978-973-46-0687-0004.

8. GUENON, R. Simbolismul crucii. Bucuresti: Herald. ISBN 2014. 978-973-111-
270-1.

9. MOISE], L. Imaginea iei in cultura traditionald — aspecte estetice si imagologice.
in: III-D International Symposium Creativity Technology Marketing. Chisinau:
Bons Birouri, 2014, pp. 17-25. ISBN 978-9975-80-853-8.

Articolul este elaborat in cadrul proiectului ,,Valorificarea mestesugurilor populare in
contextul inovatiei moderne si a educatiei pentru dezvoltare durabila”, cifrul proiectului
25.80012.0807.23TC, sustinut de Agentia Nationala de Cercetare si Dezvoltare.

59



MUSEUM EDUCATION AS AN IMPORTANT VECTOR
IN DEVELOPING THE CULTURAL IDENTITY OF ARCHITECTURE
STUDENTS

EDUCATIA MUZEALA CA VECTOR IMPORTANT iN FORMAREA
IDENTITATII CULTURALE A STUDENTILOR-ARHITECTI

Tatiana FILIPSKI, dr., lector univ.,
Universitatea Tehnica a Moldovei

Tatiana FILIPSKI, PhD, University Lecturer,
Technical University of Moldova

ORCID: 0000-0002-6071-5513

e-mail: tanyafilipski@gmail.com

Angela MUNTEANU, dr., conf. univ.,
Universitatea Tehnica a Moldovei
Angela MUNTEANU, PhD, Associate Professor,
Technical University of Moldova
ORCID: 0000-0003-4671-022X
e-mail: angela.munteanul 357@gmail.com
CZU: 378.015:069=111

Rezumat. Articolul reflectda un studiu teoretico-practic centrat pe educatia
muzeald ca dimensiune importantd in procesul de formare profesionala si culturala a
artistice, premise definitorii pentru afirmarea si cultivarea identititii culturale. In
contextul actual al educatiei bazate pe experientd si interdisciplinaritate, muzeul se
afirma ca mediu propice de invdtare, menit sd favorizeze receptarea si intelegerea
operelor artistice, istorice si arhitecturale prin interactiunea directa dintre stiinta, arta si
patrimoniu. Studiul urmareste elucidarea importantei educatiei muzeale in formarea
identitatii culturale a studentilor-arhitecti prin dezvoltarea constiintei estetice si a
specialitate, studii de caz realizate 1n cadrul activitatilor formale si nonformale,
observatia participativa, fotofixdri si interviuri semistructurate cu studenti si cadre
didactice. Rezultatele obtinute au demonstrat sporirea competentelor la nivel de
cunoastere, aplicare si integrare a studentilor-arhitecti, privind realizarea educatiei
muzeale care asigurd fortificarea conexiunilor dintre traditie si inovatie reflectate in
arhitecturd, arta si patrimoniu cultural, contribuind astfel la formarea unor profesionisti
creativi, flexibili si constienti de responsabilitatea lor fatd de trecut, prezent si viitor.

Cuvinte-cheie: educatie muzeald, identitate culturala, studenti-arhitecti.

Abstract. The article presents a theoretical and practical study focused on
museum education as a key dimension in the professional and cultural formation
of architecture students, contributing to the development of aesthetic awareness
and artistic sensitivity—fundamental premises for the affirmation and cultivation
of cultural identity. In the current context of experience-based and
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interdisciplinary education, the museum emerges as a favorable learning
environment that facilitates the perception and understanding of artistic,
historical, and architectural works through the direct interaction between science,
art, and heritage. The study aims to elucidate the importance of museum
education in shaping the cultural identity of architecture students by fostering
aesthetic consciousness and artistic sensitivity. The applied methodology
included theoretical analysis of the specialized literature, case studies carried out
within formal and non-formal activities, participatory observation, photographic
documentation, and semi-structured interviews with students and academic staff.
The results obtained demonstrated an increase in the students’ knowledge,
application, and integration competencies regarding museum education, which
strengthens the connection between tradition and innovation as reflected in
architecture, art, and cultural heritage. Consequently, this process contributes to
the formation of creative, adaptable professionals who are aware of their
responsibility toward the past, present, and future.
Keywords: museum education, cultural identity, architecture students.

Introduction. In recent decades, paradigm shifts in education have led to
areassessment of alternative sources and resources for training, particularly those
involving cultural and artistic dimensions, and university education in this field
is placing increasing emphasis on the harmonious development of students,
focusing both on professional training and on the promotion of cultural heritage,
which is the main vector of national identity. In a globalized society marked by
rapid socio-cultural and economic changes, the integration of cultural heritage
into the educational process is becoming a major necessity for the promotion of
national identity. This objective is also set out in the European Union Council
Recommendation on key competences for lifelong learning (2018) [15], which
recognises cultural awareness and expression as a key competence.

Similarly, the importance of this educational dimension is also supported
by Law No. 262/2017 of the Republic of Moldova on museums [16], which
stipulates those museums are not only cultural institutions focused on research,
conservation, and preservation of museum heritage, but are also identified as
essential in the education of the younger generation.

According to the same law, museums have multiple functions: scientific,
educational, cultural, social, etc., through which they actively contribute to the
formation/development of a society's cultural identity. The educational function
of the museum can be achieved by organizing thematic exhibitions, creative
workshops, cultural mediation activities, and collaboration programs with
educational institutions. Thus, the museum becomes a privileged space for non-
formal and experiential learning, which supports and complements formal and
informal education, stimulating the mechanisms of knowledge and understanding
of national and universal cultural heritage.
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From a broader perspective, the Report on the Cultural Policy of the
Republic of Moldova (UNESCO & EU, 2021) [17] emphasizes that in order to
integrate culture and creativity at all levels of the education system, it is necessary
to establish and maintain equitable partnerships between schools, universities,
and cultural institutions to support the development of young people's cultural,
artistic, and civic skills. The same idea is presented in the Cultural Development
Strategy of the Republic of Moldova, Culture 2020 [18], which identifies free
access to cultural heritage and its use as an authentic source of education and
training for future specialists as one of its key priorities. At the same time, Culture
2020 emphasizes the role of culture in the sustainable development of society by
stimulating creativity, forming/developing awareness, moral and civic behavior,
and capitalizing on museum heritage as part of cultural identity.

Based on the above, universities in this field are encouraged to initiate and
strengthen collaboration with museums and cultural institutions, turning them
into active and dedicated partners in the process of professionalizing future
specialists. Our research conducted over several years [4; 5; 6; 7; 9, etc.] has
convinced us that such initiatives can significantly contribute to revitalizing the
educational process and stimulating learning based on the interconnection of
science, technology, and art, and that collaboration between the social and
educational institutions involved can be successfully achieved by applying the
following principles:

e the principle of respecting diversity of opinion;

e the principle of ensuring equal and fair access to all educational activities;

e the principle of achieving harmonious interactions that are accepted by all
partners;

ethe principle of promoting effective and transparent communication
between participants;

ethe principle of clearly defining the roles of each participant in joint
actions;

e the principle of coordinating cooperation between partners so that their
interaction is balanced, fair, and productive.

By implementing these principles, collaboration becomes a dynamic and
structured process that not only facilitates the active participation of all actors
involved, but also supports the formation of an educational climate oriented
towards knowledge, understanding and promotion of museum heritage, designed
to ensure compliance with the Standards and Guidelines for Quality Assurance
in the European Higher Education Area [19] and to respond to the social,
economic and cultural challenges of the 21st century.

Shaping the cultural identity of architecture students by capitalizing on
museum heritage in the context of creative practice: some pedagogical
principles and strategies
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A comparative analysis of several definitions and theoretical
interpretations [1; 2; 3; 10; 11; 12; 13, etc.] of the concepts of cultural identity,
museum, and museum heritage has allowed us to identify relevant meanings in
which cultural identity can be understood as an expression of an individual's or
group's belonging to a system of values, traditions, and symbols that reflect a
common cultural heritage and determine how reality is perceived and interpreted,
and the museum is defined as a cultural institution serving the community, with
the mission of acquiring, preserving, researching, and promoting tangible and
intangible heritage for the purpose of education and the cultural and aesthetic
development of society. Museum heritage comprises all cultural, tangible, and
intangible assets of historical, artistic, and documentary importance, resulting
from human creative activity, which preserve evidence of the evolution of human
civilization. Similarly, after studying the relevant literature [2; 3; 11, etc.], we
have established that museum education integrates specific content, applicable at
various levels of the educational system, which contributes to the moral,
intellectual, aesthetic, technological, and psychological development of the
individual and is configured as one of the desiderata of new education.

Therefore, we find that the relationship between cultural identity, museum
heritage, and museum education is one of continuous interdependence: museum
heritage provides the content of identity, the museum provides the context for
conservation and cultural interaction, and museum education becomes the tool
through which cultural values are internalized, reinterpreted, and transmitted to
new generations.

In this regard, it should be noted that the importance of the educational
function within the museum was recognized as early as the 18th century, with the
establishment of the first museum audience, and in the 19th century, the first
educational practices took shape, such as guided lessons, explanatory tours, and
consultations, focused on the valorization of museum objects and collections,
which became classic and have remained relevant to this day, according to
museologist E. Plognita [13].

The evolution of these forms of education led to the crystallization of the
modern concept of museum education, representing one of the essential
directions of contemporary education, oriented towards the harmonious
development of the human personality through the formation of reflective
abilities, critical thinking, aesthetic sensitivity and cultural awareness.

In the context of capitalizing on the cultural heritage preserved in museums,
museum education becomes a form of experiential learning, and the museum
facilitates direct contact with the heritage object, transforming the process of
knowledge into an active experience of discovery, assimilation, adaptation,
updating, and promotion of cultural heritage. Educational activities carried out in
museums, such as guided tours, thematic workshops, conferences, round tables,
and interdisciplinary programs, contribute to shaping the personality of student
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architects, providing them with the value, aesthetic, and conceptual benchmarks
necessary for designing contemporary architecture in which culture, memory,
and innovation coexist in a complementary balance, while also stimulating their
interest in research, creation, and the preservation of cultural identity.

In this context, the vision of Russian researcher B. A. Stoliarov [14] is
relevant, who argues that museum education for students should be oriented
towards the development of a creative personality, capable of relating to cultural
heritage in terms of values, based on the following humanistic principles,
intended to guide the educational process carried out in museums and to ensure
coherence between the cognitive, aesthetic, and axiological dimensions of the
cultural formation of the subjects involved:

e the principle of personal orientation, which emphasizes the importance
of knowing the individual profile of each educational actor: their values, interests,
behavior, and aptitudes in order to adapt learning methods and content to the
needs and potential of each individual;

e the principle of differentiation according to individual characteristics
and age, which involves organizing and conducting museum educational
activities in accordance with the specific characteristics of the target group, age,
interests, and motivations of the participants;

o the principle of developing an active personality, which aims to stimulate
the active involvement of students in museum education activities, transforming
them from mere recipients of information into active participants in the process
of knowledge and creation;

ethe principle of cooperation between the actors in the museum
education process, which involves a mutual and balanced relationship between
the museum educator, the heritage object, and the visiting public, with a view to
achieving and accumulating quality educational experiences.

In accordance with the researcher's findings and based on the age
characteristics of the students, we propose a set of principles for museum
education that are relevant to the formation of the cultural identity of architecture
students through the promotion of museum heritage:

1. The principle of integrating cultural values into the educational
process involves including museum content in the university curriculum so that
cultural heritage becomes an active resource for developing professional skills
and shaping the identity awareness of future architects.

2. The principle of experiential learning aims at learning through direct
contact with museum objects and collections, encouraging students to research,
understand, and promote cultural heritage in their own projects.

3. The principle of interdisciplinary dialogue promotes interconnection
between the fields of architecture, visual arts, history, museology, and pedagogy,
etc.
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4. The principle of combining tradition with innovation and technology
seeks to strike a balance between respect for cultural heritage and the ability to
creatively reinterpret it in the context of contemporary architectural projects.

5. The principle of aesthetic and axiological education refers to the
cultivation of aesthetic and artistic taste, which provides the basis for the high
cultural, moral, and symbolic appreciation of heritage objects.

6. The principle of active and reflective participation involves the direct
involvement of students in museum activities (creative workshops, exhibitions,
projects, etc.), encouraging the formation of a positive attitude towards the
conservation and promotion of cultural heritage.

7. The principle of cultural contextualization involves relating cultural
heritage to local, regional and universal identity in affirming the professional
identity of future architects.

These principles can serve as substantial support in effectively linking the
curricular content of the Creative Practice discipline to educational programs
carried out in museums, actively involving student architects in research,
conservation, revitalization, and reinterpretation of museum heritage, offering
them unique opportunities in the process of discovering and rediscovering
techniques and technologies used by our predecessors in creating and
transmitting cultural heritage.

In the context of the productive implementation of Creative Practice, based
on increasing the exploration of museum heritage, the following pedagogical
strategies can be applied:

e The strategy of efficient planning of educational activities for the
Creative Practice discipline, by capitalizing on national and universal museum
heritage, so that curricular requirements and national educational standards are
met, including international protocols and conventions on the integration of
museum heritage into education and society.

e Strategy for applying interactive methods, adapted to the specific context
and curriculum content, designed to stimulate active learning. This gives students
the opportunity to research aspects of museum heritage and transfer theoretical
knowledge into practice, while developing their ability to adapt to current and
future challenges in society.

o The strategy of organizing formal and non-formal activities from an
inter-, multi- and transdisciplinary perspective, which would promote the
integration of museum heritage into curricular disciplines such as: Study of
Forms, Painting, Design, Creative Practice, etc., thus strengthening the
connection between various artistic and cultural fields.

o The strategy of monitoring and evaluating teaching activities, designed
to ensure the relevance of the proposed objectives through the continuous
optimization of activities, by capitalizing on the national and universal museum
heritage.
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o The strategy of creating a favorable educational environment, centered
on the four pillars of postmodern education: learning to learn, learning to do,
learning to be, and learning to live together with others [8] by adjusting formal
educational resources to non-formal and informal ones.

o The strategy of developing educational partnerships with museum and
cultural institutions, aimed at establishing and maintaining effective and
productive collaborations that enable research, restoration, revitalization, and
integration of cultural heritage into students' creations (painting, drawing,
projects, etc.).

The application of these strategies would facilitate the real and active
involvement of architecture students in educational activities aimed at exploring
and reinterpreting museum heritage. In this sense, museum heritage is perceived
not only as an object of study or a source of inspiration, but also as a link between
tradition and contemporaneity, contributing significantly to the formation and
development of a set of professional skills, aptitudes, and competencies of future
specialists.

In this context, and based on our pedagogical experience, we will offer
some examples of good educational practices aimed at harmoniously correlating
the curricular content of Creative Practice with museum heritage, as reflected in
the work of student architects. Thus, the architecture students have successfully
created a series of compositions inspired by various elements or even important
and varied architectural buildings from an artistic, historical, cultural, stylistic,
aesthetic, etc. perspective, Figures 1; 2; 3; 4; 5; 6.

Figures 1, 2: Abét;act compositions, author Jitaruc Ina, ARH-231
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Figures 5, 6: Abstract compositions, author Mustiuc Catalina, ARH-231

As can be seen, in order to develop these creations, the students carried out
extensive research and sketching, studying each building and decorative element,
which allowed us to affirm that Creative practice focused on museum education
from the perspective of shaping the cultural identity of architecture students -
architects can be carried out on several essential dimensions, which reflect the
complexity and interdisciplinarity of this approach:

o The professional dimension, which aims to develop the abilities of critical
analysis, interpretation, and appreciation of works of art, related to the
professional context specific to the fields of architecture, design, visual arts, art
history, etc.

o The scientific dimension, which takes shape through the involvement of
students in research activities, combining methods specific to museology with
those specific to their own disciplines.

e The humanistic dimension, through the promotion of national and
universal cultural values, tolerance, mutual respect, etc.

e The aesthetic dimension, which assumes the role of cultivating artistic
sensitivity, taste for beauty, and understanding of the concepts of harmony,
proportion, expressiveness, etc.
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In conclusion, the formation of the cultural identity of architecture students

through the valorization of museum heritage in the context of Creative Practice
has proven to be effective and has been marked by continuous academic
advancement reflected in their performance in both formal and informal contexts
through participation in various competitions, scientific conferences, exhibitions,
etc., nominated for awards and diplomas.

10.

11.
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Abstract. "Valorization of local architectural monuments and buildings of high
interest within extracurricular artistic education" highlights the importance of heritage
education as a means of aesthetic, cultural and civic training of students. Within
extracurricular artistic activities, local monuments and buildings become living sources
of inspiration, their study contributing to the development of visual sensitivity, the spirit
of observation and respect for cultural values. Through drawing, painting, photography,
modeling or interdisciplinary projects, students are encouraged to rediscover traditional
and modern architecture, to analyze its style, symbolism and role in the community. This
approach promotes a direct connection between art and the local cultural environment,
stimulating the involvement of young people in the protection and reinterpretation of
heritage. Thus, the valorization of monuments becomes a complex educational tool,
uniting knowledge, creativity and cultural identity.

Keywords: cultural heritage, local architecture, artistic education.

In epoca modernd, patrimoniul cultural, in special monumentele
arhitecturale si cladirile de mare interes, devine din ce n ce mai relevant nu doar
pentru turism sau conservarea patrimoniului cultural, ci si pentru educatie.
Valorificarea lor in cadrul educatiei artistice extracurriculare permite tinerilor sa
se familiarizeze cu identitatea locala, estetica si istoria localitdtii lor, precum si
cu oportunititi de exprimare creativa. In acest sens, abordarea implicd nu doar
conservarea fizica a monumentelor, ci si transformarea lor intr-o resursa
pedagogica pentru Invatarea elevilor.

Scopul acestui articol este de a analiza metodele, beneficiile si provocarile
integrarii monumentelor si cladirilor de mare interes In activitatile artistice
extracurriculare si de a oferi cateva recomandari metodologice practice pentru
profesorii de artd. Patrimoniul cultural, inclusiv monumentele arhitecturale
locale, are multiple valori educationale: memoriale, de autoidentificare, estetice
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si formative. In contextul educatiei extracurriculare, care include activititi
extracurriculare, aceste valori pot fi relevate prin activitati artistice, excursii $i
proiecte interdisciplinare. Activitatile extracurriculare sunt recunoscute ca
complementare studiilor academice si contribuie la dezvoltarea personala a
elevilor: ,,Activitatile extracurriculare... oferd o mai mare libertate in structurarea
invatarii” [1, p. 5].

Acestea promoveaza participarea creativd a elevilor, consolideaza
abilitatile de colaborare si dezvoltd o 1intelegere a mediului, istoriei si
patrimoniului. In contextul educatiei pentru patrimoniul cultural, s-a observat ca
scolile si institutiile de Invatamant sunt responsabile pentru informarea si
cresterea gradului de constientizare a elevilor cu privire la semnificatia siturilor
de patrimoniu cultural. De exemplu, un studiu realizat in Republica Moldova a
constatat ca doar 24,5% dintre respondenti aveau o ,,bund” cunoastere a valorii
istorice a monumentelor din zona lor. [...] [2, p. 117] (aceasta figura ilustreaza
necesitatea interventiei educationale). Dintr-o perspectivd juridicad si
institutionald, educatia extracurriculard este reglementata ca parte a activitatilor
informale care Imbundtitesc invatarea elevilor, deoarece ,,complexitatea
obiectivelor educationale necesitd o combinatie de activitati academice si
extracurriculare” [3, p. 1].

Astfel, valorificarea monumentelor arhitecturale locale devine nu doar o
initiativd de patrimoniu, ci si 0 componenta importantd a educatiei artistice si
culturale extracurriculare. Integrarea monumentelor arhitecturale si a cladirilor
de interes in activitdtile de educatie artistica extracurriculare se poate realiza in
mai multe moduri: cercetare vizuald, interventie artistici, documentare de
cercetare, prezentare publica si parteneriat comunitar. Elevii pot participa la
vizite la monumente sau cladiri cu semnificatie arhitecturala dintr-o anumita zona
pentru a studia elementele lor stilistice, structurale, decorative si functionale.
Aceastd activitate de teren creeaza un context pentru cunoastere directd, emotie
esteticd si dialog cu spatiul. Ca parte a unui club de artd sau a unei activitati
extracurriculare, vizitele pot culmina cu schite, fotografie, interventii artistice
temporare sau mici expozitii In interior.

Documentare de cercetare si proiecte interdisciplinare. Aceste activitati pot
fi concepute ca proiecte extracurriculare: elevii cerceteazd un monument sau o
cladire de interes, documentand starea, istoria, stilul arhitectural si semnificatia
sa pentru comunitate; creeaza materiale (postere, brosuri, videoclipuri) sau opere
de artd inspirate de cladire. Acest lucru promoveaza dezvoltarea abilitatilor de
cercetare, prezentare, colaborare si responsabilitate civica.

De exemplu, un articol despre educatie axat pe conservarea patrimoniului
cultural, In cadrul unui proiect didactic, mentioneaza ca ,,dezvoltarea competentei
de a conserva si valorifica patrimoniul national si local” poate fi realizatd prin
proiecte informale axate pe elevi. [4, p.150]
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Activitati artistice inspirate de monumente. In contextul educatiei artistice
extracurriculare (arte plastice, design, arhitecturd miniaturala, arte decorative),
monumentele si cladirile pot servi drept sursa de inspiratie: elevii pot crea opere
de arta (desen, picturd, sculpturd, colaj) pe temele ,,un monument din cartierul
meu”, ,transformarea creativd a unei cladiri vechi” si ,,renasterea prin artd”.
Aceasta stabileste o legatura intre patrimoniu, artd si educatie. Parteneriatul cu
comunitatea locald si organizarea de expozitii publice Un nivel mai avansat
implicd colaborarea cu autoritdtile locale, serviciile de patrimoniu cultural,
muzeele locale sau centrele culturale pentru a organiza expozitii, vernisaje si
expozitii.
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Abstract. The article highlights the importance of creative imagination in student
training and the relevance of competencies acquired in the field of graphic arts, which
support the development of creativity both as a process and as a result. The cultivation
and enhancement of the creative abilities of future graphic designers represent major
challenges for art education and must be consistently addressed throughout instruction,
particularly through the use of engraving techniques. Combining engraving with modern
technologies enhances creative stimulation and expands the imaginative capacity of
students specializing in graphic arts. The development of creative imagination emerges
as a complex process that involves the full mobilization of the student’s personality. This
formative dimension requires a systematic and multidimensional approach, carried out
both within curricular activities and through extracurricular engagements, aimed at
fostering artistic competencies and strengthening creative potential. The text provides a
concise overview of the emergence of the concept of creative imagination and highlights.
the researchers who, over time and up to the present, have shown interest in this subject.
Creative imagination develops through the interplay of tradition, represented by
engraving techniques, innovation brought by contemporary technologies, and systematic
education. This interaction promotes the formation of a mature artistic personality,
capable of creating and expressing originality.

Keywords: creativity, imagination, creative imagination, engraving, engraving
techniques, graphic design students.

Dezvoltarea competentelor creative ale individului se contureaza drept una
dintre problematicile majore, reprezentaind nu doar un obiectiv central al
educatiei artistice, ci si o temd fundamentald a pedagogiei moderne. Aceasta
dimensiune formativd implicd abordari interdisciplinare si metodologii
inovatoare, menite sd sustind afirmarea potentialului creativ ca element esential
al procesului educational contemporan.

Creativitatea presupune valorificarea calitatilor gandirii, imaginatiei,
capacitatii de cercetare, precum si exprimarea initiativei si a fanteziei studentului,
prin depasirea tiparelor deja cunoscute. Dezvoltarea competentelor creative
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reprezintd obiectivul central al educatiei, In special in cadrul invatdmantului
artistic, unde fiecare disciplind integratd in curriculum contribuie la realizarea
acestui scop fundamental.

Imaginatia se afld intr-o legatura directa cu creativitatea, fiind o dimensiune
esentiala a structurii personalitatii. Putem considera imaginatia elementul central
al procesului creativ.

Conexiunea dintre creativitate si imaginatia creatoare este subtild, ambele
constituind componente indispensabile ale vietii de zi cu zi a artistilor plastici din
domeniul artelor.

Limbajul gravurii si al tehnologiilor tiparului — precum tiparul inalt, tiparul
adanc si tiparul plan [9, p.14], detine un rol esential in formarea artistica a
studentilor din domeniul graficii, contribuind la dezvoltarea competentelor
creative, la cultivarea unei atentii sustinute si la intensificarea capacitatii de
concentrare pe parcursul procesului de realizare a lucrarii. Prin aceste exercitii,
studentul isi antreneaza imaginatia, ceea ce conduce la extinderea orizontului de
cunoastere si la stimularea unei gandiri mai creative. Imaginatia creatoare poate
fi definitd ca o forma de gandire libera, inovatoare si originala.

Problematica dezvoltdrii potentialului creativ se Inscrie iIntre temele
fundamentale ale cercetarii contemporane, fiind abordata de specialisti din
diverse domenii precum filosofia, psihologia, sociologia, pedagogia, estetica,
istoria, literatura si critica de arta. In viziunea noastra, potentialul creativ al
individului se defineste ca o trasaturd integrativa a personalitatii, care reflectd
evolutia gandirii creatoare, imaginatiei creatoare, independenta cognitiva si
interesul pentru cunoastere.

Creativitatea reprezinta o conditie esentiala pentru progresul cunoasterii si
pentru evolutia societitii. In prezent, societatea se afla intr-un proces permanent
de transformare, manifestat in toate sferele vietii. Adaptarea la o asemenea
realitate dinamica presupune un nivel nalt de flexibilitate, strans legat de
capacitatea creativa a individului.

Enciclopedia Britannica prezinta o definitie concentratd pe obiectivele
activitatii creative: creativitatea este abilitatea de a face sau, altfel spus, de a
produce ceva nou, fie o noud solutie a unei probleme, fie 0 metoda sau un
dispozitiv nou sau un nou obiect artistic ori o noud forma artistica [2].

Desi termenul creativitate este relativ nou, interesul pentru acest concept
isi are originea in filosofia antica. Pentru ganditorii din acea perioada,
creativitatea se manifesta in doud dimensiuni: una divina, legata de actul nasterii,
si una umana, reflectata prin artd si mestesug. De-a lungul istoriei, creativitatea,
inteleasa ca expresie a mintii si a sufletului, a evoluat de la o interpretare mistica
si religioasda in Antichitate, la o Tmbinare intre arta si stiintd in Renastere,
devenind astdzi o functie complexd a activitatii cerebrale. Astfel, fiecare epoca
istoricd a adus o contributie distinctd la modul de intelegere si exprimare a
creativitatii.
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Relatia dintre creativitate si imaginatia creatoare se configureaza ca una
complexd, dar esentiald, ambele constituind dimensiuni indispensabile ale
existentei cotidiene. Aceasta interdependenta se manifesta in viata de zi cu zi prin
capacitatea individului de a transforma experientele obisnuite in resurse pentru
dezvoltarea personald si culturala.

Imaginatia se defineste ca o capacitate umana de a crea noi reprezentari sau
idei, pe baza perceptiilor, reprezentdrilor ori ideilor acumulate anterior [3].

Problema imaginatiei creative a atras si continua sa atragd atentia atat a
cercetatorilor straini, cét si a celor autohtoni. Printre cercetatorii strdini 11 putem
evidentia pe Théodule Armand Ribot (1839-1916), Wilhelm Wundt (1832—
1920), Ernst Meumann (1862-1915), Serghei Leonidovici Rubinstein (1889—
1960), Jean Piaget (1896—-1980), Lev Semionovici Vigotski (1896—1934), Rudolf
Arnheim (1904-2007) s.a. In spatiul autohton, contributii importante au fost
aduse de Florian Stefanescu-Goanga (1881-1958), Nicolae Margineanu (1905—
1980), Paul Popescu-Neveanu (1926-1994), Mielu Zlate (1937-2006), Ioan
Nicola (1938-2004), Petru Jelescu (1948-2024) s.a.

Théodule Armand Ribot (1839-1916), psiholog francez, este considerat
unul dintre pionierii cercetarii imaginatiei in cadrul psihologiei. In lucrarea sa
Imaginatia creatoare (L imagination créatrice, 1901), autorul analizeaza natura
imaginatiei si evidentiaza rolul acesteia in procesul creativ, subliniind importanta
el atat in stiintd, tehnologie cat si in artd [7, p. 25].

Théodule Ribot evidentiazd doua laturi esentiale ale imaginatiei: disocierea
si asocierea. Disocierea reprezintd o faza preliminard, prin care experienta
senzoriald este fragmentata, proces ce apare spontan si se manifestd Inca din
perceptie. Ribot exemplifica acest fenomen prin faptul cd aceeasi realitate poate
fi interpretatd diferit de un artist, un sportiv sau un comerciant. Asocierea,
dimpotriva, consta in reunirea acestor elemente intr-o structura unitara, generand
combinatii si imagini noi.

Ribot analizeazd imaginatia ca un mecanism psihic capabil sa transforme
experientele anterioare si informatiile actuale, generand idei noi. El distinge trei
dimensiuni ale imaginatiei creatoare: cea intelectuala, asociatd gindirii si
rationamentului; cea afectivd, determinatd de emotii; s$i cea inconstienta.
Théodule Armand Ribot considera ca imaginatia creatoare este rezultatul
interactiunii dintre intelect, emotie si inconstient, fiecare avand un rol esential in
aparitia ideilor noi.

Wilhelm Wundt (1832-1920), psiholog german, este considerat fondatorul
psihologiei experimentale, iar studiile sale asupra imaginatiei au contribuit la
intelegerea modului in care mintea umana creeaza noutate. Termenul ,,fantezie”,
pentru Wundt, inseamni ,,capacitatea creativa”. In cartea sa Fantezia ca bazd a
artei, el descrie fantezia ca o forta activa si productiva, care std la baza Intregii
creatii artistice, a mitologiei si a dezvoltarii culturale. Wundt considera fantezia
creativa motorul fundamental al artei [12].
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Rudolf Arnheim (1904-2007) a fost o figurd proeminenta in psihologie si
teoria arte. A investigat rolul imaginatiei vizuale 1n creatia artistica, contestand
ideea traditionald conform céreia arta este doar o expresie a emotiilor sau o
imitare  mecanicd a realitdtii. =~ Este cunoscut pentru aplicarea
principiilor Psihologiei Gestalt in intelegerea artei si a perceptiei vizuale. El a
sustinut cd imaginatia vizuala este puntea dintre senzatie si intelect. Lucrari sale
principale sunt: Arta si perceptia vizuala: O psihologie a ochiului creator (Art
and Visual Perception: A Psychology of the Creative Eye, 1954) [1] si Gdndirea
vizuala (Visual Thinking, 1969). Rudolf Arnheim a demonstrat ca imaginatia
vizuald constituie o formad de gandire creatoare, indispensabild pentru arta si
cultura, subliniind totodata ca perceptia vizuala are un caracter activ, constructiv
si inovator.

Serghei Leonidovici Rubinstein (1889-1960) vede imaginatia creatoare ca
o0 capacitatea si o necesitatea a omului de a crea ceva nou. Rubinstein considera
ca imaginatia, in sensul sau propriu si specific, este o facultate exclusiv umanad,
care poate exista doar la om [13, p. 368]. Aceastd formulare a autorului scoate
in evidentd ideea cd imaginatia creatoare este un atribut definitoriu al fiintei
umane. In lucrarea sa Bazele psihologiei generale, Rubinstein analizeazi
imaginatia ca un proces psihic fundamental, subliniind rolul ei in diferentierea
tipologica si individuala a personalitétii. Autorul subliniazad cd imaginatia nu este
doar un fenomen secundar, ci ca un element definitoriu al personalitatii, care
reflecta atat trasdturile generale ale tipului psihologic, cét si particularitatile unice
ale fiecarui individ [13, pp. 366-381].

Jean Piaget (1896—-1980) a considerat imaginatia creativa ca fiind esentiala
pentru procesul educational, echivalentd cu creativitatea. O formd de géandire
activa, care permite copilului si adultului sd depaseasca limitele cunoasterii
existente. Imaginatia creativa constituie fundamentul inovatiei, cercetarii si
progresului.

Lev Semionovici Vigotski (1896-1934) subliniazd rolul imaginatiei in
activitatea creatoare umana, afirmand ca tot ceea ce este realizat de om si apartine
culturii, spre deosebire de naturd, reprezinta un produs al imaginatiei si al creatiei
umane. Vigotski afirma cd imaginatia creatoare depinde de bogatia si diversitatea
experientelor trecute, deoarece acestea ofera materialul necesar pentru
constructiile fanteziei. Cu cat experienta unei persoane este mai ampld, cu atat
imaginatia are mai multe resurse pentru a crea. El considera imaginatia creatoare
un proces fundamental al dezvoltédrii umane, strans legat de cultura, educatie si
experienta sociala [11].

Desi definirea imaginatiei este dificila, literatura psihologica romaneasca
oferd numeroase incercdri in acest sens. Printre acestea se afla si contributia lui
Paul Popescu-Neveanu (1926-1994), care, in Dictionarul de psihologie (1978),
descrie imaginatia ca un proces psihic ce opereaza cu imagini mentale, prin
combinarea si constructia lor, avand ca scop generarea de noutate sub forma unor
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reconstructii imagistice, tablouri mintale, planuri iconice sau proiecte [8, p. 324].
Psihologul Paul Popescu-Neveanu, pe langd Dictionarul de psihologie, ofera o
analiza ampla si detaliata a conceptului de imaginatie creatoare in lucrarea Tratat
de psihologie generala.

Psihologul Mielu Zlate (1937-2006) defineste imaginatia ca un proces prin
care datele provenite din experientele anterioare sunt combinate si reconfigurate,
generand imagini noi, fara un corespondent in realitate sau in experienta noastra
personald. Legatura dintre imaginatie si gandire este analizatd in doud planuri:
genetic si functional. Din perspectiva genetica, M. Zlate aratd ca intre cele doua
procese existd o alternanta, imaginatia constituind premisa necesara pentru
aparitia gandirii logice. In volumul Psihologia mecanismelor cognitive, Zlate
analizeazd imaginatia ca parte integrantd a proceselor cognitive, alaturi de
perceptie, memorie si gandire [10, pp. 366-381].

Nicolae Margineanu (1905-1980) analizeaza imaginatia ca proces psihic
dinamic, aflat intre memorie si gandire. In cadrul lucrarii sale Psihologia
persoanei (1940), autorul sustine ca formele pe care imaginatia le poate imbrdca,
sunt foarte numeroase; ele merg de la simpla reverie sau fantezie libera la
imaginatia logica, care termina in gandire. Spre deosebire de gandire, care e o
inlantuire de continuturi abstracte, imaginatia este o insirare de imagini sau
continuturi concrete. De fapt, insa, imaginatia si gandirea nu sunt doud categorii
de operatii aparte, ci doua clase de operatii inrudite. Gandirea, de obicei incepe
cu imaginatia, asa precum imaginatia adeseori termina cu gandirea (5, p.124].

Florian Stefanescu-Goanga (1881-1958) a analizat imaginatia creativa din
perspectiva psihologiei experimentale, evidentiind rolul ei activ in formarea
personalitatii si Tn procesul de creatie artistica si stiintificad. El considera ca
imaginatia creativd nu se reduce la reproducerea unor imagini mentale, ci
presupune combinarea si transformarea experientelor trecute. Goanga sublinia
importanta cultivarii imaginatiei in scoald si in mediul cultural, pentru a stimula
creativitatea. Florian Stefanescu-Goangd a abordat problematica imaginatiei
creative in mai multe lucrdri de psihologie experimentala si aplicatd, precum
Psihologia (1929) si Psihologia aplicata (1937), in care analizeaza rolul
imaginatiei 1n activitdtile educationale si culturale, accentudnd importanta
cultivarii ei pentru dezvoltarea creativitatii.

Ioan Nicola (1938-2004) vede imaginatia ca un element esential al
creativitatii. El evidentiaza o forma specifica de imaginatie, si anume imaginatia
creatoare, care reflectd cel mai bine natura fenomenului imaginativ si diferenta
lui fata de alte functii psihice. In viziunea sa, imaginatia creatoare se identifica
cu inventia [6].

Imaginatia se afla intr-o relatie de interdependentd cu toate procesele si
functiile psihice, in special cu memoria, gandirea si limbajul, contribuind la
formarea personalitdtii si la stimularea creativitatii.
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Arta gravurii, pe parcursul evolutiei sale, a influentat direct dezvoltarea
sociald si culturald a omenirii. Ea Imbind cu iscusintd teoria si practica de
executie. Pentru a intelege o opera de arta tipdrita, este important sd se cunoasca
procesul de lucru si tehnica de executie prin care aceasta a fost realizata.

Gravura, prin definitie, reprezinta arta si tehnica de a trasa, inciza sau grava
desenul pe un material, fie in adancime, in relief sau plan. Florin Stoiciu
evidentiaza faptul cd tipurile fundamentale de gravura — in inaltime, in adancime
si pland, s-au transformat, de-a lungul timpului, in tot attea tipuri distincte de
tipar.

Rolul pedagogului nu se limiteaza la transmiterea informatiei, ci presupune
orientarea procesului de Invatare al studentilor catre valori etice si estetice.
Astfel, actul educational devine nu doar cognitiv, ci si formativ, contribuind la
dezvoltarea personalitatii. Studentii nu doar receptioneazd informatia, ci o
transforma 1n reprezentari proprii, proces ce constituie fundamentul dezvoltarii
imaginatiei.

Pentru studentii graficieni, cunoasterea tehnicilor de gravurd este
fundamentald si influenteazd in mod semnificativ formarea si dezvoltarea
imaginatiei creative. Stapanirea tehnicilor gravurii favorizeazd dezvoltarea
creativitatii, cultivand perceptia artistica si facilitind educatia ulterioara.
Limbajul gravurii si al tiparului ocupa un loc esential in formarea artistica si
estetica a studentilor din domeniul graficii.

Lucrul practic se afla intr-o stransa legatura cu studierea tehnicilor gravurii.
In acest context, putem mentiona ideea lui Petru Jelescu (1948-2024), potrivit
careia imaginatia creatoare a omului a aparut si s-a dezvoltat in procesul
activitatii de munca. Activitdtile de productie presupun anticiparea proceselor si
a rezultatelor [4].

Dezvoltarea imaginatiei creative la studentii graficieni presupune
imbinarea unei formari tehnice riguroase cu stimularea expresivitatii artistice.
Acest proces se realizeaza prin exercitii practice, prin explorarea diverselor
materiale si prin cultivarea gandirii vizuale, elemente care contribuie la
consolidarea unei viziuni personale si la formarea competentelor creatoare.

Putem mentiona cateva dintre cele mai eficiente modalitati de stimulare a
imaginatiei creative la studentii graficieni:

- stdpanirea tehnicilor traditionale — tiparul inalt, tiparul adanc si tiparul
plan, reprezintd un fundament esential pentru formarea artistica;

- explorarea materialelor si instrumentelor specifice tehnicii studiate;

- crearea unui mediu favorabil de studiu;

- exersarea constantd, care dezvolta abilitdti practice si contribuie la
cultivarea atentiei si concentrarii studentului in procesul de lucru;

- reflectia critica si autoevaluarea;

- studiul literaturii i a lucrdrilor marilor maestri — analiza gravurilor clasice
si moderne pentru a intelege diversitatea stilurilor si tehnicilor;
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- utilizarea tehnologiilor digitale, prin integrarea gravurii traditionale cu
instrumente digitale (scanare, prelucrare graficd) contribuie la diversificarea
- abordarea individuala a studentului in timpul studiului tehnicilor gravurii;

- activitdtile extracurriculare, precum vizitarea muzeelor si atelierelor
artistilor plastici, participarea la evenimente artistice din domeniul graficii
(concursuri, expozitii, bienale, simpozioane, masterclass-uri s.a.), i1 motiveaza
pe studenti sa-si depaseasca limitele si sd-si dezvolte stilul personal.

Stapanirea tehnicilor gravurii, a procesului de lucru si experimentarea
contribuie la dezvoltarea creativitatii, hranind o culturd a perceptiei culorilor si a
gustului artistic, si ajuta la stapanirea spatiului si a formei. Imaginatia creativa se
dezvolta atunci cand studentii sunt provocati sa experimenteze, sa imbine diverse
abordari si sa reflecteze critic asupra propriilor lucrari.

O strategie pedagogica deosebit de importantd este abordarea individuala a
studentului, care presupune organizarea procesului educational in functie de
nivelul de pregdtire, interesele si potentialul fiecarui elev. Aceastd metoda
urmdreste valorificarea resurselor individuale si stimularea dezvoltarii
armonioase a competentelor cognitive, afective si creative ale studentului.

Profesorul poate fi considerat un dirijor al procesului cognitiv, care
armonizeaza informatia cu valori, pentru ca rezultatul sd fie o imaginatie
creatoare, nu doar reproductiva. Inovarea 1n invatamant se realizeaza prin
valorificarea experientelor acumulate si prin experimentarea unor metode noi,
menite sa stimuleze creativitatea si sa adapteze procesul educational la cerintele
contemporane.

Imaginatia creatoare constituie un element esential si reprezinta
fundamentul tuturor formelor de activitate creativa ale omului. Una dintre
problemele majore ale invatamantului este formarea si dezvoltarea imaginatiei
creative a studentilor, care, prin valorificare, conduce la afirmarea si consolidarea
potentialului creativ al fiecdruia. Problema imaginatiei creatoare poate fi
solutionata printr-un sir de metode si procedee specifice, propuse de profesor in
dependentd de particularitatile individuale a studentului. Initierea studentilor in
tehnici noi de lucru stimuleazd curiozitatea si confera activitatilor artistico-
plastice un caracter mai atractiv si creativ. Stapanirea limbajului plastic si a
diferitelor tehnici de gravura favorizeaza dezvoltarea creativitatii si faciliteaza
materializarea ideilor in creatii artistice originale.
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Rezumat. Articolul fundamenteaza teoretic si analizeaza eficienta utilizarii tablei
online Figlam ca instrument de colaborare interactivd in formarea profesionald a
viitorilor designeri multimedia de la Universitatea Nationald de Tehnologii si Design din
Kiev. Studiul examineazd potentialul designului interactiv pentru dezvoltarea
competentelor comunicative, analitice si creative ale studentilor.

Metode de cercetare. Metodele analitice au fost utilizate pentru a generaliza
sursele teoretice privind Invatarea interactivd si platformele digitale; metodele
comparativ-descriptive au permis identificarea capabilitdtilor si avantajelor FigJam;
analiza sistem-structurald a fost aplicatd pentru a examina functionalitatea platformei ca
mediu educational interactiv; iar experienta pedagogica a fost generalizata pentru a
evidentia principalele directii de utilizare academica.

Rezultatele cercetarii. Constatdrile arata ca FigJam creste implicarea studentilor,
imbunatateste colaborarea, gandirea vizuald si rezolvarea creativd a problemelor.
Aplicatiile principale includ brainstormingul, studiile de caz, hartile mentale si
vizualizarea informatiilor. Utilizarea practici a platformei favorizeazd un mediu
colaborativ in care studentii genereaza, discuta si evalueaza activ idei.

Concluzii §i perspective. Figlam este un instrument eficient pentru dezvoltarea
competentelor profesionale in design multimedia, sprijinind creativitatea, gandirea
flexibild si comunicarea vizuald. Cercetdrile viitoare se vor concentra pe crearea de
sabloane si plug-in-uri specializate pentru educatia in design si pe evaluarea empirica a
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impactului mediilor interactive asupra abilitdtilor creative si comunicationale ale
studentilor.

Cuvinte-cheie: invdtare interactiva, platforma FigJam, educatia in design
multimedia, competente creative, mediu de invatare colaborativ, pedagogie digitala.

Abstract. The article theoretically substantiates and analyzes the effectiveness of
using the online whiteboard Figlam as a tool of interactive collaboration in the
professional training of future multimedia designers at the Kyiv National University of
Technologies and Design. The study examines the potential of interactive design for
developing students’ communicative, analytical, and creative competencies.

Research Methods. Analytical methods were used to generalize theoretical
sources on interactive learning and digital platforms; comparative-descriptive methods
helped identify the capabilities and advantages of FigJam; system-structural analysis was
applied to examine its functionality as an interactive educational environment; and
pedagogical experience was generalized to outline the main directions of its academic
use.

Research Results. The findings show that FigJam increases student engagement,
enhances collaboration, visual thinking, and creative problem-solving. Key applications
include brainstorming, case studies, mind maps, and information visualization. Practical
use of the platform fosters a collaborative environment in which students actively
generate, discuss, and evaluate ideas.

Conclusions and Prospects. Figlam is an effective tool for developing
professional competencies in multimedia design, supporting creativity, flexible thinking,
and visual communication. Future research will focus on creating specialized templates
and plug-ins for design education and empirically assessing the impact of interactive
environments on students’ creative and communication skills.

Keywords: interactive learning, FigJam platform, multimedia design education,
creative competencies, collaborative learning environment, digital pedagogy.

Relevance of the study. Today, the development of education is marked
by significant changes driven by the rapid advancement of information
technologies, globalization, and the transition to new forms of organizing the
educational process in higher education institutions. Accordingly, one of the key
aspects is the implementation of interactive technologies that not only facilitate
the acquisition of theoretical knowledge, but also foster the development of
practical skills through the active participation of students in the learning process.
It is particularly important that interactive platforms promote the development of
communicative, analytical, and creative competencies, which are crucial for
future multimedia designers.

The process of acquiring professional knowledge, skills, and abilities is an
important stage in the formation of specialists in various fields, who play a key
role in the comprehensive development of the state. This process is not only
highly significant, but must also be continuously modernized, taking into account
the specific characteristics of new generations and the implementation of
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contemporary technologies. In this context, special attention is drawn to tools that
ensure not only the transmission, but also the active production, discussion, and
evaluation of information by students, thereby enhancing their reflective
engagement.

Analysis of recent publications and research. Contemporary studies in
pedagogy and professional education highlight the increasing role of digital
learning environments and interactive tools in developing both general and
professional competencies among educators and students. Research addressing
the needs and expectations of educational professionals emphasizes the
importance of continuously updating the content and formats of learning,
particularly through the integration of digital services that support active
interaction, collaboration, and reflection [1]. Studies focused on the training of
future designers underscore the significance of combining blended learning,
practice-oriented tasks, and flexible educational pathways to foster
interdisciplinary competencies [7].

A separate group of works is devoted to the theoretical and methodological
foundations of multimedia design and the role of interactive design within the
contemporary visual environment. Scholars note that interactive design functions
as a means of visual communication that fundamentally transforms user
interaction with content and contributes to the emergence of new formats of
educational practices [14, pp. 697-700]. The theoretical and methodological
principles of designing multimedia objects are examined through the lens of
system integrity, coherence of visual solutions, and user-experience orientation,
which is particularly important for design training in digital contexts [11, pp. 118-
123]. Research exploring the professional and practical preparation of designers
emphasizes the importance of multimedia technologies in developing creative
thinking, visual literacy, and the ability to interpret complex visual messages [12,
pp. 163-167]. Immersive exhibition formats are viewed as innovative spaces for
multimedia design, where practices of interactivity, immersion, and visual
storytelling form the basis for new educational strategies [5, pp. 58-67].

A significant body of research is devoted to the use of digital platforms,
Web 2.0 services, and specialized software tools in the training of designers.
Studies demonstrate that training based on Canva, Figma, and similar instruments
enhances students’ ability to create creative visual content, strengthens learning
motivation, and supports the development of practice-oriented skills [4, pp. 35—
45]. Research on interactive educational platforms in the preparation of graphic
design students positions Figma as a core tool for organizing collaborative work,
prototyping, and visualizing ideas, enabling the modelling of professional design
scenarios already during the learning process [2, pp. 119-132]. Additional
publications emphasize the role of new technologies for teaching computer
graphics and web design, particularly in the context of constructing practical
tasks that simulate real project cases [10, pp. 497-531].
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In contemporary research, increasing attention is given to the integration of
artificial intelligence and adaptive digital tools into design education. Scholars
describe the experience of organizing practical classes using innovative Al tools
in multimedia design courses, which contributes to developing the ability to work
with advanced technologies, reflect on one’s own design decisions, and improve
the quality of visual solutions [13, pp. 691-700]. Studies on the preparation of
UX designers examine instructional models that combine the flipped classroom,
computer-based scaffolding, and multimodal generative technologies, which
support student experimentation, expand the possibilities of prototyping, and
structure the learning experience [3, pp. 1-11].

Within the specific context of interactive collaborative platforms,
researchers analyze methodological approaches to identifying informational
needs in research projects, emphasizing the importance of co-constructing
knowledge in visually structured environments [9, pp. 1-13]. Other works
dedicated to image caption generation and the organization of visually rich
content demonstrate how tools of figurative visualization and precise structuring
of graphic materials can enhance data interpretation and support the learning
process [8, pp. 2792-2804]. These findings indirectly point to the potential of
interactive online whiteboards as environments that combine visualization,
annotation, collaborative analysis, and joint decision-making.

At the same time, despite the presence of research on interactive design,
multimedia technologies, and the use of Figma and other digital platforms in the
professional training of designers, the targeted use of FiglJam as an independent
online whiteboard for organizing interactive collaboration in the training of
future multimedia designers remains insufficiently explored. In existing
publications, FigJam is generally viewed as part of the broader Figma ecosystem
or as an auxiliary tool for group work, without a detailed analysis of its didactic
potential, its applicability for various teaching methods, and its impact on the
formation of communicative, analytical, and creative competencies. This
underscores the need for a dedicated study focused on the theoretical justification
and analysis of the effectiveness of FigJam in the professional training of future
multimedia designers within the Ukrainian university context.

The purpose of the study is to provide a theoretical justification and
analysis of the effectiveness of using the FigJam online platform as a tool for
interactive collaboration in the professional training of future multimedia
designers at the Kyiv National University of Technologies and Design (Kyiv,
Ukraine), as well as to determine its educational potential for developing
communicative, analytical, and creative competencies.

Research objectives: 1) to analyse the theoretical foundations of
interactive learning and the capabilities of modern digital platforms for
organizing student learning interaction; 2) to characterise the functional features
of Figlam and summarise existing research on its application in educational
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environments; 3) to identify the advantages of using Figlam in the training of
multimedia designers, particularly in developing visual thinking, creativity, and
collaborative skills; 4) to describe practical forms and methods of work that can
be implemented in Figlam (brainstorming, case studies, mind maps, information
visualization); 5) to evaluate the pedagogical potential of Figlam in creating an
interactive, inclusive, and reflective educational environment.

Research methods: theoretical analysis and synthesis (to examine
scholarly sources on interactive learning, digital platforms, and tools of design
education); comparative-descriptive method (to compare Figlam with other
interactive platforms such as Miro and Mural and determine its specific
advantages for design training); system-structural analysis (to investigate
FigJam’s functionality as an integrated environment for learning interaction);
generalisation of pedagogical experience (to describe real educational practices
at the Kyiv National University of Technologies and Design involving the use of
FigJam in the training of students majoring in Multimedia Design).

The methodological framework of the study includes: the competence-
based approach, which emphasizes the development of professional,
communicative, creative, and visual-analytical competencies of multimedia
designers; the interactive-communicative approach, which considers learning as
a process of active engagement and co-construction of knowledge; the design-
oriented approach, which assumes the use of digital platforms as environments
for visual thinking, prototyping, and collaborative creativity; and the digital-
pedagogical approach, aimed at integrating Web 2.0 tools and online whiteboards
into the educational process with consideration of the flexibility, accessibility,
and inclusiveness of contemporary learning.

Presentation of the main research material. Interactive design, as a tool
of visual communication, has become an integral component of the modern
environment, enhancing interaction and user experience [14, p. 698]. It
contributes to the creation of an effective and engaging educational space by
offering new possibilities for organizing learning in various formats. The
development of visual thinking, associative connections, and the ability to rapidly
structure information is one of the key outcomes of using interactive platforms in
the training of designers.

Interactive learning in the modern digital environment is understood as a
process of active engagement between the student, the learning material, the
instructor, and the group, grounded in the principles of collaboration, dialogicity,
reflection, and knowledge visualization. Researchers emphasize that such
technologies ensure a higher level of student engagement and contribute to the
formation of learning autonomy, as well as the development of critical thinking
and flexible cognitive skills [1]. In the context of professional design training,
interactive learning is associated with continuous modelling of visual solutions,
analysis of examples, collaborative prototyping, and the exploration of creative
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scenarios. Digital platforms such as Figma, Canva, Miro, and Web 2.0 tools
function not only as environments for content creation but also as spaces of co-
creation that simulate the professional context of designers’ work and support the
development of collaborative interaction and reflective decision-making.

One of the tools that is gaining popularity in educational settings is the
FigJam platform. The use of Figlam as a platform for educational interactive
collaboration has so far been the subject of only a limited number of studies [9,
pp. 3-7]. Compared to platforms such as Miro or Mural, FigJlam has several
advantages for design education due to its close integration with Figma, its user-
friendly interface, and its extended capabilities for visual prototyping. In
comparison with other collaboration boards, FigJam provides a more coherent
workflow for design students, as it combines sketching, diagramming, real-time
interaction, and seamless transition to detailed prototyping in Figma without
switching environments. This reduces cognitive load, increases the speed of task
execution, and brings the learning process closer to real professional practice.

Considering the limited amount of existing research, the purpose of this
study is to analyse the effectiveness of using the Figlam online whiteboard as a
tool of interactive collaboration in the professional training of future multimedia
designers at the Kyiv National University of Technologies and Design. To
achieve this, analytical, comparative-descriptive, and system-structural methods
were applied, along with the generalisation of pedagogical experience, which
made it possible to comprehensively assess the platform’s capabilities and the
specifics of its use in the educational process.

FigJam is an online whiteboard integrated into the Figma service and
represents an example of interactive design. It provides a convenient environment
for collaborative work, visualisation, and discussion of learning materials. The
platform can be accessed from various devices — PCs, laptops, smartphones, and
tablets — creating a flexible, accessible, and inclusive learning environment.

The use of Figlam in the educational process reflects the core principles of
interactive-communicative and design-oriented approaches. The interactive-
communicative approach is implemented through the possibility of simultaneous
participation of all group members in creating a shared visual space, ensuring
equitable interaction, collective decision-making, and reflection on individual
contributions. The design-oriented approach is manifested through a wide range
of tools for visual modelling, prototyping, creating compositional structures, and
analysing user scenarios. This combination makes it possible to design learning
situations that closely simulate real conditions of creative and project-based
activity, which is critical for preparing future multimedia designers [7].

The platform offers extensive functionality: from adding visual elements
(stickers, annotations, shapes, images, arrows, hand-drawn notes) to tools for
structuring content and organising space (timer, section dividers, background
music player) [1]. To facilitate rapid onboarding, the service provides a set of
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templates for structuring elements according to different tasks. This simplifies
the use of Figlam in team-based learning across various fields of training —
design, pedagogy, management, psychology, and others. The platform also
supports integration with plug-ins that extend its capabilities; for example, Timer
+ Voting allows for time-limited voting, which is useful for collaborative
projects.

Using FigJam in the professional training of designers directly contributes
to the development of key competencies required in today’s creative industries.
Owing to the visual nature of the work, students develop visual thinking skills
and the ability to structure and interpret complex information [2, pp. 120-130].
Interactive tools foster the development of communication skills: learners
practice reaching consensus, presenting ideas, justifying visual choices, and
working under time constraints and shared responsibility [4, pp. 36-38]. The
flexibility of the FigJam environment stimulates creativity by enabling students
to quickly create visual scenarios, experiment with compositions, and obtain
immediate feedback during the prototyping stage [13].

Owing to its adaptable functionality, the Figlam board can support the
following methods of professional training and knowledge acquisition.

Brainstorming. This method is one of the most effective for generating
ideas and finding solutions in the learning process. For example, students may
develop a marketing strategy for a new brand by writing ideas on sticky notes,
grouping them into categories (target audience, advertising channels, budget),
and then voting for the best proposals. To enhance visual clarity, students can
add images, stickers, and hand-drawn elements. An example of such a project is
shown in Fig. 1.

Case study. This method involves analysing real or hypothetical situations
to develop analytical thinking and decision-making skills. For example, in
FigJam students may analyse a company’s financial crisis: working in groups,
they create a flowchart outlining the factors that led to the crisis and potential
solutions, using interactive diagrams and block schemes.
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Figure 1: Example of brainstorming on a FigJam board in the educational process of the
authors at the Kyiv National University of Technologies and Design
Source: authors’ development.

Mind maps. This method effectively supports knowledge structuring, the
formation of associative links, and the development of creative thinking. For
instance, students may be tasked with creating a mind map on the topic
“Foundations of Multimedia Design”, where each branch represents a separate
aspect — colour, typography, composition, etc. Participants add examples, links
to real projects, and discuss relationships between the elements.

Information visualisation. Presenting learning material in visual form
significantly improves comprehension and retention. FigJam offers a wide range
of tools for creating graphic schemes, flowcharts, tables, and diagrams, which
can be used both by instructors and students within the learning process.

The educational experience of the Kyiv National University of
Technologies and Design demonstrates that Figlam is effectively integrated into
courses related to multimedia design, composition, UX/UI foundations, visual
communications, and storytelling. During practical sessions, students complete
group tasks such as constructing compositional grids, analysing visual solutions,
creating website information architectures, building empathy maps, and
developing prototypes of interactive pages. The use of FigJam enables a rapid
transition from idea generation to structuring and visually presenting solutions.
Instructor observations indicate increased student engagement, higher-quality
group projects, reduced communication time, and an improved level of reflection
during the evaluation of project decisions.
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Figlam also supports inclusive interaction, as it allows work from any
device and accommodates varying levels of prior digital experience. Students can
join the shared board synchronously or asynchronously, leave comments, vote,
work on specific project fragments, and review group outcomes. This contributes
to equal access to the learning process, supports students with diverse educational
needs, and fosters a flexible collaborative environment.

Conclusions. The use of the Figlam online platform in the professional
training of future multimedia designers has proven effective as a tool for
interactive collaboration that integrates visual modelling, collective discussion,
and flexible organisation of the educational process. Analysis of Figlam’s
functionality demonstrates its potential for developing key professional
competencies — visual thinking, creativity, analytical skills, and communication
abilities — while practical learning formats (brainstorming, mind maps, case
studies, information visualisation) ensure a high level of student engagement and
bring the learning process closer to real project-based activities. The experience
of using the platform at the Kyiv National University of Technologies and Design
confirms its capacity to create an inclusive and reflective learning environment,
enhance teamwork, and improve the quality of student projects. Therefore,
Figlam can be considered an important tool of digital pedagogy in design
education, and its further development and adaptation to the specifics of
educational disciplines open promising opportunities for improving teaching
practices and developing new interactive solutions in the training of specialists
for the creative industries.

Given the wide range of available plugins and templates, future work may
involve the creation of new tools and extended functionalities tailored to the
needs of multimedia design disciplines, particularly for building interactive
projects and prototypes.
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Abstract. The analysis of the silver kantharos from the 5th century BC,
discovered in Bulgaria, reveals clothing details that make it possible to associate it with
signs and symbols present in the Cucuteni-Tripolie, Vin¢a-Turdas, Gumelnita, Sélcuta
cultures, but also in today's Romanian folk costumes, which places the event of death in
the late Neolithic or Eneolithic. The Orpheus soteriology is in opposition to the religion
of the Great Goddess shared by the female characters in the image. The analysis
demonstrates the following aspects: Orpheus' violent death is explained by his new anti-
cyclical religion, a preparatory soteriology of Christianity, Orpheus's murderers
practiced the Dionysian religion of cyclical rebirths and the silversmith was, most likely,
a woman.

Keywords: Orpheic soteriology, anticyclical religion, challenging the Great
Goddess, Neolithic female clothing, ritual death

Introducere. Un artefact tracic, care atrage atentia prin numeroase detalii
interesante si prin semificatiille pe care acestea le adaugd problematicii
soteriologiei orfeistice este un kantharos de argint cu reprezentarea mortii lui
Orfeu. Obiectul, lucrat in tehnica inciziei, este datat in 420 — 410 1. Hr. si se afla
in Colectia Vassil Bojkov din Sofia, fiind descoperit in Bulgaria (Figura 1).

Sursa: Gorgonchica, Own work, CC BY-SA 4.0,
https://commons.wikimedia.org/w/index.php?curid=69120937
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Din punct de vedere al formei, vasul are un corp adanc, cu doua torti subtiri
supraindltate si un picior destul de robust, care ii confera stabilitate. Arta inciziei,
prezenta pe suprafata unui perete al vasului, se caracterizeaza prin maiestria
formei si prin cunoasterea detaliatd a mitului. Se observad, de asemenea, o
multitudine de zgarieturi intentionate, realizate probabil cu ceva semandtor unei
perii de sarmd, care atenueaza reflexiile luminii pe metal si permit cuprinderea
vizuala a intregii scene.

Tematica uciderii lui Orfeu, pe care o gasim deseori in ceramica secolului
al V-lea i. Hr. abordata intr-un mod formal, este tratata aici cu o atentie deosebita
acordata detaliilor. Acestea indicd realitati istorice si religioase, de culturd si
civilizatie tracicd, prin intermediul obiectelor sacre si a celor artistice
reprezentate. Acestora 1i se aldturd artele apolonice implicite: muzica (ce
presupune compozitia, interpretarea la lira si, probabil, tehnica declamadrii sau a
recitativului), poezia si mestesugul construirii instrumentelor muzicale cu coarde.

Compozitia artistica, aflata pe unul din peretii vasului de argint, se
caracterizeaza printr-un echilibru dinamic, conferit de personajele care se afla
intr-o miscare violentd. Scena reprezentata este alcatuitd din doua registre.

Registrul din stanga, care ocupa aproximativ doud treimi din imagine, este
rezervat celor doua femei inarmate, prima cu o piatra, a doua cu o secure de lupta.
Miscarea vesmintelor insoteste miscarea corpurilor aflate intr-o alergare plina de
forta, de furie, de parca intregul camp al constiintei li s-ar fi Tngustat iremediabil.
Furia de tip orgiastic, abolirea oricarei ratiuni a celor doud menade nu reiese din
trasaturile fetelor, ci din limbajul trupului.

Registrul din dreapta acopera restul de o treime din intreaga scena. Aici se
afld Orfeu intr-o miscare de aparare, iar in spatele sau o herma, o sculptura de
forma dreptunghiulard, prevazutd cu un cap barbatesc si cu organul genital
masculin.

Deasupra intregii scene, sub buza vasului, este un motiv decorativ apolinic,
cel al ramurii de dafin, ceea ce poate fi o cheie a interpretarii uciderii lui Orfeu,
folosita de artistul argintar.

Femeia cu piatra in mana. Identitatea primei femei din stanga (Figura 2)
este datd de vesmintele alcatuite dintr-o fusta, o bluza si o mantie scurta si larga.
Materialul din care sunt confectionate este unul subtire si fluid, poate in. Detaliile
modelelor cusute sunt absolut surprinzitoare! Se regdsesc aici semne similare
celor care apar pe artefacte preistorice din zona de sud-est a Europei, ca in
culturile Cucuteni-Tripolie, Vin¢a-Turdas, Gumelnita, Sdlcuta sau in costumele
populare romanesti.

Pe mantia scurta si foarte ampla sunt siruri alternative de cercuri si svastici.
Cercurile au un punct in centru. Semnificatia lor este perfectiunea. Soarele poate
fi reprezentat in acest fel, dar si lumea 1n intregul ei, lumea frumoasa, ordonata,
cosmos-ul. Svasticile sunt sub forma unor cruci sau x-uri cu varfurile tesite. Ele
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simbolizeaza puterea absolutd, infinita si eternd, care se autoregenereaza vesnic,
un fel de "motor nemiscat” aristotelic (Figura 3).

0 [ reetersas readn s @ 2 YT S

RARAMBEADATAAT? TG

¥ 0 00830 ¥ [ ~ B 9@

S IRMYRGCAX AADES
fogogEgp¥
D | A Y es g %)
~0QOo+FQ1pD
U VIS e T e W 1 P
EXFRLBDCD
A B A B
BHEB n@#
Ut ow sl
% th f o Raur—ad
XA

Figura 2. Kantharos de argint, Figura 3. Detaliu vestimentar asociat cu semnele Vinca.

detaliu.

Svastica este prezentd si in costumul nostru popular sub denumirea de
vartelnita. Vartelnita, la randul ei, este si un obiect casnic, specific gospodariei
traditionale, folosit la depdnarea firelor de 1and, de canepa, in sau bumbac. Ea are
forma unei cruci cu patru brate. Fiecare brat este prevazut cu niste dinti de lemn
care fixeaza firele. Simbolistica vartelnitei contine mai multe idei asociate:
miscarea circulard, de Invartire in jurul axului propriu; antrenarea unor entitati
care, asemenea firelor, sunt parte a unei tesaturi; un fel de perpetuum mobile care
poate reprezenta baza imagindrii vesnicei reintoarceri, a renasterii, a trecerii de
la viatd la moarte si de la moarte la viatd. Paradigma este una de inspiratie
vegetala.

Caracterul arhaic al acestor modele de vesminte indica faptul cd purtitoarea
lor are o legatura cu ceea ce reprezentau ele — in epoca sau odinioara, si anume o
religie de tip neolitic, a Marii Zeite, atestatad In toata regiunea sud-est europeana,
anatoliana si mediteraneeana.

Sub mantia scurtd, femeia poartd o fustd lunga si larga peste care se afla o
bluza tip tunica, fixatd in talie cu un cordon subtire. Atrag atentia modelele din
partea de jos a fustei, ordonate pe cinci nivele: puncte, meandre, puncte acoperite
de unghiuri, cercuri ce alterneaza cu svastici si, chiar In zona inferioara, a tivului,
iardsi puncte. Unghiurile care seamana cu niste caciuli tuguiate sau acoperisuri
ascutite sunt aseminitoare unor semne din cultura Vin¢a. In vecinitatea
vartelnitei, ele pot semnifica dintii prin care trece firul vietii in depanarea lui,
obstacolele care apar inevitabil si care, datd fiind infinitatea miscarii, se pot
converti din dificultati in sanse si din noroc in nenorocire.

De cingdtoarea femeii sunt legate ramuri de iederd, simbolul dionisiac,
masculin, al renasterii. Asadar, acest personaj semnifica traditia neoliticd a
credintei intr-o vesnica regenerare sub conducerea Marii Zeite careia i se alatura,
ulterior, un Zeu nou, in acest caz Dionisos, din a caror hierogamie ciclica lumea
re-naste mereu. Hierogamia este esentiala pentru mentinerea existentei.
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Fata cu securea in miana. A doua femeie se afla mai in fata. Este mai
tandra, mai agresiva, mai hotarata. Ea poartd o tunica scurtd, cu modele simple
reprezentate de puncte. Ceea ce atrage atentia aici sunt tatuajele de pe brate,
antebrate, gambe si talpi.

Putem deduce ca pe fiecare brat sunt tatuate cate doud rozete, una pe
interiorul si cealaltd pe exteriorul bratului. Rozetele sunt, de fapt, stele in opt
colturi, un simbol al ciclicitatii si al energiei regeneratoare. O astfel de stea, cu
numele de roata morii, se intalneste si In cusaturile traditionale de la noi, cu
aceeasi semnificatie (Figura 4).

La Incheieturile mainilor, pe gambe si tilpi sunt tatuate unghiuri ascutite ca
niste dinti. Poate ca au un rol apotropaic, de indepartare a duhurilor rele. Dar daca
aceste unghiuri simbolizeaza dintii lupului din costumul nostru popular, atunci
semnificatia este cea a coexistentei celor doud principii: viata si moartea, lumina
si intunericul, binele si raul, susul si josul. Alternanta acestora este perpetua,
conform miscarii fard oprire a rotii morii. Este prezent acest motiv cu rol de
sacralizare a spatiului si in artefactele culturii Gumelnita/Karanovo VI. In
Muzeul Civilizatiei Gumelnita au fost reconstituite case pe peretii cdrora sunt
prezenti atat dintii lupului cét si vartelnite.

Un element interesant pentru aceastd discutie este reprezentat de un asa-zis
»sigiliu”, datat in mileniul III 1.Hr., descoperit la Pella, un obiect metalic care
servea la imprimarea unui mesaj pe piele, pe haine sau, poate, si pe alte obiecte
[5, p. 247], ce contine aceleasi semne de unghiuri ascutite. In cazul sigiliului,
semnele sunt insotite de diacritice, sub forma de puncte, ceea ce indica o
inscriptionare. Nu este exclus ca atat tatuajele fetei cat si semnele de pe
vesmintele primei femei sa fi fost realizate prin imprimare si sa aiba semnificatii
lizibile, bine cunoscute membrilor comunitatii.

Dar detaliile atdt de minutioase ale semnelor de pe hainele femeilor nu
exclud posibilitatea ca ele sa fi fost, de fapt, cusute. Oricum ar fi, precizia lor se
explica prin preocupare, cunoastere si competentd. De aceea tind sa cred ca putem
vorbi despre o autoare a acestui artefact, o argintareasd al carei talent atesta
existenta unei puternice constiinte religioase pe care o exprima cu o remarcabila
fortd estetica.

La fel ca prima femeie din registrul din stanga, si fata este purtatoarea
aceleiasi traditii neolitice a ciclicitatii vesnice, innoita prin hierogamia Marii
Zeite cu Tanarul Zeu. Spre deosebire de aceea care, conform semnelor de pe
vesminte, pare a avea un grad mai Tnalt al gnozei si devotiunii fatd de Marea Zeita
aflatd in hierogamie, aceasta este o novice care, cel mai probabil, vrea sa-si
demonstreze adeziunea totald fatd de cultul dionisiac.

In neoliticul dunarean Marea Zeita apare in cel putin doud ipostaze: ca Zeita
cu aripi, existenta divina absoluta si singulara, in cultura Cucuteni-Tripolie; si ca
Zeitd nsotitd de un iubit sau un logodnic, in cultura Gumelnita-Karanovo.
Ulterior, Marea Zeita este veneratd, in sudul Dunarii, ca aflandu-se deja intr-o
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sacra hierogamie. Tot acest spatiu cultural dundrean nu este strdin de naratiunea
miticd a existentei lui Orfeu. Contestarea Marii Zeite, pe care el o opereaza,
este o adevarata revolutie gnozica. Detronarea ei este o conditie esentiala
pentru soteriologia pe care o Orfeu o canta: eliberarea definitiva din ciclurile
vietii si ale mortii. De observat ca imaginea analizatd reflectd un moment al
constiintei religioase, cel in care se impunea o alegere; iar optiunile sunt:
ciclicitatea vesnicd a regenerarii si salvarea fortei vitale impersonale sau iesirea
din aceastd ciclicitate si salvarea existentei personale. Altfel spus: infinite
reinvieri/reincarndri versus inviere definitiva.

Asadar, femeile care il ucid pe Orfeu au picioarele goale, semn al legaturii
cu vitalitatea impersonala de tip htonic si sunt, probabil, femei trace initiate in
cultul lui Dionisos. Ele impartdsesc credinta intr-o vesnicd ciclicitate si
regenerare a lumii care este posibild doar datorita hierogamiei divine. Conditia
regenerdrii fard sfarsit a lumii este hierogamia. Dar aceastd hierogamie este
manifestatd, la randul ei, sub forma unor gamii concrete care se produc atat
natural, cu efect in microuniversul familiei, cat si ritualic, in forme dionisiace de
tip orgiasic, cu efect In macrounivers.

Orfeu cu lira in mana. Despre Orfeu s-a spus ca ar fi fost si el initiat in
cultul dionisiac, dar cd, la un moment dat s-ar fi distantat de acesta, sustinand ca
singurul zeu pe care il recunoaste este Apolo, fiul Soarelui, cel care simbolizeaza
intelepciunea si frumusetea, simetria si serenitatea, armonia si ordinea, muzica si
poezia, si totodata cel care I-ar fi invatat sa cante la lira.

In partea dreapti a scenei analizate, Orfeu, avand infatisarea unui tnir cu
vesminte grecesti si sandale in picioare, este surprins in momentul dramatic al
atacului. El se apleacd usor spre spate pentru a se feri de lovituri, ridicind ambele
maini. Lira este deja stricata, cu o coarda rupta (Figura 5).

Figura 4. Katharos de argiﬁt',w détaliu. Figura 5. Kantharos rcrite;e{rgint, detaliu.

Artista surprinde un dialog al privirilor intre Orfeu si femeia tandra cu
tatuaje. Ei se afla fatd in fata. Profilurile lor simetrice si asemanatoare vorbesc
despre multitudinea elementelor comune. Obiectele pe care le au in mana vorbesc
despre diferentele majore dintre ei. Femeia are o secure, Orfeu are o lira (Figura
6). Securea este un simbol al mortii, al distrugerii, lira un simbol al armoniei, al
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creatiei. In cele din urma artista argintareasa ne prezintd o ipostaza tragicd a
confruntarii celor doud principii fundamentale, care oculteazd o culturd a
sexualitdtii sacramentale lovitd in centrul sdu de putere.

Flgu a 6. Kantharos d argint, detaliu.

Soteriologia orficd a generat sentimente de urd de o intensitate uriasd pentru
ca, printre altele, salvarea definitiva a omului din ciclurile infinite ale vietii si ale
mortii presupune anularea hierogamiei si, deci a oricirei gamii. Intreaga scena
contine o difuza problematica a sexualitdtii. Menadele, ca ipostaze ale feminitatii
Marii Zeite, vedeau in Orfeu o masculinitate ratata i, mai mult decat atat, o
masculinitate retractild care punea in pericol mecanismul universal, vartelnita
cosmicd, roata lumii. De aceea el trebuie sa moard, iar lumea sa-si continue
regenerarea ciclicd. Artista argintareasa a ales sa-si exprime punctul de vedere cu
privire la aceastd problemd consemnand numelui lui Orfeu, dar nu si pe cel al
femeilor care I-au omorat.

Altarul cu pietre. Herma este o statuie dreptunghiulara, care reprezinta,
intr-o forma simplificatd, un personaj masculin. Zeul Hermes era adesea
reprezentat in acest fel, dar sunt cunoscute astfel de artefacte si pentru
reprezentarea altor zei.

In partea dreapta a kantharos-ului scena se incheie cu o statuie de tip
herma, poate un zeu trac, cu parul lung sub caciula specifica, cunoscuta sub
numele de caciuld frigiand, atribuita si lui Orfeu, cu mustata si cu ochii larg
deschisi. Corpul de piatrd alungit, care aminteste de stilpii ritualici, are
incizata/scobita o forma rectangulara in dreptul inimii. La baza este o alta piatra,
de mari dimensiuni, ca o steld, iar in fata acesteia opt pietre mai mici, rotunde,
cladite una peste alta, ca un posibil altar.

Tot acest ansamblu sugereaza un sanctuar in aer liber, poate chiar al lui
Sabazios, zeul trac numit Eliberatorul, cu functii solare, uraniene, regeneratoare
si fertilizatoare. Asocierea lui tarzie atat cu Dionisos cat si cu Soarele indicd o
coincidentia oppositorum interesantd. Ar rezulta ca Orfeu se inchina ipostazei
solare sau ,apolonice” a lui Dionisos, in timp ce alti initiati, printre care si
menadele ucigase, s-ar fi inchinat ipostazei sale intunecate, htoniene, hiper-
sexualizate.

Ansamblul de pietre, atdt de minutios reprezentat, poate fi asociat cu un
text atribuit uneori lui Orfeu, alteori unui Pseudo-Orfeu, intitulat Lithica, in care
sunt descrise proprietatile speciale ale pietrelor, cum ar fi caracterul lor
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cosmogonic, terapeutic, oracular sau resurectional [4. p. 112]. Acest detaliu, pe
care artista argintareasa a intentionat sd-1 prezinte explicit, poate fi pus in relatie
si cu mentiunea mitica despre muzica lui Orfeu care misca pietrele si copacii,
cele mai stabile forme din naturd, cele mai neclintite forme de existenta.
Capacitatea lui de a anula nemiscarea aparent absolutd a pietrelor, prezentd in
conceptul artistic analizat, il face un innoitor al intelegerii lumii, un adevarat
,revolutionar”.

Concluzii. Orfeu nu este prezentat, aici, in desenul de argint al vasului, atat
ca un erou intemeietor al unei noi religii, desi esentialmente el asa este, cat ca un
deconstructor al unui tip ,,traditional” de gandire religioasa. Ceea ce construieste
el este o soteriologie, o religie a recuperdrii nemuririi persoanei si a salvarii ei.
Naratiunea tarzie a esecului de salvare a Euridicei cred ca trebuie interpretat in
sensul in care religia Marii Zeite, folositd de Orfeu in contextul pierderii sotiei
sale si a dorintei de a o aduce inapoi, se dovedeste neputincioasa. Instrumentul
acestei religii este doar vdrtelnita, regenerarea periodica, nu salvarea definitiva.
De aceea, Orfeu se indreaptd spre altceva, spre o alta intelegere si o altd putere
de actiune. Pentru el, intr-un alt plan decét cel regenerator, Euridice este salvata
deja, este mereu vie, ceea ce menadele, s-a spus, i-au reprosat constant. Existenta
permanentad a Euridicei, in sufletul sdu dar si Intr-un Tnalt registru existential, face
inoperabila orice altd gamie in orice alt registru existential.

Transmutarea din planul repetitiei ontologice in cel al Tnnoirii ontologice
este un pas radical ce defineste viziunea lui Orfeu. Iar Orfeu poate fi inteles ca
un moment de rasucire a constiintei religioase dinspre panteism inspre
personalism. Cauza mortii sale este tocmai soteriologia resurectionala si anti-
ciclica, cea care 1l Inscrie pe linia pregatitoare a crestinismului.
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Abstract. Contemporary artistic education faces an essential challenge: that of
integrating the cultural and identity heritage of communities in the context of a world
marked by accelerated globalization and extensive digitalization. In such a framework,
visual art becomes a privileged tool for the reconstruction of identity, as it facilitates the
dialogue between cultural memory and new forms of expression generated by
technology. The way in which the visual tradition, with its heritage values and symbols,
can be reactivated and reinterpreted through emerging media, such as augmented reality,
virtual reality and the metaverse, becomes a duty for contemporaries. These innovative
educational spaces do not replace the classical dimension of artistic training, but
complement it, offering possibilities for interdisciplinary experimentation and
affirmation of cultural specificity in global contexts. The artistic educational process
must be conceived as a permanent negotiation between the preservation of tradition and
openness to innovation, between the affirmation of local identity and participation in the
universal cultural circuit. Thus, artistic education, overcoming its strictly conservative
role, becomes a dynamic identity pedagogy, capable of forming critical, creative and
intercultural individuals.

Keywords: artistic education, visual art, cultural identity, digitalization,
metaverse.

Invatamantul artistic a fost dintotdeauna un spatiu al intalnirii dintre
mostenirea culturald si creativitatea individuald. Daca in trecut formarea artistica
se sprijinea aproape exclusiv pe transmiterea directd a modelelor si tehnicilor
consacrate, astdzi, ea trebuie sd raspundd unor provocari fard precedent.
Globalizarea, digitalizarea si explozia mediilor vizuale online transforma nu doar
modul in care arta este creatd si perceputd, ci si felul in care indivizii isi
construiesc identitatea.

In spatiul nostru cultural, traditia vizuald se constituie intr-un adevirat
,»alfabet identitar”, un limbaj al simbolurilor si motivelor prin care comunitatile
au transmis de-a lungul secolelor valori, credinte si forme de sensibilitate. Fie ca
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vorbim despre motivele populare tesute in covoare si broderii, despre iconografia
religioasd sau despre arta decorativa prezentd in arhitectura traditionald, aceste
expresii vizuale nu reprezintd doar obiecte estetice, ci si depozitare de memorie
colectiva. In contextul educatiei artistice universitare, traditia vizuald devine o
resursd pedagogica de neinlocuit, intrucat ea permite legatura dintre formarea
tehnica a studentului si dimensiunea culturala a creatiei sale.

Integrarea traditiei vizuale in procesul educational nu presupune simpla
repetare a unor modele consacrate, ci mai ales incurajarea reinterpretarii. Atunci
cand studentii sunt provocati sa creeze lucrdri inspirate de motivele broderiei
populare sau de simbolurile artei medievale, ei nu sunt chemati sa imite, ci sa
reactiveze un cod vizual care continuad sa transmita sensuri identitare. Prin aceasta
practica pedagogica, traditia devine un teren de experiment, unde trecutul se
intalneste cu prezentul si unde identitatea culturald se reconstruieste intr-o forma
actualizata.

Aceasta abordare are o valoare dubla. Pe de o parte, ea contribuie la
formarea unui respect autentic fatd de patrimoniu. Studentul intelege ca motivele
decorative nu sunt doar simple ornamente, ci simboluri cu o Incarcatura spirituala
si sociala. Pe de alta parte, reinterpretarea acestor simboluri prin desen, pictura,
grafica digitala sau instalatii contemporane deschide calea catre o creatie
originala, care imbina traditia cu inovatia. Astfel, procesul educational artistic
devine un spatiu de mediere intre memoria culturala si creativitatea individuala.

Exemplele pedagogice pot varia de la exercitii de transpunere a motivelor
populare in limbaje grafice moderne, pana la proiecte interdisciplinare in care
patrimoniul vizual local este integrat in design contemporan sau in artd digitala.
Spre exemplu, motivele solare si vegetale din tesaturile moldovenesti pot fi
valorificate in crearea unor logouri, afige sau animatii 3D, care circula apoi in
mediul online, devenind parte a unei identititi vizuale contemporane. In acest fel,
ceea ce parea un simbol arhaic capatd o nouad viata si o noud vizibilitate.

Mai mult decat atat, traditia vizuald are si un rol formativ in planul
dezvoltarii gandirii critice. Atunci cand studentii compara simboluri autohtone
cu expresii vizuale din alte culturi, ei descopera asemanari si diferente care le
largesc orizontul artistic si intercultural. Aceastd experientd comparativa le
permite sa inteleagd ca traditia nu este un spatiu inchis, ci o parte a unui
patrimoniu global 1n care fiecare cultura isi aduce contributia.

Prin urmare, traditia vizuala ca resursa pedagogicad nu trebuie privita doar
ca un obiect de conservare, ci ca o fortd de inspiratie si de reconstructie identitara.
In educatia artistica universitar, ea devine fundamentul pe care se clideste un
dialog Intre generatii si intre culturi, pregatind studentii sa devina nu doar artisti,
ci si pastrdtori si inovatori ai propriei identitati.

Reconstructia identitara prin educatia artisticd nu poate fi inteleasd doar ca
o intoarcere spre trecut sau ca o simpld valorificare a patrimoniului vizual
national. Ea presupune, In egald masurd, deschiderea catre alteritate, catre

99



intalnirea cu alte forme culturale si estetice. Intr-o lume globalizati, identitatea
nu mai este o realitate fixa, ci una negociata continuu, aflata in dialog permanent
cu celalalt. Aici intervine rolul formativ al spiritului critic si intercultural.

Prin activitatile universitare, studentii-artisti au ocazia sd intre in contact cu
limbaje vizuale provenite din culturi diferite. Atelierele interculturale,
mobilitatile academice sau chiar expozitiile virtuale internationale creeaza
contexte in care un student din Republica Moldova poate descoperi, compara si
asimila elemente de estetici japonezi, africani sau sud-americani. Intr-un
asemenea cadru, identitatea proprie nu este anulatd, ci repusa in valoare prin
contrast si dialog.

Un exemplu semnificativ il reprezinta proiectele educationale comune intre
universitdti europene si cele din spatii extraeuropene, in care studentii creeaza
lucrari colective inspirate atat de motive locale, cat si de simboluri universale. De
pilda, broderia moldoveneasca, cu motivele sale geometrice, poate fi pusd in
dialog cu estetica vitraliilor medievale franceze sau cu minimalismul japonez,
rezultatul fiind lucrari hibride care surprind prin originalitate si prin forta lor
identitara.

Spiritul critic, format 1n aceste contexte, 1i ajuta pe studenti sa evite atat
pericolul imitatiei sterile, cét si tentatia izoldrii culturale. Ei invata sd recunoasca
valoarea traditiei proprii, dar si sa aprecieze aportul altor culturi, dezvoltand
astfel o identitate flexibila si interculturala. In acest sens, educatia artistici devine
nu doar un proces de transmitere de cunostinte, ci o scoald a dialogului si a
respectului pentru diversitate.

Una dintre cele mai mari provocari ale educatiei artistice actuale este
adaptarea la instrumentele digitale. Realitatea virtuald, realitatea augmentata,
inteligenta artificiala si metaversul nu sunt simple tendinte trecdtoare, ci au
devenit deja medii prin care arta este produsa, expusa si receptata. Insa, in acelasi
timp, aceste instrumente pot conduce la uniformizare culturald daca nu sunt
utilizate constient si reflexiv.

In mediul educational universitar, rolul profesorilor este acela de a
transforma tehnologia intr-un mijloc de expresie identitara, nu intr-un scop in
sine [1, p. 232]. De exemplu, o expozitie virtuald organizatd de studenti poate fi
construitd in jurul unei teme identitare — ,,Satul copilariei”, ,,Memoria locului”
sau ,,Mituri si legende locale”. Platforma digitald permite accesul global la aceste
lucrari, dar specificitatea culturald ramane vizibila si valorizata.

Un alt exemplu relevant il constituie utilizarea inteligentei artificiale pentru
reinterpretarea motivelor traditionale. Studentii pot antrena algoritmi generativi
sd combine simboluri etnografice cu forme vizuale moderne, obtindnd imagini
inedite. Insi valoarea acestui proces depinde de reflectia critici asupra
rezultatului: dacd studentul nu intelege semnificatia culturald a simbolului,
lucrarea risca sa devind un produs decorativ lipsit de identitate. In schimb, atunci
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cand tehnologia este ghidata pedagogic, ea devine un instrument de regenerare a
memoriei vizuale.

In plus, realitatea augmentati si realitatea virtuald ofera posibilitatea de a
recrea experiente culturale disparute. Printr-un proiect VR, un student poate
readuce la viata un ritual traditional, o sarbatoare populara sau chiar un spatiu
arhitectural distrus. Acest tip de experienta nu doar conserva patrimoniul, ci il
transformd intr-o resursd accesibild pentru generatiile digitale, care pot
,participa” la trecut printr-o experientd imersiva.

Astfel, valorificarea instrumentelor digitale fara pierderea specificului
cultural inseamna folosirea tehnologiei ca punte intre memorie si inovatie. In
acest cadru, educatia artisticd formeaza artisti capabili sd creeze intr-un mediu
globalizat, dar si sa-si afirme identitatea locald, evitand riscul uniformizarii
vizuale.

Reconstructia identitard prin arta nu poate fi privita ca un act izolat, ci ca
un proces educational complex. In universititile de profil, aceasti reconstructie
presupune un echilibru intre memoria culturald si noile limbaje vizuale, intre
local si global, intre traditie si tehnologie. Procesul poate fi analizat in trei directii
fundamentale:

Primul pas al reconstructiei identitare este raportarea la patrimoniu. Fard a-
si cunoaste radacinile, studentul-artist risca sd devind un simplu imitator al
modelelor globale [3, p.394]. De aceea, integrarea patrimoniului vizual national
in proiectele digitale devine o conditie esentiala a formarii. Exemple concrete
includ utilizarea motivelor ornamentale traditionale moldovenesti in grafica
digitala sau proiecte de realitate augmentata care reconstituie patrimoniul
arhitectural istoric.

Reconstructia identitara nu presupune doar intoarcerea spre patrimoniu, ci
si deschiderea spre alteritate. Studentii trebuie sa fie capabili sd compare si sa
negocieze propria identitate in raport cu alte culturi. Exemple sunt atelierele
interdisciplinare internationale sau participarea la expozitii virtuale globale, unde
studentii isi descopera specificitatea culturala in dialog cu alte traditii.

Cea mai mare provocare este ca instrumentele digitale sa fie folosite ca
mijloace, nu ca scop in sine. Expozitiile virtuale tematice, aplicatiile educationale
VR sau utilizarea inteligentei artificiale pentru reinterpretarea motivelor
traditionale sunt exemple relevante. Astfel, tehnologia devine un sprijin pentru
traditie, nu un substitut al ei. Studii de caz si exemple aplicative

Pentru a demonstra relevanta directiilor mentionate anterior, este important
sd prezentam cateva exemple aplicative care aratd cum procesul educational
artistic contribuie efectiv la reconstructia identitard in era digitala.

La Universitatea Pedagogica de Stat ,,Jon Creanga” s-au derulat in ultimii
ani proiecte experimentale in care studentii au realizat expozitii virtuale inspirate
din traditiile locale. Un exemplu il reprezintd un proiect dedicat simbolisticii
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covoarelor moldovenesti, unde studentii au creat animatii si modele 3D care
redau dinamica motivelor traditionale intr-un limbaj digital.

Colaborarile internationale, desfasurate in format hibrid, au permis
studentilor sa intre in contact cu alte culturi vizuale. Intr-un atelier virtual comun
cu o universitate din Franta, studentii moldoveni au comparat motivele decorative
din arta populara locala cu estetica vitraliilor franceze medievale. Rezultatul a
fost realizarea unor lucrari hibride care combind elemente identitare diferite,
demonstrand astfel cum dialogul vizual poate reconstrui identitatea intr-o
maniera inovatoare.

Un alt exemplu il reprezinta utilizarea realitatii virtuale pentru a reconstitui
ritualuri traditionale. Prin intermediul unor experiente VR, studentii si vizitatorii
au putut ,,participa” la scene de nuntd, la sarbatori populare sau crearea, desi
controversata, de vieti artificiale [2, p.25]. Acest tip de proiect nu doar conserva
memoria culturald, ci o transforma Intr-o experienta accesibila si atractiva pentru
noile generatii.

Aceste studii de caz confirma ca reconstructia identitard nu ramane doar un
concept teoretic, ci devine o realitate palpabild in cadrul invatamantului artistic
contemporan. Reconstructia identitard prin artd vizuald in era digitald este un
proces aflat incd in plina desfasurare. El presupune eforturi continue din partea
cadrelor didactice, a studentilor si a institutiilor educationale, care trebuie sa
gdaseasca echilibrul intre raddcini si orizonturi, intre traditie si tehnologie. Viitorul
educatiei artistice depinde de capacitatea noastrd de a valorifica tehnologiile
emergente fira a pierde specificitatea culturali. In acest sens, reconstructia
identitara este nu doar un obiectiv academic, ci si o responsabilitate culturala.

Invatamantul artistic superior se afld in fata unei provociri majore: aceea
de a Tmbina traditia culturala cu inovatia digitala [1, p.89]. Arta vizuala devine
un mediu ideal de reconstructie identitard, unde trecutul si viitorul se intalnesc.
Traditia ofera ridicini, iar tehnologia deschide orizonturi. Impreuni, ele
formeaza o pedagogie artistica relevanta pentru secolul XXI.

Bibliografie
1. CULATTA, R. Ghid de educatie digitala. Cum pregdtim copiii pentru o lume
supertehnologizata. lasi: Polirom, 2023
2. GRAU, O. Virtual Art: From Illusion to Immersion. Cambridge, MA: MIT
Press, 2021
3. HALL, S. Cultural Identity and Diaspora. In K. Woodward (Ed.), Identity and
Difference. London: Sage, 1997

102



ANALIZA DIVERSITATII TEHNICILOR UTILIZATE
iIN PROCESUL DE CREARE A BENZILOR DESENATE

ANALYSIS OF THE DIVERSITY OF TECHNIQUES USED
IN THE PROCESS OF CREATING DRAWN STRIPS

Nicoleta VASILIEYV, cercetitor stiintific stagiar., asis. univ.,
Universitatea Tehnica a Moldovei

Nicoleta VASILIEV, Junior Researcher, Assistant Professor,
Technical University of Moldova

ORCID: 0009-0009-3491-6408

e-mail: nicoleta.vasiliev@dip.utm.md

Milena TROSCHINA, cercetator stiintific stagiar., asis. univ.,
Universitatea Tehnica a Moldovei
Milena TROSCHINA, Junior Researcher, Assistant Professor,
Technical University of Moldova
ORCID: 0009-0002-0814-1345
e-mail: milena.troschina@dip.utm.md
CZU: 778.534.66:004.928

Abstract: This paper examines the diversity of traditional artistic techniques and
digital technologies employed in the creation of comics by local artists from 1960 to
2025. The main objective of the research is to highlight the ways in which technological
transformations have influenced the artistic practice and visual expressiveness of this
visual-narrative genre of fine art. The study traces the transition from traditional methods
and techniques — based on freehand drawing and conventional materials — to digital
technologies that define much of the contemporary comic production in the Republic of
Moldova.

The analysis of traditional materials and techniques used in comic creation, such
as paper, graphite pencils, ink, and watercolor — characteristic of the late 1950s to early
2000s — has facilitated the identification of aesthetic solutions characterized by firm
contours, strong contrasts of color and form, and a limited color palette. The manual
process of comic creation, carried out in distinct stages (sketching, outlining, and
coloring) by artists such as Alexei Grabco, Margareta Chitcatii, lurie Simac, Valeriu
Curtu, Alexei Sainciuc, and others, was constrained by the technical possibilities of the
time, visibly influencing the graphic style and narrative complexity.

At the same time, the study of digital comic-making technologies highlights the
profound transformations brought about by the use of specialized software (Clip Studio
Paint, Adobe Photoshop, Procreate, Krita) and modern equipment (graphic tablets,
styluses, interactive devices). These modern tools, employed by young artists such as
Octavian Curosu, Alex Buretz, Cristiana Grati, Inna Sacali, Calin Enachi, Valentin
Enachi, and Anghelina Ciubotaru, integrate all stages of the production process within a
unified environment, offering extended possibilities for editing, correction, storage, and
publication. Moreover, the digital medium enables the simulation of traditional textures,
the use of 3D models, the creation of complex visual effects, and the adaptation of works
for multiplatform distribution — from print to webtoons and interactive formats —
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allowing artists to remain relevant within national and international comic art
exhibitions.

Thus, we conclude that the digitalization of the comic art field in the Republic of
Moldova has not led to the complete disappearance of traditional techniques but rather
to their synthesis, resulting in hybrid forms of visual expression. Contemporary local
comics are configured as a space of convergence between traditional art, technology,
and narrative complexity, reflecting the dynamic evolution of visual media in the
digital age.

Keywords: comics, visual narrative, traditional techniques, digital art, graphic
tablet, visual artists.

Introducere. Benzile desenate reprezinta lucrari, care combina in sine arta
vizuala, literatura si tehnologia. De-a lungul timpului, nu doar stilul grafic si
continutul narativ au suferit modificdri, ci si materialele pentru realizarea
acestora. Evolutia suporturilor si a instrumentelor de lucru a influentat in mod
direct atat estetica benzilor desenate, cat si accesibilitatea lor pentru publicul larg.

De la primele publicatii pe hartie de ziar, realizate cu mijloace tipografice
rudimentare si palete cromatice limitate, pand la utilizarea hartiei de calitate
superioard, a cernelurilor sintetice si, ulterior, a platformelor digitale, traseul
benzilor desenate reflecta atat progresul tehnologic, cat si adaptarea mediului
artistic la schimbdrile culturale si economice. In acest context, materialele
utilizate pot fi privite ca indicatori relevanti ai modernizarii continue a acestei
forme de expresie artistica.

Tehnici traditionale. La inceputul dezvoltarii benzilor desenate, principalul
suport utilizat pentru reproducerea tipografica a fost hartia de ziar, utilizata in
principal datoritd costului sau redus si a capacitdtii de a furniza informatia pe
scara larga. Totusi, caracterul sdu tehnic se dovedea limitat de rezistenta scdzuta
la uzura si fragilitatea materialului. Aceste neajunsuri, au influentat 1n mod direct
estetica benzilor desenate, impunand o paletd cromaticd redusd si prezenta
contururilor ferme si clare, care sd asigure lizibilitatea imaginilor.

In ceea ce priveste tehnicile traditionale de realizare, artistii foloseau un
proces de creatie manual, bazat pe etape distincte. Desenul initial era realizat cu
creion grafit/mecanic pe foi de carton tehnic sau hartie de desen de calitate
superioard (exemplu, hartia bristol), capabile sd suporte stergeri si corecturi
repetate [9]. Pe langa hartie, creioanele de diferite grade de durabilitate (H, HB,
B) joacd un rol esential. Creioanele dure (H-9H) sunt potrivite pentru schite,
deoarece lasa linii fine, ce pot fi sterse. Pe de altad parte, creioanele moi (B-9B)
sunt perfecte pentru contururi si umbre. Liniile sunt intense si pigmentate, lucru
ce adaugd profunzime desenului. lar creioanele, HB, prezinta o combinatie dintre
durabilitatea medie si o nuantd de gri inchis [8-9]. Creioanele mecanice, sunt
disponibile dupa grosimi: 0,2-5 mm. Grosimile mici (0,3-0,5 mm) sunt utilizate
pentru detalii fine, cum ar fi firele de par, cele groase (0,7-2mm) pentru accent si
umbre usoare.
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Dupa finalizarea schitei, contururile principale erau trasate cu penite de tus
sau pensule subtiri, utilizand tus negru rezistent la lumina si apd. Aceasta etapa,
numitd colorare, avea un rol esential in claritatea vizuald a desenului, fiind
adaptata ulterior la cerintele procesului tipografic 1, 3, 7].

Pentru colorare, in perioada etapa pre-tipografica, artistii recurgeau la
tehnici in acuareld, creioane colorate, guas sau tusuri colorate, aplicate manual
pe copii ale desenelor originale. In faza industrial3, insa, colorarea se realiza prin
tehnici mecanice de separare cromatica, care foloseau placile de tipar pentru
fiecare culoare primara (cyan, magenta, yellow-galben si key-negru — sistemul
CMYK). Limitarile acestor procedee explica de ce benzile desenate timpurii
prezentau tonuri vibrante, dar putine nuante intermediare.

Astfel, n rezultatul analizei multiplelor benzi desenate care au fost create
si publicate in perioada anilor 1950-2000, s-au identificat lucrdri realizate in
creion de grafit/mecanic, in tus/cu penite subtiri, in acuareld, in creioane
colorate, in guas (fig.1-4).

Benzi Desenate — tehnica desen in tus. Studiul axat pe analiza diversitatii
tehnicilor utilizate in procesul de creare a benzilor desenate in Republica
Moldova a condus la constatarea faptului cd de-a lungul deceniilor, pe plan
national, s-au facut remarcati in acest domeniu prin utilizarea tehnicilor
traditionale artistii plastici precum: Alexei Grabco, Valeriu Curtu, Margareta
Chitcatii, Iurie Simac, Licd Sainciuc, Ana Evtusenco, Aurel Gutu, N.
Romanovschi, N. Tighineanu si altii. Printre acestia plasticianul Alexei Grabco
(1936-2016) s-a evidentiat, in decurs de mai bine de cinci decenii, prin
multitudinea de benzi desenate publicate in revistele ,, Scdnteia leninista”,
,Steluta”, ,, Alunelul”, precum si in editiile de carte ,, Aventurile lui Trica si
Ciupica” (1960), ,, Noile aventuri ale lui Trica si Ciupica” (1963), ,, Trica si
Ciupica” (1989).

In albumul , Aventurile Iui Tricd si Ciupica”, editia 1960 (fig. 1c),
graficianul Alexei Grabco utilizeaza tehnica desenului in tus, caracterizatd printr-
o paletd monotond, menita sd pastreze unicitatea si plasticitatea liniei. Stilul
artistic al lui Alexei Grabco se caracterizeaza prin utilizarea liniilor subtiri, clare
si expresive, care reusesc sa transmitd atat dinamismul miscarii, cat si emotiile si
starile sufletesti ale personajelor prin intermediul expresiilor faciale si a
gesturilor. Compozitiile sale sunt structurate in cadre succesive, atent organizate
pentru a crea un ritm vizual coerent, alternanta dintre cadranele largi si cele
restranse genereaza un flux narativ natural, in care expresivitatea gesturilor si a
mimicilor suplimenteazd, sau chiar inlocuieste, necesitatea textului. Prin
intermediul combinatiei intre claritate, expresivitate si ritm vizual, stilul sau
devine distinct si adaptat pentru a capta atentia si a comunica eficient cu publicul
tanar.
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a) Desen de Margareta  b) ,,Tricd face sport”, desen  c)Seria ,, Aventurile lui Trica
Chitcatii, ziarul ,, Alianta de Alexei Grabco, revista si Ciupica - pisica”, de
Moldova noastra” ,»Scinteia leninista”, nr. 2, Alexei Grabco, 1960

februarie 1958

Figura 1: Exemple de benzi desenate - tehnica desen in tus

Benzi Desenate - tehnica mixtd (in acuareld si tus) Analiza benzilor
desenate din editiile de carte ,, Noile aventuri ale lui Trica si Ciupica” (1963),
., Trica si Ciupica” (1989) (fig. 2) a evidentiat faptul ca graficianul Alexei Grabco
adopta o tehnica mixtd de realizare. Astfel, aplicarea tehnicii in acuarela si tus a
favorizat aparitia, In seria de istorioare despre relatia de prietenie a baietelului
Tricd si a cdtelusului Ciupicd, a unor pete cromatice calde si luminoase, menite
sd confere o notd jucdusa si copilareascd acestor benzilor desenate. Artistul
recurge, de asemenea, la procedee de umbrire prin hasuri fine si la alternanta
contrastantd dintre suprafetele albe si cele negre, conferind astfel lucrarilor volum
si profunzime. Imbinarea acestor mijloace plastice defineste un limbaj vizual
distinct, impregnat de umor si rafinament, prin care artistul plastic Alexei Grabco
reuseste sa transfigureze situatiile cotidiene in veritabile poeme vizuale.
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a) Editia de carte ,,Trica si Ciupica”, 1989,  b) Editia de carte ,, Noile aventuri ale lui Trica
de Alexei Grabco si Ciupica”, 1963, de Alexei Grabco

Figura 2: Exemple de benzi desenate realizate 1n tehnica mixta de Alexei Grabco
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Urmarind multicriterial evolutia benzilor desenate contemporane se
observa afirmarea impetuoasa in acest gen special al artelor plastice a pictoritei
Margareta Chitcatii (n. 1967) aldturi de plasticienii Lica Sainciuc, Aurel Gutu,
Valeriu Curtu, Iurie Simac si Ana Evtusenco. E de remarcat faptul ca, pe
parcursul carierei sale artistice, Margareta Chitcatii realizeaza si publica multiple
benzi desenate pe paginile editiilor periodice ,,Saptamdna”, ,,Momentul”,
., Chiparus plus”, ,,Cucu”, ,, Alianta’ s.a. Vorbind despre creatiile artistei din
domeniul benzilor desenate se poate remarca faptul cd dumneaei adesea apeleaza
la tehnicile traditionale de realizare in acuareld, in tus, in creioane colorate,
utilizate atat separat, cat si intr-un demers mixt de expresie vizuald. Lucrarea
., Dreptul la asociere” (fig. 3a), de Margareta Chifcatli, se remarca printr-un stil
realistic-naiv, realizat prin tehnica acuarelei. Petele de culoare redau umbrele si
luminile, astfel prin redarea culorilor calde (predominant galben si rosu), pictorita
creeazd o atmosferd calda si prietenoasd pentru a favoriza perceperea si
memorizarea usoara a mesajului de catre copii. Dialogurile — incadrate n bule de
vorbire rotunjite cu coada — sunt scurte, reflectand modul de gandire al copiilor,
iar structura in sase panouri asigurd o lecturd fluenta si logica. Utilizarea unui
font fara serife in textul mesajului contribuie la redarea unei lizibilitati accesibile
si a unei tonalitdti prietenoase. Limbajul simplu si accesibil contribuie la
transmiterea mesajului educativ fard a deveni moralizator. Tonul general al benzii
desenate in cauza este pozitiv si constructiv, promovand valori precum
cooperarea, respectul reciproc si participarea activa la viata comunitatii.

2o

a) Dreptul la asociere” b) ,,Crenguta da-ma huta”, de
(2007), de Margareta Lica Sainciuc, revista revista Alunelul, nr. 10,
Chitcatii Alunelul, nr. 11, 1990 1997

Figura 3: Exemple de benzi desenate realizate in tehnica mixta
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a) Desen de Valeriu Curtu, revista
Alunelul, nr.11, 1990

b) ,,Alunelul felicita toti copii cu Anul
Nou”, de Valeriu Curtu, revista
Alunelul, nr.11-12, 1993

Figura 4: Exemple de benzi desenate realizate 1n tehnica mixta de Valeriu Curtu

Tehnici digitale. Tehnologiile digitale pentru realizarea benzilor desenate
au modificat profund modul de lucru al artistilor, influentand atat procesul de
creatie, cat si cel de distributie. Dupd cum se poate observa in Tabelul 1, care
evidentiaza diferentele dintre tehnicile traditionale si cele digitale, instrumentele
moderne permit integrarea etapelor de desen, colorare, aranjare n pagind si
publicare intr-un singur mediu digital. Aceasta trecere de la tehnicile traditionale
realizate manual la cele digitale asistate de computer ofera artistilor mai multa
flexibilitate, un timp de lucru redus si costuri de productie mai mici, contribuind
totodatd la o mai usoara adaptare a continutului pentru mediul online.

Tabelul 1: Analiza comparativa a tehnicilor traditionale si digitale

Ne | Parametri

Tehnici traditionale

Tehnici digitale

1. | Materiale

Hartie, cerneala,
acuareld, creioane

Tableta, stilou, software grafic

2. | Corecturi

Limitate, adesea
ireversibile

Nelimitate, cu functia ,,undo”

Viteza de
lucru

Mai lente, necesita
uscare §i scanare

Mai rapide, procese automatizate

4. | Cheltuieli

Costuri permanente
pentru materiale

Stocare si
publicare

Copii fizice, arhive

Fisiere digitale, stocare in
cloud/drive, cu posibilitatea de

acces online

Tranzitia de la tehnicile traditionale la cele digitale in realizarea benzilor
desenate a fost facilitatd de aparitia si dezvoltarea unor programe specializate,
descrise in Tabelul 2, precum Clip Studio Paint, Adobe Photoshop, Procreate,
Adobe Fresco, MediBang Pro si Krita [10-13]. Aceste aplicatii, utilizate
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impreuna cu echipamente hardware performante — cum ar fi tabletele grafice,
iPad, Wacom Cintiq, Huion sau XP-Pen — au permis artistilor sd integreze
desenul, colorarea si editarea intr-un flux de lucru digital coerent si eficient.

Tabelul 2: Aplicatii ale software-ului

Ne Denumirea . Aplicatii
software-ului ’
Program complet pentru crearea de benzi desenate si
. . ilustratii digitale. Include instrumente pentru schite,
Clip Studio T . N - A
1. Paint contururi, modele 3D si grafica vectoriald, oferind linii
clare si precise. Ideal pentru artisti profesionisti si
amatori.
Aplicatie versatila pentru ilustratii si benzi desenate
) Adobe digitale. Permite lucrul cu pensule, straturi si efecte de
' Photoshop | umplere, oferind control detaliat asupra culorilor si
texturilor.
Aplicatie de desen digital cu peste 130 de pensule
personalizabile si sistem avansat de straturi. Ideala
3. Procreate . P . . .
pentru realizarea rapida a ilustratiilor si compozitiilor
complexe pe iPad.
Program gratuit pentru desen si benzi desenate, cu
. suport pentru grile, panouri si storyboard-uri. Include
4. Krita L . .
pensule personalizabile si straturi multiple, oferind un
mediu creativ flexibil
Aplicatie usor de folosit pentru benzi desenate si
5 MediBang | ilustratii. Ofera pensule, straturi si stocare in cloud,
' Pro permitand colaborarea online si accesul la proiecte de
pe diferite dispozitive.

Noile tehnologii ofera posibilitatea de a lucra la rezolutii inalte si cu un
numir nelimitat de straturi, permitand crearea unor efecte vizuale complexe. in
procesul de lucru, artistii creatori de benzi desenate pot imita materiale
traditionale — creioane colorate, cerneala, markere, acuarela sau guas — in format
digital, iar modelele 3D faciliteaza construirea perspectivei si a fundalurilor,
contribuind la detalierea spatiului.

Aceste tehnici moderne nu doar ca sprijina procesul creativ, dar integreaza
editare, corectie, stocare si publicare. Astfel, tinerii artisti precum Octavian
Curosu, Alex Buretz, Cristiana Grati, Inna Sacali, Calin Enachi, Valentin Enachi,
Anghelina Ciubotaru si altii valorifica pe deplin avantajele tehnologiei digitale.
Ulterior acestia pot sa exploreze si forme interactive de prezentare a benzilor
desenate, prin webtoon-uri, benzi desenate AR sau grafica NFT.
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Tabelul 3: Exemple de lucriri realizate prin intermediul tehnicilor digitale

Ne Autor Exemplu lucrari

1 2

Octavian Curosu -
1. ilustrator, creator de
benzi desenate [14]

Cristiana Grati -

autoare de benzi

2. desenate care a
colaborat cu revista

COMICS [15, p.27-28]

Valentin si Calin
Enachi - autori de
3. | benzi desenate care au

colaborat cu revista
COMICS [15, p.18]

Alex Buretz - autor de
benzi si caricaturi [15,
p.10-11]

Crearea digitala a benzilor desenate combina etapele artistice, tehnice si
editoriale intr-un singur mediu de lucru. Datoritd programelor si dispozitivelor
moderne, toate etapele pot fi realizate fie intr-o singura aplicatie, fie cu ajutorul
unor instrumente integrate. In fazele initiale, se realizeaza o schiti preliminara in
programe precum Storyboard, Procreate sau Clip Studio Paint. Liniile fine si
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dinamice, care reactioneaza la presiunea stiloului, se traseaza de obicei pe tablete
grafice precum Wacom, Huion sau iPad cu Apple Pencil.

Dupa aprobarea schitei, urmeaza procesul de conturare, realizatd cu
pensule digitale care imitd tusul sau markerele traditionale, folosind programe
precum Clip Studio Paint sau Photoshop. Lucrul pe straturi permite separarea
conturului de fundal si culoare, ceea ce oferd mai mult control asupra fiecarui
element vizual.

In etapa de colorare, artistii pot folosi culori intense si precise, folosind
palete CMYK pentru tipar sau RGB pentru mediul digital. Programele ofera
instrumente pentru crearea de masti si umpleri automate, ceea ce face colorarea
mai rapida. Tehnologiile digitale permit si addugarea de fundaluri sau elemente
3D. Photoshop este folosit pentru aplicarea texturilor, ilumindrii si efectelor
vizuale, iar uneori se combina fotografii cu desene digitale pentru scene mai
realiste.

Aplicatiile ofera si posibilitatea crearii rapide a bulelor de dialog, cu fonturi
care pot sublinia tonul emotional al scenei. Dupa finalizarea tuturor elementelor
vizuale, se realizeazd corectia finala a culorilor si exportul. De exemplu,
Photoshop si Clip Studio Paint permit exportul paginilor in formate TIFF, PDF,
PNG sau WEBTOON. Pentru tipar se foloseste CMYK, iar pentru publicarea
online — RGB.

Benzile desenate realizate digital pot fi usor traduse, adaptate pentru
diferite formate si publicate pe platforme precum Webtoon, Tapas, Instagram
Comics si ArtStation, sau tiparite in format fizic.

Concluzii. Prezenta lucrare evidentiaza transformarile suferite de benzile
desenate din Republica Moldova intre anii 1960 si 2025, ca urmare a progresului
tehnologic. Studiul demonstreaza ca, de la tehnicile traditionale bazate pe desen
manual si materiale conventionale, s-a realizat o tranzitie catre utilizarea
tehnologiilor digitale, care permit integrarea tuturor etapelor procesului de creatie
contemporani.

Digitalizarea procesului artistic a modificat insadsi natura benzilor desenate
ca mediu de exprimare. Aceste transformari se desfasoara intr-un mod dinamic,
insa metodele traditionale nu dispar, ci sunt tot mai frecvent combinate cu cele
digitale, generand forme hibride de naratiune vizuala, adaptate culturii si
tehnologiilor contemporane.

Prin urmare, banda desenatd contemporana autohtona se configureaza ca
un spatiu de convergentd intre arta traditionald, tehnologia digitald si
complexitatea narativa, reflectand evolutia mediilor vizuale si relevanta acestui
gen artistic n patrimoniul cultural national.
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Rezumat. Lucrarea prezinta procesul de creare a unei serii de personaje bazate pe
amulete populare ucrainene. Scopul studiului este de a identifica rolul designului etnic
in modelarea culturii vizuale contemporane si de a regandi simbolurile traditionale in
contextul artei digitale. Sunt luate in considerare fundamentele teoretice ale designului
personajelor ca instrument de comunicare vizuald si sunt analizate caracteristicile
estetice si simbolice ale principalelor amulete populare. In cursul studiului, sunt
determinate caracteristicile culturale si semiotice ale pysanka, motanka, svishchik,
horseshoe si didukh-ului si este stabilit potentialul lor pentru stilizarea ulterioara a
designului. Pe baza sintezei motivelor etnoculturale si a metodelor moderne de arta
grafica, s-a format conceptul autorului de transformare a simbolurilor traditionale in
personaje moderne, potrivite pentru utilizare in ilustratie, branding, media digitala si
continut multimedia. Partea practica a lucrarii implica dezvoltarea unui concept pentru
o serie de personaje stilizate pe baza amuletelor traditionale ucrainene. In aceasti etapa,
au fost determinate caracteristicile semiotice, formative si coloristice cheie ale
simbolurilor si au fost formulate principiile stilizérii si abordarile interpretarii lor
digitale.

Cuvinte-cheie: etno-design, caracter, amulete ucrainene, pysanka, motanka,
ilustratie digitala.

Abstract. The paper presents the process of creating a series of characters based
on Ukrainian folk amulets. The aim of the study is to identify the role of ethnic design
in shaping contemporary visual culture and to rethink traditional symbols in the context
of digital art. The theoretical foundations of character design as a tool of visual
communication are considered, and the aesthetic and symbolic features of the main folk
amulets are analysed. In the course of the study, the cultural and semiotic characteristics
of pysanka, motanka, svishchik, horseshoe and didukh are determined, and their
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potential for further design stylisation is established. Based on the synthesis of
ethnocultural motifs and modern methods of graphic art, the author's concept of
transforming traditional symbols into modern characters suitable for use in illustration,
branding, digital media, and multimedia content has been formed. The practical part of
the work involves the development of a concept for a series of characters stylised on the
basis of traditional Ukrainian amulets. At this stage, the key semiotic, formative and
colouristic characteristics of the symbols have been determined, and the principles of
stylisation and approaches to their digital interpretation have been formulated.

Keywords: ethno-design, character, ukrainian amulets, pysanka, motanka,
digital illustration.

The problem of reviving Ukrainian cultural identity through visual art is
becoming particularly relevant in the context of globalisation processes. Today's
world is saturated with new forms of communication, digital tools and visual
codes that are changing dynamically. The contemporary visual space is
characterised by a hybridity of styles, cultures and techniques. Design,
illustration, cinema, advertising and new media form a polyphonic system in
which local and global elements are intertwined. In this context, the preservation
of the national visual language is not only an act of imitation, but also a conscious
cultural choice that determines the place of Ukrainian art in the global cultural
field [6]. It is ethno-design — as an integrative direction of contemporary art —
that allows for the harmonious combination of traditional symbolism, archetypal
forms, and innovative technologies. It forms a new cultural narrative based on
the values of authenticity, spirituality, and heritage.

Analysis of previous studies. The issue of ethno-design as a tool for
preserving national identity is actively discussed in the works of Ukrainian
scholars who study the interaction between traditional culture and contemporary
artistic and design practices. In contemporary approaches, ethno-design is
defined not only as the stylisation of folk motifs, but also as a way of
understanding cultural memory in digital media [1, 6].

An important basis for this is the research of I. Syvash, which interprets
ethno-design as an integrative cultural process that combines archetypes of the
past and contemporary visual codes, forming a special language of Ukrainian
artistic tradition [6]. The author emphasises that ethno-design serves as a means
of self-expression for the nation and contributes to the preservation of spiritual
unity in a globalised visual environment.

A significant contribution to the study of the development of graphic design
was made by M. Kolosnichenko, O. Yezhova, K. Pashkevich and A. Ostapenko,
who analyse the evolution of visual communications in the 21st century and the
role of digital technologies in the formation of new artistic means [3]. In this
context, folk motifs become a source of form creation that can be easily integrated
into the digital environment. I. Bondar considers ethno-design as a way of
preserving images of folk art in the context of globalisation, emphasising the
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cultural significance of folklore motifs in the contemporary visual space [1]. This
approach is consistent with the concept of visual representation of Ukrainian
symbols in digital media, which is key to the development of characters based on
amulets. The materiality of digital images has been studied in detail in the works
of I. Varyvonchik, who analyses the interaction of image and texture in the digital
environment. The author argues that realistic rendering of texture — clay, fabric,
metal - enhances the authenticity of ethnocultural images, which is especially
important in ethnodesign [2]. S. Pryshchenko's conclusions on the use of ethno-
style in advertising design, where ethnic symbols are considered as a means of
forming creative communication strategies, are also valuable [5]. Research by O.
Mikhailova and Y. Plisyuk confirms the relevance of traditional symbolism in
contemporary interior design thanks to the combination of national motifs and
digital visualisation methods [4].

A summary of scientific works shows that ethnic design today is an
important tool for cultural communication and adaptation of traditional symbols
to the conditions of digital culture. In this context, the interpretation of Ukrainian
amulets as a basis for creating modern characters is a logical step in the
development of nationally oriented design [1, 3, 5, 6].

The aim of the work is to substantiate the role of ethno-design as a tool for
preserving cultural heritage and to identify ways of integrating traditional
Ukrainian images into modern digital character creation practices.

Results and discussion. The study showed that ethno-design can be used as
an effective method of artistic reinterpretation of the spiritual and cultural
symbols of the Ukrainian people through the language of character design.
Thanks to its ability to personify abstract concepts, character design has proven
to be an effective tool for visual communication, allowing ethno-cultural
meanings to be conveyed to the modern viewer [1, 3]. It is particularly important
that the character form contributes to the emotional immersion of the user,
allowing them to more deeply comprehend the meaning of traditional symbols
and their place in cultural memory. This opens up the possibility of integrating
ethnocultural images into modern media formats, where visual content plays a
key role.

A comprehensive analysis of five traditional amulets - pysanka, motanka,
svishchik, horseshoe, and didukh - showed that they all have a deep semiotic and
archetypal structure related to life cycles, ancestral memory, protective functions,
and natural rhythms. It has been found that these symbols have high potential for
modern character design due to their recognisable form, ornamentality, cultural
significance, and emotional expressiveness [7]. Their continuity in folk tradition
and the universality of their symbolic meaning allow them to be adapted to
different contexts, from children's illustrations to art brands.

Stylistic modelling has made it possible to identify the key formative
features of each amulet: rhythmic ornamentation and warm colours in pysanky;
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rounded shapes and textile texture in motanki; the plasticity of clay and playful
palette in svishchik; symmetrical strength and metallic textures in horseshoes;
verticality, golden palette and grain structure in didukh [1, 4, 6]. It has been
established that texture is a critically important carrier of authenticity: clay, straw,
metal, and fabric in digital interpretation enhance the tactility and cultural
recognisability of images [5]. This compensates for the loss of physical
materiality in the digital environment, enhancing the effect of presence and
engagement.

The results of the study confirmed that the method of stylisation —
generalising the form while preserving the core meaning — is the most effective
for transforming folk symbols into modern digital images. It has been proven that
the use of ornamental composition, proportionality, rhythm, and symbolic
colouring not only ensures the visual integrity of the series but also allows
traditional cultural codes to be adapted to the needs of the digital media
environment [3, 5]. This makes it possible to create visual systems that
simultaneously meet the aesthetic requirements of the modern world and preserve
the continuity of traditional imagery.

The concept of the future series of characters demonstrates that the
combination of Ukrainian talisman archetypes with digital graphics can form new
communication models relevant to branding, illustration, multimedia, and visual
communications. It has been proven that the integration of ethnocultural symbols
into digital design contributes to the preservation of cultural memory, strengthens
national identity and expands the possibilities for representing Ukrainian spiritual
values in the global cultural space [1, 3, 6]. In addition, such images can perform
educational and promotional functions, introducing a wide audience to traditional
Ukrainian culture.

Further work will include the creation of search sketches, the development
of morphological variants, and the preparation of final visual solutions that will
demonstrate the possibility of organically combining ethnocultural codes with
modern digital graphics techniques. Based on the analysis, it can be argued that
ethno-design has high potential for actualising and modernising Ukrainian
cultural heritage, and the future series of characters will be practical confirmation
of the ability of digital technologies to preserve and reinterpret traditional images.

Conclusions. The study proves that ethno-design is an effective means of
artistically reinterpreting Ukrainian cultural heritage in a digital environment.
Analysis of traditional amulets has shown that each of them has a deep semiotic
structure that can be effectively transformed into character design without losing
cultural content. As a form of visual communication, characters allow symbols
to be personified and enhance their ability to convey ethno-cultural meanings to
modern viewers. Practical modelling of images has shown that the stylisation
method is optimal for adapting folk symbols to digital graphics. The combination
of ornamental structures, proportionality, rhythm and symbolic colouring
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ensured the integrity of the series of characters and at the same time allowed the
creation of modern, technologically adapted visual solutions. Of particular
importance is the transmission of texture — clay, straw, fabric, metal — which
enhances the authenticity and tactility of digital images. The planned series of
characters is intended to demonstrate that the combination of ethnocultural
archetypes with the capabilities of digital technologies can open up new formats
for representing Ukrainian spiritual values in visual media, illustrations, and
branding. The future integration of traditional symbols into digital design is
intended to contribute to the preservation of cultural memory, the development
of contemporary Ukrainian identity, and the promotion of national heritage in the
global cultural space.
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Rezumat. Articolul examineazd fundamentele metodologice si provocarile
incluziunii in educatia muzicald ca domeniu prioritar pentru stiinta pedagogica
contemporand. Analizeaza contradictiile dintre modelele traditionale de educatie
muzicald, bazate pe abordari standardizate si criterii normative, si principiile educatiei
incluzive, care se concentreaza pe recunoasterea experientei individuale, a potentialului
creativ si a nevoilor educationale ale fiecarui elev. O atentie deosebita este acordata
identificarii dificultatilor metodologice asociate cu lipsa unui model teoretic holistic al
educatiei muzicale incluzive, limitelor programelor existente in adaptarea continutului
si a metodelor de predare si necesititii de a dezvolta pregitirea profesionald a
profesorilor pentru implementarea practicilor incluzive. Articolul rezuma rezultatele
cercetarilor contemporane rusesti si internationale care vizeazd valorificarea
potentialului designului universal de invatare si al predarii in comun in educatia
muzicald. Se remarcd importanta dimensiunii etice a incluziunii, care asigurd crearea
unei atmosfere educationale de sustinere si acces egal la experienta muzicald pentru toti
elevii. Se concluzioneaza necesitatea Tmbunatatirii aparatului metodologic al pedagogiei
muzicale incluzive, vizdnd formarea unor modele de predare flexibile, adaptive si bazate
stiintific, care sa asigure dezvoltarea durabila a sistemului de educatie muzicala Intr-un
context incluziv.

Cuvinte-cheie: incluziune in educatia muzicald, nevoi educationale speciale,
design universal pentru invatare, co-teaching.

Abstract. The article examines the methodological foundations and challenges of
inclusion in music education as a priority area for contemporary pedagogical science. It
analyzes the contradictions between traditional models of music education, based on
standardized approaches and normative criteria, and the principles of inclusive
education, which focus on recognizing the individual experience, creative potential, and
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educational needs of each student. Particular attention is paid to identifying
methodological difficulties associated with the lack of a holistic theoretical model of
inclusive music education, the limitations of existing programs in adapting content and
teaching methods, and the need to develop teachers' professional readiness to implement
inclusive practices. The article summarizes the results of contemporary Russian and
international research aimed at unlocking the potential of universal learning design and
co-teaching in music education. The importance of the ethical dimension of inclusion,
which ensures the creation of a supportive educational atmosphere and equal access to
musical experience for all students, is noted. The conclusion is made about the need to
improve the methodological apparatus of inclusive music pedagogy, aimed at the
formation of flexible, adaptive and scientifically based teaching models that ensure the
sustainable development of the music education system in an inclusive context.

Keywords: inclusion in music education, special educational needs, Universal
Design for Learning (URL), co-teaching.

BBenenne. MHKITI03UBHOE 00pa30BaHUE HA COBPEMEHHOM 3Tarle Pa3BUTHS
MEeJaroruky SBISETCS TJI00ANbHBIM MPUOPUTETOM MHUPOBOI 00pa3oBaTenbHON
MOJINTUKU, OTPAKAIOLIUM CTPEMIICHUE K 00ECIIEYCHHUIO PAaBHBIX BO3MOXKHOCTEH
JUIS BCEX Yy4YaluXcs, HE3aBUCHMO OT MX HHJIMBHUIYalbHBIX OCOOEHHOCTEH,
KOTHUTHBHBIX U CEHCOPHBIX CIOCOOHOCTEH. MeXayHapoIHble HOPMATHUBHBIC
aKkThl (OPMHUPYIOT CTPATErHMUECKYI0 OCHOBY Ui pa3pabOoTKU W peaau3aluu
WHKITIO3MBHBIX ~ O0Opa30BaTeIbHBIX  MPAKTHK, BKJIIOYAas  MYy3bIKaTbHOE
oOpa3oBaHHe, KOTOpoe 00JajaeT yHUKaJIbHBIM IMOTEHIMAJIOM JJIsl Pa3BUTHUS
KOTHUTHBHBIX, AIMOILMOHANBHBIX M COLUAJIHHBIX KOMIIETEHIMN ydYaluxcs.
OyHIaMEHTATbHBIM JIOKYMEHTOM B 00JIaCTH HMHKJIIO3UBHOTO 00pazoBaHUs
sapisiercst  Canamanxckas Oekaapayus (1994), ycraHoBHMBIIAs TPUHIUI
OCHOBOIIOJIArarOIUi MPUHIMIT WHKJIKO3UBHOCTH B 1KoJie [18], mpuHATas Ha
Bcemupnoii kondepeniun B Canamanke (Mcnanwst). OHa 3akperisieT TpUHIAT
«obpazoBaHue AJis BCEX» U MOAUYEPKUBAET HEOOXOAMMOCTh MHTETPallUU JeTel ¢
0c0o0BIMU 00pa30BaTEIHLHBIMU TOTPEOHOCTMU B 00111€00pa30BATENBHYIO CPENY,
dbopMHUpYysT OCHOBY TOJMTHUKH JOCTYITHOTO OOpa3oBaHHWs W MOAW(UKAIINHI
negarorndeckux crpareruit. Cmpameeus «Obpazosanue 2030» [5; 16]
oTnpeseNnsieT TriI00aJbHbIE OPUEHTHUPHI JIA peaju3aluu Iejield yCTOMYMBOTO
pa3BuTus B oOiactu oOpasoBaHus. [IOKyMEHT aKIEHTUPYeT BHUMAaHHUE Ha
o0ecreueHny paBHOTO JOCTYTIa K KaueCTBEHHOMY 00pa30BaHUIO JIJIsl BCEX JIeTeH,
BKJIOYasi TE€X, KTO HMMEET OTrPaHWYCHHBIE BO3MOXHOCTH, U TOJYEPKUBACT
HEO0OXOMMOCTh CO3/1aHUsl MHKIIIO3UBHBIX 00pa30BaTENIbHBIX CHCTEM Ha BCEX
ypoBHsX. MexnyHapoanble cornamenus Kousenyus OOH o npasax pebénxa
(1989) [4] u Konsenyus OOH o npasax unsaruoos (2006) [3] , 3akperisroT
IOPUANYECKOE TMPABO KAKIOr0 peOEHKA W UeloBeKa C MHBAIUTHOCTHIO Ha
JOCTYITHOE W KadeCTBEHHOe oOpa3oBaHue 0e3 orpaHudeHuil. JlaHHbBIE
JTOKYMEHTHI ()OPMUPYIOT HOPMATUBHYIO M STHUECKYIO KOHIICTIIIUIO JITISl Pa3BUTHS
neJarornyeckux CTpaTerui, YUHUTHIBAIOLIUX MHUBUAYaIbHbIE
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obpazoBaTenbHbie moTpeOHOCTH. B  pamkax EBpomneiickoro Coro3a
WHKJTIO3UBHOE O00pa3oBaHUE paccMaTpWBaeTcsl KaK KIIOYEBOW JJIEMEHT
COI[MAJIbHOM  MHTErpalMd U  obOecmeyeHus  paBHOroO  JoCTyma K
oOpa3zoBarenbHbIM  pecypcaM. llomutuyeckue  pokymentst EC u
pPEeKOMEHAIUK IO 00pa30BaTEIbHON MOJUTHUKE CIOCOOCTBYIOT pa3paboTKe
WHKJTIO3UBHBIX TMOJX0JI0OB, BHEIPEHUIO aJalTUBHBIX YUYE€OHBIX MPOTPaMM U
npodeccuoHaTbHOMY Pa3BUTHIO TIeIaroros [6].

Pecny6nnka Mounnosa parudunumponana BBIIIICyKa3aHHbIE
MEXIyHApOAHbIC KOHBEHIIMH U pa3padoTaiia COOCTBEHHYIO HOPMAaTHBHYIO 0a3y
Ul pealiu3allid  WHKJIIO3UBHOro  oOpaszoBanus. Koxekc oOpazoBaHus
Peciy6nmuku MonmoBa (2014) ompenenseT WHKIIO3WBHOE OOpa3OBaHHME Kak
00pa3oBaTeNbHbIN MPOIECcC, OTBEYAOIINNA HHAUBUIYyAIbHBIM OCOOCHHOCTSIM U
y4eOHBIM 3aITpocaM KaXxa0ro peoéHKa, 00ecrieunBaronuii paBHbIE BO3MOKHOCTH
JUIS  JIOCTyma K  O0pa3oBaHMIO BBICOKOTO KadecTBa. HopmarmBHOE
perynupoBaHue najiee 3adUKCUpOBaHO B [Ipocpammuom OoKymeHme No
PA3sUmMuUI0 UHKII03UBH020 00pasosanus Ha 2024—2027 200vl, OnpeaeNsoneM
CTpaTernyecKue HallpaBJlCHUs, CTaHIApThl M MeEpbl 10 00eCleYeHHUIo
JOCTYMTHOCTH W KayecTBa WHKIIIO3MBHOTO OOYYeHHMs Ha BCEX CTYMEHSX
oOpazoBanus [14].

Ocoboe 3HaueHNe WHKII03Us TPUOOPETACT B MYy3bIKaJIbHOM 00pa30BaHUH,
r7ie MeJarornyeckue MeTo/bl U aJalTHUBHbBIE MOIXO0Jbl MOTYT CIIOCOOCTBOBATH
Pa3BUTHUIO KOTHUTUBHBIX, IMOIIMOHALHBIX 1 KOMMYHHKATHBHBIX KOMITETEHITUH,
a Takxke conuanbHOM wuHTerpaunu yyanmxcsi ¢ OOIL. Hapsangy ¢ atum
MpaKTUYeCKasl pealu3alnus WHKIIO3UBHOTO MY3BIKAILHOTO 00pa3oBaHUs
CTAJIKUBAE€TCI C METOAOJOTHYECKUMH M OpraHHU3allMOHHBIMH Oapbhepamu,
BKJIIOYAsl HEJJOCTATOYHYIO MOJATOTOBKY MEAAroroB U JeUIUT aaTUPOBAHHBIX
y4eOHbIX mporpaMM. HayuHo-niegarorudeckas goktpuHa Pecriyomuku Monosa
pacmonaraeT BaXXHBIMH OJJEMEHTaMHU JUISI TIOCTPOCHUS  WHKIIO3UBHOM
MY3BIKaJIbHOU METOJIOJIOTHH: TEOPETUUECKUMU MOJIETISIMA [8],
MEJarorndyecCKUMM MPUHOMUNAMH [2] W 3TuueckuMu ocHoBaHusiMu [10].
CrnenyronM 1IaroM CTaHOBUTCA WX UHMeZpayusi 6 eOUuHylo KOHYEenyuro
MY3bIKAILHO20 UHKIIO3UBHO20 00paA308aHus, OCHOBAHHYIO Ha TPUHIIMIIAX
paBHOTO OCTyIa, BAPUATUBHOCTU OOYYEHUS U KYJIbTYpPHOU MPUHAIICKHOCTH.
Takum 00pazoM, MeXAyHApPOJHBIC W HAIMOHATIBHBIC TOKYMEHTHI (POPMHUPYIOT
KOMIUIEKCHYI0 HOPMAaTHBHO-METOJOJIOTHYECKYI0 0a3y, HampaBieHHYIO Ha
co3JlaHNe MHKITIO3UBHON 00pa3oBaTenbHOM cpenbl. Ha mx ocHOBE HEOOXOIUMO
pa3pabaThIiBaTh aJIaITUPOBAHHbBIE negarornyeckue CTpaTeru,
obecnieunBaromue nHTErpanuio yyamuxcs ¢ OOII B Mmy3sikanbHOE 00pa3oBaHue,
YTO SIBJISIETCS] HE TOJILKO IIPABOBOM, HO M 3THYECKOM HEOOXOIMMOCTHIO.

Ilenarormyeckue crparerud W pedepeHUMH I peaau3aluu
HHKJIO3MM B MY3bIKaJbHOM oOpa3oBanuu. Od¢ekTuBHas peaau3anus
WHKITIO3UH B MY3BIKQIBHOM 00pa3oBaHUM TpeOyeT KOMIUIEKCHOTO IOIXO0/a,
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MHTETPUPYIOLIETO MEXAYHAapOJHbIe CTaHIAPThI, MEAArornyeckue METOIUKH U
HAI[MOHATILHBIE HOPMATHUBHBIE aKThl. MeEXIyHapOJHbBIE JOKYMEHTHI, BKIIIOUas
Canamanxcxyro xonsenyuro (1994) [18] u Cmpameeuro «Obpaszosanue 2030»
[16], momyepkuBalOT HEOOXOIMMOCTH CO3JIaHHUS OOpa30BATEIbHBIX YCIIOBHIA,
o0ecreurBaIIUX PaBHBIA TOCTYN K OOYyYEHHUIO U Pa3BUTHUIO BCEX y4alllUXcCH,
BKJIIOYast JeTeld ¢ 0coObIMH 00pa3oBaTeNbHBIMUA NOTpeOHOCTAMH. KoHeeHyuu
OOH o npasax pe6énxa (1989) [4] u 0 npasax uneanuoos (2006) [3] 3akperistor
paBo Ha 00pa30BaHME B KAYECTBE IOPUIUUECKOTO U AITUYECKOTO 0053aTeNbCTBA
rocynapctBa. Jlokymentsl EC [DOmONHSIOT 3TH  CTaHAAPTHI, Mpeyiaras
pEKOMEHalMK 0 pa3paboTKe aJaNTHBHBIX MPOTPAMM, METOAHMK OLEHKH H
KOOpJMHAIIMK TeIaroruyeckux komaun [6]. Ha ocHoBaHWMM MeXTyHapOIHBIX
MPUHITUIIOB U MOJITABCKOW HOPMAaTUBHOM 0a3bl, BKIo4ast Kodekc obpazosanus
Pecnyonuxu  Monoosa (2014), Ilpoepammy  pazeumusi  UHKIO3UBHO2O
obpazosanus na 2024—2027 200wt [ 14] u Strategia Educatiei —2030 [16], MOXHO
BBIIETIUTH CIIEAYIOIINE TIelarOTHYeCKie CTPaTeruu:

1. Ynusepcanvuwiii ousaiin 06yuenus (UDL) 6 my3vikanbHom 0Opazo8anui.
YHuepcanbHbIi 1u3aitH 00yuenus (UDL) siBnsieTcs megaroruaeckoi Moaelbio,
KOTOpasi HampaBJeHa Ha co3JaHWe THOKOW 00pa3oBaTelIbHOW Cpempl,
YUMTBHIBAIOUIEH pa3HooOpa3zue ydvamuxcs. B KOHTekcTe My3bIKalbHOIO
obpazoBanus UDL mpencraBisier co00l HCIONB30BAaHUE PA3IUYHBIX METOJIOB
Mpe/ICTaBICHMs] MaTepHralia, Crioco00B B3aMMOCHCTBHS C ydaluMucs u Gopm
OLIEHKH, YTO MO3BOJISIET KKIOMY YUYCHUKY yUUThcs Hauboiee 3(peKTHBHBIM
st Hero cmoco6om [13]. UDL cmocoOcTByeT CO3AaHUI0 HWHKIIO3WBHOMN
oOpa3zoBaTenbHOU Cpeabl, obOecreuuBas paBHBIE BO3MOXHOCTH Ui BCEX
yuamuxcs, Bkiaoyas yueHukoB ¢ OOII, MOTOpHbIE U KOTHUTUBHBIE OTIMYHUS, a
TakK€ WHIUBUIYyalbHbIE OCOOGHHOCTH BOCHPUATHSA. B My3bIKaTbHOM
o0pa3oBaHWM ATO OTpakaeTcss B TNpUMEHEHUH TudPEpEeHIIMPOBAHHBIX
PUTMHYECKHX YIPAXKHEHUH, TEMIIOB, HHCTPYMEHTAIBHON TEXHUKE U BOKAIy, B
TOM 4HCIE€ MYJIbTUMOJAIBHBIX CPEICTB 00ydeHHs (ayduo, BU3YyaJbHbIE U
TaKTHJIBHBIC MAaTEPHAalbl), HCIOIb30BAHUU PA3NUYHBIX HWHCTPYMEHTOB U
TEXHOJIOTUH, a TaK)Ke B MHIMBHIyalIM3alllU MOIX0J0B K 00yUEHHUIO.

2. Ko-npenooasanue (Co-teaching) 6 mysvixarvnom obpazosanuu. Co-
teaching (coBMecTHOE mpemnojiaBaHue, KO-TIPETOJlaBaHhe) — MPEACTaBIsSET
co0oif Mozenb 00pa3oBaTENbHON MPAKTUKU, MPH KOTOPOH OCHOBHOW menaror
P MOMOILM KOJUIEI COBMECTHO IUIAHUPYIOT, MPOBOJSAT M OLEHUBAIOT OJWH U
TOT ke ypok [7]. Kak mpaBuio peub HIET O COTPYIHUYECTBE MPEIMETHOIO
yuutens (B JaHHOM cllydae - MPEenojaBaTelis My3bIKallbHOTO HHCTPYMEHTA WIIH
TEOPETUYECKUX JUCHUIUIMH) H CHEIHATUCTa 10 HWHKIIO3UBHOMY WM
crenranbHOMy oOpazoBaHuio. Ko-npenonaBanue moapazymMeBaeT COBMECTHYIO
paboty ¢ nenbio obecneueHust 6oiee 3¢dpdexruBHOro oOyueHus yuamumxcs. B
MY3bIKQIbHOM 00pa30BaHUU 3TO MOXET BKIIOYaTh COTPYJHUYECTBO MEXKIY
MY3bIKQTBHBIMU TEJaTOTaMU M CIISIUATUCTAMH 110 HHKJIFO3UBHOMY OOYUYEHHUIO,
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BJIAJICIOIIMMH CTPATETUAMU aJanTalud U nojaepkku ydamuxcs ¢ OOII, uro
no3BoJsieT 6osee 3PPEeKTUBHO MOANCPKHUBATH YUALTUXCS CO CIEUPUICCKUMHU
oOpazoBarenbHBIMU TIOTpeOHOCTSIMU [12; 1; 17]. 3apyOexHbie HccaeaoBaTEN
npennarator 6 moxaeneit Co-teaching, W Kaxmas W3 HHUX MOXET OBITh
aZanTUPOBaHA JJIA Mpolecca My3blKasibHOTo o0y4denus [12]. Ko-npenonaBanue
B MY3bIKQJILHOM OOpa30BaHMM CIIOCOOCTBYET Ooiiee ITyOOKOMY MOHHMAaHHIO
MOTPeOHOCTEH ydaluxcsi M MO3BOJISIET pa3pabaThiBaTh Oojee 3¢ (EeKTUBHBIC
cTpaTeruu OOy4YeHHs, 4TO 0COOCHHO BaxHO st ydeHHKoB ¢ OOII. Takas
MoJieTb 0OecTeynuBaeT WHIUBUAYAJIbHYIO MOAJIEPKKY YYalllUXCsl ¢ O0COOBIMU
00pa3oBaTeNbHBIMU TOTPEOHOCTAMH, CIIOCOOCTBYET auddepeHnnpoBaHHOMY
00yYEeHHIO M COMATILHON WHTErpalyy B rpytie. JJaHHbIi MEeTO CITOCOOCTBYET
ONTUMAIILHOMY COTPYAHUYECTBY NPOPECCHOHATBHBIX KOMIIETEHIIUN 11€JaroroB:
MY3bIKaTbHBIN neaaror cocpeioTaunBaeTCs Ha  XYJO0KECTBEHHO-
COJZIepKATEIIbHOM AacCIIeKTe, a CIEHHUAIUCT M0 HHKIIO3UBHOMY 0Opa30BaHHUIO
o0ecrieunBaeT MeNaroruyeckyo MOJJAEPKKY, Pa3sBUTHE KOMMYHHKATHUBHBIX U
KOIHUTHUBHBIX HaBbIKOB yuammxcsi ¢ OOIl. B My3bIKanpHONM IENaroruke «co-
teaching» TOBBIIAET YpPOBEHb BOBJICUEHHOCTH YyYalIMXCAd U KadeCcTBO
BBIMIOJIHEHUS] MY3bIKQJIBHBIX 3aJlaHUil  Omarogapss BO3MOXKHOCTH THOKO
pearupoBaTh Ha MHIUMBHAYyalbHbIE TpyaHOcTH [12]. B pesynbrate cozmaércs
aTMocdepa pPaBHONPABHOIO COTPYJHHUYECTBA, CHOCOOCTBYIOLIAs aKTUBHOMY
Y4acTUIO BCEX JEeTe B MY3BIKAJIbHON JAESITEIbHOCTH W CHUXKEHHMIO pPHCKa
cturMatuzanuu. COBMECTHOE IJIAHUPOBAHUE, MPOBEJICHUE U aHAJIU3 YPOKOB
pa3BUBAIOT Yy NeAaroroB pe(JeKCUBHOE MBIIIEHHE U MPOQEeCcCHOHAIBbHYIO
rHOKOCTh, YTO BEAET K MOBBINICHUIO KadyecTBa 00pa30BaTEIHHOrO MpoIiecca.
Takum o00pa3oMm, COBMECTHOE IMIpPENOJaBaHUE BBICTYHNAeT KaK €IUHBIN
NeIarorMueckKuil moaxo 1, 00bETUHSIOMNN XyA0KECTBEHHbIE M KOPPEKIIMOHHO-
pa3BuBaroIMe HampasiieHuss oOyueHus. OH HampaBlieH Ha CO3JaHHE
CUCTEMHOTO, NOJIEP/KUBAIOLLETO u ACTETUUYECKU HACBILLEHHOTO
00pa30BaTeNbHOr0 MPOCTPAHCTBA, TJ€ KaXK/IbIM yUaluiics MOKET peann3oBaTh
CBOM TBOPYECKUM M MHTEIUIEKTYaJIbHBIM IOTEHUUAN IIPU IOMOLIU MY3bIKH. B
Peciy6nmmke MonmoBa «co-teachingy MOCTENEHHO BKJIIOYACTCS B MPAKTHKY
MHKJIFO3UBHOTO 00pa30BaHMs, BMECTE C TEM B C(epe My3bIKAILHOTO 00yUYCHHS
3Ta MOJENb TI0Ka pealin3yercsi TOUeUHo. [Ipoepamma pazeumusi UHKIIO3UBHO20
o0bpazosanus (2024-2027) [14] 3aKJIaJIbIBaCT BO3MOHOCTb
MEXIUCUUIIIMHAPHOTO COTPYIHUYECTBA IE1aroroB U aCCUCTEHTOB, YTO MOKET
CTaTb HOPMAaTHBHOW OCHOBOHM Ul BHEIPEHHS COBMECTHOIO IPENOAABAHMS B
MY3bIKaIbHBIX IIKOIAX.

3. Aoanmuposannvie yueOuvie npoepammul. llpobinema amanTaruu
y4eOHBIX MPOrpaMM B KOHTEKCTE MHKIIIO3UBHOTO MY3BIKaJIBHOTO 0Opa30BaHUS
OCTAa€TCs OJHOM M3 LICHTPAIBHBIX U B 3HAYUTEIBHON MEpE HEPEUIEHHBIX 3a1a4
COBPEMEHHON MY3bIKAJIbHOM TEJarorHueckod TeopuM U MpakTuku. OHa
OTpaXkaeT OTCYTCTBHE €IMHCTBA MEKY HEOOXOJUMOCTHIO 00ECTIeUeHHsI €IMHOM
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o0pa3oBaTenbHON HOPMBI M MOTPEOHOCTHIO B THOKOCTH y4eOHOTO MpoIriecca,
OPUEHTUPOBAHHOTO HA WHIMBUAYalTbHBIE BO3MOXHOCTH ydammuxcs ¢ OOIL
Haubonee octpo AaHHBI BONPOC BBISIBISETCS B MPENOJABAHUU 2PYHNOBLIX
MY3bIKAILHO-MEOPemuyeckux OUCYUnIuH, TAe JOMHUHHUPYIOT KOJUIEKTUBHBIC
dbopmbl  paboOTH:  conb(emKHO, TapMOHUA, TONMHPOHHUS (Tpedyromue
CUHXPOHHOE BOCIIPHUATHE MY3bIKaJIHHOTO MaTepuaia, CIyXOBOW aHau3), U
puTMHKa (TpeOyromasi pa3BUTYI0 MOTOPHYI KOOpJAWHanuio). B mgaHHBIX
YCIIOBUSX TIEaror CTAIKMBACTCS ¢ HEOOXOIUMOCTBIO CEIEKITUH MPOTYKTUBHBIX
0o0pa3oBaTeNbHbIX  TEXHUK, I[O3BOJISIIOIIMX  OJHOBPEMEHHO  COXPaHATh
[[EJIOCTHOCTh MY3BIKaJTbHO-00pa30BaTEIbHOTO COJIEPIKAaHUS W O0ECTeunBaTh
JOCTYHOCTh MaTepuaia sl y4aluxcs ¢ pa3indHbIM YPOBHEM KOTHUTHUBHOTO,
CEHCOPHOTO M 3MOIMOHATLHOTO Pa3BUTHUS. OTCYTCTBUE CUCTEMATU3UPOBAHHBIX
METOJIMYECKUX PEKOMEHJalui MO0 ajanTaluu Yy4eOHBIX Mporpamm s
obyuatoruxcst ¢ OOIl B My3bIKaTbHOM 00pa30BaHUU YCHIUBAET CIIOKHOCTh
3TOW 3a/la4yu, OCOOEHHO B IUJIaHE MX OLEHKU JOCTHKEHMH U MOAJEp:KaHus
MoTHuBauu. Takum 00pazoM, BOMPOC aganTallH MPOrpaMM MO MY3BIKATbHO-
TEOPETUUYECKUM AUCLUILUIUHAM MPHOOPETAET MemoooiocutiecKoe U ImuyecKoe
3HayeHue, TIOCKOJIbKY OT €ro pEIIeHHs] 3aBUCUT BO3MOXHOCTH pPealu3aluu
MPUHIIMIIA PABHOTO Yy4yacTHsl B OOy4eHHH W (OPMUPOBAHUS HHKIIO3MBHOMN
00pa30BaTeNbHON KyJIbTYPhl, OCHOBAHHON HA YBAXCHHH K WHIUBUIYaTbHOMY
TEMITY U CIIOCO0Y MY3bIKAJIBHOTO PA3BUTHS KaXkI0TO YUalllerocs.

AnanTupoBaHHBIC YYE€OHBIE MPOTPAMMBI BKIIOUYAIOT MOAH(PHUKAIUIO
CoJiep>KaHusl, CPOKOB, pacrpe/ielieHus: BO BpeMeHHU, METOJI0B U (hopM 00yueHUs
C yYeTOM WHIUBUAYaJIbHBIX MOTPEOHOCTEH ydalIuxXcs, KOTHUTHBHBIX U
CEHCOPHBIX Bo3MokHOCcTel ydamuxcs ¢ OOIl. Takue momudukanum yaeOHbBIX
MPOrpaMM U OIICHUBAHHS B MY3bIKAJIbHOM 00pa30BaHUHU MTO3BOJISIOT YUYUTHIBATH
MHIUBUAYaTIbHbIE OCOOCHHOCTH YydalluxXcs, 4YeM oOecreunBaioT Hauboee
s dexTuBHOE 00yUYeHHE U pa3BUTHE BceX yueHUKoB. s ywammxcs ¢ OOIL
HEOOX0AMMO pa3padaThiBaTh y4eOHBIE MOJYJIM C TOSTAlHBIM M IOIIArOBBIM
YCIIO)KHCHHEM MaTepuaja, 3HAUUTEIbHO PACTSIHYTHIM BO BPEMEHU, YUHUTHIBas
CyOBEKTUBHBIM TEMIT yCBOEHUS aKaJeMHUeCKONW MporpaMMbl U CHEHUPUKY
KOTHUTHUBHOTO DPa3BUTHA. B My3bIKambHOW MEAaroruke ajnanTanus y4eOHOH
MPOrpaMMbl MOKET BBIPAKATHCS B HM3MEHEHUHU CIIONKHOCTU MY3bIKaJIbHOIO
MaTepuana, COKpalleHuu O0bhEMa TEOPETHUYECKHX 3aJaHMii, WCIOJIb30BaHUU
BU3YaJbHBIX M ayJIUalbHBIX OMOp (IMUKTOTpaMMbl, KapTOYKH, LHU(pOBBIE
MIPUJIOKEHHUS ), a TAKXKE B MHTETPALIUU DJIEMEHTOB TEJIECHOTO, PUTMUYECKOTO U
CEHCOPHOI'0 BOCHPUSTHS 3ByKa. Takol MOAXOJ HE CHM)KAaeT 00pa30BaTeIbHbIX
CTaH/IApPTOB, a JIelaeT WX JOCTIKUMBIMH JUISI BCEX, CO3JaBas yCIOBHS IS
JUYHOTO YyclexXa U OSMOIHUOHAIBHOTO YJOBIIETBOPEHHUS OT MY3bIKaJbHOU
NesITeTbHOCTH.

Jughdepenyuposannoe oyenueanHue — MHOTOIJIAHOBOE HCIIOJIb30BAHHE
Pa3IMYHBIX METOAOB OLIEHKH, KOTOPHIE YUUTHIBAIOT Pa3HOOOpa3Ne yUalIuxcs U
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WX YHUKaJIbHBIE criocoOHOCTH [9]. JlaHHBIA BUJ OIEHWBAHHUS HAMPAaBICH Ha
oTpeeNiecHue WHIUBUIAYaTbHOTO MPOTrpecca, a HE COMOCTABJICHUE YYaIllUXCS
MeXay coOoil. OHO TpenanojaraeT HCIOJIb30BaHHE Pa3HOOOpPa3HBIX (Hopm
KOHTPOJISI — HAOII0CHNE, CAMOOIICHKA, TBOPUYECKHUE 3aJaHUs, MUHU-KOHIICPTHI,
nopTHoIN0 AOCTHKEHUN U YUUTHIBAET PA3HYIO0 CKOPOCTh YCBOEHUS MaTepHaa;
B2)XHBIM DJIEMEHTOM SIBIISIETCS] IO3UTHUBHAST 0OpaTHAsI CBS3b, OPUEHTUPOBAHHAS
Ha MOAJIep’)KaHWE MOTHBAIIMM ¥ YBEPEHHOCTH B COOCTBEHHOM IMOTEHIHAJIE.
HuddepeHurpoBaHHOE  OIICHWBAHUE  OCYLIECTBISETCS HE  TOJBKO IO
pe3ynbTaraM, HO M IO MPOTPEecCy B HaBBIKaX HCIOJIHEHMS, SMOIMOHAIHLHOM
Y4aCTUU U B3aUMOJICHCTBUU C MY3BIKAIBHBIM KOJUIEKTHBOM IPHU TPYMIOBHIX
3aHSITHSIX. Takum o0pa3zom, a/JIalTHPOBAHHbBIE POrPaMMBI U
mudGhepeHIMPOBAaHHOE  OIICHMBAHHME  BBICTYMAIOT  KaK  HMHCTPYMEHTHI
MeJarornyecko 4YecTHOCTHU U OOBEKTHBHOCTH, OPHEHTHPOBAHHBIX Ha
pacKphITHE WHIWBUIYATFHOTO MOTCHIIMANA YYaIUuXcsi 1 GOPMUPOBAHUE Y HUX
YCTOMYMBOM  TMOJOKUTEIBHOW CaMOOIEHKH TOCPEACTBOM  MY3bIKaJIbHON
nestenbHOCTH. OHM 00€CTIEYNBAIOT peATH3AIINIO IPUHITUIA 00yUIEeHUS IS BCEX,
3aKpEMIEHHOTO B MEXKIYHAPOIHBIX CTPATETUAX HHKIIO3UBHOT'O 00pa30BaHus [5;
6; 14;16] u ciykaT METOI0JIOTHYECKON OCHOBOM COBPEMEHHOW MHKIIO3UBHOM
Cpelbl B My3bIKaIbHOMN IIe1aroruKe.

4. Ilpogheccuonanvroe passumue neoazo02o08 6 00OIACMU UHKIIO3UBHO2O
My3bIKATbHO20 — 00pasoeanus. Bompoc mpodeccnoHanbHOM  TOTOBHOCTH
MeJaroroB K pealdu3alliid WHKIIO3UBHBIX TMPUHIUIIOB B MY3bIKATHHOM
00pa3oBaHUM MIPEACTABIISIET COO0H 0HO M3 Hanboyiee 00CYKIaeMbIX U B TO )K€
BpeMsl  HEpa3pelICHHBIX  HAMpaBJICHUN  COBPEMEHHOH  MY3BIKAJLHO-
negarorunyeckoi mpaktuke. OH 3aTparuBaeT He TOJIBKO YPOBEHb TEOPETUUECKHUX
KOMIIETEHIMH, HO U TIIyOMHY METOJI0JIOTHYECKOM, TICUX0JI0Tr0-TIeJarorn4eckKoi
U 3THYECKON MOAroToBKHM mpernoaasaress. CoBpeMeHHasi My3blKallbHas HIKOJIa
TpeOyeT OT MmpemnojaBaTelis He TOJILKO BRICOKOM My3bIKaTbHOW 00Pa30BaHHOCTH,
HO ¥ BJIa/ICHUS TICUXOJIOTO-T1€JarOTMYECKUMU CTPATETUSIMU, CIOCOOCTBYIOIIUMU
BkitoyeHuto nereit ¢ OOII B TBopueckyro nesitensHOCTh. IIpodeccnonansaoe
pa3BUTHE MYy3bIKAJIbHBIX II€1aroroB MOJAPa3yMeBAaeT BKIIOYEHHE MOAYJS B
o0JIacTH MHKIIIO3UBHOTO 0Opa3oBaHusi B 0a3oBoe oOOyueHHE M B KYypCHI
MOBBILIEHUS KBATU(PUKAIIMU MPENo1aBaTeNeil, 4YTo MO3BOJIUT UM pa3padaThiBaTh
U BHEApATh 3¢ ¢ekTuBHBbIE cTpaTeruu oOydeHus s ydammxcs ¢ OOIl,
MOCTOCOOCTBYET  IMOBBIIIEHUIO  MPENOAABaTEIbCKONM  KOMIIETEHTHOCTH U
yBepEeHHOCTH B o0ydeHuun ydamuxcs ¢ OOIL, 4ro, B CBOIO ouepepb, yIyUInT
KadecTBO oOpa3oBanus. IIpodeccrmonanbHOe pazBuTHe B JaHHOW cdepe
O0OBEIMHSIET TPU KIIIOYEBBIX KOMIIOHEHTA: TMOBBIIICHUE WHKIFO3UBHON
KOMIIETEHTHOCTH, pa3BUTHE Pe(ICKCUBHBIX HABBIKOB U MEXIUCIUIUIMHAPHOE
COTPYAHUYECTBO. HMHKNIO3UBHAS KOMNEMEHMHOCMb neddazo2a TPEANonaraet
3HaHUE OCOOCHHOCTEH pa3IMYHBIX KaTeropuid oOydarommxcs (JeTed c
HapYIICHUSIMH CITyXa, 3PCHUSI, ayTHCTUYECKOTO CIIEKTPa, UHTESIUICKTYaTbHBIMU
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HapyUuleHUsIMH U Jp.), YMEHHE aJaNnTUpPOBaTh MYy3bIKalbHbIE 3aJaHUS U
UCIOJb30BaTh TEXHOJOTMH YHUBEpcalbHOTO nu3aiiHa oOyudenust (UDL).
OOyyenue mnpernojaBaTesiell JAOKHO BKJIIOYATh MPAKTUKO-OPHUEHTUPOBAHHbBIE
MOJYJH,  TO3BOJSIONIME  TejaroraM — pa3palaTeiBaTh  COOCTBEHHBIC
aJalTUPOBAHHbIC  YNPAXXHEHUS, MapTUTYpbl MWIK (OPMBI  OLIEHHWBAHUA.
Peghnexcuenas npaxmuxka momoraer mnejaroraM Oco3HaBaTh 3(PQPEKTUBHOCTH
CBOUX METOJIOB M B3aUMOJICUCTBUS ¢ yyauMucs. COBMECTHBIN aHAJIU3 YPOKOB,
CyNepBU3HsT M METOAWYeckue  OOBEAMHEHHS  Y4YuTeled  My3bIKH
OJ1aronpusATCTBYIOT (YOPMUPOBAHUIO KPUTUYECKOTO MBIIIICHUS U ATHYECKOMN
SMOATHM — KIIOUEBBIX COCTaBISIONIMX MEAarorH4ecKo KyJIbTYphl B
MHKITIO3UBHOU cpene. Meoswcoucyunnunaproe compyonuyecmeo (BKIIOYas KO-
MpernojaBaHue) OOECIeyuT TeJaroraM BO3MOXKHOCTH OOMEHAa OIBITOM C
OpPYTMMH  TIPENOJaBaTeIsIMU  MY3bIKH, JAe(QeKToJoraMu, ICHUXOJIOraMu,
JoroneaMM M TepareBTaMu. ITO IMO3BOJUT BBICTPOUTH KOMILUIEKCHbBIE
CTpaTeruu MoAep>KKH YYEHHUKOB U CO3JaTh UHTErpPaTUBHBIE MOJIETH 00yUYeHUS,
COUETAIOIINE MY3bIKAIbHBIE, KOTHUTHBHBIE ¥ KOMMYHUKATHUBHBIE AaCIIEKTHI
pazButusi. B MonnoBe gaHHbIN Mpolecc OTPakEH B HAITMOHAJIBHBIX CTPATErUsX
Y METOIMYECKUX PEKOMEHIausIX MuHrcTepcTBa 00pa3oBaHus U HCCIETOBaHUN
«Strategia Educatiei Incluzive 2022-2030» [14], roe mnoauepKuBaeTcs
HE00XOIMMOCTh Pa3BUTHsI KOMIIETEHIIMI YUUTEIeH My3bIKH B 00JIaCTH PabOTHI C
neteMu ¢ OOII. Takum o6pa3om, nmpodeccuoHaIbHOE Pa3BUTHE TMEIAaroroB B
chepe WHKIIO3MBHOTO MY3BIKAIBHOTO O0pa30BaHUs SBISETCS HE TPOCTO
HaIpaBJIEHUEM MOJECPHU3ALNUN CHUCTEMbI MOATOTOBKU AMJIAKTUYECKUX KaJIpOB,
HO W STHUYECKHM MPHUHIUIIOM COBPEMEHHOTo obOpa3oBanusi. OHO (opmupyer
HOBBIH MEIarOTUYECKUH ITAJIOH - TYMaHHBIN, THOKWN, MEXIUCIUILTMHAPHBIA 1
OpPUEHTUPOBAHHBIA HA PACKPBITHE YaCTO CKPBITOTO MOTEHIIMANA KPEATUBHOCTH
KaXJ0ro y4eHHMKa, BKIIOUUTENbHO yuamuxcs ¢ OOIL.

5. Monumopune u xoopounayus. DPdEKTUBHAS peanu3anus MPUHITUIIOB
MHKJIIO3UBHOTO  MY3bIKQJIbHOIO 00pa3oBaHUsl MpedycMaTpUBaeT Haluuue
CUCTEMHOTO M HENPEPHIBHOTO MOHUTOPHHIA, HANpPABICHHOTO Ha OLIEHKY
MeJarornyeckux NPaKTHUK M YCJIOBHM, OOECHeuynBaloluX AOCTYIMHOCTh U
KauecTBO 00pa3oBaTENbHOTO TMporecca. MOHUTOPHHT JODKEH HOCHUTH
KOMIUIEKCHBIM ~ XapakTep, OXBaTblBasg  KOTHUTHBHBIE, 3MOLMOHAIBHO-
[IEHHOCTHBIE M COIUAIBHO-KOMMYHHUKATUBHBIE ACMEKThl PA3BUTHS YYaITUXCA.
OH 1oO3BOJIIET BBIABIATH JAMHAMUKY WHIUBUAYaJIbHBIX JIOCTH)KEHUH,
3G HEKTUBHOCTH aANTAIIHOHHBIX MEP U CTETIEHb BOBJICUEHHOCTH 00yUYaIOIIUXCS
¢ OOIl B KOMIEKTUBHYIO MY3bIKAJIIBHYIO J€SITeNbHOCTh. KoopauHanus
MHKITIO3UBHBIX IPOIIECCOB HA YPOBHE HAIMOHAIBHBIX OPraHOB OOpa3oOBaHUS
TpeOyeT: co3gaHusl YCTOMUYUBOM METOJIOJOTHYECKON 0a3bl pabOThI C JETHMU C
OOII B My3BIKQILHOM 00pa30BaHUM; 0OECIICUCHHSI METOAMYECKON MOICPKKU
MY3bIKaJIbHBIX o0pa3oBaTeNbHbIX YUpEeXKIECHUH; CrocoOCTBOBaHUS
TOPU30HTAILHOTO OOMEHa  TEIarorTMYeCKUM  ONBITOM;  (OPMHUPOBAHUS
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PO eCCUOHATBHBIX COOOIIECTB M0 B3aUMOJICHCTBHUIO CTICIIHAIMCTOB B 00JIaCTH
MY3BIKaJIbHON MEAAaroruKd, HHKJIIO3MBHOTO 00pa3oBaHUs M  CIEHUAIBHBIX
MCUXOMeaaroroB. BaxHbIM HarpaBiieHUEM sIBIIIE€TCS pa3paboTKa U BHEIpPEHUE
MHCTPYMEHTOB OLIEHKH KaueCTBa MHKIIIO3MBHOTO MY3bIKAJILHOTO 00pa30BaHUs,
OCHOBaHHBIX Ha MEXIYHAPOJHBIX CTaHJApTax W MPUHIUIAX YHHUBEPCAIHLHOTO
nu3aiiHa oOyueHus. KiroueBbIMM CTpaTeTHMSIMH  BBICTYNAIOT COBMECTHOE
npenomaBaHue  («co-teachingy), mo3Bojstomee  OOBEOAWHUTH  YCHIIUS
MY3BIKQJBHOTO TMe€flarora W CIEHUAIUCTa 10 MHKIIO3UM; aJanTaius |
MoauduKanus y4eOHBIX MPOrpaMM C Y4YETOM KOTHUTHBHBIX M CEHCOPHBIX
ocoOeHHOCTeH yydalmxcs; Qg QepeHIMpOBaHHOE OLICHUBAHHUE,
OPUEHTHUPOBAHHOE Ha WHAMBHUAYAIbHBI MpPOrpecc; a TakkKe CHCTEMHOE
MOBBIIIEHUE KBATH(UKALMU NEIaroroB B 00JacTH WHKIIO3UBHBIX METOAUK. B
JOJTOCPOYHOM IIJIaHE MOHUTOPUHT M CUHXPOHU3ALUS WHKIIIO3UBHBIX MPAKTHK
CTaHOBSITCA HE TOJIBKO MHCTPYMEHTOM KOHTPOJISI KauecTBa, HO U MEXaHU3MOM
YCTOWYMBOTO Pa3BUTHS CUCTEMbl HHKIIO3UBHOT'O MY3BIKAJIbHOTO 00pa30BaHUs B
KOHTEKCTE EBPONEUCKUX 00pa30BaTEIbHbBIX IIEHHOCTEH.

BeiBoa. Meroponorudeckre mpoOsieMbl WHKIIO3UBHOTO MY3BIKAIBHOTO
00pa3oBaHMs MPEACTABISAIOT COOOM CIOXKHBI M MHOTOMEPHBIH (heHOMEH,
OTPAXKAIOIIUN MPOTUBOPEUUS MEKY TPATAUIIMOHHON aKaJIeMHUYECKOW MOIENBIO
MY3BIKaJIbHOTO O0YYEHHSI U COBPEMEHHBIMU T'YMaHUCTUUYECKUMHU TCHICHLIUSAMH,
OpPUEHTUPOBAHHBIMU Ha MPUHIIUI PAaBHOTO JOCTyMa K 00pa3oBaHUIo Ajs Bcex. B
paMKax TpOBENEHHOTO aHaJM3a OBUIO BBIABICHO, YTO OCHOBHAs TPYIHOCTh
3aKJII0YaeTcsi B HEOOXOAMMOCTH TEPEOCMBICICHUS CaMOW  KOHyenyuu
MY3bIKAILHOU nedazocuku - Tepexola K MOJENH, OpPUEHTHPOBAHHOW Ha
pazHooOpa3ue OoO0ydJamImxcs, WX HWHIWBHAyalbHbIE 00pa3oBaTeIIbHBIC
noTpeOHOCTH M yHHUKaJbHBIE (OPMBI  MY3BIKAJIBHOIO BBIpakeHUs. B
COBPEMEHHON HAay4yHOW W MEAaroruyecKkoil JIMTepaType MOI4EPKUBAETCS, YTO
MHKJIIO3US] B MY3BbIKaJIbHOM 00pa30BaHUU TpeOyeT He TOJIBKO TEXHUYECKON HITH
OpraHU3aIlMOHHOW TEPECTPOMKH ydeOHOTO Tpolecca, HO U TIIYOOKOM
Memodonoeuueckou mpanchopmayuu mvluiienus nedazoea [7; 13; 19]. Dta
TpaHcopMalis BKJIIOYAET IMPU3HAHWE MHOXXECTBEHHOCTH DPa3HOBHJIHOCTEN
MY3BIKaJIbHBIX crocoOHocTell ydenukoB ¢ OOIl, pacmmpeHne MOHUMaHHS
MY3bIKaIbHOCTH KaK (DOPMBI 4eJI0BEUECKON KOMMYHHUKAIIMH U CAMOBBIPA)KEHUS.
B 3TOM KOHTEKCTE WHKIIIO3MBHOE MY3BIKaJbHOE OOpa30BaHHME CTAHOBHUTCS He
TOJIbKO HMHCTPYMEHTOM SCTETHUYECKOrO pa3BUTHUS, HO M TEPPUTOpPHUEH Uis
COLIMAIBHOW M KYJIbTYPHOM MHTEIpalliHd, a TaKkKe MEXIMYHOCTHOU
KoMMyHHKaruu. C  METOJOJIOTUYECKOW  TOYKHM  3pEHHs,  KIIOYEBBIM
HaIpaBJICHUEM peIIeHUs 00O03HAYCHHBIX MPOOJEM sBIIETCS pa3paboTka H
BHEJPEHUE aJaNTHPOBAaHHBIX 00pa30BaTENIbHBIX MPOTpaMM, OCHOBAaHHBIX Ha
NPUHIUIAX YHUBEPCAIBHOTO IH3aiiHa oOyueHHs U U epeHIUPOBAHHOTO
noaxoja. DTU MOJAENH OOeCHeurBalOT TUOKOCTh COJEp)KaHUS U METOJIOB,
MO3BOJISIS TeJaroraM CoO3/4aBaTh albTepHATUBHbIE OOpa30BaTeNbHBIC ITYTH,
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JNOCTYyIHBIE [UIsl YYEHUKOB C pa3HbIMU KOTHUTHBHBIMU M CEHCOPHBIMHU
BO3MOXXHOCTsIMU. OJTHAKO a/1anTaius B My3bIKaIbHOM 00pa30oBaHuH TPeOyeT He
TOJIbKO TEXHMYECKUX H3MEHEHUH (Hampumep, MoauduKaluu 3aJaHudl WIH
WHCTPYMEHTOB), HO U MIEPEOCMBICTICHHS TIEIarOTHYeCKUX IEJIeH, T/Ie B IIEHTPe
BHUMaHHUs HaxOJIUTCS HE YPOBEHb aKaJeMHUYECKOTO pe3yJbTaTa, a Mpolecc
MY3bIKQTBHOTO PAa3BUTHsI W CTENEHb Yy4acTHs peOEHKa B KOJUIEKTUBHON
MY3bIKaJIbHOH 1€ATEIbHOCTH.

B MongoBe BblllieyKka3aHHBIE METOIOJIOTHUECKHAE BBI3OBBI IPHOOPETAIOT
0Cc00YI0 aKTyaJIbHOCTh B CBSI3H C IpolieccaMu peopMUpOBaHUS HAIIMOHATbHON
cucteMbl 00pa3oBaHUS W TPHBEACHUEM €€ B COOTBETCTBHE C €BPOTECHCKUMU
crangaptamu. Jlokymentol Strategia—2030 u Codul Educatiei al Republicii
Moldova  (2014)  3akpemuifioT  TPUHIUIBI  PAaBHOTO  JOCTyNa |
WHIMBHIyaIN3allud O0yYeHHsI, OJTHAKO B 00JIACTH MY3BIKAJILHOTO 00pa30BaHUs
pean3anusi STUX MPHUHIMIIOB TpeOyeT JOMONHUTENBHBIX METOIUYECKUX
pa3paboTOK,  MEXKBEJIOMCTBEHHOTO  B3aUMOJEHCTBUS UM  IOATOTOBKU
CTIELIUAIACTOB.

TakuM 00pa3zom, MOXKHO 3aKJIIOYUTh, YTO METO/I0JIOIMYECKHUE MPOOIEeMbl
MHKITIO3UBHOTO MY3BIKAJIbHOTO 00Pa30BaHMsI HOCAT KOMIUICKCHBIA XapakTep U
TpeOyIOT CUCTEMHOI'0 TIOJIX0/Ia, BKJIIOYAIOIIIETO:

e KOHIIETITyaJIbHOE TTEPEOCMBICIICHUE TIeNIel MY3BIKATLHOTO 00pa30BaHHUS,

e pa3paboTKy alaiTUBHBIX IPOrpPaMM U KPUTEPUEB OLIEHUBAHUS;

e HHCTUTYIIMOHAIBHYIO  TOIICPKKY  MPOPECCHOHATBHOIO  POCTa
MeJaroros;

e BHEJIPCHHE WHHOBAIIMOHHBIX (JOPM MpETNoaBaHUsI U MYJIbTUCEHCOPHBIX
METOJIUK;

e Pa3BUTHE AITHKO-METOJIOJIOTMYECKON  KYIbTYphl  MEAArOrH4ecKOro
B3aHUMOJICHCTBHA.

Pemenne 3Tux 3a/1a4 MO3BOJIAT NEPEUTU OT IEKJIAPATUBHON MHKIIO3UHU K
MOJJMHHO MHTETPAaTUBHOM MOJENHU MY3BIKAIBHOTO O00pa30BaHUs, B KOTOPOMH
KOKIBIA yYaIWiics, HE3aBHUCUMO OT YPOBHS pa3BUTHS, (U3HUECKUX WU
KOTHUTUBHBIX ~ OCOOEHHOCTEH, CMOXET CTaTb AaKTHUBHBIM  YYaCTHUKOM
MY3bIKATBHO-TBOPYECKOTO TMpoiecca. Takas MOJenb HE TOJBKO YKPEIUIseT
FYMaHUCTUYECKHI TMOTEHLMad HCKycCTBa, HO U (GOPMHPYET HOBYIO
MeJarorTMYecKyrd  Cpely, OCHOBAaHHYIO HAa  NPHUHIWINAX  yYBaKCHUS,
COTPYJHUYECTBA M  CIPaBEAJIUBOCTH - (yHAAMEHTaJIbHBIX LIEHHOCTAX
COBPEMEHHOTr0 00pa30BaHus 1 0OIIECTBA B IIEJIOM.
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The reason this text was written from a personal publicist experience dating back
40 years (1980), based on the evaluation of texts and illustrations from magazines such
as “Texuuka wmomon&xu” (Technology for Youth), “FOubiii Texuuk” (Young
Technician), and “Hayka u xwu3np” (Science and Life), which the author browsed during
adolescence. A little later, in his youth, he also became acquainted with “FOnsrit
xynoxuuk” (Young Artist), “HckycctBo” (Art), “Posecuux” (Contemporary), “Okpan”
(Screen), “Crynenueckuit Mepuaunan” (Student Meridian), “Hayka u penurus” (Science
and Religion), “Orizontul” (Horizon), and Arta (Art) (originated in Romania).

In particular, “Crynenveckuii mepuanan” and ‘“PoBecHuk” contained sections
devoted to the evolution and branching of contemporary musical trends. The scale of the
journalistic perspectives in those periodicals constructed within the young author’s
consciousness an optical panorama of cultural phenomena, later perpetuated throughout
his artistic or academic activity in a series of articles and informative notes.

The informal brotherhood of Moldova - inscribed within Soviet, Eurasian,
Independent, or Pro-European contexts - has experienced a chain of stylistic
transformations influenced by external cultural nucleus (of foreign genetic origin). To
localize the nature of these focal points, an attempt is made to describe contemporary
cultural movements, together with their preceding and subsequent side effects. The
objectives pursued are semantically related: to outline the origin and dynamics of the
movements studied by the author, and also to define the artistic form or message through
which these movements express their character.

Particular attention will be given to such cultural phenomena as plastic and
cinematic neorealism, vocal-instrumental ensembles of the USSR, socialist plastic
symbolism, alternative musical genres, film soundtrack composers, new wave,
electronic music, trip-hop, and related styles. Where possible, comparative trajectories
of genres will be traced - characteristic of the USA, Europe, and Eurasia - from dramatic
to ecstatic phases, sometimes coexisting or evolving from one another in a spontaneous
manner. The variability of cultural waves will help reveal the political intonation of
geographic zones, later reflected in social events or preserved permanently in the layers
of historical archives.

It is necessary to clearly define the informational sources through which Western
influence was assimilated by the post-Soviet receiver - especially from the USA -

131


https://orcid.org/0009-0005-2270-7554
mailto:valentin.maslov@gmail.com

compared to European cultural events, which were relatively accessible during the
governance of Nikita Khrushchev and Leonid Brezhnev. Moldovan residents fluent in
Russian still had the opportunity to read periodicals distributed in Moscow, Leningrad,
or Kyiv, though the circulation of certain editions was limited for economic or
geopolitical reasons (for example, “FOHocTh” or “Poman-razera”). The so-called period
of ideological relaxation in the USSR lasted roughly ten years (1960s) and was repeated
during the era of restructuring (1990s), again for about a decade. Usually, magazines
were purchased by individuals already established in substantive content, while the
general public was informed mainly through TV, partially oriented toward the youth
contingent. “Barnsa” (Viewpoint), “My3bikansabiii punr” (Musical Ring), “Zlo u nocne
nonynoun” (Before and After Midnight), and “Bux” (View) can certainly be regarded
as windows of Western cultural influence.

We should not ignore the fact that in the Soviet Union operated institutes of
culturological research, with a colossal amount of scientific work covering the breadth
of most of the civilized world—at a level enviable to the contemporary researcher. At
least the funding of those institutes enjoyed considerable state support. With
democratization, ideological structures became much less bureaucratized, but they lost
significantly in depth and refinement. And, of course, the foundation of most research
was based on the cataloguing and classification of areas, trends, and eminent
personalities - later published in official bulletins and rankings... a format that we
Moldovans, as well as neighboring states, lost sight of during the transition period, and
now attempt to recover, unfortunately relying mostly on individual administrative
sources.

Local magazines such as “Moldova”, “Sud-Est” (South-East), “Contrafort”, and
“Dialogica” promote separately artistic phenomena and personalities, without the aim of
comparatively evaluating the status of renowned local figures. This, in turn, causes an
isolation of the intellectual community from the general public, and consequently fails
to connect the province to authentic culture - as opposed to that of mass consumption.

Keywords: artistic trends, styles, modernism, jazz, avant-garde, neorealism.

Continutul acestui material provine din sentimentul continuitatii culturale
curmate - un sentiment frecvent retrait in ultimii 40 de ani, reproclamat in repetate
surse literare, dar si rezult din oscilatia evenimentelor politice a ultimelor decenii.
Cel putin autorul acestui articol, isi asuma functia descrierii aproximative a
continuitatii culturale a secolului trecut, cu tendintele sale specifice, mult mai
omogene (dupa parerea sa) decat caracterul posterior al similitudinilor curente.

Dea lungul ultimilor secole, inauntrul paradigmei eurocentriste s-au reliefat
4 coordonate cruciale culturale, in care schimbul de idei 1si lasd amprenta asupra
trairii occidentale ca fenomen general; a) in perioada Evului mediu — dominanta
administrativa a dinastiilor monarhice (prin sprijinul bisericii) cu toate atributele
juridice specifice, b) in perioada coloniald - anexarea continentelor noi la
paradigma europeana imperiald, c) Republica si promulgarea valorilor iluministe,
d) conflictul de clasa al Epocii industriale. [8, p.29]

In acest sens, o categorie de referintd ne-ar putea servi - mediul academic
conventional, semnificativ autoritar in relatiile interstatale ale acelor timpuri
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(secolului 18). [11, p. 5] Geopolitica curentd, tot mai putin se raporteaza la
aceastd autoritate academica, cu anii regresand catre o ritoricd mai populista si
mai de larg consum [11, p. 270]. Ceea ce ne sugereaza o interdependenta directa
a continuitdtii traditiilor culturale cu mediul academic, actualmente vizibil
dezintegrate in variate mainstream-uri, promulgate din motive de conjunctura.
Reactia cadrelor academice ar putea fi calificatd drept moft tipic al timpurilor
trecute, daca contemporaneitatea ne-ar fi oferit institute sociale de compensare a
crizei culturale, pe care nu suntem in stare sd o constientizim din motive de
varsta... iar asemenea pseudo institute deocamdata poarta doar caracter exclusiv
economic, cu calitati dictatoriale de piatd, sprijinite de industria informationala
digital [9, p. 93].

Pentru a defini chiar si aproximativ - mecanica relatiilor culturale de astézi,
vom avea nevoie de o privire in trecutul nu atit de departat, in care agenda
culturala, semnifica o implicare politicd sesizabila, independent de caracterele
cataclismelor sociale destabilizante.

Harta traseelor culturale strategice din a doua jumadtate a secolului 20, de
unde vom incepe descrierea noastra... poate fi separatd in trei ascendente
diferentiate, aliniate la geografia Statelor Unite, a Europei si a Eurasiei. Diferenta
datd o determind factorii traditiei nationale, a conditiei economice si a
predispozitiilor politice de dreapta sau stanga. Aici - caracterul formal al
narativului dat se consuma, odata cu relatarea manifestarilor culturale concrete,
cu oameni vii $i reanimari reale de caz.

In anii 50 paradigma ideologica occidental a suportat schimbari radicale
pe doud colaterale geopolitice ale continentului american dintr-o parte si a
Europei de Vest din alta; pentru SUA - razboiul din Vietnam, provoacad miscari
pacifiste extremiste, concomitent cu revoltele studentesti de peste ocean din
Franta, cauzate de conservatismul cadrelor didactice din universitatile postbelice.
Natura fenomenelor respective se distanteazd substantial printr-o sumad de
particularitati inconfundabile, dar motivele ideologice ale instructiunilor
mentionate... contin trasdturi inseparabile in maniera propriei manifestari
publice. Mai pe inteles... motivele rebeliunilor studentesti de pe ambele
continente au radacini diferite, dar se aseamana prin forma. Si aceste radacini,
acest declansator al cataclismelor respective ... ajunge catre receptor cu mare
intarziere, prin intermediul actiunilor artistice, de obicei asimilate involuntar prin
stil si nu intotdeauna patrunse in esentd. Preluand formele exterioare ale unui
fenomen politic, artistii 1i transpun imaginea in limbaj vizual, performand
impulsul ideologic in directie artisticd. Asa se naste rock-and-roll-ul, ca
consecinta a edictelor lui Robert Kennedy, in favoarea etniilor de culoare. Dar si
mai Tnainte, se plasmuieste jazz-ul, ca revelatie spirituald a pdaturilor
afroamericane. In aceasti privinti, abilitatea patrunderii aprofundate in
manifestul artistic, joacd un rol formativ in educatia civica, unde opera se
receptioneaza inseparat de factorul obiectiv sau subiectiv.
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Figura 1: Thomas A. Dorsey — parintele gospel

Traditional in sumarele publicistice cel mai frecvent, figureaza
reprezentantii culturii de masa a Statelor Unite ale Americii - flegmonul pietei
culturale, absolutmente cointeresate In promovarea obiectelor de uz, de larg
consum. In acest sector geografic se observa un fenomen paradoxal, unde chiar
si tendintele de protest social fatd de politica consumista, in final se transform-a
in brand-uri comerciale. De la tezaurul minoritar al etniilor negre - jazz-ul si
blues-ul, ajung la rang oficial al genurilor de cult, cu toate aderentele stilistice
referitoare la traditia afroamericana si statutul ei politic. Jazz-ul deriva din gospel
si soul, (figura 1) ca manifestdri ale retrdirilor spirituale, proprii poporului
negroid in conditii de discriminare, pe parcursul a catorva secole lungime. Si
jazz-ul se formeazd ca un limbaj de eliberare spirituald, exprimat prin
improvizatii, ritmate specific. Eliberarea ideinica a negrilor - se naste dint-o
suferinta prelungita, adica ea - eliberarea este motivata istoric, chiar genetic, dar
cu toate astea ajunge calificatda de cei albi, drept o lozinca politica de eliberare
spirituald universala. Si iardsi, jazz-ul va servi drept una din origini, pentru
rebelul rock-n-roll, preliminat intermediar de rockabilly si bi-bop (Figura 2). De
la ratiune si suflet - ritmurile coboara tot mai jos, spre picioare, tot mai des
preluate de catre interpretii albi, ca forma de exprimare libera. Pe rastimpul a 30
de ani, prin interventia genurilor albe - blues si country... forma secreta a unui
cerc restrans de persoane - cdntecul afroamerican bisericesc se trezeste,
reinterpretat la rangul de dans distractiv, cum ar fi swing-ul sau twist-ul.
(Ragtime, Milos Forman, 1981) (Figura 3).

Figura 3: Duke Ellington — unul din corifeii
fondatorii bi-bop-ului swing-ului
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America dispune de mai multd pace, pentru a echilibra contradictiile
culturale, comparativ cu Europa acelor timpuri, suportind doar depresia
economicd (1930) si mai tarziu, conflictul armat cu japonezii, relativ mult mai
inofensiv decat cel european. Continentul nord american a servit o platforma
favorabila, la o etapad extrem de importantd pentru toata arta universald, odatd cu
aparitia cinematografiei, care nu doar combina in sine variate ramuri artistice, dar
si mentinea industrial - functionarea lor in diferite directii posibile noi (musical,
scenografie de cinema, orchestra cinematografica...) [10, p.22] Reiesind din
faptul ca nici guverndrile actuale din secolul XXI, nu persevereaza sa-si asigure
gruparile artistice cu ateliere de stat, suficiente comenzi, aliniate intr-o structura
industriala... realizdm ca Hollywoodul s-a prezentat drept o primad forma de
cooperare a managerilor si artistilor in grup, de o influentd cu adevarat
dominatoare ideologic. Anume cinematograful devine consumat de masele largi,
induntrul cdruia se promoveaza nenumadrate personalitati artistice, iar imaginea,
sunetul sau jocul au posibilitatea de a se performa continuu. Datorita actorilor,
relatia publicului cu arta devine mult mai apropiata, ridicand statutul autorilor si
respectiv conditiile lor economice.

Anume in SUA ajung comercializate la o cotd extra inalta - influentele
importate ale cubistilor sau futuristilor europeni cum ar fi Pablo Picasso sau Gino
Severini, curente ce se inscriu armonios 1n cadrul performantelor industriale pe
ambele continente, cu necesitatea de a fi promulgate. [6, p. 374]

La cat de tanara nu ar parea cinematografia pentru anii 1920, deja
concomitent cu linia generala industriald; mai aproape de noi aici in Europa, se
disting primele tentative experimentale de jonglare cu simbolul artistic, prin
oferta dadaistilor/suprarealistilor ,,francezi” cum ar fi Luis Bunuel si Salvador
Dali (Cainele Andalusian, 1929). [4, p. 224] Mai spre est, pe latitudinea tinerei
republici sovietice, valoarea sociald a cinematografului, prin promotia lui
Vladimir Lenin, se ridicd la rang de directie ideologicd (Sergei Eisenstein,
Crucisatorul Potemkin,1925) (figura 4) direct sau indirect prevestind aparitia new
vawe-ului francez, neorealismelor italian si sovietic. [2, p. 5] Intercalandu-se,
genurile artistice fundamentale au generat genuri sincretice noi, tot mai des
provocand tinerele ambitii pentru simbioze creative, framantari, si cadutarea
analitica, pictura metafizica (1910-1940)...de la demontarea si metaforizarea
subiectului, printr-o fortare intensiva de abordari tehnice, sub presiunea factorilor
geopolitici... doar in perioada interbelicd traverseaza segmentul modernist -
deplasand valoarea produsului artistic de la forma sa traditionald obiectiva - la
semnificatie filosoficad, adesea totalmente independentd de conditia
materiald.[13, p. 69]

Despre cum se deosebeste directia cinematograficd a Statelor Unite, vis a
vis de cinematografia europeand ne indica efectul noir al romanelor politiste, in
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mare masura derivate din atmosfera Marei depresii, pe dinduntrul careia se
cizeleaza antagonismul delicventului corupt, aldturi de protagonistul justitiar;
ambii ndscuti in acelasi sistem ambiguu - pe dinafara, dar identic ca orientare
catre valoarea materiala. Din zona obscura respectiva, producing-ul americanesc
reuseste sa iasd deja dupa al 2-lea Razboi Mondial si anume datorita participarii
in acest razboi. Paleta intunecata a spatiilor Inchise, ofera locul panoramelor vaste
a epopeilor istorice costumate, implinite in lumina, culoare si pathos glorios. La
capitolul cinema, din punct de vedere tehnologic, americanii se proclama pe
pozitia de frunte, fatd de colegii sdi europeni, iar incepand cu anii 1960
indiscutabil mai avansat decat industriile chineza sau indiana. Insa ca fabula -
productia hollywoodiana ni se aratd imaturd, pe fundalul operelor neorealiste
italiene sau a filosofiei cinematografice japoneze a acelor ani (Akiro Kurosawa).
[4, p.212] Maestrii neorealisti gen Vittorio de Sica sau Luchino Visconti si-au
pronuntat tragismul national prin evenimente trdite nemijlocit, nu doar ca
impresie vizuald a razboiului international, dar si conflict de clasa, retrait prin
sardcie si foamete. [2, p.113] Cu toate astea, limbajul clarobscur al acestui gen,
peregrineaza si in piesele dramatice burgheze cu tentativa existentiald, in cazul
lui Michelangelo Antonioni (Noaptea 1961), (Figura 5) [2, p. 371]. Anume din
aceste surse, tentativa actualizarii locului personalitatii In societatea postbelica,
ajunge preluatd de Noul val francez (Jean-Luc Godard), iar aceasta deplasare
neobservatd de la realism poetic (1930) si neorealism - la new wave... marcheaza
schimbul cardinal de viziuni optice, pentru toatd tagma culturala a
contemporaneitatii. [4, p. 228] Abordarea existentialista a evenimentelor, enunta
trecerea civilizatiei europene de la modernism - la postmodernism.

I p
Figura 4: Regizorul Sergei Eisenstein Figura 5: Michelangelo Antonioni. Noaptea, 1961

Revenind la contributia arealului pontico-danubian in aceste procese
globale, urmeaza sa stabilim gradul de participare a compatriotilor in spectacolul
cultural mondial... sau sd ne recunoastem rolul inevitabil de observatori
permanenti, condamnati la dependentd economica si moneda de schimb, dintre
curentele politice ale Asiei si Europei. Ar fi posibild exercitarea functiei de focar
cultural sau ne vom satisface doar cu imaginea unei zone geografice de uz - a
marilor idei. Calitatea de buffer ne ofera privilegii politice si un anumit confort
economic, nsd ne lipseste de responsabilitatea pentru influente substantiale fata
de tarile vecine. Proportia curentelor artistice autohtone fatd de cele importate,
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ne-ar servi un subiect important pentru cercetare. Cat de mult se mimeaza
culturile slave, europeana sau americana, ba chiar si cea paterna/nationala... si cat
de analitic se filtreazd influentele exterioare de catre autorii locali... iata
intrebarea.

La inceputurile secolului 20 recunoscut fapt, ca Parisul si Moscova au
manifestat o serie de relatii de schimb intensiv de idei si autori. Parisul burghez
deja impresionist ca moda, i-a adapostit pe artistii revolutionari spanioli, italient,
rusi, romani, demonstrand ospitalitate generoasa - variator controverse filosofice
- prin legalizarea eleganta a contrariilor ideinice si prin constiinta propriul statut
de Centru regional cultural. [1, pag.60] Concomitent, pe coordonatele Moscovei,
ale Petrogradului si a Vitebsk-ului se contureaza o pleiadd de personalitdti menite
sd provoace un impact stilistic inconfundabil (suprematismul, avangardismul,
pictura analitica) (Figura 6), nu doar asupra modernismului european, ci mai
tarziu si asupra postmodernismului american.

Figura 6: Vasilii Kandinsky. Doi pe un cal, 1906

E paradoxal cum reactiile pro socialiste, cu aproximativ 150 ani intarziere
dupd Comuna din Paris, reactualizate de democratii rusi... au migrat peste ocean,
ca sd ajungd cu entuziasm marketizate in folosul propagandei liberale, unde
utilitatea majoritati, cedeaza libertatii minoritatilor conclave. [1, p.124] Iar
fatadele plastice abstractioniste ofera argumente forte pentru asemenea statuturi
speciale. Marketizarea stilurilor vizuale, predominant avangardiste, inca odata
ne indica, cd identitatile culturale nu neaparat provin din traditia populara, chiar
daca utilizeaza elemente de folclor. Influenta americana nu presupune o legatura
obligatorie cu amerindienii nativi, stilul francez nu presupune o derivatd cu
agricultura franca medievala, iar stilul Korean atat de eclectic prin accesorii, nu
manifestd mai nimic din continuitatea istoricd populara. Simplificand, am reduce
totul la contrapunerea miscarilor neomarxiste - globalismului, astfel esuand in
examinarea mai atentd a motivelor locale de geneza a curentelor. [9, p. 237] Cu
certitudine poate fi afirmat un singur lucru, acolo unde statul nu se ocupa de
cultura, de ea se ocupa agentiile private, iar in secolul 20 cultura ni se aratd mult
mai popularizatd si mai putin intelectualizatd. Filosofii pretind sa reflecte
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tendintele culturale, pe cand artistii prolifica anumite tendinte, daca poseda
intelepciunea de a se integra in comunitati profesionale.

Pe meridianul istoric al anilor 60 - 70 se desfdsoara trei spectacole culturale
importante; revolutia psihedelica americand, rebeliunile studentesti din Franta si
Italia, si reformele sociale maoiste din China. Dupa al Doilea rdzboi mondial in
SUA se formeaza o miscare social literala, contrapusa mediului conformist de
succes, caracteristic modului de viata american ca model. Beat-nicii se considera
prima miscare subculturald, inspiratd din ritmurile combinate ale jazz-ului si
rock-n-roll-ului, cel mai frecvent exprimata prin romantica turistica literara a lui
Jack Kerouac. Ar fi corect sa mentiondm, ca anume in perioada guvernarii fratilor
Kennedy, in literatura americana tot mai des se incroseteaza motive referitoare la
filosofia indienilor nativi sau a afroamericanilor, un element stilistic asimilat cu
pietate de hippioti (Figura 7), dar ceva mai tarziu. Compilatia motivelor muzicale
electroacustice, inserate in motivele nationale... ia denumirea de fision. In 1965
George Harrison pentru prima oara isi permite sa fuzioneze fragmente nationale
vestice cu elemente indiene, introducand sitarul in partiturd, astfel involuntar
generand stari psihedelice de receptie a sunetelor. Din hazard, anume Marea
Britanie se pomeneste a fi declaratd - principala importatoare de tehnici
psihedelice in SUA. Anticipat, formatiunile beat si hippi le-au eliberat - tdramul
prielnic pentru ulterioarele experimente instrumentale celor din The Beatles.
Albumul ,,Abbey Road” a servit un declansator psihedelic pentru mai multe
formatii muzicale din America, precum Creedence Clearwater Revival si The
Doors. La sfarsitul anilor 60 prin implicarea rebelilor de la Pink Floyd sau Jethro
Tull - psihedelicul va reveni in Marea Britanie, bifurcAndu-se in rock progresive
si art rock, cu sustinerea inseparabild a lui David Bowie.

Compulsarile dramatice ale beat-nicilor, hippiotilor, rock-erilor, in mare
masura sunt inspirate din anturajul literar fantastic, elaborat de scriitorul englez
Aldous Huxley, prin promovarea activa a directiei esoterice... de psihanalistul si
scriitorul John Lilly. In 1950 -1970 interesul politic al americanilor pentru zona
Indoneziei, contribuie la o colaborare mai intensa a intelectualilor de pe ambele
poluri. George Harrison (The Beatles) conlucreaza cu sitaristul Ravi Shankar,
compozitorul american John Cage se regaseste In armoniile naturfilosofice
chinezesti, filosoful englez Alan Watts - cdlatoreste in Japonia pentru a examina
proprietatile buddhism-ului dzen. Se multiplicd cazurile de experimentare cu
mescalind si psilocibind, moral justificate de experimentatori prin interesul fata
de traditiile samanice ale nativilor americani. [9, pag.300] In acelasi spectru de
cautari il putem plasa si pe columbianul Gabriel Garcia Marquez, educat din
adolescenta in atmosfera realismului mistic, In viata de zi cu zi - camuflat prin
variate ritualuri intrigante. Acelasi realism magic, ni se destdinuie destul de
manierat, in picturile mexicanei — Frida Kahlo (Figura 8).
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\l ;
Figura 7: Bonnie MacLean. Poster pentru The Figura 8: Frida Kahlo. Autoportret.
Yardbirds, The Doors, James Cotton Blues Band, 1940
Richie Havens, 1967

Daca ar fi sa patrundem mai atent; frecventa interesului tagmei culturale
pentru invataturile mistice orientale si etnice, dispozitia pacifista a hippiotilor sub
influenta ideologiei lui Mahatma Gandi, pozitia de protest fatd de conformismul
tipic american - mascat In cumintenia diverselor confesiuni religioase (catolici,
protestanti, evanghelisti)... argumentele spirituale ale cdrora se consuma deja
pentru acea perioadd istoricd, iar societatea civila 1si manifesta cerinta pentru
doctrine ideologice noi, reflectoare spiritului politic contemporan.

Catre inceputul anilor 1970 magistrala muzicala se ramifica, conform unui
principiu conventional a produselor comerciale, vis a vis de cele nonconformiste,
cel putin asa o conotatie ar prefera-o categoriile de autori, orientati sa defdimeze
oranduirea politica occidentald a acelor ani. Dupa o serie de decese premature
din randurile fuzionistilor, in rezultatul consumului excesiv de psihotrope (Janis
Joplin, Jim Morrison, Jimi Hendrix...) miscarii hippie ii scade mult din
popularitate, vizibil reducand simpatiile consumatorilor de cultura... la
manifestdri artistice mult mai moderate in expresie. lar ca reactie la fatalismul
rock-erist, se cristalizeaza genuri pronuntat afirmative existential, cu
predispozitie catre disco si funk (Figura 9), incarcate in tacturi pro dans. Cei mai
devotati adepti ai rock-ului, apeland la posibilitatile electronice, isi asuma dreptul
moral de a intensifica ramura preferata, cu agresivitate, ofensiva poetica, iar
uneori disperare exaltatd (Led Zeppelin, Deep Purple). Treptat se configureaza
directia hard rock-ului, prevestitoarea mai multor increngdturi ale muzicii grele,
cum ar fi heavy, thrash, speed sau death... dar ceva mai tarziu, catre mijlocul
anilor 80 si dupi. In pas cu scena muzicali se miscd si cinematografia
Hollywood-ului, generand un volum ponderat de detective politice si thrillere
militare de actiune. Paul Newman, Robert Redford, Cleant Weastwood, metodic
dar justificat, peregrineaza din western-urile exclusiv specifice istoriei americane
- In detective politice ce sensibilizeaza fenomenul abuzului panamerican asupra
altor state. [5, p. 378] S-ar mai putea detalia, ca narativul cinematografic al anilor
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60-70, transforma statutul juridic al fabulei nationale, din unul geografic candva
colonizat de englezi, francezi, spanioli... in altul diametral, care la randul sau -
colonizeazi. In mai multe domenii artistice se observa disonanta morali a
intelectualilor, nemultumiti de discrepanta dintre ambitiile guvernamentale,
intensificate dupa aplicarea armei nucleare in Japonia... si fatada de hegemon al
democratiei civilizate [9, p. 218].

Th
‘l"empta:tions

Figura 9: Formatia ,,Temptation”, 1967

Contradictiile interioare ale perioadei postbelice deja dupa guvernarea
fratilor Kennedy, intentia acestora de a democratiza societatea educatd in
paradigma republicana, iar in finala asasinarea acestor politicieni... destul de citet
se desluseste in fluxurile plastice, orientate Tnafara cultului obiectivist; fie
aplicand limbaje vizuale direct extravagante (Jackson Pollock), fie intr-o forma
mai ironicd, subtild, dar cu acelasi mesaj nonconformist (Andy Warhol) [8, p.
236].

Spre deosebire de Marea Britanie si SUA, continentul european sau mai
localizat - latino european, nu este intra-atdit de impovarat de fetisurile
materialiste, iar in ritorica sa vizuald, mai des utilizeaza motive figurative ale
umanului incadrat in dilemele mentale, provocate de vitrina agrementului
burghez (Renato Guttuso) (Figura 10). Pe aceasta unda dramatica se
experimenteaza cu cadrul spontan; dinamic in cazul impulsurilor revolutionare
studentesti (french new wave) si melancolic, in cazul reflectiilor intelectuale
(italian arthouse) [9, p.155].

Abstractizandu-ne de la orice speculatie conceptuald ... realizdm ca
farmecul dominant al anilor 50-70, mai mult in cinematografie decat in literatura,
se datoreaza constelatiei vaste de opere istorice, de o calitate inaltad a ilustratiei
chintesentiale precedente, in cadrul careia publicul are posibilitatea de asi Incheia
prin actualizare - faza moderna a istoriei noi, marcata de explorari colonialiste si
interactiuni economice internationale. Segmentul cultural dat, ne bucurd doar
cateva decenii, metodic diminuat printr-o o criza ideologica generala, cauzata de
tendintele globaliste economice, nevoite sd-si revigoreze statutul financiar pe
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seama redistributiei surselor energetice. Tot mai mult se pune accentul pe
informatie vs comunicare, pe electronicd vs mecanica, pe trans umanism vs
etica... Cu toate astea, experienta ne demonstreaza ca anume ilustratia istorica,
mai concret cea cinematografica, a jucat rolul de felicitare pentru Epoca de aur
a secolului trecut. Pelicula istorica de costum s-a pomenit asi demonstra nu doar
functia sa comerciald, ci si cea formativa, de administrare a datelor istorice, Intr-
un narativ politic [4, p.190].

Constiente de acest profit ideologic, guvernarile socialiste si-au promovat
ramurile vizuale, anume in directia instruirii civile. Dramele industriale colorate
din perioada stalinista, cedeaza locul dramelor sociale monocrome ale perioadei
hruscioviste, iar acestea la randul sau, ajung inlocuite de melodramele sociale
postdecongelative. Si acest esalon continuu se invecineaza altui esalon
remarcabil al muzicii de cinema, in care si-au desfasurat panoramele sonore -
orchestrele filarmonice si autorii de muzicd electronicd delaolalta (Aram
Haciaturian, Eugeniu Doga, Eduard Artemiev). Optimismul sovietic se confirma
si pe liniile plastice ale realismului socialist, in perioada brejnevistd, succedat de
pictura sintetica (Figura 11) liricd. Putin cate putin societatea isi revine
emotional de la traumele razboiului mondial al 2-ea, manifestand mai mult lirism,
chiar si in estrada (Camousetsl, Ilecuspsl, ITnams) In anii 70 se urmireste o
deplasare a problematicii civile, de la fenomenele industriale de ofensiva, la
situatii de auto actualizare a relatiilor, cdnd accentele se pun mai des pe impactul
interior al categoriilor sociale.

Figura 10: Renato Guttuso, Figura 11: Iurii Racsa, Conteﬁoranii, 1970
Boogie — woogie, 1953

Mai la inceputul originilor socialiste, incd in anii 20, avangardismul
sovietic se desprinde de contextul republican, ridicandu-se la findltime
universala... spre deosebire de realismul socialist, pe care criticii 1l califica de
obicei, drept o directie propagandistica, in cazul mai multor autori, ramine un
fenomen discutabil. Chiar atunci cand alaturam stilurile plastice sovietice intr-un
esalon; postimpresionismul, arta monumentala, arta populara (Martiros Sarian),
neorealismul, pictura dura (Ghelii Korjev)... in plan general acestea nu se arata
la fel de controvers, cum s-ar intampla in cazul unui singur stil, scos inafara unei
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paradigme politice...ba chiar comparativ cu manifestele artistice de dupa
Restructurare [11, p. 298].

Restructurarea ca fenomen cultural si-a infatisat chipul sau reformant mult
mai Tnainte de publicarea oficiald a perioadei restructuriste ca format politic.
Dupa Epoca de aur caracteristica mai mult arealului eurasiatic, incepe o perioada
indelungata de deformari sociale si acestea dureazd mai mult de 40 de ani
consecutiv, iar la sfarsitul anilor 90 criza se extinde si peste ocean, in America,
confirmand prezenta unei regresiuni politice globale. Dar mai inainte, de la
sfarsitul anilor 70 si pana la sfarsitul anilor 90 — cultura occidentala (inclusiv si
cea americand) spre deosebire de fostele republici URSS — se scalda intr-o faza
istorica extrem de benefica, ca forma si continut. Datoritd muzicii electronice, a
reanimadrii stilurilor romantice, a unei intineriri politice fara protest agresiv... in
primul rand pe suprafata continentului european se desfasoara un spectacol
pozitivist, care ne convinge definitiv, cd lumea arhaicului, a patriarhalului
dogmatic, al conservatismului medieval ... a ramas irecuperabil in trecut.

Dupa faimoasele Abba si Boney M, pe arena muzicald apar formatiuni
electronice pop de o anvergura mult mai vasta, adica pentru categorii de varsta
foarte diferite, datoritd combindrii moi a ritmului si a versului liric. Colectivele -
Modern Talking, Gazebo, Joy — se includ in categoria de eurodisco sau italodisco.
Vestindu-se extrem de recunoscute, dansele doar prevestesc urmatorul val de
formatiuni electronice pop — marcatoare a Noului val cultural, de data aceasta
deloc nonconformist.

Pionerii muzicii electronice (Didier Marouani, Jane Michell Jarre,
Kraftwerk, Vangelis) au tulburat revolutionar cdmpul artistic sonor, in acelasi
timp respectdnd o doza rationala de modestie in activitatea sa concertistica. Pe
cand urmasii sdi, adesea lipsiti de instruire academicd, mai proletari... isi permit
manifestarea ambitiilor pasionariste - echivalente celor din The Beatles sau The
Doorz. Notiunea de New wave devine deja un curent muzical si patrunde in alte
directii artistice. Impactul electronist si-a gasit locul si in URSS (1970-1980) prin
truda compozitorilor de cinema, in combinatii reusite de sintezatoare si orchestra
(Eduart Artemiev, Alexandr Zatsepin). Putin mai apoi, la mijlocul anilor 80 in
cadrul rockclub-ului din Leningrad, cei de la Kino si Nautilus Pampilius, ne
evoca pronuntat apartenenta sa stilistica la new wave, insd dramatismul mesajelor
livrate 1i calibreaza mai aproape de sectorul newromantic. Mai la nord vest
(Marea Britanie), in unison cu acestia, se promoveaza asemenea monstri sacri ca
Depeche Mode, Duran Duran sau Pet Shop Boys (Figura 12), plasati in categoria
de synth pop.

In descendenta, ciclurile de stiluri electronice tot mai mult se apropie de
techno, separandu-se in doua tabere formale; tabara instrumentista a DJ-eilor de
ambient, trance si jungle, unde accentul se pune pe efectul spatial... si tabara
conceptuala a adeptilor pop-ului alternativ sau a trip-hop-ului, unde metafora
verbald balanseaza Intre sensuri reale si hiperrealism (Byork, Massive Attack).
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L & 4 'd p.B E
Figura 12: Depeche Mode. Personal Jesus, 1987

Epoca New wave-ului, foarte frumos rdmane imprimata intr-un numar
ponderat de drame si melodrame, predominant la Hollywood. Modul de
comportament al personajelor, precum si vestimentatia lor, dupd cum am mai
evidentiat — importatd din barock ori victoriana, ne vorbeste despre o
suprapunere necamuflatd a arhetipurilor estetice asupra personalitatii reale. Se
vede clar ca regizorii acelor ani, o dedica scena cinematograficd predominant
teenaging-ului, acelor straturi de varsta — melodrama carora a fost ocolita pana
atunci, din motive conventionale (The Breakfast Club, 1985. Some Kind of
Wonderful, 1987, Benny and Joon, 1993). Chiar si filmele de actiune politiste din
anii 80, cat de macabre nu s-ar subintelege ca conflict, oricum ne daruie o
dispozitie optimistd de incredere In justifie, ne aratd o societate americana
proaspatd, deschisa si mult mai putin preocupatd de problema financiard. Din
pacate atmosfera pe care o descriem, aproape cd nu si-a lasat amprenta 1n artele
plastice, cu exceptia graficii si modei, daca ne referim la vizuale.

La mijlocul anilor 90 optimismul cultural mai multor zone geografice, va
fi neplacut poluat de torentiala productiilor neonoir, gangster epics si thriller-uri
(Guy Stuart Ritchie, Quentin Tarantino) pline de cinism si cruzime, si aceasta
stafetd ajunge cu entuziasm preluata de industriile private ale Japoniei, Coreei de
Sud si Rusiet, rezonand destructiv si asupra cinematografiei altor state [5, p. 410].
Concomitent cu noile culturi banditesti, prin binecuvantarea noilor tehnologii
informationale, directorii de cinema continud sd investeascd In audienta
juniorilor, realizdnd un amalgam de blockbustere fantasy cu magie si super eroi
contemporani, in toatd forta exploatind capacitatile grafice ale programelor
vizuale [5, p. 298]. Se creeaza impresia ca narativul istoric traditional cade prada
unor stihii cosmice iesite de sub controlul civilizatiei sau in prim plan se scot
figuri politice totalmente lipsite de standardele administrative, cu care ne-am
oranduit secole de ani. Majoritatea scenariilor sunt reduse la lupta cu mafia
internationala, viitorul civilizatiei tehnogene sau hegemonia culturalda a
personalitatilor. Brusc ne-am pomenit adusi intr-o realitate fabricata, lipsita de
conditii naturiste la baza, fara coordonate etice obligatorii... Suspansul sfarsitului
de mileniu si inceputul mileniului nou s-a prelungit circa 15-20 ani, cu o
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insistenta constantd pand in ziua de azi. Doar ca la cota anilor 2010 spectrul
genetic al artelor, din nou isi declama vigoarea prin expunerea unor directii mai
putin speculative, mai simple in expresie dar mai sincere in motivatia sa de a se
autentifica. Deephouse, rock independent, neosoul, nu jazz — genuri muzicale
destul de diferite ca forma si totodatd destul de omogene in etica sa profesionala
de promovare a valorilor. In randul criticilor se obisnuieste a afirma, ci epoca
destructiva a postmodernismului aproape cd s-a consumat, oferind spatiu altei
paradigme mult mai promititoare... posibil, dar aceasta intrebare va servi
continut unui alt articol, altui inceput si altui mileniu, deja.
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Abstract. The artists from the Romanian-Bessarabian space are immanently
attached to the cultural background of the people from which they draw their roots.
Among the artists passionate about the national visual folklore is the painter Iraida
Ciobanu, who presents it in a multitude of facets - symbolic-poetic, aesthetic-
philosophical, etc. In her paintings, I. Ciobanu transposes into color the traditions,
customs and ornamental motifs specific to our people.

The category of images inspired by village life and fueled by the sources of the
material folklore of the Romanian people includes paintings in which the motif of the sun,
the tree of life, the dove, the rooster, the horse, etc. are represented (the cycle of paintings
- Fruits and Birds (2013), Birds and Flowers (2017), Gates (2023-2025) etc. - Festive
Motif (2012), Simple Motif (2017), Don't Forget Me (2017), Dedication (2017), Spring
(2017) etc.).

The paintings from the "Gates" cycle have a metaphorical meaning, presenting the
essence of the character of our people, their psychological structure, as they are associated
with the wisdom, patience, desire, harmony, love of the owner, suggesting the border
between the real and the unreal world.

Iraida Ciobanu translates the spirit of national culture and folklore through
distinctive picturesque images, in a figurative-abstract plastic language.

Keywords: art, painting, folklore, people, image, motif.

Arta plastica profesionista din Republica Moldova reprezinta partea vizual-
spirituald a traditiilor si obiceiurilor populare roménesti acumulate dea lungul
secolelor, ea avand menirea sd le valorifice prin motive pictate, sculptate, tesute
etc. Plasticienii din spatiul romanesc-basarabean sunt imanent atasati de fondul
cultural al poporului din care 1si trag rddacinile. Ei nu pot ramane impasibili fata
de unele valori culturale si estetice proprii poporului nostru. Un factor important
in determinarea vectorului creativ al artistului este mediul ambiental in care el s-
a format, si care este amprentatd in subconstientul creatorului, generdnd anumite
emotii, sentimente, amintiri, ganduri etc.
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Printre artistii pasionati de folclorul plastic national este si pictorita Iraida
Ciobanu, care 1l prezinta Intr-o multitudine de fatete - simbolico-poetica, estetico-
filozofica s.a. in tablourile sale, Iraida Ciobanu transpune 1n culoare traditiile,
motivele ornamentale, folclorul plastic specific poporului nostru. Desi forma
unora a suferit modificari, spiritul esentei a ramas incd viabil, fapt ce
demonstreaza cd exista valori eterne cristalizate in mentalitatea poporului nostru,
ele constituind tezaurul societatii umane. Prin tablourile sale, autoarea
revitalizeaza sistemul atrofiat al culturii nationale si il salveaza de descompunere.
Ea reflecta pe suprafata panzei diverse motive decorative si simbolice, lasate
mostenire de stramosi, crednd o atmosferd cromatica palpitantd (Metamorfoze
(2012), Dedicatie (2017, 130x80cm, u/p) (Fig. 1), Sub zodia pasarilor si a Lunii
(2022) s.a.). Alteori, ea incearca sa imortalizeze cultura traditionald romaneasca
prin imagini ce prezintd toate aspectele principale ale vietii — dragostea eterna,
armonia, nasterea, nunta, moartea s.a., si care aduc in vizorul spectatorului
potentialul ei spiritual (Motiv festiv (2012), Motiv de duminica, Motiv taranesc
(2012, u/p, 70x70cm), Festivitate, Nu-ma-uita (2017, u/p, 130x85cm), - cu
imaginea unei forme piramidale asociate unui mormant, flancata de aschii de nori/
siluete fantasmagorice de pdséri albe ce zboara in jurul florii centrale de un
albastru incandescent, inconjurand sanctuarul ca niste garzi ceresti (Fig. 2) s.a.).

Tematica creatiei sale este axatd pe motive inspirate din imagistica artei
populare si este organizatd in cicluri ce exploreazd radécinile culturale ale
folclorului romanesc. Dintre motivele simbolice cele mai frecvente intalnite in
creatia Iraidei Ciobanu sunt ,,Arborele Vietii” si,,Pasdrile Simbolice” reprezentate
ca ,,Perechi de pasari” ce simbolizeaza iubirea conjugala, fidelitatea si sufletul
(Pasari si fructe (2014, u/p, 70x70cm; 2022), Pasari si flori (2014, 80x80cm, u/p),
(Fig. 3) Motiv popular (2016, u/p, 60x60cm), - cu imaginea arborelui vietii, un
cocos (simbol solar si al vigilentei), un element circular, posibil un soare sau o
roatd, o rama decorativa din motive de ,,covor”, s.a.). Pasarile albe-pereche (in
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cuib, in fata casei, pe poartd, pe fundal de covor, danteld etc.) sunt simboluri ale
aliantei si zborului, ele intruchipeazd dragostea eternd care infruntd vitregiile
vietii, lumind interioard care nu se stinge, iar in cazul cdnd in compozitie este
prezenta si o Lund, Soare, flori, fructe aurii, imaginea sugereaza unirea si armonia,
abundenta metafizica (Fructe §i pasari (2013), Pasari si flori (2017), Motiv
popular (2017, u/p, 60x70cm), s.a.) [1, p. 23].

Fig. 3. Pasari si flori, 214, foto autor Fig. 4. Biserica de lemn, 2025, foto I. Ciobanu

Din analiza operei sale deducem ca plasticiana este fascinata de arhitectura
veche (porti, case rurale, biserici din lemn (Fig. 4) etc.), de simbolurile populare
(cocos, porumbei, arborele vietii, motive stelare s.a.) si natura domesticita (gaste,
turturele, flori — maci, crini, trandafiri, cires s.a.), dar pe care le reprezinta
conceptual la nivel de simbol — motivele devin arhetipuri - Poarta ca frontiera,
Pasarile ca suflete, Macii/ florile ca efemeritate, pasiune, fragilitate, Merele/
fructele ca abundenta etc. (Mere si flori (2009, u/p, 90x60cm), Poarta albastra
(2023) s.a.).

In categoria imaginilor inspirate de viata satului si alimentate de sursele
folclorului material al poporului roman, se includ picturile in care sunt
reprezentate - soarele, pomul vietii, porumbelul, cocosul, calutul s.a. (ciclul de
picturi - Fructe si pasari (2013), Primavara (2017, u/p, 60x70cm) (Fig. 5), Pasari
si fructe (2022), Portile (2023-2025) s.a.). Aceste motive ancestrale, fie stau de
veghe in spatii deschise frontale, fie se ascund 1n vegetatie printre pete de culoare
si texturi aerate de danteld (Motiv festiv (2012), Motiv popular (2016, u/p,
60x60cm), Motiv simplu, (2017, u/p, 130x85cm), etc.) (Fig. 6).
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Fig. 6. Motiv simplu, 2017, foto I. Ciobanu

Fig. 5. Primavaré, 2017, foto I. Ciobanu

In plan formal, artista utilizeaza un limbaj cu similitudini in arta populara
(textile, ceramica, arhitecturd), si recurge la stilizare, geometrizare, abstractizare,
colorit intens etc., Imbindnd temele folclorice cu viziunea contemporana,
expresionistd (Nu-ma-uita (2017, u/p, 130x85cm), Dedicatie (2017, u/p,
130x85cm), Floare albastra (2013, u/p, 70x70cm), Motiv rustic (2009,80x80cm,
u/p), Fereastra copilariei mele (2018, u/p, 60x80cm) s.a.). Artista in lucrarile sale
juxtapune elemente rustice (case, porti s.a.) cu motive din folclorul mitologic
(pasari, forme spiralate, motive simbolice - romburi, rozete, forme cruciforme
(simboluri folclorice ale soarelui, de protectie) etc.), subliniind legatura dintre
cultura, credinta si peisajul rustic. Ciclul Simbolismului rustic si al ornamentelor
etnografice integreaza direct motivele artei textile (covor, stergare brodate) si
ceramice In compozitia picturald, lucrarile prezentand fie un cadru de natura
staticd, fie o compozitie metafizica (Lumea melcilor (2011, u/p, 85x85cm), la
limita exploziei cromatice de inspiratie folclorica si a formei abstracte ,,cosmice”,
O istorie cu motiv simplu (2020, u/p, 80x80cm) (Fig. 7), Motiv popular (2018,
u/p, 80x80cm), s.a.).

Un sens metaforic au picturile din ciclul ,,Portile”, la care autoarea lucreaza
in prezent, inspirdndu-se din vestigiile ramase prin satele Moldovei. Portile redate
prin forme plastice ambigue, prezintd esenta caracterului poporului nostru,
structura lui psihologica, deoarece ele se asociaza cu intelepciunea, rabdarea,
dorinta, armonia, dragostea proprietarului, ele sugerand hotarul dintre lumea reala
si cea ireala. (Poarta Albastra (2023), Poarta cu trei rozete solare (2025), Gaste
la Poarta Tacuta (2025), (Fig. 8), s.a.) [1, p. 115]. Acest ciclu prezinta o veriga
de legdtura cu stramosii, i este o explorare a memoriei, granitei si timpului,
deoarece Portile, gardul nu sunt simple obiecte, ci arhetipuri ale protectiei, trecerii
si intimitatii omului, ele dezvaluie psihologia spatiului in care si-au trait destinul.
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Fig.7. O istorie cu motiv simplu, 2020, Fig. 8. Gaste la Poata Tacuta, 2025,
foto autor foto I. Ciobanu

Se poate spune ca autoarea incearca sa transpuna pe panza acele ,,portrete”
acoperite de patina timpului si sa le readuca in contemporanitate. In prezent, 1.
Ciobanu manifestd o fascinatie constantd pentru acest subiect, ea explorand si
transformand o imagine familiard intr-o meditatie intensa asupra timpului si a
memoriei. Prin opera sa artista dezvaluie niste valori suspendate in timp si
imortalizeaza un element din patrimoniul national abandonat sau uitat, trecandu-1
din planul fizic efemer in planul etern al artei (Fig. 9).

Fig. 9. Poartd cu soare, 2025, foto I. Ciobanu

Imaginea portilor este variatd, ea poate fi incuiata sau inchisa, sugerand o
bariera sau o intrare, ori dezvaluind un gol, o cale ascunsa, verticala sau inclinata,
flancata de stalpi-schelete de lemn, martorii memoriei unui destin comun bantuit
de vant si ploi. Indiferent de starea lor ,,de spirit”, de cromatica activa (albastru
indigo, ocru-caramiziu) sau pasiva (verde-gri, gri, alb perlat), patinarea lor
sugereaza ca nimic nu este vesnic (Fig. 10).
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Fig. 10. Parté albsé cu sore,025, Fig. 11. Poarta Fagaduintei, 2025,
foto I. Ciobanu foto I. Ciobanu

Uneori artista contrapune imaginea portii cu natura. Tema centrala este
opozitia sau coexistenta dintre artificial si natural, dintre constructia umana si
ciclul etern al naturii. Poarta veche sta drept frontiera intre lumi, despartind
structura rigida, geometrizatd de plantele ce infloresc, de energia vie a naturii care
reinvie, plasticiana redand aceasta opozitie prin contrastul de culoare a tonurilor
reci ale portii si cele intense de culoare calda ale vegetatiei (Poarta Fagaduintei
(2025) (Fig. 11) s.a.). Alteori, plasticiana inlocuieste vegetatia reald cu imaginea
,»florala” imprumutata din arta textila, integrand-o direct in peisajul arhitectural.
Astfel este banda ornamentald din prim-plan ce prezinta o tesaturd/ stergar alb
cu motive traditionale de flori, pasari si care pare a aminti de ritualul invitatiei in
fata portii inchise.

In cazul cand imaginea portii are conotatii simbolice ea devine Poarta-
simbol, si este decoratd cu simboluri cosmice/ folclorice (cruciforme, solare,
stelare, rozete, romburi, pasdri), sugerand protectia si spiritualitatea spatiului
interior, dar si raddcinile ancestrale ale spiritualitatii neamului nostru [1, p. 237].
Pentru amplificarea ideii de protectie magica a spatiului locuintei, artista recurge
uneori la multiplicarea panourilor portii si a stalpilor, fiecare fiind decorat cu cate
o rozetd solard sculptata si care uneori straluceste in tonuri de chihlimbar, alteori
se dizolva 1n ceata ca o amintire de vis (Gdste la Poarta Tacuta (2025), Poarta cu
trei rozete solare (2025) (Fig.12) s.a.). Includerea romburilor, a stelelor pe fatada
portii (simbolul solar sau al ochiului care vegheaza), si a pasarilor direct in
structura ei, subliniazd intentia artistei de a transforma constructia arhitecturald
intr-un obiect de artd simbolic, apotropaic. Poarta din lemn brazdat, fiind
perceputa ca un scut ce a rezistat in fata schimbarilor (Poarta din Vanatori (2025)
(Fig. 13) s.a.). Dar, uneori, subiectul este prezentat in afara substantei sale
semantice a mesajului sau interior, ceea ce duce la accentuarea formei exterioare,
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demonstrand ca motivul etnografic poate fi baza unei expresii artistice profund
personale, moderne.

Fig. 12. Poart cu trei rozete, 2025, Fig. 13. Poartd din Vanatori, 2025,
foto I. Ciobanu foto I. Ciobanu

In plan stilistic, opera Iraidei Ciobanu se inscrie in parametri expresionismul
simbolic, avand tangente cu temele de artd metafizicdi (nemurire, amintire,
dragoste etc.), pe care ea le interpreteaza prin prisma propriei viziuni.

In prezent, plasticiana continui sa se inspire in crearea lucririlor sale din
cultura, arta si traditiile populare. Ea transpune spiritul culturii si folclorului
national prin imagini pitoresti distinctive, intr-un limbaj plastic figurativ-abstract.
Cu certitudine, creatia Iraidei Ciobanu alimenteaza universul spiritual al tinerei
generatii, ea constituind o verigd de legaturd cultural-estetici cu matricea
strabunilor.
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Abstract. In the process of artistic and plastic education, plein air study represents
one of the most effective and complex methods of training visual perception and
aesthetic sensitivity of student artists. The practice of painting outdoors, far from the
constraints of the studio, favors the development of a direct relationship with the visual
environment, stimulating observation, spontaneous reaction to light and color, as well as
the creative interpretation of reality.

This method has not only a technical value, but also a formative and cultural one,
because it connects the artist to nature, time and space, becoming an integral experience
of perception and expression. The importance of plein air study from an identity
perspective lies in its ability to bring together the aesthetic, cognitive and cultural
dimensions of artistic training. Through direct experience with the natural environment
and by transposing it into plastic language, the student builds his own visual identity,
based on belonging to a space and a tradition.

Keywords: plein air, visual perception, painting, education, cultural identity

Succesul in formarea unei personalitdti creative In domeniul picturii,
manifestatd printr-o imaginatie si o gandire spatiald dezvoltatd, un spirit de
observatie riguros si o autonomie cognitivd, depinde esential de un parcurs
educational complet si sistematic. Pentru a asigura atingerea potentialului maxim
al studentilor 1n ceea ce priveste gustul estetic si capacitatile artistice, se impune
studiul integrat si continuu al artelor plastice. Acesta trebuie sa debuteze in ciclul
primar pentru stabilirea fundamentelor perceptuale, sd continue prin ciclurile
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superioare de invatdmant pentru dobandirea competentelor profesionale si sa fie
consolidat prin practicarea consecventa a artelor plastice pe parcursul intregii
vieti, conform principiului Tnvatarii permanente.

Pornind de la cercetarea fundamentala realizatd de Vlad Paslaru in lucrarea
sa Introducere in teoria educatiei literar-artistice (2001) [2], s-a evidentiat faptul
ca paradigma educatiei artistice a studentilor, axata pe dezvoltarea abilitatilor
perceptie vizuale in creatia picturald, devine un construct viabil si eficient daca
este fundamentatd pe urmatoarele postulate esentiale:

- sursele cunoasterii artistice, manifestate in sfera suprasensibilului, unde
domind creatia asupra experientei, gandirea reflexiva asupra gandirii
determinative;

- raportul specific al subiect-obiectului in creatie si receptarea artistica, in
care subiectul receptor/subiectul educat se identificA cu obiectul
receptarii/educatiei si unde subiectul receptor re-creeaza/valorificd obiectul
receptat, ca si propria esentd, prin unitatea valorii estetice/valorii educatiet;

- natura specifica a limbajului plastic, prin care opera de artd se deschide
catre privitor ca ,,loc unde opereaza survenirea adevarului”, unde se produce
fiintarea fiintei, prin capacitatea subiectului receptor de a aborda in mod diferit
si inegal opera de arta, in functie de timpul - spatiul - modalitatea - finalitatea
proprie [2, p. 269].

Reesind din cele mentionate, pentru crearea operelor de arta, realizate in
sanul naturii, este necesar educatia perceptiei vizuale, care reprezintd o activitate
specificd de naturd compensatorie, corectiva si de exersare a functiei vizuale,
avand, complementar, rolul de stimulare a tuturor proceselor cognitive conexe.
Aceastd functie complexa este optimizata indeosebi prin exersarea in plein air.
Dat fiind rolul sdu major in desfasurarea optima a activitatilor instructiv-
educative si corectiv-compensatorii, educatia perceptiei vizuale constituie un
obiectiv strategic. Scopul fundamental urmarit este integrarea scolara si socio-
profesionald adecvata, alaturi de activizarea si mobilizarea intregului potential
vizual. Aceasta vizeazd maximizarea interrelatiilor dintre capacitatea functionala
reala a vederii si vederea periferica, punandu-se un accent deosebit pe redarea
mediului inconjurdtor in functie de variatiile de lumind solard si de anotimp.
Obiectivul se realizeaza prin dezvoltarea urmatoarelor componente functionale
la nivelul subiectului educat prin:

- dezvoltarea atentiei vizuale;

- dezvoltarea schemelor perceptiv-vizuale;

- dezvoltarea coordonarii vizual-motorii;

- dezvoltarea memoriei vizuale operative si a celei de lunga durata, produsa
de efectul natural al naturii si starea launtrica a fiecaruia la momentul afectiunii;

- dezvoltarea capacitatii de structurare perceptiva, de reprezentare spatiala
si a judecatilor operatorii cu specific vizual individual al educatului/studentului
[1, p. 126-127 ]
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Conform analizelor intreprinse de V1. Paslaru, ,,Actul de creatie plastica,
realizeazd o producere de realitate care transcende (trece dincolo de) planul
empiric (bazat numai pe experientd). Prin picturd subiectul creator genereaza o
noud lume fundamentata pe valorile transcendentale: Adevarul, Binele, Frumosul
si Dreptatea. Prin aceasta geneza, creatorul atinge o autentica libertate in propria
fiinta (conform perspectivei noiciene), modeland concomitent aceastd lume atat
in planul sau interior, cat si in cel al celorlalti. Aceastd lume creatd, fiind de natura
suprasensibila (conform filosofiei kantiene), nu este accesibild simturilor fizice
(vaz, auz, miros, pipait, gust). Pentru a putea experimenta si ,,re-crea” aceasta
lume metafizica, subiectul receptor trebuie sd parcurgd un proces intensiv de
formare, care sa vizeze o educatie emotionald, intelectuald i artisticd rafinata.
Mentinerea strictd in existenta fizicd limiteaza fiinta umana la stadiul de ,,natura”.
Prin depasirea acestui stadiu si accesul la dimensiunea suprasensibilului,
individul avanseazd in culturd, finalizand astfel procesul devenirii umane”
[4, p. 32].

Cercetarile intreprinse de Vlad Paslaru, bazat pe relevanta sistemului logic
al lui Stefan Lupascu, conferd un loc privilegiat afectivititii, ca element
constitutiv al conceptiei sale estetice. Conform tezei lui Lupascu, totul se face,
devine; doar afectivitatea (durerea si placerea) exista ca ceva de ordinul fiintei.
Punand in evidentd importanta viziunii integrala a filosofiei cu privire la esenta
artei — imaginea, care , pare localizata in subiect”, , este consideratd
esentialmente subiectivd”, In realitate, considera St. Lupascu, ,,ea (imaginea -
VL. Paslaru) este inauntrul subiectului, fiind in acelasi timp si obiect” [4, pp.44-
46], care prin influenta sa afectiva, face ca subiectul-obiect sd devind (prin
imagini artistice) un alt mod de abordare a lumii sau o recunoastere a lumii reale
intr-o altfel de existentd umand — existenta metafizica [3, 140 p.]. Aceasta
existentd metafizica, accesibild prin intermediul imaginilor artistice, poate fi
dobandita si dezvoltatd prin educatia artistico-esteticd. Acest tip de educatie
reprezintd o formd de angajament deplin al elevului/studentului receptor in
propria sa formare-dezvoltare generald si speciala. Astfel, educatia artistico-
esteticd revendicd un rol crucial in implementarea conceptului de educatie
centratd pe persoana celui educat [4, p. 36], deoarece activeaza mecanismele
afective si cognitive necesare pentru accesul la dimensiunea estetica si etica a
cunoasterii.

Subliniind imperativul actual al educatiei artistico-estetice, cercetdrile lui
V1. Paslaru argumenteaza necesitatea acesteia prin prisma decalajului valoric
existent 1n societate si prin definirea ontologica a actului creator. Paslaru
evidentiazd faptul ca, in contextul unei competitii acerbe intre utilitate si estetic
(util si frumos), pragmatismul tinde sd prevaleze, reflectind rationamentul
omului comun: prioritatea este supravietuirea materiala (,,mai Intai sa traim, apoi
sd traim si frumos™). Aceasta prevalentd a utilului este agravatd de utilizarea
preponderentd a metodelor si tehnicilor nespecifice cunoasterii artistice in
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procesul formativ, fapt care erodeaza conceptul si viziunea profesionala, afectand
astfel calitatea formarii receptorului de arta [3, p. 37].

Referitor la scopul creatiei, Paslaru argumenteaza cd arta nu este destinata
simplului act de condamnare sau elogiere a realitdtii fizice si sociale, ci
dimpotriva, creatia are menirea de a genera si intretine o alta realitate: existenta
metafizicd, care este spatiul trdirii, gandirii, dorintei, sperantei si credintei,
formuland o concluzie sintetica cu privire la profilul creatorului, definind talentul
ca fiind punctul de convergentd si sintezd al extremelor in cazul artistilor
(3, p. 44].

Capacitatea perceptiva a artistilor constituie un nivel superior de prelucrare
si integrare a informatiei despre lumea exterioara si despre ,,eul” nostru propriul
- universul intim, care constd in crearea unei imagini sintetice, unitare, in care
obiectele si fenomenele, actionind direct organele analizatoare, sunt reflectate ca
realitdti determinate - ca obiecte integrale, in individualitatea lor specifica [1, p.
126]. S1, dupa cum se stie, perceptia, se formeaza conform unor modele complexe
bazate pe reguli simple. Cand privim un obiect sau un grup de obiecte ca pe o
forma, ochiul cautd mai intdi conturul acestora, potrivindu-le cu forme si obiecte
deja cunoscute anterior. Numai dupa ce obtinem o potrivire concreta, definitorie,
incepem sa identificim componentele/detaliile din care este alcatuit acest obiect
si sa-1 identificam. In timp ce creez o lucrare, este necesar sa tinem cont de fapt,
ca privitorii percep mai intai elementele dupa forma lor generald, iar o forma
simpla, dar bine amplasata in spatiul compozitional, va comunica mult mai multa
informatie identificatoare decat o forma detaliata cu un contur nedefinit/confuz.

Receptorul privind o lucrare cu un grup de obiecte, percepe vizual mai intai
forma intregului, inainte de a fi perceputa forma fiecarui obiect in parte, preferand
intregul inaintea formelor din care e compus si chiar si atunci cdnd componentele
sunt entitati total diferite, cautam sa le grupam cumva ca pe un intreg.

Luand in discutie perceptia vizuald, precizdm ca aceasta este o reflectare
subiectiva, o imaginare stocatd In constiinta omului a faptelor lui, a obiectelor si
fenomenelor din realitatea obiectiva, care actioneaza direct organele de simt si
care sunt categorisite drept analizatori. Imboldul emotional de a crea o opera
plastica depinde de efectul senzorial coerent legat de perceptia vizuald, care este
actiunea omului de a percepe lumea prin intermediul viziunii artistului. Sistemul
ei constructiv este cel mai important, deoarece atinge starea sufleteasca si cea
psihologica a creatorului, obiectul receptarii fiind reflectat in organele de simt si
datoritd actiunii vizuale, realizatd in coerentd cu gandirea creativa [1, p. 126].
Dincolo de dimensiunea formativa si perceptiva, aceastd metoda contribuie in
mod esential la construirea si afirmarea identitdtii artistice si culturale a
studentului.

O metoda formativa esentiald in cadrul educatiei artistico-plastice, in
special la nivel universitar este studiul in plen-air. Aceasta practica transcende
simpla tehnicd de reprezentare a naturii, devenind un instrument pedagogic
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complex care dezvolta abilitati profesionale si contribuie la formarea integrala a
personalitatii viitorilor specialisti 1n artd. Studiul subliniaza rolul plein-air-ului in
aprofundarea cunoasterii vizuale, cultivarea sensibilitatii estetice si conturarea
viziunii artistice individuale 1n raport cu mediul socio-cultural.

lesind la studiu in plen-air, artistul plastic se face maret nu doar prin
capacitatea lui de a reprezenta mediului Tnconjurdtor si prin viziunea proprie
despre lumea inconjuratoare, reflectata in picturile sale, ci si in capacitatea de a
lua din ceea ce este pretios in propriul suflet si a transmite atat
privitorului/receptorului cat si discipolilor sai, care vor savura din natura si natura
reflectatd 1n pictura realizatd in plein-air. Fiind axat pe redarea iluminarii in aer
liber, a spatialitatii si a perspectivei aeriene, precum si pe observarea si traducerea
nuantelor de culoare in schimbare, se dezvolta o viziune artistica a culorii si
abilitatea de a lucra rapid, capturdnd esenta afectiunii momentului. Astfel
experienta artistica, capdtata direct In mediul natural/cultural, permite transferul
achizitiilor artistico-plastice in contexte educationale, sociale si culturale mai
largi.

Efectul afectiv-vizual produs de mediul inconjurator, asupra artistului
plastic, aflat in plen-air, provoaca totodatd si la realizarea mai multor variante a
lucrarilor, prin diferite interpretari tehnice picturale, prin capacitatea sa de a
percepe vizual acest mediu inconjurdtor, care faciliteaza si alegerea manierei de
lucru, a formatului, a stilisticii si rezolvarii creative, in realizarea
lucrarilor/picturilor. Concomitent provoaca si la revenirea in acelasi loc, dar n
diferite perioade si stari ale anotimpului pentru a avea posibilitatea de a crea si
mai multe variante a lucrarilor realizate precedent, care vor fi mereu diferite si cu
un plus valoare artistica, chiar daca sunt realizate din acelasi loc, dar care contin
mesaj diferit (Figura 1-5).

Figura 1. Ion Jabinschi, Figura 2. Ion Jabinsﬁi, Figura 3. Ion Jabinschi,
Hidrocentrala Dubasari, ulei  Hidrocentrala Dubasari, ulei ~ Hidrocentrala Dubasari, ulei
pe panza, 50x60 cm, 2022 pe panza, 50x60 cm, 2024 pe panza, 32x45 cm, 2025
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Figura 4. Ion Jabinschi, Vine ploaia, Figura 5. Ton Jabinschi, O zi cu soare,
pastel pe hartie abraziva, 42x99 cm, 2017 pastel pe carton, 50x60 cm, 2017

In cadrul studiului in plen-air, specificim ca prin aplicarea posibilitatilor
tehnice si tehnologice, oferite la realizarea picturii, se insusesc cele mai
importante structuri si modele ale tabloului artistic din naturd. Contactul direct
cu natura si mediul inconjurdtor permite educatului/ studentului familiarizarea cu
sistemul perceptiv-vizual si estetic, Insusind structurile si modelele fundamentale
ale tabloului artistic din naturd, ceea ce este imposibil fard senzatiile produse
direct din acest contact.

Sub aspect cultural, plein-air-ul sustine procesul de conectare a artei la
geografia spirituala a locului. Intr-o lume globalizata, in care imaginile tind sa se
uniformizeze, practica picturii in aer liber reinnoadad legatura dintre artist si
spatiul sau de apartenentd. Fiecare lucrare devine, astfel, o marturie vizuald a unei
identitati locale, o expresiec a modului n care lumina, relieful, vegetatia si
atmosfera se transforma in simboluri ale memoriei colective.

Importanta plein air-ului sub aspect identitar consta in capacitatea sa de a
uni formarea estetica cu dimensiunea culturala si spirituala a educatiei vizuale.
Aceastd metoda ii ofera artistului in devenire prilejul de a invata nu doar ,,cum sa
picteze”, ci si ,,ce Inseamna sd apartind” unui loc, unei traditii si unei culturi
vizuale proprii. In acest sens, studiul in plein-air riméne una dintre cele mai
autentice si profunde forme de formare a identitétii artistice contemporane

In concluzii mentiondm ca practica picturii in aer liber favorizeazi o relatie
directa si autenticd cu spatiul geografic si cultural, transformand peisajul intr-un
mediu al reflectiei estetice si al interiorizarii. Prin contactul nemijlocit cu natura,
lumina si atmosfera locala, tanarul artist nu doar observa, ci se integreaza intr-un
univers vizual care il formeaza si il defineste. In acest sens, plein-air-ul devine o
experientd identitara — o modalitate prin care creatorul isi descopera propriul
raport cu locul, cu timpul si cu traditia vizuala a comunitatii din care face parte.
Din perspectiva pedagogica, aceastda metoda favorizeaza dezvoltarea unei
congtiinte vizuale locale, Intrucat fiecare spatiu natural poarta in sine un specific
de lumind, culoare si formd. Astfel, observarea atentd a peisajului autohton
devine o forma de asumare a identitatii culturale prin intermediul viziunii
plastice. Artistul in formare invata sa identifice valorile estetice proprii mediului
inconjurdtor si sa le transpund intr-un limbaj artistic personal, contribuind la
continuitatea si resemnificarea traditiei vizuale.
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Prin exercitiul plein-air-ului, elevii/studentii artd nu doar exerseaza abilitéti
tehnice, ci si 1si formeaza o atitudine reflexiva fatd de patrimoniul natural si
cultural. Observarea, interpretarea si transpunerea vizuala a realitatii contribuie
la constientizarea faptului ca actul artistic este, in esentd, o forma de cunoastere
identitara.
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Abstract. Visual art, in its complexity and diversity, is not just a simple aesthetic
product, but a socio-cultural document, a mirror that reflects, deforms, interprets and
even creates the cultural identity of a people. Based on theoretical research and an
empirical study, we highlight the role of art in consolidating collective memory, in
negotiating hybrid identities and in adapting to the challenges of globalization, while
offering an interdisciplinary perspective on how art functions as a mirror of cultural
identity.

From a theoretical point of view, the work is based on the contributions of Pierre
Bourdieu, who highlights the role of cultural capital in the legitimization of aesthetic
taste, of Benedict Anderson, who defines the nation as an “imaginary community”, and
of Stuart Hall, who emphasizes the dynamic character of cultural identity. These
conceptual frameworks are applied in the analysis of the evolution of art, from pre-
modern religious and popular expressions, to the modernist avant-garde and the
challenges of contemporary globalization.

The empirical study, conducted through a questionnaire applied to a sample
composed of students and teachers in the field of fine arts and design, reveals nuanced
perceptions of art as a vehicle of identity. Respondents identify visual arts and folk music
as the most representative forms of cultural expression, value traditional symbols, myths
and folk costumes, and recognize the role of art in preserving traditions, but also in
challenging and reconfiguring cultural perceptions. The majority consider art a universal
language, but also express concerns related to the cultural homogenization induced by
globalization.

The analysis of the scenarios proposed in the questionnaire highlights the public's
receptivity to hybrid and diasporic identities, as well as a mature understanding of the
tension between authenticity and fragmentation in artistic representation. Respondents
support cultural pluralism and reject the exclusive promotion of an official vision,
advocating for inclusion and diversity.

The study demonstrates that visual art is not just a passive reflection of national
identity, but an active space for negotiation, memory and creation. In an interconnected
world, art remains a vital tool for articulating belonging, preserving heritage and
exploring new forms of collective identity.

Keywords: cultural identity, visual art, globalization, identity hybridity, heritage.
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Arta vizuald, 1n toate formele sale — de la picturile rupestre din paleolitic
pana la instalatiile multimedia contemporane — a fost si ramane un instrument
esential 1n articularea identitatii nationale, fiind intim legatd de valorile,
credintele, istoria si aspiratiile umane. De-a lungul istoriei, functiile sale au
oscilat intre sacru, decorativ, politic si conceptual. Mai mult, arta vizuala
reprezinta o forma de discurs cultural si politic, un spatiu de negociere a valorilor,
memoriei si apartenentei. Ea nu doar reflecta valorile si simbolurile unei
comunitdti, ci contribuie activ la modelarea memoriei colective si la negocierea
sensurilor culturale. Intr-un context marcat de globalizare si mobilitate,
intrebarea privind rolul artei in mentinerea si transformarea identitatii devine cu
atat mai relevanta.

Or, arta vizuala si identitatea culturala sunt doud concepte complexe si
interdependente, ale caror definitii au evoluat de-a lungul timpului si continua sa
fie dezbatute in mediile academice si artistice. Pentru a intelege pe deplin relatia
dintre ele, este esential sa stabilim o baza teoretica, definind fiecare concept in
parte si analizand principalele teorii care le explica.

Identitatea culturala, un concept fluid si dinamic, in afirmatia autoarei
Vivian Hsueh-Hua Chen “se referd la identificarea cu un anumit grup sau la
sentimentul de apartenentd la acesta pe baza mai multor categorii culturale,
incluzdnd nationalitatea, etnia, rasa, sexul si religia. Identitatea culturala este
construitd si intretinutd prin procesul Tmpartdsirii cunoasterii colective [...]”
[4, p.1]. Aceasta include, dar nu se limiteaza la, traditii, obiceiuri, limba, religie,
valori si expresii artistice. Arta vizuala, ca una dintre cele mai puternice forme
de expresie, joacd un rol crucial in construirea, mentinerea si transformarea
identitatii culturale. Ea oferd o platforma pentru exprimarea sentimentelor
nationale, pentru celebrarea istoriei si pentru criticarea aspectelor negative ale
societatii. Stuart Hall subliniazd ca identitatea nu este o entitate statica si
imuabila, ci ,se construieste Tn mod continuu prin discursuri culturale”
[3, p. 225]. In acest sens, arta vizuald devine un mediu privilegiat de exprimare
si negociere a identitatii.

Arta vizuala, in sensul sdu cel mai larg, cuprinde toate formele de expresie
artisticd care se adreseazd 1n principal simtului vizual. Aceasta include pictura,
sculptura, grafica, fotografia, arta video, arta digitala, instalatiile, performance-
ul artistic si multe altele. De-a lungul istoriei, definitia artei a fost subiectul a
numeroase dezbateri. In antichitate si in Evul Mediu, arta era adesea asociati cu
functionalitatea, fiind folositd pentru a servi scopuri religioase, politice sau
sociale. De exemplu, frescele bisericilor medievale aveau rolul de a educa si de
a inspira credinciosii, in timp ce portretele regale serveau pentru a consolida
autoritatea monarhului.

Odata cu Renasterea, accentul s-a mutat de la functionalitate la valoarea
esteticd si la virtuozitatea tehnicd. Artistii, precum Leonardo da Vinci si
Michelangelo, au fost considerati genii, iar arta a inceput sa fie privitd ca o
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expresie a creativititii si a individualitatii artistului. In secolul al XIX-lea, odata
cu aparitia impresionismului si, ulterior, a altor miscari avangardiste, conventiile
artistice au Inceput sa fie puse sub semnul Intrebdrii. Artistii au Inceput sa
experimenteze cu noi tehnici si materiale, iar definitia artei a devenit din ce in ce
mai relativa si subiectiva.

In secolul XX, Marcel Duchamp a revolutionat lumea artei prin “ready
made-uri”, obiecte banale ridicate la rangul de opere de arta prin simpla selectie
si prezentare de catre artist. Aceasta abordare a contestat ideea traditionala de arta
ca produs al talentului si al procesului de creatie, punand accentul pe concept si
pe intentia artistului. In prezent, definitia artei vizuale este mai largd si mai
incluziva ca niciodata. Arta poate fi orice obiect, act sau idee care este prezentata
ca arta de catre artist si care este perceputa ca artd de catre public.

In contextul roménesc, arta premoderna se refera la perioada cuprinsa intre
Evul Mediu si inceputul secolului al XIX-lea, o perioadd in care expresiile
artistice erau strans legate de religie, traditie si puterea politica. Aceasta perioada
este cruciald pentru intelegerea radacinilor identitatii culturale romanesti,
deoarece arta a servit ca un important mijloc de transmitere a valorilor,
credintelor si istoriei.

In Evul Mediu, arta religioasd a dominat peisajul artistic. Constructia si
decorarea bisericilor, cu fresce si icoane, era principala formd de expresie
artistica. Aceste opere de artd nu erau doar obiecte de cult, ci si mijloace de
educare si de inspiratie pentru populatie. Frescele ilustrau scene biblice, vietile
sfintilor si istoria crestinismului, contribuind la consolidarea credintei si la
transmiterea valorilor crestine.

Arhitectura bisericilor, cu influente bizantine si balcanice, reflectd, de
asemenea, specificul cultural.

Arta populara traditionald, transmisa din generatie in generatie, a jucat un
rol esential in pdstrarea si promovarea identitatii culturale. Aceasta include
costumele populare, tesaturile, ceramica, sculpturile in lemn si alte obiecte
artizanale. Fiecare regiune are propriile sale traditii artistice, reflectand specificul
local si istoria sa.

Costumele populare, purtate la ocazii speciale si In timpul sarbétorilor, sunt
adevarate opere de artd. Broderiile, cusaturile si ornamentele complexe reflecta
simboluri stravechi si credinte populare. Culorile si modelele variaza de la o
regiune la alta, indicand originea si statutul social al purtatorului.

Ceramica, produsa in centrele traditionale, este un alt important element al
artei populare. Vasele, farfuriile si alte obiecte de ceramica sunt decorate cu
motive geometrice, florale si zoomorfe, reflectand frumusetea naturii si bogatia
traditiilor.

Sculpturile in lemn, realizate de mesteri priceputi, impodobesc casele,
bisericile si alte cladiri publice. Acestea includ porti sculptate, stalpi de pridvor,
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cruci si alte obiecte decorative. Motivele sculptate reflecta credinte religioase,
simboluri magice si scene din viata rurala.

Arta premoderna a jucat un rol crucial in pastrarea si promovarea identitatii
culturale romanesti. Prin intermediul artei religioase si a artei populare
traditionale, valorile, credintele si istoria poporului au fost transmise din
generatie 1n generatie, contribuind la consolidarea identitatii. Arta a servit ca un
mijloc de comunicare, de educare si de inspiratie, unind oamenii si creand un
sentiment de apartenentd la o comunitate culturala.

Cu toate acestea, este important de mentionat ca arta premodernd nu a fost
un simplu reflex al identitatii culturale, ci si un factor activ in construirea si
transformarea acesteia. Artistii au interpretat si au adaptat traditiile, creand opere
originale care reflectd specificul local si individualitatea lor. Arta a fost si un
mijloc de rezistentd culturala, prin intermediul cdruia oamenii si-au exprimat
identitatea si valorile in fata dominatiei straine.

Modernismul, o miscare culturald vasta si influentd, a avut un impact
profund asupra artei vizuale, reflectind si, 1n acelasi timp, influentand
transformarile sociale, politice si economice ale epocii. Aceasta perioada a fost
marcatd de urbanizare, industrializare, modernizare politica si aparitia noilor
ideologii. Arta a reactionat la aceste schimbari, adoptnd noi stiluri, tehnici si
teme, si punand sub semnul Intrebarii conventiile si traditiile artistice.

Arta modernista a explorat o gama larga de teme, reflectand preocuparile
si aspiratiile epocii.

Modernismul a avut un impact profund asupra identitatii culturale. Pe de o
parte, arta modernistd a contribuit la modernizarea culturii, stimuland
creativitatea si inovatia. Pe de alta parte, modernismul a pus sub semnul intrebarii
traditiile si conventiile artistice, provocand dezbateri si controverse.

Unul dintre principalele efecte ale modernismului asupra identitatii
culturale a fost accentul pus pe individualitate si pe exprimarea personald. Artistii
au inceput sd se considere creatori independenti, liberi de constrangerile sociale
si politice. Aceasta atitudine a contribuit la dezvoltarea unei culturi mai diverse
si mai tolerante.

Modernismul a contribuit, de asemenea, la afirmarea identitatii nationale.
Artistii au fost interesati de istoria, folclorul si peisajul tarii lor, crednd opere care
reflectd specificul national. In acelasi timp, ei au depasit granitele nationale,
contribuind la afirmarea artei pe plan international.

Arta contemporand, incepand cu a doua jumatate a secolului XX si
continudnd pand in prezent, se confruntd cu provocarile si oportunitatile
globalizarii. Aceasta erd este caracterizatd de o interconectare tot mai mare a
culturilor, de migratie, de dezvoltarea tehnologiei si de schimbari sociale si
politice rapide. Arta vizuala reactioneazd la aceste fenomene, reflectand
complexitatea identitatii culturale intr-o lume globalizata.
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Globalizarea are un impact profund asupra artei vizuale, ducand la o mai
mare diversitate stilistica si tematica, dar si la o oarecare pierdere a specificului
national. Artistii au acces la o gama larga de influente culturale, tehnici si
materiale, ceea ce le permite si creeze opere inovatoare si hibride. In acelasi timp,
globalizarea poate duce la o omogenizare culturald, in care specificul local si
traditiile sunt erodate de cultura globald dominanta.

Unul dintre principalele efecte ale globalizarii asupra artei este aparitia
unor teme universale, precum migratia, identitatea hibrida, ecologia, drepturile
omului si conflictele sociale. Artistii abordeaza aceste teme din perspective
diferite, reflectand complexitatea si ambivalenta lumii contemporane.

Exista numeroase teorii care explica relatia complexa dintre arta vizuala si
identitatea culturald. Unele teorii sustin cd arta este un simplu reflex al identitatii
culturale, reflectdnd valorile, credintele si istoria unei culturi. Alte teorii sustin
cd arta poate juca un rol activ in construirea si transformarea identitatii culturale,
prin intermediul reprezentarilor si simbolurilor pe care le creeaza.

Unul dintre cei mai importanti teoreticieni ai relatiei dintre arta si cultura
este Pierre Bourdieu, care a dezvoltat conceptul de capital cultural”. Bourdieu
sustine cd gusturile estetice sunt determinate de pozitia sociala a individului si ca
arta poate fi folosita pentru a reproduce si a consolida inegalitatile sociale [2].
Alti teoreticieni, precum sociologul Benedict Anderson, au analizat rolul artei in
construirea identitdtii nationale, argumentand ca arta poate crea un sentiment de
”comunitate imaginard” intre membrii unei natiunif[1].

Prin urmare, arta vizuala si identitatea culturald sunt doud concepte
complexe si interdependente, care se influenteaza reciproc. Arta poate reflecta,
construi si transforma identitatea culturald, iar identitatea culturald poate
influenta creatia, interpretarea si perceptia artei.

In contextul problemei abordate, ne-am propus si realizarea unui studiu
empiric, configurat printr-un chestionar (inserat in textul de mai jos) aplicat unui
esantion constituit din studenti si cadre didactice (139 respondenti). Chestionarul
aplicat a avut ca scop investigarea perceptiilor publicului asupra relatiei dintre
artd si identitate culturald. Instrumentul a integrat intrebari inchise, deschise,
itemi cu alegere duala, itemi cu alegere multipla, itemi de asociere, itemi de
completare, itemi de ierarhizare, acoperind teme precum formele relevante de
artd, simboluri identitare, impactul globalizarii si rolul institutiilor culturale.
Respondentii au fost invitati sd reflecteze asupra propriei relatii cu arta si cultura,
intr-un cadru non-evaluativ.

CHESTIONAR

ARTA CA OGLINDA A IDENTITATII CULTURALE
Acest chestionar exploreaza relatia profundd dintre artd, culturd si
identitate. Va invitam sa reflectati asupra modului in care operele de arta pot
exprima, contesta sau transforma perceptiile noastre despre cine suntem ca
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indivizi si ca parte a unui colectiv. Instrumentul este conceput pentru a stimula
reflectia si a oferi o perspectiva nuantata asupra modului in care arta modeleaza
si reflectd identitatea.

Nu existd raspunsuri “gresite” — scopul este auto-reflectia.

1. Cum definiti ,,identitatea culturala” intr-un context artistic?

2. Care dintre formele de arta considerati ca reflecta cel mai bine cultura d-
voastra?

a) Muzica

b) Arte plastice/ vizuale

c) Dans

d) Literatura

e) Teatru

f) Film

g) Altele (va rugam sa specificati)

3. In ce masura urmatoarele elemente de arta va ajuta sa va simtiti conectati
la cultura d-voastra?

Element Deloc Putin Moderat Mult Foarte
’ mult
Simboluri
traditionale - - - - -
Povestiri si mituri O O O O O
Costume 0 0 0 0 0
populare
Muzica folclorica O O O O O

4. Cat de des va raportati la simboluri artistice (ex: motive, culori, forme)
pentru a intelege o cultura?

a) Niciodata

b) Rar

¢) Uneori
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d) Frecvent
e) Intotdeauna

5. Alegeti care afirmatie descrie cel mai bine opinia d-voastra despre rolul
artei in societate:

a) Arta pastreaza traditiile culturale.

b) Arta provoaca si schimba perceptia culturala.

c) Arta reflecta trecutul, dar nu influenteaza prezentul.

d) Arta este o expresie individuala mai mult decat culturala.

6. Indicati gradul dumneavoastra de acord sau dezacord cu urmatoarele
afirmatii, unde 1 inseamna Dezacord total, iar 5 inseamna Acord total.

Afirmatie

Dezacord
total

(D

Dezacord

2

Neutru

3)

Acord
4)

Acord
total

)

1. O opera de
arta poate fi
inteleasa pe
deplin doar de
cineva care
apartine culturii
din care provine
artistul.

2. Globalizarea
duce inevitabil la
0 omogenizare a
expresiilor
artistice si la O O O (| (|
pierderea
identitatii
culturale
specifice.

3. Arta este un
limbaj universal,
care transcende
barierele
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Dezacord Acord
Afirmatic total Dezacord Neutru Acord total

(1) 2 3) 4) )

culturale si
identitare.

4. Muzeele
nationale au
responsabilitatea
principala de a
conserva si O O O N N
expune arta care
defineste
identitatea
nationala.

7. Asociati fiecare concept din coloana A cu definitia cea mai potrivita din
coloana B.

Coloana A
(Concept Coloana B (Implicatie identitara)
artistic)
1. Apropiere a) Reprezentarea idealizatd a peisajului local ca
culturala simbol al apartenentei si al radacinilor nationale.
2. Arti b) Procesul prin care un artist adoptd, imitd sau
) < incorporeaza elemente dintr-o alta cultura, adesea una
vernaculara S . <
marginalizatd, in propria sa opera.
.. ¢) Creatii artistice (adesea utilitare) specifice unei
3. Peisaj s . .
. comunitdti locale, realizate de mestesugari, care
romantic o . qeies - . . D N
. reflecta traditii si valori transmise din generatie 1n
national . o ’
’ generatie.
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8. Alegeti un punct intre cele doua extreme:

a) Arta este pentru mine:

[ Individuala [ Colectiva
b) Reprezentarea artistica a culturii mele este:
[J Autentica O] Distorsionata

9. Ce reprezinta, in principal, utilizarea motivelor traditionale intr-o opera
de arta contemporana? Alegeti varianta pe care o considerati cea mai potrivita.
a) O simpla tehnicad decorativa, fara o semnificatie profunda.

b) O incercare de a face arta mai accesibilad publicului larg.

c¢) O forma de conectare cu mostenirea culturald si de reafirmare a identitatii intr-
un context modern.

d) O strategie comerciala pentru a vinde lucrérile pe o piatd de nisa.

10. Peisajul ca gen artistic, in special cel care infitiseaza un loc cu rezonanta
culturala, este adesea o explorare a:

a) Maiestriei tehnice a artistului in a reda lumina si perspectiva.

b) Calitatilor pur topografice si geografice ale unui teritoriu.

c) Identitatii colective, a memoriei unui loc si a sentimentului de apartenentad
nationala.

d) Viziunii strict personale a artistului, complet detasata de istoria locului.

11. Prin ce modalititi poate arta contribui la construirea sau consolidarea
unei identitati de grup (nationala, etnica, sociala)? Selectati toate variantele
pe care le considerati valide.

a) Prin crearea si perpetuarea unor simboluri si iconuri vizuale comune.

b) Prin nararea unor istorii si mituri fondatoare ale colectivitatii.

c) Prin oferirea unui spatiu de exprimare pentru experiente si traume colective.
e) Prin promovarea exclusiva a artistilor care se conformeaza unei viziuni
oficiale.

12. Ce factori pot influenta interpretarea identitara a unei opere de arta de
citre un privitor? Selectati toate variantele pe care le considerati valide.

a) Fundalul cultural si educational al privitorului/ receptorului de arta.

b) Contextul istoric in care a fost creata lucrarea.

c) Experientele de viata personale ale privitorului/ receptorului de arta.

d) Informatiile oferite de curator sau de textul descriptiv al expozitiei.

e) Starea emotionald a privitorului/ receptorului de artd in momentul viziondrii.
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13. Ierarhizati urmaitoarele elemente in functie de importanta pe care
considerati ci o au in definirea identititii culturale a unei opere de arta (/ =
cel mai important, 4 = cel mai putin important).

Element Rang (1-4)

a) Subiectul/tema abordata in lucrare (ex: un eveniment
istoric national, o legenda locala).

b) Stilul artistic si tehnicile folosite (ex: tehnici specifice
unei scoli nationale de pictura).

¢) Materialele utilizate (ex: folosirea de materiale locale,
traditionale, precum lemnul sau lana).

d) Nationalitatea si contextul biografic al artistului.

14. Cititi urmatorul scenariu si raspundeti la intrebarea de mai jos.

Scenariu:

Un artist ndscut in Republica Moldova, care a emigrat si traieste de 20 in afara

tarii, creeazd o instalatie video. Lucrarea combind imagini filmate pe strazile

aglomerate ale unei metropole cu fragmente audio de céantece de leagan

traditionale din tara sa de origine, pe care i le canta bunica sa.

intrebare: Ce aspecte ale identitatii artistului sunt explorate in aceasti opera de

artd? Alegeti cea mai cuprinzatoare descriere.

a) Artistul 1si exploreaza exclusiv nostalgia fatd de copilaria trecuta.

b) Lucrarea este o critica la adresa urbanizarii accelerate si a pierderii traditiilor.

c) Opera reflectd o identitate hibrida, diasporicd, marcata de tensiunea si dialogul
dintre cultura de origine si cea de adoptie.

d) Artistul doreste sa demonstreze superioritatea valorilor traditionale fata de
cele ale societatii contemporane.

15. Imaginati-va ca sunteti curatorul unei expozitii importante despre
”Identitatea nationala in secolul XXI”. Aveti spatiu pentru o singura lucrare
finala si trebuie sa alegeti intre urmatoarele doua optiuni:
e Optiunea A: O picturd, care infatiseaza un peisaj rural, cu personaje in
port popular, evocand nostalgia pentru trecut si stabilitatea raddcinilor.
e Optiunea B: O instalatie multimedia, care foloseste ecrane sparte,
fragmente de stiri contradictorii si sunete din mediul urban aglomerat
pentru a reda un sentiment de fragmentare, anxietate si identitate in criza.
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intrebare (rispuns deschis): Ce lucrare ati alege pentru a incheia expozitia si
care este argumentul principal pentru decizia dumneavoastra? Justificati cum
contribuie alegerea facuta la o intelegere mai complexa a identitdtii nationale de
astazi.

Raspuns:

Ca rezultat al studiului empiric, prezentam o analizd a rezultatelor
chestionarului: ,,Arta ca oglinda a identitatii culturale™:

1. Definirea identitdtii culturale in context artistic

Réspunsurile la intrebarea deschisa privind definirea identitatii culturale au
evidentiat o Intelegere complexa si nuantata:

e Majoritatea respondentilor au definit identitatea culturald ca un
ansamblu de valori, traditii, simboluri si expresii artistice care confera coerentd
unui grup.

e Multi au subliniat caracterul dinamic al identitatii, accentuand
influentele istorice, sociale si personale.

o Arta a fost perceputd ca un mediu privilegiat de exprimare si conservare
a acestei identitati.

Aceastd perspectivd confirma teoriile lui Stuart Hall [3] si Benedict
Anderson [1] privind identitatea ca proces narativ si construct social.

2. Formele de artd percepute ca reprezentative

La intrebarea privind formele de artd care reflectda cel mai bine cultura
personald, raspunsurile au fost distribuite astfel:

Forma de arta Procentaj dominant
Arte vizuale 38%
Muzica 32%
Literatura 15%
Dans, teatru, film 10%

Altele (design, mestesug) 5%

Aceasta distributie confirmd centralitatea vizualului 1n reprezentarea
culturala, dar si importanta muzicii ca mediu emotional si identitar. Necautand la
rezultatul obtinut, tinem cont ca respondentii chestionati au fost studenti si cadre
didactice din domeniul artelor vizuale, fapt care, credem, a contribuit direct la
pozitionarea acestei forme de arta in topul sirului.

3. Conectarea la cultura prin elemente artistice

Respondentii au evaluat gradul de conectare la cultura prin diverse
elemente:
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o Simbolurile traditionale si muzica folclorica au primit cele mai multe
voturi la ,,Mult” si ,,Foarte mult”.

o Povestirile si miturile au fost apreciate ca surse de coeziune culturala.

e Costume populare au fost valorizate mai ales In contextul festiv si
ritualic.

Aceasta tendintd indica o valorizare a patrimoniului imaterial si a
expresiilor colective.

4. Frecventa raportarii la simboluri artistice

Majoritatea respondentilor au indicat cd se raporteaza ,frecvent” sau
»intotdeauna” la simboluri artistice pentru a intelege o cultura. Aceasta sugercaza
o receptivitate crescutd la codurile vizuale si o sensibilitate estetica in procesul
de identificare culturala.

5. Perceptii asupra rolului artei in societate

Cele mai frecvent alese afirmatii au fost:

e ,,Arta pastreaza traditiile culturale”

» ,,Arta provoaca si schimba perceptia culturald”

Aceasta dualitate reflectd o intelegere matura a artei ca spatiu de conservare
si de transformare, 1n acord cu teoriile postmoderne despre arta ca discurs.

6. Acordul cu afirmatii identitare

Evaluarea pe scala 1-5 a relevat:

e Acord moderat cu ideea cd doar membrii care fac parte din aceiasi
culturd cu artistul pot intelege pe deplin o opera.

e Acord ridicat cu afirmatia ca globalizarea poate duce la omogenizare
culturala.

e Acord foarte ridicat cu ideea ca arta este un limbaj universal.

o Acord majoritar cu rolul muzeelor nationale in conservarea identitatii.

Aceastd ambivalentd intre universalism si particularism este specifica
epocii globalizate.

7. Asocieri conceptuale

Majoritatea respondentilor au asociat corect:

« ,,Artd vernaculard” cu creatii locale utilitare.

» ,,Peisaj romantic national” cu reprezentarea idealizata a locului.

e ,Apropiere culturald” cu adoptarea elementelor din alte culturi.

Aceste asocieri indicd o buna intelegere a terminologiei critice si a
implicatiilor identitare.

8. Polarizari identitare

La intrebarile de tip scala bipolara:

e Arta a fost perceputd ca avand atat dimensiune individuald, cat si
colectiva, cu o usoara inclinare spre colectiv.

e Reprezentarea artistici a culturii a fost consideratd ,autenticd” de
majoritatea, dar un segment semnificativ a indicat ,,distorsionatd”, semnaland o
criza de reprezentare.
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9. Interpretarea motivelor traditionale

Cea mai aleasa varianta a fost:

e O formad de conectare cu mostenirea culturald si de reafirmare a
identitatii intr-un context modern”

Aceasta confirma ca publicul percepe motivele traditionale nu ca simple
ornamente, ci ca semne identitare active.

10. Perceptii ale peisajului din perspectiva culturala

Rezultatele indica faptul cd, pentru respondenti, legatura dintre peisajul
artistic si rezonanta culturald este una puternic asociatd cu functia sa identitara si
memoriala (71,3%). Acest lucru subliniazd o viziune conform careia arta
peisajului depaseste simpla reprezentare vizuala, fiind perceputd ca un vehicul
pentru teme istorice si sociale profunde.

In contextul intrebarii, care specificd "loc cu rezonanta culturald", cel mai
logic raspuns este cel care face referire la semnificatia locului, nu doar la modul
in care este pictat (tehnica) sau la aspectele sale fizice (topografia). Majoritatea
respondentilor au inteles aceastd nuanta, percepand peisajul ca pe o forma de
istorie vizuald si emotionala colectiva.

11. Modalitati de construire a identitatii de grup prin artd

Cele mai frecvent selectate variante:

e Crearea de simboluri comune

 Nararea miturilor fondatoare

o Exprimarea traumelor colective

Respondentii au respins ideea promovarii exclusive a unei viziuni oficiale,
indicand preferinta pentru pluralism cultural.

12. Factori care influenteazd interpretarea identitard

Toate variantele au fost considerate valide, cu accent pe:

e Fundalul cultural al privitorului

« Contextul istoric al lucrarii

 Experientele personale

Aceasta sugereaza o receptivitate crescuta la interpretarea contextuald si
subiectiva a artei.

13. Ierarhizarea elementelor in definirea identitatii culturale a unei
opere de arta

Cele mai importante elemente au fost:

1. Subiectul/tema lucrarii

2. Stilul artistic

3. Materialele utilizate

4. Contextul biografic al artistului

Aceasta ierarhie indicd o orientare spre continut si forma, mai mult decat
spre autoritate biografica.

14. Scenariul identitatii diasporice

Majoritatea au ales varianta:
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e ,,Opera reflecta o identitate hibrida, diasporica, marcatd de tensiunea si
dialogul dintre cultura de origine si cea de adoptie”

Aceasta confirmd o intelegere sofisticata a identitdtii 1n context
transnational.

15. Alegerea lucrarii finale pentru expozitie

Raspunsurile au fost impartite intre:

e Optiunea A: evocarea radacinilor

o Optiunea B: fragmentarea contemporana

Argumentele au variat intre nevoia de stabilitate si necesitatea de a reflecta
criza identitard actuald. Aceastd polarizare indicd o tensiune intre nostalgie si
realism critic.

Chestionarul aplicat a relevat urmétoarele tendinte:

e Formele de artd percepute ca cele mai reprezentative pentru cultura
personald: arte vizuale si muzica folclorica.

 Elementele cu cel mai mare impact identitar: simbolurile traditionale,
miturile si costumele populare.

» Majoritatea respondentilor considera cd arta pastreaza traditiile, dar si ca
poate provoca schimbari culturale.

« Globalizarea este perceputd ambivalent: ca oportunitate de dialog, dar si
ca risc de pierdere a specificului.

e Peisajul artistic este vazut ca expresie a memoriei colective, nu doar ca
exercitiu tehnic.

e Motivul traditional in arta contemporana este perceput predominant ca
forma de reafirmare identitara.

Rezultatele chestionarului aratd o dubla perceptie: arta ca pastratoare de
traditii si ca fortd de transformare culturald. Aceastd ambivalentd poate fi
transformata intr-un program de cercetare interdisciplinar, care sa exploreze:

* cum se negociazd identitatea intre traditie si modernitate,

* cum arta devine un spatiu de dialog Intre local si global,

* cum educatia artisticd poate contribui la consolidarea unei identitati
culturale flexibile si incluzive.

Drept concluzie, rezultatele studiului empiric releva o perceptie matura,
nuantata si reflexiva asupra artei ca vehicul identitar. Publicul valorizeaza
traditia, dar este deschis la hibridizare si la exprimarea plurald. Arta este
perceputd ca un spatiu de memorie, dialog si transformare, iar identitatea
culturala ca un proces viu, negociat intre trecut si prezent.

Avand 1n vedere rezultatele chestionarii, generam o serie de recomandari
practice si strategice, bazate pe tendintele si polarizarile identificate in randul
respondentilor:

1. Dezvoltarea unei receptivitdti critice, prin:

* cultivarea capacitatii de a vedea arta nu doar ca ornament sau
divertisment, ci ca discurs identitar;
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* 1Incercarea identificarii simbolurilor, miturilor si referintelor culturale
dintr-o lucrare, chiar daca ele nu sunt imediat evidente;

+ exersarea comparatiei intre lucrari traditionale si contemporane pentru a
intelege cum se transforma identitatea culturala.

2. Constientizarea contextului, prin:

» informarea despre contextul istoric si social al unei opere: cine este
artistul, ce experiente sau traume colective evoca;

* observarea cum globalizarea influenteaza formele artistice: unele lucrari
pot parea universale, dar ascund referinte locale;

« atentia la dialogul dintre traditie si modernitate — multe opere
contemporane reinterpreteaza motive traditionale.

3. Implicarea emotionala si personala, prin:

* reflectarea asupra modului in care propria experientd de viatd si fundal
cultural influenteaza perceptia asupra artei;

* perceptia artei ca spatiu de introspectie, raspunzand la intrebarea ce
emotii, amintiri sau identitati personale activeaza o lucrare;

» acceptarea pluralititii interpretdrilor — doud persoane pot percepe
aceeasi lucrare in moduri radical diferite.

4. Dialog si participare, prin:

+ discutarea cu alti vizitatori sau cu artisti despre propriile perceptii — arta
devine mai bogata prin schimb de perspective;

* participarea la ateliere, expozitii interactive sau proiecte comunitare
pentru implicare activa in procesul artistic;

 sustinerea diversitdtii culturale si evitarii interpretarile exclusiviste —
arta este un spatiu al pluralismului.

5. Educatie continua, prin explorarea artei din medii diferite (muzee, spatii
alternative, online) pentru a intelege cum se schimba perceptia in functie de
cadru.

Prin aceste recomandari, receptorii de artd sunt invitati sa devina
participanti activi la procesul cultural, nu doar spectatori. Prin receptivitate
criticd, constientizare contextualda si implicare emotionald, ei pot transforma
experienta artisticd intr-un act de construire si consolidare a identitatii culturale.

Per final, arta vizuala este o oglinda, dar si o forja a identitatii nationale. Ea
reflectd trecutul, dar modeleaza viitorul. Intr-o lume in care granitele culturale
devin fluide, arta raméne un spatiu vital de dialog, memorie si creatie.
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Rezumat. Dezvoltarea rapida a tehnologiilor de inteligentd artificiala (Al)
transforma profund principiile interactiunii omului cu mediul tehnologic. In domeniul
artelor vizuale, Al influenteaza educatia artisticd, remodeldnd formele si abordarile
pedagogice ale procesului de invatdmant. Prezenta lucrare exploreaza implementarea
tehnologiilor de inteligenta artificiala in procesul educational si impactul algoritmilor
generativi asupra formarii identitdtii vizuale a studentilor graficieni. Al extinde
creativa. Totusi, utilizarea necontrolata a retelelor neuronale si a artei generative poate
genera riscuri de standardizare, uniformizare si pierdere a individualitatii, afectand direct
formarea gandirii artistice i a identitatii vizuale, aspect deosebit de important pentru
tinerii artigti. Analiza pedagogicd evidentiazd avantajele si riscurile potentiale ale
integrarii Al in diferite etape ale instruirii in domeniul graficii de carte. Se subliniaza
necesitatea limitarii aplicarii algoritmilor in fazele cheie ale formarii stilului autorului,
cum ar fi conceptia si executarea ilustratiilor, precum si importanta eticii, integritatii
academice si necesitatea dezvoltarii unei atitudini critice fata de rezultatele generate. In
concluzie, integrarea constienta si metodic justificata a tehnologiilor Al poate deveni un
instrument eficient pentru dezvoltarea gandirii creative, asigurdnd echilibru intre
dimensiunea tehnologica si cea emotional-senzoriald, conturand o paradigma moderna a
educatiei artistice si deschizand noi perspective pentru predarea graficii de carte.

Cuvinte-cheie: inteligenta artificiala, grafica de carte, identitate vizuala, studenti
graficieni, educatie artisticd.
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Abstract. The rapid advancement of artificial intelligence (Al) technologies is
fundamentally reshaping the principles of human interaction with the technological
environment. In the realm of visual arts, Al is influencing art education by transforming
its forms and pedagogical approaches. This article examines the implementation of Al
technologies in the educational process and explores the impact of generative algorithms
on the development of visual identity of graphic design students. Al undoubtedly
expands design possibilities, accelerates the analysis of visual materials, and supports
creative exploration. At the same time, frequent or uncritical use of neural networks and
generative art carries risks of standardization, uniformity, and loss of individuality,
directly affecting the development of artistic thinking and visual identity — an issue of
particular importance for emerging artists. The study analyzes the pedagogical
conditions, highlighting both the advantages and potential risks of Al integration across
various stages of training in book graphics. Special attention is given to the need to limit
algorithmic assistance during the formation of key elements of an author’s style, such as
the conceptual and graphic development stages of illustrations. Ethical considerations,
academic integrity, and the importance of fostering a critical attitude toward Al-
generated results are also discussed. In conclusion, the article emphasizes that a
thoughtful and methodically grounded integration of Al technologies can serve as an
effective tool for cultivating creative thinking, maintaining a balance between
technological and emotional-sensory dimensions, shaping a modern paradigm of art
education, and opening new opportunities for teaching book graphics.

Keywords: artificial intelligence, book illustration, visual identity, graphic
design students, art education.

BBenenne. IlosBieHue 1UGPOBBIX TEXHOJIOTMHA B KoHIE XX Beka
3HAQUYUTEJIBHO PACUIMPHWIIA BO3MOXHOCTH BHU3YaJIbHOI'O MCKYCCTBAa M KMHO, YTO
NpUBEJIO K BO3HMKHOBEHMIO Meauaapra U (OPMHPOBAHHUIO  HOBOM
XyJ0KECTBEHHOW peanbHOCTH [7, c. 182-236]. OuepenHbIM BBI3OBOM CTaJlO
CTPEMUTENIbHOE PA3BUTUE TEXHOJOTUNA HUCKYCCTBEHHOro uHTeuiekTa (Al),
KOTOpBIE BCE TUIyOKe CTaIu MPOHHUKATH B chepy M300pa3UTEILHOTO UCKYCCTBA,
Iu3aiiHa v BU3yaibHO kKoMMmyHHKau. CornacHo gaHHbIM State of Al in Design
Report ot 2025 rona [3] B TBOpUECKHUX, YIECOHBIX U IKCTICPUMEHTAIBHBIX IEISIX
JITOPUTMBI TEHEPATUBHOTO TUMA Ui CO3IAaHUs M300paKeHUH, BU3yalU3allH
XYJIO)KECTBEHHBIX KOHIIENITOB M MX aHalIW3a WCIOIL3YyIoT Oonee 89%
MIPAKTUKYIOUINX XYJI0KHUKOB, IW3alHEPOB M CTYAEHTOB. 3a YIWBUTEIBHO
KOPOTKMH TPOMEXYTOK BpEeMEHU TexHojorun Al craim He3aMeHUMBbIMHU
TBOPYECKUMH IMAPTHEPAMU B KPEATUBHOM UHAYCTpUU U UCKyccTBe. [IpoHukas B
chepy COBPEMEHHOT0 XYJO0’KECTBEHHOTO0 00pa3oBaHUs, OHU CTAHOBUTCS €ro
HeoTbeMJIEMOH 4acTht0. C 0THOM CTOPOHBI 3TO OTKPBIBAET HOBBIE BOZMOXKHOCTHU
JUISL UCCIIEIOBAHUSI BU3YAJIbHOI'O IPOCTPAHCTBA U TBOPUYECKUX IKCIIEPUMEHTOB,
HO C Jpyroi — co3maér mpobiiemy, KoTopas TpeOyeT Ieqaroruaeckoro
nepeocmbicieHus. IlockoiabKky dYacToe M HEOOIyMaHHOE HCIOJIb30BaHUE
HEHpOCeTH M reHepaTUBHOTO MCKYCCTBA HANpsMYIO BIHIET Ha (OPMUPOBaHUE
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XY/JI0’KECTBEHHOT'O MBIIIJICHUS ¥ BU3yaJbHOM UIEHTUYHOCTH, YTO UMEET 0c000e
3Ha4YeHUE Ha dTarne (OPMHUPOBAHUS MOJIOABIX CIEIIUATHCTOB.

Ilenp HacTOSIIErO0 HCCIEIOBAHUS COCTOMT B BBISIBICHUH OCOOCHHOCTEH
BIMSIHUA TexHoioruid Al Ha QopMupoBaHHE BH3YaIbHOM HACHTHYHOCTH
CTYJICHTOB-TpaUKOB B Tpolecce OOy4YeHHS KHWKHOW rpaduke. Mbl
npearnoiaraeM, 4T0 UMEHHO B KHIDKHOM rpaduke 3T1oT 3¢dext Oyner Oomnee
3aMeTeH, MOCKOJbKY CO3JaHHME WJUIIOCTpAluu TpeOyeT coueTaHue TEKCTa U
BU3YQJIBHOTO pfAda, CMEIIasg akIeHT C TEXHUYECKOro MacTepcTBa K
KOHILENTYaJbHOMY aHalu3y M pa3paboTKe aBTOPCKOTO XYAOXKECTBEHHOTO
BBICKa3bIBAaHUSL.

BusyanbHass uWaeHTHYHOCTH M Ppojb Al B eé dopMmupoBanuu.
VAeHTUYHOCTh, COTJaCHO OPHUKCOHY, MPEACTaBIseT COO0OHM IEIOCTHOE H
HENpephIBHOE BOCHpUATHE COOCTBEHHOTOo «SI», KoTOopoe obecrneunBaeT
OCO3HAaHHE YHUKAJbHOCTU JIMYHOCTH B IEJIOCTHOM IIpolecce €€ pocta u
pazButus [8, c.12]. MIeHTMYHOCTP B HCKYCCTBE OIpPENECTsAETCS TeM, Kak
XYAOXKHUK  BBIpaXKaeT CBOIO JIMYHYIO, KYyJbTYPHYI0O U  COLHMAIBHYIO
MPUHAIJICKHOCTh Yepe3 CBOM IPOU3BENEHUS, ONUPAACh Ha JUYHBIM OMBIT U
YHUKaJIbHBIE B3TJISABI [2].

BusyanpHash WACHTUYHOCTh B KHUXKHOW TrpaduKe MpeCTaBiseT coOou
COBOKYNHOCTb ~ YCTOWYMBBIX BH3YaJbHBIX TPH3HAKOB CTUJS, KOTOpHIE
GbopMHUPYIOT  MHAMBUAYAJIbHBIH  XYyJIO)XKECTBEHHBIM MMOYEepK aBTOpa, U
o0ecreynBaeT ero CrocoOHOCTh aJalTHPOBATH KOMITO3UIIMOHHBIE PEIICHHS K
JUTEpaTypHOMY COJEpKaHHUI0O M (u3mueckuMm mapamerpam wuzgaHus. Ona
bopmupyercs uepe3 pa3paboTKy aBTOPCKOW KOHLENIMM WILTIOCTPAIUU, BEIOOD
rpadUyecKuX CpelCTB BBIPAKCHUS U B3aUMOJICHCTBUSL C TPAJUIMOHHBIMH U
COBPEMEHHBIMU XY/10’KECTBEHHBIMHU TEXHUKAMH.

[udpoBble TEXHONOTMM M TEHEPATUBHOE MCKYCCTBO MPHU TMOMOILU
YeJI0BEeKa CIMOCOOHBI CO37aBaTh WIIIOCTPAIMM KaK PEAIMCTHYHBIC, TaK H
MaKCHMaJbHO CTHJIM30BAaHHBIE, PACKpbIBas TEM CaMbIM HOBBIA MOIXOJ K
opopMieHHI0O KHUTM W  pa3BUTHIO KHWKHOW  Tpaduku. CloxxHbIE
KOMITO3UIIMOHHBIE PpEHICHUs, HOBbIE 00pa3bl M OOBEKTHl, OpPUTHHAIbHBIC
TEKCTYphl U (aKTypbl, MOTYT OBITh TpPaHC(POPMUPOBAHBI U TEepepabOTaHbI
JIM3aiHEPOM B KOHTEKCTE 3aJJaHHBIX KOMITO3UIIMOHHBIX pelieHu [4, c. 195].

Jlnst manbHEHIIero HCCiIeoBaHusl HEOOXOAMMO YTOYHUTH KIIFOUEBBIC
MOHATHUA W TepMuHBI B oOnactu Al HeliponHas cetb — 3TO MeETOJ B
MCKYCCTBEHHOM MHTEJUIEKTE, KOTOPBIH 1M03BOJIsIET 00pabaThiBaTh WH(OPMAIIHIO
KakK 4ejoBeuecKuit Mo3r [6, c. 352].

I'eHepaTMBHOE HCKYCCTBO — 3TO HAIpPaBICHHUE, HCIIOJIb3YIOIIEE
QITOPUTMHUYECKOE MpOrpaMMUpoOBaHHe W cuctembl Al 1 reHepupoBaHuUs
n300pakeHU U Ipyrux (GopM HEMOBTOPUMBIX XYA0KECTBEHHBIX OOBEKTOB [0,
c. 352] (naubonee pacnpocmpanénnvimu cucmemamu OGHHO20 MUNA AGSIOMCA:
Midjourney, Leonardo Al, Stable-Diffusion, Imagen). DTOT mpoIiecc OTpakaeT
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TBOPYECKOE B3aMMOJCICTBHAE MEXIY 3alpOrpaMMHUPOBAHHBIM AJITOPUTMOM M
nosib3oBareneM.  CienoBaTelbHO, CTOUT  pacCMaTpuBaTh  TEXHOJOTUU
reHepatuBHOro Al Kak MHCTPYMEHT MOJAEPKKH YEI0BEYECKOT0 TBOPUYECTBA, a
HE KaK CaMOCTOSATEJIbHOT'O0 HOCUTENS HaMepeHuil wiu aBTopcTia [1, c. 352].

Ecmun  yumteiBath, uto Al He sBIseTcs aOCOMIOTHO HEHUTpaTbHON
TEXHOJOTUEH, a  BOCIPOMU3BOAUT  KYyJIbTypHbIE, JKOHOMHUYECKHE U
HJICOJIOTHYECKUE CTPYKTYPBl, HA OCHOBE KOTOpBIX oOydaercs [5, c.11], To
¢dbopmMHpoBaHUE BU3YyaTbHOW HACHTHYHOCTH B YCIOBHSX OOpa30BaTENLHOTO
mpolecca MPoUCXOUT MO/ BO3ACHCTBUEM JIBYX (DaKTOPOB: TEXHOJIOTHYECKOTO U
KynbTypHOro. IToka pabora Al cBOOUTCS K KOMOWISALUHU YK€ CYIIECTBYIOIINX
M300paXeHUI MO MPUHIUITY BBIUKCICHUSI CPETHEro BH3yajdbHOro oOpa3a Ha
OCHOBE Y)K€ OITyOJMKOBaHHBIX B CBOOOJHOM JOCTyNE HM300paxkeHuil, pabota
XyJIO)KHUKA HE HWCYE3HET, HO TpaHCHOpMHUpYyETCs, CcTaHeT emé Oomee
OPHUEHTUPOBAHHOM HA aBTOPCKOE BUJEHbBE U WHIUBUIYaJIbHBIM TBOPYECKHI
3aMbICe.

BHenpeHue TEXHOJIOTMM MCKYCCTBEHHOTO MHTENIEKTa HE OTMEHSET
(dbopMHpOBaHNE BU3YAIbHON HAEHTUYHOCTH, a TpaHC(HOPMHUPYET caM Mpoliecc eé
(dbopmMHpoOBaHUs, U3MEHSA CHOCOOBI TIOMCKA, aHAINW3a U OCMBICICHUS TE€X WIH
uHbIX pemeHuil. [Tomydas moctyn k oOmMpHBIM 0a3aM JaHHBIX U MHOKECTBY
rpaduueckux 00pasloB, CTYACHTHl CTAJIKUBAIOTCSI C HEOOXOAMMOCTBHIO
OCO3HAHHOTO BbIOOpPa KOHUENTYaJbHBIX W KOMIIO3MIIMOHHBIX pPEIICHUH,
COXpaHss IPU 3TOM TBOPUYECKYIO MHIMBUIYAIBHOCTh U COOCTBEHHBIN CTHIIb. B
ATUX YCIOBHUSX HCKYCCTBEHHBIM HWHTEIUIEKT CTaHOBUTHCA 3((HEKTUBHBIM
MeIarOrMYeCKUM HHCTPYMEHTOM O0yUYEHHsI KHHYKHOU Tpaduke.

Ilemaroruyeckue acmeKTbl OCMBICICHHOI0 HCIOJb30BaHuss Al B
o0yueHMHN KHIAKHOI rpaduke. Buenpenue rexnonoruii Al B 00pazoBaTenbHy o
MPaKTUKy B TMpollecce OOyYEeHHsS KHIKHON rpaduke TpeOyeT BBIPAOOTKH
METOJINYECKUX U ITUUECKMX OPUEHTUPOB, TAK KAK OCHOBHOM LIENIBIO HE SIBJIAETCS
3aM€Ha TPAJWLMOHHBIX XYJOKECTBEHHBIX YIPAKHEHUHM W MPaKTUK, a
pacuiuperue Memooono2u4eckoeo uLcmpymenmapus ooyuenus. B mpouecce
oOydeHusi KHIKHOM TpaduKke MOXKHO BBIACIUTH HECKOJIBKO 3TarloB,
MIO3BOJISIFOIIMX MCIOJIb30BaTh TexHOaoruu Al.

Ha smane npoexmuposeanua makema Knuzcu HEUPOCETH IOMOTAOT
CTYZICHTaM aHaJM3UpPOBaTh MPOIMOPIMH M PAaBHOBECHE CTPAHMIIBI, 10J00paTh
ONTUMAJILHOE PACIIOJIOKEHHE TEKCTa U WILTIOCTPALIUHY, aJlanTUPYS UX K popmary
n3nanud. [IpenMy1ecTBOM B JaHHOM CUTyanuu, 6€3yCI0BHO, CTAaHET YCKOPEHHE
mpouecca paboOThl, pa3BUTHE YYBCTBA KOMIIO3UIMHM U  BO3MOXHOCTH
BU3YyaJM3aluy NPUHATHIX pemieHuil. Cpeau NOTEHIUAIbHBIX PUCKOB CIEAYET
OTMETUTh AaBTOMATH3aIMIO, KOTOpas MOXET TOoBJIeYb 3a co0oi yTpary
MHTYUTUBHOT'O TIOHUMAHMS TPOCTPAHCTBA KHUTH, UyYBCTBA PUTMA U MOTEPIO TaK
Ha3bIBAEMOTO «JbIXaHUSI CTPAHULIBD.
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Ha smane npoexmupoeanus o6pasza nepconasrceii TEHEpATHBHbBIC
TEXHOJIOTUH, MOTYT OBITh HCIIOJIH30BAHBI JJIsI CO3IaHUS MHOXKECTBA BapHaIlllil 1
MMOMCKA CTHJIMCTHYECKUX PEIICHUH, a TaKXKe IS YTOUYHCHHUST SMOITMOHAIBHBIX U
[JJACTUYECKUX  XapaKTepUCTUK repoeB. Takod MOAXOA  CTUMYIHPYET
BOOOpaX€HHWE W TO3BOJIACT CTYACHTAM H3y4yaTh W aHAJIU3UPOBATH OOJIBIIIOE
KOJIMYECTBO MPEIJIOKEHHBIX BapHAHTOB, COTMOCTaBIss MX C pedepeHcamu u
ABTOPCKHUM 3aMBICIIOM. Tak Kak ajlropuTMbl UMEIOT CBONCTBO T€HEPHUPOBATH
ycpenHEHHBIE N300pakeHusI, 0cC000€ BHUMaHUE CTOUT YICIUTh PUCKY CO3/TaHUS
TUMMA3UPOBAHHBIX 00pa30B, YTO MOXET OCIA0WTh pa3BUTHE TBOPUYECKOTO
MBIIUJICHUS WJIK BOBCE MPUBECTH K YTpaTEe XyJ0KECTBEHHOW UIEHTUUHOCTH.

Ha smane cozoanusn ’ckuzoe u komnouuyuonHozo noucka Al Moxer
CTaTh CBOCOOPA3HBIM «BHU3YaJIbHBIM ACCHCTEHTOMY», CIIOCOOHBIM OBICTPO
MOJICJIMPOBATH PA3INUHbIC KOMITO3UIIMOHHBIE BAPUAHTHI, TIPEJiaraTh 1BETOBHIC
MOJIEJIA, aHAJIU3UPOBaTh BHYTPEHHUE CTPYKTYpPHI (IIEPCIIEKTUBY, OCBEIICHUE,
cocrosiuue). IIpermmymecTBOM  CTAaHOBUTCS  BO3MOXKHOCTh  OINPEACIHATH
BPEMECHHBIE ¥  HCTOPUYECKUE TMPOMEKYTKH, BKJIIOYas OCOOEHHOCTH
ApPXUTEKTYPHI, KOCTIOMA, ObITa M SCTETUKH JIOXH. DTO, KOHEYHO XKE, PACITUPIET
MOVCKOBBIC TMPAKTUKH, TO3BOJISIA CTYACHTaM OBICTpee OPHEHTHUPOBATHCS B
BH3yQJIbHO-UCTOPUYECKOM MaTepHalie, OJHAKO IIearOoTUYeCKH Ba)XHO HE
OCTaHABIIMBAThLCS HA YPOBHE CTEHEPUPOBAHHBIX H300paKCHUM, a IEPEXOAUTH K
OCO3HaHHOW mepepaboTke 9Scku3a. JlopabGaTeiBasi  3CKH3bI, CTYJEHTHI
aHATU3UPYIOT, UCIIPaBJISIOT u MepECTPANBAIOT MpeJI0KEHHBIE
KOMITO3UITMOHHBIE CXEMBI, MPHUBOIS WX K aBTOpcKou wujee. MMeHHO depes
CTaJIUIO0 0OPAMHO20 AHANU3A Y CTYACHTOB (POPMUPYETCS KPUTHUSCKUN B3TIIST U
CIIOCOOHOCTh OCMBICIIMBATh JIOMYIICHHBIE OMIMOKHU, YTO HANPSIMYIO BIMSET Ha
pa3BUTHE aBTOPCKOTO CTHIISL.

Emé oaHuM mNepCcneKTHBHBIM HampaBiI€HUEM HCHoJb3oBaHuA Al
CTAaHOBUTBLCS IMAN AHANU3A U CAMOOYEHKU Pe3yIbmamog. AIropuTMbl MOTYT
OIICHUBAThH CTPYKTYPY KOMITO3HIIMH, PUTM, ITPOTIOPITUHU U IIBETOBBIE OTHOIICHHS.
[Tomorath cocTaBisTh TOPTGHOIUO U OTCIACKHUBATH JUHAMUKY Pa3BUTHUS
CTYJICHTOB. DTO CIOCOOCTBYET Pa3BUTHIO PehIECKCHH M CaMOaHAIHN3y, OJTHAKO
CYIIIECTBYET PHUCK MPUOOPETEHHS OMACHOW 3aBUCHUMOCTH OT MaTeMaTHYEeCKHX
KPUTEPHEB OIEHUBAHMUS, IOTEPU UHTYHIINHN B XYA0KECTBEHHOTO UyThSI.

Kak Mmbl BuUAMM, BHEIpPEHUE HOBBIX TEXHOJOTUM B XYJA0XKECTBEHHOE
o0pa3oBaHKE MO3BOJISIET CYIIECTBEHHO PACIIMPUTh WHCTPYMEHTHI JUIsl aHAIIA3a
BU3YQJIbHBIX CTPYKTYp, YCKOpSsSl MOUCK HJEH M UCTOUYHHUKOB BJIOXHOBEHUSI.
HecmoTpst Ha mosoKUTENbHBIE ACHEKTHI U TPEUMYIIECTBA UCTIONb30BaHus Al,
BO3HHUKAET HEOOXOIUMOCTh YETKOTO OIpEACTCHUS TPAHUIl U TEJarormyecKu
OTPABIaHHOTO €r0 NMPUMEHEHHs, OCOOCHHO B 00JIaCTH MCKYCCTBa KHUTH, TIE
KJIFOUEBBIM OCTAETCsl Pa3BUTHE aBTOPCKOTO 3aMbICIIA U CTHUJIS.

st coxpaHeHus: COOCTBEHHOTO XYIOXKECTBEHHOTO M TBOPYECKOTO
MBIIUICHUSI B TpoIecce OOydYeHHUsS CYyIIeCTBYEeT psi 3TaloB, HAa KOTOPBIX
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WCIIOIb30BaHUE anropuTMoB Al momxHO OBITH cTporo orpanwueHo. Ha
HAUANbHOM Imane padomvl HAO UATIOCMPAyuUell, KOrJa CTyJAEHT BIEPBBIC
CTaJIKUBaeTcs C JIUTEPaTypHbIM  IPOU3BEIECHHEM, OCOOEHHO  BaXXKHO
chopMupoBaTh CBOE, JHMYHOE OTHOIICHHE K TEKCTy. B maHHOW cuTyanuw,
TE€HEPATUBHBIE AJITOPUTMBI MOTYT CTaTh MOMEXOH, OCKOJIBKY, aBTOMATHYECKHU
co3JaBas KOHIENThl WJIM BU3YalU3allMHM, MCKaXalT caM  Ipolecc
XYyJIO)KECTBEHHOTO  OCMBICIIEHUs,  JuIias  CTYJEHTOB  BO3MOYKHOCTH
CaMOCTOSITeNIbHOW uHTeprpeTanuu. [loaToMy, 0coO€HHO BaXKHO, Ha JTame
3aMbICclla COXPAHUTh JIMYHOE NPOYTEHUE, HUHTYUTHUBHOE TIOHMMAaHUE U
SMOLIMOHAIBHOE BOCIPUATHE TEKCTA, KOTOPHIE COCTABIISIIOT OCHOBY aBTOPCKOIO
IIOAXO0Ja B UICKYCCTBE KHUTH.

OpHrM W3 caMbIX 3HAYUMBIX O3TaloOB OOydYeHUS KHUXKHOU Tpaduke
SBISIETCSL  OCGOCHUE MPAOUUUOHHBIX ZPAPUUECKUX MEXHUK U pazeumue
HA6bIK08 pyuno20 pucoganus. OopMupoBaHHE KyJIbTYpbl PUCOBAHUS — 3TO
OJlHa W3 NPHOPUTETHBIX 33434 XYJOKECTBEHHOro 00pa3oBaHUs, KOTOpas
TpeOyeT )KUBOTO B3aUMOJICHCTBUS C MAaTepUaIOM, Pa3BUTHE MOTOPUKH, TyBCTBA
JUHUU ¥ (PaKTyphl. A €CITi 3aMEHUTH 3TH MPOIECChl MEXaHWYECKON TeHepaIuei,
CTYJIEHT YTpPaTUT BO3MOXHOCTb TMEPEXHUTh COMPOTUBICHUE MaTepuana,
MOYyBCTBOBATh IJIACTMUECKUN MOTEHUUAN JUHHUM, IITPUXa, GAaKTypbl U TOHA.
MammHaHas Busyanu3anus W [UQPOBBIE HMHCTPYMEHTHI OCHOBAaHBI Ha
YCPEIHEHUH, TOI/a KAaK MOJJIMHHOE TBOPYECTBO IPEAIOJIATAaeT OTKJIOHEHHUE,
CIIy4allHOCTh U BBIPa3UTEIbHOCTH. ClieJoBaTENbHO, UCTIOJIb30BaHuEe Al Ha 3Tane
paboThl HaJl OPUTUHAJIOM WJUTIOCTPAIMI TOMYCTUMO JIMIIb 71l BU3YyalIU3alii 1
aHalIM3a KOMIIO3MIIMM, TOHAJIbHO-IIBETOBBIX PEIICHUM WIW MPUMEPOB
CTWJIM3Aalll{, HO HE B KAYECTBE 3aMEHBI PYYHOTO TPY/a.

Ocoboe  BHMMaHUE  HY)XHO  YACTIUTb  (QUHANbHBIM  IManam
unnocmpuposanus u ogopmiaenua kuue. IIpuMeHEHHE TEXHOJIOTHM Ui
ABTOMATHYECKOTO  JOBEJACHUS U  YCOBEPILICHCTBOBAaHUS  KOMIIO3UIIUH,
LBETOKOPPEKLIUU U CTUIMCTHYECKON OO0pabOTKM MOXKET MPUBECTH K yTpare
0CcOOEHHOCTE M HHBEIMPOBATH HSMOILMOHANBHYIO AaBTOPCKYIO wuzero. Jlis
CTYJEHTOB, HaXOJSAIIMUXCS Ha dTane (pOopMUPOBaHHUA, IIA0JIOHHBIE pPEIICHUs U
MOTEPsI CAMOCTOSITEILHOCTH B BBIOOPE XY0’KECTBEHHO-TPA()UUECKUX CPEICTB
MOXET cTaTh (haTaabHOM OIMMOKOW W TPUBECTH K yTpare TBOPUYECKOH
WHIUBUAYATHHOCTH U aBTOPCKOTO CTUJISI, KOTOPBIA OPMUPYETCS Yepe3 MOUCK,
AKCIIEPUMEHT, Yepe3 OMUOKY U BHYTPEHHIOIO MOTHBALIHIO.

OTKpBITBIMM  OCTAIOTCSI TAaKXE BOIPOCHl IMUKU U AKAOEMUYECKOU
0o6pocosecmuocmu. bes riry00KOTO TOHUMaHUS Kak padO0TalOT aJrOPUTMBI, U
HAa KakuX MCTOYHWKAX o0OydaroTcs  Al-CHCTeMBI, CTYyJA€HT MOXKET
HenpeIHaMEepPEeHHO HapyIIUTh aBTOPCKUE MpaBa, UCHOJIb3Ys (PparMeHThl 4y KHUX
paboT. DTH pUCKU TPeOYIOT 0COOOT0 BHUMAHHS CO CTOPOHBI Menaroros. Takxke
BaYKHO, YTOOBI MCKYCCTBEHHBIH WHTEIEKT HE MOAMEHSUI JKUBOE OOIEHUE U
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[I€JarOrHYeCKOe B3aMOJECHCTBHE, HE CTAHOBWIICS €IUHCTBEHHBIM KPUTEPUEM
XYI0OKECTBEHHOM OLICHKHU.

Takum oOpa3omM, negarorndeckoe BHeIpeHue Texnoyoruii Al B ooyuenue
KHIKHOHU rpaduke TpeOyeT B3BEHIEHHOTO W OCO3HAHHOTO moaxoja. ['nmaBHas
1eb MPenojaBaTeNss COCTOUT HE B TOM, YTOOBI MCKIIOUUTH Al u3 yueOGHOro
mporiecca, a B TOM, YTOObl HAYYHUTh CTYJIEHTOB I10JIb30BAaTHCSI UM OCMBICIICHHO,
COXpaHss CaMOCTOSTENBHOCTh XYA0KECTBEHHOTO MBIIUIEHUS. FIHHOBallMOHHBIE
TexHojoruu Al SBIAIOTCS MHCTPYMEHTOM, KOTOPBIM MOMKET IOMOYb C
NPUKIAJAHBIMA  3aJjayaMd, HeOoOXOJUMO Hay4YUTh CTYJIEHTOB BCTpauMBaTh
HepoceTh B TBOPUYECKHI MpoIece sl YIPOIIEHUS! pyTUHHON PabOThI, TOMCKOB
U Pa3IuYHbIX IKCIIEPUMEHTOB.

3akiouenue. B pesynbTaTte NpOBEAEHHOTO HCCIEAOBAHUS MOXKHO
CIeNaTh BBIBOJ, YTO HCIIOJb30BaHHME TexHOJOTMA Al B OOydeHMH KHWXHOU
rpaduKe MOKHO pacCMaTpHUBATh KAaK MOIIHBIM MEIarornyeckuii HHCTPYMEHT B
npouecce GopMHpPOBaHUS XyI0)KECTBEHHOM naeHTHYHOCTU. [Ipn MeToanuecku
NPaBUIBHOM  HHTETpallid M OCO3HAHHOM TPUMEHEHHH OHH  OyayT
CHOCOOCTBOBATh Pa3BUTHIO aHAIMTUYECKOTO MBIIUICHUS, PEPIIEKCHUH U OIbITa
paboTsl B popmate corBopuecTBa. OCHOBHOM Mearorn4eckoi 3agaueit ocraéres
MHTErpaius KICKyCCTBEHHOTO MHTEJUIEKTa B MPOLiecC 00yUeHUsI TAaKUM 00pa3oM,
4TOObI OH OCTAaBaJICS HHCTPYMEHTOM pa3BUTHUSI TBOPUECKOTO IMOMCKA, & HE €ro
3amMeHoW. B aTuMx ycrnoBusx QopMHUpOBaHWE BHU3YAIbHOM WICHTHYHOCTH
CTAaHOBUTCS PE3YJIbTaTOM B3aUMOJIEHCTBHUS YEJIOBEKA U TEXHOJIOTUHU, PYYHOIO U
uu(poBOro, 3MOLMOHAIBHOTO M aJITOPUTMUYECKOr0, MpHOOpeTas HOBOE
u3mepeHue. IMMEHHO 3TO B3aMMOJEHCTBHE OIPEHEISIET COBPEMEHHYIO
napajgurmy Xya0KeCTBEHHOI0 00pa30BaHUS U OTKPHIBAET HOBbIE MEPCIIEKTUBBI
JUIA YCCIICIOBAaHUH.

OCHOBHBIMM BBI30BaMH B JaHHOM KOHTEKCTE OCTalOTCS 3TUYECKHE
acIeKThl aBTOPCTBA M PUCK YHU(UKAIMH TBOpUYECKUX pemeHuid. [losBusercs
Heo0X0aUMOCTh B pa3pabOTKe HOPMATHUBHBIX MEXaHHU3MOB PEryJIHUpPOBaHUS
ucnosb3oBaHus Al ¢ yuéTom 3THYECKMX HOPM U aBTOPCKOT'O IPaBa.
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Rezumat. in perioada contemporana, patrimoniul arhitectural istoric reprezinta
un adevarat tezaur al neamului si un element fundamental al identitétii nationale,
transmis generatiilor viitoare. Articolul propune un studiu teoretico-practic ce reflecta
importanta si oportunitatile formarii viitorilor specialisti capabili s& aplice strategiile
legale din domeniul restaurdrii, conservarii si protectiei patrimoniului arhitectural al
Republicii Moldova. Autorii mentioneazd, de asemenea, necesitatea abordarii
responsabile, privind protejarea patrimoniului si restaurarea monumentelor arhitecturale
din variate perioade istorice, integratd in procesul educational al studentilor-arhitecti,
direct responsabili pentru consolidarea domeniului profesional si dezvoltarea durabila a
tarii. Pe teritoriul Republicii Moldova s-au pastrat pana in secolul al XXI-lea numeroase
monumente arhitecturale, 1n special vile urbane si rurale ale familiilor boieresti care au
locuit de-a lungul timpului in Basarabia. Casa boiereasca vila reprezenta un ansamblu
arhitectural si peisajer complex, alcatuit din casa principald, locuinta pentru oaspeti,
anexe pentru slujitori si animale, pivnitd, moara, cavou familial, precum si un parc cu
vegetatie valoroasd, completatd de arbori exotici, havuzuri, sculpturi si alei amenajate
frumos. O parte semnificativd a acestor monumente, incluse in patrimoniul istoric
national, au fost distruse in timpul celui de 4/ Doilea Razboi Mondial, iar multe dintre
cladirile raimase au fost ulterior utilizate drept depozite, spitale, tabere de odihna etc.,
ceea ce a dus la degradarea lor accentuata si la distrugerea anumitor parti sau elemente
originale. Astazi, numeroase astfel de edificii se afld in stare de abandon, din cauza lipsei
de responsabilitate, de interes sau de resurse financiare necesare pentru restaurare. in
scopul protejarii constructiilor istorice, acestea au fost incluse in Registrul
Monumentelor, statul asumandu-si rolul de protectie si ocrotire asupra lor.
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Congtientizand gravitatea starii actuale a patrimoniului arhitectural si valoarea sa pentru
identitatea culturald a tarii, institutii precum: Guvernul Republicii Moldova si Agentia
de Inspectare §i Restaurare a Monumentelor (AIRM) participad activ in proiecte finantate
de catre Uniunea Europeand, pentru atragerea investitiilor in sprijinirea procesului de
restaurare si conservare a monumentelor arhitecturale, componente ale patrimoniului
istorico-cultural national.

Cuvinte-cheie: patrimoniu arhitectural, monument de arhitecturd, identitate
nationald, conservare si restaurare.

Abstract. In contemporary times, historical architectural heritage represents a true
treasure of the nation and a fundamental element of national identity, passed on to future
generations. The article proposes a theoretical and practical study that reflects the
importance and opportunities of training future specialists capable of applying legal
strategies in the field of restoration, conservation, and protection of the architectural
heritage of the Republic of Moldova. The authors also mention the need for a responsible
approach to the protection of heritage and the restoration of architectural monuments
from various historical periods, integrated into the educational process of architecture
students, who are directly responsible for strengthening the professional field and the
sustainable development of the country. Numerous architectural monuments have been
preserved in the Republic of Moldova until the 21st century, especially urban and rural
villas belonging to the boyar families who lived in Bessarabia over time. The boyar villa
was a complex architectural and landscape ensemble, consisting of the main house, guest
quarters, outbuildings for servants and animals, a cellar, a mill, a family tomb, and a park
with valuable vegetation, complemented by exotic trees, ponds, sculptures, and
beautifully landscaped alleys. A significant part of these monuments, included in the
national historical heritage, were destroyed during World War II, and many of the
remaining buildings were subsequently used as warehouses, hospitals, holiday camps,
etc., which led to their severe deterioration and the destruction of certain original parts
or elements. Today, many such buildings are in a state of neglect due to a lack of
responsibility, interest, or the financial resources needed for restoration. In order to
protect historical buildings, they have been included in the Register of Monuments, with
the state assuming the role of protecting and preserving them. Aware of the seriousness
of the current state of the architectural heritage and its value for the cultural identity of
the country, institutions such as: the Government of the Republic of Moldova and the
Agency for Inspection and Restoration of Monuments (AIRM) are actively participating
in projects funded by the European Union to attract investment in support of the
restoration and conservation of architectural monuments, which are part of the national
historical and cultural heritage.

Keywords: architectural heritage, architectural monument, national identity,
conservation and restoration.

Architecture is humanity's great book, the heritage of our people and our
national identity./V. Hugo/
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Introduction. Historic buildings — whether urban or rural villas or
residential complexes — are some of the most valuable architectural structures of
Moldovan society's cultural and historical heritage. Historical monuments are
important testimonies of the past and contribute to shaping the cultural identity
of the national heritage. Our country's architectural treasure gives localities
cultural diversity, tourist appeal, expressiveness, and national identity, thus
becoming a veritable calling card for the region [5].

In the context of the globalization of contemporary society, there is an
increasingly acute need to restore and protect historical monuments, many of
which have been forgotten, leading to a weakening of the connection with the
past that is becoming increasingly necessary for the consolidation of a sustainable
cultural identity.

The issue of conserving and capitalizing on architectural resources of
national and international importance increasingly involves specialists in the field
in collaborative actions focused on the restoration, revitalization, and protection
of architectural heritage. Historic buildings not only reflect the historical
evolution of society, but also fulfill cultural, social, economic, and educational
functions. At the same time, the meaning of the concepts of architectural
monument and restoration has evolved considerably, changing over time
according to the philosophical, artistic, and cultural conceptions of different
historical periods [9, 10].

Therefore, historical monuments are testimonies of civilizations of the past,
they have an artistic, historical, scientific, aesthetic and spiritual value, and in this
context their preservation, rehabilitation and restoration is very important.
Therefore, the concept of restoration has had a historical evolution, undergoing
changes over time depending on the change in conceptions regarding the history
and theory of architecture, but also the ways of preserving a historical monument.
And, the term restoration refers to the process of returning a building or structure
to its state from a certain period of time [1, 15].

Restoration is defined as the process of restoring a damaged architectural
monument to its original form. Depending on the purpose, the restoration process
of a historic building includes preserving the original and authentic character as
much as possible, reproducing the materials or replicating masonry techniques,
interior and exterior finishes [8].

In the villages of Moldova there are still a number of unexploited boyar
mansions, which have parks, orchards and arable land. In the Republic of
Moldova, in the 21st century we have over 80 boyar mansions, 10 of which have
a dendrological park. And one of the largest and most imposing from an
architectural and landscape point of view is the Mandic Mansion, Drochia district
[11].

Today we are witnessing a national phenomenon where heritage objectives
are increasingly neglected and most of the existing mansions on the territory of
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the country are either in an advanced state of degradation or totally neglected,
being on the verge of collapse, from the list of state funding.

Therefore, the ensemble of the Mindic Mansion with a dendrological park
of the Ohanowicz family of Polish nobles, is a testimony of the beautiful history
of this locality, which deserves the attention of being restored and of offering it
new functions through which to capitalize on the space of the mansion, but the
entire spirit of the place [26].

The country's architectural heritage plays an important role in creating a
complete picture of our future national identity, which is why our mission is to
protect our cultural heritage, preserving its original character so that it can be
passed on to future generations. These provisions are protected by the Agency
for Inspection and Restoration of Monuments (AIRM), with monuments entered
in the Register of Valuable Monuments and taken under state protection [12, 14].

Research methodology. Considering that the field of architecture is an
interdisciplinary one, a restoration project includes: images, historical
photographs, diagrams/diagrams, elaboration of concept sketches, etc. In the field
of restoration, the research program is a complex one, and historical research is
a first step to know and understand the architectural objects made in the past.
Historical research is an objective and constructive scientific research at the same
time, in the sense that the architectural historian first discovers the fact in the
most rigorous way, by searching for sources, preferably primary ones (in archives
and in direct contact with the objects of research).

The main actions and research methods undertaken for the accumulation of
the necessary information and for the realization of the project-concept are:
research of bibliographic sources, study of relevant statistical data, case study,
comparison, analysis and synthesis, etc. [10].

Principles and stages of carrying out an architectural restoration
project of a cultural monument. The project for the restoration of the cultural
monument, of the Ohanowicz Family Mansion Complex, were designed to solve
the economic problems and ensure the continuity of the use of the site in local
and national interest, taking into account the historical value that the place has
acquired over time, through the efficient use of the existing buildings. Aware of
these things, the purpose of this project follows: the restoration and conversion
of the mansion building and the annexed buildings as well as of the monument
of landscape architecture (dendrological park), which would allow the correct
and harmonious use of the cultural character specific to the given region [8].

In order to achieve this well-defined goal, the following objectives are
proposed.:

v’ Drawing up a historical study to create a correct view of the restoration
of the building;

v’ study and analysis of the specialized literature specific to the given
project;
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v’ elaboration of a strategic intervention plan on the historical site;

v identifying and proposing convincing and correct solutions for the
restoration of architectural monuments.

Enhancement of the building through consolidation, restoration and
rehabilitation:

v" Restoration of the mansion building, by arranging and equipping a new
village museum with modern standards;

Creating typological and functional diversity of existing buildings;

v’ capitalizing on the landscape potential of the landscape park;

v" developing an intervention strategy for the rehabilitation of green areas;

v rehabilitation of green areas by clearing old and unorganized vegetation;

v gradual rejuvenation of the park by planting new planting material,
without affecting its authenticity [16].

The problems identified during the study reflect the factors that led to the
emergence of unfavorable indicators in the issue of protecting historical
monuments, and one of them is the lack of funding for the implementation of the
project.

—

Figure 1, 2. The mansion in the village of Mic of the Polish nobles Ohanowicz —
historical photo 1995, contemporary photo from 2015 [25]

The Ohanowicz Family Manor Complex monument was taken under state
protection by the Decision of the Council of Ministers of the MSSR of
13.03.1962 No. 111, and the protection status was reconfirmed by the Decision
of the Council of Ministers of the MSSR of 08.01.1975 No. 5 and Law No. 1538
of 25.02.1998 on the fund of state-protected natural areas. In 1997, by a
Government Decision, the Mandic Park was declared a branch of the Museum of
Ethnography and Natural History - the "Mandic Villa and Park" Museum
Complex. An action plan was immediately developed to enhance the complex,
but it was not implemented due to lack of financial resources. A similar plan was
made in 2003, but this one also did not find funding. [7, 21].

Heritage site—Architectural complex—Villa from Mindic, Drochia
district. The mansion in the village of Mindic, Drochia district, was built at the
end of the 19th century (construction began in 1896 with some modernizations
carried out by architect Alexandru Bernardazzi) and was the property of the
Polish noble family Ohanowicz [3, 12]. The project of the complex was designed
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with elements specific to traditional Polish architecture, with a protruding roof in
Chinese style, and it also had a park similar to classical Roman gardens. The
landscaped park was completed with rare species of trees and flowers and spread
over an area of 16 ha, with three lakes, a water mill, several alleys, terraces, a
cellar with three rooms and an attic with five entrances, with openings that
offered a stunning view. The few historical photographs depict views of the boyar
complex's buildings in addition to the contemporary ones, Figure 1, 2, 3, 4, 5, 6.

However, over time, after the owners left, the complex was used for other
purposes, hosting a rest camp without taking into account the fact that it is a
monument of history and landscape architecture.

Since 1997, the architectural complex Villa with Park Mandac, is
subordinated to the National Museum of Ethnography and Natural History in
Chisinau and presents a historical and architectural monument of national value.

Figure 3, 4. The mansion in the village of Mindic — the family tomb of the Polish nobles
Ohanowicz — historical photographs 1995-2015 [12]

s L W
Figure 5, 6. The mansion in the village of Mindic of the Polish nobles Ohanowicz —
outbuildings and the water tower, historical photographs 1995-2015 [12]

There have been several attempts to renovate or preserve this object, but
today the nominated monument is in an advanced state of degradation, with a
degree of wear of the buildings of the complex constituting 40-60 (%) [24].

In our research study, we present an example of a project-concept for
intervention with restoration of buildings, proposed in a graduation thesis of the

188



student-architect, which would highlight the villa of the Polish nobleman of
Armenian origin Kajetan Ohanowicz [4, 12].

Saving this architectural monument, part of the cultural heritage, through a
research study, to restore its former beauty, would become in time a tourist center,
aligned with the northern route of the country. The rich history of the Ohanowicz
family Manor through tradition, through the architectural and landscape style,
can restore the historical and cultural value, educational principles in the training
of future architects-restorers within the School of Architecture of the Republic of
Moldova [5, 6].

Figure 7, 8. The mansion of the Polish boyar Ohanowicz — the interior space on the
ground floor and the staircase leading to the basement [25]

The documentation of the site gave some very vague information, the
historical illustration of the construction of the complex is brief, and the image
of the interior spaces is limited only to the zonal layout, the aspects of wall,
ceiling or floor finishes, pieces of furniture, all are missing, Figure 7, 8. The
photographs of the interior spaces reflect the destruction of the authentic interior
finishes, painfully visualizing the construction materials of red brick, stone and
wood [7].

The main goal of the project is to create a concept that would contribute
to the restoration and conversion of the historical architectural object Vila cu parc
Mindic into a tourist attraction with rest areas, Figure 9.
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Figure 9. Restoration and conversion project of the Polish boyar Ohanowicz Manor in
Mindic, Drochia district (developed by st. gr. ARH-161, Calcli Stanislav) [2]
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Therefore, the project aims to regenerate and enhance the monument by
developing and designing new functions that will be able to serve the residents
of the area in the future, but also attract tourists and visitors from outside [9].

Rural tourism, the impact of tourism, economic and socio-cultural,
restoration, revitalization, museum, historical-architectural heritage

Rural tourism-Destinations that present historical, architectural and
landscape monuments, agricultural communities and picturesque villages, can
offer various services to tourists who want to relax in the natural environment:

» accommodation in traditional rural houses;

» the possibility of engaging in rural activities and pursuits;

* familiarization with local folklore, entertainment and traditions;

« familiarization with crafts practiced in the locality or in the given area, as
well as the possibility of those who wish to participate in the crafting process;

» the possibility of purchasing craft products.

Ultimately, such a project for the restoration and conversion of a historical
monument seeks a harmonious approach in relation to the spirit of the place on
which interventions are made only according to current legislative regulations
such as in the Republic of Moldova:

- Decision No. 1009 of 05.10.2000, on the approval of the Regulation on
natural and built protected areas;

- Decision No. 217 of 26.10.2022 of the Ministry of Culture on the
approval of the Regulation on the content and methodology for the development
of the historical-architectural reference plan and the project of protection areas of
historical localities;

- Law No. 1530 0f 22.06.1993, on the protection of monuments

- Law No. 1538 0 25.02.1998, on the fund of state-protected natural areas;

- Law No. 369 of 30-11-2023 on the fund of state-protected natural areas;

- Law No. 319 of 08-06-2023 on the protection of monuments, etc. [18, 19,
20, 21, 22, 23].

The impact of economic and socio-cultural tourism is manifested through
the competent launch of tourist products, leading to special effects regarding the
connections that will be made between the host and tourists, the relationships
between the way of appreciating national values, but also the standard of living
among participants in the act of tourism, communication, through exchanges of
ideas, etc.

And the major importance of a tourism project-concept, competently
conceived for the purposes of cultural activities intended for tourists and local
people, are doubled by hospitality, interest, motivation and aspiration for better,
which will contribute to the development of truly sustainable tourism.

The localities where tourism projects will be carried out, by implementing
restoration and conversion projects with guest spaces, become ensembles with all
the elements of local sustainable development. Such a project also aims to
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improve the infrastructure, increase the economic level, spiritual life of the
community, etc. Likewise, by restoring and protecting these monuments of
national importance, other strategic principles for the rural environment are also
pursued:

e stopping the migration of the population from certain disadvantaged
environments, from the rural area and stimulating the return, at least partially, of
the population from these areas;

e ensuring living conditions and civilization in the respective environments,
stimulating the stability of the active population in these environments;

erestoring, preserving and protecting architectural and cultural
monuments, the natural environment, being a factor of valorization, of attraction
of the local and foreign population [13].

When developing the graduation project, integrated studies program
0731.1 Architecture, with the theme Restoration of Villa Mindic with the creation
of a center for promoting tourism in northern Moldova, student author, promotion
2022, gr. ARH-161, Calcai Stanislav, coordinator, architect Negruta Igor,
Department of Architecture, Faculty of Urban Planning and Architecture,
Technical University of Moldova, solutions were used taking into account the
rational use of the land, through functional zoning, the framing of new
constructions designed within the site, their successful inclusion within the
natural landscape.

For the rehabilitation and landscaping of the dendrological and fruit-
growing park, the revitalization of the park was provided for, by replanting the
missing portions of the park with exotic trees and shrubs, and the trees of
historical interest will be preserved to the maximum. At the same time, the project
provides for the rehabilitation of aquatic basins, the arrangement of green and
rest areas around them. It also provides for the arrangement of access roads for
transport and pedestrians, parking spaces for cars and buses. Access for people
with locomotor disabilities will be provided in all areas. [2, 3, 17].

Architectural solutions

The volumetric form was solved in accordance with the selected location
of the site, with the existing relief of the land (according to the topographic
elevation) and depending on the functional requirements for the designed
buildings. The concept project will be developed in accordance with sanitary,
ecological norms and norms regarding access for people with disabilities. The
constructive solutions will provide for the use of authentic materials of the
historical monument, as well as for the objects for guests, which will form a
unitary concept of the historical and tourist complex rehabilitated through
multifunctional activities, Figure 10.
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Figure 10. Graduation Project Plan with the theme Restoration of Villa Mindic with the
creation of a center for promoting tourism in northern Moldova, (of the Polish boyar

Ohanowicz Manor in Mindic, Drochia district) student author, class of 2022,
gr. ARH-161, Calcai Stanislav [2]

The actual implementation of this restoration project-concept, in the
northern area of the Republic of Moldova, where there are 17 more historical
sites (manors and churches with parks) analogous to Villa Mindic, which could
be united in a tourist network in the northern areca of Moldova, would solve
multiple social and economic problems for local communities [26].

In conclusion, we note that the summary of our research results from the
specific educational principles and methods of the School of Architecture of the
Republic of Moldova and the field of training future architects in the restoration,
rehabilitation and protection of monuments of national value, specialists who
have the mission to protect, restore and preserve the historical architectural
heritage, a rich page of the nation's history, a legacy for future generations.
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Abstract. In contemporary art education, metal has transcended its traditional
status as an inert material to become an active mediator between the physical and
spiritual realms. This study analyzes the role of metal as a vector of identity and
expression, based on the exhibition and research project "Ode to Metal," which
comprises 33 works created between 2019 and 2025. Through this interdisciplinary
approach, metal becomes a complex pedagogical language capable of shaping not only
technical skills but also identity awareness and artistic sensitivity.

The research demonstrates that the artistic processing of metal in the university
setting facilitates a profound transformation at both creative and personal levels. The 33
pieces comprising the exhibition form a coherent itinerary of self-exploration, where
traditional craftsmanship combines with contemporary technology in a unique
expressive synthesis. Works such as "Adoration of the Magi," "Seasons," "Silver
Symphony," "Peregrinations," "The Nest," and "The Birds of Our Childhood" illustrate
how metal can express universal themes like faith, time, balance, freedom, protection,
and nostalgia.

The study identifies three fundamental dimensions of metal in art education: the
symbolic dimension, the technical dimension, and the identity dimension. The symbolic
dimension highlights the cultural and historical significance of metal, from the
sacredness of gold to the resilience of iron. Each type of metal brings its own specific
expressive potential: brass conveys warmth and sonority, silver offers reflection and
purity, while iron communicates durability and vulnerability. These physical properties
become elements of a plastic vocabulary that the student progressively masters.

The technical dimension of metal processing represents a process of shaping
thinking and character. Techniques such as cutting, hammering, welding, and polishing
impose rigorous discipline and anticipatory thinking. The confrontation with the
material's resistance becomes a practical lesson in perseverance, patience, and humility.
The technical process thus transforms into a process of introspection, where practical
decisions become aesthetic and ethical choices. The identity dimension manifests
through metal's ability to mediate the construction of a personal narrative. The metal
workshop is transfigured from a mere technical training space into a laboratory of
introspection and innovation. The student explores their own experiences and emotions,
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transforming them into universal forms through the material. The works become
chapters of a personal travel journal, externalizations of identity in the making.

The "Ode to Metal" project also highlights the social function of artistic metal as
a bridge between tradition and modernity. In an era dominated by mass production and
digital consumption, the manual processing of metal constitutes an act of cultural
resistance. Through recovery and upcycling techniques, as in the work "The Birds of
Our Childhood," students develop ecological awareness and appreciation for the value
of unique objects.

In the Moldovan context, working with metal can become a means of exploring
cultural identity by reinterpreting traditional elements in contemporary language. This
approach allows for the affirmation of local specificity without falling into clichés,
contributing to the formation of an authentic and relevant artistic discourse.

The research demonstrates that the educational process centered on metal
processing has a holistic impact on student development. Beyond specialized technical
skills, they develop spatial thinking, creativity, discipline, and expressive capacity. The
workshop becomes an environment of humanistic formation, where fundamental values
such as rigor, collaboration, and respect for materials are practiced.

Keywords: metal art, identity, pedagogy, contemporary sculpture, creative
process.

In peisajul educatiei artistice contemporane, asistim la o redefinire
profunda a relatiei dintre creator si material. Aceastd transformare nu este doar
una tehnicd sau metodologicd, ci una ce vizeaza Insasi esenta procesului de
formare a identitdtii creative. Printre materialele care cunosc o renastere
remarcabila Tn acest context, metalul se detaseazd prin complexitatea sa
simbolicd si prin potentialul sdu expresiv unic. Acest studiu se propune sa
exploreze modul in care metalul, prin intermediul practicilor educationale
artistice, devine un vector esential in constructia identitatii contemporane a
studentului-artist.

Contextul actual al educatiei artistice este marcat de o paradoxala dubla
tendinta: pe de o parte, o imersie tot mai profunda in sfera digitala si virtuala, iar
pe de altad parte, o revenire interesatd catre materialitate si o reconsiderare a
rolului pe care lucrul direct cu materia il joaca in procesul de formare artistica.
Aceastd din urma tendintd nu reprezintd o simpld nostalgie pentru tehnici
traditionale, ci raspunde unei nevoi profunde de autenticitate si de reconectare cu
procesele materiale fundamentale. In acest cadru, metalul se impune ca un
mediator privilegiat intre traditie si inovatie, intre mestesug si tehnologie, intre
materie si spirit.

Problema de cercetare asumatd de acest studiu vizeazd modul in care
metalul, integrat in procesul educational artistic, devine un vector activ in
constructia identitdtii contemporane a studentului-artist. Ne propunem sa
analizdm mecanismele complexe prin care acest material, perceput adesea in mod
reductiv ca rigid si impersonal, este transfigurat intr-un mediator expresiv
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sofisticat, capabil sa faciliteze o dialogica profunda intre planul constient si cel
inconstient, intre individual si colectiv, Intre tehnic si poetic.

Cadrul teoretic al cercetarii se sprijind pe trei piloni fundamentali: teoria
materialitatii in artd, asa cum a fost dezvoltata de teoreticieni ca Tim Ingold [1],
care subliniaza modul in care materia devine partener activ in procesul creativ;
hermeneutica practicilor artistice educationale, care examineazd dimensiunea
formativda a proceselor creative; si studiile culturale privind simbolismul
materialelor, care exploreaza incarcétura culturala si istorica a diferitelor materii
prime. Aceste abordari teoretice ne permit sa analizim fenomenul nu doar din
perspectiva tehnicii artistice, ci si din cele ale antropologiei culturale, psihologiei
creativitatii si filosofiei artei.

Proiectul expozitional si de cercetare ,,Oda Metalului”, care constituie
nucleul acestui studiu, a reprezentat un demers complex ce a integrat componente
practice, teoretice si educationale. Cele 33 de lucrari incluse in proiect nu sunt
simple obiecte estetice, ci artefacte ale unui proces de cercetare-creare care a
implicat atat studentii, cat si cadrele didactice intr-un efort colectiv de explorare
a potentialului expresiv al metalului. Fiecare lucrare a fost abordata nu doar ca
produs final, ci si ca document al unui proces de transformare atat a materiei, cat
si a constiintei creative.

Unul dintre aspectele distinctive ale acestei cercetari il constituie abordarea
tripartitd a metalului ca vector identitar. Am identificat trei dimensiuni
fundamentale care structureaza relatia dintre student si material: dimensiunea
simbolica, care vizeaza Incarcatura culturala si istoricd a metalului; dimensiunea
tehnica, care se refera la procesele de transformare a materiei si la impactul lor
formator asupra individului; si dimensiunea identitara, care examineaza modul in
care lucrul cu metalul devine un proces de constructie a sinelui.

Dimensiunea simbolica a metalului este profund ancoratd in istoria
culturala a umanitatii. De la obiectele de cult preistorice pand la instalatiile
contemporane, metalul a purtat o incarcaturd simbolica consistenta. Fiecare tip
de metal poseda o ,personalitate” simbolicd distincta: aurul reprezinta
perfectiunea si nemurirea, argintul este asociat cu puritatea si reflexia, fierul
simbolizeaza puterea si rezistenta, iar cuprul este legat de conductivitate si
caldurd. Aceste atributii simbolice nu sunt arbitrare, ci sunt consolidate prin
milenii de utilizare in practici ritualice, artistice si tehnologice. In context
educational, aceasta arheologie simbolicd devine resursa pedagogica de prim
ordin.

Dimensiunea tehnica a prelucrarii metalului reprezintd, conform
perspectivei adoptate 1n acest studiu, mult mai mult decat un simplu ansamblu de
competente practice. Ea constituie un proces complex de formare a gandirii si a
caracterului. Tehnici precum forjarea, turnarea, sudarea si cinelura impun o
disciplind riguroasa si o gandire anticipativa. Confruntarea cu rezistenta
materialului devine o lectie practici de perseverentd, rabdare si smerenie.
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Procesul tehnic se transforma astfel intr-un proces de introspectie, unde deciziile
practice devin alegeri estetice si etice.

Dimensiunea identitara reprezintd, probabil, cea mai semnificativa
componentd a acestui studiu. Ea examineaza modul in care procesul de lucru cu
metalul devine un proces de autocunoastere si constructie identitard. Prin
externalizarea In forma materiald a unor stari, intrebari sau amintiri personale,
studentul 1si construieste progresiv o identitate artistica autentica. Lucrarile devin
capitole ale unui jurnal de calatorie personald, externalizari ale identitatii In
devenire.

Structura acestui studiu urmdreste sd explice aceste trei dimensiuni
fundamentale si modul in care ele interactioneaza in procesul educational. Primul
capitol este dedicat fundamentelor teoretice si contextului istoric al utilizarii
metalului in artd si educatie. Al doilea capitol analizeaza in profunzime cele trei
dimensiuni identificate, cu exemple concrete din practica educationala. Al treilea
capitol examineaza transformarea atelierului de metal intr-un spatiu pedagogic
complex, iar ultimul capitol evalueaza impactul educational si relevanta sociala
a acestel abordari.

Semnificatia acestei cercetdri depaseste cadrul strict al educatiei artistice.
Intr-o erd caracterizata de accelerare tehnologici si fragmentare identitara,
studiul modului in care lucrul cu materiale traditionale poate contribui la
constructia unei identitdti coerente si autentice capatd o relevantad deosebita.
Metalul, prin durabilitatea si stabilitatea sa, oferd un punct de ancorare in fata
volatilitatii contemporane, devenind astfel nu doar un material de lucru, ci si un
mediator cultural esential.

Prin acest studiu, ne propunem sa contribuim la dezvoltarea unei pedagogii
a materialitatii care sa recunoasca si sa valorifice potentialul formativ al lucrului
direct cu materia. Investigatia noastra asupra rolului metalului in constructia
identitatii artistice contemporane poate deschide perspective noi nu doar in
domeniul educatiei artistice, ci si in cel mai larg al formarii umane integrale.

Expozitia ,,Oda Metalului”: metalul ca mediu al autocunoasterii si al
expresiei identitare in educatia artistici contemporand. Expozitia ,,Oda
Metalului” reprezintd un proiect complex de cercetare-creatie derulat pe
parcursul a sase ani (2019-2025), care se constituie intr-un demers inovator in
peisajul educatiei artistice contemporane din Republica Moldova. Aceasta
expozitie, ce cuprinde 33 de lucrari organizate In noud compozitii tematice,
transcende granitele expozitionale conventionale pentru a deveni un spatiu de
reflectie asupra rolului metalului in formarea identitétii creative a artistului si
studentului. Prin intermediul acestui proiect, metalul este investigat nu doar ca
material artistic, ci ca veritabil partener in procesul de constructie a sinelui si al
afirmarii expresiei artistice contemporane.

Proiectul expozitional se bazeazad pe o viziune holistica asupra procesului
creativ, in care tehnica, materia si continutul conceptual se interconditioneaza
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reciproc. Fiecare dintre cele 33 de lucrari reprezintd un nod intr-o retea complexa
de semnificatii, o etapd intr-un parcurs de cercetare care exploreazd multiple
dimensiuni ale metalului: de la proprietatile sale fizice si posibilitatile tehnice de
prelucrare, pand la incarcatura sa simbolica si potentialul sau expresiv in context
pedagogic.

Compunerea expozitiei in noud segmente tematice nu este Intamplatoare,
ci reflectd o structura conceptuald bine definitd. Aceste teme — credinta, timpul,
echilibrul, libertatea, protectia, nostalgia, printre altele — constituie coordonatele
fundamentale ale unei calatorii spirituale externalizate in formad materiala.
Fiecare tema devine o prisma prin care sunt explorate calittile specifice ale
metalului si modul 1n care acestea pot fi puse In slujba expresiei unor stéri
interioare complexe.

Lucrarea emblematicd ,,Inchinarea magilor” ilustreaza excelent acest
demers. Realizatd prin tehnici combinate de forjare si sudare, lucrarea transpune
o scena biblica intr-un limbaj contemporan, pastrand insa profunzimea simbolica
a reprezentdrii traditionale. Utilizarea aliajelor de alama si bronz nu este aleatorie
— aceste metale, cu istoria lor bogatd in arte sacra, servesc ca punte intre traditie
si modernitate. Prin prelucrarea artistica, scenei ii este conferitd o actualitate
noud, transformand-o dintr-o simpld reprezentare religioasd intr-o reflectie
asupra ofrandei spirituale in era contemporana.

Seria ,,Anotimpurile” exploreaza dimensiunea ciclicitatii si a transformarii
prin intermediul unor metale diferite, fiecare avand propriile sale calitati
expresive. Primavara este reprezentata prin aluminiu, cu luciul sau reflectorizant
si usurinta sa; vara prin alama, cu cdldura si stralucirea sa; toamna prin cupru, cu
nuantele sale calde si patina caracteristica; iarna prin otel inoxidabil, cu raceala
si transparenta sa. Aceastd alegere nu este doar esteticd, ci profund simbolica,
fiecare metal devenind purtator al semnificatiilor sezoniere.

,»Simfonia Argintie” constituie un alt punct nodal al expozitiei, explorand
proprietatile reflectorii si sonore ale argintului si aliajelor sale. Lucrarea nu este
un obiect static, ci o entitate interactiva care se transforma odatd cu miscarea
privitorului si cu schimbarea conditiilor de iluminare. Prin aceasta dinamica, este
pusd in evidenta relatia dintre obiect, spatiu si perceptie — o relatie fundamentala
in educatia vizuala contemporand. Studentul care studiaza aceasta lucrare invata
nu doar despre proprietatile materialului, ci si despre modul in care acesta poate
deveni mediator intre lucrare si spectator.

Seria ,,Peregrindri” reprezintd probabil cel mai personal segment al
expozitiei. Fiecare piesa din aceastd serie poate fi cititd ca un capitol dintr-un
jurnal de calatorie spirituald, o externalizare a unor stiri interioare, intrebari
existentiale sau amintiri fundamentale. Metalul, cu durabilitatea sa, oferd o
ancora materiald acestor reflectii efeme, transformandu-le in artefacte ale unei
identitati in continud evolutie. Acest aspect este deosebit de relevant din
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perspectiva pedagogica, deoarece ilustreaza modul in care procesul creativ poate
deveni un instrument de autocunoastere si constructie identitara.

,Cuibul” exploreaza paradoxul fragilitatii si protectiei prin intermediul
unor structuri metalice complexe. Realizat din sarma si tabla de fier, lucrarea
contrazice duritatea aparentda a materialului pentru a sugera fragilitatea si
vulnerabilitatea. Aceastd lucrare devine astfel o metaford a protectiei si a
caminului, dar si a echilibrului precar dintre fortd si fragilitate — un echilibru
esential atat in arta, cat si In viata personala.

,Pasarile copildriei noastre” completeazd acest itinerar spiritual prin
evocarea nostalgiei si a memoriei. Realizate din materiale recuperate, aceste
piese nu doar abordeaza tema durabilitatii si a upcycling-ului, ci i invoca puterea
memoriala a obiectelor. Fiecare ,,pasdre” devine purtitoarea unei povesti
personale, a unei amintiri din copildrie reactualizata prin intermediul materiei

Din perspectiva tehnica, expozitia ,,Oda Metalului” reprezintd un dialog
intre traditie si inovatie. Tehnicile traditionale de prelucrare — forjarea manuala,
ciocdnirea, cinelura — sunt combinate cu tehnologii contemporane precum tdierea
laser, sudarea cu arc electric si sudarea in mediu de gaz inert. Aceastd simbioza
tehnica nu este doar o solutie practicd, ci si o afirmatie conceptuala: traditia si
inovatia nu se exclud reciproc, ci se pot completa si imbogéti.

Procesul de creatie din spatele fiecarei lucrari este la fel de important ca si
rezultatul final. Fiecare loviturd de ciocan, fiecare sudura, fiecare operatie de
lustruire reprezintd un moment de dialog cu materia, o etapd in procesul de
transformare atat a metalului, cat si a constiintei creatorului. Acest aspect este
fundamental pentru intelegerea dimensiunii pedagogice a proiectului — prin lucrul
direct cu materialul, studentul nu doar dobandeste competente tehnice, ci si se
confrunta cu propriile limite, isi dezvoltd rabdarea, perseverenta si sensibilitatea
artistica.

Expozitia functioneaza astfel ca un veritabil laborator pedagogic, unde sunt
demonstrate si validate principiile educatiei artistice contemporane bazate pe
experienta directd cu materia. Fiecare lucra este insotitd de o documentatie
amadnuntitd a procesului de creatie — de la schitele initiale si experimentele
tehnice, pana la reflectiile conceptuale si observatiile asupra comportamentului
materialului. Aceastd documentatie devine o resursa educationald valoroasa,
oferind studentilor o intelegere profunda a procesului creativ in intreaga sa
complexitate.

Relevanta expozitiei depaseste cadrul strict artistic, atingdnd dimensiuni
culturale si sociale mai largi. Intr-o erd dominata de consumul de imagini digitale
si de productia in masa, ,,Oda Metalului” afirma valoarea obiectului unic, purtator
al amprentei creatorului sau. Prin practicile de recuperare si revalorificare a
materialelor, proiectul promoveaza si o constientizare ecologica, demonstrand ca
creatia artisticd poate fi in acelasi timp sustenabild si profund expresiva.
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In contextul cultural moldovenesc, expozitia capiti o semnificatie
suplimentard. Prin reinterpretarea unor teme si simboluri traditionale in limbaj
contemporan, proiectul contribuie la constructia unei identitati culturale
moderne, care sa dialogheze cu traditia fara a cadea in clisee. Metalul, cu
universalitatea sa, devine astfel un mediator intre specificul local si limbajul
artistic global.

Expozitia ,,Oda Metalului” reprezintd de asemenea un model de integrare
a cercetdrii in practica artistica educationala. Fiecare lucra este nu doar un obiect
estetic, ci si un instrument de investigare a unor probleme teoretice si practice
legate de prelucrarea metalului si de rolul sdu in educatia artisticd. Aceastd
abordare hibrida — care combind creatia artisticd cu cercetarea stiintifica —
deschide perspective noi in domeniul educatiei artistice, demonstrand ca practica
si teoria nu sunt domenii separate, ci complementare.

Impactul expozitiei asupra studentilor a fost profund si multidimensional.
Pe langa dobandirea competentelor tehnice specifice prelucrarii metalului,
studentii au dezvoltat o gandire spatiala si volumetricdi mai avansatd, o
sensibilitate crescutd fatd de calitatile materialelor si o capacitate sporita de a-si
externaliza gandurile si emotiile In forma materiala. Mai important, multi dintre
el au descoperit prin acest proces o cale de autocunoastere si de constructie a unei
identitati creative autentice.

Mijloace artistice si tehnologice in prelucrarea metalului: de la mestesug
traditional la inovatie contemporand. Prelucrarea metalului in arta
contemporand reprezintd un domeniu complex care sintetizeaza traditia
mestesugului cu inovatia tehnologicad, oferind artistului un vast arsenal de
mijloace expresive. Aceastd simbioza dintre vechi si nou, dintre tehnicile
ancestrale si tehnologiile de ultima ora, a deschis perspective inedite in creatia
artistica, transformand atelierul intr-un veritabil laborator de experimentare si
inovatie.

Baza prelucrarii artistice a metalului ramane profund ancorata in tehnicile
traditionale, care si-au dovedit valoarea de-a lungul secolelor. Forjarea manuala,
una dintre cele mai vechi si nobile tehnici, presupune incalzirea metalului la
temperaturi inalte si modelarea lui prin lovituri controlate de ciocan. Aceasta
metoda, aparent rudimentara, ofera artistului un control deosebit asupra formei si
permite obtinerea unor texturi unice, imposibile de realizat prin alte mijloace.
Fiecare lovitura de ciocan lasa o amprenta distincta asupra materialului, creand o
cronica vizuald a procesului de creatie.

Sudarea, in variantele ei multiple, reprezinta un alt pilon al prelucrarii
metalelor. De la sudarea cu flacdra, care permite o interventie precisd si
controlatd, pand la sudarea electricd, mai rapidad si eficienta pentru lucrari de
dimensiuni mari, fiecare tehnica aduce contributia sa specifica la paleta expresiva
a artistului. Sudarea oxigaz, de exemplu, ofera posibilitatea unor interventii
extreme de precise, fiind ideald pentru lucrari cu un grad ridicat de detaliere.
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Ciselura si gravura completeaza arsenalul tehnic traditional, permitind
artistului sa adauge note de rafinament si complexitate lucrarilor sale. Aceste
tehnici, care necesitd o mana ferma si o rabdare de nesfarsit, transforma suprafata
metalului intr-un adevarat camp de expresie, unde cele mai subtile nuante
emotionale isi pot gasi corespondentul material.

Turnarea reprezintd metoda tehnologicd de fabricatie a unei piese prin
solidificarea unei cantitati determinate de metal lichid, introdus intr-o cavitate de
configuratie si dimensiuni corespunzatoare unei forme de turnare [2].

Prin turnare se pot obtine piese oricat de complicate, lucru care nu este
posibil prin nici un alt proces tehnologic (laminare, forjare, matritare, sudare
etc.), piesa turnata avand dimensiuni foarte apropiate de cele ale piesei finite [2,
p. 5] i

Revolutia tehnologicd in atelierul de metal. In ultimele decenii, atelierul
de metal a cunoscut o adevarata revolutie tehnologica, care a extins considerabil
posibilitatile expresive ale artistului. Taierea cu laser, de exemplu, a deschis
orizonturi complet noi in ceea ce priveste precizia si complexitatea formelor.
Aceasta tehnologie permite realizarea unor modele extrem de intricate, care ar fi
fost imposibil de realizat prin mijloace traditionale. Artistul poate acum sa
transfere direct din spatiul digital in cel material cele mai complexe concepte,
pastrand 1n acelasi timp o precizie absoluta.

Imprimarea 3D 1n metal reprezinta un alt salt tehnologic major. Aceasta
tehnologie permite materializarea unor structuri geometrice complexe, a unor
forme organice elaborate si a unor compozitii spatiale care desfiau legile fizicii
traditionale. Prin depunerea strat cu strat a materialului, artistul poate construi
forme care ar fi fost imposibil de realizat prin tehnici substractive, deschizand cai
inedite de expresie.

Adevarata inovatie in prelucrarea artisticdi a metalului nu constd in
adoptarea oarba a noilor tehnologii, ci in integrarea lor inteligenta cu tehnicile
traditionale. Aceasta sintezd permite artistului sa beneficieze de avantajele
fiecarei abordari, crednd un limbaj expresiv hibrid, care este in acelasi timp
profund ancorat in traditie si radical contemporan.

De exemplu, un artist poate utiliza taierea cu laser pentru a crea
componente structurale complexe, pe care le va asambla apoi prin tehnici
traditionale de forjare si sudare. Aceastd abordare combina precizia tehnologiei
digitale cu calitatea organicad si ,,umana” a mestesugului traditional, rezultand
lucrari care poseda o autenticitate si o complexitate unice.

In proiectul ,,0da Metalului”, aceastd sintezd este evidentd in multiple
lucrari. ,,Simfonia Argintie”, de exemplu, combind elemente realizate prin
turnare traditionald cu componente fabricate digital, creand un dialog vizual intre
vechi si nou. Aceastd abordare nu este doar estetica, ci si conceptuala, reflectand
tensiunea dintre traditie si modernitate care caracterizeaza societatea
contemporana.
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Artistul contemporan care lucreaza cu metalul nu se limiteaza la utilizarea
materialelor si tehnicilor consacrate, ci se angajeaza intr-un proces continuu de
experimentare. Acest proces implica atit explorarea unor noi aliaje si combinatii
de materiale, cat si dezvoltarea unor tehnici personalizate, adaptate unor viziuni
artistice specifice.

Patina, de exemplu, a evoluat de la o simpla metoda de protectie a metalului
la un veritabil instrument expresiv. Prin combinarea unor substante chimice
diferite si controland conditiile de aplicare, artistul poate obtine o paletd extrem
de variata de culori si texturi, transformand suprafata metalului intr-o cromatica
vie si dinamica.

Tehnici de texturare precum slefuirea cu jet de nisip, gravarea cu acid sau
tratamente termice controleaza permit crearea unor suprafete complexe care
interactioneaza cu lumina in moduri surprinzatoare. Aceste interventii transforma
metalul dintr-o materie prima inertd intr-un mediu vibrant, care pare sd aiba o
viata interioara proprie.

Dezvoltarea mijloacelor artistice si tehnologice in prelucrarea metalului a
venit Tmpreund cu o crestere corespunzatoare a constientizdrii aspectelor de
siguranta si sustenabilitate. Atelierul contemporan este echipat cu sisteme
avansate de ventilatie, protectie impotriva incendiilor si echipamente de protectie
individuala de ultima generatie.

Sustenabilitatea a devenit un aspect crucial in practica contemporana. Multi
artisti utilizeaza din ce in ce mai des materiale reciclate sau resurse metalice din
surse responsabile. Tehnologiile moderne permit recuperarea si reutilizarea
deseurilor metalice, transformand practica artisticd intr-una cu impact ambiental
redus.

Astfel, cu cat studiul este mai profund si cu atat este mai buna intelegerea
proprietatilor materialului, cu atit mai perfectd si mai gratuitd va fi utilizarea lor
in diverse tehnici 1n rezolvarea problemelor artistice si compozitionale.
Asimilarea unui nou material si a unei noi metode de prelucrare a acestuia extinde
si Tmbogdteste limbajul pictural al artistului, creste arsenalul mijloacelor de
exprimare artistica, a ideilor sale creative. Un sentiment rafinat al materialului, o
alegere profund gandita a metodei de prelucrare a acestuia este cheia succesului
creativ al unui artist profesionist [3, pp. 40 - 41].

Impactul asupra procesului educational. Integrarea acestor mijloace
artistice si tehnologice in procesul educational a transformat profund pedagogia
artei metalului. Studentul contemporan are acces la o gama mult mai larga de
instrumente si tehnici, ceea ce 11 permite sa-si dezvolte o viziune artistica
personald mai rapid si mai consistent.

Laboratoarele universitare moderne asigura o trecere graduald de la
tehnicile de baza la cele avansate, permitand studentilor sd stdpaneasca atat
mestesugul traditional, cat si noile tehnologii. Aceasta abordare duald asigura ca
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viitorii artisti vor fi echipati sa faca fatd cerintelor diverse ale pietei artistice
contemporane.

Viitorul prelucrarii artistice a metalului promite sd aduca si mai multe
inovatii. Tehnologii emergente precum fabricarea aditivd cu metale exotice,
prelucrarea cu raze laser de inalta precizie sau utilizarea inteligentei artificiale in
procesele de design deschid cdi complet noi de explorare artistica.

Totusi, esenta creatiei artistice In metal va raméne legata de dialogul dintre
artist si material, indiferent de tehnologiile utilizate. Mijloacele artistice si
tehnologice nu sunt scopuri in sine, ci instrumente 1n serviciul expresiei artistice
si al comunicarii umane.

Concluzie: Metalul artistic — metafora a sufletului uman. Proiectul
expozitional si de cercetare ,,Oda Metalului” a deschis o perspectiva profunda
asupra relatiei dintre materie si spirit, intre tehnica si expresie, intre traditie si
inovatie. In incheierea acestui demers amplu, care s-a desfasurat pe parcursul a
sase ani si a cuprins 33 de lucrari organizate in noud compozitii tematice, putem
afirma cu certitudine cd metalul artistic reprezinta mult mai mult decat un simplu
material de lucru — el devine o veritabild metafora a sufletului uman, o oglinda a
complexitdtii si profunzimii existentei noastre interioare.

Metalul, in toate formele sale — de la nobilele metale pretioase pand la
umilul fier si aliajele industriale — poartd in sine o istorie milenara de
transformare. La fel ca sufletul uman, el trece prin multiple procese de purificare,
de prelucrare, de contorsionare si de perfectionare. Fiecare etapad a procesului
artistic — forjarea, sudarea, cinelura, turnarea — corespunde unui proces de
transformare interioard. Lovitura de ciocan care modeleaza metalul devine astfel
metaford pentru experientele de viatd care ne modeleaza caracterul; cdldura
focului care inmoaie materialul evoca intensitatea emotiilor care ne deschid la
transformare; raceala care intareste forma finald aminteste de intelepciunea care
vine dupa trecerea prin Incercari.

In lucrarea ,,Inchinarea magilor”, acest dialog dintre materie si spirit capita
o expresie deosebit de puternica. Metalele pretioase utilizate — alama si bronz —
nu sunt alese intamplator. Ele poartd incarcatura simbolicd a sacralitatii, a
ofrandei, a devotiunii. Prin prelucrarea lor artistica, aceste metale devin
purtatoare ale unui mesaj spiritual contemporan, demonstrand ca, la fel ca sufletul
uman, $i materia poate deveni canal de transcendenta.

Procesul educational din atelierul de metal se dovedeste a fi un veritabil
proces de formare umana integrald. Studentul care se confruntd cu rezistenta
metalului invatd, in primul rdnd, sa se confrunte cu propriile limite. Rabdarea
necesard pentru a modela materialul devine o lectie de rabdare cu sine Insusi;
perseverenta in fata dificultatilor tehnice se transforma in perseverenta in fata
obstacolelor existentiale; precizia cerutd de fiecare interventie tehnica cultiva
atentia si prezenta la fiecare moment al procesului creativ.
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Seria ,,Peregrinari” ilustreaza excelent aceastd dimensiune a calatoriei
interioare. Fiecare piesd din aceastd serie poate fi cititd ca un capitol dintr-o
autobiografie spirituald, unde experientele personale, intrebarile existentiale si
revelatiile interioare isi gasesc corespondentul in forme si texturi metalice.
Metalul, cu durabilitatea lui, oferd o ancora materiala acestor procese efemere,
transformandu-le in artefacte ale unei evolutii personale care poate fi vazuta,
atinsa, experimentata direct.

Proiectul ,,Oda Metalului” demonstreazd cd autenticitatea expresiei
artistice nu consta in alegerea exclusiva a traditiei sau a inovatiei, ci In capacitatea
de a le integra armonios. Aceasta sinteza reflectd, la randul ei, complexitatea
sufletului uman — care poarta in sine atat intelepciunea straveche a stramosilor,
cat si dinamismul si deschiderea catre viitor

Tehnicile traditionale de forjare manuald, pastrate si valorificate In proiect,
reprezintd legdtura cu istoria si cu mestesugul ancestral. Ele ne amintesc de
radacinile noastre profunde, de importanta contactului direct cu materia, de
valoarea muncii indelungate si pline de devotament. In acelasi timp, tehnologiile
contemporane — tdierea laser, sudarea, imprimarea 3D — deschid orizonturi noi
de expresie, reflectand capacitatea sufletului uman de a se adapta, de a invata, de
a evolua.

Lucrarea ,,Simfonia Argintie” exemplifica aceastd sinteza perfecta.
Elementele realizate prin tehnici traditionale dialogheazd armonios cu
componentele fabricate digital, creand o unitate care transcende contradictiile
aparente. Aceastd unitate n diversitate este, la urma urmei, o caracteristica
fundamentald a sufletului uman — capacitatea de a integra experiente diverse,
contradictii aparente, tensiuni creative intr-o totalitate armonioasa.

In contextul societitii contemporane, caracterizate de globalizare si de
uneori de confuzie identitara, metalul artistic poate juca un rol crucial ca mediator
cultural. El poate deveni punte Intre trecut si prezent, intre local si global, intre
traditie si modernitate. La fel ca sufletul uman, care isi construieste identitatea
prin asimilarea si integrarea unor influente diverse, si metalul artistic poate
absorbi si transpune In forma materiala multiplele dimensiuni ale realitatii
contemporane.

Lucrarea ,,Pasarile copilariei noastre”, realizatd din materiale recuperate,
devine astfel nu doar o expresie artisticd, ci si un act de afirmare identitard. Prin
transformarea unor materiale considerate deseuri in opere de artd, proiectul
transmite un mesaj puternic despre capacitatea de regenerare, de redescoperire a
sensului, de reinterpretare a propriului trecut — procese esentiale in constructia
oricarei identitati autentice.

Lucrul cu metalul in mediul educational dovedeste un puternic potential
terapeutic. Procesul de transformare a materiei prime in opera de artd devine un
proces paralel de transformare interioara. Confruntarea cu rezistenta materialului,
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necesitatea de a-l intelege si respecta, rabdarea de a astepta transformarea — toate
acestea sunt lectii practice de viata care au un ecuson profund in psihicul uman.

Privind in viitor, putem anticipa ca rolul metalului ca metafora a sufletului
uman in educatia artistica va continua sa se dezvolte si sa se aprofundeze. Noile
mai mult paleta de mijloace prin care artistii pot explora si exprima complexitatea
conditiei umane.

Totusi, indiferent de evolutiile tehnologice, esenta dialogului dintem artist
si material va ramane aceeasi. Metalul va continua sa fie acel mediator privilegiat
intre lumea interioara si cea exterioara, Intre spirit si materie, intre vis si realitate.

In concluzie, proiectul ,,Oda Metalului” a demonstrat ca metalul artistic
este Intr-adevar o metafora profunda si complexd a sufletului uman. La fel ca
sufletul nostru, el poate fi fragil si rezistent In acelasi timp, rigid si maleabil,
stralucitor si opac. El trece prin transformari, pastreaza amprenta experientelor,
infinite de expresie.

Aceastd corespondentd profunda dintre metal si sufletul uman face din
prelucrarea artisticd a metalului nu doar o activitate tehnica sau o practica
artistica, ci o adevarata calatorie filosofica si spirituald. Ea ne invata despre esenta
transformarii, despre frumusetea imperfectiunii, despre puterea rabdarii si despre
misterul creatiei.

Prin urmare, investitia in dezvoltarea atelierelor de metal si in includerea
acestui mediu expresiv in educatia artistica reprezintd mult mai mult decéat o
simpla decizie pedagogicd. Ea constituie o investitie in dezvoltarea umana
integrala, In formarea unor indivizi capabili sa inteleaga si sd valorifice propria
complexitate, sd se confrunte cu provocdrile existentei cu resurse creative si sa
contribuie la constructia unei societati mai autentice si mai profunde.

Metalul artistic, ca metafora a sufletului uman, ne reaminteste in fiecare
moment cd, la fel cum transformdm materia, ne transformam si pe noi insine, si
ca in aceasta transformare reciproca se afld esenta creatiei si a vietii.
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Sculptura contemporand traverseaza o transformare profundd, determinatd de
sinteza diferitelor materiale — de la cele traditionale la compozite tehnologice moderne.
Materialul inceteaza sa mai fie un simplu suport formal si devine un element activ al
limbajului artistic, definind atat structura fizica, cat si continutul semantic al operei.

Scopul cercetarii constd in evidentierea influentei sintezei materialelor asupra
morfologiei, semanticii si perceptiei sculpturii secolului XXI. Studiul se bazeaza pe
metode istorico-culturale, tehnologice si hermeneutice, care permit interpretarea
interactiunii dintre substanta, forma si idee ca proces artistic complex si interdisciplinar.

Analiza istorica releva faptul ca evolutia raportarii la material — de la simbolismul
sacru al Antichitatii si Renasterii pana la limbajul industrial al modernismului — a pregatit
terenul pentru etapa postindustriala, unde materialitatea devine purtitoare de noi sensuri
filosofice si ecologice.

In practica sculpturald contemporani, procesele de turnare, sudare, laminare,
modelare la cald si imprimare 3D genereaza structuri hibride, in care proprietitile fizico-
chimice ale substantei influenteazd formarea si expresia plasticd. Prin intermediul
tehnologiilor aditive si digitale, artistul controleazad arhitectonica interna a formei,
modeland nu doar suprafata, ci si energia spatiald a obiectului.

Sculptorul contemporan combind rolurile de inginer, mestesugar si filozof,
integrand urmele procesului tehnologic — suduri, straturi, canale de turnare — in
compozitie, unde acestea devin semne estetice ale interactiunii dintre materie si idee.

Prin urmare, sinteza materialului nu reprezintd doar o metoda tehnica, ci un
mecanism semiotic si conceptual, care confera operei de artd un statut interdisciplinar la
granita dintre inginerie, ecologie si esteticd. Rezultatele cercetdrii pot fi aplicate in
programele educationale dedicate sculpturii, artelor vizuale si stiintei materialelor,
contribuind la dezvoltarea metodologiilor experimentale in practica artistica
contemporand.
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In acest context, invatimantul artistic joaci un rol esential in cultivarea unei
culturi artistice capabile sa recepteze si sa valorifice noile limbaje vizuale. Prin
explorarea inovatiei si a tehnicilor avansate, educatia artistica sprijind articularea unei
identitéti culturale vii, care Imbind elementele traditionale cu viziunea contemporana.

Cuvinte-cheie: sculptura, sinteza materialului, arta contemporand, tehnologii
aditive, esteticd a formei.

Contemporary sculpture is undergoing a profound transformation driven by the
synthesis of diverse materials — from traditional to advanced technological composites.
Material is no longer merely a utilitarian support of form but becomes an active
component of the artistic language, defining both the physical structure and the semantic
organization of the artwork.

The purpose of this research is to reveal how the synthesis of materials influences
the morphology, semantics, and perceptual reception of sculpture in the 21st century.
The study employs historical-cultural, technological, and hermeneutic methods,
allowing the interaction between substance, form, and idea to be interpreted as a complex
and interdisciplinary artistic process.

The historical perspective shows that the evolution of the artist’s attitude toward
material — from the sacred symbolism of Antiquity and the Renaissance to the industrial
language of Modernism — prepared the ground for the post-industrial stage, where
materiality becomes a carrier of new philosophical and ecological meanings.

Contemporary sculptural practices such as casting, welding, laminating, hot
shaping, and 3D printing generate hybrid structures in which the physico-chemical
properties of matter influence both form-making and visual expression. Through
additive and digital technologies, the artist controls the internal architecture of form,
modeling not only the surface but also the spatial energy of the object.

The modern sculptor unites the roles of engineer, craftsman, and philosopher,
integrating traces of the technological process — welds, layers, casting channels — into
the composition, where they become aesthetic markers of the dialogue between matter
and idea.

Thus, the synthesis of materials represents not merely a technical method but a
new semiotic and conceptual mechanism that grants the artwork an interdisciplinary
status at the intersection of engineering, ecology, and aesthetics. The results of this
research can be applied in educational programs in sculpture, visual arts, and materials
science, as well as in creative workshops exploring mixed and experimental techniques.

In this context, art education plays an essential role in cultivating an artistic culture
capable of receiving and valuing new visual languages. By exploring innovation and
advanced techniques, artistic education supports the articulation of a vibrant cultural
identity, which blends traditional elements with a contemporary vision.

Keywords: sculpture, material synthesis, contemporary art, additive
technologies, aesthetics of form.

«Cxkynpnrypa (71aT. sculptura, ot sculpo - Beicekato, BIpe3ato) — BasiHUE,
mactuka (rpeu. plastike, ot plasso - jmemo), BUa UCKycCTBa, OCHOBAHHBIN Ha
npuHIUne 00bEMHOTO0, PU3NUECKH TPEXMEPHOTO N300PAKEHHS TPEIMETA.
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CoBpeMeHHBIN CHHTE3 MaTepUajiOB B CKYJIBIITYPE MPEACTABISAET CO00H HE
TOJIKO TEXHOJOrMYecKoe OOBEeIMHEHHE Pa3HOPOAHBIX BEUIECTB — MeTasla,
JepeBa, KaMHS, CTeKJa, I[OJIMMEpPOB, - HO M U3MEHEHHE CaMOoro
XyHA0KECTBEHHOTO  sI3pIKa Npou3BeAeHUs. Marepuan mnepectaér  ObITH
MOJAYUHEHHBIM CPEJICTBOM M CTAaHOBUTCS AKTUBHBIM AJIEMEHTOM CMBICIOBOIO
CTpos (HOPMBI.

Haznauenue u copep:kaHue CKyJBITYPHOTO MPOU3BEACHUS OIMpPEAESIOT
XapakTep €ro IJIacTUYECKON CTPYKTYphl, a OHA, B CBOIO OYEpellb, BIMSET Ha
BBIOOD CKYJIBITYPHOTO MaTepuasa.

Taxkum 06pazom, BEIOOp MaTepualia CTAaHOBUTCSI HE MPOCTO TEXHHUYECKUM
pereHueM, Ho PrTocoOPCKUM B 3CTETUUECKHM JKECTOM.

[TomuxpomMusi aHTUYHON OPOH30BOW IUIACTHKH CBHJIETEIBCTBYET O TOM,
YTO MaTepHall BHIIOJHSI HE TOJbKO KOHCTPYKTHBHYIO, HO U CHMBOJIMYECKYIO
¢ynkuuo. CoBpeMEHHbIE HCCIICAOBAHUS PEKOHCTPYUPYIOT APKYIO OKPAacKy H
CIIO)KHYIO OTJEJIKY JIPEBHUX CKYJBITYp, IJI€ COUETAINCHh METaJlJ, IUTMEHTHI U
cMoJIUCThIE MOKPBITUA. Kak oTMeuaeTcs B uccienoBanuu [3 c¢. 12], «B onucanuu
IpeBHUX OpPOH3 BCTpEUaeTcsl yHIOMHHAHKUE O TIPUMEHEHUU OUTYMOB B KauecTBE
3aIIUTHOTO MOKPHITH. [10100HO TOMY, Kak TOHUPOBAaHHBIN BOCK HAHOCHJICS Ha
MOBEPXHOCTh Mpamopa, MpujaBasi MOBEPXHOCTU CKYJIBNTYPbl HEOOXOIUMBIN
OTTEHOK, Ha IOBEPXHOCTb MOJIMPOBAHHONM OPOH3bI HAHOCHJICS OUTYM WJIM CMOJIa,
MHOTJa TOHHpPOBaHHas NUrMeHTamH. lcrmonb3oBaHuMe OUTyMa WM CMOJIBI
MO3BOJISIO IIOJIy4aTh OTTEHKH I[BETa OT 30JO0THCTOTO [0 KOPUYHEBOIO,
MMUTHUPYIOLIUE I[IBET 3aropeyiol KOXHU, XapaKTepHBIM [JI BOMHOB, a TaKke
4yEpHBIE U PHDKEBATHIE OTTEHKU JJIs1 OKPacKH Bosioc U 6opoas» [3, ¢.27].

Takum oOpa3zoMm, anTUUHAsE OpOH3a MpeCTaBIsIa CO00H HE MOHOXPOMHBII
METaJLI, a CJIOKHYIO CUCTEMY [IBETOBBIX U (PaKTYPHBIX COUETAHUH, T/I€ BELIECTBO
CTaHOBUJIOCH HOCHUTEJIEM XYy/10KECTBEHHOH HIeu U 00pasa.

IInactuka Bo3pokIeHus yTBEp)KIaeT NMPHUHLMII CUHTE3a APXUTEKTYPBHI,
KUBOIIMCH U CKYJIBIITYPHI.

«MoOHYMEHTaIbHO-AEKOPAaTUBHAS CKYJIBITYpa pacCUnTaHa Ha KOHKPETHOE
aApXUTEKTYpPHOE OKPY>KEHHE — OHA HOCHUT O0IIIECTBEHHBIHN XapakTep 1 oOpalieHa
K Maccam 3puteneit» [1, ¢.5].

B Peneccance mMeHHO MaTepuai CBS3bIBAET MPOCTPAHCTBO U (hopmy,
3a/1aBasi KOMIO3UILIMOHHYIO M CUMBOJIMYECKYIO LIEJIOCTHOCTD ITPOU3BENCHUS.

B 310 Bpems Bo3pokaaeTcsl aHTHUHBIN Haea’a rapMOHUH, U OpOH3a BHOBb
CTAaHOBUTCS TIJIABHBIM IUJIACTUYECKUM MaTrepuaiaoM. biarogapst BBICOKOMN
MPOYHOCTU M CIIOCOOHOCTH K TOHKOW MpopaldoTKe JeTaneld, OHa MO3BOJISET
BOIUIOTUTH CJIOKHbIE aHATOMUYECKHE M YMOIIMOHAIBHBIE COCTOSHUS, 00bETHSIS
TEXHHUYECKOE MacTepCTBO U JyXOBHOE cojepkanue. CKyJIbNTOPHI 3M10XU, TaKHUe
kak JloHaremwio, Beppokkbo M YeIMHM, aKTMBHO JKCIEPUMEHTHUPOBAIU C
coueTraHueM OpOH3BI W Mpamopa, CO37aBas MOJUXPOMHBIE d(DPEKTH 3a CUET
KOHTpacTa (pakTyp U OTTEHKOB.
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DOnoxa 0apoKKO TpHHECTa Tearpaiu3anuio (GOpMbI U B3aUMOJICHCTBHE
MaTepHuaoB.

«B xpyTioit cKkynbnType BCE, UTO HE SBISIETCS caMO (PUTYPO, TOJKHO
paccMaTpuBaThCA KakK OCTajlb, W OSTHM JACTAIIM HC HYKHO IMIpUAABATH
MPEYBEINYEHHOTO 3HAUYEHHUS, XOTS KaKJas U3 HUX JIOJKHA OBITH BBIMOJIHEHA C
XOpoluM BKycom» [2, c. 35].

3nech BIEpBbIE MOSBISETCS OCO3HAHHAS «pPEeXHUCCypa MaTepuaiay —
UCToJib30BaHue (akTyp, Onecka, KOHTpacTa CBeTa M TEHH IS YCHIICHUS
SMOLIMOHAIBHOTO BO3/ICHCTBHUSL.

Meramn  CTaHOBUTCSIT 3HAKOM  TEXHOJIOTMYECKOM  COBPEMEHHOCTH.
CrnnaBel anfOMUHUS 00JIaZal0T BHICOKUMU JIMTEHHBIMUA CBOMCTBAMH, JAIOIIUMU
BO3MOXHOCTH COBpeMeHHOﬁ TCXHUKC XYNOKCCTBCHHOT'O JIMThA BOCIIPOU3BOANUTDH
mo0ble  TOHKHME JAeTanud Jienkd W ¢aktypel. OHHM  CIIOCOOHBI  XOPOIIIO
BOCIIPUHUMATh U YJIEP’KUBATh IOJMPOBKY, MHTEHCUBHO OTpa)kasi CBET. OTO
MOPOXKJIAET ICTETUYECKUN SI3bIK KOHCTPYKTHBHU3Ma, B KOTOPOM MaTepuai He
CKpBIBAETCS, @ MOAUEPKUBAECT UHIKEHEPHYIO CTPYKTYPY.

B oTrOoT mepuox  cKyJapnTypa  IOCTENEHHO  MEPEeXOAUT  OT
MOHYMEHTAJIIBHOCTH K ()YHKIIMOHATIBHOCTH, TePSIs MPEXKHIOI0 JIEKOPATUBHOCTD U
npuodpeTast 4epThl MHIYCTPUATBLHOTO au3aifHa. [TosBIeHre HOBBIX TEXHOIOTHI
00pabOTKM METallJIOB, CBapKW, MPECCOBAHUS U IITAMIIOBKH OTKPHIBAET
XYJOKHUKY JTOCTYI K (opMOo0Opa3yIouuM IMpoleccaM, paHee CBOMCTBEHHBIM
TOJIBKO MPOMBIIIIJICHHOCTH. CKyJII:HTOpBI HaA4YUHAKT OCBauBaThb
MPOCTPAHCTBEHHbIE KOHCTPYKILMHU, TJI€ Marepual — HE MPOCTO CPEACTBO
IJIaCTUYECKOU BBIPA3UTCIIBHOCTH, 4 CUMBOJI HAYUHO-TCXHUYCCKOI'O IMporpecca.

[IpombineHHast 3cteTuka (GOpMUPYET HOBOE OTHOIIEHHE K (akType:
MOBEPXHOCTh MeETalllla MOXET OCTaBaThCsi HEoOpabOTaHHOW, NEMOHCTPUPYS
clieJibl IPOU3BOACTBEHHOTO Mpolecca. Tak BO3HUKAET «IIO3TUKA TEXHUKW» —
COCANHCHHUEC TOYHOCTHU, MAaIIuHHOMI PUTMUKHA U XYyHOKCCTBCHHOI'O 3aMbICJIa, YTO
CTaHET OCHOBOM JyTsi OyAyIIEero CHHTE3a NCKYCCTBA U MHKEHEPUH B X X BEKE.

CoBpeMeHHbIE MaTepHalibl OTKPBIBAIOT XYAOXKHUKY HOBBIE BO3MOKHOCTH
JUIS BBIPD@KEHHUS 3ambIcia M PACHIMPSAIOT TPaHUIIBl IJJACTHYECKOTO S3bIKA.
Hcnonbs3oBaHre KOMIIO3UTOB, MOJMMEPOB, METAUIOB, CTEKJIa U KEPaMUKHU
no3BoisieT (OPMUPOBATH CIIOXKHBIE MHOTOCIOWHBIE CTPYKTYpbI, codeTas
KOHTpAacTHbIE  (DaKTypbl, TMPO3padyHOCTh H  OTPAXKAMOIIUE  CBOWCTBA.
TexHonornueckoe pa3BUTHE U BHEJIpPEHHE LU(POBBIX MHCTPYMEHTOB JETAIOT
BO3MOXHBIM CO3OaHHUC O6I>CKTOB, race BEUIECTBO CaMO CTaHOBHUTCSA HOCHUTCIEM
CMBbICJIa, SHEPTUU U B3aUMOJICHCTBUS C POCTPAHCTBOM.

CoBpeMeHHbBIE MacTepa AKTUBHO NPUMEHSIOT KEPAMHMKY B COUYETAHUU C
METAJJIOM, CTEKJIOM U JAPYTMMH MaTepuajllaMd, 4YTO OTKpPHIBAE€T HOBBIE
BBIPA3UTEIIbHBIE U KOHCTPYKTUBHBIE BO3MOXKHOCTH. Pacimmpenue kpyra 3anad,
pelaeMbIX € TOMOUIbIO KEepaMHUKH, MHOToO0Opa3ue 3aTparuBacMbIX TEM,
BapUAaTUBHOCTh MPHEMOB pabOTHI ¢ MAaTEpUATIOM U BKIIIOUEHHE COBPEMEHHBIX
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TEXHOJIOTUI CTAaHOBATCS XapaKTEPHBIMU YePTaMHU XYJI0’KHUKOB, paboOTaroONIMUX B
o0acTu COBPEMEHHOM MIaCTHKH [5].

Takum o0pa3oM, Kepamuka, CTEKJIO, MOJUMEpPbl U METaJUIbl BBICTYMAIOT
paBHOMPABHBIMH BBIPA3UTEIHHBIMU CPEICTBAMU, (DOPMHPYS MEKMATEPUATBHYIO
3CTETUKY, B KOTOPOW B3aMMOJICWCTBUE BEIIECTB OINpPEAEIAET IIACTHYECKYIO,
CMBICIIOBYI0O M JHEPreTUYECKYI0 CTPYKTYpYy Npou3BeAeHHUs. Takod Moaxon
OTpaXKaeT KIIOUYEBYIO TEHCHIINIO NCKyccTBa XX Beka — CHUHTE3 peMECIEHHBIX
U 1U(POBBIX TEXHOJIOTUH, I/Ie MaTepuan nepecTaér ObITh JIUIIb (PU3NIECKON
OCHOBOI (hopMbI, TpeBpallasch B aKTUBHOTO Yy4YaCTHHKA XYJI0)KECTBEHHOT'O
rpoiiecca U HOCUTENS UAeH B3aUMOJIECUCTBUS MPUPOIBI U TEXHUKHU.

CoBpeMEHHBIE ~ TEXHOJIOTUU  CKYJIBNTYPbl  OOBEAMHSIOT  (PU3UKO-
XUMHYECKHEe W TUQGPOBbIE METOAbI, (OPMHUpPYS HOBBIA 3Talm B Pa3BUTUHU
IJIACTUYECKOTO S3bIKA. DTH MOJXOJbl HE MPOCTO OOECIEUUBAIOT TEXHUYECKOE
WCIIOJTHEHHUE, HO U CTAHOBSTCA UHCTPYMEHTOM XYA0KECTBEHHOT'O MBILIUICHHUS.

Ecnu B kitaccuueckoi CKyJIbIType MaTepHrall OIpeaesisil rpaHuLbl (GOpMBI,
TO CEroAHsl caM TEXHOJOTMYECKUM MPOLECC CTAHOBUTCS YaCThIO 3aMbICIA.
XuMuyeckue U (U3NYECKHE METOJbl MO3BOJISIIOT XYIOKHUKY paboTaTh ¢
MOJIEKYJIAPHOW CTPYKTYpPOM BEILIECTBA, U3MEHSS €ro CBOMCTBA — IUIOTHOCTb,
MPO3PaYHOCTh, MPOYHOCTh WJIM TEIJIONPOBOJHOCTh. Ll poBble TeXHOIOTHH, B
CBOIO OY€pe/ib, JAIOT BO3MOXKHOCTh IIPEIBAPUTEILHO MOJIETUPOBAThH TOBEACHUE
MaTepUajIoB U MPOrHO3UPOBATH X B3aUMOJICHCTBUE, UTO OCOOCHHO Ba)KHO MpHU
KOMOMHHPOBAHUM METAJUIA, CTEKJIa, KEPAMHUKHU U TIOJTUMEPOB.

Takum o00pa3oM, TEXHOJIOTHYECKAs paMKa CHHTE3a B COBPEMEHHOM
IUTACTHUKE TPEACTaBISET COOON HE TOJBKO COBOKYIMHOCTH MPOHM3BOJICTBEHHBIX
orepariyii, Ho ¥ HOBy10 puiiocoduro MaTepuasa, IJie TEXHOJIOTHYECKHIl mpoLecc
CTAHOBUTCS YaCThIO XYy/10KECTBEHHON KOHLIETILINH.

JIute€ oOecrnieurBaeT BBICOKYIO TOYHOCTh (DOPMBI M HCHOJB3YETCS MpHU
pabote ¢ OpOH30i W APYTUMHU CIUIABAMH, TJIE€ BOXKHO COXPAHUTH (DaKTypy H
MPOMOPLKK MOJeNU. MolmupoBaHue cTeKsia MpeAcTaBisieT coboi mporecc
TepMHYecKoro ¢GopMooOpa3oBaHMs, MPU KOTOPOM IUCT WMIM Macca CTeKiIa
MOCTETIEHHO MPUHUMAET ouyepTaHusi (OpMbI MOJ JAEUCTBUEM TeMIIEpaTyphl.
«Tperpeil crammell KIIACCHYECKOTO OOBEMHOTO MOJUIMPOBAHUS — SABISETCA
HEIMOCPENCTBEHHO CaM IPOLIECC MOJIMPOBAHUS, TO €CTh MPOLIECC 3aIIOTHEHUS
¢dopMbI cTeksioM. YacTUYHO ATOT MPOIECC HAYMHASTCS HA CTAJAWH pa3orpeBa
CTEKJIa, HO OCHOBHOW TpoOIecC 3aroHeHUsT (HOpPMBI ¢ “TIpPOUMTKON penbeda
MPOUCXOAUT HMEHHO Ha TpeThed cTaauu. ITa CTaaus XapaKTEepHU3yeTCs
MHHUMAJIBHOM  BA3KOCTBIO CTEKJIa M  MAaKCHMAJIBHOM  TeMIlepaTrypou
MoiutdpoBaHus» [6]. IlpumeHeHuEe HTOM TEXHOJIOTMH TMO3BOJISIET CO3/1aBaTh
CJIOKHBIE KPHUBOJIMHEWHBIE MOBEPXHOCTH, YCHUJIMBAIOIIME IPOCTPAHCTBEHHOE
BOCIIPUSITHE MTPOU3BE/ICHHUS.

FDM (mocnoiinoe HarutaBienue pacruiaBa) u SLA (ctepeonutorpadmus)
OTKPBUIM HOBBIE BO3MOXKHOCTH IS MOJECIUPOBAHUS CIIOKHBIX MOP(HOIOTU.
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[leyats ucmonb3yeTcs HE TONBKO Ml CO3JaHMsl KOHEUHBIX (opM, HO U Kak
IIPOMEXYTOUHBIN 3Tan nepel JuTbEM. COBpEMEHHBIE METOABI I03BOJISIOT
YOPAaBIATh CTPYKTYPOH 00BEKTa, €ro MIIOTHOCTHIO U MMPO3PauHOCTbI0, GOpMUpPYs
TaK Ha3bIBAEMYIO «BHYTPEHHIOIO apXUTEKTYPy (POpPMBD»

[udposoe mnpoextupoBanue, CNC-dpe3epoBka U pydHas 00pabOTKa
4acTO KOMOMHUPYIOTCS ¢ MOJUTMPOBAHHEM U JJAMHHUPOBAHUEM.

MomnnupoBaHue cTeKIa KaK MpOLecc TEpMHUYECKOTro (popmoodpazoBaHus
MO3BOJISIET MOIYYaTh U30THYTHIE TOBEPXHOCTU U 000IOUKH, HEJOCTHKUMBIE JUISI
OOBIYHBIX CLIOCOOOB JIUTHSI U BbIYBaHUS.

«IIponecc  MoOMIMpOBaHMSA  CTEKIAa — 3TO  MHOIOCTYIEHYATHIN
npouece» [6].

I'uGpuaHbIe MPOLIECCH B COBPEMEHHOM CKYJIBITYpPE MPEACTaBISIOT CO00i
UHTErpanuio UUQPOBBIX W  AHAJIOTOBBIX  TEXHOJOTHH, TIe py4yHOE
dbopMooOpa3oBaHKe  COUYETAeTCSI C  ABTOMATH3UPOBAHHBIMH  METOJAMU
00paboTKH M ITUGPOBBIM MOJEITHPOBAHUEM.

3D-ckaHupoBaHue, CNC-¢pesepoBka, JazepHas pes3ka,
crepeonuTorpaduueckas 1 FDM-niedats BCE yarie HCTob3yIOTCS HE TOJIBKO Ha
CTaJll MAaKETHPOBAHMS, HO M KaK 4acTb OKOHYATEIbHOI'O XYJ0’KECTBEHHOI'O
BBICKa3bIBaHUS. DTH METOJbI MO3BOJISIOT XYAOKHHUKY pabOTaTh ¢ MUKPOHHOMN
TOYHOCTBIO, CO3/1aBasi (POPMbI, HEBO3MOXKHBIE IPH PYUYHOH JIeTIKe WU
TPaULIMOHHOM JIUTHE.

B T0 7€ BpeMsi UMEHHO B3aUMOJEHCTBHE TEXHOJIOTUH U aBTOPCKOTI'0 JKECTa
COXpaHSET YHMKAJIbHOCTh MPOU3BeACHMS. MaIIMHHO CO3/1aHHasi TTOBEPXHOCTh
MOXET OBITh JONOJHHUTENBHO J0paboTaHa BPYYHYIO, M3MEHEHa (aKTypHO,
MOKpbITA TMAaTUHOM, OKpallleHa, WHKPYCTUPOBaHAa WM Jake pa3pylleHa B
IIPOLIECCE TBOPUECKOIO BMENIATEIbCTBA.

Tax Bo3HMKaeT HOBOE KaueCTBO — «TAaKTHJIbHAS [IU(PPOBOCTHY, B KOTOPOil
MaTEpUaJIbHOCTh CTAHOBUTCS PE3yJbTaTOM JAMAora MeXAy KOJIOM U
TEJIECHOCTHIO, MEXY MPOTPAMMOM M PEMECIIOM.

B akageMuueckoil NpakTUKE TaKUE MPOLECCH HEPEIKO PACCMaTPUBAIOTCS
Kak (hopMa «I10CTPEMECICHHON MIACTUKIY, T1I€ TPAJUIIMOHHbIE MPEACTaBICHUS
0 TEXHHKE YCTYTaIOT MECTO METAaTEXHOJIOTUH — Cpejie, 00BEINHSIONICH CTaHOK,
MaTepuai U XyJI0’)KHUKA B €JUHYIO CUCTEMY.

Takum 00pa3om, TEXHOJOTHHM MPEBPAIIAIOTCS B S3BIK IJIACTUYECKOTO
BBIpQXEHUS, a TPAHUIA MEXKy PEMECIIOM U UHXKEHEpUen CTUpaeTcs.

Paznuune Ko3(pPHUIMEHTOB TEIUIOBOTO pACIIUPEHUS MpPU COUYCTAHUU
MeTaJljla U CTEKJa BbI3bIBACT BHYTPEHHUE HAIpPSDKCHUS, NPUBOASAIINE K
negopManu M pacTPeCKHBAHUIO MOBEPXHOCTH NPU OCTHIBAHUU OPOH30BBIX
aneMeHToB. Kak orMmeuaercst B uccnenoBannu Kosunpina M.11. MonnupoBanue
CTEKJIA: «IIPU OBICTPOM HarpeBe BEpXHHUE CJIOU CTEKJIAa pa30rpeBatoTcs ObICTpee,
4YeM BHYTPEHHUE, B TO BpeMS KaK OXJIaKICHHE TPOUCXOIUT 0oJiee aKTUBHO, YeEM
BHYTpH (GopMbl. Bo3HHKaromue Mpyu 3TOM BHYTPEHHHE HANPSKEHHUS B CTEKIIE
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MOTYT TIPUBECTHM K pAacTPECKMBAHUIO 3arOTOBKH, IPUTOTOBIEHHOM 10
MoJUIUpOBaHus» [6, ¢ 47].

[TonoGHBIE TepMHUYECKHE HAIPSDKEHUS XapaKTepHbl HE TOJBKO JJIs
COYETaHUI CTEeKJIa ¢ METAJJIOM, HO U JUI IPYTHX Map MaTepUaioB — MeTal—
KaMeHb, JEPEeBO—METAUl U JAPYrMX, — I/€ pa3inuue (U3NYECKUX CBOMCTB
(TEerIonpOBOJHOCTH, IMJIOTHOCTH M 3JACTUYHOCTH) CO3MAET PUCKH AedopMaIiu
Ha  CThIKaX. OTWM  NpOLEcChl  MPOSABISAIOTCS  KaKk B YCIOBHAX
BBICOKOTEMIIEPATYPHBIX MEUel Ha 3Tame HW3rOTOBJIEHUS CKYJIBITYPHI, TaK U B
nepuos e€ nanbHEHIIeld SKCITyaTallud, Korjaa KojeOaHWsl TemIepaTtypbl U
BJIQKHOCTH OKpY)Kalolled cpenbl BBI3BIBAIOT HAKOIUICHHE OCTATOYHBIX
HamnpsOKeHUH B CTpyKType mnpousBeneHus. Ha mnpaxtuke takue 3¢dexTs
KOMIICHCUPYIOTCSI MCIIOJIb30BaHHEM OYy(EepHBIX MPOCIOEK MU TEPMOCTOMKHUX
KOMIIO3ULIMOHHBIX MaTe€pHUajoB, 00ECIIEUMBAIONIIUX [IACTUYHOCTh COSAUHEHUIN
¥ YCTOWYHMBOCTH K TEMIEPaTYPHBIM MEepernagaM.

["anpBaHMUECKHME Mapbl (HaIpUMeEp, Melb U ATIOMUHHUNA, CTalb U JATyHb)
CIOCOOHBI BBI3BIBATh INEKTPOXHUMHUYECKYIO KOPPO3HMI0, OCOOEHHO B YCIOBHUSX
BBICOKOM BJIQ&)KHOCTH M aTMOC(epHbIX ocaakoB. [lias e€ mpenoTBpameHus
UCTOJNB3YIOTCA  HM3OJSILMOHHBIE IOKPBITHUSA, (TOPOIUIACTOBBIE TMPOKIAIKH,
aHOJAMPOBAHHBIE IOBEPXHOCTH, a TaKXKE HAHECEHHE IPOMEXYTOUHBIX
IURJICKTPUUECKUX cI0EB. B HapyKHOW CKyJIBITYpe 3TOT (PAaKTOp YCHIINBACTCS
NEHCTBUEM KHCJIOTHBIX JOXKACH, 3arps3HEHHON aTMOC(EPhl U TEMIIEPaTyPHBIX
NepenasioB, 4To TpeOyeT peryIsipHOro KOHTPOJIS COCTOSIHUS IIIBOB K OOHOBIICHUS
3aLIUTHBIX OKPBITHI.

[Tpu paboTe ¢ momumMepamMu M KOMIIO3UTAMHU Ba)XKHBIM OCTaETcs (aKTop
CBETOCTOMKOCTU U YCTOMYMBOCTH K YJIBTPa(hUOIETOBOMY U3IyUEHHIO, KOTOPOE
BBI3BIBAET TOCTEIICHHYIO JETPAJalUIO CBA3YIOUIMX W W3MEHeHHe uBera. J[is
MOBBIIIEHUS]  JOJTOBEYHOCTH TMPUMEHSIOTCA  cBeTocTabuiau3aTopbl, Y-
GuIbTPBI, a TaKKe aKpUIOBble JaKd C (HOTO3AMMUTHBIMU J100aBKaMH, UTO
0COOEHHO 3HAYMMO TpPU OHKCIOHUPOBAHMM HA OTKPBITOM BO3AyXe U B
ApXUTEKTYPHBIX 0OBEKTaX.

B coueraHmsax KepaMMKH M MeTaula Y4YUTHIBAIOTCS I10Ka3aTesn
BJIArOTOTJIONICHUS, MUKPOIIOPUCTOCTH U TEIUIOBBIX IIBOB, BOSHHUKAIOIIUX MPH
pasHuLe Ko3(pPUUIMEHTOB pacmupeHus. HenpaBuibHOE CONpPSKEHHE 3THUX
MaTepHaioB MOXXET MNPUBECTH K MHKpPOTpPEIIMHAM M OTCIOCHHUIO TJa3ypH,
MOTOMY HPHUMEHSIOTCS THOPHUIHBIE METOJbl COEAUHEHUS — BCTaBKU U3
HEHTpPAIIbHBIX TMPOMEXKYTOUYHBIX CJIOEB, HCIOJIB30BAHUE METAJUINYECKUX
AHKEPHBIX CETOK MJIM apMUPYIOLINX KapKacoB.

Takum oOpazom, mpoOieMa COBMECTUMOCTH MaTEpHaliOB BBIXOIHUT 3a
Ipefenbl  YMCTO  TEXHHYECKOrO  BONpOCAa M CTAHOBUTCS — 4acTbiO
XYZ0KECTBEHHOTO 3aMbICIIa, OMpPENeNsis XapaKTep COeIMHEHHH, BU3yaJbHBIC
KOHTPacTbl M IUIACTUYECKYIO CTPYKTYpy GopMmbl. i COBPEMEHHOTO
CKYJBITOpA 3HaHHE (UIUKO-XMMUYECKHX CBOICTB MaTepHajiOB SBIIETCS HE
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TOJIBKO CPEACTBOM OOecreueHusl MPOYHOCTH, HO U OCHOBOHM XYJ0>KECTBEHHOM
BBIPA3UTEIBbHOCTH, T/I€ B3AaMMOJICHCTBHE PA3HOPOJHBIX BEIIECTB MPEBPAIIACTCS
B ACTETUYECKUMA (PEHOMEH.

«Kaxzaplii maTepuanm HMEET CBOMCTBA, KaK TMOJIOKHUTEIbHBIE, TaK U
OoTpULIaTeNIbHbIe, U K KaXIOMY W3 HUX HYyXeH cBoil monxon. M3 omnux
MOJIy4aloTCs TIEPBOHAYANBHBIE 3arOTOBKH, 4YTOOBI B JalbHEWIIEM HX
KOPPEKTUpPOBaTh, M3 JPYIrMX — OKOHYATENbHBI BapHaHT, HO HAcTOsIIee
MIPOU3BE/ICHUE MCKYCCTBA BCErJa BBIMJISIUT MPEKPACHO, HE3aBUCUMO OT BHUIA
Marepuaia» [4].

Pabota coBpeMeHHOro CKyiapOTOpa TpeOyeT NOHUMAaHUS HE TOJIBKO
TEXHOJIOTMYECKOM, HO M CMBICIOBOM mpHpoabl Marepuana. IIpomecc
MIPOCKTUPOBAHUSL JICIUTCS Ha «ropsyue» Omepaluud — JUThE, CBapka,
MOJUTUPOBAaHUE — M «XOJOJHBIE» — KJI€eBble, OOITOBbIE, MOAYJIbHBIE
COCIMHEHMS. DCTETHKA MAacTePCKOM 3aK/II0YaeTcsl B yBaXKEHUU K MaTepuany:
IIBBI, KPEIJIEHUsI U clelbl 00pabOTKH CTaHOBSTCS YacThlO XYAO0KECTBEHHOIO
BbICKa3bIBaHUA. Kak oTMeuaeTcss B HCCIIEIOBAHMM: «UCKYCCTBO IO CBOEH
CYILIHOCTH MHAUBUAYATbHO, MIMEHHO HHAUBUAYAIBHOCTD U JIEIAET XYJ0KHUKA»
[2, c. 297].

DT0 MOJI0KEHUE OCTAETCS aKTyallbHBIM U CETOAHS: HU(POBBIE TEXHOJIOTUI
HE OTMEHSIOT PEMECICHHOTO OIbITa, a JHIIb PACHIMPSIOT €ro TPaHUIIbI,
COXpaHssl 32 MACTEPOM JINYHYIO OTBETCTBEHHOCTH 3a ()OPMY U BBIPA3UTEIBHOCTh
IIPOU3BEACHUS.

B 10 ke Bpems, Kak yka3pIBaeTcs B HMccienoBaHUU aBTOpoB CodpoHoBa
H.U., Maxuéna E.C. «OCHOBHBIMHU CITOCOOAMU CO3/1aHUS CKYJIBIITYPHI SBISIOTCS:
KOHCTPYKTHUBHBIN, CKYJIBITYPHBIH U KOMOMHUPOBAHHBINA. [Ipy KOHCTPYKTUBHOM
criocobe 00pa3 co3aéTest U3 OTACIbHBIX YacTeH, Kak U3 eTalieil KOHCTPYKTopa
— oTcio/a ¥ HazBaHue. CKyIBOTYPHBIN cIOCO0 enlé Ha3bIBAIOT MIIACTUYECKUM
WM JICTIKOW M3 TENIOTO Kycka... KoMOMHMPOBAaHHBIN clocod 0ObheNUHSET JBa
MOAX0/la — KOHCTPYKTUBHBIM M CKYJBNTYPHBIH, YTO TMO3BOJSET COYETATh
O0COOCHHOCTH JIETIKU ¥ COOPKHU DJIEMEHTOB B €AMHYI0 KOMIO3UINION [4, c. 9-23].

Ora knaccupukanus MOMYEPKUBAET HEPA3pbIBHYIO CBS3b peMeciia |
TEXHOJIOTUU: HE3aBUCUMO OT HCMOJIb3YEMbIX HMHCTPYMEHTOB, CKYJBIITOP
COXpaHsSeT KOHTpOJb Haja ¢GopMoil, puTMOM U (aKTypoll NpOU3BEIEHUS,
mpeBpaiias Mmpouecc MOACIUPOBAHUS B aKT TBOPYECKOTO B3aWMOJECHCTBUS C
MaTepUaIoM.

CoBpemeHHass CKyJbNTypa TpeOyeT HE TOJNBKO (OpPMaIbHOrO, HO M
TEPMEHEBTUYECKOr0 aHanu3a. KakIbli TEXHOJOTMYECKUM NMPUEM CTAaHOBUTCS
«CTIOBOM»  TJIACTHMYECKOTO SI3bIKA: IIBBI, JIMTHUKH, CIEObl 00pabOTKH
MPEBPALIAIOTCS B 3HAKU BPEMEHH U TPY[a.

3puTens yxe He MPOCTO HaOJII0JaeT — OH BOBJIEKaeTcs B mporecc. B
uccnenoBanuu Kepamuueckas ckynonmypa nocieoneu yemsepmu XX — Havana
XXI 6exa aBTOPBI OTMEUAIOT «3CTETUUECKUE U MUPOBO33PEHUYECKUE MPUHIIUIIBI,
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JeXKalle B OCHOBE TAaKUX CTUJIEBBIX HAIPaBICHUM, KaK KOHLENTYaIU3M,
MUHHMMAJIU3M, MOM-apT U COL-apT, MOJy4at0T HOBOE OCMBICIICHHE U Pa3BUTHE B
paboTtax kepaMucToBy [5, ¢.270].

Oto HabmoJeHHe MOAYEPKUBAET, YTO COBPEMEHHas Kepamuyeckas
[JJACTUKA BBIXOJWUT 3a Tpeleibl peMecaa M CTAaHOBUTCS MEIUYyMOM
(GUI0COPCKOTO BBICKA3BIBAHMS, TJI€ MaTepHall BBICTYNAeT KaK HOCHTEIh
CMBICJIOB, (DOPMHUPYIOIIMX HOBOE IMPOCTPAHCTBO B3aUMOJEUCTBUS 3pUTENS U
00BEeKTA.

Takum o0pa3oMm, CKyJbNTypa CTAHOBUTCS ITOJUCEHCOPHOW CHCTEMOH,
00BbEeIUHSIONIEH 3pEHUE, OCO3HAHUE U BOCIIPUATHE SHEPTHH MaTepuaa.

BxiroueHne B 00pa3oBaTeNbHYIO MPAKTUKY aJAUTUBHBIX TEXHOJOTHUH,
mudpoBoro monenupoBanus, CNC-00paOOTKM U TEPMHUYECKHX IPOILIECCOB
MO3BOJISIET MpernoiaBaTenio (OpMUPOBATh Y CTYACHTOB HAaBBIKU COBPEMEHHOM
IJACTUKH, B KOTOPOM pEMECIeHHash COCTaBJSIOMas HHTETPUPYETCS C
nKeHepHOW. OCBOCHHME OTHUX TEXHOJOTHH pa3BUBACT y OOyYarOUIUXCS
CIOCOOHOCTh NOHUMATh  TEXHOJIOTMUYECKYIO NpUpoly  MaTepuaia,
aHAJIM3UPOBATH MTPOLIECCHI €T0 TpaHC(HOpPMALMK U YIPABISATH UMU Ha PA3IMYHBIX
CTaAMSAX XYJO0KECTBEHHOrO MNpou3BOACTBA. CTYIEHT YYHUTCS BBICTPAaUBATH
MOCJIEI0BATEIBHOCTh ACHCTBHI OT HHU(POBOro 3ambicia 10 (PU3UUECKOro
BOIUIOMICHHSI, 4TO (OPMUPYET CUCTEMHOE MBIIIJICHHE U yMEHHE padoTaTh B
YCJIOBHSX TEXHOJIOTMYECKON MHOTOCIOMHOCTH.

CunTe3 MarepuaioB B y4eOHOM THIpoliecce CTAaHOBUTCS HE IIPOCTO
TEXHUYECKOM 3aJaueii, HO U MeNarornyeCKMM MHCTPYMEHTOM, HAIPaBIECHHBIM
Ha BOCIUTAaHUE KOMIUIEKCHOTO, THOKOTO U TBOPYECKH OPHEHTHUPOBAHHOTO
XynoxkHuka. PaboTta ¢ pa3HOpOOHBIMM BelllecTBaMU TpeOyeT OT CTyAEHTa
CIOCOOHOCTH ~ KOMOMHHMpOBATH  XYAOXKECTBEHHBIE, WHXXEHEpPHBIE U
HCCIEA0BATENIbCKUE TMOJIXO0MbI, BHAETh 3a TEXHOJOTMYECKUMHU ONEPALUSIMHU
CMBICJIOBYIO CTPYKTYpPY OyAyIero o0beKTa U COOTHOCHTH €€ ¢ 3aMbIcTIoM. Takoi
OTIBIT Pa3BUBAECT HABBIKM CAMOCTOSITEIILHOIO BEIOOpA MaTepHala, KpUTHIECKOTO
MIPOCKTUPOBAHUS, aJalTallud TEXHOJOTUU TOJ XYAOKECTBEHHbIC ILEIH U
MOHUMAaHUS B3aUMOCBSI3U MEXJy 3CTETUKOH, (U3NYECKUMH CBOWCTBaMU U
KOHCTPYKTUBHOM JIOTMKOM ¢opmbl. B pesynprare cuHTE3 MaTepHalioB
CTAaHOBUTCS OCHOBOHM (OpMHpOBaHUS HOBOrO THUMA MNPOPECCHOHAIBHOIO
MBIIUICHUSI — IIEJIOCTHOTO, MEXKIUCHUIIMHAPHOTO U OPHUEHTUPOBAHHOIO Ha
COBPEMEHHBIE XY10KECTBEHHbBIE TPAKTUKH.

CuHTe3 MaTrepuaioB U3MEHSIET SI3bIK COBPEMEHHOM CKYJIBITYpPHI HA BCEX
YpOBHAX — OT Mopdonorud (GopMbl 10 CEMAaHTUKH U  ITHUKH.
Matepuan CTaHOBUTCS HE TOJBKO HoOcuUTeneM (OpMBl, HO M HCTOYHUKOM
CMBICJIA; TEXHOJIOTHS] — YACThIO XYI0)KECTBEHHOT'O KECTA.

Kaxnpiii MaTepuan uMeeT COOCTBEHHYIO BBIPA3UTEIBHYIO MPUPOIY, U
3a/1a4a XyJ0KHUKA — HE MTOJAABUTh €€, a PACKPBITh B COOTBETCTBUU C 3aMBICIIOM
CoBpeMeHHBIH XYJ0’)KHUK pa0OTaeT Ha CTHIKE UCKYCCTBA U MHKEHEPUH, peMeciia
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1 U(POBBIX TEXHOJOTHI, COEIUHSIS B €IMHOM MPOIIEcCe BEUIECTBO, YHEPTHUIO U
unero. Tak poxknaeTcst HoBas ruactTuueckas Gpuinocopus CHHTE3a — UCKYCCTBO,
rae ¢hopmMa, MaTepual U CMBICT 00pa3yIoT eUHYIO LIETOCTHYIO CUCTEMY.
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Abstract. The present study examines the synthesis of the fundamental principle
of Orthodox Church art: the necessity of maintaining the dogmatic substance and the
canonic form (Tradition) unchanged in the face of the challenges of the contemporary
world (Modernity). The Iconographic Canon represents the strict set of theological,
stylistic, and compositional rules that guide the painter. This guarantees that every holy
image and scene — through gestures, colors, and reverse perspective — are not expressions
of artistic subjectivity, but a codified "theology in colors." This canonic-technical
synthesis is illustrated by complex projects, such as the mural painting at the Metropolis
of Bessarabia (2022-2025). The work is executed using modern fresco and secco
techniques based on silicate, which offer excellent chemical adhesion to the building's
new substrate and ensure long-term durability.

Keywords: church painting, iconography, tradition, modernity, fresco.

In peisajul dinamic al culturii si identititii contemporane, pictura murala
bisericeasca transcende simplul rol de decoratie interioara, impunandu-se ca un
reper fundamental de identitate si, simultan, ca o provocare didactica majora
pentru invatamantul artistic actual. Aceasta dualitate este deosebit de pregnanta
in spatiile cu o istorie spirituala complexa, precum Basarabia.

In contextul academic actual, marcat de proliferarea acceleratd a
digitalizarii, institutiile de invatdmant artistic se confruntd cu o imperativa duala.
Pe de o parte, este esentiala asigurarea transmiterii fidele si riguroase a
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metodologiilor si tehnicilor traditionale — precum fresca si tempera (in special
cea cu emulsie) — care stau la baza patrimoniului artistic eclezial si universal.
Aceasta implicd mentinerea unui standard inalt de rigoare tehnica si materiala.
Pe de altd parte, formarea artistica trebuie sa depdseasca simpla executie tehnica
si sa cultive la studenti o Intelegere profunda si ermeneutica a filozofiei si
teologiei culorii. Aceastd dimensiune nu se refera doar la proprietatile fizice sau
estetice ale pigmentului, ci la functia simbolicd si dogmatica a cromaticii in
contextul artei sacre canonice.

Formarea unui iconar sau a unui pictor bisericesc presupune nu doar
cunostinte de chimie a pigmentilor si de tehnologie a suportului, ci si o intelegere
profundd a filozofiei si teologiei culorii. Competenta necesara transcende
deprinderile tehnice; ea implicd dezvoltarea unei competente hermeneutice,
capabile sa decodifice si sa redea mesajul dogmatic al Bisericii. Provocarea
didactica rezida in a cultiva atat rigoarea academica, cat si sensibilitatea spirituala
a studentului, pentru ca acesta sd devina un interpret fidel si informat al traditiei.
Aceasta necesitd o abordare educationald care sd echilibreze rigorile tehnice ale
executiei cu profunzimea spirituala a subiectului. Or, formarea viitorilor artisti
este privitd nu doar ca dobandire de deprinderi, ci si ca dezvoltare a constiintei
de custode al traditiei. In anul 1400 pictorul Cennino Cennini in tratatul siu de
picturd “Libra dell arte” 1i indeamnd pe tinerii pictori: ,,Viata trebuie sa-ti fie
intotdeauna cumpatata, ca si cum ai fi Invatacel in teologie sau filozofie sau in
orice alta stiintd.” [3, p.12]

La finele secolului al VlI-lea, Papa Grigore cel Mare a constatat ca
majoritatea enoriasilor erau needucati, nestiind nici sd scrie, nici sa citeasca.
Drept urmare, el a sustinut ca imaginile sfinte din lacasurile de cult au rolul de a-
i Invata si de a le transmite cunostintele religioase. El a sintetizat acest principiu
astfel: ,,Pictura, spunea el, poate fi pentru nestiutorii de carte ceea ce este scrisul
pentru cei ce stiu sa citeasca.” [2, p. 47]

Un instrument didactic de baza, indispensabil pentru pregatirea viitorilor
pictori de biserica este Erminia Picturii Bizantine (cunoscutd si ca Manualul
Zugravului), elaborata de ieromonahul grec Dionisie din Furna (sau Agrafiotul)
in perioada 1730-1734 in Muntele Athos. [1] Structura sa, care combind
aspectele tehnice cu cele teologice si iconografice, asigurd o pregatire completa
si canonica. Lucrarea ofera retete si metodologii exacte pentru selectarea si
prepararea uneltelor si a materialelor. Respectarea acestor indicatii este cruciald
pentru a asigura calitatea si durabilitatea picturilor, conform rigorilor Traditiei.
Sunt detaliate tehnicile de zugravire specifice picturii murale, se indica cum
trebuie zugravite corect chipurile sfinte, cetele ingeresti si scenele biblice (din
Vechiul si Noul Testament).

Capitolul final, ,,Cum se zugravesc bisericile”, este de o importanta
capitala. El dicteaza programul iconografic (tipicul), aratand exact ce scene sfinte
trebuie plasate pe fiecare perete, boltd sau turld, in functie de tipul arhitectural al
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bisericii. Viitorul pictor stie astfel cum sa trateze spatiul interior ca pe o
reprezentare coerenta a cosmosului si a istoriei mantuirii.

In contextul picturii murale ortodoxe, traditia nu inseamni stagnare
artisticd, ci reprezintd respectarea riguroasd a unui set de reguli iconografice si
stilistice instituite de Biserica. Mentinerea stilului bizantin clasic sau a celui post-
bizantin serveste drept vector esential de continuitate culturald si spirituald .
Decizia de a urma cu strictete canonul iconografic nu este o simplad formalitate
sau o rutind artistica, ci o alegere constientd de delimitare culturald. Prin
respectarea erminiei bizantine, arta sacra reafirma o filiatie istorica si spirituald
specifica, functionand ca un cod vizual al memoriei colective.

Viitori pictori specialisti in domeniul picturii murale bisericesti studiaza
principiile iconografice ortodoxe care au ghidat arta crestind bizantind si care
raman valabile si astazi :

- anularea adancimii si aducerea intregii reprezentari la un plan unic, fie in
pictura (bidimensionald), fie in relief plat. Imaginea in cazul dat evitd iluzia
spatiald a lumii fizice (perspectiva liniara, tridimensionalitatea) pentru a plasa
subiectul intr-un spatiu simbolic si atemporal, caracteristic imparatiei ceresti. Nu
este o fereastra catre o scena, ci o prezenta.

- Lumina este egala si difuza. Umbra purtatd (cea aruncata de obiecte) este
absentd, iar celelalte umbre (cele proprii, de volum) sunt estompate si
neutralizate. Lumina in imagine a nu provine dintr-o sursd exterioara, ci este o
lumind interioara, divind. Absenta umbrei purtate simbolizeaza sfintenia si
transfigurarea, deoarece in prezenta lui Dumnezeu nu existd intuneric

- se aplicd perspectiva inversa (obiectele par sd se mareasca pe masura ce
se departeaza de privitor, sau liniile paralele converg in afara imaginii, catre
privitor) si perspectiva radiantd/ raionantd (obiectele sunt desfasurate in toate
sensurile, plecand de la un punct central). Perspectiva inversd sugereaza ca
privitorul este atras in imagine, iar punctul de fuga este insusi privitorul sau
Dumnezeu, indicand o intilnire si o relatie reciproca.

- detaliile obiectului reprezentat (coafura, costume, tesaturi cu ornamentele
lor, armele cu decoratiile respective) sunt reproduse cu o grija extremd. Chiar
daca spatiul este simbolic, detaliile vestimentare si decorative sunt redate cu
exactitate si minutiozitate, atat pentru a releva sensul lor simbolic, cat si pentru a
imbogati sensul teologic (de exemplu, tiparele complicate pot sugera bogatia
spirituald sau traditia)

- culorile, compozitiile si gesturile iconice nu sunt lisate la libera
interpretare a artistului, ci sunt parte a unei mosteniri spirituale.

In pictura bisericeasci culorile folosite de pictor nu sunt alese la intAmplare,
ci formeaza un limbaj sacru, canonic, prin care sunt transmise dogme,
evenimente si stari spirituale. Culorile liturgice de baza au inceput sa fie adoptate
in uz, in principal, incepand cu secolul al IX-lea. Acestea au fost insa consacrate
si codificate oficial in secolul al XII-lea de cétre Papa Inocentiu al Ill-lea (c.

219


https://www.crestinortodox.ro/editoriale/70423-nasterea-domnului-in-iconografia-ortodoxa

1198-1216), in lucrarea sa De Sacro Altaris Mysterio. Culorile pe care Papa
Inocentiu al Ill-lea le-a recunoscut ca fiind fundamentale, stabilind astfel un
sistem care este baza celui folosit si astazi, erau: Alb — adevarul, puritatea,
bucuria; Rosu — focul, sangele, iubirea divind, Verde — viata, justitia, tineretea,
speranta; Violet — pocainta, Negru — doliu, tristetea.

Astfel, in pictura bisericeascd, culorile nu sunt doar pigmenti, ci simboluri
teologice care sustin mesajul spiritual al Evangheliei. [ 4. p.73]

Pictura bisericeasca, fiind canonica si dogmatica prin insasi natura sa, este
esential obligati si asigure continuitatea teologica. In acelasi timp, ea este
inevitabil supusa influentelor estetice si tehnologice ale epocii. Modernitatea
intervine in spatiul sacru nu pentru a distruge canonul, ci pentru a-l actualiza si
a-l proteja, utilizind mijloace moderne (tehnici, culori rezistente) pentru a
exprima adevaruri eterne In forma canonica.

Un exemplu elocvent al acestui demers complex este proiectul de pictura
murald de la biserica Mitropoliei Basarabiei din Chisindu (2022-2025)realizata
de subsemnatul. Aceastd constructie este o anexa a cladirii unde isi are resedinta
Episcopia Chisinaului, Mitropolia Basarabiei si Exarhatul Plaiurilor.
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Figural: Masterclass de specialitate, adresat studentilor de la Facultatea de Arte Plastice,
specialitatea Pictura, AMTAP.

Realizarea picturii murale in Paraclisul sf. Ioan Teologul a fost un proces
multistadial complex, guvernat de canonul iconografic si de exigente tehnice
stricte,

1. Faza de pregatire:

o Analizd s1 recomandari: Izolarea peretilor exteriori, Inlaturarea
denivelarilor peretilor interiori, tavanului, turlei si boltii, finisarea acestora si
pregéatirea suportului pentru picturd (anul 2021).
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o Pregatirea suportului: Tencuirea peretilor interiori cu amestec uscat pe
baza de ghips, fibra de sticld, urmata de un strat subtire de glet si grund de
patrundere adanca.

o Concept si design: Elaborarea planului iconografic (februarie 2022)
impreuna cu Secretarul Eparhial (Pr. Constantin Olariu), stabilind ierarhia
temelor si repartizarea scenelor conform canonului bisericesc si Erminiei picturii
bizantine.

o Repartizarea temelor: In turld: Pantocratorul, opt heruvimi si opt
apostoli. Pe tavan: o scend compozitionala si opt medalioane cu sfinti. Pe peretii
laterali: registre orizontale; registrul superior cuprinde 22 de medalioane cu sfinti
ierarhi, cuviosi, mucenici s mucenite, si scena Adormirea Maicii Domnului. Pe
peretele din fati (spre altar): scena Cina de la Emaus. In registrul inferior:
Rastignirea lui Hristos si Pogorarea la iad (stanga), Botezul lui Hristos si alti sfinti
reprezentati in picioare (dreapta).

o Realizarea cartonului (desenul preliminar): Masurarea suprafetelor
reale, o etapd care a necesitat constructia personald a schelei de catre pictor, din
lipsa mesterilor. Pe baza marimilor reale s-au repartizat suprafete pentru sfinti,
ornament si s-a realizat cartonul propriu-zis.

2. Faza de executie:

o Aplicarea unui strat uniform de culoare ocru deschis pe toatd suprafata.

o Transferul desenului de pe carton, urmat de aplicarea stratului de culoare
ocru-verzui (proplasma) pentru fete, maini, picioare si a culorii albastru-verde
inchis pe fondal.

o Modelarea in tempera (Tempera polivinilacetatd Master Class, produsa
in Rusia) prin aplicarea de straturi subtiri suprapuse, de la inchis la deschis,
folosind linii grafice pentru evidentierea volumului vesmintelor si prin hasuri fine
pentru modelarea formelor si scoaterea in evidentd a luminilor in chipuri.

3. Faza de Finisare:

o Folosirea contururilor si a liniilor grafice de culoare inchisa si deschisa
(in lumind) pentru addugarea de detalii fine (pleoape, fire de par).

o Trasarea inscriptiilor (numele sfintilor), un detaliu important al picturii
bisericesti.

o Aplicarea foitei de aur (Rosenoble Double Gold, 23,75 carat, produs in
Germania) pe nimburi si, la necesitate, pe fondul ornamentului, folosind adeziv
specific (Mixton pe baza de ulei).
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Figﬁrile 2, 3: Proces de lucru, faza de executie

Pe parcursul realizarii ansamblului iconografic a fost organizat un
Masterclass de specialitate, adresat studentilor de la Facultatea de Arte Plastice,
specialitatea Picturd, din cadrul Academiei de Muzica, Teatru si Arte Plastice
(AMTAP). Acest demers a urmarit o serie de obiective esentiale: familiarizarea
directa a studentilor cu rigorile santierului iconografic. S-a urmarit ca studentii
sd inteleagd intregul flux de lucru: de la pregatirea tehnica a suportului (zidului)
pana la aplicarea finala a foitei de aur; intelegerea ierarhiei scenelor si a regulilor
de compozitie. Masterclass-ul organizat pe santierul iconografic a indeplinit o
misiune cruciald, depdsind simpla functie educationald. Prin asigurarea unui
transfer direct de experienta, s-a stabilit o punte vitald intre maiestria canonica si
noua generatie de artisti. Acest demers a fost o investitie in viitorul Traditiei: el
a echipat studentii nu doar cu cunostinte tehnice (aplicarea proplasmei, folosirea
aurului), ci si cu o constiinta spirituald profunda fata de actul creatiei sacre. In
cele din urma, obiectivul fundamental a fost atins: incurajarea studentilor s preia
si sd duca mai departe traditia iconograficd bizantina specifica spatiului cultural,
asigurand astfel cd aceastd mostenire pretioasd, cod vizual al identitatii noastre,
nu se va pierde, ci va continua sa lumineze zidurile bisericilor pentru generatiile
urmatoare.

Pictura murald bisericeascd sta la o intersectie vitald intre patrimoniul
artistic national si exigentele educationale moderne. Datoritd functiei sale
esentiale de delimitare si expresie a identitatii culturale si spirituale, ea impune
invatamantului artistic o responsabilitate stringenta: aceea de a pastra si perpetua
acest tezaur cultural. Prin urmare, educatia trebuie sa se asigure cd viitoarele
generatii de artisti sunt formate nu doar ca simpli creatori, ci si ca adevarati
custodiari constienti ai acestei Traditii.
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Rezumat. Ucraina modernd trece printr-o perioadda de transformare profunda
cauzatd de un conflict militar prelungit. Numeroase pierderi in toate sferele vietii,
inclusiv 1n educatie, necesita o regandire a multor procese, tindnd cont atdt de propria
noastra experienta tragica, cat si de tendintele dezvoltarii globale. Pierderile ireversibile
din comunitatea academica si conditiile actuale de digitalizare in educatie duc la aparitia
unor noi formate de comemorare care combind formele traditionale de comemorare cu
potentialul pentru crearea unui spatiu de memorie accesibil, interactiv si bogat
emotional, care incurajeaza tinerii s se implice activ In evenimentele istorice intr-un
format contemporan.

Proiectarea memorialelor virtuale este vazutd nu doar ca o sarcind tehnicd sau
esteticd, ci ca un fenomen cultural multidimensional care combina aspecte artistice, etice
si pedagogice. Pentru institutiile de invatdmant din Ucraina, aceasta este o oportunitate
de a integra potentialul educational, educational si cultural intr-un singur spatiu digital
al memoriei. In acelasi timp, in practica globali, cercetarea principiilor si metodelor de
proiectare a unor astfel de obiecte céstigad din ce in ce mai multa relevanta, astfel incat
experienta ucraineana poate aduce o contributie semnificativa la dezvoltarea practicilor
comemorative globale. Relevanta studiului este determinata si de necesitatea dezvoltarii
unor principii estetice si comunicative care si combine sensibilitatea emotionala,
prezentarea eticd a materialului, reflectia culturalda si misiunea educationald si de
formare.

Studiul realizeaza o analiza comparativa a designului memorialelor virtuale la opt
institutii de Invatdmant superior din Ucraina. Baza metodologica a studiului se bazeaza
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pe o abordare cuprinzitoare care combind mai multe metode de analiza. In special, s-a
utilizat analiza vizualad a interfetelor si a solutiilor grafice pentru a identifica
caracteristicile estetice ale memorialelor virtuale, precum si o analizd comparativa a
structurii §i organizdrii continutului, ceea ce ne permite sa determindm principiile
comune si distinctive ale constructiei lor in diferite institutii de Invatamant. Pentru a
dezvalui nivelurile mai profunde ale semnificatiei, s-a utilizat o analizd semioticd a
simbolurilor si codurilor vizuale, care ajutd la intelegerea modului in care se formeaza
naratiunea memoriei prin imagini si semne.

Procesul analitic a luat in considerare urmatoarele aspecte: tipografia si schemele
de culori care determina starea de spirit emotionala si identitatea vizuald a memorialelor;
utilizarea simbolurilor nationale ca indici ai afilierii culturale; structura paginilor si
sistemele de navigare care influenteazd logica perceptiei continutului; formele de
prezentare a informatiilor biografice despre decedat; precum si elemente multimedia
(fotografii, videoclipuri, audio) ca mijloace de imersiune emotionala pentru utilizator.

Studiul largeste intelegerea rolului designului in practicile comemorative si
formarea memoriei istorice digitale in timp de razboi, contribuind la dezvoltarea studiilor
de memorie si a cercetarii in design.

Cuvinte-cheie: design, memorial virtual, practici comemorative, memorie
digitala, mediu educational.

Abstract. Modern Ukraine is undergoing a period of profound transformation,
mainly due to the prolonged military conflict. Numerous losses in all spheres of life,
including education, necessitate a reevaluation of many processes, taking into account
both our own tragic experiences and global development trends. Irreversible losses
within the academic community, combined with the current conditions of digitalization
in education, are leading to the emergence of new formats of memorialization that blend
traditional forms of remembrance with the possibilities of the virtual environment.
Virtual memorials in educational institutions open up the potential for creating an
accessible, interactive, and emotionally rich space of memory that encourages young
people to engage with historical events actively in a contemporary format.

The design of virtual memorials is viewed not only as a technical or aesthetic task,
but also as a multidimensional cultural phenomenon that combines artistic, ethical, and
pedagogical aspects. For educational institutions in Ukraine, this is an opportunity to
integrate educational, upbringing, and cultural potential into a single digital space of
memory. At the same time, in global practice, research into the principles and methods
of designing such objects is gaining relevance, allowing Ukrainian experience to make
a significant contribution to the development of global commemorative practices. The
significance of the study is also determined by the need to develop aesthetic and
communicative principles that would combine emotional sensitivity, ethical presentation
of material, cultural reflection, and educational and upbringing mission.

The study conducts a comparative analysis of the design of virtual memorials at
ten educational institutions in Ukraine. The methodological basis of the study is
grounded in a comprehensive approach that combines theoretical analysis of scientific
sources with visual-analytical research of digital memorial platforms. To reveal the more
profound meaning and quality levels of the design, a semiotic analysis of key visual
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dominants (symbolic images) was used to help understand how the narrative of memory
is formed.

The analysis revealed a significant gap in design quality and a lack of a systematic
approach to design. Alongside professional, emotionally balanced solutions, there is a
large proportion of utilitarian pages and examples of unsuccessful visual
implementation, which negates the commemorative and educational functions.

The study broadens our understanding of the role of design in commemorative
practices and the formation of digital historical memory during wartime, thereby
contributing to the development of memory studies and design research.

Keywords: design, virtual memorial, commemorative practices, digital memory,
educational environment.

Modern Ukraine is undergoing profound sociocultural transformations as a
result of the war. In the face of constant loss of human resources and
infrastructure destruction, new sections—virtual memorials—are appearing on
the official websites of educational institutions, dedicated to honoring the fallen
and forming a collective historical memory.

These digital resources, operating within the educational context, serve a
dual purpose, simultaneously fulfilling a commemorative and educational
mission. In this virtual environment, high-quality design serves as a mediator
between technology, emotion, and the culture of memory, creating a space for
understanding the past in the language of contemporary visual culture.

The Ukrainian experience of digital memorialization is relatively new and
almost unstudied in global practice. The absence of methodological approaches
and clear communicative strategies highlights the need for a systematic
understanding of Ukrainian commemorative design as a distinct field. The study
aims to determine the principles by which educational institutions are now
forming virtual memorials as important elements of contemporary culture, and to
assess their visual quality, ethical balance, and emotional depth.

Research methodology. The methodological foundation 1is a
comprehensive approach that combines theoretical analysis of scholarly sources
and a visual-analytical study of digital memorial platforms created in educational
institutions of Ukraine.

At the first stage, scholarly publications were selected and analyzed,
allowing an assessment of the international and Ukrainian contexts of working
with the topic of commemorative design.

The second stage involved a comparative analysis of the design of virtual
memorials created by ten Ukrainian educational institutions [4, 6-9, 12-16] after
2022, to honor those who died in the Russo—Ukrainian War.

The study employed comparative and structural-compositional methods, as
well as elements of semiotic analysis, to identify the key features of design, the
level of visual culture, and the communicative effectiveness of such memorials.
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Review of the literature. Contemporary studies of digital commemoration
view it as a new form of collective memory that combines technology, culture,
and emotional experience. Christensen, D. R., and Gotved, S. [2] analyze online
commemorative practices as a social space where private grief acquires public
significance.

The development of digital technologies has led to the emergence of new
memory formats, ranging from interactive maps to augmented reality. In this
context, Allison F. and colleagues [1] utilize the concept of "CemTech" to define
the primary functions of digital tools that transform the experience of interacting
with physical memorial spaces. The study by Ueda, G., Monteiro, L. F. F.,
Maciel, C., and Pereira, V. C. [3] aims to formulate design principles for virtual
memorials that consider visual integrity, ethics, and user interaction with content.
Although these contributions are primarily based on Brazilian experience, they
outline a methodological framework for analyzing similar practices in diverse
cultural environments. In this context, Ukrainian digital memorials created
during the war may make a significant contribution to the global scholarly
discussion.

In the Ukrainian scientific community, the topic of digital memory is only
just emerging. Kulyniak M. [11] examines the role of digital heritage in
preserving historical continuity. Vasylyk T. [5] analyzes the creation of a virtual
memorial at Kyiv University as an example of an educational initiative.
Kuznetsova L. [10] considers virtual museums and archives as means of
preserving memory during wartime. These works demonstrate the efforts of
Ukrainian researchers to integrate digital tools into the sphere of education and
the culture of memory; however, questions of the aesthetics and design of such
platforms remain open.

Analysis of the design of virtual memorials of Ukrainian educational
institutions. To clarify the features of digital commemoration in the educational
environment, a comparative analysis was conducted of virtual memorials created
by nine Ukrainian educational institutions following the commencement of the
full-scale invasion of Ukraine. The sample included universities from different
regions—both those that continue to operate in safer territories and displaced
institutions from areas of temporary occupation and active hostilities. This made
it possible to outline common trends in the structure, design, and content of
digital spaces of memory.

The research focused on the visual, semiotic, and communicative
characteristics that form the emotional-symbolic image of such memorials.

To understand the design decisions made in virtual memorials, it is
necessary to consider the architecture of the web platforms on which they were
created, as their technical capabilities and structure often determine the limits of
what is possible in terms of design thinking development.
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The overwhelming majority of the virtual memorials studied do not
function as autonomous web projects but are integrated into the official websites
of educational institutions. Most often, this is implemented either as a separate
static page within the overall site structure or as a subsection within a particular
rubric. In the latter case, the memorial may have certain functionality of its own
(for example, navigation to a deeper level or elements of interactivity) and its
own layout for placing elements; nevertheless, visually it remains subordinate to
the corporate template.

Only one of the projects studied was placed on a separate subdomain [15].
This decision is fundamentally important, as it made it possible to create a fully
autonomous design not limited by the rigid frameworks of the overall style. By
contrast, integration into the leading site of the institution compels designers to
work within given parameters (typefaces, color palette, modular grid), which on
the one hand complicates the formation of a distinct, emotionally saturated, and
ethically balanced commemorative space, while on the other hand provides a
clear connection to the brand of the educational institution.

Despite technical constraints, most projects utilize specific visual elements
on the main pages of virtual memorials to convey meaning instantly and
effectively. It should be specified that this approach — using a visual dominant as
a symbolic preface is characteristic of six of the ten memorials studied (Fig. 1).
It is precisely the analysis of these visual dominants (key images) that makes it
possible to understand which language of symbols universities choose to speak
about tragedy and memory. The remaining four virtual memorials immediately
present the visitor with a list of the fallen in the format "photograph — surname
and first name — brief biographical description," bypassing the stage of figurative
expression [7, 8, 14, 16]. Although in some instances there is an attempt to embed
additional symbolism through background solutions, the quality of this design is
questionable [7, 8].

Analysis of the main pages of the six selected virtual memorials, which
utilize visual dominants to enhance the emotional and communicative
component, revealed several key approaches to their selection. These visual
elements are the first point of contact with the visitor and set the emotional tone
for the entire project. They can be grouped by type of symbolism and degree of
design maturity into three groups.
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Fig. 1. Visual dominants of virtual memorials at Ukrainian educational institutions

The first group includes the visual dominants of the virtual memorials [4]
and [15], which present images of the soldier-defender as the central symbol.
This choice appeals to deep cultural codes of heroism and sacrifice. Memorial [4]
demonstrates a high cinematographic quality of the visual solution. A
professional photograph of a defender against a dark background with high-
contrast lighting on the face creates a monumental and tragic narrative. The use
of sharp chiaroscuro contrast is a deliberate artistic device that intensifies the
drama and dignity of the image. Memorial [15] employs a different toolkit —
stylized graphics. A dark blue background with contour figures of defenders and
a digital shadow serves as a metaphor for absence/presence, creating a strong
visual solution that operates simultaneously in the registers of heroism and
mourning. The color blue is often associated with dignity, calmness, and eternity.
The phrase "Heroes do not die," set in two lines, places emphasis on the word
"Heroes" and serves as a metaphorical device for visualizing the theme of
interrupted lives. Both projects demonstrate a high level of design maturity, using
different media (photography and graphics) to create deep emotional resonance
with the visitor.

The second group of virtual memorials [6, 12] relies on culturally
entrenched symbols of memory that function as mediators of collective
mourning. Memorial [6] uses the image of candles as a universal symbol of the
soul, quiet grief, and reflection. In the context of Christian and broader European
traditions, a candle symbolizes the presence of memory and the continuation of
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life in another dimension. Memorial [12] invokes the poppy flower as a symbol
borrowed from the Anglo-Saxon tradition of honoring the victims of World War
I, which has now been integrated into the Ukrainian memorial discourse. This
choice creates a more formalized, protocol-like narrative. The quality of design
implementation in both cases can be described as functional. The visual solutions
rely on recognizable images, often using high-quality stock pictures. The
composition of the visual dominant in memorial [12]—combining a poppy, the
national flag, the institution's logo, and a text block—shows limited
compositional integrity; the multiplicity of elements creates visual overload that
may reduce communicative effectiveness. These points instead point to a
utilitarian rather than a conceptually thought-out design approach.

The third group of virtual memorials [9, 13] illustrates limitations in design
implementation, where the communicative potential of the visually dominant is
not fully realized due to technical or conceptual factors. For example, memorial
[9] uses the national flag as the central image. Its emotional impact is achieved
mainly through the semantics of the state flag and the verbal slogan "Heroes do
not die...". In contrast, the actual design work (direct text overlay on a photograph
of the flag) remains minimal. Memorial [13] shows an interesting case of
divergence between concept and execution. At first glance, it appears to be a
minimalist design featuring the inscription "Memorial of Memory" against a
blue, abstract background. However, upon closer examination, a heavily blurred
silhouette of a university building emerges in the background. This is an attempt
to implement a potentially powerful conceptual idea—creating a link between
memory and the place where a person received their education. Yet the
communicative effectiveness of this solution is limited. The visual dominant (the
building's silhouette) does not read directly, requires active "looking," and
therefore fails to perform its primary function—eliciting an immediate emotional
response. This illustrates a common problem in the design of commemorative
objects: a gap between conceptual intent and visual embodiment that may arise
due to technical constraints or insufficient design expertise in navigating the
nuanced emotions associated with memorial spaces.

Analysis of the visual dominants reveals a significant spread in the level of
design maturity, ranging from professionally designed, conceptually balanced
solutions to functional and utilitarian, technically constrained projects. This
suggests the absence of a standardized methodology for designing
commemorative digital objects in the Ukrainian educational context, highlighting
the need to develop a systematic approach to creating such visually and
emotionally complex spaces of memory.

Notably, the correlation between the level of technical autonomy of the
project (separate subdomain or integration into the corporate website) and the
quality of design implementation confirms the conclusion that structural
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constraints are a significant factor in the formation of the visual language of
virtual memorials.

General conclusions. The study confirms that the formation of digital
commemorative practices in Ukrainian educational institutions is a direct
response to the traumatic experience of war. The creation of virtual memorials is
an important step in recording the memory of the fallen; however, this process is
currently unfolding in the absence of unified methodological approaches to their
design, often intuitively due to the need for a rapid response to events within
existing capacities. The visual-analytical study revealed a significant gap in the
quality of design and the communicative effectiveness of the projects.

This quality gap is critical because it directly affects a memorial's ability to
fulfill its dual mission. Weak or templated design fails to create the necessary
space for emotional reflection and processing of loss, and it does not engage
young people in interaction, turning the memorial into a formal "list of the fallen"
instead of an effective pedagogical tool. Successful examples, by contrast, prove
that high-quality design truly becomes the key mediator between technology,
emotion, and the culture of memory.

Although still in its early stages, the Ukrainian experience is unprecedented
and is being formed "in real time" during the war, which requires particular
ethical prudence. This study demonstrates the acute need to develop
methodological recommendations and principles for Ukrainian commemorative
design. Further scholarly inquiry should be directed toward creating guidelines
that would help educational institutions design visually, ethically, and
emotionally balanced spaces of memory capable of effectively fulfilling their
historical mission in the digital environment.
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Abstract. My study opens with a brief introduction to the concept of cultural
trauma, considering that caused by the destruction of heritage, followed by a series of
observations on art as a space of repair and the role of artists and writers in this process.
Whether they actually want to produce concrete alternative forms of artistic expression
(the so-called ”counter-memory”) or simply choose to participate in heritage education
programs, aiming at preventing the “amnesty of memory” after disaster, writers and
artists transform, in such a context, the cultural community into an infrastructure of
symbolic repair, into a space of complex interactions, capable of integrating loss and
generating profound Meaning.

But the real starting point of my paper is the analysis of an art album that
constitutes the editorial pendant of a polymorphic manifestation, which took place at the
end of 2020, within the premises of the National Museum of History of the Republic of
Moldova. The manifestation, entitled, with disarming simplicity, Simte armonia
(FeelHarmony), was spectacularly realized by Valeria Barbas — one of the most
important female voices of the plastic arts and music in the Republic of Moldova. Of
course, apart from the reverberations on a strictly individual level, this multi-layered
artistic approach illustrated the immense capacity of Bessarabian artists to respond, both
honestly, promptly and efficiently, to tragedies whose artistic reflection ultimately
belongs to the regime of emergency. At the same time, such a post-fire reaction proved
their belief in art's ability to respond to collective trauma.

In this case, the exhibition approach was based on a shocking tragedy, which
marked not only the Chisindu cultural environment: the fire that devastated the interior
and roof of the "Serghei Lunchevici" National Philharmonic building, causing enormous
damage to the national, tangible and intangible cultural heritage of the Republic of
Moldova. Still, after this tragic event, not only alarmist speeches on the topic of the
impossible-to-surpass cultural traumas were born, but also individual or collective
initiatives of relevant expression and an empathetic force, which demonstrated authentic
artistic solidarity, especially in the well-known pandemic context. I will dwell on these
dimensions and valences in the final part of the study, in which I will also show the
intertextual resonances of the project finalized by Valeria Barbas.
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Trauma culturald provocata de distrugerea patrimoniului. Arta ca spatiu
de reparatie. Dupa Jeffrey C. Alexander, Ron Eyerman si colaboratorii lor [1],
trauma culturald apare atunci cand un eveniment sau o serie de evenimente
teribile lasd urme indelebile asupra unei comunitati si ii tulburd decisiv ordinea
de semnificatie. Acesta/ Acestea rup coerenta identitatii sale, dar in acelasi timp
obligd grupul sa-si reconstruiascd memoria colectivd si identitatea prin
intermediul naratiunilor, ritualurilor si simbolurilor istorice. Or, distrugerea
patrimoniului construit prin incendii, cutremure sau inundatii genereaza o ruptura
profunda, chiar una radicala, care transcende nivelul material si atinge structura
identitara a comunitatilor. Dupa cum se stie, cladirile istorice, in logica memoriei
culturale, functioneaza ca noduri de condensare a timpului [2], dar si ca spatii in
care se sedimenteazd memoria unor evenimente percepute drept capitale pentru
anumite grupuri sau colectivitati. Atunci cand, in urma unui eveniment perceput
drept catastrofic, aceste noduri dispar, comunitatea experimenteaza o dereglare a
relatiei cu propriul trecut. In plus, un asemenea tip de distrugere patrimoniala
poate provoca un proces de redimensionare axiologicd: asa cum a demonstrat
Laurajane Smith in Uses of Heritage, obiectele si locurile sunt folosite pentru a
da tangibilitate valorilor care stau la baza diferitelor comunitati si pentru a afirma
si confirma aceste valori [3].

Un rol important in gestionarea si repararea traumei culturale il detin
politicile culturale care au inceput sd includd componente dedicate post-
dezastrului cultural: programe de cartografiere a pierderilor, fonduri pentru
reconstructie simbolica, precum si proceduri pentru conservarea ruinelor ca spatii
ale memoriei. Abordarile actuale, stimulate de cercetdri care problematizeaza
efectele unor distrugeri provocate de varii factori naturali in zone diferite de pe
glob percepute ca locuri ale memoriei [4], sustin pe de o parte participarea
comunitara in deciziile de reconstructie si, pe de alta parte, promoveaza politicile
de transparenta asupra procesului de reconstructie si arhivare digitald deschisa.
Nu 1n ultimul rand, afirma necesitatea unor programe educationale si curatoriale
ce integreaza trauma in discursul public (ceea ce reflectd ideea lui Alexander
conform cdreia trauma culturald devine un proces ,,construit narativ si gestionat
institutional”, nu doar un fapt in sine).

Pe langa actorii politici si ceilalti factori decidenti antrenati, in diverse
grade, in procesele reparatorii, scriitorii si artistii — In special fotografii si pictorii
— pot juca un rol central in transformarea pierderii intr-o forma de vizibilitate
criticd apta a provoca reactii imediate, dar si mecanisme ulterioare concrete.
Fotografii post-dezastru, spre exemplu, pot documenta ruina nu doar ca marturie
fideld, ci ca act de re-memorializare imediati. Intr-un asemenea context,
fotografia devine un cadru de fixare a absentei, un mod de a stabiliza ceea ce s-a
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pierdut, consolidand ceea ce Assmann numeste memorie culturala activata. Ea
functioneaza de asemenea ca un excelent initiator al dezbaterilor publice, putand
chiar influenta deciziile privind reconstructia. La randul lor, pictorii pot sa-si
asume rolul de ,,interpreti simbolici ai ruinelor”. Pe o linie de extractie romantica,
dar cu instrumente contemporane, pictura post-dezastru pleaca de la reproducerea
fidela a dezastrului — inregistrand expresiv forme de pierdere — pentru a crea
imagini posibile ale continuitdtii si a provoca reactii nu doar emotionale. Prin
abstractie, stratificare, fragmentare s.a., pictorii pot transforma trauma intr-o
forma vizuala care sd ofere comunitatii un limbaj al procesarii afective.

Tinand cont de aceste aspecte, este vitala integrarea lor In programe tip
artist-in-community, programe de rezilientd culturala sau proiecte curatoriale
care transforma documentarea tragediei in discurs public, elaborarea de arhive
digitale colaborative ale comunitatilor afectate de dezastru etc. Indiferent daca
tin sd produca efectiv forme alternative de expresie artisticd apte a impiedica
uitarea pasiva (asa-numita contramemorie) ori doar aleg sa participe la programe
de educatie patrimoniald menite a preveni amnistia memoriei dupa dezastru,
scriitorii si artistii transforma, Intr-un asemenea context, comunitatea culturala
intr-o infrastructurd de reparare simbolicd, intr-un spatiu ce genereaza un Sens
profund si integreaza pierderea intr-o orizontalitate a sensului. Este exact ceea ce
si-a propus sa facd Valeria Barbas, printr-o serie de manifestari produse intr-un
context ce a implicat o pierdere patrimoniald majora.

Feel Harmony. Ruinele, obiectele de patrimoniu si privirea
restauratoare. Plecand de la ancorele teoretice prezentate anterior, voi analiza,
in cele ce urmeaza, un proiect artistic configurat pe doud axe distincte, dar
conjugate, finalmente, nu numai prin intentionalitate, ci si prin forma hibrida, pe
deplin potrivita, pe care el a luat-o prin albumul Simte Armonia. FeelHarmonie
[5]. Acesta reprezinta insd pandantul editorial al unei manifestari plurimorfe, care
s-a desfasurat la finele anului 2020, in incinta Muzeului National de Istorie a
Republicii Moldova. Desi a purtat semnatura indelebild a Valeriei Barbas — una
dintre cele mai importante voci tinere ale artelor plastice si muzicii din Republica
Moldova — manifestarea, intitulata, cu o simplitate dezarmanta, Simte armonia
(FeelHarmony), mi se pare emblematicd pentru capacitatea imensa a artistilor
basarabeni de a raspunde, deopotrivd onest, prompt si eficient, in fata unor
tragedii a caror reflectare artistica tine, In definitiv, de regimul urgentei, punandu-
le in acelasi timp in valoare credinta neostoita in deziderate existentiale si estetice
dintre cele mai inalte. In cazul de fati, demersul expozitional a avut la bazi o
astfel de tragedie cu adevarat zguduitoare, care a marcat nu numai mediul cultural
chisinauian: incendiul ce a devastat interiorul si acoperisul cladirii Filarmonicii
Nationale ,,Serghei Lunchevici”, producand pagube enorme patrimoniului
cultural national, material si imaterial din Republica Moldova. Un eveniment cu
impact coplesitor, dar care a stimulat foarte repede nu numai efecte interioare
profunde, pe care specialistii le-ar subsuma asa-numitelor traume existentiale, ci
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si, din fericire, manifestdri individuale sau colective de o anvergura si o forta
empaticd absolut impresionante, ce au dovedit o solidaritate artisticd aproape
ireald, mai ales n contextul pandemic cunoscut.

Avand, prin urmare, drept pretext un eveniment devastator apt a produce
trauma colectiva, ansamblul expozitional Simte armonia (FeelHarmony) a pus in
lumina angajamentul creator exemplar al Valeriei Barbas. Spre deosebire de alti
congeneri, care au ales calea tdcerii indurerate pentru a-si marca reactiile
determinate de arderea unei cladiri-simbol, tandra artista a apelat la mai multe
forme de expresie estetica pentru a atrage atentia — atat factorilor decidenti, cat si
publicului larg — in privinta consecintelor pe termen mediu si lung ale unei
pierderi considerate incomensurabile. In spatiul muzeal mentionat supra, ea a
expus intr-o manierd mai mult decat elocventa fotografii excelente, facute chiar
in incinta devastatd de flacari, apoi o serie personald de lucrari de artd vizuala
realizate pe diferite suporturi si in diferite formule structurale ori stilistice. In
acest sens, as aminti tripticul FeelHarmony, dar si instalatiile Ciocanul, Loc
pentru repetitii, Filtre de lumina sau Memorial — ale caror titluri sugestive atrag
atentia fie prin socul produs de lexemul asociat, conventional, cu agresiunea,
distrugerea sau forta bruta, fie prin preferinta pentru metafore tari, ce trimit catre
epifanic, meta-artistic ori curat transcendental.

Dupa cum se observa si in varianta editata a proiectului, in fiecare dintre
ele, un rol esential este detinut de reprezentdrile obiectuale sau artefactele
miraculos recuperate din filarmonica distrusa de foc. Plasdnd pe o pozitie centrala
obiecte de recuzita patrimoniala precum instrumente muzicale, acte de identitate
artisticd, mici decupaje revuistice sau fragmente de partituri salvate din jaratic de
pompieri si voluntari, Valeria Barbas le re-investeste cu sens si chiar le ofera
privitorilor sansa de a le atribui semnificatii suplimentare — legate, bundoara, de
importanta vitald a legaturii cu trecutul, de necesitatea privirii obiectului de
patrimoniu ca un excelent narator de lumi, comunitati si destine, de intelegerea
lui ca un garant autentic al conservarii identitatii etnice ori, In fine, de relatia
complexa dintre memoria individuald si cea colectivd. Nu in ultimul rand, trebuie
mentionat modul in care obiectele excesiv fragilizate, ranite, asociate intr-o
suferintd temporara sau definitivd [6] sunt integrate in proiectul sdu artistic.
Plasat, ingenios, intr-o noud vecinatate si innobilat, deloc paradoxal, exact de
aura cdpdtatd prin trecerea anterioard prin foc, un asemenea tip de alteritate
obiectuald se poate indubitabil re-semantiza [7, p. 172 s.u.].

Intertext artistic, dezlegare in antrax si vocatie constructiva. Atat
selectia picturald si fotografica a Valeriei Barbas, cit mai ales modalitatea de
tratare esteticd a acestor elemente de recuzitd creatoare aminteste, desigur, de
multiple scoli si grupari artistice insemnate (de la Bauhaus si Jugendstil la arta
conceptuald si trash art sau junk art), care au marcat, intr-o forma sau alta,
evolutia artei europene sau americane din secolul anterior. Poemele plasate in
uverturd valorificd in schimb o imagistica predilect expresionista, turnata
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dinadins pe tipare textuale de influentd avangardistd care sda sugereze
discontinuitatea, fractura, absenta sau doliul: ,,simte negru/ negru peste negru/
prin negru/ dizolvat in beznd/ muted void/ si lumina de dupa/ simte armonica//
simte pamant/ tarna peste tarnd” [5, p. 6] etc. Relevante sunt si micile secvente
ce recapituleaza elemente cheie din biografia individuala, puse in relatie tot cu
identitatea colectiva si chiar etno-identitatea, amenintatd acum de spectrul
disparitiei — vazute undeva, metaforic, ca o teribila dezlegare in antrax: ,,Ja scoala
ne repartiza bilete Svetlana la concert 1n anii '80/ il voi vedea pe tata/ si vom
merge/ s1 voi avea timp sa-1 zic povestile mele, toate/ astazi nu este niciun concert
la Sala cu Orgal mai e timp de povesti/ si vom merge/ doar acest timp/ drum
intors impreund/ bine ca am gresit adresa./ Astazi nu este niciun concert la
Filarmonical este peste o lund,/ vinerea/ simte armonia// (...) Dies Irae scos din
program/ pacat/ Dies Irae suna de minune/ dezlegare n antrax/ simte armonia”
(subl. aut.) [5, p. 7].

Bogatul intertext cultural probeaza, din punctul meu de vedere, mai mult
decat cultura artisticd absolut impresionantd a talentatei artiste, ce se poate cu
egald usurintd misca pe mai multe caAmpuri de expresie artistica distinctd, dar de
vector macro-identitar explicit. La un nivel mai profund, as spune ca dovedeste
resursele uluitoare ale artei moldovenesti, din cel putin doua perspective. Pentru
ca, pe de o parte, reprezentantii ei de varf pot sim¢i armonia reald din spatele
atator forme de arta considerate, eronat, divergente (dar care in realitate au
dialogat, fertil, de-a lungul atator decenii si in atatea geografii culturale). Apoi,
pe de alta parte, pentru ca ei se pot oricand angaja, fara inhibitii de prisos, in
cautari investigative personale, care sd le permita oferirea de raspunsuri specifice
la probleme, subiecte de dezbatere si topici de interes universal major.

Mutandis mutatis, povestea tragica din spatele expozitiei Valeriei Barbas,
dar si reactiile prompte ale autoarei care si-a putut gasi forta incredibila de a
transforma ruinele Tn motiv artistic cu valente macro-identitare mi-a amintit, de
altfel, unul dintre demersurile artistice esentiale de acum aproape un secol. Este
vorba despre o formd de expresie creatoare care a ramas in istoria artelor
mondiale sub eticheta deloc constrangatoare de merz. Aceasta a datorat enorm
unui artist dada exceptional, pe nume Kurt Schwitters, autorul unor proiecte
estetice de o temeritate fara precedent (pentru care, in treacat fie spus, nazistii
aveau sa 1l indexeze drept artist degenerat si sa incerce, din fericire fara succes
postum, sa il aseze la stilpul infamiei artistice). Ei bine, prin anii "20-'30,
indraznetul Schwitters recupera dintr-o Germanie in ruine ,,rebuturi” de tot felul,
pe care le re-introducea in circuitul artistic, pe deplin convins de finalitatile inalte
ale acestei transpozitii: ,,Cum tara era ruinata, avea el sa declare mai tarziu, din
economie luam ce-mi caddea in mana. Se poate striga si cu ajutorul gunoaielor, iar
eu asta ficeam, lipindu-le si batandu-le in cuie impreuna”. [8, p. 49]. In definitiv,
aceasta este si miza acestui curajos op care pledeaza pentru salvgardarea
patrimoniului material si imaterial national. Dintr-o convingere sincera, pe care
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Valeria Barbas are intelepciunea sa o recunoasca, in termeni de o binevenita
limpiditate, chiar la finele lucidului sau preambul: Din scrum se naste armonia.
Trebuie doar simtita.

S
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