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Drata”ﬂe

Siuolaikiné mada - itin pladiai aptariamas kirybos ir socialiniy veiksniy laukas,
aprépiantis stiliy, dizaina, paprocius, gyvenimo btidg ir atspindintis visuomeneés
pokycius. Leidinyje ,NEMADINGA MADA® apibendrinami dvideSmt mety miisy
- k@Qirybinio dueto pletojami mados dizaino eksperimentai ir pristatomos inovatyviy
karybos metody taikymo galimybeés tekstilés ir mados dizaine. Drauge kurtoms
_ eksperimentinéms mados kolekcijoms naudojome inovatyvius nattraliy ir chemi-
niy, gamtai draugiSky, medZziagy derinius, tyrinédamos jy reakcijas j atmosferos
pokycius. Savo darbais siekéme atliepti pagrindinj Siuolaikinio dizaino tiksla - kur-
ti tvariu vartojimu grista gyvenimo bada, plétojant cikline mados produkty gamy-
ba. Kolekcijos pelné ne vieng apdovanojima, tarp jy - pagrindinj prizg ,,Auksiné
Saudyklé“ 2008 m. Lietuvos tekstilés bienaléje ,Miesto zenklai“, I vieta ,,Best Mate-
rial Creative Award“ Tarptautinéje parodoje ,,International Creative Pattern Design

Competition 2018, Nacionaliniame DZedziango meno muziejuje, HangdZou mieste
- > Kinijoje. Pasitelkusios kiirybos metody savianalize, kolegiy ir mokslininkiy jZval-

gas, susisteminome, iSanalizavome ir jvertinome 2000-2020 mety kiirybinius tarp-
. . disciplininius ieSkojimus tekstilés ir mados dizaino srityse. DrabuZiams, aksesua-
rams, konceptualiems mados objektams kurti taikomas praktika pagrjstas tyrimas,

1

U naudoti natfiralis gamtos iStekliai - vilna, $ilkas, linas, mineralai, pieno baltymo
pluostas ir inovatyvios cheminés medZiagos, tokios kaip vandenyje iStirpstantys
Yy vandenyje PVA (polivinilo alkoholio) filamentiniai sitilai, veikiami Silumos tarj ir
forma kei¢iantys poliesterio monofilamentiniai ,Pemotex"” sitilai, unikaliy sveikati-
nimo ypatybiy turintys polimeriniai gintaro pluosto sitilai, odos priezifiros funkcijg
atliekantys polimeriniai pieno pluosto sitilai ir termochrominiai dazai, kurie keicia
spalva, reaguodami j kino ir aplinkos temperatiirg. Gausiai meniskomis fotografijo-
mis iliustruotame leidinyje pristatome trylika mados dizaino projekty, menininkiy
ir mokslininkiy straipsnius, i§ skirtingy perspektyvy apzvelgian¢ius mados, dizai-

Eglé Ganda no ir jo kiirimo metody, mokslo ir meno dermes klausimus.

Bo gda niené ir Leidinys skirtas menininkams, mokslininkams, Lietuvos ir tarptautinei dizai-
Jolanta no krypties akademinei bendruomenei, skaitytojams, besidomintiems Siuolaikine
Vazalinskiené mada ir dizainu.
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prel

Contemporary fashion is one of the most broadly discussed fields of creativi-
ty and social dynamics, which embraces style, design, habits, the way of life,
and mirrors the shifts taking place in society. The Puzzle of Fashion sums up
twenty years of fashion design experiments by our creative duo and points
to the ways of applying innovative creative methods in textiles and fashion
design. For the experimental fashion collections created by collaboration, we
have employed innovative combinations of natural and chemical, yet nature
friendly, materials, exploring their reaction to atmospheric changes. Our ef-
forts were directed towards the overarching goal of contemporary design: to
promote sustainable forms of living and to develop a cyclic fashion produc-
tion. Our collections were awarded more than once, winning among others,
the Golden Shuttle, the main prize of at the 2008 Lithuanian Textiles Bienni-
al, the Signs of the City, and the 1st Prize Best Material Creative Award at the
International Creative Pattern Design Competition in the year 2018, held by
the International Zhejiang Art Museum in Hangzhou in China.

We have applied the instruments of self-assessment and the insights by
our colleagues and scholars to review our creative methods and came up
with an evaluation of our creative interdisciplinary explorations of 2000 -
2020 in the field of textiles and fashion design. To create clothes, accesso-
ries and conceptual fashion objects, we have used practice based research
and employed natural materials and resources, wool, silk, linen, minerals,
milk protein fibre, as well as innovative chemical materials, such like water
soluble P VA (polyvinyl alcohol) filament fibre, volume and shape-changing
when exposed to heat polyester monofilament Pemotex, polymeric amber fi-
bre yarn with unique health-beneficial qualities, skin-caring polymeric milk
fibre yarn, and thermochromic yarn changing colour in response to body and
ambient temperature.

The publication richly illustrated with artistic photography presents thir-
teen fashion design projects and contributions by the artists, scholars and
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scientists reflecting on fashion, design, the methods of creation thereof, and
the questions of match between art and science from different perspectives.

The publication aspires to be of interest to artists and scholars, the Lithu-
anian and international academic design community, as well as all readers not
indifferent to contemporary fashion and design.

We extend our gratitude to our families, friends and colleagues for their
support in accomplishing this project.

The project is financed by the Lithuanian Council for Culture and Vilnius
Academy of Art.

Our thanks are due to Vaiva Abromaityté, Prof. Dr. Aleksandra Aleksan-
dravic¢iaté, Mikalojus Bogdanas, Dr. Jiraté Bogdaniené, Linas Bfida, Giedre
Budiené, Evelina Dragtniené, Prof. Ausra Lisauskiené, Laimuté LukoSiGniené,
Assoc. Prof. Dr. Lolita Jablonskiené, Aleksandra Jacovskyteé, Irena Jomantieneg,
Prof. Dr. Giedré Jankevi¢itté, Dr. Jolanta Januténiené, Dalia Juodakyte, Dr.
Lijana Nataleviciené, Algirdas Mikutis, Monika Kirsnyté, Jiraté Stauskaite,

Tereseé Valiuviene, Kipras Vazalinskas, Linas 2u1kus, Loreta Zulkuviene.
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Jolanta Vazalinskiené

Jeigu jus niekada neklystate, tai Zenklas,
kad jas nedarote nieko inovatyaus’
' Woody Allen

Mada - tai nuolat kintantis reiskinys, kuris kaip veidrodis atspindi Zmoniy

gyvensena ir Zaismingai ieSko naujoviy.

Mada kuria ir naikina groZj, jausenas, pozitrius, santykius ir kt.
- MadayraMAD A.

M odern MODERNI
Aatractive ATRAKTYVI

Democratic DEMOKRATISKA

Ambitious AMBICINGA

Projektai, kuriuos dvideSimt mety (2000-2020) vykdéme kartu su meninin-
ke Egle Ganda Bogdaniene, - tai kiirybine diskusija tarp meno ir dizaino,
tekstilés ir mados, naujo ir seno, artimo ir tolimo.

Pristatymuose telkéme bendramindius ir juos jtraukéme j kaQrybinius
procesus.

Buvo jdomu matyti, kaip kinta mados suvokimas, funkcija, tvarumas.

Mados objektus uzfiksavome nejprastai, lyg tarpiniame etape tarp pra-
dZios ir pabaigos, kai tebéra galimybé keisti, individualiai pajausti ir inter-
pretuoti.

1 Gijs Van Wulfen. The innovation expedition. Amsterdam. BIS Publishers.
2013} . 174
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Isitraukéme | Zaidimg su mada kaip su meno forma, kurios délioné jgi-
jo prasme.

Projektas PaZenklinti I (2003)
Balta vilna. Dazai. Vélimas. Prakam§ymas. Siuvinéjimas. Strukttra.
Mada. Forma. Nestabilumas. NeiSbaigtumas. Kirpimas. Jungimas.

Funkcija. Pristatymas. Vilkéjimas. Perdirbimas...

Projektas PaZenklinti II (2004)
Dazai. Balikliai. Chemikalai. Esdinimas. Ugnis. Vanduo. Marginimas.
Audinys. Destruktirizavimas. Jungimas. Mada. Funkcija. Pristatymas.
Perdirbimas...

Projektas PaZenklinti IIT (2008)
Vilnius. Istorija. Tauta. Seima. Bendrysté. Identitetas. Nostalgija.
Audinys. Siluetas. Forma. Kirpimas. Spalva. Dekoras. Velimas.
Siuvinéjimas. Marginimas. Siuvimas. Mada. Funkcija. Pristatymas.
Perdirbimas...

Projektas Krizé (2008-2012)
Ekonomika. Krizé. Vartotojas. Poziliris. Finansai. Susiskaldymas.
Puikybé. Pyktis. Tyrumas. Religingumas. Tikéjimas. Lyderis. Ikona.
Mada. MedZiaga. Struktira. Faktfira. Forma. Neuzbaigtumas.

ISgryninimas. Testinumas...

Projektas Skani mada (2013)
Malonumas. Inovatyvumas. Mada. Skonis. Kvapas. Maistas. Gamta.
EkologiSkumas. Tvarumas. PieSinys. MedZiaga. Forma. Faktira.
Struktiira. Eksperimentas. Testinumas...

Projektas Gyva mada (2013)
Inovacija. Tvarumas. Mada. Eksperimentas. Naujumas.
Daugiafunkcikumas. Da¥ai. Spalva. Kitimas. Saltis. Kar&tis.
Temperatiira. Elektronika. Sviesa. Spaudas. Med¥iaga. Ra¥tas.

Kirpimas. Siuvimas. Funkcionalumas. Testinumas...
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Projektas Mano spalvotas pasaulis (2015-2016)
Negalia. Atskirtis. Socialumas. Jkvépimas. Drugelis. DZiaugsmas. Atjauta.
Bendraktira. Menas. Terapija. PieSinys. Audinys. Spalva. Destrukcija.

Daugiafuncionalumas. Eksperimentas. Testinumas...

Projektas Lengvai (2016-2019)
Inovacija. Technologija. Sitilas. Mada. Eksperimentas. Forma. Tirpumas.
Permatomumas. Vanduo. Laikinumas. Kietumas. Karstis. Gydymas.
Faktara, Klijai. Tvarumas. Testinumas...

Projektas Etno naujai (2018)
TautiSkumas. Miestas. Mada. Eksperimentas. Nostalgija. Audinys.
Tradicija. Interpretacija. Kolia¥as. Zakardas. Pinikai. Forma.
NeiSbaigtumas. Judesys. Spalva. Rastas. Dinamika...

Projektas Samsara Voyage (Trip) (2019-2020)
Ateitis. Praeitis. Energetika. Visata. Erdve. Biosfera. Zinia. Atsakomybe.
Zenklas. Sviesa. Spalva. Ktnas. Judesys. Kaita. Inovacija. Mada. Objektas.
Technologijos. Globalizacija. Prisiminimai. Identitetas. Epidemija. Kaukeé.

Chalatas. Kimono. Sastingis...

Projektas CoronaArt (2020)
Epidemija. Globalizacija. Pandemija. Virusas. Mada. Prototipas. Unifikacija.
Depresija. Inovacija. Viltis. Siukglés. Derva. Perdirbimas. Kaita.
TrumpalaikiSkumas. Audinys. Kirpimas. Kauké. Tausojimas. Ekologija.

Pradzia...

Karybinis bendradarbiavimas tesési ilgai, bet ieSkojimai pasiteisino. Atski-
rus projektus jungia Zaidimg primenanti eiga ir pozitris j mada. Leisdavom
sau Zaisti be taisykliy, bet ilgainiui jos pacios iSrySkéjo. Mada praranda savo
tradicing sampratg, o daiktas tampa kintamu objektu, kuris atspindi musy
potyrius ir paziQiras. Ateities jZvalgomis ir baigéme dvideSimt mety truku-
sig mados délione, kad galetume nuo balto popieriaus lapo vél pradéti nauja
ieskojimy kelig.
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Menininké | Nomeda Maréénaité | Actress
Menininkas | Gintautas Trimakas | Artist
Aktoré | Monika Bi¢itnaité | Actress
Menininké | Eglé Ganda Bogdaniené | Artist
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Gydytojas | Vaidotas Silickas | Doctor
Menininké | Malvina Jelinskaité | Artist
Menininkas | Giedrius Jonaitis | Artist

Gydytoja | Eglé Tumaleviciené | Doctor
Menotyrininké | Monika Kristopaityté | Art critic

Meninkas | Ilja Bereznickas | Artist
Dainy atlikéja ir autoré | Migloko-Miglé Viléiauskaité | Singer and author
Menininké | Eglé Ganda Bogdaniené | Artist

Meskiukas | Bear |
Giedré Bogdanaiteé
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O, skaisciausiasis suzadeétin, Zaibai ir griaustinis artéya,

Saldziausias glamones teikiantis, Debesys dengia dangy.

Sergék ir gelbék miisy mergyste! Lietiis prapliups, uzlies buveine masuy,
Uzgimusios mes niekybéye, Ropiy ir ridiféliy saknis suvilgys

Dea, deja, Adomo nuodeéme, Medetkas, drauges misy

Ir sunki nasta mums skirta Drégme paglostys

Atsispirti obuolivi kvepianciam. Sirdis nelaimingas nuplaws pliaupdami.
Sergék: ir gelbék mus, Visagall, Drégmés gaivg pasére

Trokste trokstame 1avo pédomis seki, Priimsim jq, sapnais alsuodamos

Bet, kaip gi sunku mums, stlpnoms Kraw kaitrg malsinsime plakimu
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Angely valdove. Kaip skruzdes brauksime,

Betgi kliawyames 1avimi, Sviesiausiasis baland,
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Jigsaw

Puzzle
z

§
Fashion

Jolanta Vazalinskiené

If you’re not failing every now and again, it’s a sign
you’re not doing anything very innovative*
Woody Allen

Fashion is a constantly changing phenomenon; like a mirror of the ways
people live, it playfully looks for novelty.

Fashion creates and destroys beauty, sensibilities, approaches, relation-
ships, etc.

Fashion in Lithuanian is MADA:

MODERN
ATTRACTIVE
DEMOCRATIC

MBITIOUS

The projects we carried on for two decades (2000-2020) together with the
artist Eglé Ganda Bogdaniené have been a creative discussion between art and
design, textile and fashion, new and old, close and distant.

For presentations, we pooled together the like-minded and included them
into our creative processes.

It was fun to see the perception of fashion, function and sustainability
change.

Fashion objects have been captured in an unusual way, as if at some tran-
sitional stage between the beginning and the end, when they are still open to
change, individual experience and interpretation.

We immersed ourselves into a game with fashion as a form of art. Gradual-
ly that jigsaw puzzle started making sense.

1 | Gijs Van Wulfen. The innovation expedition. Amsterdam. BIS Publishers.
2013, p. 174.
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Project Stamped I (2003)
White wool. Dyes. Felting. Brocading. Embroidery. Structure. Fashion.
Form. Instability. Incompletion. Cutting. Joining. Function. Presentation.

Wearing. Recycling...

Project Stamped II (2004)
Dyes. Bleaches. Chemicals. Biting. Fire. Water. Patterning. Fabric. Destruc-
turing. Joining. Fashion. Function. Presentation. Recycling...

Project Stamped III (2008)
Vilnius. History. Nation. Family. Community. Identity. Nostalgia. Fabric.
Silhouette. Form. Cutting. Colour. Décor. Felting. Embroidery. Patterning.

Sewing. Fashion. Function. Presentation. Recycling...

Project Crisis (2008-2012)
Economics. Crisis. User. Approach. Finances. Division. Pride. Anger. Puri-
ty. Religiousness. Faith. Leader. Icon. Fashion. Fabric. Structure. Texture.

Form. Incompletion. Purifying. Continuity...

Project Tasty Fashion (2013)
Pleasure. Innovativeness. Fashion. Taste. Smell. Food. Nature. Ecolo-
gy-mindedness. Sustainability, Drawing. Fabric. Form. Texture. Structure.

Experiment. Continuity...

Project Live Fashion (2013)
Innovation. Sustainability. Fashion. Experiment. Novelty. Multi-function-
ality. Dyes. Colour. Transformation. Cold. Heat. Temperature. Electronics.
Light. Stamp. Fabric. Pattern. Cutting. Sewing. Functionality. Continuity...

Project My Colourful World (2015-2016)
Disability. Exclusion. Social outreach. Inspiration. Butterfly. Joy. Compas-
sion. Co-creation. Art. Therapy. Drawing. Fabric. Colour. Destruction. Mul-
ti-functionality. Experiment. Continuity...

Project Lightly (2016-2019)
Innovation. Technology. Thread. Fashion. Experiment. Form. Solubility.
Transparency. Water. Transience. Hardness. Heat. Treatment. Texture.

Glue. Sustainability. Continuity...

56

JOLANTA

VAZALINSKIENE

A Jigsaw Puzzle

of Fashion

Project New Take on Ethno- (2018)
Folk-like. Town. Fashion. Experiment. Nostalgia. Fabric. Tradition. Inter-
pretation. Collage. Jacquard. Tatting. Form. Incompletion. Movement. Col-

our. Pattern. Dynamics...

Project Samsara Voyage (2019 - 2020)
Future. Past. Energetics. Universe. Space. Biosphere. Message. Responsi-
bility. Sign. Light. Colour. Body. Movement. Change. Innovation. Fashion.
Object. Technologies. Globalization. Memories. Identity. Epidemics. Mask.
Robe. Kimono. Stagnation...

Project CoronaArt (2020)
Epidemics. Globalization. Pandemics. Virus. Fashion. Prototype. Unifica-
tion. Depression. Innovation. Hope. Refuse. Resin. Recycling. Change. Tran-
sience. Fabric. Cutting. Mask. Conservation. Ecology. Beginning...

This creative collaboration was rather lengthy, but it was worth the time. The
individual projects were linked by a game-like progress and approach to time.
We gave ourselves freedom to play without rules; they emerged on their own
as time went by. Fashion loses its traditional concept, while a thing becomes
a shifting object in reflection of our experiences and approaches. We complete
our 20 years of fashion puzzle with future forethoughts, so that we are able to

take a blank piece of paper and start on a new quest.
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Apile
nemadinga
mada

Dailétyrininkés
Lolitos Jablonskienés

pokalbis su menininkémis
Lgle Ganda Bogdaniene ir

Jolanta Vazalinskiené

Prader pokalbi noréciau klawsimu apie tai, kq rodote sios knygos skaitytojams,
apie kq jiems pasakojate. Kaip jiis pacios pavadintumeéte srigg, kurioje dirbate?
Kalbate apie eksperimenting madq, uzsimenate apie kostiuma, drabuzy.
Aptariami eksperimentiniai audiniai, daznas zZodis — dizainas. Kokiame lauke
Junkcionuoja, [ kokiq sriy isiterpia arba kam priestarawa jiisy praktika?

JOLANTA VAZALINSKIENE. Manau, kad tai yra nattrali tekstilés ir mados
dizaino, drabuZio ktirimo sintezeé. Tai i$ tiesy labai natfiralus junginys. Mudvi
su Egle mokémeés toje pacioje katedroje, kurioje ir tekstilé, ir mada buvo kartu.
Gali btti, kad dél to mes ir jauciame tg nattiraly rysj, suvokiame sasajas tarp
$iy sric¢iy. Jy ieSkoti mums nereikéjo. Savo individualias ir bendras idéjas is-
reiSkiame taip, kad galutinis produktas tampa mados objektu. Domina tai, kaip
platesniame dizaino lauke gali skleistis jvairios pozicijos, nuomones, skirtingy
idéjy apraiskos. Tekstilé musy projektuose gali bati papildomoji priemoné, o
kartais ir projekto pagrindas, atspirties taskas, bet manau, kad svarbiausia yra
minéta nattrali Siy dviejy lauky saveika, leidZianti sukurti produktg, turintj
perspektyva mados dizaine, taip pat ir komerciniame dizaine. Gal ne visos vi-
zijos iSplétojamos iki galo, taciau perspektyva yra.

EGLE BOGDANIENE. Savo karyboje tikrai esu linkusi prietarauti. Nors
kai dirbame kartu, prieStaravimy, susiprieSinimo nebfina - visada randame
»bendrg zingsnj“. Tiesa, tai, kg sako Jolanta, man skamba kiek per graziai. Mane

j mados sritj labiausiai traukia bitent protestas pries jg. Visada kritiskai zvel-
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giau | tokig mada, kokia ji yra Lietuvoje, dar nuo XX a. 10-0jo deSimtmecio, prie§
paplintant Fashion TV ir kitiems panasiems dalykams. Kai véliau, jau po 2000-4jy,
pirma kartg atsid@iriau mados parodoje Paryziuje, supratau, kad pagaliau pama-
¢iau mada, kuriai lenkiuosi. Tai buvo drabuZiai, reflektuojantys socialines situaci-
jas, Siandienines aktualijas - faktigkai tai, kas daZzniausiai atsispindi Siuolaikiniame
mene. Supratau, kad drabuZis yra ne tik ir net ne tiek mada, o vienas i§ meno raiskos
budy: tg patj galima daryti fotografijoje, skulptiiroje, instaliacijoje ar drabuZzyje -
jokio skirtumo. Taigi j mQisy projekta atéjau labiau i$ kritinés puseés, bet toje kito-
kioje madoje, net nezinau, ar jg apskritai galima vadinti mada, jZvelgiau labai platy
fenomenag, apimantj viska, kuo mes gyvename: daiktus, maistg, kalbejimo maniera,
poreikj kazkur eiti ir atvirksciai - neiti, parodas, supratima, kas yra cool. Toji pas
mus jprasta ant podiumo ,,uZlipanti“ mada téra viena Simtoji mados plac¢igja prasme
dalis. Kad drabuZis yra puiki vieta eksperimentams, patvirtina ir man imponuojanti
Husseino Chalayano kiiryba, taip pat kupina socialiniy aspekty, net mokslo Ziniy,
inovacijy, iSsiskirianti nejtikétinais, kone cirka primenanciais, bet itin emociskai pa-
veikiais kolekcijy pristatymais. Manau, kad vienas i$ svarbiausiy meno poveikiy yra
emocinis, orientuotas j emocinj intelekta. Tokig kone transo biiseng esu iSgyvenusi,
pavyzdziui, kabuki teatre, bet yra ir mados kolekcijy, kurios taip veikia. Jos jtikina,
kad mada yra medija, kuri gali perteikti viska, kg galvoji - gali perteikti Zinia.

J. V. Lietuvoje mada suprantama kitaip, tradicigkiau. Kai pradéjome dirbti kartu,
tai pirmiausia buvo podiumo mada - rudens, pavasario sezonai, o mes i$ karto at-
metéme Sj kontekstg ir niekada nekalbéjome apie tai, kas gi §j sezong yra madinga.
Daugiausia galvojome apie pozilirj j drabuzj, apie drabuZj kaip apie kalba, Zenkly
visuma, naujy poziliriy iSraiska. Tai, be abejo, svarbiis, stabiliis mados principai,
bet mes nesiorientuojame j tradicine kintancig mada, j jos tendencijas. Dabar, po
dvideSimties mety, kai Lietuvoje jau jsigali tvarioji mada, matome, kad konceptu-
alus kalbéjimas buvo ir yra savalaikis.

E. B. Kai mes pradéjome plétoti savo projektg, reikéjo buti drasioms btti ne-
madingoms. O tai, kg daréme, tuomet buvo ,Ziauriai“ nemadinga. Man gal buvo
paprasciau taip galvoti ir elgtis, nes esu tiesiog menininké, o Jolantai buvo sudé-
tingiau - ji vis délto yra tos tradicines mados konteksto dalis.

J. V. Tada niekas nedaré mados parody, net smerké tokius pristatymus. Ribas
ne ant Zzmogaus - zemas lygis. Tokia nuomoneé vyravo tarp kolegy. O ka matome
dabar? DrabuZiai masiskai eksponuojami parodose: nuo studenty baigiamyjy dar-
by iki eksperimentiniy kariniy. Kas anks¢iau buvo atmetama, po 10-15 mety tapo

aktualu ir normalu.

Regis, apsibréziate savo kiarybq kaip ,madq ispléstame lauke”. Taip save
pozicionuoja ir foairios Stuolaikinio meno rasys (skulptara, tapyba ir kt.). Koks
apskritai jasy karybos santykis su sivolaikiniu menu? Vartojate tokius terminus,
kaip instaliacga, objekias, konceptualumas. Ar manote, kad drabuziai, audiniai
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ir daikiai (kurivos taip pat jrraukiate [ savo parodas) padeda jums kurti platiqra
prasme stuolaiking menq?

E. B. A8 nedarytiau skirties tarp $iuolaikinio meno ir dizaino. Msy parodos i$ tiesy
néra tiesiog iSeksponuoti ,rfibeliai“ - mes kuriame ekspozicijy scenografijg, insta-
liacijas. Formuojame bendrg nuotaika aplinkoje, kurios elementai yra ir drabuZiai.
Bet rodome ir paveikslus, ir objektus, ir fotografijas, ir videofilmus, naudojame per-
formanso elementus. Manau, kad kuriame ir Siuolaikinj mena, ir Siuolaikinj dizaina,
kuris taip pat nebéra orientuotas j konkrety, atskirg objektg. Lankydamos ,,ArcIn-
Tex“ tinklo parodas, matéme ypac¢ daug tokiy instaliacijy, pavyzdZiui: kvapy erdvéje
tyrineji kvapus, pasitelkdamas tam tikrus audinius, arba garso erdve taip pat tampa
dizaino objektu. Tikrai abejoju grieZta takoskyra - Stai ¢ia yra menas, o ¢ia dizainas.
Siandien tai atrodo dirbtina. Manau, kad masy karyba daZnai yra toje ribinéje zono-
je, kuri jau yra nebe grieZta, o iSsklidusi.

Jolanta, o kq pati galvoji apie tq nuo Renesanso laiky vis dar egzistuojanéag,
kad ir urpstanciq, skiry tarp vizualiyjy meny ir dizaino bei taikomyjy meny?
Kap siame diskurse atrodo jasy veikla?

J. V. Musy veikla kaip tik patvirtina vykstantj $iy sri¢iy suartéjima, juolab kad ir
kituose menuose matomi panasts procesai. Jeigu kalbame konkrediai apie rabg, tai
dabar apie jj mastome, pavyzdZiui, kaip apie plévele, kuri reaguoja j kintantj apsvieti-
ma. Tai vizijos, kuriose nebelieka tradicinio rtibo, pati riibo samprata beveik i$nyks-
ta. Laikas, kai drabuziai buvo labai izoliuota, specifiSka sritis, jau yra pasibaiges.

Manyciau, kad jisy plétojamas diskursas bent kiek artimas kritinio dizaino
perspektyval. foairios jo apraiskos: asociatyvus - kalbantis metaforomis, ar
spekuliatyvus — kuriantis ateities modelius, siekia kritiskai apmastytd tradicinio
daikty dizaino status quo.

E. B. Man atrodo, kad masy praktika yra ten, kur susikerta konceptualaus vizua-
laus meno ir kritinio dizaino laukai. Mes esame ir ¢ia, ir ten.

Miisy pokalbio metu ne syky minéjote bendradarbiavimq. 1ai svarbus reiksminis
zodis ir Siwolatkiniame mene, ir stuolaikiniame dizaine.

Kq jums reiskia bendradarbiavimas, kap ji suprantate ir kap jis prakiskai
vyksta? Susipazinus su jisy darbais, negali nepastebéti, kad jisy plétojamas
projektas yra ir bendruomeniskas. Atrodo, kad turite ir kuriate tam tikrq
bendruomene, kuri su jumis bendradarbiauja (tampa modeliais ar klientais,
nuolatiniais parody lankytojais, soctaliniy projekty dalyviais).

J. V. Nesusitarusios esame pasiskirs¢iusios ,pareigomis“: Eglé kuria koncepcijg, o
a$ uzsiimu ,vadyba“ (jgyvendinimu). Ji daZniausiai sitilo kokig nors idéjg arba tech-
nologija, socialinj aspekta, sakydama: JZiarek, koks jdomus laukas, gal mes galetu-
me jame kazkag padaryti.“ Vienas dalykas tikrai stebuklingas - ktirybiniame darbe
mes Simtu procenty sutariame, kas neretai bina sunku, dirbant kartu. Pradédamos
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galvoti apie projekta, paprastai susédame ir greitai nusipieSiame schema su pasta-
bomis. Pasidarome tokj gal ir chaotiska Zemeélapj, bet jau Zinome, kur judame ir kuri
ka daro. Eglei, Zinoma, visada tenka tekstiliné dalis, ji pateikia savo sprendimus, savo
eksperimentus, ir a8 niekada nesikisu samprotaudama, ar man tai patinka, ar ne - tai
yra kito menininko indélis j projekta, bet ir ji daZnai neZino, kg a$ padarysiu.

E. B. Paprastai sakau - tik nesugadink.
J. V. Taigi a8 tuomet savarankiskai kaZzka padarau.
E. B. O a8 sakau - oho!

O spontanisky momenty, kuriant kartu, ar bina? Pavyzdziui, imate vilkt
kostiumaq ant manekeno tr tuomet viskas ima keistis?

J. V. Be abejo. Eksponuojant, instaliuojant Eglé ypa¢ daznai kritigkai ziari: ,na ne,
¢ia jau banalu“ arba ,c¢ia ne ta ,lentyna“ tai tradiciné mada, gal reikia viskg versti
aukstyn kojom...“ O a$ jai daZnai sakau, kad ji daro tekstile ne Zmogui, o tinkama tik
pakabinti ant sienos ar padeti ant grindy.

E. B. Tai isties labai jdomu. Tikrai i§ pradziy buvau linkusi kurti tiesiog mena, bet
zmogaus koordinaté visiskai kei¢ia matyma ir mgstyma. Imi pastebéti disonavima.
Be abejo yra bazinés patirtys, tai, ko mokome ir studentus - kaip projektuoti dra-
buzius atitinkamoms Zmogaus proporcijoms, vyrams, moterims ir pan. - tik dabar
su jomis norisi padaryti kazka, kas nebuvo padaryta iki tol.

O ar egzistuoja bendruomené, kuri visada yra kartu su jumis, palaiko ir jasy
konceptualiq, ir esteting pozicyq?

E. B. ] tai galima pazvelgti i§ dviejy tagky. Pirma - viskas, kg darome, juk kainuoja,
ir zmones, kuriems sukuriamas vienas ar kitas drabuZis, paremia projekta, sumoke-
dami uz medZiagas ir pasiuvima. Tai daZniausiai yra Jolantos klientai.

J. V. Man rapi ir toks bendresnis dalykas. Kai kuri eksperimentus, jie po vieno paro-
dymo lengvai gali atsidurti tiesiog Siuksliy déZéje (o kur gi juos déti?). Bet man nuo
pat pirmyjy miisy veltiniy parody svarbu buvo suprasti, patikrinti, ar drabuZius,
keliancius klausima, ar tai yra mada, pirks Zmoneés, neturintys specialiy meno Ziniy,
nevaik$tantys | menininky karnavalus, bet lankantys pokylius ir t. t. Mastéme, ar tie
drazubiai turi vartojimo perspektyva.

E. B. O man buvo jdomu, kaip jie dévisi, kaip skalbiasi, ar traukiasi, ar Zmogus su jais
prakaituoja? Faktiskai kiekvienas jsigijes tg riibg Zmogus tapo lyg kokia laboratorija,
kurioje visa tai buvo ibandoma. Zinoma, daugelio dalyky nebtty galima jgyvendinti
be Jolantos studijoje dirbanciy meistry. Tai jie viskg padaro maksimaliai gerai.

J. V. Tikrai buvo svarbu atrasti tg dévéseng. Pamenu, kai doméjomes veltinio ypa-
tybémis, Eglé atnes$é kazkg fabrike suvélusi - stora, sunku, ,kanda“ ir tikrai visiskai
nedévima, o ji sako: ,,Cia suknele, &ia tokia ypatinga forma.“ Tuomet ir a¥ jsitraukiau
j diskusija, pradéjome kalbéti apie pluosta, jo ypatybes: koks turi bti storumas, kaip
jis turi buti sujungtas, gal reikia tinklelio, kad ,nekasty® Kilo daug funkciniy klau-

64

LOLITA
JABLONSKIENE

Apie

nemadinga mada

simy, kuriuos pradéjome spresti jau pirmojoje parodoje, tam, kad Siuos drabuZius
galéty vilkeéti Zmogus.

E. B. Jolantos dalis tikrai yra ta Zmogiskoji.

O ar turite koky nors isivaizduojamq deévétoja: ar tai yra kultiros zmogus, ar
atsiskyreélis, ar issiskyrélis, kuriam viskas wri bad ypatinga, individualu?

E. B. Tas jis arba ji yra i§ msy artimos aplinkos. Tai bendruomené, kurioje gy-
vename kiekvieng dieng, jos tarsi nepastebédamos. Pamenu, kaip Linas Katinas
jsigijo mano veltg kepure. Jis tiesiog atéjo { mano dirbtuve, kurioje tuo metu véliau
ta kepure, pasiémeé jg neuzbaigta, muiling, uzsimoveé ant galvos ir iSé¢jo. Bandziau
stabdyti, sakydama, kad ji nesuvelta iki galo, be to, lauke Salta, o jis pasake: ,Man
tinka.“ Ir viskas.

J. V. Priminsiu, kad pirmosios trys miasy parodos vadinosi , Pazenklinti®. Tai tur-
bt ir Yymeéjo ta ry$j su misy bendruomene. Sie ¥monés buvo susije su mumis.
Jiems net dovanojome specialius zenklus, pavyzdziui, Salikélius per antraja paroda.

E. B. Karéme savo bendruomene - ne tiesiog einan¢iy pro $alj, o masy.
J. V. Ty, kurie noréty tuos daiktus turéti.

Turbat uzéje { parodaq ir susidoméye technika ar estetika ir kiti, gal net svetimi,
Zmonés jungiasi prie Sios bendruomenés ir ji pamazu pleciasi, arne?

J. V. Be abejo. Paskutiniuose projektuose pradéjome taikyti Zodj gentis, nes i$ tie-
sy kuriame tg savo gentj. Mums nereikia graZiy manekeniy - norime Zmoniy, jy
akiy, kitokios energetikos, mus domina Zmoniy istorijos. Todél ir §ioje knygoje juos
matome jvairius: jaunus, senus, vyrus, moteris, vaikus, kurie skiriasi savo gyveni-
mo istorijomis, bet su dideliu entuziazmu dalyvauja Siame projekte.

Ar galétuméte daugiau papasakoti apie socialinius jasy projekius, jtraukiancius
ir jy dalyvius { karybos, gamybos, apmastymo procesq?

E. B. Tai turbtit daugiau susije su mano projektais, nes a$ jau praéjusio tikstan-
tmecio pabaigoje pradéjau dirbti meno terapijos lauke, jtraukianc¢iame nejgaliuosius.
Daréme tai ir su studentais, vaziuodavome i stovykla, kurioje rinkdavosi ir specialiy
poreikiy turintys Zmoneés. Ten vykdavo fantastiski dalykai, kol vieng dieng pasiro-
dZiusi komisija pasake, kad Siai veiklai testi neturime oficialiai patvirtinty kompe-
tencijy, kitaip tariant, ,popieriy® 2mogi§kumas, noras padeti, apglébti, pasirodé ne-
reikalingas. Nors tose stovyklose dalyvave Zmonés laukdavo visus metus, kad vél
galéty piesti, tapyti kartu su studentais; ten veldavome ir kepures, géles, peizaZus
ir pan. Manau, kad tai buvo unikalus, bet dar neistirtas meno terapijos, bendra-
darbiavimo modelis. Su dienos centru ,,Mes esame*“ bendradarbiauju ir toliau, ten
sutinku i8skirtiniy talenty turinéiy Zmoniy: kai kas labai gerai audzia arba puikiai
siuvingéja, kai kas velia ir pan. Vykdome jvairius projektus. Stai pavyzdys: dailétyri-
ninke ir lygiy galimybiy aktyvisté Margarita Jankauskaité surinko visus iSaugtus,
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nebedévimus savo sfinaus drabuZius - bene tris mai$us kelniy, striukiy, marskiniy...
NuveZéme j dienos centra, kur jie buvo sukarpyti j siauras juosteles, o i$ jy iSaus-
ta gal 20 ilginiy metry kilimy. Tuos kilimus perdaviau Margaritai, kuri, tikiuosi, iki
Siol juos turi namuose ir saugo kaip savo sfinaus istorija. Tiesa, pasimaté ir kokius
drabuZius ji anuomet pirkdavo - visuma buvo pilkos, juodos ir rudos spalvos, nors
kilimai del to iSéjo labai subtilts ir puikiai jsikomponavo interjere. Su nejgaliaisiais
esame sukire jvairiy audiniy projekty drabuziy kolekcijai. Gaila, kad nepavyko visko
realizuoti. IS jy tikrai buvo galima pasitti jvairiy dalyky: patalynés, uzuolaidy, namy
tekstilés, ruby. Drabuziy modeliams panaudojome tik du audinius, o visa kita liko
kaip galimybés.

Tuo metu, kai pradéjote plétoti savo bendrq prakiikq, jisy pasitelktos
technologijos — audimas ar vélimas — nors buvo tradicinés, bet karu lyg ir vél
naujos. Koks jisy projekte yra santykis tarp kategoriy tradicinis, nawjas ir
inovatyvus? Kad kazkq suvoktume kap nawq, turd bad aisku, kas yra sena. O
kad suprastume, kas inovatyvu, taip pat turime zinoti, kas yra jprasta, ysitvirting,
gal jau nusibode, nebereikalinga ar net kenksminga.

E. B. Pradésiu nuo technologijy. Stai veltinis. Tradiciné jo technologija - kar&tasis
vélimas, kai naudojant karstg vandenj ir Sarma formuojamas veltinio pavirsius. XX
a. atsiranda kita technologija - prakamsymas, kai veliama smaigstytinémis adatomis.
Tai yra nauja. Inovatyviu velimas tampa tuomet, kai sujungi kelis dalykus: veli, kam-
Sai, smaigstai, daZzai, eésdini, blukini, darai viskg, kas tik ateina j galva, ir gauni rezul-
tatg, kurio iki tol nebuvo. Kada sumaiSai viska - tradicines, naujas ir eksperimentines
technologijas, - sukuri tai, ko niekas dar nedaré. Tai ir yra eksperimentiné inovacija.
Misy kariniai pasizymi tuo miSrumu, keistumu, gal kam atrodanciu kaip nesamone,
bet to niekur kitur nerasi ir, msy nuomone, tai ir yra inovacija.

J. V. Be to, i8 tos eksperimentinés medZiagos dar padarome konkrety drabuZj, o ne
tik abstrakty ar interjerg puosiantj daikta. Madoje, drabuZiy kiirime ir anksciau, ir
dabar tai yra i§8tkis.

E. B. Kitas pavyzdys - audiniy marginimas. I Kauno buvo atveZti seni $ilkogra-
finio marginimo tinklai su senais marginimo rastais. Bido, kurj a§ panaudojau, ty
seny rasty apropriacijos, audiniy dizaine tikrai nebuvau maciusi. I pradZiy net
kiek bijojau, kad bisiu apkaltinta vagyste. Siandien tai jau platiai matomas, jau
jprastas bidas kurti raStus aproprijuojant, miksuojant. Rasto perdirbimas - taip
pat inovacija, kai i§ seny dalyky padarai kazka visai kita, kur sena yra beveik neat-
pazjstama, ir tik autorius gali atsluoksniuoti rasto kilme ir visg jo istorija.

J. V. Svarbu, nors gal kiek ir pabode, bet bitina pasakyti, kad pirmosiose parodose
mes siekéme sutelkti, iSbandyti, taip pat ir studentams pristatyti jvairias technolo-
gijas ir jy galimybes.

E. B. A§ manau, kad labiau skatino noras pa¢ioms viskg i§bandyti, nors studenty
dalyvavimas, be abejo, irgi buvo svarbus. Anuomet Akademijoje dirbtuvés buvo
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nemadingg mada karybiné laboratorija.

Kai kalbate apie senas technologgas ar margintos tekstilés rastus, daugiausia
turite omenyye lietuviskaq kontekstq, ar ne? Ir jisy parodose eksponuoti objekiai — ne
tk audinial ar drabuziai, bet ir jvairiis rakandai - tai taip pat lietuviska medziaga.
Ar zvilgsnis { artimq aplinkaq, [ i, kas pazistama, su kuo uzaugai, yra specifiskas
sy bendriems projektams?

E. B. Egzistuoja artimoji ir tolimoji perspektyvos. Musy projektuose yra ir viena, ir
kita. Kas arciausia, be abejo, tiesiogiai tave formuoja. Ir tas lietuviskas kontekstas, ir
aplinka, kurioje dirbame, jvairQis jvykiai, pavyzdZiui, organizuoti veltinio simpoziu-
mai, arba tai, kad déstau Silkografija, baigusi specialius mokymus Stokholme. Kita
vertus, jsitraukus j ,,ArcInTex“ tinklo veikla, atsivére visas platus pasaulis, kity Saliy
moksliniai atradimai ir inovacijos. Tai yra likimo ir Akademijos dovanos. Akademijai
esu labai dekinga - aplinka joje itin stimuliuoja.

J. V. Viena i$ priezas¢iy, paskatinusiy kolekcijose interpretuoti lietuviskas temas,
buvo ta, kad nuo jy grezési, joms priesinosi jaunoji karta. Taigi mums pacioms buvo
jdomu dar kartg patekti j ta lauka ir jj iSbandyti, pasidairyti, kg ten galima rasti,
kg padaryti, kaip toje su identitetu susijusioje aplinkoje mes pacios jauc¢iameés, kaip
masy genai atpaZjsta spalvas, formas, daiktus. O toliau improvizavome...

E. B. Beje, kalbant apie medziagas, jdomiausia, kad dauguma jy buvo nelietuvigkos.
Tai etnokultarinei kolekcijai jos buvo atve¥tos i§ Vietnamo, Kambod#os ir kt. Siuo
pozitriu tai nebuvo visiSkas prisiriSimas prie Sakny.

Kitap tariant, globalumas reiskési visai kitais bidais - isikango ne estetikoje, bet
ekonominiuose, logistiniuose faktoriuose, kurte slepiasi tose medziagose.

E. B. Pati vélimo technika taip pat buvo atveZtiné. Lietuvoje monés velty drabuZiy
nedévéjo, tik veltg milg - batus ir kepures. Velto drabuZio tradicija susijusi su Azijos
Salimis. Pirmojo veltinio simpoziumo Anyks¢iuose metu (1998) mokémeés i§ meistres
Saolés Bapanovos, atvykusios i§ Kazachstano. Antrojo simpoziumo (2004) dalyveés is
Skandinavijos parode tg naujg smaigstymo metodg. Taigi patirties sememeés dviejose
pasaulio pusése ir sujungéme j kazkg savita, nauja - lyg neofolkq.

J. V. Kai pradéjome plétoti savo projekty, atrodé, kad niekam tai nejdomu. Sian-
dien - jau kitaip. Daugelj domina bitent kultiiry sankirtos, o ne, tarkime, jkvépimo
paieskos Japonijos kulttiroje.

Tesiant kalbq apie inovacyjas — kada émétés doméris nawjausiomis audiniy

technologyomis, ju taikymu aprangai, kada svarbus tapo tvarumo aspekias?

Ar tai paskatino , Arclnlex tinklo® krypiis? Ar sios inovacijos paketté jiasy

ankstesng projekiq?

E. B. Be abejo, pakeité ir tai tikrai buvo susije su ,,ArcInTex*. Sis naujomis technolo-
gijomis ir diskursais besidomintis tinklas veikia jau bent deSimtj mety. Akademija j jj
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jsitraukeé véliau, gavusi kvietimg i§ Buroso universiteto Tekstilés ir mados mokyklos.
Burosas anks¢iau buvo svarbus Svedijos tekstilés ir lengvosios pramones miestas,
panasiai kaip Kaunas, i§ kurio pramoneé ilgainiui iSsikélé i Kinijg, Indijg, Malaizija.
Reikéjo galvoti, kg daryti - Ziniy apstu, o poreikio tam jokio. Buvo nuspresta imtis
moksliniy tyrimy. Pirmyjy susitikimy su tinklo partneriais metu juos itin suzavéjo
tai, kg Lietuvoje vadiname tekstiles menu. To kitose Salyse nebuvo ar bent nebuvo
tokio rySkaus reiskinio. Taigi | rengiama nauja doktorantfiros programa buvome pa-
kviesti buitent kaip menininkai kartu su daugeliu technologinius tyrimus atliekanc¢iy
partneriy. Dalyvavimas $ioje programoje suteiké ypa¢ daug naujy ziniy - ir teori-
niy, ir praktiniy. Tai galima palyginti su praplaukian¢iy Zuvy vaizdiniu - turi ne tik
stebéti, bet ir susizvejoti kiek tik gali. Bent dalis naujy technologiniy idéjy, kurias
pradéjome taikyti savo projekte, ir buvo tos miisy suciuptos zuvys, kurias savaip ap-
dorojome ir patiekéme. Kai kurias naujas medZiagas taip pat parsivezéme i$ ty tarp-
tautiniy susitikimy, pavyzdziui, pirmuosius masy naudotus termochrominius dazus.

J. V. Labai svarbu pridurti, kad susitikimy metu buvo pristatomos naujos tech-
nologijos, naujos medziagos, bet niekada - nauji daiktai. Mes tas technologijas ar
medZiagas taikéme ir taip tesdavome tyrimag. PavyzdZiui, minéti termochromi-
niai daZai buvo pristatyti tik kaip dazai, kuriais padengus audinj, jis ima reaguoti
j 8iluma arba $altj. Ir tiek. Mums pasitalé pameéginti eksperimentuoti, kaip Sis
atradimas gali bati pritaikytas madoje. Arba tirpstantys sitilai - juk negavome
produkto, kurj pristatéme savo kolekcijoje, parsiveZéme tik nedidelj balto sitilo
gabalélj. Eglé sumané, kaip i$ jo padaryti audinj. Jis pasizymi tam tikromis ypaty-
bémis: jo negalima lyginti, negalima drekinti. Tuomet sprendéme klausimus, kaip
8j audinj formuoti, kaip jungti atskiras dalis. Dvi savaites uZsidariusios dirbtuve-
se daréme bandymus - pradéjome nuo papuosaly, mégindamos jvairias pluosto
galimybes. Padaréme daugiau kaip keturiasdeSimt ar net SeSiasdeSimt eksperi-
menty, tikrindamos, kaip jis jungiasi, kaip tirpsta, lydosi, | ka reaguoja... Kai visa
tai perpratome, jsidrgsinome ir tik tuomet sukQreme rabus. Jie tikrai nebuvo
mums paduoti ant lékstuteés, veikiau buvo perduotos naujos Zinios.

O ar planuojate testi siq nawjy technologiy, su jomis susijusty nawjy formy ir
atitinkamai naujos estetikos teskojimy krypt, ar tai baigtas etapas?

E. B. Pléetodamos vienus ar kitus aspektus, tesiame $ig kryptj. Viena i§ paskutiniy
misy kolekcijy - tai vienkartiniai drabuZiai ir papuosalai, kuriuos sukiréme i$
atlieky, panaudojusios vienos Lietuvos jmonés, deginancios Siuksles, atlieky $laka.
Vel teko ieSkoti jvairiy komponenty formoms sukurti. Pirmiausia daréme papuo-
Salus, o po to sujungéme juos su Jolantos Covid-19 karantino metu pradéta vien-
kartiniy drabuziy linija, ir atsirado visai naujas projektas.

Zvelgdamas [ Siuos is naujiy medziagy sukurtus drabuzius, negali nepastebeéd, kad
Jiems badinga specifiné estetika. Jq turbit galima steti su posthumanizmu - tai ne
tradiciniu zmogaus santykiu su gamta, o naujomis technologgjomis ir jy bréziama
atetties perspektyva paremti vaizdiniai. O toji ateitis, atrodo, yra ir masinanti, ir
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bauginanti vienu metu. Jiisy pluostai ir is jy sukonstruoti objekiar, pavyzdziu,
apdovanotieji Kingjoje, turi ir bent kiek atgrasumo, baugina jy keistos, nenatiralios
Jormos.

J. V. Tik reikia turéti omenyje, kad drabuZiai i§ $iy naujy medzZiagy skirti pri-
sitaikyti prie Zmogaus figtiros. Pakabinti erdveéje jie atrodo vienaip, o ant kiino,
reguliuojant temperatQira, drégme, tampa tuo, ko Zmogui reikia, t. y. ryte dévétg
drabuzj, vakare galima paversti jau visai kitu, o nusibodus, galima jj iSmesti, nie-
kam nepakenkiant.

Baigdama masy pokalby, galvoju, kaip galétume ji pavadinii. Gal tiky jiasy
mintis apie drqsq bati nemadingoms, apie mada, kuri yra nemadinga?

J. V. Manau, kad tai, ka plétojome savo projekte, néra nemadinga mada, veikiau
- nauja, $iuolaikiné mados forma. Siandien ne stiliaus tendencijos, o po¥iaris j
Zmogy tampa madingas. Pagrindiniai mados kriterijai: nuolatinis naujumo siekis,
zenkliskumas, - i8lieka, bet reigkiasi kitaip. Mados tendencijose svarbios spalvos,
ilgiai, siluetai... Naujos technologijos (tirpstantys ar j temperatirg reaguojantys
audiniai ir kt.) kei¢ia menine kalbg ir kuria naujus Zenklus. Siomis priemonémis
kuriame kitokius tekstus, analizuojancius $iandien aktualius klausimus, liudijan-
¢ius misy pozicijg madoje ir gyvenime.

Bet nawjos formos, medziagos, technologijos, tvarumo idéjos siandien turbat
taikomos ir komercinéye, stiliaus tendencias kultivuojancioje madoye, ar ne?

E. B. Siandien taip, bet prie§ keliolika mety, kai visi noréjo bati madingi, mes
tikrai turéjome drgsos nebtiti madingos. Tiesa, man visada madingiausi atrode
Zmonés, kurie nepaiso jsitvirtinusiy kryp¢iy. Manau, kad buti nemadingam yra
madingiausia. Dabar kaip tik tai tapo tendencija.

J. V. Esu skaitiusi ir jsidéméjusi, kad inovatyvius dalykus galima sukurti tik nebi-
jant suklysti. Kurdamos kartu, tikrai to nebijojome, net mégavomeés eksperimenta-
vimu, ieSkojimais ir pasitaikanc¢iomis klaidomis. Galbat dél to miisy darbai niekada
nebtdavo iki galo uZbaigti - mes i$ tikryjy dZiaugémes paciu procesu.

Paskutinis klausimas - kokie jiisy ateities planai? Ar s projekiq uzbaigete, ar ir
toliau mastote apie bendradarbiavimq, gal ketinate dar kq nors i jtrauk?

J. V. Norime jj uzbaigti Sia knyga ir galbtit paroda. I$ tiesy projektas jau tampa
bent kiek varzantis ir mums nebeaktualus. Net Lietuvoje reigkiniai, apie kuriuos
kalbéjome, placiai paplito, ir mes prarandame susidoméjima, kuris buvo miasy va-
romoji jéga. Taigi §j projekta uzbaigiame, bet galbtit pradésime nauja, naujos koky-
bés bendradarbiavima.

E. B. Turbat neatsitiktinai pabaigos motyvai, neretai net kiek apokaliptiniai, atsi-
spindi ir musy paskutinése kolekcijose (,,SamsaraTrip® ar ,,CoronArt 2020%). Pats
gyvenimas atveda iki tam tikro pabaigos tasko, bet pasitilo ir kazka nauja. Tik rei-
kia nepraziopsoti ty pro Salj praplaukianc¢iy Zuvy...
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Sanskrito kalboje Samsara reiskia nuolating
pasaulio kismaq, mirties ir aigimimo cikliskuma.

Darbe Samsara Trip (Samsara Voyage)
apmastomi zmogaus buvimo ,,belaiféje” erdvéye,
transmigracijos, begalybeés, nezinomybes,
islikimo, vilties klausimai. Antropoceno -
~Naujojo zmogaus amziaus " akistatoye
isgyvename moksly ir kultiros kaitq.
Atmosferos pokyciai diktuoja nawjas baes ir
buities formas. Kuo tampa zmogus siandien,
spresdamas visatos mysles, taciau pats
ustikdamas didziausia mgsle?

Salygineje erdvéje judantis belyiis kianas
primena levitavimq kosmose. Nuoga figiira
~aprengta " zvaigzdynus menanciais tapybos
rastais, paslepia siluetq, sujungia zmogaiis
kanq su erdve [ harmoningq visumaq. Neoninéje

sviesoje judantis zmogus uzburia vaizdo misterya.

Istrizainémis besikartojanciy sviesos saltiniy
pulsas pabrézia visatos alsavimo ritmg,
lydiny kelionéje - issilaisvinimo, o gal
sustnatkinimo link?
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In Sanskrit, Samsara means the constant change of
the world, the cycle of death and rebirth.

The work Samsara Trip (Samsara Voyage)
discusses the issues of human presence in the

‘timeless” space, transmigration, infinity, obscurity,
survival and hope. In the confrontation of the
Anthropocene, the “Age of a new human, "we have
been experiencing a shift in science and culture.
Atmosphere changes dictate new forms of existence
and everyday life. Who is a hiuuman becoming today
as they solve the mysteries of the Universe, whereas
sttll remaining the greatest mystery themself?

In the conditional space, a moving genderless

body resembles levitation in cosmos. The naked
Jigure “dressed’ in constellation-like painting
patterns blends with the space into a harmonious
whole. The viewers are mesmerized by the mystery
of the image of a person moving in neon light.

1he pulse of the diagonal sources of light
emphasizes the breathing rlvythm of the universe
that accompanies the journey toward

liberation or destruction?

Eglé Ganda Bogdaniené
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On Untrendy
Fashion

The art researcher Lolita Jablonskiené
talks to the artists

Lglé Bogdaniené and
Jolanta Vazalinskiené

Twould like to start by asking what it is that you show to the readers

of this book and tell them about. How would you define the field you
operate in? You talk about experimental fashion, refer to a costume,

a prece of clothing. You discuss experimental fabrics; “design’is another
recurring word in your narrative. What is the field that you practice

unfolds in, what are other areas it enters or contradicts?

JOLANTA VAZALINSKIENE I believe it is an organic synthesis of tex-
tiles and fashion design, a synthesis through which a piece of clothing is
created. It is, indeed, a very natural merger. Both of us were students at the
Department (of the Academy of Art) where textiles and fashion were nev-
er separated. Probably our feeling for this natural union and links between
these areas was fostered there. We did not have to invent that. We express
our individual and collective ideas in a way that leads our final product to
become an object of fashion. We are interested in the way how different ap-
proaches, opinions, ideas evolve in the field of design. Textiles in our projects
may function in a supporting role, at other times they become the core of the
project, the main point of reference. Yet I believe that it is all about interaction
of these two fields that makes the emergence of a prospective fashion - and
commercial design product possible. True, maybe not all of the visions get
realized, but the possibility still is there.
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EGLE BOGDANIENE I am truly inclined to challenging in my art. Though
when we work in tandem, there is no opposition or antagonism between us -
we manage to work ‘hand in hand’. Though the way Jolanta puts it, sounds
too nice to me. I feel attracted to the field of fashion exactly by my sense of
protest against it. I felt very critical about the mode of fashion in Lithuania
beginning with the 1990s, before the proliferation of Fashion TV and similar
things. When later, after 2000, I visited my first fashion exhibition in Paris,
I realized that I finally saw the kind of fashion I adulated. These were pieces
reflecting social situations and contemporary actualities, in fact, the subject
matter of contemporary art. I realized that a piece of garment is not only
about fashion, or maybe, not so much about fashion, it is one of the forms of
expression: it does not matter whether you do that in photography, sculpture,
installation or a piece of clothing. Therefore I entered our project with an intent
to criticise, but the fashion thus perceived - if we can call it fashion at all - is
a very broad phenomenon that embraces every bit of our lives - objects, food,
speech mannerisms, the need to go or not to go somewhere - exhibitions,
understanding, and that is cool. The fashion that strolls the catwalk here,
is just a miniscule of fashion in the broad sense. The fact that a piece of
clothing is a perfect place for experiment is proved by the art of Hussein
Chalayan, I am greatly impressed with. It also speaks social parlance, and
bursts with scientific knowledge, innovation, and stands out through incred-
ible occasionally circus-like performances of a powerful emotional impact. I
have experienced a similar near-trance state while watching Kabuki theatre,
but some fashion collections have a similar impact. They prove that fashion
is a medium that can communicate all you think about, or in other words,

can communicate a message.

J. V. In Lithuania fashion is perceived differently, in a more traditional way.
When we started working together, it was perceived mostly as catwalk collec-
tions for autumn, spring seasons, etc. We have alienated ourselves from this
context and have never spoken of something as ‘being in fashion’ this sea-
son. We mostly were concerned with a perception of clothing, and interpreted
clothes as a language, a totality of signs and a way to express new approaches.
These surely are important and stable principles of fashion, but our focus is
elsewhere than the traditional changing fashion trends. In twenty years, when
sustainable fashion has taken root in Lithuania, we can see that conceptual

discourse was initiated in time and remains timely.

E. B. When we commenced our project, it took some courage to be unfash-

ionable. What we did at that time was awfully out of fashion. For me it was
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probably easier to apply such a mindset in my work, as I am simply an artist,
while Jolanta’s situation was more ambiguous as she is part of the traditional
fashion context.

J. V. At the time nobody gave fashion exhibitions, such performances were
even condemned. A piece of clothing not worn by a human was perceived as a
very low standard. Such was a dominant approach among my colleagues. And
what do we see today? Clothes are massively exhibited at exhibitions: from stu-
dents’ graduation pieces to experimental artwork. Things that were rejected, in

10-15 years became important and normal.

You seem to define your work as “fashion in the expanded field'. 1t is the
same way as different branches of art (sculpture, painting, etc.) position
themselves. What is the relationship of your creation with contemporary
art in general? You use terms installation, object, conceptuality. Do you
believe that clothing, textiles and obyjects (they also get included into your
exhibitions) help you to create contemporary art in the broad sense?

E. B. I would not say there is watershed between art and design. Our exhibi-
tions are not ‘clothes’ displayed in a simplistic way, we create set designs and
installations to show them. We evoke an all-embracing mood, while pieces of
clothes are elements in it. We also show paintings, objects, photography and
video, employ elements of performances. I believe, we create both contempo-
rary art and contemporary design, which is no longer applied a particular in-
dividual object. While visiting the exhibitions of ArchInTex network, we saw
plenty of such installations, for instance, in the space of smells you use differ-
ent textiles to explore diversity of aromas, the space of sound also becomes an
object of design. I do doubt in the existence of such a watershed that puts art
on one side and design on the other. These days it looks artificial. I recon our
creative process often happens in that border zone, which no longer observes

strict lines, but rather is diffuse.

Jolanta, what do you think about that division between visual arts and
design and applied arts stll existing though ever less visible since the times
of Renaissance? And where does your creative process fit in this discourse?

J. V. Our work aims to stress how these fields approximate each other, and we
see a similar process in other arts, too. If we speak about clothes specifically,
at this time it is perceived, for instance, as a film, that reacts to changing light.
These are visions, where traditional garments disappear and even the very
concept of a piece of clothing is nearly obliterated. The time when clothes were

an isolated, specific field, are already gone.
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1t seems that the discourse you sustain in a sense parallels a perspective
of critical design. Different manifestations of critical design, assoctative,
that communicates via metaphors, or speculative, seeking to project
models for future, seek critical reflection of the status quo of a traditional
obyject design.

E. B. I feel that out practice is something of a go between, it happens in the
area where conceptual visual art and critical design overlap.

During our conversation you frequently refer to collaboration. It is one
of the keywords in the contemporary art and contemporary design.
What does collaboration mean to you? How do you perceive it, and how
does it happen in practice? Upon a closer familiarity with your works,
there emerges also a strongly felt communal aspect of the project you
develop. It seems like you have and create a collaborating community,
the members of which become your models or clients, regular visttors

of your exhibitions and participants of soctal projects.

J. V. There is a division of ‘duties’ in our tandem, which happened naturally:
Egle usually develops a concept, and I manage the realization of it. Most fre-
quently she puts forward an idea or technology, or identifies a specific social
aspect by saying, ‘isn’t it a very interesting field, perhaps we can do something
in it’. There is one really fantastic thing about our collaboration - we agree in
the direction of our creative effort hundred percent. Quite often while team-
working, it is difficult to achieve. When we start brainstorming about our pro-
ject, we just come together and jot down a scheme with notes. We design a kind
of a slightly chaotic map, but it is enough for us to know where we are heading
and who does what. Surely, Eglé always does ‘textile part’, she presents her
experiments and solutions, and I never interfere with my likings or dislikes of
what she does. It is her contribution into the project, on the other hand, she,
too, often does not know what I am going to do.

E. B. Usually I say - just don’t overcook it.
J. V. And then I go and do something independently.
E. B. And I say ‘Wow!’

And what about spontaneous moments of co-creation? Let us say; you
start fitting a costume on a mannequin and it all starts changing?

J. V. Surely. At the installation stage Eglé puts on her critical hat: ‘No, no,

no... this is trivial or belongs to a different ‘shelf’, it looks like traditional
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fashion, everything must be turned head over heels... While I often reproach
her that she creates textiles not for humans, but for hanging on the wall or

stretching on the floor...

E.B. It all is exciting indeed. From the outset I was really inclined to create just
art, but the human axis of coordinates alters your vision and mind. You become
attentive to where things dissonate. Then there are these foundational experi-
ences - something we teach students - the principles of designing clothing for
human figures of certain proportions, for male and female figure. Yet this time
we want to put this sense to an end that has not been previously sought.

And is there a community that is always with you and supports your
conceptual and aesthetic stance?

E. B. There are two ways to approach this. First, all we do, costs money, and
people for whom we design one or another piece, support our project, paying

for materials and sewing. They are mostly Jolanta’s clients.

J. V. I am also concerned with more general things. When you create ex-
perimental stuff, after the first show they may easily end up in a dustbin
(because where else they could go?). Starting with our very first exhibitions
of felt items, I was intent to understand and test whether the articles embod-
ying the question whether that was fashion, could be bought by people with-
out special knowledge in fashion, who did not attend artists’ carnivals, but
attended parties and elsewhere.. We were wondering whether such clothes
could be wearable.

E. B. I was interested how they wear, is such aspects as laundry, shrinkage,
comfort, like sweating, etc.? In fact, every individual who acquired such a piece
of clothing, was like a lab, where we tested all these parameters. Sure enough,
many things could not be realized without technicians working at Jolanta’s

studio. It is thanks to them that we always achieve the maximum result.

J. V. It was really important to establish the parameters of that wearability. I
remember times when we were interested in the qualities of felt. I recall how
Egle brought a felted piece from a factory, it was bulky, heavy, ‘biting’, and really
unwearable. Yet she says, ‘That’s a dress. It is a different shape.” Then I started
a discussion, we analysed the qualities of fibre, the best thickness, the way of
connecting these fibres, and probably inserting a net, so that it does not ‘bite’.
Multiple functional questions emerged and we started solving them already at

the first exhibition with the goal of making such clothes wearable.

E. B. Jolanta really contributes the human element.
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Do you have a vision of a wearer, who he or she is, maybe someone from
the field of culture, or a hermit, or a divorcee, someone who wants it all
to be special, individual?

E. B. This person is from our immediate environment. It is our community
where we live every day without even noticing it. I remember how Linas Kati-
nas acquired a cap felted by me. He popped into my studio where I was working
on it, took it half -finished and soaked in soap, put it on his head and left. I tried
to stop him saying it was not finished, and it was cold outside, but he said ‘It

suits me’, and that was it.

J. V. Remember, our first three exhibitions were called the Labelled. That was
in expression of that link with our community. There was some kinship be-
tween us and these people. We even presented them with special signs, for

instance, scarfs during our second exhibition.

E. B. We created our own community - not of those just passing by, but of our

own folks.
J. V. Of the people who would like to owe these things.

Probably others who see the exhibitions, and get interested in the
technigue and aesthetics, even strangers, join this community so it
keeps growing, doesn’t it?

J. V. True, true. During our most recent projects we introduced the concept

of a tribe, as we keep building our tribe. We have no need in beautiful models,
but in real people, their eyes, different energies, we care for their stories. This
book also shows how different they are, young and elderly, men, women, chil-

dren, with different life stories, all eager to be part of this project.

Could you tell us more about your social outreach projects that include
the participants into creative process, into reflection and production?

E. B. This probably is more to do with my projects as I started working in the
field of art therapy embracing people with disabilities back in the late 2000s.
We included students, too. We organized camps together with individuals with
special needs. Incredible things took place there, but one day there arrived a
commission to inform us that we had no officially certified competencies (in
other words, ‘papers’) to carry on that activity. Humanity, empathy, and our
desire to help proved useless. We knew that these folks would be waiting all
year long to draw and paint together with the art students. We did felting, too
crafted flowers, caps and entire landscapes. I believe it was a unique, yet unex-
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plored model of art therapy and collaboration. I still keep collaborating with the
centre We Are and meet talented people, some are skilled weavers, others do
needlework or felting. We engage in different projects. Let me give one exam-
ple: the art researcher and equal opportunities activist Margarita Jankauskaité
collected all her son’s outgrown and disused clothes - three bags of trousers,
windbreakers, shirts, etc. We took them to the day centre where they were cut
into narrow strips and woven into some 20 linear meters of floor runners. I
handed them over to Margarita, and I hope she still keeps them in her house
as her son’s history. True, we also discovered what kind of clothing she used to
buy at that time - the dominant colour scheme was of grey, black and brown,
what indeed resulted in subtle runners, perfectly matching her home. Together
with the disabled helpers, we have created different textile designs for clothing
collection. It is a shame we could not realize all of them. They were suitable for
bedding, curtains, home textiles and clothing. We have applied just two types

of fabric for clothing, the rest remained just a possibility.

At the time when your collaborative practice began, the technologies you
relied on - felting and weaving — were traditional ones, yet at the same
time, new again. What is the relationship between the ‘traditional, new
and innovative’ in your projects? In order to percetve something as ‘new’
we need a clear understanding of “old’. Again, we define something as
‘innovative’ by distinction from what we perceive as common, rooted,
maybe wearisome, disused or even unsafe.

E. B. Let me begin with technology. Let’s talk felting. In traditional wet felting
the surface is shaped by hot water and alkali. The 2oth century discovered a
different technique of needle felting, where needles are used to stab a piece of
wool to shape it. That is new. Felting becomes innovative when you combine a
number of techniques: wet and needle felting, padding, dyeing, biting, blea-
ching - you name it - and arrive at a result previously unseen. When you put to-
gether everything - traditional, new and experimental technologies - you create
something unprecedented. That is exactly experimental innovation. Our pieces
have this heterogenous and unusual quality that may strike some people as non-
sense. Yet you cannot come across it nowhere else and we take it as innovation.

J. V. Even more, we use that experimental material to create a concrete piece
of clothing, not just an abstract or interior decoration item. In fashion and
clothing design this was and remains a challenge.

E. B. Another example could be fabric printing. From Kaunas, we brought
along the old silkscreen printing nets with the old printing patterns. The way I
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appropriated those old patterns in fabric design was something I had not encoun-
tered before. I initially was apprehensive lest I was blamed for plagiarism. Today
it is a broadly accepted practice to create patterns by appropriation and mixing.
Reworking of a pattern is also an innovation, when you take old things and create
something different where the old is almost unrecognizable and only the artist
who did it can see these layers and establish the origin and history of a pattern.

J.V. Even though it may strike as repetitive, it is important to stress that dur-
ing our first exhibitions we put efforts to concentrate, test and to present to
students different technologies and their possibilities.

E.B. I believe a stronger motif was our own desire to test it all, even though
student presence was important. At that time the workshops at the Academy
were open, and the students could come gain experience and share it. It was a

veritable creative laboratory.

In your discussion of the old technologtes as well as patterns of printed
textiles, you mainly refer to the Lithuanian context, dont you? And the
objects showcased at your exhibitions — not only textiles or clothes, but
also different utensils are Lithuanian subject matter. Is the focus on

the immediate environment, on things familiar from the young days is
spectfic for your collaborative projects?

E. B. There is always a possibility of a closer or remote perspective. Our pro-
jects include both. Surely, we are directly shaped by the things closest to us.
The Lithuanian context, and the environment wherein we operate, different
events, for instance, the symposia of felting we organized, the fact that I teach
silkscreen printing after a specialized training in Stockholm. On the other
hand, when we started networking with the ArcInTex, we found the entire
world open, with all scientific discoveries and innovations in other countries.
These are presents by the fate and the Academy. I am always grateful to the
Academy - its atmosphere is tremendously stimulating.

J. V. One motif to interpret the Lithuanian theme in our collections was the
fact that the young generation resisted these themes and turned their back
on them. We found it interesting to revisit that field and test it, look around
what could be found there. It was interesting to test our own feeling in that
field where our identity took root and see how our genes recognize colours,
shapes, objects. Our next step was improvisation...

E. B. By the way, talking about fabrics, most of them were not Lithuanian. For
our ethno-cultural collection, they were brought from Vietnam and Cambogia,
and elsewhere. In this respect it was not complete attachment to the roots.
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In other words, globalism was expressed in completely different ways,
as being embodied not in aesthetic, but economic and logistic factors,
hidden in these materials.

E.B. The very felting technique was also imported. In Lithuania people did
not wear felt clothing, only boots and hats from broadcloth. The tradition of
felt clothing is linked to Asian countries. During the first felt symposium held
in Anyksdiai (1998) we learned from the master Saol Bapanova from Kazakh-
stan. During our second symposium (2004) our participants from Scandinavia
demonstrated the needle felting method. Thus, we gained experience from two
sides of the globe and then merged it into something of our own, a kind of ‘neo-
folk’ practice.

J.V. When we started our project nobody seemed interested. It is different to-
day. Most are interested in interactions of cultures, in contrast, to, say, looking

for inspiration in Japanese culture.

In continuation of the theme of innovation. when did you get interested in
the most recent fabric technologies and the use of such for clothes? When
did sustainability aspect come to the fore? Is it the trend of the recent
Arclnlex network? Have these innovations altered your previous project?

E.B. Sure enough, they have, and that was really in connection to the ArcInTex
developments. The network dedicated to new technologies and discourse has
been active for ten years or so. Vilnius Academy joined it later, on an invitation
from Boras Textile and Fashion School. Previously Bords was an important tex-
tile and light industry city in Sweden, just like Kaunas in Lithuania, but with
time all these industries were relocated to China, India, Malaysia. People had to
find a way out of the situation, as these cities had plenty of knowledge, but no
need for it. It was decided to feed energies into scientific research. During the
first meetings with the partners of the network, they were fascinated with what
in Lithuania was termed textile art. Other countries either did not have it, or
at least not so prominently developed. We were invited into a newly developed
doctoral programme as artists to collaborate with numerous partners involved in
technological research. This participation in the programme lent us plenty of new
knowledge, both theoretical and practical. One can compare that to a situation
when you watch fish drifting by - you try not only to observe the fish, but try to
catch as much as possible. At least part of the technological ideas that we started
applying to our project were of the fish we caught there, only we prepared and
served them our own way. Some of the new materials also arrived from these in-

ternational meetings, for example the first samples of our thermochromic dyes.
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J. V. It is important to add that these meetings included presentations of new
technologies, new materials, but never new objects. We applied these technol-
ogies or materials and carried on the research. For instance, the cited thermo-
chromic dyes were presented simply as dyes for fabrics with a property to make
fabric heat and cold sensitive. We were advised to experiment how this proper-
ty can be applied in fashion. Or, let’s take the case with soluble thread. We did
not receive a finished product, but a piece of white thread. Then Eglé came up
with an idea how to make it into fabric. It has certain properties: it cannot be
ironed and cannot be soaked in water. Then we had to solve the question how it
can be shaped, and how to connect separate parts of it. For two weeks we were
separated from the world in the studio experimenting. We started out with or-
naments, testing different properties of the fibre. We made over 40 or even 60
experiments testing how it connects with other materials, how it melts, fuses,
etc. When we tamed its nature and gained courage, we created clothes of it.

Nothing arrived on a plate, we created it from the new knowledge passed to us.

Do you intend to continue this trend of new technologies, and new forms
connected with them, as well as the direction of new aesthetics? Or is this
stage brought to completion?

E. B. We develop this trend in connection to one or another aspect. One of
our most recent collections was of disposable clothes and costume jewellery
created from slag which is a by-product from a Lithuanian company’s waste
incineration process. Once again, we had to look for new components to shape
our pieces. We designed the ornaments first, then connected them with a col-
lection of disposable clothes started during Covid 19 quarantine by Jolanta. It
all developed into a new project.

Clothes from these new materials obviously usher in new aesthetics. It
can possibly connect to post-humanism; these images are anchored not
lo traditional man- nature relationship, but to new technologies and the
vision of future they somehow define. This future appears both tempting
and scarry. 1he fibres created by you, and the objects constructed of
these, for instance those awarded in China, look somewhat ominous,
thetr strange, unnatural shapes are intimidating.

J. V. It is important to have in mind that clothes from these new materials have
to adjust to a human figure. When they hang loosely, they look one way, when
put on, depending on temperature and humidity they turn into something a hu-
man needs: for instance, something worn in the morning, can be transformed
into a different piece in the evening, and finally, when disused, it can be dis-
carded without any harm to the environment.
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When our conversation draws to an end, I am wondering about its title.
Probably your idea about the courage of being out of fashion, about
untrendy fashion would do?

J. V. I believe that our project deals not with untrendy fashion, but rather with
a new, contemporary variety of fashion. These days fashion is set not by the
trends in style, but by approaches to human beings. The main criteria of fashion
- its constant drive to change, signification - they remain, but find a new expres-
sion. Fashion trends are concerned with colour, length, shape... New technolo-
gies (soluble or temperature sensitive fabrics, etc.) change the artistic parlance
and introduce new signs. With these new means we create new texts that ana-
lyse presently relevant questions that witness our position in fashion and life.

Yet today, new forms, materials, technologies, principles of sustainabiity
probably are part of commercial fashion too, the one that cultivates the
trends of style?

E. B. Today - yes, but a dozen of years ago, when everyone wanted to be fash-
ionable, we really had the courage to be unfashionable. By the way, I personally
find people disregarding all trends to be most fashionable. I think that being
out of fashion is most fashionable. And it is a trend these days.

J. V. I remember reading and noting that innovations are created only when
you are not afraid to err. Working in tandem we never had such fears, but
relished in experimenting, testing and trying and - mistakes. This perhaps
explains why our works were never finished - we enjoyed the very process
too much.

1he last question is about your future plans. Have you completed this
project? Do you intend to collaborate in the future and perhaps include
somebody else?

J. V. We want to finalize it with this book and perhaps an exhibition. The pro-
ject indeed becomes slightly confining and not so relevant to us. The phenom-
ena we discussed have spread broadly even in Lithuania and we start losing
the interest that used to the driving force. We wrap it up there, but who knows,
maybe we will embark on a new collaboration of a new quality.

E. B. It is probably not by accident that the motifs of finality, sometimes even
apocalyptic ones, found reflection in our recent collections as well (Samsar-
aTrip or CoronaArt2020). Life naturally leads us to an end of things, at the
same time, proposes something new. It only takes vigilance not to miss the fish
passing by.
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Siuolaikinis dizainas jungia karybi¥kuma ir mokslo bei technologijy inova-
cijas, jis taikomas visuose visuomenés vystymosi procesuose ir yra dalis
kirybiniy industrijy, kurios vis daZzniau suvokiamos kaip svarbus inovacijy
variklis. Taciau apmastydami, projektuodami ir kurdami naujas vertes su-
siduriame su pamatinemis humanistinemis nuostatomis ir klausimais koks
turety bati ateities dizainas, kaip kinta dizaino kGirimo metodai ir kokig jtakag
dizaino sprendimai tures ateiciai?

Johnas Chrisas Jonesas knygoje ,Design Methods“ (1970) vienas pirmuyjy
susistemino dizaino metody raidg ir plétrg. Tyrime apZvelgiami tradicinio,
senojo, ir modernaus dizaino metodai nuo amaty evoliucijos ir dizaino k-
rimo pie$iant iki peréjimo prie logika, moksliniais tyrimais ir kirybinémis
praktikomis gristy metody, kurie leidZia dizaineriui kurti Siuolaikinéje, nuo-
lat kintancioje aplinkoje. Jonesas jvardijo ir analizavo Siuolaikinius dizaino
kGrimo metodus, juos aiSkindamas kaip butinus i$pléstinius jrankius dirbant
Siuolaikiniame, kompleksiSkame pasaulyje. Jo sitilomi 35 dizaino klirimo me-
todai, gristi logine seka, sisteminiu planavimu, duomeny rinkimu, literatiiros
analize, klausimy formulavimu, idejy generavimu, taksonomija, procesy ver-
tinimu, jsivertinimu ir kt., taikomi ir plétojami iki Siol. Sie esminiai metodai
naudojami tvaraus dizaino, kaip Siy dieny aktualijos, tyrimuose ir praktikoje.

Tvaraus dizaino klausimai analizuojami aukStosiose mokyklose vykdo-
muose tyrimuose, bendradarbiaujant su mokslo ir technologijy tyrimy insti-

tutais ir inovatyvaus verslo jmonémis.
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Tvaraus dizaino
koncepcija

Tvarumas - tai dizaino kiirimo filosofija, kai dizainerio sukurti produktai,
paslaugos, aplinka ir sistemos yra socialiai, ekonomiskai ir ekologiskai tvaras.
Tvaraus dizaino sureikS§minimas yra savalaikis Siuolaikiniy visuomeneés po-
kyciy kontekste. Naujos technologijos ir nauji komunikacijos metodai, mokslo,
technologijy, socialiné ir tarpdisciplininiy tyrimy plétra labai veikia meno, di-
zaino ir mokslo pobudj, turinj ir forma. Siuolaikinis dizainas - tyrimy laukas
ir ateities gyvenimo budo, gyvenamosios aplinkos kiirimo erdve. Dizainas yra
taikomas visame inovacijy procese ir yra kiirybiniy industrijy, kurios vis daz-
niau suvokiamos kaip svarbus inovacijy variklis, dalis. Pabréziama karybiné
veikla, kuri apibtidinama kaip inovacijy siekis. Galutinis kurybiniy industrijy
tikslas - siejant kQirybiSkuma ir inovacijas, sukurti naujas vertes.

Taciau mastydami apie naujas vertes susiduriame su pamatiniais klausi-
mais: koks turéty buti ateities dizainas ir kokig jtaka jis turés ateities buciai
ir buiciai?

Siandieninése diskusijose neretai kritigkai vertinamos kulttrinés tradici-
jos, istorinio konteksto suformuotos socialinio gyvenimo normos, abejojama
tradicinémis vertybémis. Tokiy diskusijy fone kurdami naujus produktus, pas-
laugas ir jy vartojimo sistemas, turetume kelti ir klausima - ar suvokiame as-
menine atsakomybe, keisdami esamg ir kurdami naujg pasaulj?

Pastaryjy mety iSbandymai - pandemija, virusai, atskirtis ir Zmoniy
susvetimeéjimas - vercia susimastyti, ar mlsy pastangos nuolatos ,tobulinti®
buitj ir fizine gyvenimo kokybe negriauna gamtos harmonijos, o perteklinis
vartojimas, skatinantis nuolatinio gamybos atsinaujinimo procesus, ar neprisi-
deda prie biosferos krizes ir ekologinés katastrofos.

Esminis $iuolaikinio dizainerio i88Gkis - ieSkoti, iSrasti ir sitilyti nau-
jus dizaino metodus, veiklas ir produktus, kurie nukreipty mokslo Zinias ir
technologijy iSradimus j naujy gyvenimo formy kiirima. Tai ir sudaryty prie-
laidas harmoningam gyvenimui draugiskoje aplinkoje, realizuojant tvaraus

gyvenimo filosofija.
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Tokia ktirybiniy i§§tkiy aplinka skatina tarpdisciplininiy tyrimy plétra, drasina
pasitelkti gamtos, fizinius, socialinius mokslus ir kiirybinj mastyma kaip inova-
cijy pamata. TradiciSkai atskirai egzistavusiy mokslo ir meno sri¢iy specialistai
skatinami jungtis ir bendradarbiauti kuriant naujos kartos produkto, paslaugos
ir vizualiosios komunikacijos koncepcijas. Darbas tarpdisciplininéje komandoje
sudaro salygas daryti netikétus sprendimus, pergalvojant ilgalaikj daikto varto-
jima, jo formos ir funkcijos keitima, perdirbima, ,,kitos gyvybeés jkvépima®.

Nors seniai egzistuojancio daikto perdirbimas, atnaujinimas, pritaikymas
naujai paskirciai ar reiskinio panaudojimas yra daznai aptariami kaip nauja
Siuolaikinio dizaino tendencija, ta¢iau apropriacija, kaip metodas, mene yra
naudojama beveik Simtmetj. Vertéty prisiminti Marcelio Duchamp’o masinés
gamybos porcelianinj pisuara, kurj menininkas, pavadines ,,Fontanu®, pateiké
1917 m. Nepriklausomyjy parodai (Independent Exhibition) - reikSmingiau-
siam Amerikos modernaus meno renginiui. Kadangi pacig paroda organizavo
Nepriklausomuyjy dailininky draugija (Society of Independent Artists), o Du-
champ’as buvo draugijos vadovas ir parodos organizacinio komiteto narys,
parodai sitiloma ,Fontang“ jis pasirasé R. Mutto slapyvardZziu. Tikétina, kad
Mutt yra autoriaus sugalvotas Zodziy Zaismas, panaudojus parduotuves, ku-
rioje Duchamp’as pirko pisuarg, pavadinime esantj zodj mott. Ir tai nebuvo
vienintelis XX a. pirmoje puséje moderny meng klrusiy menininky bandymas
panaudoti savo kiiryboje industrinés gamybos produktus - tiek naujus, tiek
susidéveéjusius. Pablo Picasso 1942 m. sukurtoje skulptiroje ,,Buliaus galva“
panaudojo seno dviracio sédyne ir vairg. Josephas Cornellis,vienas zZymiausiy
XX a. asambliazo menininky, savo kliryboje naudojo pacius jvairiausius kas-
dienio gyvenimo daiktus, kurie buityje tapdavo nereikalingi.

Dizaino ir architektiiros lauke tendencija permastyti projektavimo, gamy-
bos ir vartojimo koncepcijas sietina su Charles’iu Jencksu. Jis analizavo adho-
cizmo (ad hocism - praktika, skatinanti reaguoti | esamuoju laiku vykstancius
jvykius, i§ anksto neplanuojant veiksmy) samprata, teigdamas, kad gebant kii-
rybiskai panaudoti esamas sistemas ir taikantis su egzistuojanc¢iomis situaci-
jomis galima iSrasti naujy blidy, kaip greitai ir efektyviai iSspresti problema.
Adhocizmas, anot Jenckso, yra kiirybos metodas, priklausantis nuo resursy,
kurie yra po ranka. Sis kairybines veiklos principas tartum demokratizavo di-
zaing ir paplito masiskai, jkveépes visus, mégstancius ir gebancius atlikti buities
darbus, imtis namy perklirimo, pertvarkymo veiklos.

Nuo 1980 m. postindustrinés atliekos tapo meégstama pankdizaineriy
medZiaga. Perdirbdami masinés industrijos atliekas, jie pritaré anarchisti-
néms pankroko idéjoms, protestavo prie§ burzuazinés visuomenés vartoto-
jiSka gyvensena.
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Ronas Aradas - bene zymiausias XX a. 9-ojo deSimtmecio dizaineris, savo dar-
buose ,atgaivines“ postindustrines atliekas. Vienas chrestomatiniy kariniy -
elegantiSka, moderni kédé, pagaminta i§ seno ,Rover® automobilio sédynés.
Vertéty paminéti Danny Lane’s, kuriantj skulpttiras ir dizaino objektus i per-
dirbto stiklo, taip pat Toma Dixong, kartu su Marku Brazieriu Jonesu ir Nicku
Jonesu 1985 m. sublrusj judéjima, (Creative Salvage). Jy jsitikinimu, ateities
dizainas neturéty buti orientuotas j brangius, anonimiskus masinés gamybos
produktus, bet turety skatinti unikaliy, stilingy, funkcionaliy daikty kiirima
ir gamyba. Grupé savo idéjas ir pagamintus daiktus pristatydavo Londono ir
Niujorko muzikos klubuose, turéjo daug gerbéjy ir sekéjuy.

IroniSka elegancija, kuriant perdirbinius, btidinga brity dizaineriui Jasperui
Morrisonui, kurio darbai pasiZymi paprastumu, racionalumu, minimalia sgma-
ta, universalumu.

1992 m. dizaino tyréja Renny Ramakers surengé i§ industriniy atlieky pa-
daryty baldy, kuriuos sukiré jauni Nyderlandy dizaineriai Janas Koningsas,
Jurgenas Bey, Pietas Heinas Eekas, Tejo Remy, paroda. Nors ir nesulauke ko-
mercinés sékmeés, taciau apie paroda buvo pladiai diskutuojama, ji tapo pagrin-
du tolesniems eksperimentams ir bendradarbiavimui su Eindhoveno dizaino
akademija kuriant tvaraus dizaino koncepcija.

XXI a. pastebima aktyvi akademinés bendruomeneés iniciatyva burti tarp-
tautinius profesinius tinklus, kuriy veikla ir tyrimai turéty jtakos darnios vi-

suomeneés plétrai.
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Siekiant atvirai diskutuoti ir tyrinéti Siuolaikinio dizaino i$$tkius, 2011 m.

buvo jkurtas tarptautinis ,ArcInTex“ tinklas, vienijantis meno (architek-
taros, dizaino, dailés, medijy meno, amaty), mokslo ir technologijy studijy
programas vykdandius universitetus, tyrimo ir verslo institucijas. Tyrimy ir
inovacijy laukas - architektlira, interjero dizainas, mados dizainas, tekstilé,
interaktyvus dizainas. Subtirus $iy sri¢iy tyréjus ir praktikus, siekiama kurti
naujas idéjas, technologijas, metodus ir programas, kuriomis blity plétojamos
gyvenamosios aplinkos, gyvenimo budo, tekstilés ir mados perspektyvos. 2011
m. Vilniaus dailés akademija (toliau - VDA) tapo ,ArcInTex“ nare. Aktyvi tin-
klo veikla prasidéjo 2012 m., kai buvo surengta pirmoji konferencija Buroso
(Boras) universitete Svedijoje. ,ArcInTex“ tinkle naujiems rezultatams siekti
sutelkiamos architekttiros, interaktyvaus dizaino, tekstilés ir mados dizaino
idéjos, technikos, medZiagos, metodai ir programos, kuriamos ateities pastaty
ir gyvenimo btido dizaino vizijos. Periodiskai du kartus per metus organizuo-
jamose ,,ArcInTex“ konferencijose aptariami estetiniai, socialiniai, biomedici-
niniai, psichologiniai, technologiniai, ekonominiai ir kiti Siuolaikinio meno ir
dizaino aspektai.

Tarptautinio ,,ArcInTex“ tinklo tikslas - burti tyrejy bendruomene, kuri
siekty ieSkoti naujy dizaino raidos horizonty. Tai galimybe vykdyti tarpdis-
ciplininius eksperimentinius projektus, kuriuose bendradarbiauja jvairiy spe-
cialybiy ir mokykly déstytojai ir studentai, kurti naujus déstymo ir studijy
rezultatus uZtikrinancius studijy metodus, programas, plétoti naujas dizaino
estetikos perspektyvas.

»ArcInTex“ tinklo $e$iy nariy iniciatyva 2013 m. buvo pradéta rengti pa-
raiSka Europos Komisijos finansavimui gauti i§ programos ,,Horizontas 2020
lésy tarptautiniam doktorantfiros studijy ir tyrimy projektui jgyvendinti. 2014
m. gautas finansavimas i§ Marie Skledowskos-Curie veikly moksliniy tyrimy
ir inovacijy programos. 2015 m. buvo parengtas ir pasirasytas Sesiy projekta

vykdanciy universitety ir trijy komerciniy jmoniy konsorciumas.
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»ArcInTex ETN“ (ArcInTex European Training Network) - tarptautiné dokto-
rantira, kurig vykde Vilniaus dailés akademija, Buroso universitetas (Svedija),
Berlyno meny universitetas, KaraliSkasis meny koledZas Londone, Eindhoveno
technologijy universitetas (Nyderlandai), Herioto Watto universitetas (Jung-
tiné Karalysté), taip pat verslo jmonés - ,Philips Electronics® (Nyderlandai),
»Ludvig Svensson“ (évedija), AB ,Audéjas“ (Lietuva).

»ArcInTex ETN“ projekto koordinatorius - Buroso universitetas. 2015 m. j
projektag buvo priimta 15 doktoranty i$ jvairiy pasaulio Saliy. Kiekvienas jy stu-
dijavo viename i$ Sesiy ,,ArcInTex ETN“ universitety, ta¢iau nuolatos dalyvavo
jvairiuose seminaruose, praktikose, klirybinése dirbtuvese, kurios buvo orga-
nizuojamos visuose konsorciumg pasira$iusiuose universitetuose ir jmonése
pagal i$ anksto suderintg studijy grafika.

»ArcIntex ETN* tikslas - ieskoti ir sitilyti naujus dizaino kirimo metodus,
apimancius karybinj mastyma, $iuolaikinio mokslo iSradimus ir technologines
inovacijas; numatyti, kaip mokslo ir technologijy sinergija galéty prisidéti prie
tvaraus dizaino siekiy ir humanistiniy vertybiniy nuostaty jgyvendinimo.

e Projektinés tarptautinés doktoranttros ,,ArcInTex“ uzdaviniai:

e Projektuoti naujos kokybés tvarig gyvenimo aplinka, jungiant architekttra,
tekstile, mados, produkto ir interaktyvy dizaing.

e Kurti naujas dizaino programas (be to, remiantis projekto patirtimi, su-
kurti tarptautinés jungtinés doktorantlros modelj su numatytu fiziniu ir
virtualiu mobilumu, grupiniy ir individualiy tyrimy derinimu).

e Ieskoti inovatyviy dizaino technologijy ir metody.

e Kurti naujg dizaino estetika.

Si doktorantiira siekia sukurti naujas mokymo ir mokymosi programas,
metodus, formas ir technikas, kurie sudaryty prielaidas projektuoti tvarig
aplinka, harmoningai siejancia Zmogy ir jj supancig erdve (interjera, pasta-
tus, urbanistine ir socialine aplinkg). Doktorantai suskirstyti j tris grupes,
vykdancias trijy sri¢iy tyrimus: architektiiros, interjero ir kiino. Siedami ar-
chitektiiros ir kQino problematikas, jie atlieka tyrimus artimojo ir tolimojo
lauko perspektyvose.

Tarptautinéje ArcInTex ETN doktorantiiroje Vilniaus dailes akademijai
atstovavome kartu su Jolanta Vazalinskiene. Buvome doktoranty vadoveés ir
konsultantes, dalyvavome mokymuose, klirybinése dirbtuvése, seminaruose,
doktorantiiros darby aptarimuose ir darby gynimuose. Jgytas Zinias ir prakti-

nius gebéjimus naudojame edukacijoje ir kirybiniuose projektuose.
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Siuolaikinio tekstilés
(r dizaino akuualijos

JArclnlex FTN®

koncepcija

Gamtos moksly ir technologijy specialistai iSranda naujas medZiagas ir techni-
kas, kartu iSkyla batinybé istirti jy galimybes ir svarbg projektuojant ateities
gyvenamaja aplinkg ir buitj lengvinan&ius reikmenis. Sis probleminis dizaino
laukas nuo artimojo (tekstilés, drabuZiy, mados, baldy ir daikty dizaino) iSsi-
plecia iki tolimojo lauko (interjero ir architektfiros dizaino) - nuo aprangos iki
gyvenamosios aplinkos. Kaip susieti artimojo ir tolimojo lauko dizaino raiskos
perspektyvas, kaip sujungti socialinées aplinkos tyrimus ir technologines ino-
vacijas siekiant tobulinti mtsy gyvenima? ] Siuos klausimus ir turéty atsakyti
LArcInTex“ doktorantai, atlikdami Siuolaikinio dizaino tyrimus, teikdami sitily-
mus, kurdami futuristines vizijas.

Tekstilé ir mados dizainas tradicigkai yra artimojo lauko dizainas, kuris
gali biti jvardijamas tarpininku tarp gyvenimo veikly ir gyvenamosios aplin-
kos. Tekstilé yra naudojama tiek drabuziams, tiek ir buities daiktams. Mes ren-
giame savo kiing (drabuzZiai) ir savo aplinkg (uZuolaidos), joje esancius daiktus
(baldai). Vadinasi, tekstilé sujungia artimajj ir tolimajj laukus.

ArchitektQra gali bati analizuojama kaip grandis, jungianti gyvenamaja
erdve su gyvenimo budu. ArchitektQirinis mastymas atveria galimybes numa-
tyti savo gyvenamajg aplinka ir buitj nuo tolimojo iki artimojo lauko. Taigi iki
Siol atskirai besipletojusiy dizaino krypciy (tekstilés, drabuZiy, mados, baldy
ir daikty dizaino) ir architektQros sinergija yra batina sglyga siekiant ateities
dizaino poky¢iy.

Ivairiy sinergijy galimybes ir tyrinéja ,ArcInTex“ doktorantai, bendradar-
biaudami su ,,ArcInTex“ tinklui priklausanéiy universitety dizaino tyréjais. Pa-
grindinis iy tyrimy tikslas - rasti blidus atsakingai ir prisitaikanc¢iai gyvena-
majai aplinkai kurti, ieSkant jungties tarp Zmogaus kino mastelio, interjero ir
pastato, atsizvelgiant j profesinius, buities ir kultQirinius poreikius.

Viena pagrindiniy ,ArcInTex“ tinklo tyréjy koncepcijy - akcentuoti
tekstilés metodais grjsta mastyma (textile thinking) kaip metodologinj ir
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programinj pagrinda, kai tekstilé yra suvokiama kaip platus tekstiles kultQ-
ros, meno, amato, dizaino laukas. Ji naudojama produkto, mados, interjero di-
zaine. Tekstilés inovatyvumas ir kokybé turi jtakos visy dizaino sriciy raidai.
Taigi ateities tekstile, tenkinsianti tvaraus dizaino poreikius, orientuojama |
ekologiskus pluostus ir medZiagas. Todél labai daug démesio skiriama teksti-
lés Zaliavy, medziagy ir technologijy studijoms, kuriy rezultatai leisty plétoti
praktinius eksperimentus ir kurti inovatyvius dizaino produktus. Moderniy
technologijy tekstilé reiskiasi plac¢iame galimybiy lauke - nuo Zmogaus kiino
iki architektairiniy erdviy.

»ArcInTex“ doktorantfiros tyrimy kontekste akcentuojama medziagy sin-
tezé - kompiuteriniais skaic¢iavimais analizuojamos fizinés medZziagy ypaty-
bés. Naujas medZiagy supratimas architektiroje ir dizaine Siuo metu yra itin
aktuali tendencija. Dizaineriai negali kurti tik skaitmeninéje erdveje, atskirtoje
nuo fizinio pasaulio. Atvirks§éiai, kompiuteriniai skai¢iavimai efektyviai nau-
dojami atliekant medZiagy tyrimus. MedZiagiSkumas architektfiroje ir dizaine
néra fiksuota galimybé ir pasyvi forma. MedZiagy tyrimai tampa aktyviy ide-
ju generatoriumi. Si tendencija - reik§mingas postikis nuo modernizmo tezés
apie ,teisingas“ medZiagas. Anksciau architektai ir dizaineriai atmesdavo tam
tikras medZiagas kaip netinkamas. Dabar mechaniSkas konstravimo metodas
kei¢iamas j robotikos galimybes pasitelkian¢ius medziagy tyrimy procesus.

Siuolaikiniai dizaineriai, architektai, tyréjai, mastytojai akcentuoja naujy
dizaino tyrimy metodika, kuri analizuoja medZiagas ir jy ry$j su technologi-
jomis, biologija ir kultfira. Tokiais tyrimais atskleidZziami multidisciplininiai
dizaino, inZinerijos ir gamtos moksly rysiai, nauja architektfiros ir dizaino me-
dZiagy kultara. MedZiagy fizinés ypatybés yra nesibaigiancio kirybos proceso
varomoji jéga. Prie§ mus atsiveria nauja, neistirta medziagy kultara.

Analizuojant tvaraus dizaino i§8tukius ir perspektyvas, akcentuotina, kad
tvarumo koncepcija turi baiti plétojama visose dizaino srityse ir procesuose -
medZiagy tyrimuose, konstravime, gamyboje, taip pat vartojant, perdirbant ir
kt. Ateities dizainas privalo atitikti tvaraus gyvenimo ir darnios visuomeneés po-
reikius, keisti vartojimo filosofijg, diegti fundamentalius gyvenimo btido poky-
¢ius. Sie ambicingi siekiai skatina dizainerius tyrinéti med#iagas, procesus, at-
likti laboratorinius eksperimentus, kurti ir plétoti ateities gyvenimo scenarijus.

Aptariamg tvaraus dizaino temg bitina analizuoti darnaus visuomeneés,
mokslo, meno, technologijy vystymosi kontekste. Darniu vystymusi siekiama
uztikrinti Zmoniy gerove dabartyje, nesumaZzinant jos galimybiy ateityje.
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Tvarus dizarnas

darnaus vystymosi

kontekste

Sioje straipsnio dalyje analizuojama tvaraus dizaino koncepcija, remiantis Karen

Marie Hasling tyrimu , Tvari tekstilé“, kuris buvo pristatytas 2016 m. balandzio

11 d. ,,ArcInTex“ konferencijoje ,,ISmanioji tekstilé: baziniy tyrimy ir industrijos

poreikiy sankirta® ir iliustracijomis.

Tyrinejant darnaus vystymosi vizijas, keliami klausimai:
Kokie yra darnaus vystymosi metodai?

Kodeél taikomi $ie metodai darnaus vystymosi rezultatams pasiekti?
Kaip 8ie tinkami metodai yra taikomi darnaus vystymosi tikslams pasiekti?

Darnaus vystymosi aspektas siejasi su dizainerio profesija ir praktika. Siuo-

laikiniy dizaineriy kiirybos siekis yra derinant mokslo ir technologijy inovacijas,

rasti ir siilyti sprendimus, susijusius su darnaus vystymosi poreikiais ir i$$a-

kiais.

=

Darnus vystymasis apima tris komponentus:

2. Socialine aplinkg - Zmones;
3. Ekonomine aplinka - pelng;
4. Gamtos aplinka - planets.
Zmonés
Socialng dama
(nedalifkumastygybea)
- bandra socialing alsakomybe
- faisingumas Darmusis asis
- davbo salygos S
Tvarus dizainas
Planeta
Pelnas
Aplinkos Ivivumas
Ekn?ormndl:':ma - Bnergios varfoime efekiyve
. fhﬂ‘?”ws - maXinamas vandens varol

1 schema. Darnus vystymasis. Triguba nauda

- madinamos athekos->perdirl

- &alinama farsa

2 schema. Darnus vystymasis / Dizainas
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Tvarus dizainas yra vienas i§ darnaus vystymosi budy. éiuolaikiniq dizaine-
riy sprendimai turety tiesiogiai atitikti jo koncepcija.

SprendZiant tvaraus dizaino problemas, susiduriama su klausimais:
1. Ar kuriamas dizaino produktas (preke, paslauga, metodas ir kt.) atitinka

darnaus vystymosi koncepcijg?
2. Ar tyrimai ir gamybos veiksmai atitinka darnaus vystymosi koncepcijg?

3. Ar rezultatas - naujas dizaino produktas (preke, paslauga, metodas ir kt.)
atitinka darnaus vystymosi koncepcijag?

Dizaineriui, ieSkan¢iam naujy sprendimy, biitina probleminiu aspektu
tyrineti aplinkg ir rasti motyvacija, kodél jo siilomas sprendimas yra rei-
kalingas ir kaip jis patobulins gyvenamaja aplinka? Motyvacija formuluoja
pagrindinj tikslg - kg, kodél, kokiems poreikiams tenkinti reikia kurti naujg
produkta. Sis etapas paremtas karybiniu, kritiniu mastymu. Véliau numato-
ma artikuliacija - veiksmy grandiné, t. y. kokie veiksmai turéty bati atliekami,
kad kuriamas dizaino produktas bty atliktas ir jdiegtas. Sis etapas apima
mokslo iSradimus, medZiagas, technologijas, teisine sistema ir kt. Dirbant pri-
valu numatyti rezultatg, tyrinéti jo stiprybes, silpnybes, grésmes ir galimybes.
Dizaineriai turi tyrinéti produkto vartojimo pasekmes, turédami galvoje, kad
dinamiskoje, kintamoje aplinkoje atsiranda nesuplanuoty pasekmiy.
Schemoje vaizduojama darniy technologijy artikuliacija, nurodant dizaino tiks-
lus, numatytus rezultatus ir neplanuotas pasekmes.
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Motyvacija
{Pagrindinis tiksias)

Sumazinti priklausomybe
nue iSkastinio kurg

Uzdrausti vaiky = o
Motyvaciia - Artikuliacija > Neplanuotos darbg
(Pagrindnis thalis) pasekmés
) ) Skatinti cirkuliacinj
Reikme Veiksmas Rezultatas medziagos panaudoima

Artikuliacija

Teisés aktai ir
statymai

“— Biopolimaras —p=

—>

MNeplanuotos
pasekmés

Kenkurenciga su
maisio gamyba

Vaikai negali sau
leisti eiti | mokyklg

“4— Dizainas perdicbimui —=  Slopina paZangiy

mediagy naudojima

3 schema. Tvarus dizainas. Artikuliacija

106

4 schema. Tvarus dizainas. Artikuliacija

Stuolaikinio tekstilés

ir dizaino aktualijos

Tvarus dizainas turéty teikti visuomenei keturgubg naudg, kuri analizuojama
ieSkant sinerginiy ry$iy ir priklausomybés tarp patirties, ekonomikos, teisin-
gumo (saziningumo) ir aplinkos. Tyrinéjama, kaip patyrimas kei¢ia poZziarj |
vartojima ir gyvenimo bfida. Per Zmogiskaja patirtj ir supratimg ateina darnus
aplinkosaugos, ekonomikos ir visuomenés pozitris j tvaruma. Skatinama pra-
testi arba iSplésti esamy produkty naudojimg, gaminant produktus numatyti
ju perdirbimo galimybes.

Tvaraus dizaino patyrimu grjsti (empiriniai) aspektai yra:
e Estetinis tvarumas.
e Emocinis tvarumas.
e Kultiirinis tvarumas.
e ] vartotojg orientuotas dizainas tvariam gyvenimui ir elgsenai.
e ] vartotojg orientuotas tvarus dizainas.
e Darni gerove.

Tvarus dizainas ateityje gali bliti plétojamas suvokiant poziliriy ir veikly
kompleksiskuma ir tarpusavio priklausomybe. Nauji poziiriai atsiranda ir plé-
tojasi tik kompleksiSkoje aplinkoje - i§ pradZiy probleminiu aspektu tyrinéjama
aplinka, veliau kuriamos poky¢iy strategijos, paslaugos ir produktai, dar véliau
atsiranda poky¢iy rezultatai ir patirtys, kurios turi jtakos visuomenés ir kulta-
ros vystymuisi.

K. M. Hasling sukurtame penkiy perspektyvy modelyje vaizduojamas
kompleksiskas tvaraus dizaino vystymasis laike. Procese vyksta konceptualis
dizaino tyrimai, eksperimentai, prototipy kuirimas, produkty ir paslaugy die-
gimas vartojimui. Véliau Sie produktai ir paslaugos yra naudojami, kuriamos
vartojimo sistemos. Dar veéliau atsiranda vartojimo strategijos ir verslo mode-
liai, o tuomet formuojasi patirtys ir kultQira. Tada atsiranda stimulas permasty-
ti situacija ir vél grjzti prie pirminiy konceptualiy ir eksperimentiniy procesy.
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-

2 // Procesas

Kompleksidkumas

e |

r

b

Laikas

e
-

{Hasling, 2015) [based on Fleicher, 2008 and Brazel, 1387)

5 schema. Penkiy perspektyvy modelis

Pirmame proceso etape daug démesio skiriamas Zaliavy ir technologijy tyri-
mams, gamybos procesams siekiama atrasti kokybiskiausias medZiagas ir prie-
mones. Studijuojama medZiagotyra, medZiagy atsparumas ir pritaikomumas.
Kuriami planai, kaip naudojamos Zaliavos galéty bati perdirbamos ir pakarto-
tinai naudojamos gamybos procesuose. Antrame etape, kuriant produktus ir
numatant jy vartojima, blitina rasti efektyviausius atitinkamy medziagy pa-
naudojimo budus, atsiZvelgiant j kuriamo produkto funkcijg. Kuriant produk-
tg ir numatant jo vartojima, taip pat reikia numatyti produkto efektyvuma,
maksimaly jo naudojimo termina, prieZifiros ir taisymo galimybes. Treciame
etape skatinama kurti naujos kartos paslaugy sistemas, kurios kompleksiskai
susiety produktus ir paslaugas. Kaip, nekuriant papildomy produkty, gauti
paslaugas? Siuo klausimu siekiama pergalvoti privatumo, bendros nuosavybés,
nuomos sgvokas. Gal ne visuomet reikalinga preke biitina pirkti, gal iSmanesnis
sprendimas jg nuomotis arba draugiskai skolintis? Ketvirtame etape kuriamos
strategijos ir verslo modeliai, kai skatinama pergalvoti, derinti ir susieti anks-
¢iau mineétus aspektus, suvokiant jy sarysj, ieSkant naudos ir pelno galimybiy.
Penktame etape formuojasi rySys tarp vartotojo ir prekés. Dizainas $iuo atveju
naudojamas kaip kultliros intervencijy priemoneé. Formuojasi naujos patirtys,
kurios skatina prielaidas atsirasti naujoms gyvenimo tendencijoms, pavyzdziui,
létai madai, emociniam dizainui, naujam pozitriui j pavelda, tradicijg ir kt.
Schemoje pavaizduota, kokia seka vyksta tvaraus dizaino diegimas.
Vienas i§ pavyzdZiy, iliustruojanciy penkiy perspektyvy modelj, yra
»PlantBottle“ projektas, kurj 2015 m. Milane Expo parodoje pristaté ,,Coca-Co-
la“ kompanija. Sia iniciatyva kompanija pradéjo gerokai anks¢iau, reaguodama
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i ekologine krize liudijancius faktus ir konkrecius jrodymus, kaip plastikiniai
buteliai niokoja gamta. Kompanija investavo | naujos kartos plastikiniy bute-
liy kiirima, kuriy gamyboje bty perdirbami seni plastikiniai buteliai kartu su
cukranendriy atliekomis, susidaran¢iomis po cukraus gamybos proceso. Taigi
PET plastikiniy buteliy sudetyje yra cukranendriy. Buteliai savo iSvaizda ir
funkcinémis ypatybémis praktiSkai nesiskiria nuo ankstesniy, taciau gerokai
pakito jy poveikis gamtai: palengvéjo irimo ir produkto perdirbimo procesai,
taupomi gamtos iStekliai. Projekto devizas - pakeisti plastikiniy buteliy kon-
cepcja, diegti inovacijas atitinkancias tvaraus dizaino idéjas. Jau nuo 2009 m.
»,Coca-Cola“ savo produkcijg platina keturiasdesimtyje Saliy PET plastiko bute-
liais. 2009-2015 m. pagaminta 35 bilijjonai PET plastikiniy ,,Coca-Cola“ buteliy,
$ios naujovés nauda apskaiciuota terSaly emisijos sumaZzinimu - 315 coo kv.
tony anglies dioksido.

Kitas pavyzdys, patvirtinantis tvaraus dizaino ir | problemy sprendimg
orientuoto mgstymo svarbg, - dany dizaino kompanijos ,,Komplot Desi-
gn“ produkcija. Kompanijos veiklos pagrindas - nuolatiné sinergijy paieSka
tarp meno ir inZinerijos, gamintojo ir vartotojo, intuityvumo ir raciona-
lumo, emocionalumo ir logikos, tradicijy ir inovacijy jvairiy kultGry kon-
tekstuose. Optimalus balansas tarp Siy poliy leidZia atsirasti Siuolaikines
problemas aktualizuojanc¢iam dizainui. Geras dizainas néra tik funkcinés
problemos sprendimas, reikia ir Ziniy apie kultirinj, filosofinj, estetinj ir
poetinj turinj.

Kultinis ,,Komplot Design“ produktas - ,,Nobody“ kedé, kuri atrodo tarsi
iprastos kédes SeSelis. Ji labiau mena aliuzijg j kéde, bet ne pacig kéde kaip
funkcinj objekta. Vizualiai ji atrodo kaip veltiniu uzdengta jprasta kédé, taciau
i$ tikryjy jokio kédés karkaso néra. Regis, jos karkasas iStrauktas, o aliuziné
kedés forma sklando erdvéje. Kédé pagaminta i§ neaustinio PET plastiko pluos-
to - panaudoti perdirbti plastikiniai sodos vandens buteliai. ,,Nobody“ kédes
gaminamos i§ termiskai presuoto PET polimery pluosto. Jos taikomos priva-
¢iuose ir visuomeniniuose interjeruose, turi puikias akustines savybes, lengvai
valomos ir taip pat gali buti perdirbamos. Jdomu tai, kad i§ pradziy Sios kédeés
buvo itin populiarios jkalinimo ir mazameciy vaiky aukléjimo jstaigose. Pirma
pripazinima kédeé pelné 2007 m. ,Craft and Design“ bienaléje Danijoje, véliau
»The Forum AID Award: Best Nordic product design 2008 Londono dizaino
muziejaus apdovanojimas ,,Design of the Year“ 2008 GB; 2009 m. laiméjo 1-3ja
vietg kategorijoje ,,Home Interior Furniture“ IDAo8; USA DESIGN PLUS 2008
Award; Vokietijos ,,Design Award“ ir kt.
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»Levi Strauss & Co.“, bendradarbiaudamas su italy nailono gamintojais ,,Aqu-
afil“, pradéjo gaminti dZinsus i$ medvilnés ir 100 proc. perdirbto nailono (nai-
lonas perdirbamas i§ panaudoty Zvejy tinkly). Naujoms dZinsy kolekcijoms
naudojama i$ Zvejy tinkly perdirbta medZiaga - ekonilas. Diegdama $ig inova-
cija ,, Levi Strauss & Co.“ pademonstravo savo atsakingg pozitirj j ekosistemos
puoseléjima ir uzdaro gamybos rato diegima. ,,Levi’s“ 522 dZzinsams naudojama
61 proc. medvilneés, 38 proc. ekonilo ir 1 proc. elastano.

Puikus tvaraus gyvenimo bido pavyzdys - dany sukurta paslauga VIGGA.
Tai klidikiy drabuZéliy tiekimo paslauga, kai vaikus auginantys tévai, tape VI-
GGA bendruomenés nariais ir mokédami ménesinj dalyvio mokestj, yra apri-
pinami drabuZiais auganc¢iam vaikui. VIGGA darbuotojai drabuzius rsiuoja,
atnaujina ir siundia vartotojams. UZdarame vartojimo rate sukasi tie patys vai-
ky drabuZéliai. Taip iSvengiama didZiuliy kiekiy atlieky. Juk spar¢iai augdami
mazyliai nespéja drabuziy sudéveéti. Sios paslaugos tikslas - pakeisti vartojimo
koncepcijg, vartoti bendruomeniskai, taupiai ir atsakingai.

VIGGA jau ne kartg yra apdovanota lokaliuose ir tarptautiniuose konkur-
suose uz uzdaro vartojimo rato diegimg ekonomikoje ir tekstilés industrijoje.
Pavyzdziui, 2014 m. VIGGA laiméjo nominacijg ,,Launch Nordic Innovator*,
2016 m. apdovanota konkurse ,Danish Design Awards®, 2017 m. laiméjo ,,Da-
nish Design Awards for Outstanding Service“ir kt.

Kadangi dabar labai aktualis tvaraus tekstilés ir mados dizaino klausimali,
Buroso universiteto Tekstiles mokykloje (évedija) buvo atliktas tyrimas ,,Ma-
dos dizainas: §iy dieny vartojimo ir greitos mados poveikis aplinkai*.

Atliekant tyrima buvo uzduoti klausimai: kokig jtakg naujos technologijos
turi tvaraus dizaino koncepcijai, kaip mados dizainas, greitoji mada veikia musy
aplinka, kokios darbininky, gaminanc¢iy masinés gamybos mados produktus,
darbo salygos, kaip Siuolaikiné mada veikia pasaulj? Noréta pademonstruoti
»juodasias“ mados industrijos puses, susijusias su gyvybei pavojingomis che-
minémis atliekomis ir nepalankiomis darbo salygomis. Skatinta susimastyti,
ar tikrai reikia kasmet, atsiZvelgiant | mados tendencijas, keisti drabuZzius? Ty-
rimo tikslas - paskatinti Zitirova, susipaZinusj su Siuolaikinés mados griauna-
mu poveikiu gamtai, keisti savo mados vartojimo jprocius - maZinti vartojima.
Pristatant tyrimg buvo demonstruojami mados produkty ktirimo procesai nuo
pradinio projektavimo etapo iki drabuZio atsiradimo spintoje. Tyrimo inicia-
toriai skatino pamastyti, kaip musy pasirinkimas ka, kiek ir kaip vartoti gali
padaryti pasaulj tvaresnj. Taigi mes, vartotojai, turime galimybe pakeisti madg.

Vienas pagrindiniy budy pasiekti dizaino darnumg - atsakingai rinktis
medziagas. PavyzdZziui, sunku perdirbti megztinj, kuriame yra daug skirtingy

medZiagy, o procesas reikalauja atskirti pluostus. Jei dizaineris nusprendZia
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naudoti medziagas, kurias lengva perdirbti, megztinis gali biti daug karty at-
naujintas ir medZiaga jgaus skirtingas formas. PluoSty deriniai viename drabu-
zyje daro jj sunkiai perdirbama.

Prie§ masinés gamybos erg geros meistrystes Zenklu buvo laikomas mode-
lio sukirpimas paliekant kuo maziau medziagos iSmesti. Siandien sakome - nu-
lis atlieky. Tai dizaino teorija, kurios tikslas - kurti drabuZius nieko neiSmetant.
Iprastai gaminant beveik penktadalis medziagos keliauja j Siuksliy déZe - koks
Svaistymas! Akivaizdus audinio taupymo pavyzdys - tradicinis kostiumas, ku-
riam btidavo taupiai sunaudojamos jvairios kokybés zaliavos, o iSkarpos daro-
mos taip, kad ir likusios skiautés btidavo panaudojamos. PavyzdZiui, tradicinio
vilnonio sijono ilgis atitikdavo staklémis audZiamo audinio plotj, o lininio au-
dinio plotas marskiniams sititi budavo apskai¢iuojamas centimetry tikslumu.
Dar akivaizdesnis taupumo pavyzdys - tradicinis japony kimono.
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Ka turétume Zinoti apie medZiagas, projektuodami Siuolaikinj drabuZj, atitin-
kantj tvaraus dizaino koncepcijg?
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Labiausiai paplites musy drabuZziy audiniy pluostas yra medvilné. I$ jos yra paga-
minta beveik pusé visy medziagy ir tekstilés gaminiy. Kad medvilné gerai augty,
jai reikia $ilto klimato ir daug gélo vandens, o tose vietoveése, kur ji auginama, Sva-
raus vandens triiksta. Plantacijose darbo salygos daznai yra prastos, o naudojami
pesticidai tersia gamtg, nuo jy serga darbininkai.

Geresnis pasirinkimas yra organiné medvilné. Jg auginant nenaudojama jokiy
pesticidy ir dirbtiniy trgsy, taciau kaip ir tradicinei medvilnei jai reikia tokio pat
kiekio vandens.

Kad baty pagaminti vieni spalvoti marskiniai, sunaudojama 1 kg cheminiy
daZy ir 6000 litry vandens.

DrabuZziams sifiti naudojamos medziagos yra balinamos, dazomos, skalbia-
mos. Siai gamybos proceso daliai reikia didelio kiekio chemikaly. Dabar dau-
giausia mados ir tekstilés prekiy gaminama Azijoje. Siandien isivys&iusiy aliy
gyventojy dévimi drabuziai, gaminami Indijoje, Kinijoje, Laose, KambodZoje,
Vietname, Mianmare, uZter§é Gangg, Mekonga, Geltonaja upe. Chemikalai veikia
ne tik aplinka, bet ir su jais dirbancius Zmones. Verta Zinoti, kad pagamintuose
ir parduodamuose drabuZiuose yra like gamybos terSaly, kurie kenkia Zmogaus
sveikatai. Jdomu, kad nedraugiskiausia gamtai drabuZio spalva - juoda, nes jos
gamybai sunaudojama daugiausia gamtos terSaly. Rekomenduotina perkant nauja
drabuzj rinktis ekologiniu Zenklu paZymeéta preke, o prie§ dévint (jei instrukcijoje
nenurodyta kitaip) jj iSskalbti.

Svedijoje vienas ¥mogus per metus nusiperka 13 kg drabu#iy, i§ kuriy 8 kg
kasmet btna iSmetami. Iki $iol pasaulyje néra jdiegta bendra nereikalingy drabu-
ziy surinkimo ir perdirbimo sistema, todél prie$ perkant ir metant drabuzj, verta
pagalvoti kokj poveikj tai daro aplinkai.

Greita mada skatina greitg nekokybiska gamyba, kuklias darbo salygas ir men-
ka atlygj darbuotojams.

Atlike greitos mados poveikio aplinkai tyrima, Buroso universiteto tyréjai sitilo:
1. Pirkti drabuZius su ekologiniu Zenklu etiketése, taupiai juos deéveéti, nenaudoti

namuose drabuZziy dziovykliy, skalbinius dziovinti ore, taupyti elektra;

2. Nenaudoti skalbiniy minkstikliy, kai kuriais atvejais tai kenkia drabuZiams, pa-
vyzdziui, speciali sporto apranga po skalavimo minkstikliu praranda savybe
sugerti prakaitg. Geriau drabuziams minkstinti naudoti paprastg actg. Pratesti
drabuZzio gyvenima: jsifiti saga, susiati iSirusig silile, uztaisyti skyle;

3. Pagalvoti, kaip paprastai i§ vieno drabuzio galima padaryti kita, pavyzdziui, i§
seny dZinsy pasidaryti Sortus;

4. Atiduoti senus drabuZius labdarai, dalytis drabuZiais socialiniuose tinkluose.

5. ISmesti| Siuksliy konteinerj - tai blogiausias pasirinkimas.
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Lksperimentinio mados
dizaino atvejis Vilniaus

dailés akademijos

profesoriy

FKglés Gandos Bogdanienés
(r Jolantos Vazalinskienés

eksperimentiné

laboratorija

Tvarumo problemg savo eksperimentiniais darbais - kurdamos drabuZiy ir ju-

velyrikos kolekcijas kartu su Jolanta Vazalinskiene tyrinéjame ilgiau nei dvide-

$imt mety. Probleminis mastymas, aplinkos ir poreikio tyrimai, vizijy kirimas,

karybinés, eksperimentinés praktikos, analizé ir jsivertinimas - tai sudaro

misy karybos metoda.

Michaelas Biggsas buvo vienas kiirybine praktika gristo tyrimo pradinin-

ky. Jis akcentavo, kad reik§mingiausias $io tyrimo metodo faktorius yra patir-

tis, kuri jgyjama tiesiogiai dalyvaujant kQirybinése praktikose. Tik sistemingi

eksperimentai ir jy analizavimas leidZia generuoti naujas, praktika pagrjsto

meninio tyrimo Zinias®.

Meno tyréja Pia Staff analizuoja, kaip klirybos procesas, eksperimentavi-

mas su medZiagomis gali bati prilyginamas ,, mgstymui per rankas ir ranko-

mis“ Siame procese yra svarbios asmeninés menininko patirtys, individualus

raiskos stilius, profesiniai gebéjimali, technologiniai jgtidziai. Bina jdomu, kaip

per menines praktikas atsiranda naujos pazinimo formos ir turinys?.

1

Michael Biggs, .Modelling Experiental knowledges for Reseach”, in: The Art
of Research. Research Practices in Art and Design, Ed. Maarit Makela, Sara
Routarinne, Helsinki: University of Art and Design Helsinki, 2010, p. 180-204.
Pia Staff, .Drawing and Sewing as research Tools" in: The Art of

Researc Il. Process, Results and Contribution, ed. Maarit Makela and

Tim O'Riley: Aalto University, 2012, p. 55.)
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Antropologas Raymondas Tallis akcentuoja zmogaus ranky darbo svarba, pri-
mindamas, kaip tik gebéjimas meistriskai naudoti rankas konkreciose veiklo-
se, atvedé Zmonijg | XXI amZiy. Eksperimentuodamos mes daug technologiniy
grandziy atliekame rankomis. Tai uztrunka ilgai, bet kiekviena eksperimenti-
niy laboratoriniy darby akimirka formuoja patyrima, duoda rezultaty, sutei-
kia Ziniy. Matomi, ap¢iuopiami, lie¢iami daiktai tampa meniniy tyrimy forma.
Skirtingai nuo Ziniy, kurios ateina i$ rasytiniy $altiniy, krybiné eksperimen-
tiné veikla leidZia ne tik suprasti, bet ir apfiuopti, pajusti, suvoktis.

Anot Peterio Dormerio, naujos zinios kuriant, t. y. menininkui tapant dazais
ant drobes, ziedZiant plastine keramikos forma, audZiant tapiserija, marginant
audinj ir kt., atsiranda ne ZodZio, o praktinés patirties pavidalu*.

Pirmasis musy profesinio bendradarbiavimo objektas atsirado spontanis-
kai, kai kartu su Jolanta sumanéme sukurti progine, unikalig suknele musy
draugei, stilistei Vilijai Gedvilienei. Pamenu nerimg ir klirybine aistrg ieSkant
originaliy medZiagos klirimo idéjy. Tuomet nériau, véliau, siuvinéjau, margi-
nau. Apimta didelio noro sukurti kazka stulbinamo, taip ,,susiveéliau®, kad ste-
bédama galutinj rezultata be galo nusivyliau, o atiduodama Jolantai medziaga
sumurmeéjau, kad tikrai neZinau, kg i$ Sios nesamoneés galima padaryti. Kai po
keliy dieny pamaciau Vilijg vilkin¢ig suknele, kuri tobulai atspindéjo valitikiska,
nesutramdoma jos charakterj - apnuogintas petys, ant spalvoty virveliy be-
siplaikstantys minksti veltinio rutuliukai, intriguojanciai iSdraskytas krastas,
ryskiai geltonas pamusalas, iSrySkinantis azirinj medZiagos rastg, - supratau,
kad mes su Jolanta esame ktrybinis duetas. Ir tuo neabejoju iki $iol, praéjus
daugiau nei dvideSimt mety. Juokaudama Jolantai sakau, kad ji sugeba tobulai
prakalbinti medZiagg, nejkalindama jo komplikuotame, sudétingos konstrukci-
jos drabuzyje. Juk medziaga gyva, ji kvépuoja ir kvepia, ¢eZa, glamzZosi, blunka,
dyla ir plySta. Svarbu su ja susidraugauti, nevarzyti jos judesiy - natQralaus
lengvo kritimo ar monumentalaus drapiravimosi.

2003 m. jvykusi pirmoji paroda ,PaZenklinti I“ buvo minksty, vilnoniy
skulpttiros objekty ,,Saldziy sapny, Judita“ ir velty drabuziy instaliacija VDA
»Akademijos“ galerijoje. Parodos atidarymo metu lankytojus Zenklinome vel-
tinio rastais, smaigstomosiomis adatomis jbadydamos vilnos pluosto rastus |
Zieminius drabuZius.

Idéja atgaivinti tradicine velimo technologija, siejant jg su aktualiomis meno

ir dizaino idéjomis, taip pat su inovatyviomis adatinio velimo technologijomis,
3 | Ibid, p.57.

4 Marjo Wiberg, The Textile Designer and the Art of Design, University of Arts
and Design, 1996, p. 215-216.
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kilo 1993 m. kai pradéjau destyti meninio veltinio kursg Vilniaus dailes akade-
mijoje, o pirmieji Sia technika sukurti darbai buvo premijuoti vietinése ir tarp-
tautinese parodose (1995 m. parodoje ,,Minksta forma“ gauta Lietuvos dailinin-
ky sajungos premija uZ darbg , Paradoksas®). 1998 m. kartu su besikuriancia
grupe ,Baltos kandys“ suorganizavus pirmajj tarptautinj veltinio simpoziuma
»Veltinis ‘98“ AB ,Velteksa“, atsivere naujos technologinés galimybés meninéms
idejoms jgyvendinti.

Pirmieji apsilankymai AB ,Velteksa“s buvo dramatiski ir jkvepiantys,
matant akivaizdZias 1992 m. pereinamojo laikotarpio ekonomineés krizeés pa-
sekmes, o uzfiksuoti vaizdiniai pastiméjo karybai. Apleistuose fabriko ce-
chuose palikti pilki, kandZiy sudoroti veltiniai fantazijose, o véliau ir kary-
boje virto spalvotais, gyvenimo dZiaugsma ir atgimima bylojanciais veltais
drabuziais ir juos papildancdiais aksesuarais. Meninis veltinys 2000-aisiais
jsibrove j menines ir taikomosios tekstilés sritis, jsitvirtindamas kaip tradici-
neé, bet naujame kontekste atgimstanti technologija, todel miusy kolekcija, de-
monstravusi veltinio panaudojima drabuzyje, buvo savalaiké ir atspindéjo to
laikotarpio aktualijg. Eksperimentinés, vienetinés drabuZziy medziagos buvo
veliamos tradicine vélimo technika, kamSomos smaigstomosiomis adatomis,
formuojant raStus ir reljefa, siuvinéjamos, sluoksniuojamos, aplikuojamos,
ieSkant naujy rasty ir rezultaty.

Parodoje ,,PaZenklinti I“ buvo eksponuoti 28 modeliai ir aksesuarai. Dau-
guma jy jau turéjo savo savininkus. Ir tai buvo puiki proga iSleisti eksperi-
mentine kolekcijg | gyvenima, stebéti, kaip Zmonés dévi unikalius ranky darbo
veltinio drabuZius, kaip jie kinta ir kaip j tuos poky¢ius reaguoja jy dévétojai.

Antrosios parodos ,,Pazenklinti II vykusios 2004 m. taip pat VDA gale-
rijoje ,Akademija”, idéja - naujai pazvelgti j marginty audiniy ir $iuolaikinio
drabuZio sinergija.

MedZiagy rastus jkvépé apsilankymas uzdaromame ,,Kauno audiniy“ fa-
brike 2004 metais. Buvo nejauku stebéti iSmetamus dideliy matmeny meta-
linius Silkografijos rémus su audiniy rastais, matyti iSmontuojamus audimo
ir marginimo jrenginius, uZdaromus cechus, kurie dar visai neseniai veiké

gausdami stakliy, tarp metmeny zioc¢iy lakstanciy saudykliy ir ataudus primu-

5 | 1922 m. Anyksciuose buvo atidaryta vilny karsimo ir verpimo dirbtuveé.
Jos veiklg nuo 1940 m. tesé verpimo artelé .Vailokas"” Sovietmeciu artelé
reorganizuota ir buvo atidarytas vienintelis veltiniy fabrikas Lietuvoje
.Spartakas”. Fabrikas aprupindavo visg Soviety Sajunga veltinukais,
kepurémis ir neaustinémis medziagomis. 1992 m. ,Spartakas” buvo
perorganizuotas j AB .Velteksa”, kuri 2000 m. bankrutavo. Nuo 2000-yjy
neaustiniy medziagy gamybos veikla tesia jmoné ,Fetras”.
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Sanciy skiety garsais. Fabrikas buvo vienas Zinomiausiy Soviety Sajungoje,
jame dirbo deSimtys audiniy dizaineriy, Simtai tekstilés meistry ir inZinieriy.
Profesiniy studijy Lietuvos valstybinio dailés instituto (dabar - Vilniaus dai-
les akademija) Tekstilés katedroje ir asmeniniuose prisiminimuose tai buvo
sékminga, laiko dvasia atspindin¢iy medZiagy gamybos jmoné, kurioje, ben-
dradarbiaudami su Tekstilés technologijy institutu, atlikdavome studijy prak-
tikas, kGiréme ateities medZiagy prototipus audimo, marginimo, dekoravimo,
ésdinimo technikomis®.

Ne tik tarpukariu, bet ir pokariu sekmingai veikusi jmone eme gesti Lietu-
vai atgavus nepriklausomybe. Ji buvo privatizuota, o 2005 m. likviduota.

Akivaizdu, kad jmone privatizave savininkai nenoréjo ir nesugebéjo prisi-
taikyti prie naujy ekonomikos i$§tikiy, o ambicijas plétoti lietuvisko dizaino
produkta nugaléjo noras praturtéti. 2007 m. veiklos nebevykdancio fabriko te-
ritorijoje pastatytas daugiau kaip 78 ooo kvadratiniy metry ploto prekybos ir
pramogy centras ,,Akropolis*.

2005 m. uZ kelis litus nusipirkau 6 Silkografinio marginimo réemus, kuriuos
parsiveziau j Dailés akademijos marginimo dirbtuves kaip praeities, menancios
laikus, kai Lietuvoje tekstilé buvo sékmingiausia ir pelningiausia lengvosios
pramones sritis, monumentg ir artefakta. Marginau audinius, savotiSkai per-
dirbdama ,,Kauno audiniy“ rastus, juos jungdama, sluoksniuodama, apropri-
juodama, kurdama naujus vaizdinius i seny raSty. Dalis medZiagy buvo mar-
gintos nat@iraliais, kitos - tapytos cheminiais tekstilés dazais. Eksperimentuota
tradicinio ir inovatyvaus marginimo, rezervavimo, balinimo, esdinimo techni-
komis ant skirtingos kokybés, struktiiros, sandaros ir storio medZiagy. Taip
atsirado medZiagy kolekcija, kurioje buvo interpretuojami ir derinami senieji
»Kauno audiniy“ rastai, unikali batika, $ilko tapyba, dainy ir romany tekstai. Ir
vél eksperimentai, metrai sugadinty audiniy ir akylas Jolantos zvilgsnis, kokios
medZiagos iSraiSkingiausiai atsiskleidZia ant Zmogaus silueto. Parodai buvo su-
kurta 20 unikaliy moterims ir vyrams skirty modeliy ir aksesuary kolekcija,
kuriai buvo panaudoti unikalls, marginti ir tapyti audiniai.

Greta sukurtas ir autorinis, parodinis darbas ,,Pabudimas®. Jo idéja kilo, kai
svajinga popiete keturios draugés - Vilija, Giedré, Laima ir a8, vaik§¢iodamos
Vilniaus senamiesciu, sugalvojome, kad kol esame paciame grazume, reikia
nusifotografuoti nuogoms. Fotografijy autore - Vaiva Abromaityte fotosesijose

6 | Silko audiniy fabrikas .Kauno audiniai* 1930 m. jsikire buvusiuose broliy
Tilmansy metalo fabriky korpusuose Griunvaldo, Gedimino ir Karmelity
gatviy apribotoje teritorijoje. .Kauno audiniy” fabriko jkurejas buvo latvis
Robertas Hirschas, gimtinéje vadintas Silko karaliumi. Sioje jmonéje audéja
dirbo ir mano mociuté Jadvyga.
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mus iSties ,atskleidé“. AStuoniose fotografijose pavaizduotus nattralaus dy-
dZio nuogy motery k@inus pridengiau raudonomis roZémis tapytomomis Silko

skraistémis, menanciomis sukruvintas paklodes.

2008 m. VDA , Akademijos“ galerijoje jvykusi paroda ,,PaZenklinti III¢ ska-
tino apmastyti tautinio ir kultlirinio identiteto klausimus. Abi su Jolanta gi-
méme Vilniuje, jaukiame Europos mieste, garséjanc¢iame ambicingais baro-
kiniais pastatais, amaty gildijomis, daugiataute kultiira ir kico tradicijomis.
Anot menotyrininkes Aistes Paulinos Virbickaites, parodoje akcentavome savo
kulttirines iStakas, kuriy pradZia - lengvai provincialus, Zavus Vilnius. Todél
misy sukurto vilnietiSko gyvenimo Zemélapyje - parodoje pynési miesto
ir kaimo kultlQros artefaktai - baldai, audiniai, amaty jrankiai ir specialiai
parodai kurti drabuZiai, namy tekstilé, sienos kilimai, menantys mociuciy
buty interjerus, ir unikalQis aksesuarai. Kiekvienas kostiumas atspindéjo
miesc¢ioniSkos savasties bruozus, balansavima tarp priesybiy. Todél kakla-
raisStis bangavo lyg tautiné juostele, atklydo tautinio kostiumo apykakleés, o
grieztas ai$kaus kirpimo ribas buvo padabintas ,savadarbémis“ detalémis.
Puiki Vilniaus mady metafora, jei mada traktuosime kaip ribg, jo nesiotoja ir
ju visuma. Parodos eksponatai pasakojo apie tai, kas asocijuojasi su namais,
kasdienybe ir Seimos Sventémis.

Parodoje taip pat buvo eksponuotas 1 metro plocio ir 30 metry ilgio ,,Gyve-
nimo audinys®, pradétas austi baltais, o baigtas - violetiniais sililais. Tai tarsi
namy ir gyvenimo metafora, susitvarkymas, kai tarsi nereikalingus daiktus
ir prisiminimus suaudi j beprasmiskai prasmingg audinj, sunaudodama visg
gyvenima kauptus sitlus. Buvo palikta tu$¢iy viety - draugy prisilietimams ir
mintims. Cia kaip ir gyvenime, jie upildys tugtias vietas.

Paroda, kurioje eksponuoti 26 modeliai ir aksesuarai, bylojo sentimentalu-
ma ir ironija, poezijg ir dekoratyvuma, nuovargj ir tempa.

Si kolekcija didéjo, tyrineéjant ir interpretuojant Anastazijos ir Antano Tamo-
$aitiy tautiniy drabu#iy kolekcijg, saugoma A. ir A. Tamogaitiy galerijoje ,,Zidi-
nys“ Vilniuje. KoliaZo metodu komponuojant tautinio kostiumo audinius pagal
Lietuvos regionus, sukurta Zakardo technika iSausty audiniy kolekcija, kurios
pagrindu buvo kuriami drabuZiai (objektai). Derindamos drabuZio siluetg su i$
virviy piniko technika i$pintais intarpais, suktréme originalias struktfiras ir
dinamigkas formas. Si kolekcija plétojosi, atrandant vis naujas etnografinés ir
miesto kultliry jungties interpretacijas.

Paroda ,,Mano teritorija. Krizé“ 2012 m. vyko Vilniaus dailés akade-
mijos ir Tarptautinés dailés kritiky asociacijos (AICA) Lietuvos sekcijos or-
ganizuotos tarptautinés konferencijos ,,Mano teritorija“ metu VDA ekspozicijy
saléje , Titanike“.

117



Parodoje, kurioje buvo eksponuota 30 objekty - drabuziy, aksesuary, gobeleny,
diskutuota apie jvairias patiriamas krizes - moraline, religine, finansy, savii-
dentifikacijos ir kt.

Ekspozicijg ,kiré¢iavo“ keturi ry$kiai geltonos spalvos tekstilés paveiks-
lai. Jvairiais istoriniais laikotarpiais tekstilés meno kiriniai, ypa¢ klasikinés
tapiserijos, atspindédavo svarbiausius Saliy jvykius: pergales karuose, valsty-
biy klestéjimg, karalisky Seimy ir didiky gyvenima. Reprezentaciniai kilimai
nuo viduramziy buvo komponuojami remiantis tam tikrais kanonais. Tapise-
rijos centre vaizduojama teminé kompozicija, o i$ krasty apjuosta sudekoraty-
vintais gamtos motyvais, baroko laikais imitavusiais prabangy réma, vadintg
borditrais.

Siuolaikines tekstilés serija ,Krizé“ vaizduoja svarbiausia 2008-2010 m. Lie-
tuvos jvykj - krize. Tai ironiSka replika visuotinai krizés laikotarpio isterijai. Aki-
vaizdu, kad krizé tapo svarbiausiu visuomeneés gyvenimo jvykiu. O pats Zodis
krizé matomas ir kartojamas nuolat, tartum pagrindinis to laiko leitmotyvas.

Vienas jspudingiausiy kolekcijos fragmenty - kostiumas premjerui ir dra-
buZis finansy ministrei - tai r@bai, pasiati realiems vyriausybés nariams,
krizes problemas sprendusiems to laiko simboliams - ministrui pirmininkui
Vytautui Kubiliui ir finansy ministrei Ingridai Simonytei, atsi%velgiant i jy dra-
buziy dydzius ir stiliy. DrabuZziy audinys buvo kurtas specialiai Siam projektui
ir iSaustas kompiuterinio zakardo staklémis AB ,, Audéjas“.

Palangos ,Ramybes“ galerijoje 2011 m. vasarg vyko antroji ciklo ,Mano te-
ritorija. Krizé“ paroda ,Krizés atostogos“. Joje greta anks¢iau demonstruoty
drabuZiy ir aksesuary eksponuoti ironiski maudymosi kostiumeéliai.

2013 m. VDA Dizaino inovacijy centre buvo atidaryta paroda ,,Gyva mada“,
kurioje eksponuoti 28 kariniai - mados fotografijy serija ir eksperimentiniy
modeliy kolekcija. DrabuZziy medziagos margintos termochrominiais tekstilés
daZais, kas Lietuvoje buvo didelé naujiena. Taip pat drabuZyje buvo integruota
programuojama elektro ledy plokste, kuri tarsi mazas ekranas demonstravo
kintantj vaizdg. Kolekcijos modeliai skirti déveti eksperimentus ir netikétumus
megstantiems krybingiems jaunuoliams. Nattralas audiniai (medvilne, vilna)
buvo marginti Silkografijos bidu paprastais, aiSkiais rastais - linijomis, kva-
dratais, tagkais, démemis, stilizuotais geliy motyvais. Ta¢iau batent elementari
audinio struktira ir kompozicija leido lengvai pastebéti spalvy kitimg - audinio
,gyvybe“. Sie drabuZiai turéjo ,,magi¥ka galig“ visg dieng stebinti ir d¥iuginti
juos dévincius Zmones nuolatine spalvy ir rasty kaita, kuri priklausé nuo aplin-
kos ir dévinciojo kiino temperatQros.

Termochromizmas yra medZiagy ypatybé keisti spalvg dél aplinkos tempe-

ratros poky¢iy. Sis rei$kinys pritaikomas tiek $iuolaikiniame moksle ir tech-

118

FCLE GANDA
BOGCDANIENE

Siuolaikinio tekstilés
ir dizaino aktualijos

nologinése inovacijose, tiek mene ir dizaine. Visi Zinome ,,stebuklingojo“ Ziedo
pavyzdj, kai jo spalva kinta dél kiino Silumos; ktdikiy gérimy buteliukus, kuriy
spalva rodo, ar pakankamai skystis atvéses, arba termochrominius termome-
trus - prie kino pridedamas juosteles, kurios savo spalva parodo Zmogaus
kQno temperatlQrg. Gamtoje tai néra naujiena. Dauguma neorganiniy junginiy
turi tam tikry termochrominiy ypatybiy, taciau jy spalvy pokytis yra labai
subtilus. PavyzdZziui, titano dioksidas ir cinko oksidas kambario temperatiiroje
yra baltos spalvos milteliai, bet, kai juos pasildai, pagelsta.

Termochrominiai dazai yra jautrQis temperatfiros poveikiui junginiai, su-
kurti XX a. 8-ajame de§imtmetyije. Sie specialiy efekty pigmentiniai da%ai au-
diniui suteikia galimybe reaguoti j temperatfiros pokyc¢ius. Remiantis techno-
loginiy tyrimy duomenimis, galima numatyti dinamiSka audinio spalvy kaita.
Atskiros termochrominiy dazy grupés skirtingai reaguoja j temperatfirg. Vieni,
kylant temperatQirai, praranda spalva, kiti, maZéjant temperattirai, spalva jgau-
na. Atliekant praktinius eksperimentus, sudaromos termochrominiais daZais
marginty audiniy spalvy pokyciy, kurie priklauso nuo temperatfiros, skalés.
Akivaizdu, kad tokiais dazais margintas audinys tampa tarytum gyvas - kaip
spalvas keitiancio chameleono oda. Termochrominé funkcija gali iSnykti dél
atitinkamo aplinkos poveikio, pavyzdZiui, stipriy UV spinduliy, pernelyg auks-
tos temperattros arba aktyvios mechaninés trinties.

Greta spalvg kei¢ianciy drabuZiy parodoje ,,Gyva mada*‘ buvo eksponuo-
ta aksesuary ir drabuZiy interpretacija ,,Skani mada“, sukurta i$ vaisiy, dar-
Zoviy ir jvairiy prieskoniy, demonstruojanti organiniy, natfiraliy gamtos pro-
dukty groZj, kisma, kvapg ir skonj, taip pat - santykj su Zmogaus kiinu.

Socialinis meno projektas ,,Mano spalvotas pasaulis*, vykdytas 2013-
2015 metais, buvo pristatytas 2015 m. VDA galerijoje ,,Artifex®, Vilniuje.

Projekto tikslas - plétoti bendradarbiavimu su meno ir mokslo sri¢iy spe-
cialistais pagrista nejgaliyjy integracijg i visuomene ir pristatyti profesiona-
liy dizaineriy ir sveikatos sutrikimus ir negalig turin¢iy asmeny ( Nejgaliyjy
mokymo centry lankytojy) sukurtg mados dizaino kolekcijg ,,Mano spalvotas
pasaulis”. Projekto metu buvo ugdoma savipagalba, bendradarbiavimas, tole-
rancija ir karybiskumas, uztikrinant negalig turin¢iy Zmoniy gerg savijautg ir
galimybe dalyvauti kiirybinése veiklose.

Koréme bendradarbiavimo modelius, formulavome kirybines uZzduotis,
organizavome ir jgyvendinome praktinius mokymus, menines improvizacijas,
technologinius eksperimentus, tapymg ant Silko, dekoratyvinj marginima, au-
dima nytinemis staklémis, aksesuary kiirima, mados kolekcijos formavima.
Atliktas meninis-socialinis tyrimas, apibendrines ir jvertines karybinio ben-
dradarbiavimo modelj.
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Projekto kirybinése dirbtuveése dalyvavo VieSosios jstaigos dienos centro ,,Mes
esame* lankytojos Aleksandra Stankevi¢ ir Rasa Andriuskevicitite, uzimtumo
specialisté Laima Kazlauskaite, profesijos mokytoja Irena Vazneviciaté ir Vil-
niaus technologijy mokymo ir reabilitacijos centro mokines, profesijos mokyto-
ja eksperté Irena Seniliniené, vyr. profesijos mokytoja Jaraté Lauliené.

Profesionaliy menininky karybinio bendradarbiavimo su nejgaliaisiais,
ju mokytojais ir socialiniais darbuotojais siekis - padéti atskleisti nejgaliyjy
meninius gebéjimus, suteikti nejgaliesiems kurybines savirealizacijos gali-
myDbe, pasitenkinimg kiirybos procesu, pasitikejimg savimi, gebant padaryti
konkredius gaminius ir dalyvaujant karybiniuose projektuose su profesiona-
liais menininkais.

Dirbdamos kartu su Jolanta, nejgaliyjy pieSinius ir technologinius medZia-
gy bandymus pritaikéme Siuolaikigky drabuZiy ir aksesuary prototipy karimui,
numatéme sukurti drabuZiy ir aksesuary prototipy kolekcijg ,Mano spalvotas
pasaulis“ masinei gamybai.

2013-2015 m. vykdytas projektas ,Mano spalvotas pasaulis“ buvo pristaty-
tas 2015 m. VDA galerijoje ,,Artifex”, Vilniuje.

Eksponavome 36 kiirinius - bendradarbiaujant sukurtas medZziagas, ekspe-
rimentinius drabuZiy modelius, aksesuarus, tapybos darbus. Taip pat demons-
travome projekto videodokumentacijg ir videoktrinj ,,Drugeliy gaudymas. Dru-
gelio efektas“.

Drugelio efektas - chaoso teorijos metafora, nusakanti ypatingo jautrumo
pradinéms salygoms koncepcijg. Tai reiskia, kad maZi dinaminés sistemos pra-
diniy salygy trikdziai gali sukelti didelius pokycius ilgalaikéje sistemos elg-
senoje. Pavyzdziui, drugelio sparny virpteléjimas gali sukurti tokius virsmus
atmosferoje, kurie pakeisty tornado kelig, uzlaikyty, pagreitinty ar netgi su-
trukdyty jo atsiradima tam tikroje vietoveje. Mosuojantys sparnai sukelia jvy-
kiy grandine, lemiancig didelio masto permainas.

Parodoje meninémis priemonémis buvo diskutuojama apie proto ir psi-
chikos negalig turinéiy Zmoniy statistikos duomeny pokycius ir tendencijas
Lietuvoje, skatinama sunerimti, matant sveikatos sutrikimus ir psichologines
problemas igyvenantiy #moniy skai¢iaus augima. Sia tema sukurtas grafikos
ir siuvinety darby ciklas.

Projektas tesé 2005 m. VDA inicijuoty meno iSpléstame socialiniame kon-
tekste projekty serija.
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2016-2019 m. kurtai eksperimentinei mados kolekcijai ,,Lengvai I, II, ITI¢
(sudaro 46 modeliai ir aksesuarai) naudojome inovatyvius, draugiskus gamtai
medZiagy derinius, tyrinédamos jy reakcijas j atmosferos pokycius ir siekda-
mos nenukrypti nuo pagrindinio $iuolaikinio dizaino tikslo - kurti tvaraus gy-
venimo perspektyva.

Projekty pristatymuose sitiloma pasvajoti - kokia galéty buti ateities mada?

Gal - tai virtualios mados platforma, kai drabuZiai materializuojami tik
trumpam laikui ir kuriami konkre¢iam Zmogui konkreciu laiku?

Gal drabuZis ir aksesuarai galéty apibréZzti patyrima, o ne materialuma? Ar
mados vartojimas galéty prilygti emociniam potyriui, kurj iSgyvename klausy-
damiesi muzikos, ziirédami filma arba skaniai valgydami?

Kaip jaustysi Zzmogus, neturéda-
mas savininko teisémis nieko ir
kartu turéedamas viska?

Juk patirties pasisavinti nejma-
noma..
Ar kurybos procesas ir dizainas
gali biti svarbesni uz patj daikta?

Kaip vienadieniai drabuziai,
kuriuos galétum pats susikurti
naudodamasis virtualiomis mados
duomeny bazémis ir pasigaminti
3D spausdintuvu, pakeisty gyveni-
mo kokybe?

1il. Kolekcijos ,Lengvai“ fragmentas
Isivaizduokime, kad asmeniniame kompiuteryje turédami savo skaitmeninj

vaizdinj, galime patys pasirinkti, kaip norime rengtis, susikurti sau kostiuma
kompiuteryje, pasinaudoje mados pavyzdziais, pasirinkti norimos sudéties me-
dZiaga, atsispausdinti buitiniu 3D spausdintuvu drabuZius, aksesuarus, avaly-
ne, o dienai pasibaigus juos tiesiog iSmesti j ekologisky atlieky surinktuva arba
iStirpdyti vandenyje. Tokie nykstantys drabuZiai sukuria nesibaigiancias kiiry-
bines galimybes atsinaujinti. Tu kuri laikinus objektus, kurie nuo pat pradziy
pasmerkti greitai sunykti. Drabuziai tampa mirtingi, kaip ir mes...
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tyvios medziagy jungtys - naujausiy tekstilés pluosty, gintaro, stiklo, metalo,
vienkartinio naudojimo medziagy deriniai. Parodoje buvo diskutuojama apie
drabuZj ir papuosalg kaip apie atminties talpa, estetikos objekta, tvaraus, ekolo-
giSko, draugiSko gamtai dizaino produkta.
Eksperimentineje kolekcijoje pirmg karta
panaudoti tirpaus vandenyje polivinilo al-
kocholio filamentinio pluosto, pemotekso,
sveikatinimo funkcijg atliekanc¢iy gintaro
pluosto sifily, lino ir pieno baltymo pluos-
to sitily junginiai ir termochrominiai daZzai,
kurie kei¢ia spalvg pagal ktno ir aplinkos
temperatlirg. Dél atitinkamy kolekcijoje
naudojamy medZiagy savybiy, drabuZiai ir
papuosalai atlieka sveikatinimo funkcijg, o
atéjus laikui juos tiesiog galima iStirpdyti
vandenyje... Tai tartum mandala, kuri atli-

kusi savo ritualine priederme, iSnyksta.

2 il. Kolekcijos ,Lengvai” fragmentas

Vandenyje tirptis PVA sitlai yra gaminami i§ PVA filamentinio pluosto. Jie yra
netamprs, netoksiski, balsvos spalvos. Tai puiki medZiaga kurti gaminiams,
kurie greitai suyra natfiralioje aplinkoje. Industrijoje ji daZniausiai derinama
su kitais pluostais, o galutinés apdailos procese kartu su vandeniu yra pasali-
nama i$ gaminio.

Pemoteksas - poliesterio monofilamentinis sitilas, kuris, apdorojant jj kars-
¢iu, traukiasi ir kinta. Veikiant §j sitlg 60-70°C vandeniu arba karstu oru, jis
susitraukia iki 40 procenty. Jis naudojamas tekstiles ir siuvimo pramonéje, kai
norima gauti traukimosi efekta. Kuriant eksperimentinés mados prototipus pe-
motekso sitilo savybeés leidZia iSgauti iSraiSkingas medZiagos faktiras.

Gintaro sitilus gaubianctios legendos apie sveikatinama, magine, estetine
gintaro galig plinta nuo Egipto laiky. Baltijos Salyse gintaro naudojimas tiek
buityje, tiek ritualinése apeigose Zinomas nuo neolito laiky. Prie§ milijonus
mety iS pusy saky susiformaves gintaras - seniausias gydomasis akmuo ais-
¢iy teritorijoje. Latvijos jmoné ,,Ambelika“ nuo 2011 m. pradéjo gaminti gintaro
sitilus, turincius ypatingy biologiniy savybiy. Tai unikalus gaminys visame pa-
saulyje, nano technologijy bidu gaminamas i§ gintaro milty. Gintaro pluosto
molekules sudaro pasikartojantys linijiniai polimerai, turintys poliamidy su
integruotomis gintaro mikrodalelémis. Gintaro sitlo ypatybés: atlieka tg patj
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sveikatinamajj poveikj kaip gintaras, skatina odos lgsteliy regeneracijg, blokuo-
ja UV spinduliy radiacija, i$laiko nattralig kGino $iluma, absorbuoja drégme,
neblunka, nedirgina odos. Gintaro pluoStas gamtoje suyra per 6-36 savaites.
Sis sitilas pradétas naudoti drabu#iy, aksesuary, naujagimiy drabu#iy, namy
tekstiles gamyboje. Industrinéje gamyboje gintaro sitilas naudojamas kartu su
kitais pluostais (medvilne, vilna, linu, Silku ir kt.).

Ketvirta inovatyvi medZiaga, naudota eksperimentiniams papuoSalams
kurti, - pieno baltymo pluostas. Nuo vaikystés Zinome, kad pienas yra geros
sveikatos Saltinis. Pritaikius Siuolaikines technologijas, tai gali btiti badinga
tekstilés gaminiams ir drabuziams. Pieno baltymo pluostas gaminamas i§ nu-
griebto nusausinto pieno. Gamybos proceso metu taikoma bioinZineriné tech-
nologija, baltymas paverc¢iamas stabiliu tirpalu, polimerizuojamas, dZiovina-
mas ir verpiamas Slapiuoju btdu. Technologinis procesas draugiSkas gamtai,
nes sunaudojama mazai vandens, tausojamas dirvoZzemis ir kiti iStekliai. Pieno
baltymo pluostas sudarytas i§ 16 amino rugsciy, jis teigiamai veikia Zmogaus
oda, gerai absorbuoja drégme, yra laidus orui, reguliuoja Siluminj balansg - tai
tiesiogiai turi jtakos Zmogaus komforto blisenai. Industrinéje gamyboje pluos-
tas daZniausiai naudojamas negrynas - miSiniuose su kitais pluostais (8ilko,
medvilnés, vilnos, modalo ir kt.).

Kolekcijose ,,Lengvai“ buvo ir toliau plétojami termochrominio marginimo
ir elektros srovei laidziy audiniy eksperimentai, bendradarbiaujant su Lietuvos
fizikiniy ir technologiniy moksly instituto specialistais dr. Artnu Stirke ir dr.
Monika Kirsnyte. Kartu su mokslininkais diskutuotos elektrai laidZiy polime-
ry taikymo tekstiléje ir mados dizaine perspektyvos, atlikta serija moksliniy,
technologiniy ir kirybiniy eksperimenty, atverian¢iy naujus poziQirius | mada
ir drabuZius. Atlikti dumbliy auginimo agaro terpéje ant tekstilés audiniy ban-
dymai, stebint, kaip bendadarbiaujant su gyvais mikroorganizmais kuriamas

»kvépuojancio“ audinio rastas.

Parody ,,Lengvai I, II, III¢ iSskirtinumas - ne tik konceptualus pozitris j
ateities mada, inovatyviy technologijy naudojimas, bet ir tarpdiscipliniskas
parodos eksponavimo ir pristatymo budas. Greta kolekcijg sudaranciy objek-
ty ir eksperimenty buvo rodomas dokumentinis filmas, kuriame autorés pri-
staté savo kurybos principus, kolekcijos idéjg, medZiagas, technikas, ekspe-
rimentinio, k@irybinio bendradarbiavimo procesus. Nufilmuoti eksperimentai
demonstravo dizaino tyrimy fiksavimo formy jvairove. Parodoje eksponuoti
karybos proceso ir technologiniy bandymy stendiniai aprasai parodos lanky-
tojus supazindino su mados ir tekstilés inovacijomis. Parodoje taip pat buvo

»gyvai“ demonstruojamos Siuolaikiniy eksperimentiniy pluosty galimybeés.

125



Viena i$ sistemiskai plétojamy kolekcijos pristatymo daliy - dialogas su zit-
rovais, verslo ir gamybos jmoniy atstovais. Noréta iSsiaiSkinti, iSanalizuo-
ti, kiek demonstruojama futuristiné idéja yra aktuali zitirovui, vartotojui ir
gamintojui. Savo koncepcijas pristatome Lietuvoje ir uzsienyje, taip pat TV
laidose ir internete’.

2019 m. VDA ekspozicijy saléje ,Titanikas“ ir 2020 m. Slapeliy muziejuje
demonstruotoje kolekcijoje ,,SamsaraTrip“ (Samsara Voyage) apmastomas
zmogaus buvimo ,belaikéje“ erdvéje, transmigracijos, begalybés, nezinomy-
bés, i8likimo, vilties klausimai. Antropoceno - ,Naujojo Zmogaus amZiaus“ -
akistatoje i8gyvename moksly ir kultQiros kaitg. Atmosferos pokyciai ir pase-
kmeés - globalios pandemijos, klimato at$ilimas diktuoja naujas baties ir buities
formas. Kuo tampa Zmogus Siandien, spresdamas visatos mjsles, taciau pats
islikdamas didZiausia mjsle? Kolekcija sudaro 9 universaliam déevéjimui skir-
ti kimono interpretuojantys drabuziai, dekoruoti kalbos ir vaizdiniy rastais,
vandenyje tirpstantys aksesuarai ir videofilmas - salyginéje neoninio apsvie-
timo erdvéje judanti belyté figiira ,,aprengta“ Zvaigzdynus menanciais tapybos
potépiais, levituojanti $viesos pulse, menanciame visatos alsavimg. Kelioné
vedanti iSsilaisvinimo arba susinaikinimo link?

Projektas ,,CGoronaArt

Sgvokos: SVEIKI?! KARANTINAS. COVID 19. PANDEMIJA 202X. VIRUSAS/
Al JTAMPA. NERVAIL CHALATAI KAUKES. NAMAI NEZINOMYBE. UZDA-
RUMAS. VIENATVE. VIRTUALI ERDVE. DEPRESIJA. BUITIS. UZKNISO. AP-
MASTYMAL IZOLIACIJA. ILGESYS. POKYCIAL GELES. TIKEJIMAS. MEI-
LE. VILTIS. GYVENIMAS GRAZUS?!

7 | http://www.eglegandatextile.com/en/works/projects-with-costume-
designer-jolanta-vazalinskiene/, [ZitGréta 2018-02-11].
PARODOS:

Lengvai ll, 2017, galerija ,Akademija", Vilnius;

Lengvail, 2016, galerija .Ramybeé", Palanga;

Mano spalvotas pasaulis, 2015, galerija ., Artifex”;

Gyva mada, 2013, Dizaino inovacijy centras, VDA; AB ,Linas”
Parduotuve, Vilnius; pristatyta ,ArcinTex" konferencijoje;

Krize, 2010, Lietuvos tekstilés meno bienalé, galerija ,Arka", VDA,
Mados dizaino galerija konferencijos .Mano teritorija” kontekste;
Pazenklinti Ill, 2008, galerija ,Akademija";

Pazenklinti ll, 2004, galerija ,Akademija“;

Pazenklinti I, 2003, galerija .,Akademija".
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Paroda sudaro vienkartiniy drabuziy kolekcija, menanti pandemija, karantina,
ligonines ir vakcinos laukima. Kolekcija perteikia 2020-2021 m. Zmonijos emo-
cinius patyrimus - baime, nerima, nepasitikéjima, trapuma, nenuspéjamuma.
Ja papildo serija originaliy aksesuary, kurty i§ UAB ,Fortum Klaipéda“ $iuks-
liy deginimo proceso atlieky (liekany) - ,Siuksliy Siuksliy“ ir natfiraliai iSau-
gusiy pelesiniy gryby. Sig aksesuary kolekcijg jkvépe bendradarbiavimas su
Klaipedos universiteto profesore dr. Jolanta Januténiene, diskutuojant mokslo
ir meno sinergijas.

UAB ,Fortum Klaipéda“ kuro deginimo proceso metu susidare dugno pele-
nai - Slakas gali bati panaudojamas cemento pramonéje, Salinamas sagvartyne,
arba ieSkoma netikéty, originaliy jo panaudojimo btidy, pritaikant $laka meno
kiiriniy ir aksesuary gamyboje. Neapdoroto Slako sudétyje yra jvairts medzia-
gy misiniai, ppavyzdZiui smélis, stiklas, porcelianas, metalai (geleZis, plienas,
aliuminis, cinkas, varis) ir kt. Pritaikius §lako sujungimui persvie¢iamas der-

vas, galima iSgauti jvairius raStus, pavirsius ir formas.

Bendradarbiavimo
forma -
kiarybinis dialogas

Kas mus vienija, kodel mados eksperimentams renkamés darbg dviese, kas kar-
tg plesdamos kiuirybos ribas Lietuvos ir tarptautiniais tyréjy eksperimentais,
bendradarbiaudamos su mokslininkais ir technologijy specialistais?

Esame menininkiy duetas, kurj sieja pozitris j dinamiska karybos proce-
sa ir tapati asmeniniy bei kultliriniy vertybiy samprata nuolatinio kismo kon-
tekste. Megstame aistringa, ,uZdegantj“ eksperimenty ir kirybos procesg, kur
diskusijose, eskizuose, technologiniuose bandymuose atrandamas kryptingas
poziliris. Ktriniuose susipina individualios idéjos, patirtys, gebéjimai, tapdami
mums svarbia vizualia Zinute. Tai nuolatiné klirybineé diskusija, kuria atkartoja
parodos ir jy pristatymai. Jungiame kelias disciplinas - tekstile, mados dizaina,

0 pastaruoju metu - mokslo ir technologijy naujoves. Suprantama, tekstilé ir
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mada visais laikais vystési integraliai, viena kitg papildydamos. Mes bandome
atrasti unikaly tik masy ktrybos duetui budingg ktirybinés sinergijos metoda.
Misy projekty idéjinis pagrindas reflektuoja Siy dieny aktualijas, tai - etno-
atgimimas, ekonomineés krizés fetiSas, kultGry sankirta, vizualioji semiotika,
technologinés inovacijos, kei¢ianc¢ios gyvenimo budg ir vertybes.

Mus domina ateities mados tendencijos, bet j mada ZiGrime ne kaip j be-
saikj vartojima skatinancia drabuZiy keitimo tendencija, o kaip | naujo gyve-
nimo btido, skatinandio tvarig gyvenseng, dalj. Masy akiratyje ne tik naujos
mados k@irimo metodai, bet ir klausimai: kaip naujai galima tyrinéti karybos
metodus? Kaip gali plétotis mados kiirimo metodai, kaip tai siejasi su ,gyvo-
mis“ eksperimentinémis praktikomis? Medziagy, technologijy eksperimentai
yra itin svarbi kiirybos dalis, kiekvienos kolekcijos medZiaginis vaizdinys at-
siranda daZnai spontaniskai, kartais technologinés nesékmeés tampa atradimy
pagrindu. Kolekcijoms medzZiagas stengiamés pasigaminti padios, kiekvienas
kolekcijoms naudotas audinys yra originalus - vienus kuriame nuo pradziy,
kitus - perdirbame, dubliuojame, atkuriame. Bendras bruoZas - visos kolekcijy
medZiagos unikalios ir vienintelés, dauguma jy jgyvendintos pasitelkus ranky
darbo tradicinés tekstilés meistrystés jgtidZius ir technologines naujoves. Taigi
naudojame praktiniu, kQirybiniu darbu gristg tyrima.

] daZnai keliama klausimg - koks miisy projekty santykis su mada? - tu-
rime aiSky atsakyma: nekuriame prototipy greitos mados poreikiui, savo ka-
ryba atliepiame létos mados, tvaraus dizaino, kiirybisko santykio su drabuZiu

ar aksesuaru poziQrius. Létos

mados raida, viena vertus, néra
ilga, nors taupi gyvensena ir
néra naujiena. Siy dieny léta
mada kuriama ir sunkiai brau-
nasi kelig tarp masinés mados
industrijos giganty, keicianciy
kolekcijas parduotuviy vitrino-
se maZiausiai keturis kartus per
metus, produkcijos. Siuolaikine
mada trumpalaiké ir skatinanti
nuolatinj pokytj daznai perkant
ir kei¢iant drabuZius. Vartojimas
dél vartojimo - visuomeneés di-
agnoze, laisvalaikio leidimo for-
ma. Kismas pagal letos mados
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Siuolaikinio tekstilés
ir dizaino aktualijos

sampratg turi kitas konotacijas. Tai drabuZis, kuris kinta laike ir erdvéje, jis gali
biti ir dévimas, ir tuo paciu metu - buities objektas, kuris gali ildyti ir Saldyti,
keisti spalva, fiksuoti ir reguliuoti sveikatos pokycius, uztikrinti medicinos ir
socialine pagalbg ir kt. Gal kazkada $ie eksperimentai ir taps dévimy drabuziy
prototipais...

Prisidedame prie ty, kurie kuria Siuolaikinés létos mados sampratg, me-
dZiagas, formas ir naujos buities filosofija. DZiaugiamés, kad galime dalyvauti
létos mados apibréZzéiy ktirimo procesuose. Manome, kad Siame mados kiirimo
procese svarbus menininko individualumo klausimas, todél savo klirybos labo-
ratorijose siekiame abipuses saviraiskos. Viena vertus, ne tiek svarbu deklaruo-
jama autoryste, kiek ktirybinés raiSkos jausmas. Eksperimentuose pritaikome
»ArcInTex“ seminary patirtis, taip pat diskutuojame su Lietuvos ir kity Saliy
mokslininkais ir menininkais. Patirtis apie elektrai laidzias medZiagas peré-
meéme i§ Konkordijos universiteto profesorés Barbaros Layne, o jgyvendinti
LED ekrano integracija j drabuZj padéjo IT specialistas, moksliniy tyrimy ben-
drovés ,Wilibox“ vadovas Jonas Sabaliauskas. Marginimo termochrominiais
daZzais mokémes i$§ Buroso universiteto dr. Marjanos Kooroshnios ir dr. Lindos
Worbin. Plonasluoksne polipirolo danga padengty medZiagy, kurios gali tapti
nepralaidZios mikrobangoms, panaudojimo drabuZiams galimybes analizuo-
jame su Lietuvos fizikos ir technologijy mokslo centro mokslininku dr. Arinu
Stirke ir dr. Monika Kirsnyte. Nenuspejamas, jkvepiantis bendradarbiavimas
su mokslininkais mintimis sugraZina | XX a. viduryje iStransliuotus meninio
tyrimo Saukinius, meno ir mokslo sinergijos prasmeés klausimus. Asgero Jorno
1957 m. imaZinistinio Bauhauzo manifestas tikriausiai yra pirmasis dokumen-
tas, tiesiogiai kvieciantis meniniam tyrimui: ,Mes norime tokiy paciy eko-
nominiy ir praktiniy priemoniy ir galimybiy, kuriomis jau naudojasi mokslo
tyréjai, kuriy impozantiski rezultatai akivaizdiis visiems. Meninis tyrimas
tapatus ,humanitariniam (Zmogiskam) mokslui“ - o mums tai - ne grynai
istorinis, bet ,suinteresuotas | neabejingas“ mokslas. Tokius tyrimus turi
atlikti menininkai, padedami mokslininky“®, kitaip tariant, meninio tyrimo
tikslas néra kilsteléti menininkus j aukstesnj akademinj lygj, bet veikiau gel-
béti mokslg i§ aklos technokratijos.

Savo eksperimentinéms kolekcijoms naudojame tradicinius ir inovaty-
vius, draugiskus gamtai medziagy derinius, tyrinédamos medZiagy reakci-
jas j atmosferos pokycius ir atsizvelgdamos j pagrindinj Siuolaikinio dizaino
tikslg - kurti tvaraus gyvenimo perspektyva.

8 | Asger Jorn, .Notes on the Formation of an Imaginist Bauhaus”, in:
Asger Jorn, Against Functionalism. 1957
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Contemporary design combines creativity with scientific and technological
innovation. It is applied in all our society development processes and it is a
part of creative industries, which are increasingly perceived as significant pro-
moters of innovation. But as we reflect, design, and create new values, we are
faced with fundamental humanistic attitudes and questions about what future
design should look like, how design development methods change, and what
impact design decisions will have on the future?

In his book Design Methods (1970), John Chris Jones was one of the
first to systematize the evolution of design methods. The study reviews
traditional, ancient, and modern design methods from craft evolution
and design creation to the transition to logics, research, and creative
practice-based methods that allow the designer to create in a modern,
ever-changing environment. Jones has identified and analysed modern
methods of design development, interpreting them as necessary advanced
tools in working in a modern, complex world. His proposed 35 design de-
velopment methods, based on logical sequence, systematic planning, data
collection, literature analysis, question formulation, idea generation, tax-
onomy, process evaluation, self-assessment, etc., are applied and devel-
oped to this day. These fundamental methods are used in the research and
practice of sustainable design which is particularly relevant these days.

Sustainable design is analysed in various studies conducted in high-
er education institutions in collaboration with science and technology re-
search institutes and innovative businesses.
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Sustainability is a design creation philosophy where the products, services, en-
vironment and systems created by the designer are socially, economically and
ecologically sustainable. The emphasis placed on sustainable design is timely
in the context of current changes in our society. New technologies and new
methods of communication, as well as the development of science, technology,
social and interdisciplinary research have a significant impact on the nature,
content and form of art, design and science. Contemporary design is a field
of research and a space for creating a future lifestyle and home environment.
Design is applied throughout the innovation process and is a part of the cre-
ative industries, which are increasingly perceived as significant promoters of
innovation. Emphasis is placed on creative activities, described as the pursuit
of innovation. The ultimate goal of creative industries is to create new values
by combining creativity and innovation.

But when thinking about new values, we are faced with fundamental ques-
tions: what should the design of the future look like and what impact will it
have on one’s future life and home?

Today, cultural traditions, norms of social life formed by the historical con-
text, and traditional values are often criticized. However, when creating new
products, services and their consumption systems in the light of such discus-
sions, we should also ask the question - do we realize our own personal re-
sponsibility in changing the existing and creating a new world?

The challenges of recent years - the pandemic, viruses, exclusion and al-
ienation - make us wonder whether our efforts to constantly “improve” our
household and physical quality of life are undermining natural harmony, and
whether excessive consumption, which encourages the processes of continu-
ous renewal of production, is contributing to the biosphere crisis and ecological
catastrophe.

The main challenge of the contemporary designer is to search for, invent and

offer new design methods, activities and products that would direct scientific
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ronment, by realizing the philosophy of sustainable living,.

Such an environment of creative challenges promotes the development of
interdisciplinary research, and encourages the use of natural, physical, social
sciences and creative thinking as a basis for innovation. Specialists working in
traditionally separate fields of science and art are encouraged to connect and
collaborate in the development of a new generation of products, services and
visual communication concepts. Working in an interdisciplinary team creates
the conditions for finding unexpected solutions, rethinking the long-term use
of an object, changing its shape and function, recycling, and “giving it new life”.

Although the recycling, refurbishment, adaptation to new use, or exploitati-
on of a phenomenon of a long-existing object is often discussed as a new trend
in modern design, appropriation as a method has been used in art for nearly a
century. It is worth remembering Marcel Duchamp’s mass-produced porcelain
urinal, which the artist named “Fountain”, presented during the 1917 Indepen-
dent Exhibition - America’s most significant modern art event. Since the exhi-
bition itself was organized by the Society of Independent Artists, and Duchamp
was the head of the society and a member of the organizing committee of the
exhibition, he proposed “Fountain” for the exhibition under the pseudonym R.
Mutt. It is likely that Mutt is a wordplay coined by the author using the word
“mott” taken from the name of the shop where Duchamp bought the urinal.
And it was not the only attempt by artists who created modern art in the first
half of the 20th century to use industrial products in their work - both new and
used. In his sculpture “Bull’s Head” created in 1942, Pablo Picasso used the seat
and steering wheel of an old bicycle. Joseph Cornell, one of the most famous
assemblage artists of the 2o0th century, used in his work a wide variety of eve-
ryday objects that were no longer used in the household.

In the field of design and architecture, the tendency to rethink the concepts
of design, production and consumption is attributed to Charles Jencks. He ana-
lysed the concept of ad-hocism (ad hocism - a practice encouraging to respond
to current events without planning out actions in advance), arguing that the
ability to creatively use the already existing systems and adapt to existing si-
tuations can lead to the invention of new ways to solve problems quickly and
effectively. According to Jencks, ad-hocism is a creative method that depends
on the resources that are at hand. This principle of creative activity seemed to
democratize design and spread en masse, inspiring everyone who loves and is

able to do household chores and home remodelling projects.
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Since 1980 post-industrial waste has become a material favoured by punk
designers. In recycling mass industry waste, they supported the anarchist
ideas of punk rock and protested against the consumer lifestyle of the bour-
geois society.

Ron Arad is probably the most famous designer of the 1990s, who “revived”
post-industrial waste in his works. One of his chrestomathy works is an ele-
gant, modern chair made from the seat of an old Rover. It is also worth men-
tioning Danny Lane who creates sculptures and design objects from recycled
glass, as well as Tom Dixon who co-founded the Creative Salvage movement
in 1985 together with Mark Brazier Jones and Nick Jones. According to these
artists, future design should not focus on expensive, anonymous mass-produ-
ced products, but should encourage the development and production of unique,
stylish, functional items. The group presented their ideas and works at music
clubs in London and New York, and had many fans and followers.

The ironic elegance of creating objects from recycled items is the typical
style of British designer Jasper Morrison, whose works are characterized by
simplicity, rationality, minimal cost and versatility.

In 1992, design researcher Renny Ramakers organized an exhibiti-
on of furniture made from industrial waste created by young Dutch de-
signers Jan Konings, Jurgen Bey, Piet Hein Eek and Tejo Remy. Althou-
gh not a commercial success, the exhibition was widely discussed and
became the basis for further experiments and collaboration with the De-
sign Academy Eindhoven in developing a sustainable design concept.
In the 21st century, the academic community shows active initiative in forming
professional international networks whose activities and research would have
an impact on the development of a sustainable society.
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In order to openly discuss and explore the challenges of contemporary design,
an international ArcInTex network was established in 2011, uniting universities,
research and business institutions implementing art (architecture, design, fine
arts, media arts, crafts), science and technology study programmes. Architecture,
interior design, fashion design, textiles and interactive design were all fields of re-
search and innovation. Researchers and practitioners of these fields were brought
together with the aim to create new ideas, technologies, methods and programmes
which would enable to expand the perspectives of living environment, lifestyle,
textiles and fashion. In 2011, Vilnius Academy of Arts (hereinafter - VAA) became
a member of ArcInTex. The network became active in 2012 with its first confer-
ence held at the University of Bords in Sweden. To achieve new results, ArcInTex
network brings together architectural, interactive design, textile and fashion de-
sign ideas, techniques, materials, methods and programmes, as well as creates vi-
sions of the design of future buildings and lifestyles. Aesthetic, social, biomedical,
psychological, technological, economic and other aspects of contemporary art and
design are discussed in ArcInTex conferences organized twice a year.

The goal of the international ArcInTex network is to bring together a com-
munity of researchers looking for new horizons in design development. It is an
opportunity to carry out experimental interdisciplinary projects promoting co-
operation among teachers and students of various specialties and schools; to cre-
ate new study methods and programmes ensuring better teaching and learning
results; and to develop new perspectives of design aesthetics.

At the initiative of six members of the ArcInTex network, an application was
drawn up in 2013 to apply for European Commission funding via the Horizon
2020 funding programme for the implementation of an international doctoral
studies and research project. In 2014, funding was received from the Marie Sklo-
dowska-Curie Research and Innovation Program. In 2015, a consortium agree-
ment was prepared and signed between six universities and three commercial

companies implementing the project.
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ArcInTex ETN (ArcInTex European Training Network) is an international doc-
toral programme implemented at the Vilnius Academy of Arts, University of
Bords (Sweden), Berlin University of the Arts, Royal College of Art in London,
Eindhoven University of Technology (the Netherlands), Heriot-Watt Univer-
sity (UK), and businesses - Philips Electronics (the Netherlands) ), Ludvig
Svensson (Sweden), AB Audéjas (Lithuania).

ArcInTexETNProjectCoordinatoristheUniversityof Bords (Sweden).In201s,
15doctoralstudentsfromvariouscountriesoftheworldwereadmittedtotheproject
. Each of them studied at one of the six ArcInTec ETN universities, but also reg-
ularly participated in various seminars, internships and creative workshops,
organized in the universities and companies that have signed the consortium
agreement according to the pre-agreed study schedule.

The aim of ArcIntex ETN is to search for and offer new design methods
that incorporate creative thinking, modern scientific inventions and techno-
logical innovation, and to anticipate how the science and technology synergy
could contribute to the objectives of sustainable design and implementation of
humanistic values.

Objectives of the international doctoral studies project ArcInTex:

e To design new-quality sustainable living environments by combining
architecture, textile, fashion, product and interactive design;

e To develop new design programmes (and, based on the project experiences,
to create an international joint doctoral studies model with estimated physical
and virtual mobility, and combination of group and individual work);

e To search for innovative design technologies and methods;

e To create a new design aesthetic.

This doctoral studies project aims to develop new teaching and learning
programmes, methods, forms and techniques that would create preconditions
for designing a sustainable environment that would harmoniously connect a
person with the spaces around him (interior, buildings, urban and social envi-
ronment). Doctoral students are divided into three groups conducting research
in three areas: architecture, interior and body. By interconnecting architectural
and body-related problems, they conduct research from near-field and far-field
perspectives.

Together with Jolanta Vazalinskiene, we represented Vilnius Academy of
Arts at the international ArcInTex ETN doctoral programme. We were the su-
pervisors and consultants of doctoral students, as well as participated in train-
ing sessions, creative workshops, and seminars, discussions of doctoral theses
and defending of the said theses. We used the acquired knowledge and practical
skills in education and creative projects.
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Professionals specialising in natural sciences and technologies are discovering
new materials and techniques, and there is a need to explore their potential
and importance in designing future living spaces and household appliances.
This problematic field of design extends from the near field (textiles, clothing,
fashion, furniture and object design) to the far field (interior and architectural
design) - from clothing to the living environment. How to interlink the perspec-
tives of expression of both near-field and far-field design? How to combine so-
cial environment research and technological innovation in order to improve our
lives? These questions should be answered by ArcInTex doctoral students by
conducting research on contemporary design, providing suggestions, and creat-
ing futuristic visions.

Textile and fashion design is traditionally a near-field design that can be
considered an intermediary between a person’s life activities and his living en-
vironment. Textiles are used for both clothing and household items. We dress
our bodies (clothing) and our environment (curtains), as well as the things in it
(furniture). Hence, textiles combine both the near field and the far field.

Architecture can be analysed as a link between one’s living space and lifestyle.
Architectural thinking opens up opportunities to plan one’s living environment
and household from the far field to the near field. Thus, the synergy between hith-
erto separately developed design directions (textile, clothing, fashion, furniture
and object design) and architecture is a prerequisite for future design change.

The potential for various synergies is thus being explored by ArcInTex doc-
toral students in cooperation with design researchers from universities belong-
ing to the ArcInTex network. The main goal of such research is to find ways to
create a responsible and adaptable living environment, by looking for a link be-
tween the scale of the human body, the interior and the building, and by taking
into account professional, domestic and cultural needs.

One of the main concepts developed by ArcInTex network researchers is to
emphasize textile thinking as a methodological, programme-based foundation
where textile is perceived as a wide field of textile culture, art, craft and design.
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It is used in product, fashion and interior design. The innovativeness and qual-
ity of textiles influence the development of all areas of design. Thus the tex-
tiles of the future that will meet the needs of sustainable design are focused on
eco-friendly fibres and materials. That is why particular attention is paid to the
studies of textile materials and technologies, the results of which would enable
the development of practical experiments and the creation of innovative design
products. Textiles of modern technologies manifest themselves in a wide range
of possibilities - from the human body to architectural spaces.

In the context of ArcInTex doctoral research, emphasis is placed on the syn-
thesis of materials - the physical properties of materials are analysed by com-
puter calculations. A new understanding of materials in architecture and design
is currently a very relevant trend. Designers cannot create in a digital “kingdom”
alone, which is separated from the physical world. However, computer calcula-
tions are used rather effectively in the research of materials. Materiality in ar-
chitecture and design is not a fixed possibility or a passive form. The research of
materials is also becoming a generator of active ideas. This trend is a significant
shift from the modernist thesis of the “right” materials. In the past, architects
and designers rejected certain materials as unsuitable. Today this mechanical
construction method is being replaced by material research processes that ex-
ploit the potential of robotics.

Contemporary designers, architects, researchers and thinkers emphasize
the new design research methodology that analyses materials and their corre-
lation with technology, biology and culture. Such research reveals multidiscipli-
nary connections between design, engineering and the natural sciences, as well
as a new culture of architectural and design materials. The physical properties
of materials are the driving force behind the never-ending creative process. A
new, unexplored culture of materials is opening up before us.

When analysing the challenges and perspectives of sustainable design, it
should be emphasized that the concept of sustainability must be developed in all
areas and processes of design - in material research, construction, production,
as well as consumption, recycling, etc. The design of the future must meet the
needs of a sustainable life and a sustainable society, change the philosophy of
consumption, and implement fundamental lifestyle changes. These ambitious
aspirations encourage designers to explore materials and processes, conduct
laboratory experiments, and create future life scenarios.

The topic of sustainable design must be analysed in the context of sustain-
able development of society, science, art and technology. Sustainable develop-
ment is aimed at ensuring the well-being of people today without reducing its

potential in the future.
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This section analyses the concept of sustainable design based on Karen
Marie Hasling’s study “Sustainable Textiles” presented on 11 April 2016 during
the ArcInTex conference “Smart Textiles: Intersection of Basic Research and
Industry Needs”, and on illustrations.

Exploration of the visions of sustainable development raises the following
questions:

e What are the methods of sustainable development?

e Why are these particular methods applied to achieve sustainable
development results?

e How are these methods applied to achieve sustainable development
results?

The aspect of sustainable development is related to the profession and prac-
tice of a designer. The creative goal of contemporary designers is to combine
scientific and technological innovations, and to find and offer solutions related
to the needs and challenges of sustainable development.

Sustainable development includes three components:

1. Social environment - people.

2. Economic environment - profit.

3. Natural environment - planet.

[Zmones -People; Socialiné darna (neSaliSkumas/lygybé) - Social Sustainability (im-
partiality / equality); bendra socialiné atsakomybé - joint social responsibility; teising-
umas - justice; darbo sqlygos - working conditions; Pelnas - Profit; Ekonominé darna
- Economic Sustainability; augimas - growth; na$umas - efficiency; Planeta - Planet;
Aplinkos tvarumas - Environmental Sustainability; energijos vartojimo efektyvumas
- energy efficiency; maginamas vandens vartojimas - reduced water consumption;
maginamos atliekos-perdirbimas - reduced waste-recycling; $alinama tars$a - elimi-

nation of pollution]
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contemporary designers should directly correspond to its concept. [Figures 1, 2] BOGCDANIENE ”; ;.();' — p/or”, L approach of the environment, the economy and society towards sustainabil-
ana janion design

Addressing sustainable design problems raises the following questions:

1. Does the developed design product (service, method, etc.) comply with the
concept of sustainable development?

2. Are research and production activities in line with the concept of
sustainable development?

3. Does the result - new design product (service, method, etc.) comply with
the concept of sustainable development?

For a designer looking for new solutions, it is crucial to research the environ-
ment from a problematic point of view and find motivation on why his pro-
posed solution is necessary and how it will improve the living environment.
Motivation formulates the main goal - what to create, why should this new
product be created, and what needs will it satisfy? This stage is based on cre-
ative, critical thinking. After that, there should be articulation or a chain of
actions, i.e. what steps should be taken to complete and implement the created
design product. This stage includes scientific inventions, materials, technolo-
gies, the legal system, etc. During the process, it is necessary to anticipate the
outcome, to explore its strengths, weaknesses, threats and opportunities. De-
signers must study product consumption consequences, bearing in mind that
unintended consequences do occur in a dynamic, ever-changing environment.
[ Figures 3. Sustainable design. Articulation, 4.]

[Motyvacija (Pagrindinis tikslas) - Motivation (Main Objective); Artikuliacija -
Articulation; Neplanuotos pasekmeés - Unplanned consequences; Sumaginti priklau-
somybe nuo iSkastinio kuro - To reduce dependence on fossil fuel; Biopolimeras -
Biopolymer; Konkurencija su maisto gamyba - Competing with food production;
Ugdrausti vaiky darbg -To prohibit child labour; Teisés aktai ir jstatymai - Laws and
legislation; Vaikai negali sau leisti eiti j mokyklg - Children cannot go to school; Ska-
tinti civkuliacini medZiagos panaudojimg - To encourage circular use of materials;
Dizainas perdirbimui - Recycling-friendly design; Slopina pagangiy medZiagy nau-
dojimg - Inhibits the use of advanced materials]

The figure above presents the articulation of sustainable technologies, in-
dicating design objectives, expected outcome, and unplanned consequences.

Sustainable design should provide our society with quadruple benefits,
which are analysed while searching for synergies and interdependencies be-
tween experience, economics, justice (fairness) and the environment. It is

also analysed on how experience changes attitudes toward consumption and
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ity. It is encouraged to extend or expand the use of existing products, and to
provide for the possibility of recycling in the manufacture of products.

Empirical aspects based on the experience of sustainable design are as
follows:

1. Aesthetic sustainability.

2. Emotional sustainability.

3. Cultural sustainability.

4. Consumer-oriented design for sustainable living and behaviour.
5. Consumer-oriented sustainable design.

6. Sustainable wellbeing.

Sustainable design can be expanded in the future by understanding the com-
plexity and interdependence of various approaches and activities. New ap-
proaches emerge and develop only in a complex environment - first the envi-
ronment is explored from a problematic point of view, then change strategies,
services and products are developed, and then we have the results and experi-
ences of these changes that affect the development of our society and culture.

The five-perspective model developed by K. M. Hasling presents the com-
plex development of sustainable design over time. The process includes con-
ceptual design research, experiments, prototyping, and the introduction of
products and services for consumption. These products and services are then
used, and consumer systems are developed. After that, consumption strategies
and business models emerge, followed by the formation of experiences and cul-
ture. Then there is an incentive to rethink the situation and return to the origi-
nal conceptual and experimental processes. [ Figure 5. Five-perspective model]

In the first stage of the process, particular attention is paid to the research
of raw materials and technologies. The aim is to find top quality materials and
tools for the production processes. Materials science, resistance and applicabil-
ity of materials are studied. Plans are developed on how the used raw materials
could be recycled and reused in production processes. In the second stage,
when developing products and anticipating their use, it is necessary to find
the most efficient ways of using the relevant materials, by taking into account
the function of the product being developed. When developing a product and
anticipating its use, it is also necessary to estimate the product’s efficiency,
maximum service life, maintenance and repair possibilities. The third stage

encourages the development of next-generation service systems which would
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integrate products and services. How to provide services without creating ad-
ditional products? In this regard, the aim is to rethink the concepts of privacy,
joint ownership and lease. Perhaps it is not always necessary to buy the desired
product, perhaps it would be smarter to rent or borrow it instead? In the fourth
stage, strategies and business models are developed, by encouraging rethink-
ing, combining and linking the aforesaid aspects, understanding their corre-
lations, as well as seeking benefits and profit opportunities. In the fifth stage,
a connection is formed between the consumer and the product. In this case,
design is used as a tool for cultural interventions. New experiences are formed
that encourage the emergence of new lifestyle trends, such as slow fashion,
emotional design, a new approach toward heritage and tradition, etc.

The figure below shows the sequence in which the implementation of sus-
tainable design takes place [Figure 6. Five-perspective model. Time]

One of the examples that illustrate the five-perspective model is the Plant-
Bottle project, which was presented by the Coca-Cola Company at the 2015
Milan Expo. However the company launched this initiative much earlier, in re-
sponse to the ecological crisis facts and concrete evidence of how plastic bot-
tles are destroying our environment. The company has invested in the devel-
opment of next-generation plastic bottles, the production of which will include
the recycling of old plastic bottles along with sugar cane waste generated after
the sugar production process. Thus, PET plastic bottles now contain sugar
cane. The new bottles are very similar to the old ones both in appearance and
functional properties; however their impact on the environment has changed
significantly: product decomposition and recycling processes have been sim-
plified, and natural resources are now preserved. The motto of the project is
to change the concept of plastic bottles, and to implement sustainable design
ideas that are in line with innovations. Since 2009, Coca-Cola began distrib-
uting its products in PET plastic bottles in forty different countries. 35 trillion
PET plastic Coca-Cola bottles were produced in 2009-2015. The main benefit
of this innovation was the reduction of pollutant emissions - 315 000 square
tonnes of carbon dioxide.

Another example of the importance of sustainable design and problem-solv-
ing thinking is the products of the Danish design company Komplot Design. The
foundation of the company’s activities is the constant search for synergies be-
tweenartandengineering, manufacturer and consumer, intuitionandrationality,
emotionsandlogic, traditionsand innovationsinthe context of different cultures.
An optimal balance between these poles enables to achieve design that focuses
onmodern problems. Good designis not only a solution to a functional problem; it

also requires knowledge of cultural, philosophical, aesthetic and poetic content.
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KomplotDesign presented its cult product - the Nobody chair, which looks like
a shadow of a regular chair. It is rather an allusion of a chair, instead of being an
actual, functional object. Visually, it looks like a regular felt-covered chair, but
in reality there is no actual chair frame. It seems as if its frame has been pulled
out, and the allusive shape of the chair floats in space. The chair is made of
non-woven PET plastic fibre from recycled plastic soda-water bottles. Nobody
chairs are made of thermally extruded PET polymer fibre. They are used in pri-
vate and public interiors, have excellent acoustic properties, are easy to clean
and can also be recycled. Interestingly, these chairs were initially extremely
popular in prisons and in the educational institutions for young children. This
chair first received recognition at the 2007 Craft and Design Biennial in Den-
mark, and later at the Forum AID Award: Best Nordic product design 2008;
London’s Design Museum award for Design of the Year 2008 GB; 1st place in the
category “Home Interior Furniture” IDA08 in 2009; USA DESIGN PLUS 2008
Award; Germany’s Design Award, etc.

Levi Strauss & Co., in cooperation with Italian nylon manufacturer Aquafil,
has started producing jeans from cotton and 100 percent recycled nylon (ny-
lon is recycled from used fishing nets). The company’s new jeans collections
include econyl - a material recycled from fishing nets. By implementing this
innovation, Levi Strauss & Co. has demonstrated its responsible approach to
preserving the ecosystem and implementing a closed production cycle. Levi’s
522 jeans are made of 61% cotton, 38% econyl and 1% elastane.

A wonderful example of a sustainable lifestyle is VIGGA - a service created
by the Danes. It is a baby clothing supply service where parents raising chil-
dren who have become members of the VIGGA community and pay a monthly
membership fee are provided with clothing for a growing child. VIGGA employ-
ees sort, renew and send clothes to consumers. The same children’s clothes are
reused within a closed circle, enabling to avoid huge amounts of waste. After
all, rapidly growing children are unable to wear out their clothes to a no longer
usable condition. The aim of this service is to change the concept of consump-
tion, and to use products in a communal, economical and responsible way.

VIGGA has repeatedly been awarded in local and international competi-
tions for the implementation of a closed circle of consumption in the economy
and the textile industry. For example, in 2014, VIGGA won the nomination of
Launch Nordic Innovator; in 2016, it was among the winners in the Danish
Design Awards; in 2017, it won the Danish Design Awards for Outstanding
Service, etc.

Since sustainable textiles and fashion design are now particularly relevant,

a study titled “Fashion Design: The Environmental Impact of Today’s Con-
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sumption and Fast Fashion” was conducted at the School of Textiles at the
University of Bords (Sweden).

The following questions were raised during the study: what is the impact
of new technologies on the concept of sustainable design? How does fashion
design and fast fashion affect our environment? What are the working condi-
tions of employees making mass-produced fashion products? How does con-
temporary fashion affect the world? The aim was to show the “dark” aspects
of the fashion industry in terms of life-threatening chemical waste and poor
working conditions. People were encouraged to think about whether it is really
necessary to change clothes every year according to the latest fashion trends?
The aim of the research was to encourage people, who have learned about the
destructive impact of modern fashion on the environment, to change their
fashion consumption habits and to reduce their overall consumption. The pre-
sented study revealed the processes of fashion product development from the
initial design stage to the purchase of the item by the consumer. The initiators
of the study encouraged to think about how our choices of what, how much
and how to consume can make the world more sustainable. This is how we, the
consumers, have the opportunity to change fashion.

One of the main ways to achieve design coherence is to choose materials
responsibly. For example, it is difficult to recycle a sweater that contains many
different materials, since the process requires separating all the fibres. If a
designer decides to use materials that are easy to recycle, the sweater can be
renewed many times and its fabric can take on different forms. Various combi-
nations of fibres in a single garment make it difficult to recycle.

Prior to the era of mass production, cutting out a model with as little
fabric waste as possible was considered a sign of good craftsmanship. Today
we say - zero waste. It is a design theory that aims to create clothes without
throwing anything away. In normal production, almost a fifth of the fabric is
thrown away - what a waste! An obvious example of saving fabric is a tradi-
tional suit, in which various quality materials were used sparingly, and the
cut-outs were made in such a way that the remaining pieces could also be used.
For example, the length of a traditional woollen skirt matched the width of the
machine-woven fabric, and the amount of linen fabric for sewing a shirt was
measured to the nearest centimetre. An even more obvious example of frugal-
ity is the traditional Japanese kimono. [Figure 7. Traditional Japanese kimono.
Figure 8. Kimono paper craft pattern]

What should we know about materials when designing a modern garment
that fits the concept of sustainable design?

The most common clothing fibre is cotton. It is used to make almost half of
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all the fabrics and textiles. Cotton requires a warm climate and plenty of fresh
water to grow well and there is a lack of clean water in the areas where it is
grown. In plantations, working conditions are often poor and the used pesti-
cides pollute the environment, also affecting the workers.

In this case, organic cotton is a better choice. It does not require the use
of any pesticides or artificial fertilizers; however it needs the same amount of
water as traditional cotton.

1 kg of chemical paint and 6000 litres of water are used to make a single
coloured shirt.

The materials used for sewing clothes are bleached, dyed and washed. This
part of the manufacturing process requires large amounts of chemicals. Today
most of the fashion and textile products are produced in Asia. The clothes
that are worn by the people of developed countries and that are made in In-
dia, China, Laos, Cambodia, Vietnam and Myanmar, have polluted the Ganges,
the Mekong and the Yellow Rivers. Chemicals affect not only the environment
but also the people who work with them. It is worth knowing that manufac-
tured clothes sold in our stores have residual production contaminants that are
harmful to human health. Interestingly, the most environmentally unfriendly
colour of clothing is black, since its production requires the use of the largest
amount of pollutants. It is recommended to choose an eco-labelled product
when buying a new garment and to wash it before use (unless otherwise stated
in the instructions).

In Sweden, one person buys 13 kg of clothing a year, of which 8 kg are
thrown away annually. There is still no common global system for collecting
and recycling unused clothing, thus before buying and disposing of clothing, it
is worth thinking about the environmental impact of such actions.

Fast fashion promotes fast low-quality production, poor working conditions
and low employee wages.

After conducting a study on the environmental impact of fast fashion, re-
searchers of the University of Bords suggest the following:

1. Buy clothes with eco-labels, wear clothes economically, do not use clothes
dryers at home - air dry your clothes instead to save electricity.

2. Do not use fabric softeners; since, in some cases, this is harmful to
clothing, for example, special sportswear may lose its ability to absorb
sweat after being rinsed with a fabric softener. It is better to use simple
vinegar to soften clothes.

3. Extend the life of your clothes: sew in a button, fix a torn seam, and patch
up a hole.
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4. Think of how one garment may be turned into another, such as making
shorts out of old jeans.

Donate your old clothes to charity; share your clothes on social networks.

The worst thing to do is to throw clothes away into waste containers.

Through our experimental works of creating clothing and jewellery collections,
costume design professor Jolanta Vazalinskiene and I have been researching
the problem of sustainability for more than twenty years. Problem-based think-
ing, environmental and needs-based research, visioning, creative, experimental
practices, analysis and self-assessment are all parts of our creative approach.

Michael Biggs was one of the pioneers of research based on creative prac-
tice. He emphasized that the most significant factor in this research method is
the experience gained through direct participation in creative practices. Only
systematic experiments and their analysis enable the generation of new, prac-
tice-based artistic research knowledge".

Art researcher Pia Staff analysed how the creative process and experi-
menting with materials can be compared to “thinking through hands and with
hands”. The artist’s personal experiences, individual style of expression, pro-
fessional abilities and technological skills are particularly important in this
process. It is interesting to see how new forms and content of cognition emerge
through artistic practices®.

Anthropologist Raymond Tallis emphasized the importance of human
handwork, reminding that it was precisely the ability of humans to masterly
use their hands in specific activities that carried humanity into the 21st centu-
ry. By experimenting, we perform many technological chains by hand. It takes
a long time, but every moment of experimental laboratory work forms expe-
rience, gives results, provides knowledge. Visible, tangible, touchable objects
become a form of artistic research. Unlike knowledge that comes from written
sources, creative experimental activities allow not only to understand, but to

also feel andcomprehend?.

1 | Michael Biggs, Modelling Experiential Knowledge for Research, in:
The Art of Research. Research Practices in Art and Design, Ed. Maarit
Makela, Sara Routarinne, Helsinki: University of Art and Design
Helsinki, 2010, p. 180-204.

2 | Pia Staff, Drawing and Sewing as Research Tools, in: The Art of
Research Il. Process, Results and Contribution, Ed. Maarit Makela and
Tim O'Riley, Aalto University, 2012, p. 55.)

3 1 Ibid., p.57.
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Jolanta Vazalinskiené

According to Peter Dormer, during the creative process, i.e. when an artist
paints on canvas, moulds a plastic ceramic form, weaves tapestry, colours fab-
ric, etc., new knowledge appears not in the form of a word, but in the form of
practical experience®.

The first object of our professional cooperation appeared spontaneously, when
Jolanta and I decided to create a unique, formal dress for our friend, stylist Vilija
Gedviliené. I remember both anxiety and creative passion finding original materi-
al creation ideas. I did needlework, as well as embroidered and coloured the fabric
later on. Overwhelmed by a great desire to create something amazing, I got so
“tangled” that I was extremely disappointed at the end result, and when I gave the
material to Jolanta, I muttered that I really don’t know what can be done from this
nonsense. A few days later, I saw Vilija wearing the dress, which was a perfect re-
flection of her carefree, unbridled personality - a bare shoulder, soft felt balls flut-
tering on coloured cords, an intriguingly torn edge, a bright yellow lining accentu-
ating the openwork pattern of the fabric, and I realized that Jolanta and I are truly
a creative duo. And I still have no doubt about this to this day, more than twenty
years later. I said to Jolanta jokingly that she is able to make the fabric speak with-
out imprisoning it in a complicated, intricately constructed garment. After all, the
fabric is alive, it breathes, has its own scent, it scuffles, wrinkles, fades, wears and
tears. Itisimportant to become friends with it and not to restrict its movements - its

naturally light fall or monumental draping.

4 | Marjo Wiberg, The Textile Designer and the Art of Design, University of Arts
and Design, 1996, p. 215-216.
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The first exhibition “Labelled I” held in 2003 in the VAA Akademija Gallery
was an installation of soft, woollen sculptural objects “Sweet Dreams, Judita”
and felted clothes. During the opening of the exhibition, we marked its vis-
itors with felt patterns, by stitching wool fibre patterns into their winter
clothes with pins.

The idea to revive traditional felting technology, by linking it with the
relevant art and design ideas, as well as with innovative needle felting tech-
nologies, came to me in 1993 when I started teaching felt art classes at the
Vilnius Academy of Arts, and after the first works that were created using this
technique were awarded in local and international exhibitions (the work “Para-
dox” received the Lithuanian Artists’ Association Award in the 1995 exhibition
“Soft Form”). In 1998, the first international felt symposium “Veltinis '98” was
organised by AB Velteksa in cooperation with the newly emerging group “Bal-
tos kandys”, which opened up doors to new technological possibilities for the
implementation of artistic ideas. The first visits to AB Velteksa were dramatic
and inspiring’ The obvious consequences of the economic crisis of 1992 and
all the captured images of that transitional period gave a significant push to-
ward creativity. Grey, moth-bitten felts left in abandoned factory workshops
were transformed, first in the mind and then in reality, into colourful, felted
clothes and accessories symbolizing joy and rebirth. Felt art burst into the
field of artistic and applied textiles back in 2000, establishing itself as a tra-
ditional technology reborn in a new context, therefore our collection, which
demonstrated the use of felt in clothing, was timely and reflected the trends
of that time. Experimental, unique clothing fabrics were felted using tradition-
al felting techniques and pins, forming patterns and surfaces, as well as em-
broidered, layered and applied in order to achieve new patterns and results.

28 models and accessories were displayed in the exhibition “Labelled I”.
Most of them already had their owners. It was a great opportunity to bring the
experimental collection to life, to observe how people wear unique handmade
felt clothes, how they change, and how their wearers react to those changes.

5| In1922, a wool carding and spinning workshop was opened in
AnyksSciai. From 1940, the workshop was continued to be used by the
spinning company “Vailokas” During the Soviet era, the company was
reorganized into “Spartakas” factory, which was the only felt factory in
Lithuania at the time. The factory supplied the entire Soviet Union with
felts, hats, and nonwoven fabrics. In 1992 “Spartakas” was reorganized
into AB Velteksa which went bankrupt in 2000. The company “Fetras”
has been manufacturing nonwoven fabrics since 2000.
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The idea of the second exhibition “Labelled I1”, which also took place at the VAA
Akademija Gallery in 2004, was to take a new look at the synergy of coloured
fabrics and contemporary clothing.

Our fabric patterns were inspired by our visit to the “Kauno audiniai” fac-
tory in 2004, which was being closed down at that time. It was uncomfortable
to observe the discarding of large-scale metal silkscreen frames with fabric
patterns, to see the dismantling of weaving and printing facilities, the closure
of workshops, which until very recently emitted the sounds of looms, shuttles
running between warp. This was one of the most famous factories in the Soviet
Union, employing dozens of fabric designers and hundreds of textile craftsmen
and engineers. During my professional studies in the Department of Textiles
of the State Art Institute of Lithuania (now -Vilnius Academy of Arts) and in
my personal memories, it was a successful company producing fabrics which
reflected the spirit of that time, and in which, in cooperation with the Institute
of Textile Technology, we worked as interns and created prototypes of future
fabrics using weaving, printing, decorating and etching techniques®.

The company, which had been successfully operating both during the in-
terwar period and in the post-war period, began to experience difficulties after
Lithuania regained its independence. It was eventually privatized and liquidat-
ed in 2005.

It is obvious that the owners who privatized the company were unwilling
and unable to adapt to the new economic challenges, and their ambition to de-
velop a Lithuanian design product was overcome by their desire to get rich. In
2007, the “Akropolis” shopping and entertainment centre with an area of more
than 78,000 square meters was built within the territory of the factory, which
is no longer in operation.

In 2005, I bought 6 screen printing frames for a few litas, which I brought
back to the printing workshop of the Academy of Arts as a monument and
artefact of the past, reminiscent of the times when textiles were the most suc-
cessful and profitable light industry in Lithuania. I printed fabrics by sort of
processing the patterns of “Kauno audiniai”, by combining, layering and appro-

priating them, and creating new images from old patterns. Some of the fabrics

6 | The silk fabric factory "Kauno audiniai” was established in 1930

in the former buildings of the Tilmansai brothers’ metal factories in
the restricted area of Griunvaldo, Gedimino and Karmelity streets.
The founder of “Kauno audiniai” factory was a latvian Robertas
Hirschas, who was called the King of Silk in his hometown. My
grandmother Jadvyga also worked as a weaver in this company.
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were printed with natural dyes and others with chemical textile dyes. There
were experiments with both traditional and innovative printing, reservation,
bleaching and etching techniques on fabrics of different quality, structure,
composition and thickness. This is how a collection of fabrics was produced,
in which the old patterns of “Kauno audiniai”, unique batik, silk painting, song
lyrics and the texts of novels were interpreted and combined. And again, there
were experiments, meters upon meters of damaged fabrics, and Jolanta’s keen
perception of which fabrics are most expressively revealed on the human sil-
houette. A collection of 20 unique models and accessories for women and men
was created for the exhibition, using unique, printed and painted fabrics.

It also included the author’s original work “Awakening”. It was the idea of
four friends - Vilija, Giedré, Laima and I. One sunny afternoon, as we were
walking through the Old Town of Vilnius, we came to a decision to be photo-
graphed nude, while we are at the peak of our beauty. The author of the pho-
tographs was Vaiva Abromaityté who could truly “reveal” us during her photo
shoots. I covered the bodies of the nude women depicted in eight photographs
with silk robes painted with red roses, which looked like blood-stained sheets.

The exhibition “Labelled III” held at the VAA Akademija Gallery in 2008 en-
couraged people to reflect on the issues of national and cultural identity. Jolanta
and I were both born in Vilnius, a cosy European city famous for its ambitious
baroque buildings, craft guilds, multinational culture and kitsch traditions. Ac-
cording to art critic Aisté Paulina Virbickaite, in the exhibition we emphasized
our cultural origins, the beginning of which is slightly provincial but charming
Vilnius. That is why the artefacts of both urban and rural culture - furniture,
fabrics, handicraft tools and clothes created especially for the exhibition, as
well as home textiles, wall carpets reminiscent of our grandmothers’ apartment
interiors, and unique accessories were intertwined during the exhibition, in our
created map of the everyday life of Vilnius people. Each costume reflected the
characteristics of an urban identity, a balance between opposites. As a result,
there was a tie that waved like a national ribbon, the collars of the national
costume were used, and strict, clearly cut clothes were adorned with “home-
made” details. It was a wonderful metaphor for Vilnius fashion, if we consider
fashion to be clothes and their wearers. The items displayed at the exhibition
told us a story about homes, everyday lives of people and family celebrations.

The exhibition also featured a 1-meter-wide and 30-meter-long “Fabric of
Life”, one end of which was woven in white threads and the other in purple.
It is considered to be a metaphor for one’s home and life, an order where you
weave unnecessary things and memories into a meaninglessly meaningful fab-

ric, using up the threads accumulated throughout your life. Empty spaces were
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also left for the touches and thoughts of your friends. Here, as in life, they will
fill in the gaps.

The exhibition, which featured 26 models and accessories, spoke of senti-
mentality and irony, poetry and decorativeness, fatigue and tempo.

This collection kept on growing in the course of researching and inter-
preting the collection of national clothes of Anastazija Tamosaitiené and An-
tanas Tamo#aitis, preserved in Vilnius in the Zidinys Gallery belonging to A.
Tamosaitiené and A. Tamosaitis. By composing a collage of the fabrics of the
national costume according to the regions of Lithuania, a collection of fabrics
woven with jacquard technique was created, on the basis of which clothes
(objects) were designed. By combining the silhouette of a garment with the
inserts woven from ropes using the knotting technique, we created original
structures and dynamic shapes. This collection is continuously evolving with
the discovery of new interpretations of the correlation between ethnographic
and urban cultures.

In 2012, an exhibition “My territory. Crisis” was held during the interna-
tional conference “My Territory” organized by the Lithuanian Section of the
International Association of Art Critics (AICA) and Vilnius Academy of Arts, in
the VAA exhibition hall Titanic.

During the exhibition, which featured 30 objects - clothes, accessories and
tapestries, there were discussions on various crises - moral, religious, finan-
cial, identity, etc.

The exhibition was “highlighted” by four bright yellow textile paintings. In
various historical periods, works of textile art, especially classical tapestries,
reflected the most important national events: victories in wars, the prosperity
of countries, the lives of royal families and nobles. Representative carpets from
the Middle Ages were composed based on certain canons. A thematic composi-
tion was depicted in the centre of the tapestry, while the edges were surround-
ed by decorated natural motifs that imitated a luxurious frame called a border
during the Baroque era.

The contemporary textile series “Crisis” depicts the most important event
in Lithuania in 2008-2010 - a crisis in the country. It is an ironic replica of
the overall hysteria of the crisis period. It is clear that the crisis has become a
major event in our society. And the word crisis itself is seen and repeated con-
stantly, as if it were the main leitmotif of that time.

One of the most impressive fragments of the collection was the suit made

for the Prime Minister and the clothes made for the Minister of Finance. These

201



clothes were made for actual members of the government who were handling
the crisis and were the symbols of that time - the Prime Minister Andrius Ku-
bilius and the Minister of Finance Ingrida Simonyté, taking into account their
size and style. Clothing fabric was created especially for this project and woven
by AB Audéjas using a computer jacquard machine.

In the summer of 2011, the second exhibition “Crisis Holidays” of the “My Ter-
ritory. Crisis” cycle was held in Ramybe Art Gallery in Palanga. In addition
to the clothes and accessories that were exhibited previously, it also included
ironic swimsuits.

In 2013, an exhibition “Live Fashion” was held at the Design Innovation
Centre of Vilnius Academy of Arts, featuring 28 works - a series of fashion
photographs and a collection of experimental models. Clothing fabrics were
printed using thermochromic textile inks, which was a brand new thing in
Lithuania. The garment also included an integrated, programmable electric led
panel, which showed changing images as if it was a small screen. The mod-
els in the collection were designed to be worn by creative young people who
love experiments and surprises. Natural fabrics (cotton, wool) were printed by
screen printing in simple, clear patterns - lines, squares, dots, spots, and styl-
ized floral motifs. However, it was the basic structure and composition of the
fabric that made it easy to notice the shift in colours - the “life” of the fabric.
These clothes had the “magical power” to amaze and delight the people who
wore them throughout the day by the constant change of colours and patterns
that depended on the environment and the temperature of the wearer’s body.

Thermochromism is a property of materials to change colour due to chang-
es in ambient temperature. This phenomenon is applied both in modern science
and technological innovation as well as in art and design. We all know the
example of mood rings that change colour according to your body heat; baby
bottles whose colour indicates whether the liquid inside has cooled down suf-
ficiently, or thermochromic thermometers - strips placed on the body which
show via their colour the temperature of the human body. This is nothing new
in nature. Most inorganic compounds have certain thermochromic properties;
however their colour changes are very subtle. For example, titanium dioxide
and zinc oxide are white at room temperature, but turn yellow when heated.

Thermochromic dyes are temperature-sensitive compounds developed
in the 1970s. These special-effect pigment dyes enable the fabric to react to
changes in temperature. Based on the results of technological research, a dy-
namic change in the colour of the fabric can be predicted. Individual groups
of thermochromic dyes react differently to temperature. Some lose colour as

the temperature raises, others gain colour as the temperature drops. Practical
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experiments enabled to develop scales measuring temperature-dependant
changes in the colour of fabrics printed with thermochromic dyes. It is obvious
that the fabric printed with such dyes appears to “come alive”, like the skin
of a colour-changing chameleon. Thermochromic function may be lost due to
certain environmental effects such as strong UV rays, excessively high temper-
atures, or active mechanical friction.

Alongside the colour-changing clothing exhibition “Live Fashion”, there
was also “Delicious Fashion” - an interpretation of accessories and clothing
created from fruits, vegetables and various spices, demonstrating the beauty,
variation, smell and taste of organic, natural products, as well as their relation-
ship with the human body.

The social art project “My Colourful World” was implemented in 2013-2015,
and was presented in 2015 at the VAA Artifex Gallery in Vilnius.

The aim of the project was to help integrate the disabled into the society
based on cooperation with specialists in the fields of art and science, and to
present the fashion design collection “My Colourful World” created by pro-
fessional designers and people with various health disorders and disabilities
(people attending training centres for the disabled). The project developed
self-help, cooperation, tolerance and creativity, ensuring the well-being of peo-
ple with disabilities and the opportunity to participate in creative activities.

We created cooperation models, formulated creative tasks, organized and
implemented practical training sessions, artistic improvisations, technological
experiments, painting on silk, decorative printing, weaving with looms, making
accessories and designing fashion collections. An artistic-social research was
conducted, summarizing and evaluating the model of creative cooperation.

Visitors of the Public Institution Day Centre “Mes Esame” - Aleksan-
dra Stankevi¢ and Rasa Andriuskevicité, employment specialist Laima Ka-
zlauskaite, vocational teacher Irena Vaznevicitteé, students of Vilnius Tech-
nology Teaching and Rehabilitation Centre, vocational teacher-expert Irena
SeniGiniené, and senior vocational teacher Jiraté Laudiené all participated in
the creative workshop of the project.

The aim of creative cooperation for professional artists in cooperation with
the disabled, their teachers and social workers is to help reveal the artistic
abilities of the disabled, give the disabled the opportunity for creative self-real-
ization, satisfaction with the creative process, self-confidence, ability to make
specific products and participate in creative projects with professional artists.

Working together with Jolanta, we have adapted the drawings of the
disabled and the technological testing of fabrics to create prototypes of
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contemporaryclothingandaccessories,andhaveplanstocreateacollectionof
prototypes of clothing and accessories “My Colourful World” for mass pro-
duction.

At the exhibition “My Colourful World”, which took place in 2015 at the
VAA Artifex Gallery, we exhibited 36 works - collaboratively created fabrics,
experimental clothing models, accessories and paintings. We also presented
a video documentation of the project and the video “Catching Butterflies. The
Butterfly Effect”.

The butterfly effect is a metaphor for the theory of chaos, defining the con-
cept of particular sensitivity to initial conditions. This means that small dis-
turbances in the initial conditions of a dynamic system may lead to significant
changes in the long-term behaviour of a system. For example, the flicker of but-
terfly wings can create transformations in the atmosphere which may change
the path of a tornado, as well as delay, accelerate, or even prevent its occurrence
in a particular area. Flapping wings trigger a chain of events leading to large-
scale change.

The exhibition used artistic means to discuss the changes and trends in the
statistics of people with intellectual and mental disabilities in Lithuania, and to
raise concerns about the growing number of people experiencing health disor-
ders and psychological problems. A cycle of graphics and embroidered works
has been created on this topic.

The project continues the series of projects initiated by the VAA in 2005 in

the extended social context of art.

For the experimental fashion collection “Easy I, II, IIT” created in 2016-2019
(the collection consists of 46 models and accessories), we used innovative, en-
vironmentally friendly combinations of materials, by researching their reac-
tions to the atmospheric changes, without deviating from the main goal of con-
temporary design - to create a sustainable life perspective.

Project presentations suggest dreaming about what the fashion of the fu-
ture may look like.

Perhaps there will be a virtual fashion platform where clothes will be mate-
rialized only briefly and will be created for a specific person at a specific time?

Or perhaps clothing and accessories could define experiences instead of
materiality? Could the consumption of fashion be compared to the emotions
that we experience while listening to music, watching a movie, or eating deli-
cious food?

How would a person feel if he owned nothing, yet had everything?

After all, it is impossible to own experiences...
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Can the creative process and design be more important than the object itself?

How would one-day clothes, which you could create yourself using virtual
fashion databases and a 3D printer, change the quality of your life?

Let us imagine that by having a digital image on our personal computer
we can choose how we want to dress, create our own suit using fashion exam-
ples, choose the desired fabrics, print clothes, accessories and shoes using a
household 3D printer, and then simply throw everything away at the end of the
day into an environmentally friendly waste collector or dissolve everything in
water. Such disposable clothes create endless creative opportunities for renew-
al. You could create temporary objects that would be doomed to be promptly
destroyed from the very beginning. Clothes would become mortal, just like us...

Innovative material combinations were used to create experimental cloth-
ing and jewellery - combinations of the latest textile fibres, amber, glass, metal,
and disposable materials. The exhibition discussed clothing and jewellery as
a memory medium, an aesthetic object, a product of sustainable, ecological,
environmentally friendly design. For the first time, an experimental collection
included compounds of water-soluble polyvinyl alcohol filament fibre, pemotex,
amber fibre yarns with a health function, linen and milk protein fibre yarns, as
well as thermochromic dyes that change colour according to body and ambient
temperature. Due to the certain properties of the materials used in the collec-
tion, clothes and jewellery have a health function, and can simply be dissolved
in water after use... It is like a mandala that disappears after performing its
ritual duty.

Water-soluble PVA yarns are made of PVA filament fibre. They are inelastic,
non-toxic, and whitish in colour. It is an excellent material for creating products
that decompose quickly in the natural environment. In the industry, it is usu-
ally combined with other fibres and is removed from the product together with
water in the final finishing process.

Pemotex is polyester monofilament yarn which shrinks and changes during
heat treatment. When this yarn is exposed to water or hot air at a tempera-
ture of 60 to 70° it shrinks by up to 40 percent. It is used in the textile and
sewing industry when a shrinkage effect is desired. When creating prototypes
of experimental fashion, the properties offered by pemotex enable to produce
expressive textures of the material.

Amber yarns are surrounded by legends about their healing, magical and
aesthetic powers, which were known since the days of Egypt. In the Baltic
Region, amber has been used in both one’s household and during ritual rites
since Neolithic times. Amber, which has formed from pine resin millions of

years ago, is the oldest healing stone in the area of Aesti. In 2011, Latvian
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company “Ambelika” began manufacturing amber yarns with special biologi-
cal properties. It is a unique product in the world, made of amber powder with
the help of nanotechnology. Amber fibre molecules consist of repetitive linear
polymers containing polyamides with integrated amber microparticles. Am-
ber yarn properties: it has the same healing effect as amber, it promotes skin
cell regeneration, and blocks UV radiation, retains natural body heat, absorbs
moisture, does not fade, and does not irritate the skin. Amber fibre decompos-
es in nature in 6-36 weeks. Manufacturers have started using this type of yarn
in the production of clothing, accessories, baby clothes, and home textiles. In
industrial production, amber yarn is used in combination with other fibres
(cotton, wool, linen, silk, etc.).

The fourth innovative material used to create experimental jewellery is
milk protein fibre. We have known since our childhood that milk is a source of
good health. With the application of modern technology, this property may also
be applied to textiles and clothing. Milk protein fibre is made from skimmed
milk powder. During the production process, bioengineering technology is ap-
plied; milk protein is converted into a stable solution, polymerized, dried and
spun into a yarn (via wet method). This technological process is environmen-
tally friendly due to low water consumption, conservation of soil and other
resources. Milk protein fibre consists of 16 amino acids; it has a positive effect
on human skin, absorbs moisture well, is air permeable, and regulates thermal
balance which directly affects the state of human comfort. In industrial pro-
duction, this fibre is usually used impure - mixed with other fibres (silk, cotton,
wool, modal, etc.).

Experiments with thermochromic printing and electrically conductive fab-
rics were further developed in the “Easy” collections in cooperation with spe-
cialists of the State Research Institute Centre for Physical Sciences and Tech-
nology - Dr. Artinas Stirké and Dr. Monika Kirsnyté. The perspectives of the
application of electrically conductive polymers in textiles and fashion design
were discussed together with the scientists, and a series of scientific, techno-
logical and creative experiments were conducted, opening up new approaches
to fashion and clothing. Tests on algal growth in agar medium on textile fabrics
were performed, by observing how the pattern of “breathable” fabric is created

in cooperation with living microorganisms.

The uniqueness of the exhibitions “Easy I, II, III” is not only a conceptual ap-
proach to the fashion of the future and the use of innovative technologies, but
also an interdisciplinary way of presenting an exhibition. In addition to the ob-

jects and experiments that make up the collection, a documentary was shown,
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in which the authors presented the principles of their work, the idea of the
collection, the used materials and techniques, and processes of experimental
and creative cooperation. The filmed experiments demonstrated a variety of
forms of how the design research was captured. The stand descriptions of the
creative process and technological tests presented at the exhibition introduced
fashion and textile innovations to the visitors. The exhibition also included a
“live” demonstration of the possibilities of contemporary experimental fibres.
One of the systematically developed parts of the collection presentation is a
dialogue with the audience and representatives of business and production
companies. The aim was to determine and analyse the relevance of this futur-
istic idea among the current audience, the consumers and the manufacturers.
We present our concepts in both Lithuania and abroad, in TV shows and on
the Internet’.

The SamsaraTrip Collection (Samsara Voyage) demonstrated at the Ti-
tanic exhibition hall of the Vilnius Academy of Arts in 2019, and at élapeliai
House-Museum in 2020, encouraged discussions on the topics of human pres-
ence in a “timeless” space, transmigration, infinity, uncertainty, survival and
hope. Since the dawn of the Anthropocene Epoch - the “new age of man”, we
have been experiencing a change in science and culture. Atmospheric changes
and their consequences - global pandemics and global warming dictate new
forms of being and living. How is man evolving today, when he is able to solve
the riddles of the universe and yet remains the greatest riddle himself? The
collection consists of 9 universal kimono-interpreting garments decorated with
language and visual patterns, water-soluble accessories and a video - a gen-
derless figure moving in a conditional neon-lit space, “dressed” with constel-
lation-like painting strokes and levitating in a pulse of light, reminiscent of a

7 http://www.eglegandatextile.com/en/works/projects-with-
costume-designer-jolanta-vazalinskiene/, [Accessed: 2018-02-11].
EXHIBITIONS:

Easy ll, 2017, Akademija Gallery, Vilnius;

Easy I, 2016, Ramybeé Art Gallery, Palanga;

My Colourful World, 2015, Artifex Gallery;

Live Fashion, 2013, Design Innovation Centre, VAA; AB “Linas” store, Vilnius;
presented at the ArcInTex conference;

Crisis, 2010, Biennial of Lithuanian Textile Art, Arka Gallery, VAA Fashion Design
Gallery in the context of the conference "My Territory”;

Labelled Ill, 2008, Akademija Gallery;

Labelled Il, 2004, Akademija Gallery;

Labelled I, 2003, Akademija Gallery.
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breathing universe. A journey leading to self-liberation or self-destruction?
“CoronaArt” project

Terms: HELLO?! QUARANTINE. COVID 19. PANDEMIC 202X. VIRUS/

VIRUSES. TENSION. NERVES. BATHROBES. MASKS. HOME. UNKNOWN.
SECLUSION. LONELINESS. VIRTUAL SPACE. DEPRESSION. HOUSEHOLD.
TIRED. CONTEMPLATION. ISOLATION. LONGING. CHANGES. FLOWERS.
FAITH. LOVE. HOPE. LIFE IS BEAUTIFUL?!
The exhibition includes a collection of disposable clothing reminiscent of
the pandemic, quarantine, hospitals and waiting for a vaccine. The collection
conveys the emotional experiences of humanity in 2020-2021 - fear, anxiety,
mistrust, fragility, unpredictability. It is complemented by a series of original
accessories created from the incineration waste (residues) of UAB “Fortum
Klaipéda” - “the waste of waste” and naturally growing moulds. This collec-
tion of accessories was inspired by our collaboration with Klaipéda University
professor Dr. Jolanta Januténiené with whom synergies between science and
art were discussed.

Ashes - cinder formed during the incineration process of UAB “Fortum
Klaipéda” can be used in the cement industry, disposed of in a landfill, or it
can also be used in other unexpected, original ways by including cinder in the
production of artwork and accessories. Unprocessed cinder contains various
mixtures of materials such as sand, glass, porcelain and metals - iron, steel, alu-
minium, zinc, copper, etc. Various patterns, surfaces and shapes can be obtained
by using translucent resins for the integration of cinder.
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What unites us? Why do we choose to work together when conducting fashion
experiments, by each time expanding the boundaries of creativity via Lithuani-
an and international research experiments and collaborating with scientists and
technology specialists?

We are a duet of artists who are united by a unified approach to the dynam-
ic creative process and an identical concept of personal and cultural values in
the context of constant change. We both enjoy the ardent, invigorating process
of experiments and creativity, which enables us to find a purposeful approach
through discussions, sketches and technological tests. Our works intertwine in-
dividual ideas, experiences and abilities, becoming an important visual message
for us. It is an ongoing creative discussion accentuated by exhibitions and their
presentations. We combine several disciplines - textiles, fashion design, and
more recently - scientific and technological innovations. Obviously, textiles and
fashion have always evolved integrally, complementing and enriching each other
along the way. We are trying to find a unique method of creative synergy which
would suit our creative duo. The ideological foundation of our projects reflects
the things that are relevant today, i.e. ethnic revival, the fetish of the economic
crisis, the intersection of cultures, visual semiotics, and technological innova-
tions that are changing our lifestyles and values.

We are interested in future fashion trends, but we also view fashion as part
of a new lifestyle that promotes a sustainable lifestyle instead of simply being a
trend that encourages excessive consumption. We focus not only on new fash-
ion creation methods, but we also ask ourselves: how can creative methods be
explored in a new way? How can fashion design methods evolve? How does this
relate to “live” experimental practices? Experiments with materials and technol-
ogies are an extremely important part of creation. The material image of each
collection often appears spontaneously, and sometimes technological failures
become the basis for discoveries. We try to make the materials used in our col-

lections ourselves. All of our used fabrics are original - they are either made by
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us from scratch, or are recycled, duplicated and restored using old materials.
The common feature is that all the materials in our collections are exclusive
and unique - most of them are implemented using technological innovations
and traditional textile crafting skills. Thus, we use research based on practical,
creative work.

People often ask, what is the correlation between our projects and fashion?
We have a clear answer: we do not create prototypes to satisfy the needs of fast
fashion. Instead, our creative works focus on slow fashion, sustainable design, as
well as creative relationship with clothing and accessories. The evolution of slow
fashion is still at its early stages, although a frugal lifestyle is not a new concept.
The slow fashion of today is still developing and is attempting to carve its own
path among the products of fashion industry giants who supply clothing stores
with new collections at least four times a year. Contemporary fashion is short-
lived and encourages constant change through the constant buying and replacing
of clothes. Consumption for the sake of consumption is a public diagnosis, a form
of recreation. But changes based on the concept of slow fashion have other con-
notations. Slow fashion products are those that change in time and space. They
can be both worn and used as household objects which are able to heat and cool,
change colour, capture and regulate health changes, ensure medical and social
assistance, etc. Perhaps someday these experiments will become the prototypes
of the clothes that we wear...

We are joining the ranks of those who are developing the concept, materials
and forms of slow fashion, as well as the philosophy of a modern household. We
are happy to be involved in the processes of creating definitions of slow fashion.
We also believe that the artist’s individuality is particularly important in this
fashion development process, therefore we strive for mutual self-expression in
our creative laboratories, although, declared authorship is not as important as
the sense of creative expression. During our experiments, we apply the experi-
ence of ArcInTex seminars, as well as hold discussions with scientists and artists
from Lithuania and other countries. We learned about electrically conductive
materials from Professor Barbara Layne of Concordia University, while Jonas
Sabaliauskas, an IT specialist and head of the research company Wilibox, helped
us integrate the LED screen technology into our garments. We learned printing
with thermochromic inks from Dr. Marjana Kooroshnia and Dr. Linda Worbin
(University of Bords). We are analysing the possibilities of using thin-layer
polypyrrole-coated materials, which can become microwave-impermeable, for
clothing with the help of researcher Dr. Artinas Stirké and Dr. Monika Kirsnyte
(State Research Institute Centre for Physical Sciences and Technology). This

unpredictable, inspiring collaboration with scientists brings us back to the ide-
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as to the slogans of artistic research expressed in the middle of the twentieth
century, as well as to the questions about the meaning of synergy between
art and science. Asger Jorn’s 1957 Imaginist Bauhaus Manifesto is likely to be
the first document directly calling for artistic research: “We want the same
economic and practical means and possibilities that are already at the disposal
of scientific research, of whose momentous results everyone is aware. Artis-
tic research is identical to “human science”, which for us means “concerned”
science, not purely historical science. This research should be carried out by
artists with the assistance of scientists.®”” In other words, the aim of artistic
research is not to elevate artists to a “higher” level of academia, but rather to
save science from blind technocracy.

In our experimental collections, we use traditional and innovative, envi-
ronmentally friendly combinations of materials, by analysing the reactions of
these materials to atmospheric changes and taking into account the main goal
of contemporary design, which is to create a perspective of sustainable living.

8 | Asger Jorn, “Notes on the Formation of an Imaginist Bauhaus”,
in: Asger Jorn, Against Functionalism, 1957

211



References

Biggs Michael, “Modelling Experiential
Knowledge for Research”, in: The Art
of Research. Research Practices in Art
and Design, Ed. Maarit Makela, Sara
Routarinne, Helsinki: University of Art

and Design Helsinki, p. 180-204. 2006.

Chabot Jeroen, Cramer Florian, Rutte Paul,
Troxler Peter, Reinventing the Art

School, 21 Century, Rotterdam, 2013.

Gompertz Will, Is This Art? 150 Years of
Modern Art, Vilnius: MMGC, 2015, p. 6.

Hasling Karen Marie, Design School
Kolding “Textile Sustainability”:
Conference presentation “Smart
Textile: intersections between basic
research and industrial applications”,

ArcInTex [ Bords, April 11, 2016.

Jones John Chris, Design Methods, John
Wiley and Sons, INC, 1992, 405 p.,

illust.

Niinim#&ki Kirsi, From disposable to
sustainable: the complex interplay
between design and consumption of
textiles and clothing, Helsinki: Aalto

University, 2011, 294 p., illust.

Ojavee Kart, “Active Smart Interior Textiles.
Interactive Soft displays™ doctoral

theses, 2013.

Staff Pia, “Drawing and Sewing as Research
Tools”, in: The Art of Research II.
Process, Results and Contribution, Ed.
Maarit Makela and Tim O° Riley, Aalto

University, 2012, p. 54-82.

Tallis Raymond, The Hand. A Philosophical
Inquiry into the Human Being, Edinburg

University Press, 2003.

Thompson Henrietta, Remake it Home. The
essential guide to resourceful living,

London: Thames and Hudson, 2010.

Wiberg Marjo, The Textile Designer and the
Art of Design, University of Arts and
Design, 1996.

Williams Gareth D., Write Nick, Cut and
Shut: The History of Creative Salvage,
Williams Wright Publishing, 2012.

212

Online access

Jorn Asger, “Notes on the Formation
of an Imaginist Bauhaus”, in:
Against Functionalism, 1957, [In-
teractive], [Accessed: 2018-02-10],
http:/[www.bopsecrets. org/SI/
bauhaus.htm. http://www.arcin-
texetn.eu/training/research-pro-

gram/.

http:/[www.hb.se/en/The-Swed-
ish-School-of-Textiles/About-
the-Swedish-School-of-Tex-
tiles/News-and-events/News/
News/?NewsId=118125, [Accessed:
2018-01-10].

https://vigga.us/in-english/ [Accessed:

2018-02-08].

http:/[www.eglegandatextile.com/en/
works/projects-with-costume-de-
signer-jolanta-vazalinskiene/,

[Accessed: 2018-02-11].

http://[www.coca-colacompany.com/
press-center/press-releases/coca-
cola-produces-worlds-first-pet-
bottle-made-entirely-from-plants,
[Accessed: 2018-01-20].

https:/[www.google.com/
search?q=BIOPET+PLANT+BOT-
TLE+cOCA+COLA&client=-
firefox-b&dcr=o&tbm=isch&-
source=iu&pf=m&ictx=1&fir=lzae-
6tWiolV9-M%253A%252C9VGq0O-

213

huloYuwRM%252C_8&usg=__
Y3CU-ZQzQbK_-6qufTS6VORCEF-
w%3D&sa=X&ved=0ahUKEwi-
duNvgnafX AhWnagoKHc1kD-
9cQoQEIKjAA#imgdii=ly3S4_
pLVQLrhM:&imgrc=lzae6tWi-
0IV9-M, [Accessed: 2018-02-01].

https://[www.treehugger.com/sustain-
able-fashion/your-next-pair-levis-
could-be-made-old-fishing-nets.
html, [Accessed: 2018-02-01].

http://smarttextiles.se/en/, [Accessed:
2018-03-03].

http://[www2.teijin-frontier.com/
english/sozai/specifics/eco-circle.

html, [Accessed: 2018-08-21].

http://ambelika.lv/JLU_Photobook.
pdf, [Accessed: 2018-06-01].

http://dressedingreen.lt/pieno-balty-
mo-pluostas, [Accessed: 2018-02-
16].

https://dictionary.cambridge.org/dic-
tionary/english/ad-hocism, [Ac-
cessed: 2018-10-01].



' "‘\t:‘i‘ \"11 r\ ‘\:.b'\‘(__\ Ao}
47*&'\5}'&5{:\ ‘;‘\ \ LIS
k ] e ot - -

b ‘T‘-’;;’»’f“i?.:. (X

l\ . ¢




Ziediné
ekonomika
P

dizailnas

Jolanta Januiéniené

Klimato kaita ir aplinkos buklés blogejimas kelia egzistencine gresme pasauliui.
Kad baty galima jveikti Siuos isstkius, kiekvienai pasaulio saliai reikia naujos
strategijos su modernia, efektyviai iSteklius naudojancia ir konkurencinga eko-
nomika. Siuolaikinése imonése svarbi ne tik moderni gamyba, skaitmenizacija,
bet ir atitikimas Ziedinés ekonomikos principams. Gamyba, kurioje taikomas
zaliosios ir ziedinés ekonomikos modelis, kartu turi islikti konkurencinga pa-
saulinéje rinkoje (Bin Shen et al.,, 2019). Spresdami aplinkos buklés blogéjimo ir
klimato kaitos problemas, turime i§ esmés pakeisti prekiy ir paslaugy gamybos
ir vartojimo budus. Tokios veiksmy gairés yra numatytos Europos Zzaliajame
kurse, kurj jgyvendinus tikimasi, kad ZiediSkumas bus integruotas j miisy
kasdienybe ir taps norma. Siuo metu viena i§ did¥iausiy ekologiniy problemy
yra Zemeés ir vandeny tarsa plastikais. Jgyvendinant Europos Zaligjj kursg bus
taikomas sgmoningai pridedamy mikroplastiky kiekio ribojimas ir surenkama
daugiau mikroplastiky visais atitinkamais gaminiy gyvavimo ciklo etapais.

2020 m. kovo mén. Europos Komisija priemeé naujajj Ziedinés ekonomikos
veiksmy plang, kuriame daugiausia veiksmy numatyta iStekliams imliuose
sektoriuose, tokiuose kaip tekstiles, statybuy, elektronikos ir plastiky. Tekstiles
gaminiy strategijoje siekiama skatinti inovacijas ir pakartotinj tekstiles gami-
niy naudojima. Skalbiant sintetinius drabuZius, j aplinkg i$leidziama 35 proc.
pirminiy mikroplastiky, kurie gali atsidurti maisto grandinéje.

Mokslininky kuriami integruoti ekologisko valdymo modeliai siekiant pa-
gerinti tekstilés pramoneés aplinkosauginj veiksminguma (Mousumi Roy et al,,
2020). Kuriamos naujos, atsiperkancios ir perspektyvios tekstilés perdirbimo
technologijos, gristos Ziedinés ekonomikos principais, maZinancios CO_ iSmeti-

ma (Samy Yousef et al., 2020).
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Norint, kad Ziediné ekonomika bty sékminga, jos principai turi buti jgyven-
dinami visais vertés grandinés etapais - nuo dizaino ir gamybos iki vartotojy
elgsenos. Kuriant modernia, efektyviai iSteklius naudojancia ir konkurencinga
ekonomikg, neturi baiti nuosalyje paliktas né vienas Zmogus ir né viena vietove.

Menas, kaip neatsiejama zmoniy gyvenimo dalis, gali ir turi daryti poveikj
kei¢iant Zmoniy poZilirj j aplinkos tarsg ir atsakomybe. Tokias meninio povei-
kio priemones, siekiant atliepti tvarios ekonomikos koncepcija, matome Eglés
Gandos Bogdanienes ir Jolantos Vazalinskienées kuriamuose modeliuose ir eks-
perimentinése mados kolekcijose. Jy eksperimentuose naudojamos medziagos
ir technologijos atkreipia démesj j tarSos problemas, skatina atsakingg vartoji-
ma, kQirybiska ir atsakingg pozitrj j ateities mada.

Vienas i§ btidy mazinti atlieky kiekius yra jy deginimas paverciant jas
elektros ir Silumos energija. Energija gaminama naudojant naujausias techno-
logijas, uztikrinandias didziausig kuro sunaudojimg ir efektyvy iSmetamyjy
dujy valymag.

KarybiSskumas ir inovatyvus poZiliris gali stimuliuoti netikétus, drasius
sprendimus, ieSkant Ziedinés ekonomikos jgyvendinimo perspektyvy. Dizai-
neriy 2020 m. sukurtg kolekcijg ,,CoronART“ papildo aksesuarai, sukurti i§
deginimo atlieky. Termofikaciné jegainé UAB ,,Fortum Klaipéda“, naudodama
iSrtsiuotas komunalines ir pramonines atliekas, gamina $ilumg ir elektra,
tvarko po atlieky deginimo susidariusius dugno pelenus ir $laka. Pasaulyje
atliktais moksliniais tyrimais nustatyta, kad, atsiZvelgiant j aplinkosauginius
reikalavimus, pelenai ir $lakas gali bati naudojami kuriant kompozitines me-
dZiagas statybos sektoriui (N. M. Alderete, et al 2021; M. Pundinaité-Barstei-
giené, et al 2017).

Mokslininky sitlomus peleny ir Slako antrinio panaudojimo scenarijus
papildo menininkiy karybineés idéjos. Siuo atveju dizainerés sitlo panaudoti
atlieky deginimo &lakag kuriant estetiSkus, minimalistiniy formy papuoSalus,
kuriuos dévint baty deklaruojama pilietiné ir ekologiné pozicija, prisidedama
prie atlieky perdirbimo problemos diskusijy ir sprendimo.

Siuolaikinése jmonése svarbi moderni gamyba, perdirbimas ir jy valdymo
technologijos, atitikimas Ziedinés ekonomikos principams. Dokumente ,MA-
NUFUTURE Vision for 2030 teigiama, kad 2030 m. Europa taps efektyvaus
iStekliy naudojimo ir Ziedinés ekonomikos jgyvendinimo lydere. Kita vertus,
pramoneg, vis labiau diegianti skaitmenines, iSmanigsias technologijas, taikyda-
ma Zaliosios ir Ziedinés ekonomikos modelj, turi i$likti konkurencinga pasauli-

néje rinkoje. O tai daZnu atveju nelengvai suderinamas uzdavinys.

218

JOLANTA
JANUTENIENE

Saltiniai:

Europos Zaliasis kursas. https://
ec.europa.eufinfo/strategy/
priorities-2019-2024/european-
green-deal It

Bin Shen et al. Green technology
adoption in textile supply chain
with environment taxes: production,
prices and competition. IFAC
PapersOnLine 52-13 (2019), p.
379-384.

Mousumi Roy et al An integrated green
management model to improve
environmental performance
of textile industry towards
sustainability. Journal of Cleaner
Production, 271 (2020) 122656.

219

Samy Yousef et al. Sustainable
green technology for recovery of
cotton fibers and polyester from
textile waste. Journal of Cleaner
Production, 254 (2020) 120078.

N. M. Alderete et al. Effective and
sustainable use of municipal solid
waste incineration bottom ash in
concrete regarding strength and
durability. Resources, Conservation
and Recycling, Volume 167, April
2021, 105356

M. Pundinaité-Barsteigiené et al. Slaky,
susidaranciy deginant komunalines
atliekas, naudojimas betono

midiniuose. Science - Future of

Lithuania. (2017) 9(5): 524-530.



Projektas ,Mano spalvotas pasaulis®/// WA\ AceIlo1tisnitm i elulek

220 221



Projektas ,Mano spalvotas pasaulis®“/// /// Project “My Colourful World”




Projektas ,Mano spalvotas pasaulis®/// /// Project “My Colourful World”




Projektas ,Mano spalvotas pasaulis®/// /// Project “My Colourful World”

R




Projektas ,Mano spalvotas pasaulis®“/// /// Project “My Colourful World”

g Lo et ,é'lez. 290F~ zaf" YA
ML _ /—{%{ﬁrf}»ﬁﬁf ord or | fff{" W{;W/ T .'_: '.'u

...............

..............

Drierslered Prsons o Lithuama 20




Projektas ,Krizé*/// /// Project “Crisis”

231




Projektas ,Krizé*/// /// Project “Crisis”

233




Projektas ,Krize* /// /// Project “Crisis”




et S S
B e s, [, g
e '-'"a"‘;}*.- Ao

P e L ot
e P

o - -
AR R b 3oyt Radane

B T







Circular
economy

Design

Jolanta Januiéniené

Climate change and deteriorating environment conditions pose an existential
threat to the world. In order to face these challenges globally, every country in
the world needs to come up with a new strategy and a modern economy of effi-
cient use of resources and at the same time retain competition. Besides modern
'production and digitization, contemporary companies have to align with the prin-
ciples of circular economy. At the same time, production based on the green and
circular economy models, needs to remain competitive in the world market (Shen
et al., 2019). Problems caused by deteriorating environment and climate change
call for changes in the production and consumption of goods and services. Guide-
lines for such actions are set by the EU Green Deal, the implementation whereof
is expected to integrate circularity into our everyday life and to become a norm.
One of the worst ecological problems is plastic pollution of soil and water. The im-
plementation of the EU Green Deal will introduce limitations on purposely added
microplastics and more microplastics will be collected during all life stages of a
product. In March 2020, the European Commission adopted a new Circular Econ-
omy Action Plan, where most measures will target sectors with high use of re-
sources, textiles, construction, electronics and plastics among them. The strategy
for textiles production envisions innovation and reuse of textile products in the
sector. When laundered, synthetic clothes release to the environment 35 per cent
of primary microplastics, which may end up in the food chain.

Scientists are busy creating integrated models of ecological management
in order to enhance environment efficiency of textile industry (Mousumi
Roy et al, 2020). They create new, cost effective and viable textile recycling
technologies operating on the principles of circular economy and reduction of CO,
emissions. (Samy Yousef et al., 2020).
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Circular economy can be successful when its principles are realized at all stag-
es of value chain - from design through production up to consumer behaviour.
The building of modern and competitive economy with efficient use of resourc-
es cannot leave out a single individual or location.

Art, as inseparable part of human life is capable of and must make an
impact in changing human perception of environmental pollution and respon-
sibility of every individual. The designs and experimental fashion collections
by Eglé Ganda Bogdaniené and Jolanta Vazalinskiené propose such means of
artistic influence with the aim of predisposing people towards the concept of
sustainable economy. Materials and technologies employed by the artists in
their collections alert the perceiver to pollution problems and encourage re-
sponsible consumption as well as responsible approach to the future fashion.

One of the ways of reducing refuse is waste incineration that transforms
waste into power and heat. Heat is produced with the help of the most ad-
vanced technologies that ensure the maximum efficiency of fuel consumption
and effective cleaning of exhaust gasses.

Creativity and innovative approach can stimulate unexpected and brave
solutions opening ways for transitioning to circular economy. The 2020 collec-
tion CoronART by the two designers includes accessories created from waste
of the incineration process. The combined heat and power plant UAB Fortum
Klaipéda uses sorted municipal and industrial waste to produce heat and pow-
er; it also cleans bottom ash and slag remaining after the process. World re-
search has established that environmental requirements allow using ash and
slag for creating composite materials for construction sector (N. M. Alderete
et al., 2021; M. Pundinaité-Barsteigiené et al, 2017).

The artists’ creative ideas expand the prepositions about secondary reuse
of ash and slag suggested by the scientists. They propose using slag from the
waste incineration process for the creation of aesthetic minimalist ornaments
as a way to manifest one’s civic engagement, ecological stance as well as con-
tribution to the discussion and solution of waste treatment problems.

To align modern production, recycling and the management technologies
of these processes with the principles of circular economy is of paramount
importance for contemporary companies. The document ManuFUTUREVi-
sion 2030 claims for Europe to take the leader role in 2030 in efficient use of
resources and transition to circular economy. On the other hand, increasingly
digitalized and relying on smart technologies industry must remain competi-
tive on the world market as it applies the model of green and circular economy.
In many cases, reconciling these two targets is not an easy task.
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tekstiliniu
kompozit
gamyboje

Monika Kirsnyté

Mes gyvename tokioje technologinéje eroje, kai fundamentinis mokslas vis la-
biau ieSko sankirtos tasky su verslo ar meno sritimis. Noras sukurti kuo inova-
tyvesnius produktus vercia mokslininkus aktyviai bendradarbiauti su skirtin-
gy discipliny atstovais, tobulinant naujas technologijas. Taigi mokslinéje sferoje
yra vis labiau skatinamas glaudus tarpdisciplininis bendradarbiavimas tarp
skirtingy sriciy specialisty, kuris daZniausiai veda prie netradiciniy ir inovaty-
viy problemy sprendimo bady.

Tekstilés pramonés technologiniai procesai yra tiesiogiai susije su moksli-
neés bendruomenes atradimy realizavimu. Tekstiles dizaino ir mokslo sgjunga
gali padéti reik§mingai panaudoti mokslo atradimus ir juos pritaikyti Siuolai-
kinés tekstilés darbuose. Tekstilés dizaino srityje menininkai visuomet iesko
naujy bidy, kaip pagerinti jau turimus pluostus, suteikiant jiems dar nebudin-
gy ypatybiy, pavyzd¥iui, formuojant kompozitinius gaminius. Cia atsispindi
ir prof. Eglés Gandos Bogdanienés ir prof. Jolantos Vazalinskienés iniciatyva,
kurios savo darbuose naudoja dizaino, mokslo ir technologijy sinergijg, ben-
dradarbiaudamos su mokslininkais ir tyréjais. Norédamos pladiau iliustruoti
$ig meno ir mokslo sinergijos verte, VDA studentés dr. Justé Peliulyté ir ma-
gistranté Severija Zukauskyté, vadovaujamos prof. Egles Gandos Bogdanienes,
dalyvavo korybinése dirbtuvése su mokslo atstovais. Elektros srovei laidZiy
audiniy formavimo eksperimentai buvo atlikti bendradarbiaujant su Valstybi-
nio moksliniy tyrimy instituto Fiziniy ir technologiniy moksly centro (FTMC)
specialistais dr. Artnu Stirke ir dr. Monika Kirsnyte. Kartu su mokslininkais
diskutuotos elektrai laidZiy polimery taikymo tekstiléje ir mados dizaine pers-
pektyvos, atlikta serija moksliniy, technologiniy ir kirybiniy eksperimenty,
kei¢ian¢iy poZidrj j mada ir drabuZiy dizaing, funkcionalumg ir iSmaniosios

tekstilés nauda.
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Elektrai laidis polimerai mokslinéje erdvéje yra placiai Zinomi jau daugiau
nei du deSimtmecius. Tai yra organiniai stambiamolekuliniai junginiai, pasi-
Zymintys puikiomis optinémis, magnetinémis, elektroninémis ir svarbiausia
puslaidininkiy savybemis, kurios ir lemia jy specifines laidumo charakteris-
tikas. Sujunge elektrai laidaus polimero ir pasirinkto tekstilinio audinio sa-
vybes, galime gauti naujo tipo medZiagas, t. y. kompozitus. Kadangi elektrai
laidziy tekstiliniy kompozity formavimas turi didele jtaka funkciniy medziagy
ir iSmaniosios tekstilés gamybali, todél ir maisy darbai (atlikti VDA dirbtuvése
ir FTMC) buvo sutelkti i tokio tipo lanks¢iy elektrai laidZiy tekstiliniy kompo-
zity formavima ir tyrimus.

Taikant FTMC mokslininky patentuotg (Lietuvos Respublikos valstybinis
patenty biuras, patentas Nr. 6675) elektrai laidZiy polimery gamybos techno-
logija buvo formuojami unikalls elektrai laidas tekstiliniai kompozitai. Eks-
perimentinése dirbtuvése buvo naudojami skirtingi tekstiliniai audiniai: li-
nas, medvilné, vilna ir poliesteris. éilkograﬁjos metodu ant tekstiliniy audiniy
paskleidZiamas nelaidaus polimero pagrindu paruostas adhezyvus tirpalas
(matrica) kartu su iniciatoriumi. Tuomet audinys dZiovinamas ir atliekama
polimerizacija in situ. Elektrai laidaus polimero susidarymo metu (atliekant
polimerizacijg) ant tekstilinio audinio, padengto adhezyvine matrica, buvo
purskiamas pasirinktos koncentracijos monomero polipirolo tirpalas. Polimeri-
zacijos reakcija vyksta apie 1 min., tuomet suformuotas kompozitas yra dZiovi-
namas. Galutinis rezultatas - norimo dizaino elektrai laidus tekstilés audinys.

Tokie elektrai laidziy tekstiliniy kompozitiniy medZziagy formavimo tech-
nologiniai procesai yra itin naudingi i$maniosios tekstilés pramoneés srityje,
kuriant ir tobulinant lankscius elektrai laidZius tekstilinius audinius. Elektrai
laidziy tekstiliniy kompozity gamyba vaidina labai svarby vaidmenj, norint
sukurti nebrangius ir komerciskai prieinamus iSmaniosios tekstilés gaminius.
Taigi mokslo ir meno sri¢iy jungtis savo ruostu gali papildyti Siuolaikine teks-

tiles dizaino ir mados sampratg naujomis inovatyviomis idéjomis.
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The Fusion
of Science .

and Art in the
Production

ofé’
i

X
D

E
composites

Monika Kirsnyité

We live in a technological epoch when fundamental sciences increasingly look
for points of contact with the fields of business or arts. The desire to create
the art-of-the-state innovative products leads scientists to enter into cooper-
ation with representatives of different disciplines and enhance new technol-
ogies. Interdisciplinary cooperation between specialists of different arenas is
encouraged among scientists, and directs to unorthodox and innovative ways
of problem solving.

Technological processes in textile industry are directly linked with the re-
alization of innovations made by scientific community. The marriage of textile
design and science can significantly contribute to the application of science in-
ventions in contemporary textile works. The artists active in textile design field
are constantly in search for new ways to improve existing fibres by enriching
them with properties they previously did not possess, one of them being the
creation of composite products. Prof. Eglé Ganda Bogdanieneé and Prof. Jolanta
Vazalinskiené are the artists leading the effort to engage the synergy of de-
sign, science and technologies for the mentioned purposes. To that end, the two
artists collaborate with scientists and researchers. Seeking to give a broader
illustration of the value of the synergy of art and science, two VAA students,
supervised by Prof. Eglé Ganda Bogdaniené, Dr. Justé Peliulyté and Master’s
student Severija Zukauskyte were also involved in the creative workshops that
brought artists to team with scientists. The experiments of composing con-
ductive textiles were performed in collaboration with the specialists from the
Centre for Physical Sciences and Technology Dr. Artinas Stirké and Dr. Monika
Kirsnyte. The scientists took part in the discussion on the prospects of applica-

tion of conductive polymers in textile and fashion design. A series of scientific,
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technological and creative experiments were performed during the workshop,
leading to the changes in the approach to fashion and clothing design, function-
ality and practicality of smart textiles.

Conductive polymers (CPs) are known in the field of sciences for over two
decades. They are organic macromolecular structures displaying perfect op-
tical, magnetic, electronic, and most importantly, semiconductive properties
that establish their specific conductive characteristics. By blending the prop-
erties of conductive polymers with selected material, we can produce a new -
composite - type of material.

Since the formation of conductive textile composites has a strong impact on
the production of functional materials and smart textiles, therefore our works
(carried out at the workshops of VAA and FTMC) were focused on composing
and research into such plastic conductive textile composites.

We applied the production technology of conductive polymers (patented by
the scientists of FTMC with the State Patent Bureau of the Republic of Lithu-
ania, patent No 6675) to create unique conductive textile composites. For the
purpose of the experimental workshop, a range of different textiles were used,
linen, cotton, wool and polyester. In the process, screen printing method is
used to cover fabrics with adhesive solution (matrix) prepared on the basis of
non-conductive polymer together with an initiator. Afterwards fabric is dried
and polymerization takes place in situ. Over the course of polymerization that
produces conductive polymer, fabric covered in adhesive matrix is sprayed with
solution of monomeric polypyrrole in a selected concentration. Polymerization
reaction takes approx.1 minute, afterwards the formed composite is dried. The
final result is conductive textile fabric of a desirable design.

Such technological processes of producing conductive composite textiles
are especially useful in the field of smart textile industry, for creating and im-
proving plastic conductive textile fabrics. The production of conductive textile
composites plays an important role, should we desire to create inexpensive and
commercially available smart textiles products. The marriage of science and
art can contribute new innovative ideas to contemporary concept of textile

design and fashion.
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Tvarios
mados =

paradoks

Giedré Jankeviciiité

Mados dizainerés Eglé Ganda Bogdaniené ir Jolanta Vazalinskiené iesko, kaip
aprengti nuo hipervartojimo ir jo generuojamy Siuksliy distancius savo amzi-
ninkus. Vienas Sio dizaineriy tandemo kuriamos tausojancios mados mikro-
manifesty - suknelés ir paltai i§ audiniy, kuriuos jos su savanoriais iSaude i$
nepanaudoty ir iSmesty vilnonés medziagos atraiZy. Jos nuosekliai plétoja ir
ilgalaikés (long lasting) ar belaikés mados koncepcija: elementariy iSgryninty
formy drabuZiai suasmeninami ir su$iuolaikinami pritaikius kei¢iamus aksesu-
arus. Aksesuarai padeda iSlaikyti tai, kad esminga madai - nuolatinio kismo ir
tapatybes raiskos galimybe. Didysis i§Stkis: kaip suderinti tvaruma ir kisma, be
kurio mada negali gyventi, nors kaip tik jis kaskart i§ naujo jsuka vartojimo spi-
rale. Apmastydamos §j paradoksg Eglé Ganda ir Jolanta Zengia daugeliui pazjs-
tamu keliu, aktualizuodamos iSbandyma laiku iStvérusias medZiagas, formas,
rasStus, kuriy neiSsemiamas Saltinis - primityvo kultQira, pirmiausia, Zinoma,
tradicinis Lietuvos kaimo paveldas. Ramybes neduodanti kismo tema inspiravo
ir i§ termodazais marginty audiniy jy sukurtg drabuZiy grupe. Temperatiros
pokyciy veikiamas audinys belaikiam modeliui suteikia novatoriskumo, regima
forma sitlydamas patvirtinima: yra budy suderinti testinuma su kaita, kurios
iSvengti nejmanoma. Mintys apie kismo neiSvengiamybe paskatino kolekcijos
demonstravimui kviestis jvairaus amziaus modelius, taip primenant ziirovams
apie laiko poveikj ne tik madai, bet ir jos vartotojams. Eglés Gandos ir Jolantos
modeliy amZius svyruoja tarp 19 ir 79 mety. Lietuvoje toks pasirinkimas - i$-
Stikis nusistovéjusiai praktikai. Retai kas i§ misy mados dizaineriy ryZtasi ké-
sintis j jaunystés groZio kultg tebepuoseléjancios mados industrijos tabu, nors,
ieSkant kelio | tiesiogine akistatg su drabuZio vartojimo ir vartotojy realybe, tai
biitinas Zingsnis. Nedidelé vienkartiniy drabuZziy grupé, sukurta reflektuojant
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COVID-19 pandemijos realijas, jklinija priverstinés, drastigkos kaitos situacija.
Lengvai dauginamiems dirbiniams priklausantys kombinezonai, kelneés, tuni-
kos, marskiniai su atitinkamais aksesuarais - kaukémis, veido skydais, kapiSo-
nais - liudija, kaip ekstremalios salygos veikia masy vartojimo jprocius. Tros-
kimas apsisaugoti uZgozia tvarumo ir individualumo idealus, norma tampa
vienkartiné apranga, kuri tuojau pat gali buiti pakeista identisku komplektu. Sis
Eglés Gandos ir Jolantos uzfiksuotas dar vienas paradoksas itin akivaizdziai
primena, kad su pliuso Zenklu suvokiama tvarios mados koncepcija kilo ir itin
intensyviai plétojosi minuso zenklu pazymeétais laiko tarpsniais - karo, krizes,
stygiaus salygomis. Kaip tik per §ig prizme Eglés Gandos ir Jolantos kolekcija
skatina pazvelgti ir j Lietuvos mados istorijg, i§kelia tokio tyrimo svarbg. Nuo-
sekliai, sistemiSkai niekas to kol kas néra dares, taciau kolektyviné atmintis
ir jg liudijantys pasakojimai patvirtina, kad Lietuvos mada daugiau kaip puse
$imto mety - nuo 1940-yjy iki pat XX a. pabaigos - plétojosi deficito salygomis,
patyreé karo, tremciy, priverstinés migracijos, Zeminancio daikty stygiaus po-
veikj. Sis ypatumas - iki §iol, pasak psichology, juntamos, sovietmetj i§gyvenu-
sios, i§ savo patirties arba i$ artimyjy pasakojimy karg prisimenancios seneliy
kartos antkams perduodamos traumos dalis. Jis skatina mada suvokti kaip
kompleksiska socialinés ir kultQros istorijos reiskinj, persmelkiantj kasdienybe
ir veikiantj mus daug labiau nei tg samoningai suvokiame.

Skurdo ir stygiaus suvarzyta XX a. antrosios pusés mados raida Lietuvo-
je technologinémis inovacijomis ir iSradimais nepasizyméjo, taciau jai nestigo
perdirbimo batinybés skatinamo sumanumo, kiirybingumo. Zmones, paprastai
moterys, bet kartais ir vyrai - siuvéjai, batsiuviai, - keitési patirtimi, mokydami
vienas kitg jvairiy naudingy dalyky, smulkiy aprangos tobulinimo gudrybiy.
Deficito ekonomikos sukeltas problemas méginta spresti ir valdZios lygmeniu.
Naudingy patarimy, kaip i§ seny, nudévéty aprangos elementy pasigaminti
naujus, netriiko pokario metais, o ir véliau sovietmeciu leistuose vadovuose
Seimininkéms, motery Zurnaly puslapiuose. Taip testos Antrojo pasaulinio karo
mety tikrovés iSgyvenimo praktikos. Karo mety Lietuvos spaudai didelj povei-
kj daré ne vien sava tikrove, bet ir Treciojo Reicho realijos. Jkandin vokietéms
namy Seimininkéms skirty patarimy, kaip perdirbant senus drabuZius ar batus
pasigaminti ka nors nauja, reguliariai $ia tema rasé ir Lietuvos periodiniai leidi-
niai, pavyzdziui, populiarus iliustruotas Zurnalas Savaité, kuriuo ¢ia remtasi,
iliustruojant pasakojima apie karo laikus. Anonimo tekstg ,,Sena skarele, nauja
skrybeélé“ viename 1943 m. rudens Savaités numeriy iliustruoja patrauklios,
netgi elegantiskos, greic¢iausiai vokie¢iy manekeniy, dévinéiy i§ seno Silkinio
Saliko pagaminta ,Languotg Silkine skybeélaite®, , Tibeto kepuraite“ i§ margos

keturkampés skaros su tamsiu krastu ir ,Kuty diademg“ i§ kutais puostos
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skraistes, fotografijos'. Smarkiai jliemenuoty kriatinés apimtj pagal laiko mada
akcentuojanciy moterisky palaidinukiy, kurias sitilyta pasisifiti i§ seny vyrisky
marskiniy, pieSiniai kitame Savaités numeryje irgi akivaizdZziai buvo perkelti
i§ vokiskos spaudos puslapiy®. Straipsnelio ,,Kad kojos nesalty“ autoré (ar auto-
rius) sitilé nagingoms lietuvisko Zurnalo skaitytojoms pasigaminti ,Siltas kam-
barines kurpaites®, kurioms tinka ,likutis seno filco, gelumbes, milo ar kitokios
medZiagos, o padui tereikia ,,$pagato arba kanapinés virvutes, rekomendaci-
jas papildydama patraukliais vaizdais®. Analogiskus patarimus ir savadarbés
avalynés modeliy fotografijas spausdino Vokietijos, taip pat jai prie$iskos Brita-
nijos ir okupuoty kragty - Cekijos, Estijos - spauda. Sios bendraeuropines, gal
net globalios mados kryptj pakeité pokario ekonominis bumas. Tiesa, ne visur
vienodai greitai. Vakary Europa Se$tajj deSimtmetj pasitiko gerokai atsigavusi,
optimistiskai Zvelgianti j ateitj, o Lietuvoje modernizacijos atgarsiai pradéjo
jaustis tik po gero deSimtmecio - mazdaug nuo Sestojo deSimtmecio pabaigos.
Ligi tol gyventa kaip per karg. Jau minétoje Savaitéje naciy okupacijos me-
tais pasirode patarimai, padiktuoti desperatisky pastangy kovoti su praktiskai
nejveikiamu skurdu ir nepritekliumi, neprarado savo reikSmés dar bent de-
Simtmetj, racionaliam pragmatizmui vis labiau stelbiant ankstesnes pastangas
islaikyti bent Siokius tokius orumo likudius ir elegancijos rudimentus. ,,Jei jasy
palto apykaklé nusidévéjus arba jos i§ viso néra“, karo mety zurnalas sifilé
ieSkoti vilnonio audinio atraiZos ir pasigaminti kapiSong-kepure-Salika, kuris
atstoty palto apykakle ir ,,suteikty veidui gyvumo*. Karo metais kazkg galbut
jkvepe ir realijas perteikes priminimas, kad ,,i§ Siltesnés suknelés ar nudéveéto
apsiausto dar ne visai suplyS$usiy viety“ galima pasisiati jvairiausiy naudingy
daikteliy: ,getras, kurios ne tik atstos trikstamas vilnones, bet ir uzdengs la-
bai jau suadytas senas kojines, pirStines, muftg, rankinuka“’. Pavasarinj paltg
rekomenduota siati platesnj, kad jis kristy ,palaidomis raukslémis“ ir jo nerei-
kety daznai lyginti: ,tuo blidu ne tik sutaupoma laiko, bet ir medZiaga ilgiau
tveria, kai ji daZznai negruzdinama karsta laidyne“. , Jeigu jisy nertinukas jau
apnesiotas ir vietomis tiek pradiles, kad nebegalima jj iSardyti ir i§ naujo per-
megzti‘, tai, pasak anoniminés komentatorés (komentatoriaus), ,i§ sveikesniy
megzty gabaly galite pasisiti naujg drabuZj, kombinuodamos jj su medZiaga“’.
Vasarinius batukus sitlyta pritaikyti Ziemai perdaZant juos tamsia spalva ir
uzdedant ant vir§aus ,,medZiagines getras®, teikianc¢ias dvigubg nauda: , kojoms
bus $il¢iau ir nesimatys gausiy kojiniy suadymy“®. Visi $ie patarimai isliko ak-
tualls dar kelis deSimtmecius. I§ karo pabaigos ir pokario mety iki masy at-
keliavo pasakojimai apie megztas i$ popieriaus juosteliy skrybéles, kabliuku i§
binto atraiZy nunertus batukus vaikams ir paaugliams, soviety desantininky

parasiuty Silko sukneles ir palaidinukes, o istorijomis apie dukroms persiatus
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mamy paltus, i§ kartos | karta keliaujanc¢ius vyriskus batus ir kostiumus, ar-
domus ir permezgamus megztinius, nuolat adomas kojines mielai dalijasi vai-
kyste ir paauglyste papraSyti prisiminti dabartiniai SeSiasdeSimtmetiai, net
penkiasdeSimtmeciai, visa tai patys patyre ,brandZziojo socializmo“ epochoje
ir sovietmecio pabaigoje. Net nubégusios plony moterisky kojiniy akys iki XX
a. pabaigos buvo renkamos namy salygomis - kojinés buvo deficitas, brangiai
kainavo, todel daugelis motery stengesi jsigyti specialy kabliuka ir iSmokti juo
naudotis. Deficito sglygomis klestéjes drabuZziy namudinis perdirbimas, kaip ir
rankdarbiai, buvo labiau neiSvengiamybé nei pomeégis. Miestietés mezge, siu-
vo, adé, siuvinéjo, taciau audimo staklés daugiabuciuose netilpo. Taigi audiniy
deficitas bent iki septintojo deSimtmecdio papildomai skatino miesto ir kaimo
mainus. Oficialiy Sio proceso Saltiniy néra, jj fiksuoja tik sakytiné istorija ir
egodokumentai - laiSkai, dienoras¢iai, prisiminimai. PavyzdZiui, rasytoja ir ak-
toré Aldona Liobyté 1954 07 19 laiSke artimai draugei dailininkei Jutai (VjeiEytei
sitilosi i$ jai pazjstamos pardaveéjos jgyti deficitinio madingo audinio: ,, Tu mi-
néjai, kad Tau patikty medziaga juodais ir baltais langiukais. Lyg ir Zadu gauti.
Nupirkti Tau kostiumui? Namie austa i§ grynos vilnos. Jei gausiu - paimsiu Tau
ir sau.’ Iskalbingai Sestojo deSimtmecio vidurio aprangos rinkg Vilniuje Lio-
byté apibtdino 1955 06 13 rasytame laiske Sibiro tremtyje atsidtrusiai Seimos
bi¢iulei farmacininkei Marijai Janulevicienei: ,MedzZiagy paltui gauti krautuvéje
nejmanoma: minia net QZia, ja tvarko milicija. Ir vis délto visi vaiksto apsivilke:
per paZintis gauna arba artelése uzsisako. [..] Kaune ir pakaunése zmoneés jgu-
do namie austi - kad iSaudzia graziy vilneliy, tai tik zitirék! Ir ag nesioju austinj
rainiukg kostiuma. Sitlai vogti i§ fabriky.“'

Sedtajame dedimtmetyje Lietuvoje i¥ fabriky buvo vagiami vilnoniai sitilai,
o septintajame jau pasirodé sintetiniai audiniai, vogty prekiy sandeliukuose
greta vilnos atsirado akrilas: deficito ekonomika lanksciai sureagavo j pasaulio
technologines inovacijas. Soviety Lietuva, nors ir daug démesio buvo skirta
tekstilés pramonei ir technologijoms, nesuktré nieko, kas prilygty Silka pa-
keitusiai viskozei ar lanitaliui - siilams ir audiniui i§ kazeino pluo$to, kuriuos
Mussolinio Italija Slovino kaip naujos valstybés naujos ekonomikos ateities
produkta. Naujadaras lanital sujungeé italiSkus ZodZius pienui (latte) ir vil-
nai (lana) pavadinti su valstybés vardu (Italia). ISradimg 1935 m. patentavo
inZinierius Antonio Feretti, o nuo 1937 m. lanitalj gamino chemijos gigantas
»SNIA-Viscosa“. Lanitalis buvo svarbus Italijai ekonomigkai, bet ne maZiau ir
ideologiskai. ISradimas leido plétoti uZzdarg tekstilés rinkg karo ir ekonomineés
krizes salygomis: nuo 1935 m. italai kariavo Afrikoje, sunkumy sukele netiketai
dideleé gyventojy persikraustymo j miestus banga. Naujo audinio i§radimas ins-

piravo ir jsidémeéting avangardinio meno klirinj - 1937 m. valstybés uZsakymu

280

CIEDRE

JANKEVICIUTE

lTavarios mados

paradoksal

futuristas Filippo Tommaso Marinetti parasé poema apie drabuZius i$ pieno, ja
apipavidalino tuomet dar visigkai jaunas dizaineris Bruno Munari''. Po Antrojo
pasaulinio karo greitai susidévintj lanitalj iSstimeé pigesni ir praktiskesni audi-
niai - pirmiausia taktilinémis savybémis jam artimas minkstas, purus, lengvas
ir Siltas akrilas. Prisiminti kazeino pluostg paskatino Siuolaikiné tvari mada.
Viena kazeininio audinio gaivintojy vokieciy stilisté ir mikrobiologé Anke Do-
maske ir jos jmoneé ,Qmilk“ gamina tokj pluostg i§ nei§parduoto pieno, skirto
iSpylimui. Ji sugebéjo sumazinti toksisky procesy faze palyginti su medvilnés
gamyba sutaupo vandens. Audinys perspektyvus, nes turi antibakteriniy ir ter-
moreguliaciniy ypatybiy, tinka drabuZiams, bet pritaikomas ir medicinoje, au-
tomobiliy salonuose. Kazeininio pluosto i§radimo ir atradimo pavyzdys - viena
i§ daugelio senos patirties gaivinimu gristos tvarios mados genezés iliustracijy.

Bene vienintelis rySkus deficitinés soviety laiky Lietuvos tekstilés pramo-
nés laiméjimas, kuriuo pagrjstai galime didZiuotis, - 1960 m. Kauno tekstilés
fabrike , Kaspinas“ sukurta dirbtiné kraujagysle. Jg ,, Kaspino“ istorijai skirtoje
parodoje i Nacionalinio M. K. Ciurlionio dailés muziejaus plétojamo ciklo ,,Di-
dZzioji pramoné“ prie§ keletg mety pavie$ino kuratoré Auksé Petruliené. ,Kas-
pino“ aorta buvo pristatyta ir Lietuvos dizaino 100-mecio parodoje ,Daikty
istorijos®, surengtoje minint Nepriklausomybés Simtmetj 2018-aisiais Naciona-
linéje dailés galerijoje Vilniuje'2.

Sis kuriozas ¥adina nostalgija neissipildziusiai istorijai, kita vertus, prime-
na, kad toks i8sipildymas jmanomas tik pasauliui atviroje Salyje. Eglés Gandos
Bogdanienés ir Jolantos Vazalinskienés idéjos ir jas jktnijanc¢ios mados kolekci-
jos - Sio atvirumo iSraiSka ir dar vienas patvirtinimas, kad atsikraciusi ilgame-
¢io deficito nulemty deformacijy, Lietuvos mada pradeda ieskoti konceptualaus
rysio su savo lokalia praeitimi, kuri tampa ne traumos, o naujy kirybiniy ins-
piracijy Saltiniu.
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The
Paradoxes
Of A
Sustainable

Fashi

2854

Giedré Jankeviciiité

Fashion designers Eglé Ganda Bogdaniene and Jolanta Vazalinskiené seek
ways to dress their contemporaries who suffocate from hyper-consumption and
refuse. Dresses and coats from cloth, woven, with volunteers, from unused and
discarded strips of wool appear as a mini manifest of sustainable fashion created
by this designer tandem. They also consistently evolve the concept of long-last-
ing or timeless fashion. Such clothes fashioned in elementary, pure shapes are
personalized and given contemporary look by adding interchangeable accessories,
which allow preserving the definitive characteristics of fashion - the possibility of
constant change and expression of identity. The ultimate challenge is to reconcile
sustainability with transformation without which no fashion exists; yet, change is
exactly what winds up the spiral of consumption - again. Reflecting on this para-
dox, the two artists take a rather familiar path to actualize time-tested materials,
forms and patterns. Their bottomless source is primitive culture, and surely, first
of all, the traditional heritage of the Lithuanian countryside. The driving theme
of change inspired a group of pieces from materials patterned in thermal dyes.
These materials alter colours under changing temperatures rendering the timeless
designs innovative, an obvious manifestation of ways to reconcile continuity with
the nearly inescapable phenomenon of change. Further contemplation of the inevi-
tability of change inspired the artists to invite models of different age groups, as a
reminder to the viewer of the impact of time both on fashion and on its user. Their
models range from 19 to 79. This is quite rare in Lithuania. Fashion designers are
still hesitant to upset the taboo of fashion industry with its cult of youthful beauty,
though it is the first step not to be evaded leading to the authentic encounter with
the real world where clothing is used and the users of it exist.

A small group of disposable clothing crafted in response to the COVID-19 reality
reflects the situation of inflicted and drastic change. Overalls, trousers, tunics,
shirts with accordingly chosen accessories - masks, face shields, hoods - symbol-
ize simple-to-multiply reality. They are also witnesses of the impact of extreme
situations on our consumption habits. The instinct for self-protection overrides
the ideals of sustainability and individuality, making disposable and immediately
replaceable outfits a norm. This paradox recorded by the two artists is an obvious
reminder that the concept of sustainable fashion with a ‘plus’ emerged and devel-
oped with intensity during periods marked by a ‘minus’ under conditions of war,
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crisis and shortage. It is the perspective that the collection by Eglé Ganda Bogdaniefi¢ 2 D R £

T'he Paradox&som the war years. The guidance provided by the same Savaité during the years of

and Jolanta Vazalinskiené offers on the history of Lithuanian fashion, emphasising the VA £ )/ CIUTE

relevance of such a research. This approach has never been pursued in a consistent
and systematic way, but the collective memory and supporting fragmented narratives
establish the fact that the Lithuanian fashion, from the 1940s through to the end of the
20th century, developed under conditions of deficiency; it experienced war, deporta-
tions, forced migrations and humiliating material shortage. This condition is part of
the big trauma inflicted by Soviet years and war, recalled either from experience or
through family stories, still felt, according to psychologists, and handed down from
grandparents to grandchildren. Fashion therefore emerges as a complex phenomenon
rooted in social and cultural history, which impregnates our mundane life reaching into
the deeper levels than we consciously recognize.

The development of sustainable fashion in Lithuania of the second half of the
2oth century, clamped by poverty and want, did not happen through technological
innovation or discovery. It was not, nevertheless, short of resourcefulness and inven-
tiveness boosted by the need to recycle. Men and women shared experience; mostly
women, but men too, usually tailors and shoemakers, taught each other useful ways
of crafting stuff and small tricks of improving pieces of wear. There were attempts on
the government level to solve the problems caused by the economy of ‘deficit’. During
the post-war and Soviet period, housewives’ handbooks, women’s magazines carried
countless practical tips how to transform the old and worn elements of clothing into
new ones. It was in continuation of the Second World War survival practices. War
Lithuanian press experienced a strong impact by the reality of the Third Reich. Fol-
lowing the suit of the publications to the German housewives instructing them on
recycling worn clothes or shoes into new items, the Lithuanian popular illustrated
magazine Savaité would regularly enlighten its readers on the topic. Thus, an anony-
mous story, Old Scarf, New Bonnet in one of the 1943 autumn issues is illustrated by
lovely and even elegant pictures of most likely German models wearing a ‘Chequered
silk bonnet’, ‘Tibetan cap’ from a patterned square scarf with a dark fringe, and a
‘Tassel diadem’ from a tassel-fringed cloak.! The drawings of wisp-waisted, breast
emphasising women’s blouses, in line with the day’s fashion, which the magazine
recommended to sew from worn men’s shirts, were obviously borrowed from the
pages of German press.? A short story How to Keep Your Feet Warm, from a male or
female writer, recommends to the skilled readers of the Savaité the crafting of ‘warm
slippers’. They can use ‘a piece of synthetic felt, coarse wool cloth or other fabric’
while for the sole they need a ‘pack thread or hem cord’. The design is illustrated with
attractive images.® The press of Germany’s adversary, Britain, as well as that of the
occupied countries, Czech Republic and Estonia, also provided parallel advice and
pictures of handcrafted footwear. This Pan-European, if not global trend of fashion
was replaced by a post-war economic boom. This process was not everywhere at the
same rate, however. Western Europe entered the 1950s fairly recovered and with an
optimistic future vision, whereas it was only in a decade, roughly from the late 1950s,
when modernization reached Lithuania. During that period life did not differ much
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unconquerable poverty and want, remained relevant throughout the entire decade
when bare pragmatism came to flout the earlier struggle to retain at least some re-
mains of dignity and elegance. ‘If your coat has a worn-out collar or it is missing all
together’, the magazine recommended that you find a piece of wool cloth and make
a hood-cap-shawl to replace the coat’s collar and to ‘enliven your face’.* Somebody
must have been inspired by the notice, closely reflecting the reality, that ‘less torn-
out parts of a warm dress or cloak’ can be used to make all kinds of useful things’.
These can be ‘leg warmers, which will not only replace absent wool stockings, but
will hide the old and heavily darned ones; a pair of gloves, or a purse’.’ It is better
to tailor your spring coat loose, falling in ‘free pleats’, then it does not need frequent
ironing: ‘this not only saves time, but the material lasts longer as it is not grilled by a
hot iron’. ¢ ‘If your sweater is badly worn, in some places so frayed that it is beyond
unravelling to reknit it, then, according to an anonymous commentator, ‘you can
use its better parts in combination with cloth’.” Summer shoes can be adjusted for
winter by dyeing them in a dark colour and covering with cloth leg warmers. They
will be doubly useful: ‘your legs will be warmer and plentiful darning will not show”.*
Stories about hats knit from paper strips and shoes for kids and teenagers crocheted
from ripped bandages, dresses and blouses from Soviet paratroopers’ parachute silk
have reached us from the days of the end of war and post-war years. Meanwhile,
stories of mothers’ overcoats refashioned into clothing for their daughters, men’s
shoes and costumes handed down from generation to generation - not to mention
those reknit sweaters or darned socks - come from stories by men and women now
in their seventies and even sixties. This is how they were dressed when Soviet years
were about to end. Until the end of the 2oth century, even the ripped women’s ny-
lons would be mended at home using a special darning needle. Stockings were hard
to come by and expensive, thus many women preferred acquiring a special darning
needle and learning to use it. The recycling of clothing that thrived at the time of
want, together with crafts, was more a necessity than a pastime. Women in towns
would knit, sew, darn and embroider, yet town homes could not accommodate looms
for weaving. Thus, the undersupply of fabrics promoted exchange between towns and
the countryside. There are no sources documenting this process, it is recorded only by
oral history and ego-documents: letters, diaries and memoirs. For example, the writer
and actress Aldona Liobyté in her letter dated 19 07 1954 to her close friend, artist Juta
Ceityte, proposes to acquire some fashionable fabric from her supplier, because it is
not available otherwise: “You once mentioned you would love a piece of black and white
tartan. I may be able to get some. Shall I buy you a piece to make a suit? Home woven,
pure wool. If I come by it, I’ll buy a piece for you and for myself.” A vivid description
of the clothing market in the mid -1950s in Vilnius is found in A. Liobyte’s letter to
her family friend, the pharmacist Marija Janulevi¢iené in Siberian exile: ‘There is no
way purchasing any fabric for a coat at the store, such is the din of the crowd that it is
disciplined by police. Yet everyone is dressed, some find all loops or order from small
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weavers. [...] In Kaunas and around it, people have built skills of weaving, and the woGl/ £ D R £ ‘ T'he Paradoxes
cloth they make is a feast to the eyes. I also wear a woven tabby suit. The yarn is stoldad VALV /C/ 01k of Sustainable Fashion
from the factories."’
In the 19505, wool yarn was stolen from the Lithuanian factories, but in the 1960s,
synthetic materials found way into the tiny storages of stolen commodities; alongside
with wool, these traders could offer acrylic: the economy of scarcity responded to the FEndnotes
world's technological innovations. Acrylic fabrics were imported. Soviet Lithuania, de- -
spite the importance of its textile industry and technologies, failed to create anything
to equate viscose that replaced silk or lanital - thread and cloth from casein fibre. The
new coinage lanital merged two Italian words for milk (latte) and wool (lana) with the

name of the state (Italiad). Mussolini’s Italy glorified it as the future product of the new
economy of the new state. The invention was patented in 1935 by the engineer Antonio
Feretti, and from 1937, lanital was manufactured by the chemistry giant SNIA-Vis- 2| Savaité, 20 03 1943, No. 11, p. 175.
cosa. Lanital played a significant role in the economy of Italy, and was an ideological
asset. The invention provided for the development of the inside textile market under
conditions of war and economic crisis: from 1935, the Italians were at war in Africa; an 4| Savaité, 16 011943 No. 2, p. 31.
unexpected, huge wave of resettling into towns caused great difficulties. The invention
of the new fabric inspired a notable piece of avant-garde art. In 1937, on state commis-

1| Savaité, 23 10 1943, No. 42, p. 669.

3| Savaité, 13 11 1943, No. 45, p. 717.

5| Savaité, 06 021943, No. 5, p. 79.

sion, the Futurist Filippo Tommaso Marinetti wrote a poem Milk Dress, designed and 6| Savaité, 13 031943, No. 10, p. 159.

illustrated by a young designer Bruno Munari. After the World War, cheaper and more

practical fabrics, firstly, soft, puffy, light and warm acrylic supplanted lanital, which 7| Savaité, 18 09 1943, No. 37, p. 589.

wore so fast. The contemporary sustainable fashion brought casein fibre back to stage. 8| (Savaité, 27 11 1943, No. 47, p. 749)

One of the revivers of casein fibre, the German stylist and microbiologist Anke Do-

maske and her company Qmilk, make such fibre from milk wastage. She managed to 9 | (Aldona Liobyté (1915-1985). Korespondencijos fragmentai, comp. Giedré Janke-
reduce the toxic phase and conserve water in the process. The potential of the fabric viciaté, Gintaré Breiviené, Vilnius: Lietuvos raSytojy sajungos leidykla, 2015, p.
relates to its antibacterial and thermoregulatory properties, it can be used for clothing, 51

in medicine and automobile cabins. The example of the birth and rebirth of casein fibre 10 | Op. cit., p. 225.

is one of numerous illustrations about the genesis of sustainable fashion as the revival

of old practices. Probably the only prominent achievement of the deficient Soviet-peri- 11 | Daikty istorijos. Stories of Things, katalogas, sudaryt. Karolina Jakaite, Gied-ré
od Lithuanian textile industry we can take pride in, is the artificial blood vessel creat- Jankevitiate, Ernestas Parulskis, Gintauté Zemaityte, Vilnius: Lietuvos dailés
ed in 1960 at the textile factory Kaspinas in Kaunas. This achievement was publicised muziejus, 2018, p. 84-8s5.

several years ago by the exhibition dedicated to the history of the factory, the event
curated by Aukse Petruliené at the National M. K. Ciurlionis Art Museum as part of
the museum’s cycle The Great Industry. The aorta born at the Kaspinas factory was
introduced also by the exhibition Stories of Things. Lithuanian Design 1918-2018 at
the National Gallery of Art in Vilnius on the occasion of Lithuania’s statehood cente-
nary."! This paradox evokes nostalgia for history that was never fulfilled; on the other
hand, it is a reminder that such a fulfilment is possible only in a free country. The
ideas by Eglé Ganda Bogdaniené and Jolanta Vazalinskiené and the fashion collections
inspired by them are a manifestation of this openness. It is also one more proof that
Lithuanian fashion has liberated from the deformations of the long lasting insuffi-
ciency and seeks to conceptualize its link to the local past, no longer as the source of
trauma, but of new creative inspirations.
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Menininké | Zydruté Ridulyté | Artist

Menininke | Lina Jonikeé | Artist

Muzikantas | Gediminas Laurinavi€ius | Musicologist
Menotyrininké | leva Kuiziniené | Art Critic
Menininke | Jolanta Vazalinskiené | Artist
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Menininkas | Linas Katinas | Artist
Dizaineré | Au$ra Lisauskiené | Designer
Menininké | Eglé Paulina Pukyté | Artist
Menininkas | Kostas Bogdanas | Artist
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POPIERIUS
Galery Art Mat 130 g/m?

SRIFTAI
FreightMicro Pro otf; Cio otf

SPAUDE
UAB BALTO print

baltoprint.com

TIRAZAS
300



