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DESIGN CENTRES IN POST-WAR EUROPE AND THE
PROFESSIONAL INFRASTRUCTURE OF DESIGN IN
THE SECOND HALF OF THE 20TH CENTURY

Summary: The formation and development of profes-
sional design infrastructure in the second half of the 20th
century with an emphasis on the activities of design cen-
tres in Western Europe and the United States are analysed
in the article. The focus is on the historical context of post-
war reconstruction, when there was an urgent need for
affordable housing, household items and clothing, and a
shift in social values towards simplicity and functionality.

The revival and evolution of such institutions as the
Deutscher Werkbund and the German Design Council,
which played a key role in shaping the standards of qual-
ity and aesthetics of industrial products, are examined in
detail. The establishment of design centres and their con-
tribution to fostering international competitions and ex-
hibitions, as well as the development of a national design
identity, are described.

Particular attention is paid to the experience of the
United States, where the formation of professional organ-

All aspects of the economy and social struc-
ture were impacted by the post-World War Il era of
change, which also marked the start of the recovery
period. People required inexpensive housing, interi-
or and household items, clothing. Despite common-
place issues, everyone was inspired by the hope for
peace and prosperity. The war years brought forth
their own adaptations, teaching society to value the
simple things and quickly adjust to changing sit-

isations such as the Industrial Designers Society of Amer-
ica was accompanied by a realisation of designers’ social
responsibility and their impact on the country’s economic
competitiveness. The activities of the British Design Coun-
cil and the Design Centre in London, which have made a
significant contribution to the popularisation and educa-
tion in the field of design, are analysed.

Moreover, the article covers the development of design
institutes in France and Italy, highlighting their unique ap-
proaches to supporting and promoting national design. In
conclusion, it is emphasised that design centres became
a link between industry, education, and culture, promot-
ing innovation and shaping the modern image of design
in the post-war era.

Keywords: history of design, design institutes, design
centre, design propaganda, creative industries, scientif-
ic-methodological and information-technological support.

uations. Expensive items that previously indicated
the status of the owner became a relic of the past.

While working for the defence industry, certain
production areas saw substantial development:
heavy engineering, aircraft and automobile manu-
facturing, and the energy industry. Electronics and
complex computing and radio equipment rapidly
improved. Mass manufacturing of goods was es-
tablished, costs were decreased, and new aesthet-
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IlL. 1. The opening of the British Design exhibition. Moscow, 1977.
The exhibition was organised by the British Design Council and VNIITE.
The photograph is from the archive of the Moscow Design Museum.

ic standards were set by the better quality of new
materials and technology, many of which had been
created for the military. There was a need for sys-
tematic support for manufacturers and promotion
of national products.’

In this article, we will consider the development
of design institutes, especially design centres, which
appeared in Western Europe and the United States
after the war.

In a complex production system, design centres
played primarily the role of platforms for exchang-
ing experience and promoting design. Before soci-
ety, design appeared as an independent industry,
which attracted not only engineers, architects, art-
ists, but also philosophers, sociologists, and even
politicians. In essence, design centres were engaged
in multidirectional scientific-methodological and in-
formation-technological support of design and ar-
tistic activities focusing on society and economics,
education and culture, design and consumption.

The beginning of mass production design as a
special type of activity is associated with the rapid

1. Goss, Jared. "Design, 1950-1975. In Heilbrunn Timeline of Art
History”. 2000. New York: The Metropolitan Museum of Art.
http://www.metmuseum.org/toah/hd/dsgn3/hd_dsgn3.htm
(October, 2004) (date of access: 30.04.2025).
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pace of industrialisation after the First World War,
when the idea-to-sample production process evolved
into an organised production cycle.?

After the Second World War, the issue of re-
suming production and reconversion, the reorienta-
tion of many industrial lines to peaceful production,
became acute throughout the world. Concerned
about restoring their economies, state and corpo-
rate structures of economically developed coun-
tries realised the role of design in the competitive
struggle and promotion of national products. They
assisted companies in the implementation and de-
velopment of design, as well as the promotion of
national design ideas in the domestic and interna-
tional markets. Each country took measures to sup-
port industry and design in stages, depending on
the state strategy and priorities.

2. Voronov N. V. "Russian Design”. 2001. Essays on the history of
domestic design. Volume 1. Moscow: the Designers of Russia
Union, p. 424, ill. p.66.

Thus, in Germany, the Deutscher Werkbund,? cre-
ated through the efforts of enthusiasts of industrial
art and design development back in 1907 (among
them, it is worth highlighting Hermann Muthesius,
a theorist of industrial art, and Henri Van de Velde,
an architect, designer and teacher), resumed its ac-
tivities. In essence, the pre-war Werkbund served
as a design centre. Through its exhibitions, it intro-
duced high-quality industrial products and projects,
establishing contacts between designers and man-
ufacturers in the field of industrial art. In 1947, af-
ter a more than 10-year break due to World War I,
this organisation again became a professional ar-
biter of industrial product quality and good taste.

The German Design Council also provided sup-
port to outstanding designers. It was founded in
1953. By that time, design in Germany, based on
national traditions, was developing its own identi-
ty. The Council was considered one of the world's
leading centres of expertise. At its instigation, in-
ternational communications, knowledge transfer in
the field of design, branding, and innovation were
intensified. In an effort to improve the reputation
of everything German and with the support of the
state, the Council became the leading design cen-
tre in the country.

In 1957, through the efforts of Wilhelm Wagen-
feld, a designer, Bauhaus® graduate, and his part-
ners, the Die Form magazine began to be published
in Germany. It was published in two languages, Ger-
man and English, and had international status.

In addition to design materials, the magazine
published reviews of theatre productions and con-
certs, photographs and poetry, expanding the cul-
tural space of design. Over time, the publishing
house’'s activities became more diverse. In addition
to publishing the magazine, its staff held exhibi-
tions, festivals, conferences, lectures, fairs, compe-
titions, and master classes. Moreover, the content

3. German Werkbund (Deutscher Werkbund) is an association of
architects, artists, decorative arts masters, and industrialists,
founded in Munich in 1907. Its goal is the integration of
art and industry, improving the quality of mass production
through standardisation, functionality, and modern design.
Werkbund had a huge influence on the development of
European design and architecture of the 20*" century.

4. German Design Council. URL: https://www.german-design-
council.de/en/about-us/german-design-council#c2377 (date
of access: 10.04.2024).

5. Bauhaus is a German school of art, design, and architecture
that existed from 1919 to 1933. It brought together artists,
architects, and artisans to create functional, aesthetic, and
affordable objects. The principles of Bauhaus: minimalism,
functionality, rejection of excessive decoration, synthesis of
arts, and industry.

of the magazine expanded. In-depth analytical re-
views of design, information about events and new
products® appeared.

The first major event in which the German De-
sign Council participated was held in Milan in 1954.
Germany presented its achievements to the world at
the 10th Triennial, dedicated to the design of facto-
ry products. The exhibition section was designed by
architect Egon Eiermann’. Competitions and exhi-
bitions by industry were organised in the centre of
the German Design Council. For example, in 1965,
the International Transport Exhibition was held in
Munich. In 1959, a cutlery competition was organ-
ised, at which the oldest German tableware manu-
facturer, WMV, presented its products.

In 1969, the centre initiated the establishment
of the state Die Gute Form award. The term “good
form” was introduced by artist and architect Max
Bill in his book of the same name. He defined Gute
Form as a design that is timeless and fashionable.
The award was presented until 2001; it was renamed
the Design Award?® of the Federal Republic of Ger-
many in 2002.

In the 1960s-1980s, design centres were created
in several cities: Berlin, Stuttgart, Munich, Hamburg,
Frankfurt am Main, etc. They were opened where
production facilities, educational institutions, and
other institutes related to design activities were lo-
cated. A unique infrastructure was formed, and in-
terest in design from the general public increased.

In the United States, measures were also taken
to develop design and the professional communi-
ty. In 1944, the Industrial Designers Society of New
York published a code of professional ethics (au-
thors: Henry Dreyfuss, Walter Dorwin Teague, and
Raymond Loewy). The members of the organisa-
tion were united by a sense of social responsibili-
ty to society; they understood that they influenced
the formation of tastes and views on what a prod-
uct should be. The Industrial Designers Society was
not the first professional organisation of designers
in the country; since the 1930s, there have been
many societies, associations, and even exchanges
supporting the design development.

6. "“The World's Best Design Magazine?” by Steven Heller https://
www.theatlantic.com/entertainment/archive/2011/07/the-
worlds-best-design-magazine/242692/ (date of access:
10.04.2024).

7. Museum archive: https://triennale.org/archivi-triennale/10
(date of access: 10.04.2024).

8. Library. German Design Council. URL: https://www.german-
design-council.de/en/about-us/library (date of access:
13.04.2025).
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Ill. 2. The opening of the British Design exhibition. Moscow, 1977.
The exhibition was organised by the British Design Council and VNIITE.
The photograph is from the archive of the Moscow Design Museum.

By raising the standard of production, the Unit-
ed States hoped to improve the status of the global
economy in the 1950s. A programme, known as the
Marshall Plan?, to restore the devastated economies
of European countries was launched in 1948. Owing
to this, American business had a significant influ-
ence on the European market by the beginning of
the 1960s. Manufacturers owed much of their suc-
cess to designers, whose services they actively used.

In 1965, the Society of Industrial Designers (1944)
and the American Designers Institute (1938) merged.
The new organisation was called the Industrial De-
signers Society of America (IDSA)." The IDSA had
about 600 members and 10 branches across the
country as well as various councils and commit-
tees™. In 1980, the IDSA established annual na-
tional design awards and made significant changes
to its charter. By the 1970s, more than 1,500 de-
sign firms were operating in the United States, not
counting design services and departments at large
industrial companies.

After World War Il, design in Great Britain re-
ceived a new impetus. In 1944, a government struc-

9. The Marshall Plan is a program of assistance to Europe after
World War II. It came into effect in April 1948. It was developed
by Secretary of State, George C. Marshall.

10. https://www.idsa.org/history-idsa (date of access: 13.05.2025).

11. The first chairman of the board was John Vassos (1898-1985),
the founder of ADI, and the first president was Henry Dreyfuss
(1904-1972).
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ture, " the British Design Council, was created. The
main goal of the Council was to help manufacturers
in conditions of limited resources and the restruc-
turing of the economy from a military to a civilian
one. Designers were offered new production ideas
taking into account the shortage of raw materials.
Moreover, the Council carried out design propagan-
da, educational, consultative, and training activities
in cooperation with educational institutions; it pub-
lished the Design magazine™ from 1949.

In London, the British Design Council opened a
design centre in 1956. For the next four decades,
it became an important part of the promotion of
design at the national level and influenced the im-
age of centres in many other countries. It even had
its own logo, designed by Hans Schlager (Zéro Stu-
dio), — a black and white triangle.

The permanent exhibition featured more than
1,000 items from 433 companies. The design centre
kept a photographic and informational register of
selected British products. Anyone could consult and
receive recommendations from the best designers.

Temporary exhibitions often caused a stir. For ex-
ample, in 1963, the exhibition titled The New Face of
British Railway was visited by almost 30,000 people
every week. Major economic breakthroughs were

12. Under the Ministry of Commerce.

13. Runge W. F. "History of Design, Science, and Technology”.
2007. Textbook. Edition in two books. Book two. Moscow:
Architecture-S, p. 432, ill. p.39.

IlL. 3. The opening of The Role of the Industrial Designer in Britain exhibition. Moscow, VDNKh, 1964.
The exhibition was organised by the British Design Council and VNIITE.

sparked by the exhibitions. For instance, the exhi-
bition of 1981, Designed in Britain — Made Abroad,
revealed that many creative British designers were
employed by companies abroad.

In the mid-1960s, the design centre was expand-
ed to include more exhibition space, gift shops,
and, later, a bookshop. It quickly became famous
for its catalogue of the latest literature on design.

The British Design Council and the design cen-
tre held a number of international exhibitions, in-
cluding in the USSR™,

The examination programme had an equally sig-
nificant impact on the popularisation of design. In
1948, the council published a list of 28 most suc-
cessful items in terms of form and quality and which
were manufactured in the country. The list gradu-
ally expanded and eventually became the basis of
a database to which retailers turned. Shop owners
and wholesale markets actively used the informa-
tion that flowed into the design centre. Therefore,
manufacturers were interested in getting into the
register. The design centre brand became a sign of
quality. In 1957, the centre established an award.
Companies that were recognised by it received the

14. Myerson, J. “Gordon Russell: The Dilemma of Modernism.”
1993. RSA Journal, vol. 141, no. 5437, pp. 222-35, http://www.
jstor.org/stable/41376124 (date of access: 17.05.2025).

right to attach the centre’s label to their products
for advertising purposes™.

In the post-war period, french design developed
largely owing to Jacques Vienot, who initiated the
creation of the Institute of Design in Paris. The tasks
of the institute, which opened in 1951, included the
promotion of achievements in the field of design.
The institute awarded prizes to the best examples
of French items, held exhibitions, and published a
specialised magazine, Design Industry.

At the turn of the 1970s, design in France re-
ceived support at the state level. As a result, the
Centre for Industrial Creativity was founded in 1970
as part of the Georges Pompidou National Centre
for Culture and Art under the Ministry of Culture.
Among other things, the centre’s tasks included
organising exhibitions and competitions, publish-
ing catalogues of the best industrial products. In
1971, the Higher Council for Industrial Design was
organised under the Ministry of Industrial and Sci-
entific Development.

Italian designers were among the last in Europe
to unite. In 1956, Associazione per il Disegno In-
dustriale (ADI, Association for Industrial Design) was
founded. Relying on financial assistance from in-
dustrialists, the association developed principles

15. Pavlovskaya E. E., Klimenko V. A. “Design and the State:
Spaces of Interaction” // 2018. Bulletin of the Tomsk State
University, No. 428. URL: https://cyberleninka.ru/article/n/
dizayn-i-gosudarstvo-prostranstva-vzaimodeystviya (date of
access: 17.04.2025).
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Ill. 4. The opening of The Role of the Industrial Designer in Britain exhibition. Moscow, VDNKh, 1964.
The exhibition was organised by the British Design Council and VNIITE.
The photograph is from the archive of the Moscow Design Museum.

and methods for the development and popular-
isation of design, organised exhibitions and con-
ferences, conducted planning. The creation of the
Higher School of Design is among its achievements.

A special form of design centre, industry-specific
and local, developed in Italy. These are art galleries
and showrooms of industrial companies — demon-
stration areas for manufacturers of furniture, lamps,
and other home accessories, cars, textiles, etc.

Thus, we see that the governments of Western
countries highly valued and actively promoted the
activities of organisations in the field of design.

Recurring conditions, socio-political context, stag-
es of design centres formation in Western European
countries allow us to identify a number of funda-
mental points in the development of these organ-
isations, determining their functionality, role in the
economy, production, and culture.

Firstly, the connection with professional com-
munities, studios, and bureaus. The heads of or-
ganisations were chosen from among authoritative
professionals; the communities themselves formu-
lated the goals and objectives of their work. With
the participation of professional communities, com-
petitions were held and criteria for “good design”
were established (the Die Gute Form, the Compasso
d'Oro, the Duke of Edinburgh’s Award, etc.)

The types of professional design organisations
varied by country. In Germany — Werkbund; in the
USA — the Art Directors Club; in France — a system
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of museums and exhibition salons, fashion hous-
es; in Italy — ADI, Milan Salon.

Secondly, exhibition activities with a focus on
international projects and representation of na-
tional design abroad. The exhibitions’ themes are
always aimed at the mass consumer: these are issues
of rational mass housing, opportunities to create
and manufacture new home goods (electrification
of everyday life), creating items that make house-
keeping easier, new types of transport, radio elec-
tronics, etc.

Thirdly, popularisation of design. Publishing
books and professional multi-page periodicals,
broadcasting TV programmes (design turns out to
be a rich topic for the mass media), attracting the
attention of politicians to the problems of society
that can be solved by design (competent develop-
ment and formation of the urban environment and
competitiveness of industrial products, in the crea-
tion of which designers also participated).

Fourthly, contacts with industry. The design cen-
tre is a form of providing consulting services and
connections between manufacturers and creative
agencies.

Finally, a separate direction and form of activity
was presented by professional education and pop-
ularisation of design (lectures, round tables, discus-
sions). Design centres acted as intermediaries not
only between designers and production but also
between the design education system, the profes-

sional community, and potential customers. Sim-
ilar to contemporary creative clusters, students at
design universities were given access to the field

of professional activity even while they were still in
the study stage.
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AVN3ANH-LIEHTPbI B MOCNEBOEHHOW EBPOIME
N MPO®ECCUOHAIbHAS MHOPACTPYKTYPA
NV3AVNHA BTOPOW MONOBWHbBI XX BEKA

AHHomayusa: Cmames noceawjeHa aHaausy cmaHos-
JIeHUs u pazsumus npogbeccuoHabHol UHgpacmpykmy-
pbl duzaliHa 8o smopoli nonosuHe XX seka, ¢ akyeHmom
Ha desmenbHOCMb OU3aliH-yeHmMpos 8 cmpaHax 3anaod-
Hol Esponesi u CLLIA. B yeHmpe sHUMaHus — ucmopudye-
cKuli KOHMeKCM NOC/Ie80EHHO20 BOCCMAHOB/IEHUS, K020a
B03HUK/G ocmpasi nompebHocmMb 8 0CMYNHOM XUJlbe,
npedmemax 6bima u o0exode, a makxxe npousowén cosue
obwecmseHHbIX yeHHocmel 8 CMOPOHY npocmomei U
dyHKYUOHAbHOCMU.

lModpobHo paccmampusaromcsi 803poxdeHue U 380-
JoyUs Mmakux uHcmumymos, kak Hemeuykuli Bepk6yHo u
Cosem no du3aliHy lepmaHuu, cel2pasuiux Kro4esyro posib
8 popmuposaHuu cmaHdapmos Kayecmea u scmemuku
npomsiwieHHol npodykyuu. Onuceleaemcs co3oaHue ou-
3aliH-yeHmpos u ux 8k/a1ad 8 pasgumue Mex0yHapOOHbIX
KOHKYpCO8 U 8bICMAsoK, a makxe gpopmuposaHue Hayu-
OHAbHOU udeHmMuYHocmu Ou3adliHa.

Ocoboe sHumaHue ydeneHo oneimy CLLIA, 20e ¢pop-
MuposaHue npogeccuoHaNbHbIX Op2aHU3ayuli, Makux Kaxk
O6uwecmso uHdycmpuassHsix dusaliHepos AMepuku, co-

F'oabl nocne BTopoi MMPOBOI BOMHBI CTanu Bpe-
MeHeM rnepeMeH, KOTopble 3aTPOoHY/N Bce chepbl
3KOHOMWKM ¥ COLMaNbHOrO YCTPOMCTBA, Hayaacs
nepuog BocCcTaHoBAEHUA. JTIOAN HYXAANNCh B He-
AOPOroM Xw/be, NpeAmMeTax MHTepbepa 1 06uxosa,
opexae. HecMoTpsa Ha 6bITOBble Npobaembl, BCex
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npogoxdanoce 0CO3HAHUeM coyuanLHoOlU omeemcmeeH-
Hocmu du3aliHepos U Ux 8/IUSHUS HQ 3KOHOMUYeCKyro
KOHKYpeHmocnocobHocmes cmpaHsl. AHaausupyemcs Oe-
AmenvbHocms bpumaHckozo cosema no du3aliHy u ou-
3aliH-yeHmpa 8 JToHOoHe, 8HecwUX 3Ha4UmMe bHbIl 8K/1a0
8 nonyaspu3layuro u obpasosamensHyro 0esmesbHOCMb
e obaacmu dusaliHa.

Cmames makxe ocsewyaem paszsumue Ou3aliH-UH-
cmumymos 80 ®PpaHyuu u Mimanauu, noduépkusas ux
YHUKa/IbHble N00x00bl K noddepxke U NPOOBUXEHUH HA-
YyUoHabHo20 du3saliHa. B 3akiroueHue nodyepkusaemcs,
umo Ou3aliH-yeHMpsl CManu ces3yrWuM 386eHOM MexOy
npomeiwiieHHocmeoo, 0bpasosaHuem U Kysiemypod, cno-
cobcmeys UHHOBAYUAM U (hOPMUPOBAHUH COBPEMEeHHO-
20 obsiuka du3aliHa 8 NOC/1eBOEHHYH 3NOXY.

Knrouesole cnosa: ucmopus ousaliHa, UHCMumMymel
ousaliHa, dusaliH-yeHmp, nponazaHoa du3aliHa, Kpea-
musHble UHOYCMpuUU, Hay4YHO-Memooduyeckoe UHPopma-
YUOHHO-MexHOo102u4eckoe conposoxxoeHue.

BOOJYLUEBAsAA HaAeXa Ha MMpP 1 Baarononyune.
BoeHHble rofbl BHEC/IM CBOWM KOPPEKTUBbLI: 0bLLe-
CTBO Hay4W/IOChb LIeHWUTb MPOCTbIE BELLM U BbICTPO
npucnocabamBaTbCs K MEHSOLLMMCA ycnoBuam. Jo-
porve nNpeAmMeThl, KOTOpble paHblle 0H603Hayau
cTaTyC BAaZenblLa, CTaan nepexxutkoMm npoLuioro.

PaboTas Ha 0BOPOHHYHO NPOMbILLINEHHOCTb, He-
KoTopble cdepbl NPOU3BOACTBA NONYUNIN 3HAUN-
TeNbHOE Pa3BUTKE: TAXEN0E MaLLIMHOCTPOEHME,
aBua- 1 aBTOMOBUIECTPOEHME, SHepreTnyeckas oT-
pacib. bbICTpo coBepLUeHCTBOBaACh 3NEKTPOHMKA
N CJIOXHOE BbIYNCAUTENBHOE U pagmoobopyaoBa-
HuWe. HoBble MaTepuabl U TEXHONOTNKN, MHOTME U3
KOTOpbIX 6bIM pa3paboTaHbl AN BOEHHOIO CEKTO-
pa, MO3BO/IN/IV MOBbLICUTL KAUYECTBO, 3a/aBast HOBble
3CTETMYECKUE KPUTEPUU, CHU3NUTBL CEBECTOMMOCTb U
HafaAuTb MacCoBbIV BbINycK TOBapoB. MNosBuaach
NoTPebHOCTb B CUCTEMHOW NOAAEPXKKE MPOM3BOAN-
Tenel 1 NPOABMXKEHUN HAaLMOHaNbHOW NpoayKLmK.

B 37Ol cTaTbe Mbl PacCCMOTPUM pPa3BUTME WH-
CTUTYTOB AMn3aliHa, B 0COBEHHOCTU AN3aliH-LIEeH-
TPOB, NOABUBLUMNXCA B CTpaHax 3anagHol EBponbl
n CLLUA nocne BOWHbI.

An3anH-ueHTPbl B CIOXKHOOPraHN30BaHHOM CU-
cTeMe NPOu3BOACTBA Urpaau B MEPBYHO ouepesb
POJ/Ib MIOWAA0K AN OBOMeHa OMbITOM ¥ NpornaraHapl
Av3aliHa. [u3alii npeacTtan nepes o6LLeCcTBOM Kak
caMocCTosATe/IbHas OTpac/b, Ha KOTOPYH paboTatoT He
TOJIbKO UHXEHEPbI, aPXNUTEKTOPBI, XYAOXHUKWN, HO 1
burnocodel, coumonorn n gaxke NoanTnkun. Mo cytn,
AN3aiH-LLeHTPbl 3aHUMaUCh Pa3HOHaNpPaBAeHHbIM
Hay4YHO-MeToANYECKUM M MHDOPMAaLLMOHHO-TEXHO-
JIOTVYECKUM COMPOBOXAEHNEM MPOEKTHO-XY0-
KECTBEHHOW AeATeNbHOCTU: B CTOPOHY CoLMyMa U
3KOHOMUKMW, 06pa3oBaHUA U KyAbTypbl, MPOEKTU-
poBaHusa 1 NoTpebaeHus.

Hauano ausariHa MaccoBoOW NpoAyKLUUK Kak 0co-
60ro BMAa AeATeNbHOCTN CBA3bIBAOT C ObICTPbIMU
TeMMamMu MHAycTpuanausaumm nocne Nepson Mu-
POBOV BOVHbI, KOTAa NpoLecc OT UAeun 40 BbiNycka
obpasua TpaHCchopMMpPOBaNCa B OpraHNM30BaHHbIN
NMPOV3BOACTBEHHbIN LMKAZ,

Mocne Bropoli MMPOBOI BOWHbLI BO BCEM MUpe
OCTPO BCTaj BOMNPOC BO30OGHOBAEHMSA NPON3BOA-
CTBa, a TakXXe PeKOHBEPCUM — MepeopueHTaumm
MHOXeCTBa MPOMbILUAEHHbIX TMHUA Ha MUPHYHO
npogaykumnto. FflocysapcTBeHHbIe ¥ KOPNOpPaTUBHbIE
CTPYKTYpPbl 3KOHOMUWYECKM Pa3BUTbIX CTPaH, 03abo-
YeHHble NPobaeMoi BOCCTAHOB/IEHUS CBOMX 3KO-
HOMWK, OCO3HaBa/In POJIb AM3alHa B KOHKYPEHTHOM
60opbbe 1 NPOABUKEHUN HALLMOHANBHON NPOAYKLMN.

1. Goss, Jared. Design, 1950-75. In Heilbrunn Timeline of Art
History. New York: The Metropolitan Museum of Art, 2000-.
http://www.metmuseum.org/toah/hd/dsgn3/hd_dsgn3.htm
(October 2004) (aata obpateHms: 30.04.2025).

2. BopoHoB.H.B. Poccuiickuii grsaiH. Ouepkun nctopum ote-
YecTBEHHOrO An3aliHa. Tom 1. — M: «Coto3 gusainHepos Poc-
cum», 2001. — 424 c., nan. c.66.

OHK cosencTBOBaAN KOMMNAHUAM BO BHEAPEHUN U
pa3BUTUM AM3aiHa, @ TakKe nponaraHae naen Ha-
LMOHaNbHOrO AM3aiiHa Ha BHYTPEHHEM U MeXAyHa-
POAHOM pblHKe. Kaxaas cTpaHa npuvHMMana Mepbl
A9 NOAAEPXKKM NPOMBILLIEHHOCTU U AM3aliHa No-
3TanHo, B 3aBUCMMOCTW OT roCyAapCTBEHHOW CTpa-
TErMm U NPUOPUTETOB.

Tak, B lepmaHun Bo306HOBMA feATeNbHOCTb He-
Meukunii BepkbyHa?, cosgaHHbIn ewe B 1907 roay
CTapaHUsIMK 3HTY3MaCTOB Pa3BUTUS MPOMbILLNEH-
HOro UCKYCCTBa M An3aliHa (Cpeamn HUX CTOMUT Bbl-
AeNnTb TeopeTnka NPOMbILLIEHHOIO UCKYCCTBA
lepmaHa MyTesnyca 1 apxutekTopa, Au3aliHepa U
neaarora AHpu BaH ge Benbgae). Mo cytn, npeaso-
€HHbIV BepkbyHA BbINOAHAN QYHKLIMM AM3aNH-LIEH-
Tpa, NOCKOJIbKY CBOVMMW BblCTaBKaMU 3HAaKOMMA C
KayeCTBEHHbIMW NPOMBbILLUAEHHBIMU U34ENUAMUN U
NpoeKkTaMu, HaflaXXmBas KOHTaKTbl MPOEKTUPOBLLM-
KOB 1 Npoun3BoauTeneli B 061acT NPOMbILLIEHHOTO
nckyccrea. B 1947 rogy, nocne 6onee yem 10-net-
Hero nepepsiBa 13-3a BTopoi MMpoBOI BOMHSI, 3Ta
opraHu3saLms CHoBa cTafa NpodeccnoHaNbHbIM ap-
6UTPOM KayecTBa MNPOMBbILINEHHOW NPOAYKLAN U
XOpoLuero BKyca.

Moaaep>KKy BblAaOLWLMMCA An3aliHepPaM OKa3sbl-
Ba/s 1 Hemeuknin coBeT no aunsariHy. OH 6bla yu-
pexaeH B 1953 roay. K Tomy BpemeHu ansaiiH B
lepMaHMK, OCHOBbIBAsACb Ha HaLMOHaNbHbIX Tpa-
AMLMAX, BblpabaTbiBan CBOK NAeHTUYHOCTb. CoBeT
CYMTaNCA OLHWUM U3 BeAyLLMX MUPOBbIX LLEHTPOB 3KC-
neptu3sbl. C ero nogayn akTMBU3NPOBANNCh MEX-
AyHapoZHble KOMMYHWKaLWUW, nepegaya 3HaHWN B
chepe gm3aiHa, bpeHaMHra, MHHOBaLWIA. B ctpem-
NEHUN yNyYLlWINTb penyTaLmMio BCEro HEMELKOro U
npv NojAep>kKe rocysapcrea COBET CTan BeAyL MM
AV3aNH-LLEeHTPOM CTpaHbl4.

3. Hemeukuii BepkbyHg (Deutscher Werkbund) — o6beguHe-
HVE apXMTEKTOPOB, XYA0XHUKOB, MacTepoB AeKOPaTUBHOTO
MNCKYCCTBa M NMPOMBILLIEHHNKOB, OCHOBaHHOe B 1907 roay B
MtoHxeHe. Ero Lenb — MHTerpaums UckyccTsa U npombiL-
JIeHHOCTW, MOBbILWEHWE KaYecTBa MacCoOBON NPOAYKLIMK Ye-
pe3 cTaHAapTU3aLmto, GYHKLMOHANBHOCT Y COBPEMEHHBIN
Au3aliH. BepkByHS OKasan orpoMHOe BAWSIHWE Ha Pa3BuTHe
€BPONenCKoro AnsaiHa n apxmtekTypbl XX Bek.

4. German Design Council. URL: https://www.german-design-
council.de/en/about-us/german-design-council#c2377 (gata
obpatueHmns 10.04.2024).
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B 1957 roay B lepmaHuu ycunmamm gusaiiHepa,
BbiNyckHMKa bayxay3a®, Bunbrensma BareHdenbsa
M ero NapTHepOB, Havan n3gaBaTtbCs XypHan «Die
Form». lMeuaTtanca oH Ha ABYyX fA3blKax, HEMELKOM
W aHFIMACKOM, Y MEeN CTaTyC MeXAYHapOAHOro.

B >xypHane noMUMO NPOeKTHbIX MaTepuanoB ny-
6avKoBanncb 0630pbl TeaTpasibHbIX MOCTAaHOBOK U
KOHLLepTOB, nomeLannce ¢otorpadumn n nostnye-
cKne Npoun3BeseHuns, paclumpas KyabTypHOe npo-
CTPaHCTBO Amn3aliHa. Co BpeMeHeM AesTebHOCTb
n3gaTenbCTBa CTana pasHoobpasHee. [TOMVMMO Bbl-
nycka XypHana COTPYAHWUKM XypHana NpoBOAUAN
BbICTaBkM, ecTnBany, KoHbepeHLNN, nekuunn, ap-
MapKu, KOHKYPCbl U MacTep-knaccel. Cogep>kaHne
XypHana Toxe pacwmpunock. MNossuance raybo-
Kue aHanuTuyeckme o630pbl An3aiHa, MHGoOpMa-
Lns O MepOonpUATUAX, HOBbIX NPoAyKTax®.

MepBoe KpynHoe MeponpuaTne, B KOTOPOM
NPUHAN yyacTne HemMeukuin COBET NO Au3aliHy,
npowusowno B 1954 rogy B Munare. l'epmanusa npeg-
CTaBuaa MUpY CBOW JOCTUMXKEHUA Ha X TpueHanne,
MOCBALLEHHOM AMn3aiiHy 3aBOACKUX n3gennin. Otaen
419 3KCNO3MLMM CNPOEKTUPOBaN apXMTEKTOP IroH
AliepmaH’. B ueHTpe Hemeukoro coseTta no Aunsain-
HY NMPOBOANNCH KOHKYPCbI U BbICTaBKM MO OTpac-
nam. Hanpumep, B 1965 rogy B MroHxeHe npoLna
MexayHapogHaa TpaHcnopTHas BbicTaBka. B 1959
rofly — KOHKYPC CTONIOBbIX NPUHOPOB, Ha KOTOPbIN
CBOW U3Aenns NpeacTaBul CTapeilnini HemMeLKuin
npowussoantens nocyasl WMV.

B 1969 rogy LeHTp UHULMMpPOBan yupexaeHue
rocysapcTBeHHon npemun Gute Form — tepmuH
«xopowas dopma» BBeN B CBOEN OAHOUMEHHOW
KHUIe XyAO>XKHUK 1 apxutekTop Makc buan. Gute
Form oH onpeaennn kak An3aniH, KOTOPbIA HEMOA-
BAacTeH BpemeHu n Mmoge. lNMpemus Bpyyanacb A0
2001 roga, B 2002-m ee nepenmeHosann B lpe-
muto OPI B ob1acTn An3anHasd.

5. bayxays — HemeLKas LWKONA UCKYCCTBA, AW3aliHa N apXmTeK-
Typbl, cywectBoBaBLuas ¢ 1919 no 1933 roa. OHa 06beanHU-
Na Xy0KHVKOB, apXUTEKTOPOB Y PEMECIEHHUKOB AS CO34a-
HMSA QYHKLMOHAbHBIX, 3CTETUYHbIX U AOCTYMHbIX MPeAMETOB.
MpwvHumnel bayxay3a: MUHMMann3Mm, GyHKLMOHaNbHOCTb, OT-
Ka3 OT U3/IMLIHErO AeKOopa, CUHTE3 UCKYCCTB U NPOMbILLIEH-
HOCTW.

6. The World's Best Design Magazine by Steven Heller https://
www.theatlantic.com/entertainment/archive/2011/07/the-
worlds-best-design-magazine/242692/ (pata obpalueHus
10.04.2024).

7. ApxuB Mmy3es https://triennale.org/archivi-triennale/10 (gata
obpaleHuns 10.04.2024).

8. Library. German Design Council. URL: https://www.german-
design-council.de/en/about-us/library (gata obpalieHus:
13.04.2025).
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B 1960-1980-€ rr. AM3alH-LEeHTPbl H6blAM CO3-
JAaHbl B HECKONbKNX ropogax: bepaune, WryTtrap-
Te, MioHxeHe, Fambypre, OpaHkdypTe-Ha-MaliHe
n ap. Nx oTkpbiBanun Tam, rae pacnosioxeHbl Npo-
N3BOACTBA, yuebHble 3aBefleHNs U Apyrne NHCTU-
TYTbl, Tak AN MHa4Ye CBf3aHHblE C AN3aNHEPCKOMN
aeatenbHocTbro. CknagpiBanacb cBoeobpasHas UH-
bpacTpyKkTypa v NoBbILIANCA MHTEPEC K AW3alHY CO
CTOPOHbI LUNPOKOW My6anKN.

B CLUA Takxe npyvHMManu Mepbl 418 pa3BuTua
Aun3aiiHa u npodeccmoHaabHoro coobulecrea. B 1944
rogly B Hbto-Mopke O611ecTBO NPOMBILLAEHHbIX Au-
3aiHepOoB U34ano Kogekc NpodecCcnoHanbHON 3TN-
K (aBTopsbl: l'eHpun Apendyc, Yontep JopBuH Tur
n PaimoHg Jloywm). YneHoB opraHusauumn obbveam-
HSJ10 YYBCTBO COLMAbHOM OTBETCTBEHHOCTU Me-
pes o6LLeCcTBOM, OHN MOHUMaNK, YTO BANAIOT Ha
dbopmmpoBaHme BKYCOB 1 B3rS40B Ha TO, KakuM
[OKHO 6bITb n3genne. OBLLECTBO NPOMbILLIEHHbIX
AV3aliHepoB OblN0 He NepBOol NPOPECCUOHANBHOM
OopraHu3aumven am3anHepos B cTpaHe — ¢ 1930-x
roZ0B CyLLECTBOBalO MHOXECTBO OKa3blBatOLLMX
NoAAepP>KKY pa3BUTUIO An3aliHa obLecTB, accoum-
aunin n gaxe bupx.

B 1950-e CLLUA Bo3naranu 6onbluve Hagexabl
Ha y/Jy4lleHne COCTOSHUA MMPOBOI 3KOHOMMKM 3a
CYeT NOoBbILLEHNA KavyecTBa Npon3BoAcTBa. B 1948
rogy 6bina 3anylieHa B AelcTBME NporpamMmma Boc-
CTaHOBJIEHWA Pa3pyLUEHHON 3KOHOMUKHM CTpaH EB-
ponbl, n3BecTHas Kak niaH Mapwanna®. brarogaps
3TOMY aMepUuKaHCKM busHec Kk Havany 1960-x nmen
3HaUNTENIbHOE B/IVAHME Ha eBPOMENCKOM PbIHKE.
Bo MHOrom cBouM ycnexam npoussoauTtenu bbiam
06s3aHbl AM3aliHepaM, yC1yraMm KOTOPbIX akTUBHO
NnosIb30Ba/NCb NPON3BOANTENN TOBAPOB.

B 1965 rogy npomusowno cavaHne AMepuKaH-
ckoro obuiectsa ansanHepos (1944) n NHctutyta
am3aliHepos (1938). HoBas opraHu3aumsa noayun-
Na Ha3BaHMe «ObLwecTBO NPOMBbILLAEHHbIX AM3ali-
HepoB Amepukm» (Industrial Designers Society of
America, IDSA). Y IDSA 6b1710 okos0 600 uneHoB
n 10 duavanoB no Bcen cTpaHe. B cTpykTypy no-
MUMO GUNAN0B BXOAWUIN Pa3NNYHbIE COBETbI U KO-
muTeTbl . B 1980 rogy IDSA yupeanno exerogHoie

9. MnaH Mépwanna nporpamma nomolum EBpone nocne Bropon
MWPOBOW BOMHbI. Bctynun B geiicteue B anpene 1948 roga.
Pa3spabotaH [ocysapctBeHHbIM cekpeTapém [xxopaxem K.
Mapwannom.

10. https://www.idsa.org/history-idsa (gata obpalweHus:
13.05.2025).

11. MepBbIM Npepcesatenem npasaeHuns 6bin JxxoH Baccoc
(1898-1985), ocHoBaTtenb ADI, a nepBbIM Npe3naeHTOM —
TeHpu Apendyc (1904-1972).

HaLMOoHabHble MpeMun B 061acTv f13aliHa 1 BHeC-
Nla 3HauYMTENbHbIE N3MEHEHUS B CBOW yCTaB. Yxe K
1970-m rogam B CLLUA pabotano 6onee 1500 gum3ain-
Hepckmx GUpM, He cunTas fu3anHEPCKUX Cy>K6 1
OTAENOB MPW KPYMHbIX MPOMbILLUNEHHbIX KOMMaHUAX.

Mocne BTopoi MMPOBOW BOWHbI HOBbIN MMMY/IbC
nonyyaet gn3aiiH B Beankobputanun. B 1944 roay
6blNa co34aHa rocysapcTBeHHas cTpykTypa'> — bpu-
TaHCKMI COBET MO AM3aliHy. [naBHOW Lenbio coBeTa
6bl/1a MOMOLLb NPOV3BOAUTENSAM B YCAOBUSAX Orpa-
HUYEHHBIX PECYpPCOB M NepeHacTPONKN IKOHOMUKN
C BOEHHOW Ha rpaxgaHckyto. [lnsaiHepam npegna-
raaum HoBble MAen NPON3BOACTBA C yYeToM Aeduriin-
Ta cbipbsi. COBET Takxke Besl mponaraHay Av3aliHa,
NPOCBETUTENbCKYH), KOHCY/bTaTUBHYIO 1 06pa3o-
BaTeNbHYIO AeATENbHOCTb COBMECTHO C yYebHbI-
MU yupexaeHmamn, ¢ 1949 roga n3gasan XypHan
«Design» .

B JlongoHe B 1956 roay npw bputaHckom co-
BETe Mo An3aiiHy 6bln OTKPBIT AM3aNH-LEeHTP. Ha
cnegyrolme veTbipe AecATUNETUS OH CTajl BaXXHOW
4acTbio NPOABMXEHNA AM3aliHa Ha rOCYAAaPCTBEH-
HOM YPOBHE 1 MOBAUAI Ha 06pa3 LIeHTPOB BO MHO-
TUX APYTUX CTpaHax. Y Hero gaxe 6bia1 COOCTBEHHbIN
dUpPMeHHbIN 3HaK, pa3paboTaHHbIv MaHcom LLnere-
pOM (CTyAns Zéro), — YepHO-6eblil TPEYrONbHUK.

Ha nocTtosiHHOW BbICTaBKe MOXHO 6b110 YBUAETD
6onee 1000 n3gennin 433 dpupm. [lnzaH-LeHTp BEn
$oTO- 1 MHGOPMALMOHHBIV peecTp N3bpaHHbIX Bpu-
TaHCKUX NPOoAYKTOB. JII0H60M XenatoLmin Mor nNpo-
KOHCYNbTMPOBATHCA M NMONYUUTb PEKOMEHAALIUM OT
NydLInx An3aiHepoB.

BpemeHHble BbICTaBKM HEPEAKO BbI3blBaIN aXW-
oTax. Tak, B 1963 rogy BbicTaBky «HoBble NpoekThl
4NA BpUTaHCKMX XKenesHbiX A0pOr» KaxAyto HeAento
nocewanu noutn 30 000 yuenosek. BbicTaBkM cMoram
CTUMYANPOBATb BaXHble 3KOHOMUYECKUE MPOPbIBbI.
Hanpumep, B 1981 rogy BbicTaBka «Pa3paboTtaHo
B bputaHum — caenaHo 3a rpaHuLeri» obHaxuaa
TOT daKT, YUTO MHOTME KpeaTnBHble BpUTaHCckne an-
3aliHepbl HAHUMaNMCb B KOMMaHMKW 3a pyHexKoM.

B cepeanHe 1960-x aM3aliH-LEHTP pacwinpuan,
YTOObI BKAHOUMTb 6ObLUE BbICTABOYHbIX NIOLLAAEN,
CYBEHMPHbIe KMOCKM, @ MO3Xe U KHUXKHbIN MarasuH.
OH 6bICTPO NPOCAABMACA CBOMM KaTaNOroM Camol
cBeXel MTepaTypbl NO AW3alHy.

12. npn MuHucTepcTBe TOProsau

13. PyHre B.®. Victopus gu3saiiHa, Hayku 1 TeXHUKW. YuebHoe no-
cobue. N3paHne B AByx kHurax. Knura sropas. — M.: Apxu-
Tektypa-C, 2007. - 432 c,, c un. — c.39).

BpuTaHckuiA coBeT No AW3aiiHy U AN3alH-LIEeHTP
npoBenn paj MexAyHapoaHbIX BbICTaBOK, B TOM
ymncne B CCCP™.

He MeHee BaxHyt0 po/ib B monyaapusaumm au-
3aMHa cbirpana nporpamMma akcnepTunsbl. B 1948
rogy coBet onyb6amkoBan cnmvcok n3 28 Hanbonee
yAauHbIX C TOUKM 3peHnsa GOpMbl U KayecTBa n3je-
NV, BbiNycKaeMblix B cTpaHe. CMMCOK NocTerneHHo
pacwmpanca n B pesysnbtate CTaj OCHOBOW bBaH-
Ka AaHHbIX, Kyga obpalannce putennepsl. Bna-
AeNbLbl MarasnHoB 1 OMTOBbLIX PbIHKOB aKTUBHO
NoJb30BanNCb MHPOPMaLMel, KoTopaa ctekanach
B AM3alH-LeHTp. [Mo3ToMy npounsBoanTenn 6uiam
3auHTepecoBaHbl B TOM, YTObbI MONacTb B peectp.
Mapka AnsaliH-LeHTpa cTasa 3HakKoM Ka4ecTsa. B
1957 rogy ueHTp yupeann npemumto. Komnaxuy, ot-
MeUeHHbIe eto, NoJyYanu NpaBo NPUKPEnATb Nenbn
LEeHTPa K CBOEN NPOAYKLUN B PEKAAMHbIX Liensx .

®paHLUy3CcKnin An3aliH NOCEBOEHHOrO Nepuo-
Ja pa3BuMBasca BO MHOrom bnarogapsa Xaky Boe-
HO, KOTOPBIN BbICTYNMUA UHULMATOPOM CO3JaHuNA B
Mapwxxe NHcTUTYTa An3aliHa. B 3agaum MHCTUTY-
Ta, oTkpbiBWweroca B 1951 roay, Bxogmna npona-
raHga JocTuxeHun B obnactu amnsanHa. NHcTmuTyT
npucy>xgaan npemMum ayyinm obpasuam ppaHLys-
CKOV MPOAYKLMMN, NPOBOAWA BbICTaBKW, BbINycKa
cneumanm3npoBaHHbIN XypHan «Design industry».

Ha rocysapcTBeHHOM ypoOBHe Aun3alii Bo PpaH-
LMK Noayunn noaaep>kky Ha pybexe 1960-1970-
X. OfHUM U3 pe3yNbTaToOB 3TOrO CTaNo CO3AaHune B
1970 rogy LleHTpa npoMbILwieHHOro TBOpYecTBa B
coctaBe HaLMOHaNbHOTO LieHTpa KyAbTypbl U nC-
kycctea um. Xopxxa MNomnugy npn MuHucrepcree
Ky/nbTypbl. B 3agaun LieHTpa He B NOCNeAHIO0 OYe-
pefb BXOAMAA OpraHM3aLma BbICTaBOK N KOHKYPCOB,
M3gaHune KaTaJoros Ay4LLNX U3AeNNiA NPOMBILLIEH-
Hoctu. B 1971 roay npu MuHucTepcTBe NPOMbILL-
JIEHHOTO U Hay4YHOro pasBuTUA 6bla1 opraHn3oBaH
BbICLINI COBET NO MPOMBILLAEHHOMY AM3alHY.

OgHuMK 13 nocnegHux B EBpone ctann obbe-
AVHATbCA AnsaliHepbl Utanun. B 1956 rogy 6bina
OCHOBaHa Accoumauna NPOMbILLIAEHHOrO An3aliHa
(ADI). Onupascb Ha $PUHaAHCOBYHO MOMOLLb MPOMBILL-
JIleHHMKOB, accoumaLma BbipabaTbiBana MPUHLMMbI,

14. MYERSON, JEREMY. “Gordon Russell: The Dilemma of
Modernism.” RSA Journal, vol. 141, no. 5437, 1993, pp. 222—
35, http://www jstor.org/stable/41376124 (aata obpaleHus:
17.05.2025).

15. Masnosckas EneHa SmmanynnosHa, Knnmerko Bukrop Anek-
caHapoBumY [lM3aliH 1 rocyAapcTBO: NPOCTPaHCTBa B3auMo-
aevicteus // BectH. Tom. roc. yH-Ta. 2018. N2428. URL: https://
cyberleninka.ru/article/n/dizayn-i-gosudarstvo-prostranstva-
vzaimodeystviya (gaTa obpatlenus 17.04.2025).
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MeTO/bl Pa3BUTUA U NONYAAPU3aLUN AM3aliHa, Op-
raHV30BbIBasia BbICTaBKW, KOHbepeHUuW, Bena nia-
HupoBaHue. Cpeawn ee 3acnyr — co3gaHuve Boicwei
LKONbI AMU3aNHA'®,

B Ntanun cnoxwunace ocobasa dopma au-
3aliH-LleHTpa — OTpac/ieBOro, JokaabHoro. Peub
NAET O XYAOXECTBEHHbIX rafepesx u LWoy-pymax
NPOMBILLAEHHbIX GYPM — JEMOHCTPALMOHHBIX MJ10-
WaLoK npounssoauTenein mebenn, CBETUIbHNKOB U
ApYrvux akceccyapoB A1 AOMa, IEFKOBbIX aBTOMO-
bunen, TeKCTUaa U T.4.

WTak, Mbl BUAUM, UYTO NPaBUTENLCTBA 3aMagHbIX
CTpaH BbICOKO OLIeHMBaAN 1N aKTUBHO CTUMYANPOBa-
NN feATeIbHOCTb OpraHm3aLmin B obaactv AnzaliHa.

MoBTopstoLWMecs yCAOBUSA, COLMANbHO-MO-
NNTUUYECKMIN KOHTEKCT, 3Tanbl GpOopMUpOBaHUsA
AV3afH-LEeHTPOB B CTpaHax 3anagHown EBponbl no-
3BOJISIOT BbIYNEHWUTb P, MPUHLMNMAIbHBIX MOMEH-
TOB B CTAHOBJIEHWW 3TUX OpraHn3aLuii, onpeaeneHmm
nx GYHKUMOHaNa, POV B IKOHOMMKE, MPOU3BOA-
CTBE U KyJbType.

Bo-nepBblx, CBA3b C NpodeccnoHaibHbIMU CO-
obuectBamMu, ctyanamu, bropo. Pykosoantenen
OopraHusaunn BbIGUpPann U3 Ymcna aBTOPUTETHbBIX
npodeccnoHanos, coobuiectsa camu GopmMyan-
poBanun Leau 1 3agaun csoein paborbl. MNpn yua-
CTMM NpodeccnoHanbHbIXx COObLLECTB 06BABAAAN
KOHKYPCbl U YCTaHaBANBaAUN KPUTEPUM «XOpOLLEe-
ro amsanHa» (Gute Form, Compasso D'oro, npe-
Mus repuora 34nHOYPrckoro n Npou.)

B pazHbix cTpaHax Mozenn NpodeccuoHabHbIX
OopraHusauunii g1M3aliHepoB oTan4Yanmcb. B Nepma-

16. MepsuHa JlroboBb ViBaHOBHA, Punnuesa Hagexaa Bukro-
poBHa OcobeHHOCTV HOPMMPOBaHUA KOHLENLUUM npodec-
CMOHaNbHOW MOZAENN B UCTOPUW Pa3BUTUA AM3aitH-06pa3o-
BaHMA: UTa/libaHCKaa Mojenb // BeCTHUK YAMYpPTCKOro yHu-
Bepcuteta. Cepua «®unocodusa. MNenxonorusa. MNegarormka».
2018. N21. URL: https://cyberleninka.ru/article/n/osobennosti-
formirovaniya-kontseptsii-professionalnoy-modeli-v-istorii-
razvitiya-dizayn-obrazovaniya-italyanskaya-model (gaTa 06-
patenms: 13.05.2025).

HUn — BepkbyHa, B CLUA — Art-director’s Club Bo
®paHuMn — cnucTema My3eeB W BbICTaBOYHbIX Cano-
HOB, loma Moz, B Vtannu — ADI, MunaHckuin canoH.

Bo-BTOpbIX, BbICTAaBOUHAsA AeATENbHOCTb C HOKY-
COM Ha MeXayHapOAHble MPOeKTbl, penpeseHTaLmio
HaLMOHaNbHOTO AM3aiiHa 3a pybexxom. TemaTmka
BbICTaBOK Bcerga obpalleHa K MacCoBOMY MoTpe-
6uTento: 3To NpobaemMbl paLMoHaNbHOTO MacCOBOrO
XUANLLA, NepPCrekTUBbI MPOEKTUPOBaHMA U BbiMycka
HOBbIX U3aennii ans 6biTa (3nekTprdurkaums bbita),
co3faHve NpeAMeToB, obiervaroLLmx BejeHne f0-
MaLLHEero X03ancTBa, HOBble BMAbl TPAHCMOPTa, pa-
AMO3N1EeKTPOHMKA U T. 4.

B-TpeTbux, nonynspusauns ansanHa. Mizgaxuve
KHUT 1 NpodeCccMoHanbHOM MHOMOCTPaHUYHOM nepu-
OAMKM, BbINYCK Tesenepesay (An3aliH okasblBaeTcs
boraTon TEMOW AN MacC-Meama), NpUBJIeYEHNE BHU-
MaHus NONNTUKOB K NpobiemMam Ob6LLEeCTBa, KOTOPbIE
MOXHO peLunTb An3aiHOM (rpamMoTHas 3acTpolika
1 GopMMpoBaHNE FOPOACKOM CPedbl, KOHKYPEHTO-
CNoCcobHOCTb MPOMBILLIEHHbIX U34ENNI, B CO34a-
HUW KOTOPbIX y4acTBOBaAN W AM3aliHepPbl).

B-ueTBepTbIX, KOHTaKTbl C MPOMbILLIEHHOCTbHO.
[AwuzariH-ueHTp — PopmMa npesocTaBAeHNA KOHCYb-
TaTMBHbIX YCAYT, CBA3M MeXAY NPOU3BOACTBEHHMU-
KaMu 1 KpeaTUBHbIMW areHTCTBamMu.

HakoHel, oTaenbHoe HanpasieHne n Gopmy
[AeaTeNIbHOCTU NpeacTaBasao npodeccrmoHanbHoe
obpasoBaHuve 1 nonyaspusauns AnsanHa (nekumu,
KpYr/ible CTONbI, ANCKYCCUM). An3aiH-LEeHTPbI BbINOA-
HAIM POJIb MOCPEAHUKOB HE TOJIbKO MeXAy An3aii-
HepamMu 1 MPOW3BOACTBOM, HO U MEXAY CUCTEMOW
An3aliHepckoro obpasoBaHus, NnpodeccnoHanb-
HbIM COOHLLECTBOM W NOTEHLMA/bHBIMMW 3aKa3umKa-
Mu. CTyeHTbl AN3aHEepPCKMX BY30B ellle Ha CTagnu
obyueHua nonyvann goctyn k chepe npodeccmo-
Ha/IbHOW AeATeNbHOCTM, NO aHa/IorMn C COBPEMEH-
HbIMW KpeaTUBHbIMW KiacTepamu.
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