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Introducere

Arta decorativa traditionala din Banat reflectd o anumita conceptie
artistica si o modalitate de intelegere si reprezentare. De-a lungul timpului,
aceasta a Incorporat in mod constant influente si tendinte, dezvaluind in
propriul sdu mod, cu metode specifice, evolutia gandirii, gustului si
priceperii artistice. La Tnceput, crearea ornamentelor avea in vedere rolul
lor magic, dar treptat acesta a cedat locul elementului artistic, corespunzand
astfel si necesitatii crescande de frumusete pe care o manifesta omul, pe
masura ce conditiile sale de viata s-au imbunatatit.

Portul traditional reprezinta apogeul punctului de creatie al femeii din
Banat, si totodatd, ramane punctul central in cadrul artei decorative din
aceasta parte a tarii. Acesta poate fi analizat din mai multe perspective: in
primul rand acesta pastreaza valorile perene cu semnele strabunilor. Aici,
putem admira o geometrie estetica realizatd cu numeroase tehnici de cusut
si fire trase. In al doilea rand putem admira diversitatea tehnicilor
broderiilor fastuoase, preluate si readaptate, iar in al treilea rdnd, putem
observa un aspect important prin prisma abordarii materialelor luxoase
utilizate pentru confectionarea portului, aduse din Occident.

.in arta populard, simbolul ca semne care comunici si transmite
informatii, constituie mesaj artistic care comporti o parte semantici [...]",
avand o puternici amprentd specific etnicd in reprezentarea sa, in
complexul sau compozitional si cromatic, in conformitate cu incarcatura de
conceptie de viata si estetic-decorativd. Simbolul devine ,0 forta
unificatoare a unei colectivitati etnice’. Astfel, desi este supus
numeroaselor influente straine, in Banat, el pastreaza cu fidelitate amprenta
locala.

Regasim, predominant, motivul geometric, stilizat si dispus in varii
moduri, unul mai creativ decat celalalt (Fig. 1). Astfel, problema
geometrismului artei populare este dezbatut si astazi de numerosi
cercetatori §i teoreticieni. Un exemplu de viziune elocventd este cea a
academicianului Razvan Theodorescu, care remarca ,aspectul
international in structura productiei artistice si asupra unor forme
amintind motive romane §i bizantine, dar adaptind imagini din mitologia
orientala”, iar 1. D. Stefanescu incearca sa gaseasca o ordine stratigrafica:

! Abraham Mobhles, Artdi si ordinator, Ed. Minerva, Bucuresti, 1974, p. 293.
? Mircea Eliade, Imagini si simboluri. Eseuri despre simbolul magico-religios, Ed.
Humanitas, Bucuresti, 2019, p. 25.

2



. [...] la obdrsia tuturor lucrurilor apare un fond preistoric distins prin
insusiri geometrice sau geometrizante. Temele florale si animale inrdurite
de privelistea naturii caracterizeazd o a doua faza”® (Fig. 2).
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Fig. 1/ detaliu cdmasa subzona Fig. 2/ detaliu cdmasa subzona
etnografica Lugoj, fotografie din etnografica Sannicolau Mare,
Colectia fotografie din Colectia Etnografica

Etnografica Marius Matei, 2023. Marius Matei, 2023.

Toate aceste semne au fost reprezentate sub forma unghiulard in
decorarea tesaturilor noastre, dar sensul lor initial a fost uitat. In mintea si
viziunea femeilor din Banat apare o lume diferitd, cu pasari, flori si animale
asemandtoare unei gradini de basm autohtone, in care uneori originea
motivelor este vizibila, iar alteori este pierduta, creand un decor bogat.

Mergdnd mai departe, spre cea de-a doua perspectivd, cea a
numeroaselor broderii regasite in costumul traditional, putem sublinia
faptul ca femeia din Banat era o artista desavarsita, preluand tehnici de o
complexitate deosebitd pentru a face posibild transpunerea acestora pe
panza fanteziei sale, pastrand canoanele traditiei. Mentionez aici broderiile
artistice, de sorginte orientald si occidentald. Aceasta ramane totusi fidela si
propriilor tehnici mostenite din strabuni.

Ajungand, in cele din urmad, la cea de a treia perspectiva, subliniez
importanta diversitdtii materialelor utilizate in confectionarea portului

3 Constantin Prut, Calea ratdcitd, Ed. Meridiane, Bucuresti, 1991, p. 31.



banatean. Incepand cu secolul al XVIII-lea, Banatul, devine domeniu de
coroand al Imperiul Habsburgic, iar mai apoi, intra sub auspiciul Imperiului
Austro-Ungar. Toatd aceastd traiectorie istorica a facilitat dezvoltarea
drumurilor comerciale, permitand comerciantilor, cu precadere evrei si
aromani, sa aibd acces la o abundentd de noi materiale din Orient si
Occident.

Femeile din acest colt de tara, pe fondul unui context social-economic
infloritor, au reusit sd-si inoveze portul achizitionand cele mai fine
materiale aflate pe pietele Europei. Astfel ca patrund aici brocarduri,
matasuri, fire metalice, nasturi de portelan, sticla colorata, lemn si alama,
dantele fine, alaturi de multe alte materiale deosebit de costisitoare,
produse in manufacturi. Tinerele fete si femeile deopotriva si-au cumparat
tot ce le-a poftit sufletul, rasfitdndu-se cu un port fara egal. Sa
concluzionez imediat, intr-o notd romantatd, citind aprecierile lui Lucian
Blaga, care remarca: bogdtia pamdntului isi trimite reflexele pestrite in
banii de aur din salbe, in argintul tesut fara zgdrcenie pe solduri, in
strigatul rosu al matasurilor topite in zapada camasilor |...].

Femeia din Banat a tins la un lux, care cu timpul a devenit necesar,
datoritd dorintei de afirmare a statutului si a potentei financiare in cadrul
proprii comunitdti. Creatoarea de frumos, din aceastd parte de tara,
imbratiseaza inovatia in traditie, intr-un gest inefabil, prin competente
remarcabile.

Banatul este o regiune prea putin cunoscutd, de aceea consider ca
imperios necesard aceasta teza de doctorat. Pe un teritoriu destul de redus,
regdsim o extraordinara varietate si diversitate a ansamblurilor
vestimentare, in special in cazul celui feminin.

Am focalizat cercetarea spre perioada de sfarsit de secol al XIX-lea si
jumatatea secolului al XX-lea i am remarcat faptul ci in tot arealul
bandtean au existat etape de evolutie si transformare a ansamblurilor
vestimentare, cu o puternica amprentd locald, dar care in ciuda acestora,
pastreaza totusi filonul stravechi nealterat.

Astfel putem remarca la ansamblurile vestimentare din subzonele
Sannicolau Mare, Valea Muresului si Faget, aparitia materialelor precum
matasea ,,patata cu flori” (Fig. 3) si matasea ,,rasa” (Fig. 4) din care se
confectionau veste si SUmne cu o cromatica extraordinar de diversificata.
Aceste piese s-au purtat peste spdacel si poale, imprimand un stil si 0 moda
aparte costumelor traditionale, o iesire din cutumele traditiei, dar de un lux



si o opulenta iesitd din comun, care demonstrau potenta financiara din
aceste zone.

Fig. 3/ detaliu sort subzona
etnografica Sannicolau Mare,
fotografie din Colectia

Etnografica Marius Matei, 2023.

Fig. 4/ detaliu batic subzona
etnografica Sannicolau Mare,
fotografie din Colectia
Etnografica Marius Matei, 2023.

In subzonele Buzias si Lugoj se remarci aparitia elementelor noi
alaturi de cele arhaice, dar si tehnici aparte ale madistoritelor, specializate n
acest domeniu. Astfel asistim la modificarea lungimii ansamblului
vestimentar, aparitia dantelelor realizate in diferite tehnici combinate, pline
de fantezie. De altfel, decorul si cromatica, au evolutii surprinzitoare

5



datoritd aparitiei cataloagelor de artd editate de fabricile de ate, fibre si
coloranti, In care se regiseau campuri ornamentale fitomorfe deosebite n
cromatica si dinamism. Tot aici regdsim si materiale noi, extrem de
costisitoare, nasturi de portelan si sticld colorata, dar si fire metalice aurii
sau argintii.

Dupa 1919, odata cu alaturarea Banatului la celelalte regiuni istorice
ale Romaéniei, costumul traditional bandtean revine la vechile valente
romanesti, specific regionale. Asistam astfel, la o renastere a vechilor
tehnici decorative, revenind totalmente la filonul romanesc, conservat si
nealterat, reizbucnind intr-o forta a creatiei pe fondul bunului gust, intr-0
perioada in care monarhia conduce Romaénia.

Capitolul 1

Dezvoltarea artei banitene in context istoric

Pornind Tn cercetarea mea de la cuvintele domnului Cornel
Ungureanu care afirma faptul ca ,,istoria Banatului nu poate fi studiata
dacd nu cunoastem si Intelegem istoria si geopolitica Europei Centrale.
Interesele politice de formare si expansiune ale marilor imperii, incepand
cu cel roman, otoman si cel austro-ungar, au facut din teritoriul cuprins
intre Dunare, Mures si muntii Carpati un tinut al conflictelor armate, dar si
un loc al ciocnirii civilizatiilor.”* Am descris in primul capitol evolutia si
dezvoltarea artei banatene de-a lungul istoriei ancorandu-ma in perioada
anilor 1700 pana spre mijlocul secolului al XX-lea.

Instalarea stapanirii habsburgice a gasit, la 1718 o populatie nu prea
numeroasa, a cérei ocupatie principald se rezuma la cultura pamantului si la
cresterea animalelor, ramuri practicate la nivelul pe care la atins agricultura
n sud-vestul Europei, in ultimele decenii ale ocupatiei turcesti.

Tn cursul veacului al XVIlI-lea se petrec mari transformiri in viata
economicd a provinciei. Célauzitd dupa principiile mercantiliste, simtind
potentialul provinciei, Curtea de la Viena va intreprinde mésuri economico-
administrative si cele mai mari colonizari ale secolului, si nu in ultimul
rand, investitii financiare masive pentru a ridica provincia la nivelul
celorlalte provincii din imperiu.

Pe langad politica de industrializare a Banatului, autoritatile
habsburgice au depus eforturi deosebite prin lucrarile de hidroameliorare,

* Cornel Ungureanu, Literatura Banatului — istorie, personalititi, contexte, Ed. Brumar,
Timisoara, 2015, p. 42.
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prin facilitarea catre caile de acces spre pietele de desfacere din Europa,
prin dezvoltarea zonelor miniere, a cailor ferate etc.

Datorita acestor masuri, putem constata, dupd jumatatea secolului al
XVIll-lea, ascensiunea regiunii bandtene si trecerea de la o ocupatie
predominant orientatd spre agriculturd la o economie industriala bazata pe
principii mercantiliste ale pietelor europene.

Chiar dacad la prima vedere pare paradoxal, intre 1720 si 1850, a
existat un conflict permanent intre dezvoltarea industriei in general si
industria casnicd din Banat in mod special. Desigur, formularea este
simplista si partial anacronica, deoarece atat breslele cat si industria casnica
erau pdrti inseparabile.

Chiar daca pe parcursul deceniilor ce au urmat dupa 1718, eforturile si
interesele economice ale Imperiului Habsburgic au dus la rezultate
considerabile in ceea ce priveste dezvoltarea economica a Banatului, telul
propus, integrarea provinciei in circuitul economic al imperiului se va
realiza In buna parte abia dupa 1850.

Pe plan social, populatia autohtond se va integra anevoios in politica
economicd si administrativd a Imperiului Habsburgic. Dupad stapanirea
otomand reformele administrative si economice ale autoritatilor
habsburgice vor perturba stabilitatea populatiei actuale.

Daca istoricul tesutului are o vechime considerabild, evolutiile acestui
mestesug au fost lente pana in 1800. Dupa aceasta perioadd au inceput s
apara un numar sporit de piese textile si chiar a unor categorii noi de piese
determinate de dezvoltarea economico-sociala insasi.

Cu timpul si decorul unor piese, initial strict functionale, tind sa
creascd n importantd, uneori punand n umbra rolul lor utilitar.

Sfarsitul anului 1800 si inceputul anilor 1900 regasim utilizarea
frecventa a materialelor precum bumbacul si matasea alaturi de coloranti
chimici. Toate acestea au creat cadrul potrivit pentru noi transformari in
privinta tehnicilor utilizate si a modalitatilor de decorare.

Regasim in primul capitol, pe langd crearea contextului istoric si un
istoric al tesaturilor, o descriere a materiilor prime utilizate in textilele de
patrimoniu din Banat, descrierea industriei casnice ce a avut un rol
important in producerea tesaturilor in arealul béandtean, procesul de
industrializare si in finalul capitolului tehnicile de tesut regasite in
realizarea textilelor.



Rolul acestui capitol este de a crea o bazd teoreticd si crearea unui
context informational si conceptual pentru o mai Intelegere mai usoara a
cercetarii.

Capitolul 2

Arta si simbol

Se considera ca arta populard, in sensul de artd etnograficd dainuie
numai n masura in care regasim functiile utilitare, sociale, magice estetice
ale obiectelor respective.

Functiile economice, socio-culturale, preponderent generatoare de
creatii artistice populare au disparut, in cea mai mare parte, fiind
anacronice cu noile realitéti ale vietii rurale.

Una din problemele cele mai importante care se impun, de o lunga
perioada de timp, este aceea a artei decorative culte Tn raport cu arta
decorativa traditionala. Planurile, treptele logice par cu totul diferite. Cu
toate acestea elementele date pot constitui, prin constructie voitd, un
silogism: toate creatiile artistice se integreazd formelor culturii, artd
populara traditionald si artd plasticdA contemporand constituie creatii
artistice ce se integreaza formelor culturii.

Paralela dintre arta decorativad traditionald, artd populard si artele
plastice (pictura, sculpturd, graficd) este greu de realizat, ele avand
coordonate cu totul diferite; filiera fireasca evolutiva, mult timp si paralela,
fiind: artd populara-artd decorativa. Pentru zilele noastre, continuatorul
firesc creatiilor artistice populare prin relatia functie-arta este si design-ul.

Hotarator pentru decalajul de planuri si amplasarea lor la confluenta
altor coordonate este si caracterul major al artei populare de arta aplicata, in
care dominanta este simbioza functional-artisticd si 1n care utilul este
catalizatorul si determinatul formulei artistice experimentata de multe
generatii si cristalizatd in forme desavarsite pana la puritate.

Depasind mult aspectele de mimare, de teme etnografice, de preluari
formale etc, Brancusi, intre altii, a valorificat genial un atribut dintre cele
mai specifice artei noastre populare care consta in dinamica miscarii.

De altfel, artei populare, i se confera si dreptul pe deplin castigat, de
model, de sursa inepuizabila de inspiratie, de fenomen cultural ce se cere
imperios valorificat in toate manifestarile de arta.

Importantd si definitorie pentru caracterul specific etnic al artei
populare este comporzitia ornamentald. Elementul ornamental sau cel
cromatic, in sine, poate fi In ultima analiza, oricarei culturi etnografice, dar



structura compozitionald, sintaxa creatiei artistice populare defineste
peremptoriu apartenenta etnica a creatiei respective.

Compozitiile ornamentale alcatuiesc sisteme de motive ornamentale si
cromatice, ca morfeme gramaticale chiar prin partile lor constitutive de
elemente, echivalente ca morfemele lexicale in care se alaturd, dupa
canoanele compozitionale artei populare (simetrie, ritm, alternata,
dinamicd) elemente si motive care dau un continut estetic-decorativ
obiectului sau piesei respective, in completarea formei sale.

Campii ornamentali sunt constituiti de compozitii care se distribuie pe
anumite portiuni ale suprafetei, volumului obiectului in vederea nuantarii
sale, scoaterii In evidentd a calitdtilor sale volumetrice, a sublinierii
articulatiilor formei. Acestia, luati in parte au si ei mici compozitii
ornamentale, de pilda pieptii si manecile camasilor care alcatuiesc campii
ornamentali ai costumului.

Privind procesul de creatie, faptul ca, in tehnica tesutului, alternarile
de fire colorate au fost acelea care, la origine au deschis noi perspective
artei tesaturilor, ornamentica manifestandu-se, in prima faza, prin vergi de
culoare. Alternarea succesiva de culori aldturate a sugerat si posibilitatea
unor ornamente liniare, nu numai pe orizontala ci si pe verticald. Tot
imbindri cromatice variate duc la derivarea unor elemente romboidale in
multe alte elemente ornamentale, prin jocul asamblarii, multiplicarii,
schematizarii, prin intermediul valorilor cromatice.

De la origini, toate etniile au folosit, pentru colorarea tesaturilor,
coloranti naturali care erau la indemana, incercand cu ingeniozitate variate
modalitati de a obtine culori. Dar fiecare etnie si-a alcatuit paleta cromatica
specifica, dupa propria conceptie estetica, rezultata a unui anumit mod de
viata.

Toti acesti parametri au dus si la o anumitd simbolicd a culorilor, greu
de decelat pentru cazurile in care aceasta nu a fost codificata, legiferata si
functionand nu numai pe etnii ci si pe foarte mari arii culturale, pe grupuri
si clase sociale, pe mari religii.

In decodificare majoritatea acestor insemne primesc semnificatii
variate din orizontul de viatd materiald si spirituald, de viatd sociald si
culturald acumulatd. Foarte multe din simboluri sunt identificate si
nominalizate din realitatile noastre naturale: fauna, flora, mediu, ca si dupa
inventarul casnic ocupational. Existd si o serie care sunt nominalizate in
limitele unor sentimente, stari psihice, senzatii.



Totul este raportat la experienta si la posibilitatea de intelegere a
aptitudinea de a gandi in imagini artistice, varietatea de idei si sentimente.
Se recunosc criterii proprii de judecata estetico-etnicad, cu valoare numai
pentru colectivitatea respectiva.

Una din problemele esentiale in simbolismul si semantica artei
traditionale o constituie aceea a codificarii si decodificarii.

Se poate sustine faptul cé pictograma si mai ideograma mai imita si
aspecte individuale prin care se manifesta referentul. Semnul-ornament
devine simbol in momentul constientizarii necesitatii de a consemna, de a
comunica o valoare culturald de orice naturd, sau de a consemna un
sentiment natural, de a transmite emotia estetica. Creatorul codifica, prin
limbaj, tehnica si mijlocul de exprimare artisticd, care 1i sunt specifice
semnului respectiv. Semnul-simbol este apoi decodificat de catre receptor,
atat in functie de fondul traditional, social si etnic aperceptiv, dar poate fi
interpretat si dupd experienta si imaginatia personald, si tipicd a
decodificatorului.

Se pune aici problema, in cadrul demersului semiotic, care analizeaza
semnele sub aspectul pragmatic (relatie semn-om), semantic (relatie semn-
semnificat) si sintactic (relatia dintre semne) a valorii, importantei si
primordialitatii axiologice pe care le au, in aceste formule, obiectul
simbolizat, simbolul ales si codificat de catre creator si decodi-ficarea
receptorului.

Codificarea obiectului poate fi obiectiva sau individuala, cu mijloace
proprii si specifice de exprimare artistica. Simbolurile se formuleaza si se
codificd mereu, din cele mai indepartate timpuri pand la cele actuale.
Codul-simbol poate fi imaginativ si arbitrar, dar si legiferat prin sanctiunea
de acceptare a colectivitatii.

Capitolul 3

Costumul traditional din Banatul de campie

Portul popular din aceastd zona apartine unui stravechi fond
traditional artistic, adanc Inrddécinat in comunitétile autohtone. Pentru o
regiune cu un teritoriu relativ mic ca suprafata, putem remarca o diversitate
fantastica datoritd mixtului de populatie.

Capitolul doi este dedicat in intregime celor mai importante textile si
anume costumului traditional din arealul banatean din perioada 1850-1950,
o perioada de varf In procesul de creatie artistica.
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Diferitele categorii de tesaturi cercetate, reflectd in compozitia lor
ornamentald, in modul de dispunere ca si in arhitectura motivelor
decorative, o anumita conceptie stilistica si mai mult decat atat, o anumita
modalitate de intelegere si reprezentare artistica.

Constatam ca fiecarei etape a societatii umane Ti corespunde o
anumita formd de culturd. In procesul initial al credrii hainelor s-a avut in
vedere rolul practic al acestora, insd cu timpul partea pragmatica-
functionala face loc elementului artistic, pliindu-se pe necesitatii omului de
frumos direct proportional cu imbunatatirea conditiilor de viata.

Realizand o paraleld intre doud etape istorice se pot remarca diferente
ale ansamblurilor vestimentare, cu precadere intre 1870 si 1950. Chiar daca
structura si forma ansamblului vestimentar feminin a ramas aceeasi, se pot
distinge schimbari importante in stil, materiale folosite, decor, ornamentica
si cromatici. In cazul ansamblului vestimentar barbitesc, constatim
schimbari chiar in cadrul structurii, portul traditional se transforma in port
ocazional, broderiile nu se mai realizeaza manual ci cu ajutorul masinii de
brodat, decorul se simplifica devenind minimalist.

Finetea matasurilor, marchizetului catifelei si crep de chin-ului, a
firului de aur argintiu sau auriu, margelelor din sticla sau portelan, au dat o
frumusete aparte care impresioneaza prin rafinament, complexitate, decor
si tehnica orice privitor.

Tehnica de vopsire a canepei si 1anii aminteste prin tonurile si nuantele
diverse de rafinamentul francez. Tehnica de ales si tesut pe dos cu oglinda
si intercalarea in tesaturd a firului metalic se aseamana cu cea folosita in
tapiseria flamanda. Broderia plind in relief, cusuta cu fir metalic, ne duce
cu gandul la Bizant. Geometrismul pur organizat pe principiul repetitiei ne
permite compararea cu arta sud-americana.

Iata cate enumerari ce confirma paralelismul cultural dar si locul artei
traditionale bandtene in civilizatia universald. Interferentele si schimburile
culturale au cunoscut un proces creativ, permanent dovedind apartenenta
regiunii In marea familie a civilizatiilor europene.

Regasim in fiecare subzona etnografica si chiar de la o comunitate la
alta, in functie de diversitatea etniilor conlocuitoare, o mare varietate de
porturi produse cu veritabile valente artistice. Acest proces de creare si
evolutie morfologica si decorativd atinge culmi ale creatiei si formeaza
ansamblu vestimentar traditional ce poate fi considerat o referintd clasica,
deoarece cuprinde toate elementele reprezentative ale portului feminin si
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masculin, in ceea ce priveste ornamentatia si in care utilul si esteticul se
completeaza reciproc.

Regasim in capitolul acesta o descriere a textilelor specifice fiecarei
subzone etnografice a Banatului de clmpie, respectiv similitudini si
diferente in textilele utilizate, in croiuri, in privinta dispuneri ornamentale
etc., rolul capitolului fiind acela de a expune diversitatea acestor textile.

Capitolul 4

Giteala capului in Banatul de cimpie

Un paradox al ansamblului vestimentar feminin este reprezentat de
podoabele purtate de femei.

In orasele banitene au existat, in perioada cercetati, mesteri
specializati in prelucrarea metalelor obisnuite sau nobile, care si-au
demonstrat mestesugul intr-o mare varietate tehnica: turnarea in tipare,
modularea la cald, incovoierea, ciocanirea, incizarea, slefuirea, montura de
tip floral efectuatd prin combinare de tehnici la rece si la cald a monedelor
si nu in ultimul rand tehnica filigranului. Acestora le addugam cele doua
tehnici de confectionare din margele, respectiv aplicarea prin cusut si
innodarea. Aceste mestesuguri artistice au cuprins un inalt grad de
madiestrie si pot rivaliza cu indeletniciri similare cu alte zone ale lumii.

Complexul vestimentar si podoabele, au avut in istoria lor multiple
semnificatii, ndscute din functional urmand mai apoi drumul firesc catre
estetic. Enumerand cateva din aceste semnificatii, care astizi din pacate
sunt disparute, putem amintii: apartenenta etnica, arealul fix de raspandire,
starea sociala, statutul civil, functia magica, cea rituald si festivd sau
ocazionala. Toate s-au constituit intr-un cod consacrat doar comunitatii in
care vietuia persoana respectiva.

In cadrul acestui organism dinamic si autoreglabil nimic nu rimane
necunoscut. Riturile de trecere, preliminare, liminare sau post liminare cu
functii integratoare, sunt anuntate comunitatii prin vesmintele si podoabele
afisate. Parcurgerea vietii, cu toate evenimentele sale: nastere, logodna,
nuntd, moarte, varstd, stare sociald, casatoria, toate aceste momente sunt
anuntate comunitatii prin semne consacrate, oranduite Intr-o gramatica fixa,
in cazul acestora podoabele si complexul vestimentar.

Nerespectarea gramaticii consacrate si institutionalizate de comunitate
ca lege, proiecteaza femeia in afara colectivitatii. Acestei norme i se adauga
si caracterul centripet al culturii traditionale, fapt ce a determinat
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perpetuarea secolelor de-a randul a multiplelor semnificatii organizate intr-
un anumit cod.

Am acordat un capitol separat textilelor utilizate pentru gateala
capului deoarece, spre deosebire de celelalte textile regdsite in Banat,
acestea primesc valente magice, mistice, uneori fiind mai relevante decét
ntreg ansamblu vestimentar.

Capitolul 5

Managementul patrimoniului material din colectia etnografica
Marius Matei

Capitolul cinci este dedicat 1n intregime procesul de cercetare si de
management al textilelor de patrimoniu prin prisma legi patrimoniului si a
conditiilor recomandate de catre specialisti.

Capitolul este structurat in sapte subcapitole in care regasim descrierea
colectiei de textile, managementul ei, descrierea cadrului legislativ,
depozitarea textilelor, conversarea preventiva, organizarea expozitiilor etc.

Cercetarea de teren, poate unul din cele mai importante aspecte
descrise in aceasta lucrare, sintetizeaza munca depusd de peste 20 de ani
concretizatd prin Colectia etnograficd Marius Matei ce cuprinde peste 3500
de piese de port, bijuterii si fotografie veche, repre-zentative pentru zona
Banatului de campie. Colectia s-a bucurat de recunoastere din partea
muzeelor de prestigiu din tara cat si din strainatate, aldturi de cataloage de
prestigiu publi-cate la edituri cotate A si B conform CNCS, prefatate de
Mmari cercetatori si academicieni ai tarii.

Expozitiile organizate cu piesele de patrimoniu aflate in colectia mea
au fost si vor fi mereu realizate dupad un concept didactic, expozitia
continand atat ansambluri vestimentare cat si panouri de dimensiuni medii
cu fotografii vechi care atestd corectitudinea cu care sunt asamblate
costumele populare.

Ghidul a fost si este legea nr. 182/2000 mai numitd si legea
patrimoniului. Aceasta ofera un real ajutor in conservarea si valorificarea
patrimoniului.

Managementul colectiei, respectiv a textilelor de patrimoniu, a fost o
activitate prioritard pentru pastrarea integritdtii si a bunei evidente.
Functionand mereu dupd principiile muzeistice, colectia a fost fisata si
fotografiata in Intregime.

Depozitarea acesteia este realizata dupa ghidul folosit de conservatori.
Acest proces implica multd responsabilitate. Sa culegi o piesd de pe teren
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ntr-o stare impecabild aduce dupa sine responsabilitatea pastririi acesteia
in conditii ce nu vor aduce cu ele degradare. Aici ludm in calcul si
conservarea preventiva deoarece este vital sa avem in vedere viitorul piesei
pentru generatiile viitoare.

Pentru conservarea preventiva a pieselor temperatura este mentinuta
constant, piesele sunt tratate cu spray cu denumirea de K600 Tmpotriva
daunatorilor, si piesele de lana sunt mentinute separat de restul pieselor
textile, fiind mai predispuse la atacul daunatorilor.

Colectia este, in prezent, cea mai mare si cea mai autentica si singura,
de altfel, acceptatd si prezentatd de toate muzeele nationale si de marii
cercetatori ai domeniului.

Metode de cercetare

Cercetarea este un proces sistematic de colectare si analizd a
informatiei pentru imbunatatirea Intelegerii noastre asupra unui aspect.
Cercetarea stiintificd este definitd ca investigatie, studiu in vederea
descoperiri si punerii in evidenta a noi cunostinte si verificarea acestora”.

Pentru o cercetare stiintificd reald si coerentd trebuie sa acceptam
faptul ca sunt intrebari la care nu putem raspunde decat prin banuiala si sa
recunoastem limitele unei astfel de solutii. Avem nevoie, astfel sa
producem noi cunostinte si pentru aceasta apelam la cercetarea stiintifica.
Functia cercetdrii stiintifice este producerea de cunoastere.

In cadrul cercetiri stiintifice regasim doud metodologi distincte: cea
cantitativd si cea calitativd. Acestea sunt total diferite si la fel de
Hstiintifice”.

Scopul prezentei lucrari este de a pune la Indeméana viitorilor
specialisti un material real si onest, prin descrieri, analize si ilustratii de
specialitate, rodul a doudzeci de ani de cercetare, meniti sd usureze studiul
in domeniul artei decorative romanesti din aceastd parte de tara, in spetd
textilele de patrimoniu din arealul banatean.

Pentru stabilirea tipurilor si variantelor diferitelor piese textile de
patrimoniu, se contureaza determindri zonale si regionale, care coroborate
cu alte determinari similare si a unor fenomene si procese etnografice si
artistice duc la conturarea hartii etnografice a regiunii.

5 Ana-Lucia Ristea, Valeriu loan-Franc, Metodica in cercetarea stiintifica, Ed.
Expert, Bucuresti, 2013, p. 18.
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Cartografierea textilelor de patrimoniu, impreund cu cercetarea
calitativa si cu schema tipologica reprezinta o sinteza pretioasa a lucrarii.
Definirea rezultatelor prin raportarea formei, structura croiului, compozitia
ornamentald, permit de asemenea si analize stilistice si valorificari estetice
de specific comunitar.

Datorita evolutiei rapide a comunitatilor rurale si implicit degradarea
agresiva a textilelor utilizate n arta decorativdi romaneascd din arealul
banatean s-a pornit In aceastd cercetare de teren, in urma cu douazeci de
ani. Toate aceste cercetdri s-au finalizat cu inchegarea unei colectii de
textile traditionale din toate subzonele Banatului de cidmpie, care astazi
insumeaza 3500 de piese, ansambluri vestimentare, tesaturi de interior,
fotografie veche, unele dintre ele unicate.

Textilele aflate in colectie reflectd diversitatea si tipologia zonala,
cristalizata intre ani 1870-1950.

Profunda personalitate a textilelor de patrimoniu din Banat, departe de
a reprezenta un martor al Tnapoieri social-economice, dezvaluie o lume, n
care arta decorativdi romaneascd argumenteazad statornicia, vigoarea si
fantezia unei culturi de rara noblete, reprezentativa pentru aceasta regiune.

Sub aspect stiintific, selectia operatd in lucrarea de fatd, ofera o
realitate si o apro-fundare a cercetari sub aspect etnografic, prezentand
argumente originale, de orientare si pentru cercetitorii de artd plastica ce
recurg la utilizarea resursele autentice din acest areal.

Necesitatea urmariri evolutiei formelor specifice comunitatilor din
regiune, mani-festate in diversele textile, pana la unele ipotetice arhetipuri
si chiar prototipuri, ne con-duce, in mod inevitabil la elaborarea unui
material util consolidarii problemei etnogenezei.

S-a pornit la elaborarea acestei lucrari cu o fundamentare teoretica
riguroasd, bazatd pe o bibliografie ineditd si diversa, coroboratd cu
obiectivitate, atitudine, echilibru. Pe partea pragmatica a cercetarii regasim
cercetare calitativa. In cadrul acesteia se regisesc metode precum ancheta
de teren care presupune utilizarea mai multor tehnici precum chestionarul,
interviul, observatia si fotografia.

Prima tehnica folosita a fost reprezentata de utilizarea chestionarelor,
in general, cu intrebdri prestabilite. In aplicarea chestionarelor, am ales un
esantion destul de specific, reprezentat de femei, cu varste intre 50 si 80 de
ani, care s-au nascut in aceea comunitate si nu au venit ulterior. Acest
esantion am observat ca reda cu cea mai mare acuratete informatia pentru
perioada cercetata. Uneori, parte din aceste femei au cusut S-au tesut la
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randul lor sau li s-a predat mestesugul de la generatia precedenta. Foarte
important este ca fiecare persoand sa fie singura cand raspunde la
chestionar pentru a nu fi influentatd in nici un fel in raspunsurile sale si
informatia sa nu fie alterata.

A doua tehnica utilizata a fost interviul. Persoanele intervievate li s-au
permis sd vorbeasca liber, folosind doar intrebari ajutitoare pentru a nu
devia de la tema cercetatd. Sub aspectul interviului semi-structurat am
obtinut informatii specifice, acesta fiind utilizat doar pentru a pastra un fir
narativ coerent pentru abordarea unei anumite teme, in jurul céreia se va
purta discutia.

In cercetarea de fata am ales sa folosesc, in afara interviurilor semi
structurate, interviuri nestructurate. Acesta este utilizat, cu precadere,
pentru stabilirea unei relatii mai personale cu persoana intervievata,
totodatd ajutdnd la identificarea unei probleme, cu scopul final de a
intelege si mai putin de a explica.

Un alt tip de interviu utilizat este cel creativ. Recomandat pentru o
exprimare cat mai libera si creativa, persoana intervievata si intervievatorul
renunta la orice regula de conduita si prejudecata.

O tehnicd relevantd in cercetarea de fatd este reprezentatd de
observatie. Aceastd tehnica si-a dovedit utilitatea prin participarea fizica la
diferite evenimente in viata comunitdtii abordate, precum: ruga, baluri,
inmormantari, nunti, botezuri etc.

In utilizarea acestei tehnici conteazi enorm atentia pentru a putea
surprinde senti-mentele personale, comportamentele in cadrul grupului
social, discutiile si imbracamintea.

Finalizarea procesului de observare se concretizeazd in redactarea
notelor, ce pot fi de observatie, de metoda (probleme de abordare, de
relatie, de intelegere) si teoretice (conceptele si formele de generalizare la
care se gandeste cercetatorul n procesul de observatie).

In cercetarea calitativi se mai utilizeazi fotografia veche, aceasta
oferind cerce-tatorului un grad ridicat de obiectivitate, chiar daca fotografia
a fost realizata de alte persoane. Aceasta ne ofera posibilitatea de a o utiliza
ca instrument ajutator 1n stimularea interviului nestructurat.

Fotografia pune capat scepticismului, constatd, autentificd si
garanteaza, repre-zentand o proba a obiectivitatii.

Pe langd metodele de cercetare calitativa, in lucrarea de fatd am
utilizat metode de cercetare tipologice, metode aparute n prima jumatate al
secolului al XX-lea, consideratdi de numerosi cercetitori ca metode
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concrete, realiste si proprii sistematiziri obiectelor si fenomenelor
culturale, datorita eficientei ei, clasificarile in etnografie au urmat directiile
si sensurile de dezvoltare conform acestei metode.

Pentru o ordine stiintifica de clasificare apelam la prima sub-metoda a
tipologiei, cea geneticd. Conform geneticienilor culturi care sustin ca
cultura se comporta ca un organism viu, iar clasificarea ar trebui sa se faca
conform teoriei comparativ istorice. Bazandu-ne pe aceasta sub-metoda
vom clasifica tesaturile si piesele de port conform evolutiei logice prin
care, prin fiecare etapa a societatii omenesti ii corespunde o anumita forma
de cultura, cu cét evolueaza societatea, cu atit evolueazd si forma de
cultura. Concluzia fiind ca fiecare epoca istorica 1i corespunde o anumita
moda de Imbracaminte.

A doua sub-metoda este tipologia structurald care urmareste
clasificarea pieselor de port dupd structura lor, concretd, observabila si
distructibila, adica diferentele dintre un ansamblu vestimentar ceremonial
traditional reprezentativ pentru comunitatea respectiva si portul traditional
de zi cu zi, distinctia ficAndu-se prin materialul de confectionare si
ornamentatie. Versus port uzual la care au fost adoptate si piese de factura
industriala.

A treia sub-metoda tipologica este reprezentata de clasificarea
morfologicd, prin care am analizat elementele componente ale
ansamblurilor vestimentare pentru fiecare subzona cercetata si sa observam
diferentele de evolutie in doua etape istorice, pornind de la tipul individual
arhaic, la forma colectiva, reprezentativa conform evolutiei si
transformarilor survenite.

Urmatoarea sub-metoda, cea functionald, nu poate fi analizata singular
ci doar impreuni cu cea morfologica, deoarece se completeaza reciproc. In
ansamblu, clasificarile functio-nale in cercetarile etnografice sunt: ideea
sistematizarii proceselor dinamice ale culturii in interdependenta lor
multipla, economicd, sociala etc. si ideea unei ierarhii logice a obiectelor si
faptelor de culturd datorita complexitétii lor functionale crescande si
paralele.

Exemplu elocvent este ansamblu vestimentar de sarbatoare care
reprezinta apogeul tehnic al confectionarii imbracdmintei populatiei rurale
si apanajul anumitei clase sociale. Existenta indelungata a acestor elemente
culturale, conservatoare, se datoreaza faptului complexitatii procesului de
realizare si costul materialelor foarte ridicate, a fost supus unor uzuri mai
lente, deoarece era folosit de mai multe generatii.
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Una din cele mai dificile analize tipologice, este sub-metoda stilistica.
Datorita diversitatii ansamblurilor vestimentare, a semnelor distinctive cu
valoare de simbol, de excesiva labilitate a notiuni de stil, cu rol precis in
esteticd si critica de artd, vom constata cd diferentele si semnificatiile
acestora se schimba in timp, redand alte caractere artistice.

In ansamblu lor, clasificarile stilistice, de ordin tipologic, au vizat si
laturi subiective sistematizarii, uneori minimale, alteori hiperbolice ale
reflectarii plastice. Unele clasificari stilistice ale textilelor au adus o nota
pozitiva In cunoasterea istorica.

Sub-tipologia dialectala are la bazd evolutia genetico-istorica a
obiectelor si elementelor culturale. Vom observa in evolutia lor istorica
faptul ca unele piese si-au schimbat structura si forma, dar si-au pastrat
accesai denumire n epoci si zone diferite, la altele desi au pastrat forma si
functia, ele si-au schimbat denumirea.

In aplicatiile ei, tipologia dialecticald, nu izoleazi sau disociazi in
clasificare esenta de fenomen, continutul de forma, obiectul si faptul de
culturd de complexul cultural, sau forma de culturd din care acestea fac
parte integrantd si organica, ci le considera inde-pendente si conexe.

Putem concluziona, pe baza celor mai sus mentionate, faptul ca
lucrarea de fatd aduce inovatie, intr-un domeniu prea putin cercetat si
aprofundat. Textilele de patrimoniu, desi fragile, sunt extrem de griitoare,
fiind o marturie incontestabild a unui trecut glorios, relatind despre
generatii de banateni, despre fastuozitate si creativitate.

Concluzii

Lucrarea de fatd abordeaza patrimoniu textil din Banatul de campie
din perioada anilor 1870 respectiv 1950.

Teza este structuratd in cinci mari capitole, dupd cum urmeaza:
,Dezvoltarea artei banatene 1n context istoric”, ,,Arta si simbol”, ,,Giteala
capului in Banatul de campie”, ,,Costumul traditional din Banatul de
campie” si ,,Managementul patrimoniului material din Colectia etnografica
Marius Matei”.

Debuténd cu prezentarea metodelor de cercetare utilizate, alaturi de o
introducere succintd, se creeaza cadrul unei lucrari realmente stiintifice,
abordand atat metode calitative, cantitative cat si tipologice.
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Pornind de la conditiile geopolitice si economice din perioada
cercetatd, se remarcd o revitalizare a culturii materiale care se adapteaza si
actualizeaza la noile curente artistice.

In toata istoria umanittii textilele si moda au reprezentat un indicator
fidel al bunastarii si al statutului social. Conjuctura favorabila din aceasta
perioada a dus la o modernizare atat a regiunii cat si a textilelor ulizate in
confectionarea ansamblului vestimentar, crednd premise favorabile pentru
femeia din aceasta regiune, permitdndu-i sa isi demonstreze talentul nativ si
creativitatea.

Creatiile lor exprima o mentalitate estetica si etica care s-a conturat si
a surprins esenta unei identitti etnice aparte, reusind sa ridice standardul
artei populare in randul artelor universale.

Acest tezaur textil, cu mare potential de memorare a tiparului
banatean identitar, ne ofera un orizont larg spre cunoastere si o dorinta de
aprofundare a acestui patrinoniu zonal, foarte expresiv, autentic si arhaic.

Putem concluziona, pe baza datelor cercetate, faptul ca evenimentele
istoriei milenare a acestei regiuni, au determinat contacte cu diferite
civilizatii si arii culturale incepand cu cea bizantind, orientald, slava si mai
apoi cea germanicad. Aceastd mare diveristate culturala a influentat si
imbogatit cultura autohtona, reusind sa creeze o simbioza intre toate aceste
curente si sd-si formeze o amprentd proprie. Colectia care std la baza
cercetatilor acestei teze este Intemeieatd pe acestd multiculuralitate regasita
in diversitatea textilelor si a tehnicilor de creatie.

Capitolul 1

Primul capitol al acestei teze de doctorat este dedicat prezentarii
cadrului istoric n care s-a dezvoltat arta populara din Banat.

Structurat in sase subcapitole, ,,Globalizarea si arta populard”,
LIstoricul tesaturilor”, ,,Materiile prime”, ,,Industria casnica”, ,,Manufacturi
si industrializare” si ,,Tehnici de tesut”, regésim creionat un context istoric
al textilelor din aceasta regiune prin prisma integrarii lor in comunitatiilor
rurale, observand totodatd si o evolutie a satului traditional.

Péna in 1850 regésim utilizata doar cénepa, inul si lana insa datoritd
noilor conditii economice se observad aparitia unor materiale textile mai
atractive si mai accesibile. Raspandirea lor pe scard largd remodeleaza
gusturile si moda comunitatilor rurale.
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Dupa 1850 se constatd o evolutie in toate domeniile: invatdmant, arta,
economie, comert, s.a.m.d., o trecere de la industria casnica la manufacturi
si mai apoi la o dezvoltare industriala, de trecere de la conceptul de produse
realizate doar pentru uz gospoddresc la produse realizate pentru
comercializare, de formare si consolidare a unei puternice clase mijlocii in
cadrul comunitatiilor rurale.

Tesaturile au avut o semnificatie sociald, renumele bun al casei
banatene consta in cantitatea tesaturilor lucrate in casa, reprezenta harnicia
femeilor din casa respectivda precum si bunistarea familiei, limbajul
tesografic a fost evidentiat si prin aspectul calitativ al pieselor de port si
tesaturilor de interior, prin extinderea suprafetelor ornamentate si prin
natura si bogatia cromatica, mai putin prin structurd. Vigoarea tesaturilor
este exceptionald prin ritmul, cadenta alternati cu zone de liniste.
Influentele au fost asimilate, integrate si transformate conform viziunii
creatoarelor.

Daca pana in secolul al XIX-lea industria casnica se afla la baza
comunitatiilor rurale, transformarile si idealurile moderne ale omenirii din
acest secol genereaza schimbéri majore in toate paturile sociale, politice si
economice ale regiunii.

Aparitia masinilor de cusut si brodat au contribuit de aseamenea la
ridicarea nivelului tehnologic de confectionare a produselor textile, la o
inepuizabild gama de texturi, motive, modele si o cromatica diversificatd
care transforma procesul vestimentar intr-o opera de arta.

Putem considera faptul ci, pe baza informatiilor si datelor cercetate,
perioada 1870-1950 reprezintd apogeul patrimoniului textil din Banat, care
are Tnsd marele merit de a-si fi pastrat identitatea si apartenenta la
romanism.

Capitolul 2

Al doilea capitol al acestei teze de doctorat este artei sub toate
aspectele sale.

Structurat in cinci subcapitole, ,,Simbolism”, ,,Ornamentica”, Arta
culta vs. artd populard”, ,,Arta, creatie si inovatie” si ,,Cromatica”.

Relevarea raporturilor sistematice care leagd si despart clasele,
tipurilor, varietdtile si speciile artei detine, indiscutabil, o deosebitd
importantd In fundamentarea actului critic, dar mai cu seama in intelegerea
mai complexid si mai completi a istoriei artelor. In aceasti ordine

20



problematica se inscrie si acest capitol din prezenta lucrare. Putem spune ca
studiul de diferentiere a artelor, aduce elemente noi, inedite, in
circumscrierea unei evolutii cu aplicare la artd ca forma de activitate
spirituala a omului.

Fara indoiala cercetarile artei populare, incadrata ca arta decorativa in
marea familie a artelor, si componentele acesteia urmeaza diferite cai, in
functie de obiectul cercetarii, fiind foarte importanta incat sa nu fie trecuta
cu vederea.

Explorand trecutul artei sau chiar domeniul mai vast al stiintelor
umaniste, suntem adesea inconjurati de scepticism, deoarece fiecare noua
generatie dezvaluie abordari noi ce confera autonomie formelor artistice
sau le subordoneaza conditiondrii lor materiale. Fiecare generatie
construieste o perspectiva distincta asupra istoriei, adoptand o imagine care
1 se pare singura justificatd, reflectand astfel modul in care aceasta
constientizeaza trecutul.

In era noastra, s-a revelat fundamentul social, economic si politic al
evenimentelor istorice, redescoperind intelesul multor opere de artda si
cdutand sd descifreze, in conformitate cu studiile de referinta anterioare,
semnificatiile codate odinioara in textile, tablouri, sculpturi si cladiri.

Capitolul 3

Tn acest capitol este prezentat ansamblu vestimentar romanesc din
Banatul de campie.

Structurat pe patru subcapitole: ,,.Dezvoltarea costumului traditional
roménesc din Banatul de campie”, ,Structura costumului traditional
femeiesc”, ,,Portul barbatesc” si ,,Subzonele etnografice”.

In primul subcapitol, dupd un scurt istoric al costumului traditional,
considerat un filon valoros al identitatii unui popor, este adus in prim plan
omul care prin acest vesmant isi etala frumusetea si distinctia, potentia
personalitatea si nobletea familiard in toate momentele importante ale
existentei. De-a lungul timpului el s-a recladit si reconstruit in functie de
perioadele istorice si conditiile social-economice.

Al doilea subcapitol prezintd structura si componenta ansamblului
vestimentar bandtean feminin care are in compozitia sa cdmasa si poalele,
croite in asa fel incat sd permitd maleabilitate miscdrii. Elementele
secundare, oprege, catrinte, braie, confera o notd de eleganta si rafinament
care pun in valoare frumusetea feminina.
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Portul barbatesc este prezentat in cel de-al treilea subcapitol,
fnscriindu-se in tipologia generala a portului traditional romanesc. Pe
masura modernizarii societatii remarcam si aparitia elementelor textile
industriale in componenta portului barbatesc in perioada cercetata.

In ultimul subcapitol sunt prezentate ansamblurile vestimentare
divizate  pe subzonele  etnografice  regdsite in  campia
banateana.Cartografierea ansamblurilor vestimentare, in cadrul acestor
subzone, a avut un rol esential, prezentrand atat similaritatiile cat si
diferentele dintre acestea.

in concluzie putem afirma faptul ci aspectul de ansamblu al
complexului vestimentar banatean, pe cat de divers este de la o zona la alta,
este tot atdt de unitar. Varietatea elementelor decorative, bogitia
compozitionald, fantezia si imaginatia creatoarelor sunt trasaturi ce confera
varietate ansamblului. Simplitatea structurald a croiului, concentrarea si
circumscrierea  motivelor in spatii cu limite bine stabilite, stilul
compozitional, echilibru si raportul cromatic stabil, sustin surprinzitoarea
unitate a portului banatean.

In pofida aparitiei materialelor si accesorilor noi, creatoarele au reusit
sa pastreze conservatorismul structurii ansamblurilor vestimentare, reusind
prin creativitate si inteligenta, sa integreze si sa adapteze la moda centrelor
urbane dar si vice versa.

Capitolul 4

Cel de al patrulea capitol este dedicat textilelor utilizate in gateala
capului in regiunea banateana.

Structurat in trei subcapitole, ,,Introducere”, ,,Pieptanatura capului”, si
»Acoperitori de cap”, regisim evidentiat fastuozitatea acestor forme ale
culturii traditionale din arealul bandtean prin prisma complexitatii
tehnicilor si materialelor textile utilizate in fabricarea lor.

De a lungul timpului aspectul parului si al acoperitorilor de cap au fost
considerate cele mai importante elemente ale identitatii feminine. Aflate in
stransa legatura, acoperitorile de cap alaturi de coafura parului, erau mereu
realizate 1n functie de varsta si statutul femeiii.

Remarcam ca fiind cea mai importanta schimbare trecerea de la
momentul adolescentei la cel de femeie maritatd. Aceastd trecere este
marcatad prin reguli stricte ale satului bandtean in care coafura si statutul
femeii este schimbat obligind acoperirea parului cu o piesa textila
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deosebitd prin complexitatea tehnicii si a materialelor utilizate 1n
confectionarea sa.

Acest subcapitol face prezentarea principalelor piese utilizate pentru
acoperirea capului, multe dintre acestea originale si specifice doar acestei
regiuni.

Materialul folosit a fost panza alba de canepa sau bumbac, iar
confectionarea acestor piese textile impunea o tehnicd si ITndemanare
deosebitd. In campia Banatului, tesitura avea o formd dreptunghiulara,
intreaga suprafatd era decoratd cu broderie compactd, decorul constand
dintr-o ornamentatie cu motive geometrizate, cu un fond cromatic de alb,
rosu, negru, pe alocuri verde si galben. Erau incluse in ansamblu
vestimentar ceremonial.

Daca structura si componenta ansamblului vestimentar banatean a
ramas neschimbatd, pentru textilele utilizate la Tmpodobirea capului nu
putem spune acelasi lucru. De-a lungul timpului acestea au suferit
modificari, imbracand forme si decoruri tot mai complexe.

Pe baza cercetarilor de teren si a bibliografiei existente se remarca
importanta sociala semnicifactiva a acestor piese originale ale ansamblului
vestimentar ceremonial bandtean. Textilele utilizate pentru acoperirea
podoabei capilare erau un indicator al statutului comunitar, varstei si
sexului. Alaturi de mestesugurile traditionale, tehnicile practicate,
materiale, cromatica, ne conduc spre recompunerea istorica a modului de
viatd si a conceptiilor comunitatiilor rurale din aceastd regiune, Intr-0
anumita perioada de timp.

Capitolul 5

Capitolul cinci se concentreaza integral pe procesul de cercetare si
management al textilelor de patrimoniu, examinandu-le din perspectiva
legislatiei patrimoniului si a orientarilor recomandate de specialisti. Acest
capitol este divizat in sase subcapitole, care includ descrierea colectiei de
textile, gestionarea acesteia, prezentarea cadrului legal, depozitarea
textilelor, conservarea preventiva, organizarea expozitiilor etc.

Un aspect deosebit de semnificativ evidentiat in acest studiu este
cercetarea de teren, reprezentand rezultatul a peste 20 de ani de munca,
evidentiatd prin Colectia etnograficd Marius Matei. Aceastd colectie
cuprinde peste 3500 de piese de port, bijuterii si fotografii vechi,
reprezentative pentru zona Banatului de campie. Recunoscuta de muzee de
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prestigiu din tard si striinatate, colectia a fost prezentatd in cataloage
apreciate conform CNCSIS si CNCS, cu prefete semnate de mari
cercetatori si academicieni romani.

Expozitiile organizate cu piesele din colectia de patrimoniu au fost si
vor fi Tintotdeauna concepute didactic, incluzadnd atat ansambluri
vestimentare, cit si panouri cu fotografii vechi care atestd corectitudinea
asamblarii costumelor populare.

Legea nr. 182/2000, cunoscutd si sub denumirea de legea
patrimoniului, reprezintd ghidul esential in conservarea si valorificarea
patrimoniului. Managementul colectiei de textile de patrimoniu a fost o
prioritate, urmarind pastrarea integritatii si a evidentei corespunzatoare.
Respectand principiile muzeistice, colectia a fost complet documentata si
fotografiata integral.

Depozitarea colectiei respectd ghidurile conservatorilor i impune o
mare responsabilitate. Recoltarea unei piese intr-o stare impecabild implica
obligatia de a o pastra in conditii ce previn degradarea. Conservarea
preventiva devine esentiald, avand in vedere viitorul pieselor pentru
generatiile urmatoare.

Pentru a asigura conservarea preventiva, temperatura este mentinuta
constant, piesele sunt tratate cu sprayul K600 impotriva daunatorilor, iar
piesele din land sunt pastrate separat, fiind mai vulnerabile la atacurile
daunatorilor.

Colectia reprezintd in prezent cea mai extinsd si autenticd, fiind
singura acceptata si prezentata de toate muzeele nationale si de eminentele
n domeniul cercetarii.
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Introduction

The traditional decorative art of Banat reflects a specific artistic
conception and a way of understanding and representation. Over time, it
has consistently incorporated influences and trends, revealing, in its own
way and with specific methods, the evolution of artistic thought, taste, and
skill. Initially, the creation of ornaments considered their magical role, but
gradually, this gave way to the artistic element, corresponding to the
increasing need for beauty as manifested by humans, as their living
conditions improved.

Traditional attire represents the pinnacle of creative expression for
women in Banat and remains a central point in the decorative art of this
region. It can be analyzed from several perspectives: firstly, it preserves
enduring values with ancestral symbols. Here, one can admire aesthetic
geometry achieved through numerous sewing techniques and drawn
threads. Secondly, the diversity of techniques in lavish embroideries,
borrowed and adapted, is noteworthy. Thirdly, an important aspect can be
observed through the use of luxurious materials imported from the West in
the creation of attire.

"In folk art, the symbol as signs that communicate and transmit
information constitutes an artistic message that carries a semantic part [...],"
leaving a strong ethnically specific imprint in its representation,
compositional and chromatic complexity, in accordance with the
conceptual and aesthetic-decorative load of life. The symbol becomes "a
unifying force of an ethnic community." Thus, despite numerous foreign
influences, in Banat, it faithfully retains its local imprint.

Predominantly, the geometric motif, stylized and arranged in various
creative ways, is found (Fig. 1). Therefore, the issue of geocentricism in
folk art is still debated today by numerous researchers and theorists. An
eloquent example of a visionary perspective is that of academician Razvan
Theodorescu, who notes "the international aspect in the structure of artistic
production and on some forms reminiscent of Roman and Byzantine
motifs, but adapting images from Oriental mythology." 1.D. Stefanescu
attempts to find a stratigraphic order: "[...] at the origin of all things, there
appears a prehistoric background distinguished by geometric or
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geometrizing characteristics. Floral and animal themes influenced by the
sight of nature characterize a second phase" (Fig. 2).

Fig. 1/ Detail of a shirt from the Fig. 2/ Detail of a shirt from the

ethnographic area of Lugoj, ethnographic area of Sannicolau
photography from the Marius Mare, photography from the Marius
Matei Ethnographic Collection, Matei Ethnographic Collection,
2023. 2023.

All these signs were represented in angular form in the decoration of
our fabrics, but their original meaning was forgotten. In the minds and
vision of the women of Banat, a different world emerges, with birds,
flowers, and animals resembling a native fairytale garden, where
sometimes the origin of motifs is visible, and other times it is lost, creating
a rich backdrop.

Moving on to the second perspective, that of the numerous
embroideries found in traditional costumes, we can emphasize that the
women of Banat were accomplished artists, adopting techniques of
exceptional complexity to enable their translation onto the canvas of their
imagination while preserving the canons of tradition. Here, I mention
artistic embroideries of both Eastern and Western origin. Nevertheless, they
remain faithful to the techniques inherited from their ancestors.
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Finally, addressing the third perspective, | highlight the importance of
the diversity of materials used in crafting Banat attire. Starting in the 18th
century, Banat became a crown domain of the Habsburg Empire and later
came under the auspices of the Austro-Hungarian Empire. This historical
trajectory facilitated the development of trade routes, allowing traders,
especially Jews and Armenians, access to an abundance of new materials
from the East and the West.

In this corner of the country, against the backdrop of a flourishing
socio-economic context, women managed to innovate their attire by
acquiring the finest materials available in European markets. Thus,
brocades, silks, metallic threads, porcelain buttons, colored glass, wood,
brass, fine lace, along with many other exceptionally costly materials
produced in manufactories, found their way into Banat costumes. Young
girls and women alike bought everything their hearts desired, indulging in
attire without equal. To conclude on a romantic note, quoting Lucian
Blaga's observations: the richness of the land sends its variegated
reflections into the golden coins of necklaces, into the generously woven
silver on hips, into the red cry of silks melted into the snow of shirts [...].

Women in Banat aspired to a luxury that over time became a necessity
due to the desire to assert their status and financial power within their
communities. The creators of beauty in this part of the country embraced
innovation within tradition in an ineffable gesture, showcasing remarkable
skills.

Banat is a region little known, and therefore, | consider this doctoral
thesis imperative. In a relatively small territory, we find an extraordinary
variety and diversity of clothing ensembles, especially in the case of
women's attire.

| focused the research on the late 19th century and the first half of the
20th century, noting that throughout the Banat region, there were stages of
evolution and transformation of clothing ensembles, with a strong local
imprint, yet maintaining the ancient thread unaltered.

Thus, we can observe in the clothing ensembles from the subzones of
Sannicolau Mare, Valea Muresului, and Faget, the emergence of materials
such as "flower-stained" silk (Fig. 3) and "shaved" silk (Fig. 4), from which
vests and sumptuous garments were made, displaying an extraordinarily
diverse chromatic range. These pieces were worn over chemises and skirts,
imparting a unique style and fashion to traditional costumes, a departure
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from the customs of tradition but marked by a luxury and opulence that
were extraordinary, demonstrating the financial prowess of these regions.

Fig. 3/ Detail of an apron from the ethnographic subzone of Sannicolau Mare,
photography from the Marius Matei Ethnographic Collection, 2023.

Fig. 4/ Detail of a headscarf from the ethnographic area of Sannicolau Mare,
photography from the Marius Matei Ethnographic Collection, 2023.

In the Buzias and Lugoj subzones, the emergence of new elements
alongside archaic ones, as well as unique techniques employed by skilled
craftswomen specialized in this field, are noteworthy. We witness the
modification of the length of the ensemble, the introduction of lacework
executed in various combined techniques, rich in imagination.
Furthermore, both the decor and the color palette undergo surprising
developments due to the appearance of art catalogs published by thread,
fiber, and dye factories. These catalogs featured distinctive phytomorphic
ornamental fields in terms of both color and dynamism. Here, we also find
new and extremely costly materials such as porcelain and colored glass
buttons, as well as golden or silver metallic threads.
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After 1919, with the incorporation of Banat into the other historical
regions of Romania, the traditional Banat costume returns to its old
Romanian, regionally specific values. Thus, we witness a revival of old
decorative techniques, returning entirely to the Romanian vein, preserved
and unaltered, erupting in a creative force guided by good taste, during a
period when the monarchy governs Romania.

Chapter 1
The Development of Banat Art in Historical Context

Initiating my research with the words of Mr. Cornel Ungureanu, who
stated that "the history of Banat cannot be studied without knowing and
understanding the history and geopolitics of Central Europe. The political
interests of the great empires, starting with the Roman, Ottoman, and
Austro-Hungarian, have turned the territory between the Danube, Mures,
and the Carpathian Mountains into a land of armed conflicts and a clash of
civilizations." In the first chapter, | have described the evolution and
development of Banat art throughout history, anchoring it in the period
from the 1700s to the mid-20th century.

The Habsburg rule, established in 1718, found a sparsely populated
region whose primary occupations were limited to agriculture and animal
husbandry, reaching the level that agriculture had achieved in southwestern
Europe in the last decades of Ottoman rule.

Significant transformations occurred in the economic life of the
province during the 18th century. Guided by mercantilist principles and
recognizing the potential of the province, the Vienna Court undertook
economic-administrative measures, the largest colonizations of the century,
and massive financial investments to elevate the province to the level of
other imperial provinces.

In addition to Banat's industrialization policy, Habsburg authorities
made remarkable efforts through hydro-amelioration works, facilitating
access to European markets, developing mining areas, railways, and more.

Due to these measures, we observe the ascent of the Banat region after
the mid-18th century, transitioning from a predominantly agriculture-
oriented occupation to an industrial economy based on mercantilist
principles of European markets.

Although it may seem paradoxical at first glance, between 1720 and
1850, there was a constant conflict between the general development of
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industry and home-based industry in Banat. The formulation is simplistic
and partially anachronistic, as both guilds and home-based industry were
inseparable parts.

Even though the efforts and economic interests of the Habsburg
Empire yielded considerable results in the economic development of Banat
over the decades following 1718, the goal of integrating the province into
the empire's economic circuit was largely achieved only after 1850.

On the social front, the indigenous population struggled to integrate
into the economic and administrative policies of the Habsburg Empire.
After Ottoman rule, the administrative and economic reforms of the
Habsburg authorities disrupted the stability of the current population.

While the history of weaving has a considerable age, the
developments in this craft were slow until 1800. After this period, we
witnessed an increased number of textile pieces and even new categories of
pieces determined by socio-economic development itself.

Over time, the decor of initially strictly functional pieces tended to
grow in importance, sometimes overshadowing their utilitarian role.

In the late 1800s and early 1900s, there was a frequent use of
materials such as cotton and silk alongside chemical dyes. All of these
factors created the right framework for new transformations in terms of
techniques used and methods of decoration.

In the first chapter, alongside creating the historical context and a
history of textiles, there is a description of the raw materials used in
heritage textiles from Banat, the description of home-based industry, which
played a significant role in the production of textiles in the Banat area, the
industrialization process, and, at the end of the chapter, the weaving
techniques found in textile production.

The role of this chapter is to establish a theoretical basis and create an
informational and conceptual context for a better understanding of the
research.

Chapter 2
Art and Symbolism

It is considered that folk art, in the sense of ethnographic art, persists
only to the extent that we find the utilitarian, social, magical, and aesthetic
functions of the respective objects. The economic and socio-cultural
functions, predominantly generative of folk artistic creations, have largely
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disappeared, becoming anachronistic in the face of the new realities of rural
life.

One of the most significant issues that have been pressing for a long
time is that of scholarly decorative art in relation to traditional decorative
art. The plans, the logical steps, seem altogether different. Nevertheless,
these given elements can, through deliberate construction, form a
syllogism: all artistic creations integrate into cultural forms, traditional folk
art, and contemporary visual arts constitute artistic creations that integrate
into cultural forms. The parallel between traditional decorative art, folk art,
and the visual arts (painting, sculpture, and graphics) is challenging to
establish, given their entirely different coordinates. The natural
evolutionary path, for a long time parallel, is: folk art-decorative art. For
contemporary times, the natural successor to folk artistic creations through
the function-art relationship is design.

Crucial for the disparity of plans and their placement at the confluence
of other coordinates is the major character of folk art as applied art, in
which the dominant element is the functional-artistic symbiosis, and where
utility catalyzes and determines the artistic formula experienced by many
generations, crystallizing into forms of pure perfection.

Beyond mere imitation, ethnographic themes, formal borrowings, etc.,
artists like Brancusi have ingeniously capitalized on attributes specific to
our folk art, such as the dynamic movement.

Furthermore, folk art is fully entitled to serve as a model, an
inexhaustible source of inspiration, a cultural phenomenon that urgently
demands exploitation in all art manifestations.

Important and definitive for the specific ethnic character of folk art is
ornamental composition. The ornamental element or the chromatic one, in
itself, can ultimately belong to any ethnographic culture. Still, the
compositional structure, the syntax of folk artistic creation, definitively
defines the ethnic belonging of that creation.

Ornamental compositions form systems of ornamental and chromatic
motifs, like grammatical morphemes through their constitutive elements,
equivalent to lexical morphemes where, following the compositional
canons of folk art (symmetry, rhythm, alternation, and dynamics), elements
and motifs are joined to give an aesthetic-decorative content to the
respective object or piece, complementing its form.

Ornamental fields consist of compositions that distribute themselves
over certain portions of the surface, volume of the object to nuance it,
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highlight its volumetric qualities, and emphasize the articulations of the
form. Taken individually, they also have small ornamental compositions,
such as the pleats and sleeves of shirts that constitute ornamental fields in
traditional costumes.

Looking at the creative process, the fact that, in the weaving
technique, alternating colored threads were the ones that originally opened
up new perspectives for textile art. Ornamentation initially manifested
through bands of color. The successive alternation of adjacent colors
suggested the possibility of linear ornaments, not only horizontally but also
vertically. Various chromatic combinations led to the derivation of
rhomboidal elements into many other ornamental elements, through the
play of assembly, multiplication, schematization, via chromatic values.

Since ancient times, all ethnicities have used natural dyes, readily
available, to color textiles, ingeniously attempting various methods to
obtain colors. However, each ethnicity has created its specific color palette,
based on its own aesthetic conception resulting from a certain way of life.

All these parameters have led to a certain symbolism of colors,
challenging to decipher in cases where it has not been codified and
legislated, functioning not only across ethnicities but also across very large
cultural areas, groups, social classes, and major religions.

In decoding, most of these signs receive varied meanings from the
horizon of material and spiritual life, social and cultural life accumulated.
Many symbols are identified and named from our natural realities: fauna,
flora, environment, as well as from the inventory of household occupations.
There is also a series that is named within the limits of feelings, mental
states, and sensations.

Everything is related to the experience and the understanding
possibilities of the person from that era, to their sensitivity and imagination.
The aptitude for thinking in artistic images, the variety of ideas and
feelings are evident. Recognizable are unique criteria for aesthetic-ethnic
judgment, with value only for that specific community.

One of the essential issues in the symbolism and semantics of
traditional art is the codification and decoding. It can be argued that the
pictogram and even the ideogram imitate individual aspects through which
the referent manifests itself. The ornament-sign becomes a symbol at the
moment of realizing the need to record, to communicate a cultural value of
any kind, or to record a natural sentiment, to convey aesthetic emotion. The
creator codes, through language, technique, and means of artistic
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expression specific to that sign. The sign-symbol is then decoded by the
recipient; both based on the traditional, social, and ethnic a perceptive
background, but can also be interpreted according to the personal
experience and imagination, and the typicality of the decoder.

The issue arises here, within the semiotic approach, which analyzes
signs in terms of pragmatics (sign-human relationship), semantics (sign-
signified relationship), and syntax (relationship between signs), regarding
the value.

Chapter 3
Traditional Costume of the Banat Plain

The folk attire of this region belongs to an ancient traditional artistic
heritage deeply rooted in indigenous communities. For a region with a
relatively small surface area, we can observe fantastic diversity due to the
mix of its population.

Chapter two is entirely dedicated to the most important textiles,
namely the traditional costume from the Banat region during the period
1850-1950, a peak period in the artistic creation process. The various
categories of textiles examined reflect, in their ornamental composition, in
the arrangement mode, and in the architecture of decorative motifs, a
certain stylistic conception and, more than that, a specific way of artistic
understanding and representation.

We note that each stage of human society corresponds to a certain
form of culture. In the initial process of creating clothing, their practical
role was considered, but over time, the pragmatic-functional aspect gave
way to the artistic element, folding to humanity's need for beauty in direct
proportion to the improvement of living conditions.

Drawing a parallel between two historical stages, differences in
clothing ensembles can be observed, especially between 1870 and 1950.
Even though the structure and form of the female clothing ensemble
remained the same, significant changes can be discerned in style, materials
used, decoration, ornamentation, and color. In the case of the male clothing
ensemble, changes are observed even within the structure; traditional attire
transforms into occasional wear, embroideries are no longer done manually
but with the help of embroidery machines, and the decor simplifies,
becoming minimalist.
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The finesse of measurements, the sheen of velvet and crepe de chine,
the silver or golden metallic thread, glass or porcelain beads, gave a special
beauty that impresses any observer with refinement, complexity,
decoration, and technique.

The technique of dyeing hemp and wool, with its various tones and
shades, recalls the refinement of French art. The technique of choosing and
weaving on the reverse side with a mirror and the interweaving of metallic
thread into the fabric resembles that used in Flemish tapestry. Raised
embroidery, sewn with metallic thread, brings to mind Byzantine art. Pure
geocentricism organized on the principle of repetition allows us to compare
it with South American art.

Here are numerous examples confirming the cultural parallelism and
the place of traditional Banat art in universal civilization. Cultural
interferences and exchanges have undergone a creative, ongoing process,
proving the region's belonging to the great family of European
civilizations.

In each ethnographic subzone and even from one community to
another, depending on the diversity of coexisting ethnicities, we find a wide
variety of costumes with genuine artistic values. This process of creation
and morphological and decorative evolution reaches peaks of creativity and
forms a traditional costume ensemble that can be considered a classic
reference, as it encompasses all representative elements of both female and
male attire, in terms of ornamentation, where utility and aesthetics
complement each other.

In this chapter, we find a description of the specific textiles of each
ethnographic subzone of the Banat Plain, including similarities and
differences in the textiles used, in tailoring, in terms of ornamental
arrangements, etc. The role of this chapter is to expose the diversity of
these textiles.

Chapter 4
Head Adornments in the Banat Plain

A paradox of the female ensemble is represented by the ornaments
worn by women.

In the Banat towns during the researched period, there were
specialized craftsmen in processing common or noble metals, who
demonstrated their craft in a wide variety of techniques: casting in patterns,
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hot shaping, bending, hammering, engraving, polishing, and floral
mountings achieved by combining cold and hot techniques of coins, and
last but not least, the filigree technique. To these, we add the two
techniques of bead crafting, namely sewing application and knotting. These
artistic crafts reached a high degree of mastery and can compete with
similar activities in other parts of the world.

The complex attire and ornaments have had multiple meanings in their
history, born from functionality and then naturally progressing toward
aesthetics. Enumerating some of these meanings, which unfortunately are
now lost, we can mention: ethnic affiliation, the fixed spreading area, social
status, civil status, magical function, ritual and festive functions, or
occasional purposes. All of these constituted a code dedicated only to the
community in which the respective person lived.

Within this dynamic and self-regulating organism, nothing remains
unknown. Rites of passage, preliminary, liminal, or post-liminal functions,
are announced to the community through the garments and ornaments
displayed. The journey of life, with all its events: birth, engagement,
wedding, death, age, social status, marriage—all these moments are
communicated to the community through consecrated signs, arranged in a
fixed grammar, in the case of these, the ornaments and the ensemble.

Failure to respect the established and institutionalized grammar of the
community as law projects the woman outside the collective. This norm is
added to the centripetal character of traditional culture, a fact that has
perpetuated the multiple meanings organized in a certain code for
centuries.

We dedicated a separate chapter to the textiles used for head
adornments because, unlike other textiles found in Banat, these acquire
magical and mystical values, sometimes being more relevant than the entire
clothing ensemble.

Chapter 5
Management of Material Heritage from the Ethnographic Collection
Marius Matei

Chapter five is entirely dedicated to the research and management
process of heritage textiles from the perspective of heritage laws and
conditions recommended by specialists. The chapter is structured into
seven sub-chapters, covering the description of the textile collection, its
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management, the description of the legislative framework, textile storage,
preventive conservation, exhibition organization, etc.

Field research, perhaps one of the most crucial aspects described in
this work, synthesizes the work done over more than 20 years, materialized
through the Ethnographic Collection Marius Matei, which includes over
3,500 pieces of clothing, jewelry, and vintage photographs, representative
of the Banat Plain region. The collection has gained recognition from
prestigious museums in the country and abroad, along with catalogues
published by A and B-rated publishers according to CNCS, prefaced by
prominent researchers and academics in the country.

Exhibitions organized with heritage pieces from my collection have
always been carried out based on an educational concept, containing both
clothing ensembles and medium-sized panels with old photographs that
attest to the correctness with which folk costumes are assembled.

The guide has been and still is Law No. 182/2000, also known as the
Heritage Law. This law provides real assistance in conserving and
valorizing heritage.

The management of the collection, particularly heritage textiles, has
been a top priority for preserving integrity and accurate records. Operating
constantly according to museum principles, the entire collection has been
cataloged and photographed.

Its storage follows the guide used by conservators, involving a great
deal of responsibility. Collecting a piece from the field in impeccable
condition entails the responsibility of preserving it under conditions that
will not lead to degradation. Here, preventive conservation is taken into
account because it is vital to consider the future of the piece for future
generations.

For preventive conservation, the temperature of the pieces is
maintained constant, they are treated with a spray called K600 against
pests, and wool pieces are kept separate from other textiles, being more
susceptible to pest attacks.

The collection is currently the largest, most authentic, and the only
one accepted and presented by all national museums and leading
researchers in the field.
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Research Methods

Research is a systematic process of collecting and analyzing
information to enhance our understanding of a subject. Scientific research
is defined as an investigation, a study aimed at discovering and
highlighting new knowledge and verifying it. For genuine and coherent
scientific research, we must accept that there are questions to which we can
only respond through speculation and acknowledge the limitations of such
solutions. Hence, there is a need to generate new knowledge, and for this
purpose, scientific research is employed. The primary function of scientific
research is knowledge production.

Within scientific research, we encounter two distinct methodologies:
guantitative and qualitative. These are entirely different yet equally
"scientific.”

The purpose of this work is to provide future specialists with authentic
and honest material through descriptions, analyses, and specialized
illustrations, the result of twenty years of research. This work aims to
facilitate the study of Romanian decorative art in this region, specifically
heritage textiles from the Banat area.

To establish the types and variants of different heritage textiles, zonal
and regional determinations are outlined. When correlated with similar
determinations and ethnographic and artistic phenomena and processes,
they contribute to the delineation of the ethnographic map of the region.

The mapping of heritage textiles, coupled with qualitative research
and typological schemes, represents a valuable synthesis of the work.
Defining results by comparing form, pattern structure, ornamental
composition also allows for stylistic analyses and aesthetic valorization
with a community-specific focus.

Due to the rapid evolution of rural communities and the aggressive
degradation of textiles used in Romanian decorative art in the Banat area,
field research began two decades ago. All these investigations culminated
in the formation of a collection of traditional textiles from all subzones of
the Banat Plain, which today comprises 3,500 pieces, including clothing
ensembles, interior textiles, vintage photographs, some of which are
unique.

The textiles within the collection reflect the diversity and typology of
the region, crystallized between 1870-1950. The profound personality of
the heritage textiles from Banat, far from being a witness to socio-
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economic regression, reveals a world where Romanian decorative art
argues for the steadfastness, vitality, and fantasy of a culture of rare
nobility, representative of this region.

From a scientific perspective, the selection made in this work provides
a reality and a deepening of research from an ethnographic standpoint,
presenting original arguments and guidance for visual art researchers
resorting to the use of authentic resources from this area.

The necessity of tracking the evolution of specific forms within the
communities of the region, manifested in various textiles, up to
hypothetical archetypes and even prototypes, inevitably leads us to the
development of material useful for consolidating the issue of ethno genesis.

This work began with a rigorous theoretical foundation based on a
unique and diverse bibliography, combined with objectivity, attitude, and
balance. On the practical side of the research, qualitative research is found.
Within this, methods such as field investigation are employed, involving
the use of various techniques such as questionnaires, interviews,
observation, and photography.

The first technique used involved the use of questionnaires, generally
with predetermined questions. In applying the questionnaires, we chose a
quite specific sample, represented by women aged between 50 and 80, born
in that community and not coming later. This sample was observed to
provide the most accurate information for the researched period.
Sometimes, some of these women have sewn or woven themselves, or the
craft has been passed down from the previous generation. It is essential for
each person to be alone when answering the questionnaire to avoid any
influence on their responses, ensuring that the information is not altered.

The second technique used was the interview. The interviewed
individuals were allowed to speak freely, using only prompting questions to
avoid deviating from the researched theme. From the semi-structured
interview aspect, we obtained specific information, using it only to
maintain a coherent narrative thread for addressing a particular topic
around which the discussion revolved.

In this research, alongside semi-structured interviews, unstructured
interviews have been chosen. This method is primarily used to establish a
more personal relationship with the interviewee, simultaneously aiding in
identifying an issue, with the ultimate goal of understanding rather than
explaining.
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Another type of interview used is the creative interview.
Recommended for the most open and creative expression, both the
interviewee and the interviewer abandon any rules of conduct and bias.

A relevant technique in this research is observation. This technique
has proven its utility through physical participation in various community
events such as religious ceremonies, balls, funerals, weddings, baptisms,
etc.

In the application of this technique, significant attention is crucial to
capture personal feelings, behaviors within the social group, discussions,
and clothing.

The completion of the observation process materializes in the drafting
of notes, which can be observational, methodological (approach issues,
relationship issues, understanding issues), and theoretical (concepts and
forms of generalization the researcher considers during the observation
process).

In qualitative research, old photography is also used, providing the
researcher with a high degree of objectivity, even if the photograph was
taken by others. It offers the opportunity to use it as an assisting tool in
stimulating unstructured interviews.

Photography puts an end to skepticism, observes, authenticates, and
guarantees, representing evidence of objectivity.

In addition to qualitative research methods, typological research
methods have been used in this work, methods that emerged in the first half
of the 20th century, considered by numerous researchers as concrete,
realistic methods specific to the systematization of cultural objects and
phenomena due to their efficiency; classifications in ethnography followed
the directions and meanings of development according to this method.

For a scientific order of classification, we resort to the first sub-
method of typology, the genetic one. According to cultural geneticists who
argue that culture behaves like a living organism, and classification should
be done according to the comparative-historical theory. Based on this sub-
method, we will classify textiles and clothing items according to the logical
evolution through which each stage of human society corresponds to a
certain form of culture. The conclusion is that each historical epoch
corresponds to a certain fashion.

The second sub-method is structural typology, which aims to classify
pieces of clothing based on their concrete, observable, and destructible
structure. This involves distinguishing between a traditional ceremonial
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ensemble representative of the respective community and the everyday
traditional attire, with the distinction made through the material used for
construction and ornamentation. This is compared to everyday attire, which
incorporates industrially produced elements.

The third typological sub-method is represented by morphological
classification, wherein the component elements of clothing ensembles for
each researched sub-region are analyzed. The objective is to observe the
differences in evolution between two historical stages: from the archaic
individual type to the collective, representative form, in line with the
evolution and transformations that occurred.

The subsequent sub-method, the functional one, cannot be analyzed in
isolation but only in conjunction with the morphological method, as they
complement each other. Functional classifications in ethnographic research
encompass the systematic organization of dynamic cultural processes in
their multiple interdependencies, economically, socially, etc. It also
involves the idea of a logical hierarchy of cultural objects and facts due to
their increasing functional complexity and parallel nature.

An eloquent example is the festive ensemble, representing the
technical peak of rural population garment manufacturing and the privilege
of a certain social class. The prolonged existence of these conservative
cultural elements is attributed to the complexity of the creation process and
the very high material costs, making them subject to slower wear as they
are used by multiple generations.

One of the most challenging typological analyses is the stylistic sub-
method. Due to the diversity of clothing ensembles, distinctive symbols
with symbolic value, the excessive variability of stylistic notions with a
precise role in aesthetics and art criticism, differences and meanings change
over time, reflecting other artistic characteristics.

In their entirety, stylistic classifications, typologically speaking, have
targeted subjective aspects of systematization, sometimes minimal and at
other times hyperbolic in plastic reflection. Some stylistic classifications of
textiles have positively contributed to historical understanding.

Dialectical sub-typology is based on the genetic-historical evolution of
cultural objects and elements. Through their historical evolution, some
pieces have changed their structure and form but retained the same name in
different epochs and areas. On the other hand, although retaining the form
and function, some pieces have changed their names.
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In its applications, dialectical typology does not isolate or disassociate
the essence of the phenomenon from classification, the content from form,
or the cultural object from the cultural complex. Instead, it considers them
independent and interconnected.

In conclusion, based on the aforementioned aspects, this work brings
innovation to a field that has been minimally explored and studied.
Heritage textiles, despite their fragility, are highly expressive, providing
indisputable evidence of a glorious past, narrating the story of generations
of Banat residents, their opulence, and creativity.

Conclusions

This study addresses the textile heritage of the Banat plain from the
1870s to 1950.

The thesis is structured into five major chapters as follows: "The
Development of Banat Art in Historical Context," "Art and Symbol,"
"Head Attire in the Banat Plain," "Traditional Costume in the Banat Plain,"
and "Management of Material Heritage in the Ethnographic Collection of
Marius Matei."

Starting with the presentation of the research methods used, alongside
a concise introduction, it establishes the framework for a truly scientific
work, addressing qualitative, quantitative, and typological methods.

Commencing with the geopolitical and economic conditions of the
researched period, there is a notable revitalization of material culture that
adapts and updates to new artistic trends.

Throughout human history, textiles and fashion have served as faithful
indicators of wealth and social status. The favorable conditions during this
period led to the modernization of both the region and the textiles used in
clothing, creating favorable conditions for women in the region to
demonstrate their native talent and creativity.

Their creations express an aesthetic and ethical mentality that has
shaped and captured the essence of a distinct ethnic identity, raising the
standard of folk art among universal arts.

This textile treasure, with significant potential for preserving the
Banat identity pattern, provides a broad horizon for knowledge and a desire
to delve deeper into this expressive, authentic, and archaic heritage.

Based on the researched data, we can conclude that the millennia-old
events in this region's history have led to contacts with various civilizations
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and cultural areas, ranging from Byzantine, Oriental, Slavic, to Germanic.
This cultural diversity has influenced and enriched the indigenous culture,
creating a symbiosis between all these currents and forming its own
imprint. The collection underlying this thesis research is based on this
multiculturalism found in the diversity of textiles and creation techniques.

Chapter 1

The first chapter of this doctoral thesis is dedicated to presenting the
historical framework in which popular art in Banat developed.

Structured into six sub-chapters, "Globalization and Folk Art,"
"History of Textiles,” "Raw Materials," "Homemade Industry,"
"Manufactures and Industrialization,” and "Weaving Techniques,” it
outlines the historical context of textiles in this region by integrating them
into rural communities. Simultaneously, it observes the evolution of
traditional villages.

Until 1850, only hemp, flax, and wool were used. However, due to
new economic conditions, there is evidence of more attractive and
accessible textile materials. Their widespread use reshapes the tastes and
fashion of rural communities.

After 1850, progress is observed in all areas: education, art, economy,
trade, etc., transitioning from cottage industry to manufactures and then to
industrial development. This transition reflects a shift from producing items
solely for household use to products intended for commercial purposes,
forming a strong middle class within rural communities.

Textiles held social significance; the good reputation of a Banat
household was reflected in the quantity of textiles produced at home,
representing the industriousness of the women in that household and the
family's prosperity. The "weaveographic™ language was highlighted by the
qualitative aspect of clothing items and interior textiles, through the
expansion of ornamented surfaces and the nature and richness of color, less
through structure. The vigor of textiles is exceptional due to the rhythm,
alternating cadence with zones of tranquility. Influences were assimilated,
integrated, and transformed according to the creative vision of the makers.

If, until the 19th century, cottage industry formed the basis of rural
communities, the modern transformations and ideals of humanity in this
century brought about major changes in all social, political, and economic
strata of the region.
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The advent of sewing and embroidery machines also contributed to
the technological advancement in textile production, offering an
inexhaustible range of textures, patterns, models, and a diversified color
palette, transforming the clothing process into a work of art.

Based on the information and data researched, we can consider the
period 1870-1950 as the peak of the textile heritage of Banat, which,
however, has the great merit of preserving its identity and belonging to
Romanian culture.

Chapter 2

The second chapter of this doctoral thesis delves into art in all its
aspects.

Structured into five sub-chapters, "Symbolism,” "Ornamentation,"
"High Art vs. Folk Art" "Art, Creation, and Innovation,"” and
"Chromatics."

Highlighting the systematic relationships that connect and differentiate
classes, types, varieties, and species of art undeniably holds particular
importance in substantiating critical acts. Moreover, it contributes
significantly to a more complex and comprehensive understanding of the
history of the arts. This chapter falls within this problematic framework. It
can be argued that the study of differentiating arts brings new,
unprecedented elements to circumscribe an evolution applicable to art as a
form of human spiritual activity.

Undoubtedly, research into folk art, framed as decorative art within
the vast family of arts, and its components follow various paths depending
on the object of study. It is crucial not to overlook its importance.
Exploring the past of art or even the broader domain of humanities, we are
often surrounded by skepticism because each new generation reveals new
approaches that grant autonomy to artistic forms or subjugate them to their
material conditions. Each generation constructs a distinct perspective on
history, adopting an image it deems justified, reflecting how it consciously
perceives the past.

In our era, the social, economic, and political foundations of historical
events have been revealed, rediscovering the meaning of many works of art
and seeking to decipher, in accordance with previous reference studies, the
coded meanings once encoded in textiles, paintings, sculptures, and
buildings.
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Chapter 3

This chapter presents the Romanian traditional costume from the
Banat plain.

Structured into four sub-chapters: "Development of the Traditional
Romanian Costume in the Banat Plain,” "Structure of the Traditional
Female Costume,"” "Male Attire," and "Ethnographic Subzones."

In the first sub-chapter, following a brief history of the traditional
costume considered a valuable vein of a people's identity, the focus is on
the individual who, through this attire, showcased beauty and distinction,
asserting personality and familial nobility in all significant moments of
existence. Over time, it has been rebuilt and reconstructed based on
historical periods and socio-economic conditions.

The second sub-chapter presents the structure and composition of the
Banat female ensemble, consisting of the shirt and skirts, designed to allow
for flexible movement. Secondary elements such as aprons, belts,
contribute an elegant and refined touch, enhancing feminine beauty.

The male attire is presented in the third sub-chapter, falling into the
general typology of the traditional Romanian costume. As society
modernized, we observe the introduction of industrial textiles into male
attire during the studied period.

The last sub-chapter presents the ensemble of costumes divided into
ethnographic subzones found in the Banat plain. Mapping these ensembles
within these subzones played a crucial role, showcasing both similarities
and differences between them.

In conclusion, the holistic aspect of the Banat ensemble, as diverse as
it is from one zone to another, remains remarkably unified. The variety of
decorative elements, compositional richness, the creativity, and imagination
of the creators are traits that contribute to the ensemble's diversity. The
structural simplicity of the cut, concentration, and circumscription of
motifs in well-defined spaces, compositional style, balance, and stable
chromatic relationships support the surprising unity of the Banat attire.

Despite the introduction of new materials and accessories, creators
have managed to preserve the conservatism of the structural ensemble,
creatively and intelligently integrating and adapting to urban fashion trends
and vice versa.
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Chapter 4

The fourth chapter is dedicated to the textiles used in head adornments
in the Banat region.

Structured into three sub-chapters, "Introduction," "Head Combing,"
and "Head Coverings,” we highlight the opulence of these forms of
traditional culture in the Banat area through the complexity of techniques
and textile materials used in their fabrication.

Over time, the appearance of hair and head coverings has been
considered the most important elements of feminine identity. Intimately
connected, head coverings, along with hairstyles, were always crafted
according to a woman's age and status.

A significant change is noted during the transition from adolescence to
married womanhood. This transition is marked by strict rules in Banat
villages where the hairstyle and the woman's status change, requiring the
covering of hair with a specially crafted textile piece, exhibiting
complexity in both technique and materials used in its creation.

This sub-chapter introduces the main pieces used for head covering,
many of them original and specific to this region. The material used was
white hemp or cotton fabric, and creating these textile pieces required
special skills and techniques. In the Banat plain, the fabric had a
rectangular shape, adorned with compact embroidery, featuring geometric
motifs with a chromatic background of white, red, black, occasionally
green, and yellow. These were included in ceremonial attire.

While the structure and composition of the Banat ensemble remained
unchanged, the same cannot be said for the textiles used to adorn the head.
Over time, they underwent modifications, adopting increasingly complex
forms and decorations.

Based on field research and existing bibliography, the socially
significant importance of these original pieces of ceremonial Banat attire is
highlighted. The textiles used for hair adornment served as an indicator of
community status, age, and gender. Alongside traditional crafts, practiced
techniques, materials, and color schemes, they lead us to reconstruct the
historical way of life and beliefs of rural communities in this region during
a specific period.
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Chapter 5

Chapter five focuses entirely on the research and management process
of heritage textiles, examining them from the perspective of heritage
legislation and the guidelines recommended by specialists. This chapter is
divided into six sub-chapters, including the description of the textile
collection, its management, the presentation of the legal framework, textile
storage, preventive conservation, exhibition organization, etc.

A particularly significant aspect highlighted in this study is the field
research, representing the result of over 20 years of work, showcased
through the Marius Matei Ethnographic Collection. This collection
comprises over 3500 pieces of attire, jewelry, and old photographs,
representative of the Banat plain. Recognized by prestigious museums in
the country and abroad, the collection has been featured in well-regarded
catalogs according to CNCSIS and CNCS standards, with prefaces signed
by prominent Romanian researchers and academics.

Exhibitions organized with heritage collection pieces have always
been designed pedagogically, including both ensembles and panels with old
photographs attesting to the correctness of assembling traditional costumes.

Law no. 182/2000, also known as the heritage law, represents the
essential guide in preserving and valorizing heritage. The management of
the heritage textile collection has been a priority, aiming to preserve
integrity and proper documentation. Following museum principles, the
collection has been fully documented and photographed.

The storage of the collection adheres to conservators' guidelines and
imposes a great responsibility. Harvesting a piece in impeccable condition
involves the obligation to preserve it under conditions preventing
degradation. Preventive conservation becomes crucial, considering the
future of the pieces for generations to come.

To ensure preventive conservation, the temperature is maintained
consistently, pieces are treated with K600 spray against pests, and wool
pieces are stored separately as they are more vulnerable to pest attacks.

The collection currently represents the most extensive and authentic
one, being the only one accepted and presented by all national museums
and authorities in the research field.
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