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REZUMAT

Articolul de față își propune să exploreze modul în care cercetarea artistică este folosită 
în proiecte de design vestimentar contemporan prin identificarea caracteristicilor specifice 
ale activității de cercetare artistică. Cercetarea este esențială pentru designul vestimentar, 
dând substanță ideilor designerului. Pe tot parcursul acestei lucrări vom investiga procesul 
de cercetare din spatele unei colecții, dezvoltarea conceptului, modul în care narațiunea este 
folosită de designeri precum Prada, în scopul de a descoperi importanța cercetării pentru 
design vestimentar. Vom fi ghidați în demersul nostru de lucrările unor autori de seamă din 
domeniul teoriei și practicii modei precum Caroline Evans sau Valerie Steele. Vom investiga, 
de asemenea, implicațiile abordărilor artistice și ale aproprierii artistice în moda contemporană. 
Există o anumită simbioză între artă și modă datorită interesului lor comun pentru dimensiunea 
vizuală. Bazându-ne pe analiza lui Suzy Menkes a trei perioade în care, potrivit jurnalistei de 
modă, această relație a fost deosebit de intensă, vom încerca să prezentăm importanța unei 
astfel de simbioze în proiectele de design vestimentar contemporan.

Pentru o mai profundă analiză a subiectului central al acestei lucrări, am ales ca studiu 
de caz activitatea desfășurată de Departamentul de Modă-design vestimentar din cadrul 
Universității de Artă și Design din Cluj-Napoca. Scopul studiului de caz este de a analiza și 
a înțelege modul în care cercetarea artistică este aplicată în metodele de predare și învățare 
în acest departament. Pornind de la conceptele pe care designerii au ales să-și construiască 
colecțiile și de la modul în care proiectele lor finale influențează alți designeri și comunică 
un statut cultural și artistic al lumii contemporane, scopul nostru este de a dezvălui faptul că 
cercetarea artistică este un element important în crearea proiectelor de design vestimentar.

* Oana Stan este cercetător independent și editor de modă online la Zipcode Fashion în Cluj-Napoca. 
Oana Stan is an independent researcher and an online fashion editor at Zipcode Fashion in Cluj-Napoca.
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ABSTRACT
This article aims at exploring the way in which artistic research is used in contemporary 

fashion design projects by identifying the specific features of the artistic research activity. 
Research is central to the fashion design process, giving substance to the designer’s ideas. 
Throughout this paper we shall investigate the thinking process behind a collection, the concept 
development, the way in which storytelling is used by such designers as Prada in order to reveal 
the importance of research for fashion design. Guiding our research will be the works of such 
crucial figures in fashion theory and practice as Caroline Evans, or Valerie Steele. We shall 
also investigate the implications of artistic approaches and appropriation in contemporary 
fashion. There is a certain symbiosis between art and fashion, due to their shared interest in 
the visual dimension. Relying on Suzy Menkes’ analysis of three periods when, according to the 
fashion writer, this exchange was particularly intense, we shall try to unfold the importance of 
such a symbiosis in contemporary fashion design projects.

For a thorough analysis of this paper’s central topic, we chose as case study the activities 
deployed by the Fashion Design Department within the University of Art and Design from 
Cluj-Napoca. The purpose of the case study is to analyse and understand how artistic research 
is applied in teaching and learning methods within this Department. From the concepts on 
which the designers choose to construct their collection, to the way in which their final designs 
influence other designers and communicate a cultural and artistic status of the contemporary 
world, our aim is to reveal the fact that artistic research is an important element in the creation 
of fashion collections.   

KEYWORDS: artistic research, fashion research, contemporary, fashion projects, 
academic projects

Researching Artistic Research 
Due to the postmodern critique of knowledge in the humanities and social sciences, 

a solid theoretical approach in these fields was needed. In the context of the dissolution of 
cultural hierarchies, during the late 1980’s a new interest, based on an interpretative approach, 
led to the introduction in academic studies of the term “artistic research”. Different approaches 
to this term were introduced by leading academic figures such as Christopher Frayling, Alain 
Findeli, Mika Hannula, Juha Suoranta, Tere Vaden, or Wolfgang Jonas, so inevitably, the term 
gained many meanings, connotations and implications. It is still undergoing a search for a 
convincing definition. What is certain, though, is the fact that it provides the researchers with 
intellectual challenges and learning experiences, participating meanwhile in the development 
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of a theoretical basis for the field of art. Three main concepts stand at the basis of the on-going 
struggle for the autonomy of artistic research: “research into art and design”, “research for 
art and design” and “research through art and design”(Frayling, 1993, p.5). Each theorist has 
approached these concepts from different perspectives, but despite the theoretical differences 
and nuances, the art work is the focal point. Mika Hannula, Juha Suoranta, and Tere Vaden 
offer, in their book Artistic Research – Theories, Methods and Practices, a very methodological 
and didactic presentation of the tools of artistic research and how they can be used by both 
artists and researchers in their work. According to them, in artistic research, experientiality 
represents the very core of research, artistic research must be self-reflective, and self-critical, it 
should always be placed in a historical and disciplinary context. One should use a diversity of 
research methods, presentation methods and communication tools, and should also explore the 
dynamic of a research group situation, which can provide a critical environment, and hold the 
ability to share thoughts and emotions. They also mention the hermeneutic and interpretative 
quality of research (Hannula, 2005, pp.109-18).

But what may be the purpose of such a theoretical approach to art and design? Mika 
Hannula et al. also present a set of goals through which the relevance of this approach becomes 
evident. According to them, artistic research produces information that may serve practice, it 
can develop methods which can help the process of creative work, it increases understanding 
“of the link between art and its social, cultural, and pedagogical context, helping to position 
the artist’s work in a wider context” (Hannula, 2005, pp.109-18). The goal of artistic research 
is also to develop artistic activity, to analyse art and its current trends from a critical point of 
view, and to rethink and question the role of the artist as well as “the consequences not only 
of the death of the author, but also of the significant increase of collaborative artistic efforts, 
and the question of the role of an artist in society at large” (Hannula, 2005, pp.109-18). Thus, 
the aim of artistic research is to produce a new kind of information that is not introspective but 
combinative, outward-looking and seeking new connections.

What is Fashion Research?
One of the issues faced by artistic research is that it often borrows theories from other 

disciplines in order to demonstrate its own theories and hypothesis. Wolfgang Jonas argues 
against this practice, and discusses the risks of such an approach for the development of this 
discipline, with an emphasis on design: “Theory-building (mostly about design) is left to those 
reflecting disciplines as philosophy, cultural studies, etc. that are only marginally interested in 
design’s fitness for its essential function: the conception and projection of human conditions 
of living. Although the descent will be concealed for a while due to its economic relevance, 
this is a vicious circle, turning design into an appendix of marketing” (Jonas, 2007, p.188). So 
he encourages the development of theories, and implicitly a theory for art and design, and he 
believes that in order to build one in these fields, one needs to consider the practice of art and 
design, and develop a theory for the practice. He divides the artistic research into two paradigms: 
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“research through design” and “design through research”. The first one is backward oriented, 
because it is a reflection and an interpretation of the artistic and design practice conducted 
by theoreticians, academicians, researchers from other disciplines, and the latter paradigm is 
forward thinking because it is done by practitioners and educators in the design discipline, and 
is primarily focused on practice (Jonas, 2007, p.202). 

Jonas’ analysis on artistic research and his proposition for a theoretical approach on the 
field of design helps us introduce in the discussion the notion of fashion research. If we apply 
the model of the two paradigms as presented by Jonas, we have “research through fashion” 
and “fashion through research”. The first one focuses on the finished fashion product and its 
impact on society, culture and its own field of study, while fashion through research is done by 
practitioners and educators in the discipline of fashion design, it is centred on the process and 
production of fashion design and it should always be forward thinking. In other words, research 
through fashion is actually fashion studies, and fashion through research is the way in which 
fashion design uses research in order to introduce new trends, new shapes, and new ways of 
understanding clothes. Although in recent years fashion studies have gained importance in the 
field of academic research, the same thing cannot be said about the research through fashion. 
Due to the nature of the present paper, we will mostly operate within the paradigm of research 
through fashion, but we will explore the second paradigm as well when we discuss our case 
study, the Fashion Design Department within the University of Art and Design in Cluj-Napoca.

Research through Fashion: The Implications of Artistic Approaches in 
Contemporary Fashion Projects

The interdisciplinary aspect of fashion is not unfamiliar to fashion theory. But out of 
all the fields in which fashion is reflected, and which are reflected in fashion, like history, 
anthropology, sociology, psychology, art is probably the most complex and symbiotic field 
with which fashion has a relation. As Elizabeth Wilson says, the “serious study of fashion 
has traditionally been a branch of art history” (Wilson, 2007, p.15). Since the beginning of 
the theoretical study of fashion and its on-going struggle to gain autonomy and academic 
recognition, art and art history were used to attest the value of a garment. Fashion and dress 
historians, relying on an “object based” research, such as Valerie Steele and Lou Taylor, even 
proposed a garment analysis based on Jules Prown’s theoretical work. Prown categorised the 
process of garment analysis into three main stages: Description, Deduction, and Speculation. 
The description stage constitutes “the recording of internal evidence of the object itself” (Prown, 
1982, p.7), the deduction stage is, by contrast, concerned with “interpreting the interaction 
between object and the perceiver” (Prown, 1982, p.8), and the last stage, the speculative one, 
consists of “framing hypotheses and questions which lead out from the object to external 
evidence for testing and resolution” (Prown, 1982, p.10). Malcolm Barnard, in Fashion Theory, 
A Reader, reveals that Prown’s research is also based on the work of Fleming: “According to 
Steel, Prown cites the earlier work of Fleming as a ‘model for his own work’, and she describes 



63

IRREGULAR, VOL. 1, ISSUE 1, 2016
Cercetarea despre, prin și pentru artă / Research about, through and for Art

it as a ‘supplement’. Fleming (quoted in Steel 1998) suggests a four-part method: identification 
(factual description), evaluation (judgement), cultural analysis (relationship of the artefact to 
its culture), and interpretation (significance). This method is proposed by Steel as a way of 
investigating or ‘reading’ items of dress” (Barnard, 2007, p.8). It, of course, resembles the more 
compact model which Prown proposed, but what is important to keep in mind after reading both 
approaches to the subject of dress history is that Prown’s speculation and Fleming’s cultural 
analysis and interpretation are responsible for the diversity of methodological approaches and 
interpretative methods that are employed by this subject. 

Although important in the development of fashion theories and fashion studies, the 
object – based research is not enough to understand fashion beyond its materiality. It is through 
a cultural-based research that fashion manages to discuss the relation between art and fashion 
on equal terms. If fashion history relies on the theoretical methods and practices of art history, 
from a cultural point of view, art and fashion have a different kind of interconnection. Giles 
Lipovetsky in his essay titled A Century of Fashion discusses the development of modern 
fashion, especially the democratic transformation of fashion following the First World War, 
by mentioning the influence that trends in modern art had on this transformation: “The 
straight, flat-chested figure of the 1920’s woman harmonizes perfectly with the cubist pictorial 
space comprising planes and angles, vertical and horizontal lines, geometrical contours and 
flattenings; it echoes Leger’s tubular universe, the stylistic austerity introduced by Picasso, 
Braque, and Matisse in the wake of Manet and Cezanne. Feminine voluminousness and 
roundness yielded to a purified, simplified appearance analogous to the work of the artistic 
avant-gardes. Fashion learned a lesson from the modernist project that began with Manet, 
a project characterized, according to George Bataille, by the ‘negotiation of eloquence’, by 
the rejection of ‘grandiloquent verbiage’, and by the majesty of images. By abandoning the 
poetics of ornamentation and glittering display, couture fashion worked to de-sublimate and 
de-idealize the female figure, in part; it democratized clothing styles in the climate of the new 
modernist aesthetic values that tended towards the purification of forms and the rejection of the 
decorative” (Barnard, 2007, p.82). 

The sometimes symbiotic relation between art and fashion is possible due to their shared 
interest in the visual dimension. Throughout the 20th century, when the gap between high and 
low art was revaluated, and approached from a different perspective, according to fashion 
writer Suzy Menkes, there were three periods when the encounter between art and fashion was 
particularly intense: “the 1920’s and 30’s when Bauhaus wanted to fuse modernism with the 
applied arts, and when Elsa Schiaparelli became famous for her fashion art, which occasionally 
came out of a collaboration with the surrealists Salvador Dali and Jean Cocteau; the 1960’s, 
when street fashion gained momentum, and pop art – especially the work of Andy Warhol […] 
had its breakthrough […]; and the third period, which is still going on: the 1990’s in London, 
where contemporary art flirted with popular culture and became truly popular in the sense that 
artists attained a status comparable to that of pop or film stars. For the Young British Artists, 
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collaboration with the fashion world was de rigueur. Tracey Emin, Sarah Lucas, Sam Taylor-
Wood and Damien Hirst are some of the artists who have worked in dialogue with the world of 
fashion, or made reference to it in their art” (Petersens, 2004).

Although in our present times there is little need to attribute a hierarchy to art and 
fashion, the need to constantly question whether or not fashion is art is still a valid objection, 
as valid as the need to question when a visual representation is or is not art. Valerie Steele, 
the Editor in Chief of Fashion Theory publication, as well as the Director of the Museum 
at the Fashion Institute of Technology in New York, in an interview conducted by artist and 
researcher Ingrid Mida, discussed this issue giving as examples designers like Karl Lagerfeld, 
Rei Kawakubo, and Miuccia Prada who, according to her statement, have denied that what 
they do is art. For those familiar with the works of the three aforementioned designers, such a 
statement seems at least odd, considering their important contribution to an artistic approach 
in contemporary fashion, contributions which are constantly referenced in books and articles 
discussing the relation between art and fashion. Steele thinks that part of the issue is who 
controls the definition of art (Mida, 2011). She also mentions the position of fashion among 
those categories which are still in the process of being revaluated as art. “The person who is 
most useful to me in thinking about this was Bourdieu, who has written about the construction of 
art, and about how you have to have a group of people (dealers, curators, museum directors and 
collectors) who agree that something is art, and you also have to have some kind of consensus 
that the creator is an artist” (Mida, 2011).

Mitchell Oakley and Alison Kubler, in their book Art/Fashion in the 21st Century present 
a coherent and structured view of the relationship between art and fashion by identifying the way 
in which each of them inhabits the other’s context. This correlation is illustrated throughout the 
book from the creative collaborations between fashion houses and artists, to fashion projects 
designed by artists, all the way to short films, photography projects, and museum exhibitions. 
The premise of the book is revealed by Daphne Guinness who writes in the foreword: “To 
my mind, the best of our designers are indisputably artists; it just so happens that they have 
chosen fabric as their medium instead of paint or clay” (Oakley, 2013, p.8). In the 21st century, 
art and fashion are both cultural and commercial systems that can function at a high as well 
as a low level. In the same foreword of the above mentioned book it is stated that: “In a 
postmodern, post-historical critical context, Benjamin’s “aura”1 is located within the concept 
itself and the physical execution of the artwork is but the expression of the original idea. From 
this perspective, the product of collaboration is imbued with the aura of the original artwork, 
even when the handbag or dress is commercially reproduced in large numbers. In the case of 
Murakami’s collaboration with Louis Vuitton, the distinction between commercial product and 
high art was blurred in a truly warholian gesture, when the artist later incorporated the paintings 

1 The concept of „aura” belongs to the philosopher Walter Benjamin, and is explained in one of his seminal 
works: The Work of Art in the Age of Mechanical Reproduction.
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and sculptures he had produced for the house into his solo gallery exhibitions” (Oakley, 2013, 
p.17).

In our attempt to explore the meanings of research through fashion, based on Oakley and 
Kybler’s textual material provided in their book, we will exemplify the implications of artistic 
approaches in contemporary fashion projects by focusing on three fashion projects linked to 
the house of Prada. Miuccia Prada, the brain behind the Prada brand, denies the stereotypical 
approach to fashion and always tries to discover and generate, through her collections, new 
esthetical formulas. Her perspective on fashion has always been a visionary one, so there is no 
surprise to find her work given as an example in every chapter of the above mentioned book, 
to illustrate each aspect of the collaborative relation between art and fashion in the 21st century. 
Since 2007, when she first collaborated with an artist, the renowned graphic designer James 
Jean for her 2008 spring/summer collection, as well as for the advertising campaign and a short 
animated film, Prada appealed to the works of contemporary artists for several other fashion 
projects. Possibly the largest one to date is her collaboration with six artists – four muralists 
(Miles “El Mac” Gregor, Gabriel Specter, Mesa, and Stinkfish), and two illustrators (Jeanne 
Detallante and Pierre Mornet) to create the visual background, as well as prints for the design 
pieces from her spring/summer 2014 collection. The collaboration between fashion designers 
and artists is not something new; it dates back to the first mentioned similar encounters such as 
that between Elsa Schiaparelli and Salvador Dalí. According to the online platform Business of 
Fashion, “There is a world of difference between those early twentieth century collaborations – 
tiny couture collections destined for wealthy bohemians – and their contemporary equivalents: 
multibillion dollar goods houses collaborating with blue-chip artists to translate their work 
into industrially manufactures and globally distributed products” (Hettie, 2013). Besides 
their artistic charge, such contemporary collaborations are beneficial for the fashion houses 
by bringing new flavours and sophisticated concepts to the fashion industry. But they also 
are beneficial for artists. “Fashion collaborations are ways for artists to expand their profiles 
globally. […] Artists have emerged as brands in themselves. In a way, fashion has made art 
more fashionable” (Gregory, 2014). 

Another aspect of the relation between fashion and art in the 21st century tackled in 
Oackley and Kubler’s book is the introduction of fashion in the space of museums. Waist 
Down: Skirts by Miuccia Prada was an exhibition conceived of skirts designed by Prada for her 
first ready-to-wear collections, and it was curated by Kayoko Ota from Office for Metropolitan 
Architecture (OMA), the firm of long-time collaborator of Prada, Rem Koolhaas (Oakley, 2013, 
p.166). “The intention of these in-store exhibitions was not to encourage sales but to celebrate 
the artistic heritage of the brand and offer an unexpected view of fashion more generally” 
(Oakley, 2013, p.166). This exhibition was later adapted for the Metropolitan Museum of Art, 
New York, and was entitled Schiaparelli and Prada: Impossible Conversations. Beyond the 
commercial undertone of such exhibitions, which tend to cast fashion as entertainment and 
function as merely promotions for particular brands or designers, fashion presented in the 
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context of museum exhibitions can contribute to a more profound understanding and analysis 
of fashion. The relevance of fashion exhibitions is explained by Valerie Steele through her 
object-based approach of fashion research where the study of fashion and dress implies a tactile, 
olfactory and material interaction with the object in order to understand and analyse it (Steel, 
1998, p.330). Fashion studies often have the tendency to rely upon a second-hand investigation 
of fashion as image or text, rather than look at the actual garments. These concerns can be 
addressed through fashion museum exhibitions, which can offer a platform to challenge and 
reconfigure the meaning of fashion. 

A very interesting project born from the collision of art and fashion, a project which is 
situated somewhere between fashion and art, and more precisely in the middle of nowhere, is 
Prada Marfa. Designed by the conceptual artistic duo Elmgreen & Dragset as a response to the 
invasion of SoHo art scene by designer shops, Prada Marfa is an installation whose permanent 
residence is on the outskirts of Marfa, Texas. Although the initial idea for this art installation 
belongs to the artists, the fashion brand accepted their challenge, and allowed them to use their 
distinct trademarks like logo, or visual display, and Miuccia even picked out the shoes which 
are displayed in the windows of the installation (Wilson, 2005). Prada Marfa is an actual size 
replica of a Prada store, displaying in its windows accessories belonging to the brand. There 
is no way in, and the items in the store never change. “The hopeless ‘shopper’ or art admirer 
is forced to window-shop for these items long after they have passed their commercial use-by 
date. Prada Marfa is a museum […] a contemporary memento mori, a meditation on mortality 
and the futility of existence” (Oakley, 2013, p.197). This kind of artistic approach is beneficial 
to the artistic research through fashion, offering an almost meta-critical analysis of both fashion 
and art.  

Fashion Research in Academic Projects
By focusing on the department of Fashion Design within the University of Art and 

Design in Cluj-Napoca (UAD) we aim at defining positive ways in which fashion research 
can be integrated in the fashion design education. Today, the fashion industry requires fashion 
designers to be not only clothing production experts, but also knowledge bearers. Thus, it 
is important that the implementation of theory and research tools support students in being 
good practicing designers. Research through fashion and fashion through research should be 
intertwined and should contribute to the creation of relevant knowledge and skills that can be 
used by students and teachers alike. 

According to the official site of UAD, the academic mission of the Department of 
Fashion Design is to assume the training of specialists in the creation of fashion design in 
an environment open to the most current developments in the field, integrating teaching with 
a progressive approach towards specific issues of contemporary research. The BA program, 
as well as the MA program, is based on the study of professional practices, as well as on the 
development of personal research projects, this is what we have already defined as fashion 
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through research (which implies a crafts-based knowledge, a product-based research, and a 
practice-based approach to design). The research through fashion is mainly conducted at the 
PhD level, thus creating a well-balanced strategy for fashion research where academic content 
is used as a resource in the fashion design education, creating a fruitful synergy between theory 
and practice.

As we discussed in the previous chapter, fashion research is an important element 
in the development and autonomy of fashion. The fashion design projects that we chose as 
examples explore the meaning of research through fashion from the perspective of designers. 
Further on we shall explore research through fashion as it is used in academic / PhD projects. 
In order to gain knowledge in the field of fashion and to help develop such an exciting and 
interdisciplinary field of study, professors from the Department of Fashion Design within 
UAD, as well as independent fashion design practitioners have chosen to investigate, in their 
PhD thesis, different aspects of fashion. Such investigations are beneficial for professors and 
students alike. The knowledge explored and gained through research is shared afterwards with 
students, or among practitioners.

Călina Ghițulescu Langa, PhD, chooses to explore in her thesis entitled “Moda. 
Triumful unui epifenomen” the conceptual and theoretical fundaments of fashion as global 
epiphenomena.  She analyses the complex relations of social, psychological and economic 
interdependence that this phenomenon generates within society (Langa, 2013). She chooses 
to explore fashion from the point of view of its relevance as a global phenomenon which 
dramatically changed the way we perceive society and culture in the 20th century. Melania 
Țucureanu, PhD, focuses on the psychological implications of fashion design and its ability to 
construct identity, in her thesis “Contemporary Fashion, Means of Defining Identity”. As she 
states, “the main focus of the paper is to penetrate the layers of personal and group identity 
in the attempt of understanding the mechanisms underlying the construction of identity in 
general and visual identity, clothing in particular” (Tucureanu, 2014). Professor Elena Basso 
Stănescu, PhD, the current Director of the Department of Fashion Design, discusses the 
importance of ritual and the exploration of folkloric traditions and their transformation in the 
century of the spectacle: “between the rapture of the sacred and the plenitude of entertainment, 
man has access to the ludic component, the expression of the self as a form of mediation of the 
ceremonial context, creating particular forms of contact that cause the wedding to slip into the 
spectacular, commercial, social – thus the sequential reshaping occurs differentially” (Basso, 
2011). Senior Lecturer Lavinia Ban, PhD, as a practitioner in the field of fashion, notices the 
lack of research studies focusing on studio practice. Thus, “the aim of the paper [Fashion – 
Work in Progress – Designing to Embodiment] is to create a (necessary) bridge between theory 
and practice in fashion” (Ban, 2012). She proposes a method orchestrated from the inside, 
which we identified as being fashion through research, and demonstrates that contemporary 
fashion as practice is an on-going activity, made possible through teamwork. Liana Martin, 
PhD, analyses fashion as a mean of communicating what we are (Martin, 2013). With a notable 
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experience in the field of fashion communication and PR, Martin offers, through her thesis 
“Fashion Communication. Extensions of the Artistic Discourse” a very well structured and 
organized account of the important tools used in the communication of contemporary fashion, 
focusing as well on the methods of visual communication, and PR strategies, using as case study 
the developing Romanian fashion industry. The artistic approaches to fashion design, discussed 
earlier in the present paper, seem to constitute the main focus of Senior Lecturer Smaranda 
Bercea, PhD, in her doctoral thesis. Her research regarding the influences of minimalism in 
contemporary fashion is linked to her professional practice. The author aims at demonstrating 
that contemporary fashion is profoundly influenced by the evolutions of contemporary art 
(Bercea, 2014). The artistic research developed by Senior Lecturer Lucian Broscățean, 
PhD, in his doctoral thesis also discusses fashion in relation to contemporary art, but he is 
more interested in the conceptual dimensions of both processes. As researcher, as well as a 
practitioner (fashion designer), he investigates different areas of conceptual fashion through an 
in-depth artistic research of theories, concepts, fashion projects, as well as the works of other 
researchers within this field. He interviewed one of the leading figures in conceptual fashion 
design, Julian Roberts “[…] a conceptual fashion designer who introduced a relevant method in 
the construction of garments. Unconventional, avant-gardist, preoccupied with contemporary 
culture, observant of the paradigmatic mutations and seisms in fashion, Julian Roberts is an 
example of a professional who maps, throughout his projects, both fashion and academia, the 
image of conceptual fashion […]” (Broscatean, 2014).

Besides the theoretical approach of fashion research within the Department of Fashion 
Design there is also a constant research based on collaboration with other academic institutions, 
through different educational programs such as Erasmus, or the research conducted by students 
throughout their internships at international fashion brands. 

Conclusion    
Research is a crucial element in the understanding of contemporary fashion design, be 

it research through fashion, focusing on the finished fashion product and its impact on society, 
culture and its own field of study, or fashion through research which is done by practitioners 
and educators in the discipline of fashion design. Throughout this paper we tried to establish its 
importance by discussing different theories and approaches on the subject of artistic research, 
noticing the need for a clearer approach to fashion research due to an ongoing development 
of such an interdisciplinary domain. Based on the complex and symbiotic relation between 
fashion and art, we demonstrated the relevance of fashion within the realm of artistic research 
of the late 20th century and the beginning of the 21st century. The fashion design projects, 
which we chose to present, highlighted the implications of fashion, as well as those of art in 
different aspects of our present times, aspects that require a theoretical approach in order to be 
fully understood. In our quest to legitimize fashion research we presented the research activity 
deployed by the Department of Fashion Design of the University of Art and Design in Cluj-
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Napoca in order to propose ways in which fashion research can be integrated in the fashion 
design education. The present paper does not aim to include all the aspects involved in the 
definition, use, and legitimization of the fashion research, within the larger theoretical realm 
of artistic research. By proposing a viable method of approaching this type of research, and by 
presenting the importance of fashion design within art and academic studies, we offer future 
researchers interested in this subject a background for further exploration.
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