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FASHION ILLUSTRATION:
RETROSPECTIVE AND MODERN RESOURCES

Summary: As part of world culture, modern fashion
has been formed under the influence of many factors,
one of which was the popularisation of fashion trends
and tendencies in clothing design through the publication
of illustrations made by outstanding artists, whose creative
activity was focused on visualising original ideas of clothing
designers, in magazines and other printed publications.
Many artists almost completely connected their activities
with only one publication, others became the founders
of numerous trends and schools in fashion illustration.
A retrospective vision of illustration from the 19'th century
to the present day allows us to evaluate both the evolution
of illustration and its prospects in modern realities.
The variety of illustrations in printed publications and

As a reflection of a social phenomenon, fashion
development is largely ensured, nurtured by a per-
son'’s desire for the charm of novelty. It is a peculiar
result of the relationship between theatrical action
and the audience. Throughout the entire life cycle
of fashion, it is visual artistic images that play
the most important role.

We can say that already in ancient times, statues,
busts, and other images of outstanding philosophers,
rulers, and public figures served as a prototype
for the informational, visualised side of fashion.
“Taking an excursion into the history of costume,
one can trace how the categories of ‘masculinity’
and ‘femininity’ are reflected through costume forms.
A historical retrospective allows us to clearly deter-
mine how great or small the degree of opposition
or convergence of sexual differences expressed
by costume in a given time period was.” [Muza-
levskaya, 16] The appearance of cut in clothing,
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online resources allows us to talk about broad prospects of
fashion illustration in terms of the global fashion industry
evolution. The development of modern visualisation
tools increases audience reach, accordingly expanding
the influence of illustration on the work of modern
professional artists and authors-amateurs, fashion
enthusiasts. The article aims to identify the differences
(formation vectors) between a design clothing drawing and
a fashion illustration, as mutually influencing directions
in fashion industry and art.

Keywords: illustration, world culture, fashion industry,
author idea, retrospective, art, social phenomenon,
representation, competition, extravagance, quintessence,
interpretation

which replaced the tunic-like concept, allowed
the beginnings of fashion trends to form, especially
in the upper strata of society. The start of fashion
illustration was laid back in the 19'th century by art-
ists who began to draw engravings of men and wo-
men in fashionable clothes, depicting everything
with photographic accuracy — design, features, acce-
soires, etc. The idea of fashion illustration was picked
up and successfully developed during the period
of fascination with fashion magazines throughout
Europe. "Almost immediately after the appearance
of fashion magazines, private collectors appeared.
It is known that the owners of collections of fashion-
able engravings were Russian artists K. Somoyv,
A. Benois, M. Larionov and others.” [Lapik, 95]

The illustrations of this period were based on the lea-
ding ideas dictated by Paris. The most talented
and famous artist was Jules David, who actively pro-
vided illustrations for the magazine Le Moniteur

de la Mode (1843-1913). His meticulously drawn
details and textures as well as fashion illustrations
filled with a sense of time were not so much perfect
representations of the latest trends but a reflection
of bourgeois values, the way of life of the emerging
new class of society.

The most important step in the promotion
of fashion illustration was the collaboration of
the great fashion maestro, Paul Poiret, with young
graphic artist Paul Iribe, which resulted in the pub-
lication of the album Le Robes de Paul Poiret Racon-
tees par Paul Iribe, effectively promoting the very
idea of fashion illustration in the era of modern art.
The next album was published by Paul Poiret in 1911
with drawings by Georges Lepape, as a continuation
of the style based on the most complex, sophisti-
cated colour graphics and the universal direction
of the interpenetration of different art styles.
“The couturier's creativity is marked by an exception-
ally free and subtle handling of colour. Its formation
was facilitated by Poiret’s collaboration with many
artists. His joint work with Raoul Dufy was signi-
ficant: the artist’s bold graphic approach reflected
Poiret’s personal preference for intense colours.”
[Shilina, 83] The unique sketches of Leon Bakst
for Diaghilev's ballets, which had a resounding suc-
cess in Paris, had a huge influence on the formation
of artistic approaches to drawing clothes. Dynamic
expressive poses of the dancing artists, asymmetri-
cal composition, an abundance of different style
decors and colours, a combination of sophistication
and powerful energy made a revolutionary impres-
sion on fashion illustration. “The exotic Russian fla-
vour and oriental motifs in clothing captured
the attention of secular Paris and breathed new colo-
urs into the usual ideas about European costume,
extremely inspiring both spectators and designers
of that time. Studying the fashion of the period,
one can see how Bakst's artistic ideas and dresses
by Paul Poiret resonate with each other.” [Burova, 78]

International competition was led by American
fashion magazines — Harper's Bazaar, founded
in 1867, and Vogue, founded in 1892, which effec-
tively promoted fashion illustration. “Firmly occu-
pying the niche of the elite press, Vogue magazine
has been the flagship of high fashion for many years,
reflecting all the features of gender specificity, based
on knowledge of its audience, its privileges,
and choices.” [Filippova] Multifaceted and inimita-
ble, full of new ideas, Russian-born artist Erté creat-
ed a vibrant legacy of fashion illustration in Harper’s

[1l.1. Copy of an illustration by Rene Gruau for Dior
(by Marina Galkina)

Bazaar. Vogue represented fashion with the creative
works of illustrators Eduardo Garcia Benito, Chris-
tian Bérard, who became famous for their unique
author’s style, which formed an idea of fashion
of the period of the 20's and 30's of the 20'th century.

From the beginning of the 1950’s, photogra-
phy actively began to conquer the pages of fashi-
on magazines. Fashion illustration did not give up
its position and dynamically continued develop-
ing trends, widely covering the full range of artis-
tic styles. René Bouché, Bernard Blossac, and
Eric (Carl Erickson) were the most widely published
artists who created a style of classical elegance
in fashion illustration. Of course, René Gruau left
a bright mark in this area, compiling an album from
Henri de Toulouse-Lautrec and the impact of Japonis-
me, influencing subsequent generations of fashion
illustrators. Lopez's new perspective on fashion illus-
tration was based on the modernist extravagance
of the Rococo through refined line, fashionable form,
silhouette and colour; it was these radical moder-
nizations that shaped fashion illustration in the
mid-1960's and beyond, even foreshadowing
the emergence of pop art elements and psychedelics.
“Having entered the fashion industry, photography
quickly gained a leading position in illustrating fash-
ion images. However, the uniqueness of the auth-
or's image and an artist's pronounced graphic skill
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I1l.2. Copy of an illustration by Eduardo Garcia Benito for Vogue
(by Marina Galkina)

allow fashion illustrations to maintain their lead-
ing position in modern graphic design and outline
the possibilities for further development of the aes-
thetics of illustrating the image of a person in a cos-
tume.” [Bezrukova, 99]

The magazine La Mode en Peinture (1982-1984),
which appeared in Paris, brought to life and brought
to the podium a new generation of artists who crea-
ted a glamorous charm of advertising projects
involved in the world of fashion. Fashion is quite
fleeting. It is visual presentations — drawings, col-
lages, prints, paintings, that ensure the longevity
of fashion ideas in people’s memory. Experiencing
the most complex life cycle of fashion, it is visual
artistic images that play a decisive role in creating
the author’s style of a clothing designer. Of course,
a designer’s initial sketch plays a role in the creation
of the idea. However, fashion illustration places final
decisions in the minds of the consumer and forms
an idea of shape, silhouette, innovations, colours,
proportions and ways of choosing style directions.
The approach to performing a creative task is one
of the fundamental differences between a designer’s
drawing and a fashion illustration. A designer, in his
or her own style, strives to create the quintessence
of the original concept for further development
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and embodiment of the product in material. A desig-
ner or designer-artists create patterns and techno-
logical drawings of the product; however, a sketch
is also an independent work of art. An illustra-
tor, not bound by technical or stylistic restrictions,
can work both with the works of designers and create
his or her own style solutions based on famous works.

Absolutely and completely, regardlessly, an illus-
trator confidently conveys to the viewer how fashion
design comes into life, visualized in its own individu-
al language, in accordance with innovative collabo-
rations or with thoughtful, deliberate editing in the for-
mation of style. “Artistic products that claim to be
of high quality need an archive, since in the ab-
sence of an archive, there is no way to compare
the quality of today's new products with yesterday’s
old ones.” [Groys, 353]

An illustrator demonstrates (has a possibility of)
complete creative freedom. At the same time, con-
sidering the creativity of fashion magazine illustra-
tors from the point of view of linking creativity
to technology, the time frame can be divided into
two significant stages: only a manual illustrative
artistic approach — until the early 1980’s, and tech-
nical creativity using modern visual technologies,
computer programs and visualization tools —
to date. In the pre-computer era, even outstand-
ing illustrators had the opportunity to demonstrate
their creative work either at exhibitions or direct-
ly in printed publications. At the same time, their
creative direction was largely formed under the in-
fluence of both the editorial policy of publications
and socio-economic factors, which, taking into
account the complexity and long-term nature of the
author’s work, led to the artists’ direct dependence
on politics and economic situation. “Modern fashi-
on illustration most often deviates greatly from
detailed, realistic depiction of costumes, gravitating
towards a dynamic and very emotional depiction
of these costumes. The digital format is increasing-
ly being used in fashion illustration, although it do-
es not yet plan to completely replace paper, pencils
and paints” [Modern Fashion]. Modern artists-
illustrators, who have a huge resource in the form
of computer visualization tools and the global
Internet, are much less connected creatively due
to the widest reach of the audience, and specialized
resources allow them to publish works of almost
any direction, style and creative concept. Howev-
er, they adhere to the main trends in creativity,
which are again shaped by socio-economic factors.

“Fashion illustration has gradually become a crea-
tive activity that no longer depends on the format
of any publication; it has found its place in contem-
porary art and today is in demand by the world's
major museums and libraries, as are exhibitions
with historical and contemporary illustration.”
[Lapik, 97]

Fashion illustration, in turn, gives a powerful
impetus to creative expression in the spirit of fashi-
on. This vibrant creative phenomenon accentuates
new trends in clothing and shapes the history
of modern fashion. Exclusive drawings in a fashion-
able interpretation contribute to the formation
of the viewer's artistic and aesthetic culture in the field
of a unique art phenomenon.
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FASHION UJNHOCTPALNA -
PETPOCIEKTUBA N COBPEMEHHbBIE PECYPCHI

AHHomayus: CoBpeMeHHas Moga, kak pa3zen MUpOoBOiA
Ky/bTypbl, POpMUPOBanacb Nog BAUSHUEM MHOTUX dak-
TOPOB, OZHMM U3 KOTOPbIX CTaja NONyAApPU3aLMa MOAHbBIX
TEUEHWI 1 TeHAEHL WA B AU3aiiHe OfeX /bl MOCPEACTBOM
ny6anKaummn B XXypHanax n pyrux neyvaTHbIX U3gaHuax
WANKOCTPALIMIA, BbINMOJHEHHbIX BbIAAOLLMMUCS XyJOXKHUKa-
MW, Ubsl TBOpYUECKas AeATebHOCTb Oblla COCPeAoTOUeHa
Ha 3aZiayax BM3yanm3aLuv aBTOPCKUX UAENW AU3aNHEPOB
ozexabl. MHOrne XyAoXHUKN NpakTUYeCKy NOAHOCTbHO
CBA3a/M CBOIO AEATENbHOCTb C OAHVM U3JaHVeM, apyrue —
CTaNn OCHOBOMOJOXHUKaMN MHOFOYNCAEHHbIX Teye-
HWI 1 LWIKOA B MOAHON UANtOCTpauum. PeTpocnekTnBHoe
BUAeHWe naaoctpaunm ¢ XIX Beka no Hawe Bpems
NMO3BONAET OLEHUTH KaK 3BOJIOLMIO UANKOCTPALNK, TaK
N ee NepcnekTBbl B COBPEMEHHbIX peannsax. PasHo-
obpaszve ANCTPaTMBHOIO psiZa B NeYaTHbIX U3aHU-
X N CETEBbIX peCypcax NO3BOJISET FOBOPUTb O LUIMPOKMX

PazButmne Mogbl kak pedbaekcnm coymanbHO-
ro peHoMeHa BO MHOroMm obecneveHo, BCKOpMe-
HO CTpPeMJIeEHMEM YesioBeKa K 06asHMI0 HOBU3HBI.
3710 cBOe0bpa3HbIl pe3ynbTaT B3aMMOOTHOLLEHWU
MeXAy TeaTpaibHbIM AeCTBUEM U ayAUTOPUEN.
Ha npoTaXeHnn BCEro XKM3HEHHOro LnKkaa MOAbI,
MMEHHO BM3yabHble XyA0XECTBEHHbIE 06pa3bl Urpa-
FOT BaXKHENLLYH POJib.

MO>HO roBOpUTb O TOM, UTO YXe B aHTUYHbIe
BPEMeHa, U3roTaB/IMBaeMble CTaTyu, B1OCTbI U Apyrue
n3obpaxeHus Bblgarowmxcs ¢unocodos, BAACTM-
TeNen N obLLECTBEHHbIX AesTeNen CAY>XXUan npo-
06pazomM MHOOPMaLNOHHON, BU3yaan3npoOBaHHOM
CTOPOHOW Mogbl. «CoBepLUas 3KCKYpC B UCTOPUIO KO-
CTHOMa, MOXHO MPOCNeANTb, Kak Yepes KOCTHOMHbIe
bOpPMbI OTPaAXKAOTCA KAaTErOPUM «MY>KECTBEHHOCTU»
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nepcrekTMBax MOAHON WAOCTPALMK B MJIaHE Pa3BUTUSA
rnobanbHOW MHAYCTPUM MOAbI. Pa3BUTME COBPEMEHHbIX
CPEeACTB BU3yanu3aLmMmn yBeanUnBaeT OxBaT ayAuTopuu,
COOTBETCTBEHHO paclUIMpAs BAVAHME WANOCTPALMM
Ha TBOPYECTBO COBPEMEHHbIX MPOdECCMOHaNbHBIX XY-
AOXHUKOB U aBTOPOB-/H0OUTENEN, IHTY3MACTOB MOJbI.
[JaHHas CTaTbs CTABWT LieNIblo ONPEAEUTb pasnnums (Bek-
TOpbl GOPMUPOBAHUA) MEXAY aBTOPCKUM AU3aAHEPCKUM
PVCYHKOM OZEXAbl U MOZHOW MANtOCTPaLMEN, KaK B3a-
WUMOBAVAOLLMMU HAaNPaBAEHUAMU B UHAYCTPUN MOAbI
U UCKYCCTBE.

Knroyessie c08a: nANOCTPaLNA,MUPOBAA KyabTy-
Pa, NHAYCTpUAa MOAbl, aBTOPCKMNE naen, peTpocnekTn-
Ba, WCKYCCTBO, COLI.I/IaJ'IbeII7I q)eHOMeH, penpeseHTayunn,
KOHKYpeHLUWA, 3KCTPaBaraHTHOCTb, KBMUHT3CCeHUUA,
nHTEPpNpeTayna

N ">XeHCTBEHHOCTW". VIcTopnyeckasa peTpocnekT1Ba
MO3BOJIAET HArNAAHO ONpPeAennTb, HACKOIbKO Ben-
Ka uav Mana 6biia cTeneHb NPOTUBOMNOCTaBAEHUS
AW CONNXKEHMA MONOBLIX PA3INUNK, BblPpaXKeHHbIX
KOCTFOMOM B TOT WM MHOW BPEMEHHON OTPe30K.»
[My3aneBckas, 16] MNosBaeHne Kposa B ogexae, npu-
WeALero Ha CMeHy TYHUMKOODBpa3HOM KOHLenLumu,
Nno3BonA0 chOPMUMPOBATLCA 3a4aTkaM MOJAHbIX
TEeHAEHUMA, 0COBEHHO B BbICLINX C10SaX 0bLecTBa.
Hauyano MOAHOM MAAOCTPaLMU NONOXKUAN eLle
B XIX Beke XyAO>XKHWNKMW, KOTOpble Havaan pucosaTb
B TEXHMKE IPaBoPbl MYXUMNH U XEHLLUH B MOLHOWN
ogexae, ¢ dotorpadmyeckon TOYHOCTbIO N306pa-
>as BCe — MOAENW, 3/IeMEeHTbI, akceccyapbl U Ap.
Vaes mogHoM nantocTpaumnm bbiaa nogxsayeHa
M yCnewHo pasBMBasacb Ha BOJIHE YB/eYEHUA

MOZHbIMW >XXypHanamu no Bcel Espone. «MpakTum-
Yecku cpasy nocae NosBAEHNA MOAHbIX XXYPHaNO0B
NOABMANCH W YacCTHble KONNEKLMOHepPSI. M3BecT-
HO, UTO BAaZe/bLaMu KOANEKL I MOAHBIX FpaBop
6b1nn pycckme xygoxHukm K.A. Comos, A.H. beHya,
M.®. lapmnoHoB u ap.» [Jlanuk, 95]

WnnrocTtpaumm atoro nepunoga 6b1am ocHoBa-
Hbl Ha NAVAVPYHOWNX Naeax, NPOANKTOBAH-
Hbix Mapwuxem.Hanbonee TanaHTAMBLIM, N3BECT-
HbIM XYZOXHWKOM 6bln XKionb [laBug, KOTOPbIN
aKTMBHO NPeAOoCTaBAAN UANKOCTPALUN ANSA XYp-
Hana «Le Moniteur de la Mode» (1843-1913). ImeH-
HO ero cKpynyse3Ho NpoOpuCOBaHHble AeTanu
1 GakTypbl, HaMOJNHEHHbIE OLLYyLLIeHVeM BPeMEeHMU
MOZHblEe UANKOCTPALLMKN BblIN He CTO/IbKO COoBep-
LUEHHbIMW pernpe3eHTauMaMN NOCAeAHUX BESHUN,
HO 1 cTann pedekcnen bypkyasHbIX LLEHHOCTEN,
obpasza XM3HM 3apoxKAatoLLEerocs HOBOro Kjaacca
obuecTsa.

BakHeWLMM Larom B NPOABUXKEHUM MOAHON M-
NHOCTPaLLMM NOCAYXXUAO COTPYAHNUYECTBO BEIMKOTO
Ma3cTpo mMogbl Mons Myapa ¢ MONOABIM XYAOXKHUKOM
rpadukom Monem Vipnbom, pesysnbratom KOTOPO-
ro crana nybaukaumsa anbboma «Les Robes de Paul
Poiret racontées par Paul Iribe», koTopbIli adpdekTnB-
HO MPOABWHYN CaMy MAEH MOAHON MANOCTPALMM
B 3py COBPEMEHHOro nckyccTea. CreaytoLmin anbbom
6611 onybavkosaH MNonem Myape B 1911 r. ¢ pucyH-Ka-
mMu XKopka Jlenan, Kak NpoAoXKeHME CTUASA, OCHO-
BaHHOTO Ha CNOXHeNLeln, yTOHYEHHOW LIBETHOMN
rpaduike 1 yHMBEpPCaNbHOM HanpaBAeHN B3aMO-
NMPOHUKHOBEHMSA Pa3NUYHBIX CTUAEN UCKYCCTBA.
«TBOPYECTBO KYTHOPbe OTMEUEHO UCKAHUNTENb-
HO CBOGOAHBIM M TOHKMM ObpaLleHnemM C LiBETOM.
Ero dopmumpoBaHunto cnocobcTBOBaNO COTPYAHN-
yectBo lNyape CO MHOTMMUW XyJOXHUKaMKW. 3Hauu-
TeNbHO Obliia ero coBMecTHasa pabota ¢ Paynem
Arodn: cmenbii rpadpuuecknii NoAXos Xynh0X-
HMKa OTpaxkan AnyHoe npegnoyteHue MNyape —
ero npucrtpactme K MHTEHCUBHLIM LBeTaMm.»
[WwvnwnHa, 83]. OrpomHoe BansHUE Ha bopmMupoBaHue
XyZAO>XECTBEHHbIX MOAXOAOB K PUCOBAHWUIO OAEX bl
oKa3a/nu yHuKasbHble 3cku3bl SleoHa bakcta k [aru-
NeBCKMM Banetam, MMeBLUUM OFNYLIMTE/bHbIN yCrex
B MNapuxe. IMHaMNUYHble 3KCNPECCUBHbIE MO3bl
TaH-LyOLLIMX apTUCTOB, aCMMETPUYHASA KOMMO3NLWS,
obunne pasHOCTUEBBIX AE€KOPOB U KONOPUTOB, CO-
yeTaHWe U3bICKAHHOCTM U MOLLHOW SHEPreTUKN Npo-u3-
BE/I PEBOJIIOLMOHHOE BreYaTieHe Ha MOAHYO
NANOCTPALMIO. «IK30TUYHBIA PYCCKMIA KONOPUT 1 BOC-
TOYHble MOTUBbI B OAEXAE OXBaTUAM BHUMaHWe

cBeTckoro Mapuxa v BAOXHYAN HOBblE Kpacku
B MPUBbIYHbIE NMPEACTaBAEHNA O EBPOMNENCKOM
KOCTIOME — 3TO Ype3BblHYaliHO BOOAYLUEBASANO
KaK 3puTenbHUL, Tak U AnM3aliHEPOB TOTO BpeMe-
HW. Nccneays mody nepuoga, MOXHO 3aMeTUTb,
Kak NepekInKaroTca Mexay cobon Xy[0XKeCTBEHHbIe
naen bakcra u TyaneTol aBTopcTBa Nons Myape.»
[Byposa, 78]

MexayHapoAHYH KOHKYPEHLWIO BO3rAaBuaM
aMepuKaHcKme XypHanbl Mog — «Harper's Bazaar»,
OCHOBaHHbIN B 1867, n «Vogue», OCHOBaHHbLIN
B 1892, apdekTMBHO NpoaBUraBLLInE MOAHYHO UAMHOCT-
pauuto. «XypHan “Vogue”, NpoOYHO 3aHABLUNM
HWLLY 3IMTapHOM NPEeCChbl, y>K€ MHOTUE TOAbl ABAS-
eTca dnarMaHoM BbICOKOM MOAbI, OTpaxkaeT B cebe
BCE YepTbl reHAepHON cneundukmM, onnpasck Ha 3Ha-
HWe CBOEW ayanTOpUK, ee NPUBUIErMn 1 BbIbopa.»
[®uavnnosa] MHOrorpaHHbIN 1 HenogpaXaeMbli,
NepenoHEHHbIV HOBbIMW UAESAMU PYCCKUIA XyAOXHMK
MO MPOUCXOXAEHWNIO DpTe CO34an APKOe Hacnesme
MOZAHOW nantoctpaumm B «Harper's Bazaar». «Vouge»
NpeACTaBAAA MOAY TBOPYECKMMMN paboTaMu MANKOCT-
patopos 2ayapao lapcma benuto, Kpunctnan bepap,
NPOCNaBUBLLMMWNCA CBOUM HEMOBTOPUMbIM aBTOp-
CKMM CTUNEM, COCTaBMBLUMM NpeAcTaBieHne O Moge
nepuoga 20-x, 30-x rogos XX B.

C Havana 50-x rogoB ¢oTorpaduma akTMBHO
Ha-yajsa 3aBOEBbIBATb CTPaHMLbl MOAHbBIX XYp-
HanoB. MogHasa nantocTpaumna He caaBana CBOM
no3numMn N AMHaAMWYHO NPOAOXKaNa Pa3BMBatO-
LMecs TEHAEHLMK, LUMPOKO OXBaTbIBarOLLME MOJHbIN
CMEKTP XYAOXECTBEHHbIX cTunel. PeHe bywe, bepHap
Bnoccak, Spuk (Kapsn 3pukcoH), Hanbosee Wnpo-
Ko nyb6ankyemble aBTOpPbI, CO3AaBLUME CTWUAb Kaac-
CNYECKOW 3N1€raHTHOCTU B MOAHOMN UAOCTPALIUN.
be3ycnoBHO oCTaBWUA APKWUIA Cnes B faHHOW chepe
PeHe lptoo, cocTaBuBLM anbbom oT AHpu ge Tynys-
JNlotpeka v BAVAHMA ANOHU3Ma, OKa3aBLUNA BAUA-
HWe Ha nocaeaytoLine NOKONEHNA NANOCTPATOPOB
MOZbl. HOBbIV B3rns4 Ha MOAHYHO WAHOCTPALIMIO, CO3-
JaHHbIN Jlonec, 6bl1 OCHOBaH Ha MOAEepPHE 3KCTpa-
BaraHTHOCTW POKOKO CPeACcTBaMM N3bICKaHHOM IMHUW,
dopmupoBaHms MOAHOW GOPMBI, CUAY3Ta U KONO-
puTa, UMEHHO 3TN paAnKasbHble MOAepPHMU3aLUN
bopmMrpoBann MOAHYHO MANOCTPaLNIO B CepeanHe
1960-x rofoB 1 ganee, Aaxke NPeABOCXUTUAM NOsABAE-
HWe 3/1eMeHTOB Mnon-apTa u ncnxogenvku. «dororpa-
busa, Npuas B MHAYCTPUIO MOZbI, BbICTPO 3aBOeBana
ANAVpYyoLWMe NO3NLMN B UAIKOCTPUPOBAHMN MOAHbIX
06pazoB. OfHaKo YHNKaNbHOCTb aBTOPCKOro obpa-
3a 1 ApKO BblpaxeHHoe rpaduyeckoe MacTepcTBo
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XYZOXHWKa NO3BOSET COXPaHsATb G3LLH-MANFOCTPALLN
CBOW NnavpyroLwme nos3mumnm B COBPEMEHHOM
rpapmyeckomM gmsanHe M HameyaeT BO3MOX-
HOCTW JAajbHEWLero pa3BUTUA 3CTETUKU WUA-
NtocTpupoBaHma obpasa yenoseka B KOCTHOME.»
[Be3pykoBa, 99]

Moasueuiica B Mapuxke xypHan «La mode
en Peinture» (1982-1984) BAOXHYA B XXW3Hb, BO3HEC
Ha NOANYM HOBOE MOKOJIEHNE XYJ0XXHUKOB, KOTO-
pble CO34anu rnamypHbIR LWapM pekaaMHbIX Npo-
€KTOB, BOBJIEUEHHbIX B MUP MOAbI.

Moga pocTtaTtouyHo ckopoTeyHa. IMeHHO BU3Y-
a/lbHble Npe3eHTaLnn — PUCYHKM, KOANAXM, NPUH-
Tbl, XXMBOMUCHbIE N306paxxeHns obecneunBaroT
LONTONETUE MOAHbIX UAEW B NamaTu atogen. Mepe-
XMBaA CAOXKHENLUN XU3HEHHbIN LUKA MOAbI,
WMEHHO BM3YyaibHble Xy0XeCTBEHHble 0bpa3bl
UrparoT peLlatoLLyto PoJib B CO34aHUN aBTOPCKO-
ro CTuasa ausaiiHepa ogexabl. KOHeYHo, nepBo-
Ha-YaNbHbIV HabpOCOK AnM3aliHepa UrpaeT CBOLO
posib B CO34aHnK naen. Ho MoaHas nantoctpaums
paccTaBasieT OKOHYaTe/lbHble PELLEHUs B CO3HaHUK
notpebutens n popmmpyet npeacrasaeHme o ¢op-
Me, CUAy3Te, HOBaLMAX, KOJIOpUTaX, MPOonopLmax
n cnocobax NpeanoYTEHNN CTUAEBbLIX Hanpase-
HUI. OAHO M3 NPUHLMMANANBHBIX PA3ANUNA MEX-
Ay @aBTOPCKUM N3aiHEPCKUM PUCYHKOM U MOZAHOW
WANROCTPaLMel 3aKntoyaeTcs B NOAXOAE K BbINOJ-
HEHWIO TBOPYECKOM 3agaun. lnusaliHep B CBOEM
aBTOPCKOM CTWU/ie CTPEMUTCA CO3AaTb KBUHTICCEH-
LMIO NepBOHaYaNbHOro 3aMblCAa, ANS AanbHelLen
pa3paboTky 1 BONAOLEHWA U34eNnsa B MaTepuane.
AnzainHep nam KOHCTPYKTOPbI-XYA0XHWKM CO3/a-
AYT BbIKPOMKMN U TEXHONIOFUYECKNE PUCYHKU n3ae-
Vs, HO HabpPOCOK, 3CKM3 — ByaeT ABAATLCA Takxke
CaMOCTOATE/NIbHBIM XYAOXECTBEHHbIM MPOWN3-
BegeHueM. Nnnroctpatop, He CBA3aHHbIA TEXHU-
YeCcKMMMU UAN CTUAEBBLIMWU OTPaHNUYEHMNAMU, MOXKET
paboTaTb Kak C NPOU3BEeAEHUAMU AN3aNHEPOB,
TakK 1 co3saBaTb COBCTBEHHbIE CTU/IEBbIE PELUEHMS
Nno MOTMBaM M3BECTHbIX Pabor.

ABCONOTHO M COBEPLUEHHO, BHE 3aBUCUMO-
CTW, UNNOCTPATOP YBEPEHHO TPaAHCAMPYET 3pu-
TENto KakvM 06pa3oM BXOAUT B XXU3Hb MOAHbIN
AVN3alH, BU3yannsnpyeTca CO6CTBEHHbIM UHAM-
BUAYa/IbHbIM f3bIKOM, B COOTBETCTBUM C HOBALM-
OHHbIMUW KOANabopaunsMn NAK C NPOAYMaHHOM
npegHame-peHHoON pegakuuer B GOpMUpPOBaHNN
CTUAA. «Xy[0XKECTBEHHAs NPOAYKLMS, NpeTeHay-
OLaa Ha BbICOKOE KayecTBO, HY>XAAeTCA B apxu-
BE, Belb B OTCYTCTBME apXMBa HET HUKAKOW BO3MOX-
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HOCTW CpaBHMBATb KaYeCTBO HOBOW, CErOAHSLLIHEN
NPOAYKLMIN CO CTapoW, BUepalLHeW.» [[polic, 353]

Wnntoctpatop AeMOHCTpUpYyeT (MMeeT BO3MOX-
HOCTb) NoOAHYyr0 cBo6oay TBOpUecTBa. Mpu 3TOM,
paccmaTpvBas TBOPYECTBO W/OCTPATOPOB MOJ-
HbIX XXYPHa/IOB C TOUKW 3PEHNA NPUBA3KM TBOpYE-
CTBa K TEXHOJIOTMW, MOXHO Pa3fennTb BPeMEHHble
paMKu Ha fBa 3HaUYUTe/IbHbIX 3Tana: TONbKO pyu-
HOW MANOCTPATUBHBIN XYA0XECTBEHHbIN NOAXOA —
40 Havana 1980-x rogoB, 1 TEXHUYECKOE TBOPYECTBO
C NPUMEeHEeHVEeM COBPEMEHHbIX N306pasnTenbHbIX
TEXHOIOTUI — KOMMbIOTEPHBIX MPOrpamMm 1 CPEACTB
BM3yasu3aLmMM — Mo HacToslee BpeMs. [axe Bblga-
FOLLIMECA XYAOXKHUKM-UTOCTPATOPbl B 4OKOMIMbO-
TEPHYHO 3Py MMeAN BO3MOXHOCTb J€MOHCTPUPO-
BaTb CBOW TBOpUeckue paboTbl NMOO Ha BbICTaBKaX,
NMbo HenocpeACTBEHHO B MeYaTHbIX U3jaHun-
Ax. Mpn 3TOM, MX TBOpUYECKas HanpaB/JeHHOCTb
BO MHOromMm ¢popmMmpoBanachk Noj BANSHUEM Kak
peAakuMOHHOW NMOAUTUKN U3LAaHWI, TaK U COLM-
aNbHO-3KOHOMMYECKUMU PaKTopamK, UTO C yUEeTOM
CNIOX-HOCTU U LONTOBPEMEHHOCTU aBTOPCKOM pa-
60Tbl NPVBOAWIO K NPSMOMN 3aBUCUMOCTUN XyJOXKHMN-
KOB OT MOJINTUKMN N KOHBIOHKTYPbI. «...COBpeMeHHas
fashion-nanrocTpaums yvalle BCero cMAbHO OTXO-
AVT OT AeTaNbHOro, PeasucTM4yHOro otobpaxeHus
KOCTHOMOB, TAroTes K AMHaMWUYHOMY 1N OYEHb 3MO-
LMOHaNbHOMY OTOBpaXKeHUo 3TUX KOCTHOMOB.
Bce valte ncnonbsyetca gngxurtan dopmat B MOJ-
HOW MANOCTPALMK, XOTb OH MOKa W He NaaHupy-
eT MONIHOCTbIO BbITECHUTbL Bymary, kapaHzalu
n kpackun.» [Cosp. d3wH]. CoBpeMeHHble XyA0XHU-
KM-UANKOCTPATOPbI, MMEIOLLME OTPOMHbIN pecypc
B BMAE KOMMbHOTEPHbIX CPeACTB BU3yaansaumm
n rnobanbHon cetn NHTepHeT, ropasfo mMeHee
CBA3aHbl B TBOPYECKOM MJaHe 3a cyeT WupoYan-
Wwero oxeata ayAuTopuu, a cneymanm3mpoBaH-
Hble pecypcbl NO3BOAAIOT NybaMKoBaTb paboTbl
npakTnyecku ntoboi HanpaBAeHHOCTU, CTUAS U
TBOPYECKOro 3aMblC/a. TeM He MeHee OHUW Npuaep-
KMBAKOTCA OCHOBHbIX HanpaBAeHW B TBOPUECTBE,
KOTOpble OMNATh e GOPMUPYIOTCA NOJ BO3LENCTBU-
€M CoLManbHO-3KOHOMMYeckmx pakTopoB. «Moga-
Has MANKCTPaLLMs MOCTENEeHHO CTasa TBOPYECKOM
AeATeNbHOCTbLO, YXKe He 3aBucsllen ot dopma-
Ta Kakoro-ambo 13gaHus, OHa Hallia CBOe MecTo
B COBPEMEHHOM WMCKYCCTBE W Ha CErOAHALIHWUIM
JAeHb ABNseTCcA BOCTPebOBaHHOM KPYMHbIMU MU-
pOBbIMU My3esiMUN 1 BUBANOTEKAMM, KaK U BbICTaBKM
C UCTOPUYECKON N COBPEMEHHOM MANOCTPaLMEN.»
[Nanwuk, 97]

MogHas uancTpaLums B CBOKO odepesb AaeT
MOLLHBIA MMMYAbC TBOPUECKON 3KCMpeccum
B AyXe MOJbl. ITO ApKOe TBOpUecKoe ABAeHUe
aKLUEeHTUPYeT HOBblE IMHUU B oAexXae N GpopMu-
pyeT UCTOPUID COBPEMEHHON MOJAbl. DKCKHO-

3VBHble PUCYHKM B MOAHOW MHTepnpeTaummu
cnocobcTBYOT GOPMUMPOBAHUIO XY[0XKECTBEH-
HO-3CTEeTUYECKOW KYbTypbl 3puTens B chepe yHU-
KaJIbHOTO SIBNEHNA UCKYCCTBa.
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