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CLOTHING DESIGN AND ORNAMENT FUNCTION IN
THE CONSTRUCTIVIST FASHION OF THE 19205-1930s

Summary: The development of clothing of the
1920s-1930s and its role in the formation of new produc-
tivist art are considered in the article. At the beginning of
the 20" century, the world underwent not only enormous
changes but also the loss of self-identification, both on
a personal level and on a social level. The Russian Avant--
Garde of the early 20*" century became the prototype of
not only new art but also claimed to have created a unified
system of values. Artists turned their attention to clothing
as a new widespread form of language. At the same time,
finding a functional application to their creativity was the
task. Reconstructing the role of clothing in human life was
part of the "life building” concept of the early 20t centu-
ry. The implementation of this idea was seen in the crea-
tion of a universal formula not only for creative work but
also for life. The utopian idea of the unification of clothing
formed the basis for the creation of anti-class functional
working clothes. The project of creating universal cloth-
ing for mass production is a vivid example of the practi-
cal embodiment of the new productivist art. The search
for a new form of dress, as a new cultural code, seemed
an extremely attractive idea both from an ideological and
artistic point of view. The new concept of universal cloth-
ing for work and sports transmitted the idea of creating
a person of a new world — the builder of a new life. At the

Changes in the life of society, initiated by the
revolutionary turmoil, actualized the need to re-
think the role of art; as a result, a discourse on the
role of the artist in the new world happened. Con-
structivists believed that an artist had not so much
a craft function as before, but was able to antic-
ipate development trends, “create”! a new world
and a new person. The concept of new art, which
took on a transforming role, was supposed to have
a completely new artistic language, understandable

1. Rodchenko, A. Experiments for the Future. Moscow: Grant,
1996. Pp.199-200.
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same time, denying fashion as a gender-oriented art form,
constructivists tried to use concise forms, avoiding deco-
ration and deliberate embellishment. The creation of in-
novative clothing for mass production also brings up the
subject of the appearance of a new canon of the image of
a woman, which changed not only the idea of an aesthet-
ic ideal but also its role in society. At the same time, lab-
oratories, which in their work synthesized the trends and
challenges of the new time already existing in the world of
Western fashion, were working. An attempt to unite West-
ern fashion trends, national traditions, and mass produc-
tion can be traced both in the practices of constructivist
artists and in the works of artists who collaborated with
Atelier of Fashion. New interpretations of folk traditions,
as part of the search for self-identity, influenced the inclu-
sion of a number of ornamental techniques in the artistic
practices of the early 20t century. On the example of the
creative work of V. Stepanova, L. Popova, and N. Lamano-
va's design, different approaches to the formation of new
dress are compared. The article analyzes how the transfor-
mation of the approach to clothing design becomes an in-
dicator of sociocultural, political, and ideological changes.

Keywords: working clothes, constructivism fashion, So-
viet fashion, Atelier of Fashion.

to a wide range of people. Fashion, as one of the
spheres that take over the impulses and demands
of society with great speed, became one of those
languages with which constructivists expressed their
ideas and values. Artists’ influence on the develop-
ment of fashion of that time is a vivid example of
the synthesis of arts. Responding to the need for
a new visual and semantic code, the fashion had
to be completely transformed and even, in a way,
be born again.



“Artists stand in front of fashionistas, their
forerunners-innovators stand in front of artists...” 2,
Bakst wrote in the journal Apollo. Mikhail Larion-
ov, who initiated the fashion trend experimenting
with face painting, can be called one of the first
innovators. One of the most important thoughts
appeared in the Futurism Manifesto: “It's time for
art to invade life” 3. Artists began the realization of
new ideas starting with themselves, distinguishing
themselves from society through their appearance.
The new appearance was a demonstration of a man
of a new time. However, Larionov focused on ex-
periments with makeup and with his own clothes
whereas his wife, one of the “Amazons of the Rus-
sian Avant-Garde” %, devoted a lot of time to mod-
ern women'’s clothing. Goncharova'’s interest in the
development of dress can be seen in her sketches
created for Natalia Lamanova, a famous Moscow
fashion designer, and “Supplier to the Court of Her
Imperial Majesty Empress Alexandra Fedorovna” > in
the past. The sketches that Goncharova created for
her were an organic interweaving of national mo-
tifs, actual silhouettes and geometric patterns. Rus-
sian folk ornaments, for which she had love since
childhood, were always an inspiration for her. Gon-
charova even saw the origins of Cubism in Russian
Kurgan stelaes and Russian wooden dolls. Natalia
Goncharova's talent was fully revealed after 1913 in
work with Diagelev and his Russian seasons. Having
left for emigration, she began to interpret Russian
motifs in a new way, using their exoticism, which
so much attracted Western admirers of her talent.
Goncharova’s work in the field of fashion was not
revolutionary. The artist did not try to reform the
dress but brought her signature style to it and, of
course, influenced its development.

It is important to say that Lamanova worked not
only with Goncharova and other artists, but she her-
self made a number of major changes in the fash-
ion world of the beginning of the century. After the
revolution, in 1919, Nadezhda Lamanova was arrest-
ed as an enemy of the proletariat; however, thanks
to Maria Andreeva, Maxim Gorky's wife, she was re-
leased and continued her career. According to La-
manova's memoirs, the revolution changed her life

2. Bakst, L.S. Ways of Classicism in Art. Apollo. 1909. No. 2-3. P. 47.

3. Zdanevich, I. Why Do We Paint Ourselves. Argus. 1913. No. 12.
P 114.

4. B.K.Livshits [Web resource] URL: http://rusavangard.ru/online/
history/amazonki/ (accessed on 05.20.2020).

5. Avant-Garde-Theater-Fashion. Exposition catalog. Moscow:
Severniy Palomnik, 2019. P. 103

but did not change her life ideas. In August 1919,
speaking at the first All-Russian Conference on the
art industry, she said: "Artists should take the initi-
ative in the field of clothing, work on creating sim-
ple, beautiful forms of clothing from simple materials
that are suitable for a new working life" 6.
Obviously, the October Revolution introduced sig-
nificant changes in the social composition of socie-
ty. Outfits, luxurious but useless from a labor point
of view, inherent in the noble estate, ceased to ex-
ist. In general, clothes, as an identifier of special sta-
tus, were ideologically impossible. The imitation of
Western fashion was replaced by the need to create
new clothes for the working class. “For Lamanova,
with her idea of obligatory matching the dress not
only with the external but also with the internal ap-
pearance of a person, it was quite natural to think
that it was impossible to dress a Russian woman in
Parisian fashion. If the nature, climate, lifestyle of
Russian life, the physical makeup of people, their
spiritual appearance and temperament are different
from Western ones, then the appearance of people
and their clothing cannot be the same, and Lamano-
va did not forget that she was working on clothes
for a Russian woman”’. Nadezhda Lamanova and
a group of artists who shared her values actively
worked in the laboratories of the State Academy of
Art Sciences to create new modern clothes. The na-
tional character of the dress, the appeal to national
forms, as well as the use of its maximum utilitarian-
ism were the basis of its concept. Artists V. Mukhina
and A. Exter took the main part in this experiment.
The opening of the Atelier of Fashion in 1925 caused
great creative debate even before it started work-
ing. Even the word “fashion” itself caused many
contradictions among the creators, it managed to
acquire too bourgeois connotation. Nevertheless,
simple dresses made of hopsack with national em-
broidery were a huge success, as was the fashion
show itself. Exceptional functionality, convenience,
and elegance were the main features that united all
Lamanova’s models. The nationality of the dress was
emphasized by expressive forms and decorative el-
ements, which often became its center. Embroidery
and Old Russian ornament were probably chosen
not only due to their aesthetic characteristics but
also for their ideological neutrality. Lamanova set

6. Strizhenova, T.K. From the History of the Soviet Costume.
Moscow, 1972. P. 17.

7. Temerin, S.M. Russian Applied Art. Soviet Years. Essays. Moscow:
Soviet artist, 1960. P. 137.
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herself an extremely difficult task in the conditions
of the total deficit. She wanted to make fashion as
accessible as possible to all segments of the pop-
ulation. Dress ensembles were created from a lim-
ited selection of materials that she could dispose
of, namely: linen, homespun wool, semi-bleached
linen. Exter also assigned the selection of fabric an
important role.

In 1923, Atelier of Fashion under the Moskvosh-
vey Union published the first and only issue of the
Soviet fashion magazine Atelier, which was to be-
come a Soviet alternative to French fashion mag-
azines. The magazine was released in a circulation
of 2000 copies and was a great success. The aim of
the publication was, of course, to draw attention
to the work that was carried out in the Atelier of
Fashion. An important place was occupied by the
article "On Constructive Clothing” by A. Exter, re-
flecting the main area of work that was mentioned
earlier, namely the requirement of simplicity and
functionality. In addition, much attention was paid
to the design features of clothes and their aesthet-
ic tasks: “When choosing the form of clothes,” the
artist wrote, “one must reckon with the natural pro-
portions of the figure; with the help of the correct
design of clothing, you can achieve its conformity to
the shapes and sizes of the body. Working clothes
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Il 1. A page of the album "Art in Life", 1925

should ensure freedom of movement, so they can-
not be narrowed. One of the main requirements for
such clothes is the ease of use”®.

The rejection of complex forms (constructivists
came to the same idea in painting at that time) was
also reflected in Exter’s article: "A consumer dress
should consist of such simple geometric shapes as
a rectangle, a square; the rhythm of color embed-
ded in them will completely diversify the content of
the form"” °. Nevertheless, according to the sketch-
es of the artist, we can see that her desire to com-
bine beauty and practicality is visible in her works.
Her clothes are functional, often multi-component
but by no means devoid of elegance and decora-
tion. In the film Aelita, for which Exter was a dress
designer, the artist's imagination and artistic taste
are fully demonstrated. The illustration for the cover
of Atelier magazine was also created by Exter. And
a sketch of the bud-dress of Vera Mukhina is one
of the most famous sketches from this magazine.
The fluffy drapery of the skirt, the slim waist, and
bright black stripes look both traditional and inno-
vative at the same time and, possibly, anticipated
the appearance of the new-look silhouette in 1947.

8. [Web resource] URL: https://lobgott.livejournal.com/280930.
html (accessed on 05.19.2020).
9. Ibid.



In 1925, Lamanova and Mukhina together with
artists and constructive architects released the al-
bum “Art in Life". The dress pattern album was for
ordinary women, not tailors. It is worth emphasiz-
ing that this album can be called a real instruction
or guide to life in the country of the victorious pro-
letariat. It had everything that a citizen of a new
country needed — from a drawing of a hut to a dress
pattern. Lamanova and Mukhina created a series of
sketches for this album. This series represented the
whole range of clothes that the family could need:
a school uniform, a tracksuit, a coat, clothes for out-
side and work. There were twelve pages, among
which was a caftan from Vladimir towels and a tu-
nic dress from a scarf.

Despite their emphasized utilitarianism, it should
be noted that the works of Lamanova and Mukhi-
na were of compromising nature, they cannot be
called adherents of the constructivism ideas of the
eradication of aesthetic practices historically asso-
ciated with clothing. In 1925, the Soviet Union was
invited to participate in an international exhibition
in Paris. In conditions of severe material shortages,
Lamanova and Mukhina were able not only to ad-
equately present their work but to win one of the
Grand Prix. At the same exhibition in Paris, the work
of two other outstanding artists, V. Stepanova and
L. Popova, was presented, which made a significant
contribution to the development of Soviet fashion.
Their approach to creating modern clothing had
significant differences.

Constructivist artists sought, as is known, to fill
their works of art with creative meaning, creating
them not for influential customers but for the benefit
of the people. So Lyubov Popova wrote: “The organ-
ization of material means of life is our new goal <...>
and all active artistic creativity should be directed in
this area” 1. She considered her artwork to be a pre-
paratory stage for future “constructions” **. A begin-
ning was made at the Verbovka studio in 1910. The
creator of the studio, Natalya Davydova, was pas-
sionate about the promotion of decorative and ap-
plied art, and by her order, the embroiderers’ artel
created a variety of products based on sketches by
prominent artists of the time: Exter, Stepanova, Pop-
ova, Rozanova and many other avant-garde artists
made abstract compositions, and the artisans trans-

10. Adaskina, N.L., Lyubov Popova. The path of Becoming an Artist--
Designer. Technical Aesthetics. Moscow, 1978. P. 23.

11. Adaskina, N.L., Lyubov Popova. The path of Becoming an Artist--
Designer. Technical Aesthetics. Moscow, 1978. P. 23.

ferred them to bags and pillows. Some of them took
up this work solely because of the difficult financial
situation, for others, household items and clothes
were still the same plane for an artistic experiment.
On November 6, 1915, the Exhibition of Con-
temporary Decorative Art was held in the Lemersie
Gallery in Moscow, where works in which traditional
crafts were combined with non-objective painting
could be seen. These were one of the first avant--
garde experiments to introduce art into the subject
environment. Undoubtedly, the experience gained
during the preparation for the exhibition gave art-
ists the opportunity to experiment in an area that
allowed more liberties. Another exhibition of dec-
orative and applied art, which became the last, was
held in 1917. Until 1917, Stepanova and Popova were
not very passionate about the production of cloth-
ing whereas the revolution gave them the opportu-
nity to bring the utopian ideas of constructivism to
life. Considering the easel painting being obsolete
and useless for the new society, they turned their at-
tention to production, where, in their opinion, their
creative potential should have been applied. One
of the main slogans of constructivist artists in their
work on clothing design was an article by Varvara
Stepanova in the 1923 LEF magazine in which she,
under the pseudonym Warst, proclaimed: "Working
clothes is the clothing of today” ' Lamanova's At-
elier of Fashion had the task of combining aesthet-
ics and functionality whereas the idea of working
clothes was much more radical: “Fashion, which psy-
chologically reflects everyday life, habits, aesthet-
ic taste, gives way to clothes organized for work in
various industries” **. And one more curious state-
ment: “There is no suit at all, there is a suit for some
production function”. Clothing, in the opinion of
Stepanova and her colleagues, carried an exclusively
production function, it was not endowed with oth-
er meanings. Aesthetics were not important, only
functionality was important. Clothing could change
depending on the occupation. Working clothes for
various kinds of work and a sports suit differed.
Here several important trends in the development
of the dress can be highlighted. The concept of “pro-
ductionism” was a response to a request for improv-
ing the economic situation, and this was a signal to
the masses about the image of a new person - the

12. Stepanova, V.F. “Today's Costume is Working Clothes." Lef.
1923. No. 2. [Web resource] http://lamanova.com/16_
prozodezhda.html (accessed on 13.05.2020).

13. Ibid.
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did not quite correspond to the
aesthetic ideas of the construc-
tivists. Popov's visual language,
which was also formed in the
West, was much wider than the
Bolshevik slogans. The aesthetics
of cubism, perceived by the artist
in France, was taken as a basis in
her work on theatrical costumes.
It was the theater, which was ac-
tively developing in the 1920s,
that turned out to be the most
suitable place for demonstrat-
ing innovative ideas. In 1922,
the play Le Cocu Magnifique,
for the design of which Popova
was invited, was shown on the
stage of the Vsevolod Meyer-
hold Theater. The costumes of
the actors were deliberately sim-
ple, consisted of the simplest ge-
ometric forms and looked like
a uniform or working clothes,
which was supposed to be for
a person employed in the theat-
er. Lyubov Popova wrote that the
costume was created “<...> For
everyday life and work of an
actor, and therefore it was nec-
essary to make it utilitarian for
this purpose replacing all oth-

Ill. 2. Projects of Actor’s Working Clothes. L.S. Popova. 1922

builder of a new life. The rationalization of forms of
clothing helped create a new work and sport agen-
da. The formation of new gender roles can also be
distinguished as having fundamental importance.
The appearance of working clothes, exaggeratedly
masculine, constructed the image of a new woman -
a toiler, dressed in simple and comfortable clothes. It
is significant that along with the appearance of the
Atelier of Fashion magazine in 1923, the Rabotnitsa **
magazine was published. The woman in a red scarf
and a work dress depicted on the cover contrasted
strongly with Exter’s sophisticated illustration. Nev-
ertheless, the image of a strong worker, a woman of
the new state, to whom everything bourgeois is alien,

14. Bartlett, J. FashionEast: A Ghost Wandering in Eastern Europe.
Trans. from English E. Kardash. Moscow: New Literary Review,
2011. P 31.
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er clothes” **. The costumes of
the heroes that were presented
in this performance were similar
in color and material but differed from each other in
functional content: the presence of an apron, belt,
pockets. Meyerhold's next work was the play The
Death of Tarelkin, which the director staged in col-
laboration with Varvara Stepanova. This performance
can also be considered a demonstration of options
for working clothes. If we look at each clothing indi-
vidually, then Tarelkin’s clothes were the prototype of
the working clothes of an official, the clothes of jan-
itor Pakhom were a uniform of a worker, and Tarel-
kin's “children” demonstrated examples of sportswear.
It was the appearance of sportswear that became
one of the most inventive innovations in construc-
tivist fashion. In the catalog for the exhibition Fash-

15. Lavrentiev A.N. “Working Clothes and Fashion” // Artist.
Clothes. Fashion: Collection of Articles; comp. M. L. Bodrova,
A.N. Lavrentiev. Moscow: Soviet Artist, 1988. P. 63.



ion for the People! From Constructivism to Design,
A. Lavrentyev called the appearance of mass sports-
wear “a symbol of liberation” *¢. Stepanova’s work-
ing clothes had a strict geometric shape and had an
almost identical base, like Popova's, changing un-
der the influence of functional tasks. A decorative
role was played by contrasting seams, fasteners, and
color blocks. In the sketches for the play, the motif of
stripes can be seen, for example, in the costume of
Mavrusha, Tarelkin, and others. Later, this motif be-
came one of the main ones in her work with fabrics.

In 1923, the Dean of VKHUTEMAS, Professor Vik-
torov, wrote a letter to the newspaper Pravda and
asked artists to respond to the needs of the indus-
try. Popova and Stepanova responded to this call
and became textile designers. Despite the experi-
ence in the field of arts and crafts, the artists faced
a completely new task. The textile industry set be-
fore them the goals not only to decorate clothes
with the artistic techniques known to them but to
bring “an artistic moment to the principle of creating
the most utilitarian piece of clothing” ’. The com-
plexity of this work was determined by many fac-
tors. In working with fabrics, artists had to combine
their own visual ideas, the specifics of production,
as well as the ideological ideas of Constructivism.
In addition, the economic situation required a re-
duction in funds for production. Textile experiments
by Stepanova and Popova met all the necessary re-
quirements. In their drawings, they used no more
than four colors, which made production economi-
cal. They created fabrics with objectless suprematist
designs that contrasted very much with the pre-
dominantly floral textiles of the previous period.
Thus, the task of updating the assortment was ful-
filled, since floral ornaments were associated with
the "bourgeois” way of life and did not correspond
to the new reality.

Stepanova and Popova began to work with great
enthusiasm. “She (Popova) sat days and nights over
the drawings, trying to combine the requirements of
the economy, the laws of external design, and the
mysterious taste of a Tula peasant woman in a sin-
gle creative act” 8. Since Lyubov Popova focused on
ordinary people in her works, the appeal for inspi-

16. Avant-Garde-Theater-Fashion. Exposition catalog. Moscow:
Northern Pilgrim, 2019. P. 150.

17. Khan-Magomedov S.O. Pioneers of Soviet Design. Moscow:
Galart, 1995. P. 97.

18. "In memory of L.S. Popova” // LEF. 1924. No. 2. [Web resource]
URL: http://www.ruthenia.ru/sovlit/j/2970.html (accessed on
05.19.2020).

ration to folk roots was quite logical. Many of the
artist's drawings can be interpreted as a combina-
tion of her own artistic ideas with peasant traditions.
Ornamental inserts that can be seen on Popova’s
sketches are similar to the models of Nadezhda La-
manova’s dresses. Popova takes the circle as the ba-
sis of her many drawings, modifying and combining
it with the simplest geometric forms. With seem-
ing simplicity, they are surprisingly diverse, and in
addition, they are exclusively innovative in nature,
the entire scale of which could only be appreciat-
ed by the contemporaries of the artist. Despite per-
haps a radical innovation, Popova clearly managed
to “guess the chintz" %, in the summer of 1924, these
fabrics were very popular. Jacob Tugenhold wrote
that “last spring [1925.- Comp.], all Moscow, not
knowing it, was wearing fabrics according to Popo-
va's drawings, drawings that were bright, sharp, full
of movement, like the nature of the artist herself” 2°.

Varvara Stepanova’s textile sketches are close
to the works of Popova based on the artistic style;
however, they certainly differ in character and over-
all impression. Lyubov Popova was passionate about
finding a universal method of work that would help
create the greatest variety of textile options, which
explains her incredible productivity. Stepanova’s work
was meticulously verified with a ruler and compass.
In her textile works, we again meet the motif of
a stripe, in various interpretations, layering circles,
as well as many other artistic techniques. The artis-
tic techniques of Stepanova and Popova, as men-
tioned earlier, were unconditionally innovative. A rare
artifact that allows us to appreciate this is footage
from the film A Cigarette Box from Moselprom, which
was released in 1924. A dress with art by Varvara
Stepanova definitely looks like a thing from anoth-
er world, contrasting significantly with the situation.
The attention of the artists was riveted not only to
the drawings themselves but also to the specifics
of the textile, as such. Stepanova believed that the
artist should be involved in the production of fab-
ric at all levels.

Unfortunately, many plans were not destined to
come true. Already in the early 1930s, the work of
constructivists was increasingly criticized and re-
placed by the propaganda textiles of Socialist Real-
ism. In addition, despite the manifestos and attitudes,
no matter how hard the artists tried to deny the

19. Tulovskaya, Y.A. Avant-Garde Textiles. Drawings for Fabric.
Yekaterinburg: TATLIN, 2016. P. 51.
20. Ibid.
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role of fashion in society, the artist prevailed over
the production worker in the process of creativity,
and excessive unification faced a number of con-
tradictions. Perhaps the words of Varvara Stepanova
in 1929 are connected with this: “It is a mistake to
think that fashion is only an unnecessary append-
age of a speculative nature” 2.

21. Strizhenova, T.K. From the History of the Soviet Costume.
Moscow: Soviet Artist, 1972. P. 97.

The idea of the Avant-Garde on the existence of
an artist-creator capable of creating a new system
of life was not brought to an end but perhaps com-
pletely failed. Nevertheless, the experiments of the
“Amazons of the Avant-Garde” in the field of fash-
ion play an extremely important role, both for the
art history and for the history of fashion. Referenc-
es to their ideas were massively reproduced in the
1960s, and in addition, they still appear on podi-
ums, inspiring artists in all areas of art.
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NN3AVH KOCTKOMA U OYHKLA OPHAMEHTA
B KOHCTPYKTMBWCTCKOW MO/E 1920-1930-x FOA0B

AHHOmMayus: B ctatbe paccmaTpmBatoTCA pa3BuUTUE KO-
cttoma 1920-1930-x rogos v ero posib B QOpMUPOBaHUM
HOBOTO NPOW3BOACTBEHHOIO NCKyccTBa. B Hauane XX Beka
MUP npeTeprneBas He TONbKO KOIOCCaNbHble U3MEHEHWS,
HO 1 MoTepto caMongeHTUdMKaLUM — KakK Ha IMYHOCT-
HOM YpPOBHe, TaK 1 Ha 0bLLeCTBEHHOM. Pycckuii aBaHrapg,
Hayasna XX Beka cTas Npoobpa3oM He TOJbKO HOBOTO MC-
KyCCTBa, HO M NMpeTeHA0Basl Ha CO3jaHne ejUHON cucTe-
Mbl LleHHOCTEN. XyA0XKHUKM 06paTIn CBOE BHUMaHMe Ha
oAexay Kak Ha HoBYyto GOpMy A3blka, MMetoLLYy0 H60J1b-
LLIoe pacrnpocTpaHeHne. Hapagy ¢ 3TMM cTaBuaack 3ajava
HalTn PyHKLMOHabHOE MPUMEHEHME CBOEMY TBOpYe-
cTBY. [NepeKkoHCTPpyMpoBaHMEe POIU OAEXAbl B XKU3HN
YesioBeKa ABAANOCh HaCTbHO KOHLEMLMNN «KU3HECTPOU-
TeNbCTBa» Havana XX Beka. Peannsauus stoi ngeu Bu-
Aenacb B CO3JaHNV yHUBEPCanbHOM GOPMyJibl He TONbKO
419 TBOPYECTBA, HO U A8 XXN3HW. YTONn4yeckas naes ob
YHUPUKALMW OfeXAbl 1erNa B OCHOBY CO3JaHuNA aHTU-
COCNOBHOM U QYHKLMOHaNbHOM «Mpo30ogexabl». Mpo-
€KT CO3/jaHuNA YHNBEPCaNbHOro KOCTHOMa A1 MacCoBOro
NPOV3BOACTBA ABAAETCA APKMM MPUMEPOM NPaKTUHECKO-
ro BOMJOLLEHNS HOBOTO MPOW3BOACTBEHHOIO UCKYCCTBA.
Monck HOBOW GOPMbI KOCTHOMa Kak HOBOTO Ky/IbTYPHO-
ro Koza Kasancs KpalriHe npvBaekaTeNbHOW naeen — kak
C MAEONOTMYECKON, TakK U C XYAO0XECTBEHHOM TOUKMN 3pe-
H¥s. HoBas KOHLenuus yHUBEPCanbHON OAeXAbI ANs TPY-
fa ¥ crnopTta TpaHCAMpOBana UAe Co3AaHna Yenoseka

NHnummpoBaHHble peBOAOLMOHHBIMU NOTPSA-
CEHVAMW U3MEHEHMS XU3HN obLLecTBa akTyanu-
3VpoBaIv HEOBXOANMOCTb MEPEOCMBbIC/IEHNS POM
MCKYCCTBA, BCIEACTBME KOTOPOTO BO3HMK ANCKYPC
0 POV XYAOXHWKa B HOBOM Mupe. KOHCTpyKTVBM-
CTbl CUUTANN, YTO XYAOXKHUK HECET B cebe He TONbKO
peMecneHHyr OYHKLWMIO, KaK paHee, HO 1 crocobeH
NpeABOCXMLLATD TEHAEHLIMM Pa3BUTHS, «COTBOPUTL»

1. Pogyerko A. OnbITbl Ans 6yayuiero. M., 1996. C. 199-200.

HOBOrO MMpa — CTPOUTENSI HOBOW XM3HWU. BmecTe ¢ Tewm,
oTpuLas MOAY KaK reHAepHO OPUEHTUPOBAHHbIN BUA UC-
KyCCTBa, KOHCTPYKTUBUCTbI CTapaivCb UCMO/b30BaTh J1ako-
HW4YHble GOpPMbI, n3beras JeKoOpPUPOBaHNA N HAPOUYNTOTO
ykpawatenbctea. Co3gaHne HOBaTOPCKOro KOCTIOMa A
MacCoBOro NPOV3BOACTBa Tak>Xe 3aTparvBaeT TeMy no-
ABN1eHNA HOBOIro KaHOHa o6pa3a XKEeHLWHbI, UTO MeHAN0
He TO/IbKO NpeAcTaBaeHe 06 3CTeTMYECKOM ngeane, HO
1 eé posb B XMN3HM obLyecTBa. B To e Bpems paboTanu
nabopatopun, CMHTe3MpYOLLMEe B CBOEM TBOPYECTBE yXKe
CyLLLeCTBYHOLLME B MUPE 3anajHOM MOAbI TEHAEHLIMN 1 Bbl-
30Bbl HOBOIo BpeMeHW. MonbiTka O6'bEAVIHEHVIFI 3anajHbIX
MOJAHbIX TE‘—IEHVIIZ, HalUMOHaNbHbIX Tpa,u,mumﬁ ”n MacCcoBO-
ro NPOW3BOACTBA MPOCNEXMBAETCA KaK B MpakTUKax Xy-
HOXHMKOB-KOHCTPYKTUBUMCTOB, Tak M B paboTax XyAOXHUL,
KOTOpble cOTpyaHMYanu ¢ Atenbe Mog,. HoBble nHTepnpe-
TaLWM HapOAHbIX TPAAWLIMIA KaK YacTb NMovcka CaMOUaeH-
TUYHOCTU NOBAUNANN Ha BKAKOUYEHUE PAda OPHaMEHTAJIbHbIX
NPVEMOB B XyAOXECTBEHHbIE NPaKTUKX Havana XX Beka. Ha
npvmMepe TBOpUecTBa B. CtenaHosol, J1. MNonoBol 1 an-
3aiiHa H. JlTamaHoBOI Npoun3BeseHO CpaBHEHME PasHbIX
noaxonos K GOpMMPOBaHWIO HOBOTO KOCTIOMa. B cTaTbe
npoaHaAn3nMpoBaHo, kak TpaHcpopMaLma Noaxoaa K Au-
3aliHy ofieX /bl CTAHOBUTCA UHAMKATOPOM COLIMOKYNBbTYP-
HbIX, MOJINTUYECKUX N MNPOBO33pPEHYUYECKNX NMEePEMEH.

Knrouegele cnosa: npo3odexoa, Moda KoHCMpyKkmu-
gu3ma, cogemckas moda, Amesibe MoO.

HOBBI MUP ¥ HOBOTO YesioBeka. KoHuenuus HoBo-
ro McKyccTBa, kotopas bpana Ha cebs TpaHchopmMm-
PYHOLLYHO pOJib, fOKHa Bblia 0bnazaTb COBEPLUEHHO
HOBBIM XyAOXECTBEHHBIM 53bIKOM, MOHSATHBIM LLIMPO-
KoMy Kpyry ntogein. Moga kak oAHa u3 cdep, KOTo-
pas ¢ 60bLOW CKOPOCTbIO NMEPEHNMAET UMMYJIbCh
¥ 3anpockl 06LLeCTBa, CTana OAHWUM U3 TeX A3bIKOB,
C NMOMOLLbIO KOTOPOTO KOHCTPYKTUBUCTbI Bblpaxka-
JIN CBOV UAEN N LEHHOCTU. BansHMe Xy[0XKHWUKOB
Ha pa3BMTME MOJbl TOTO BPEMEHM ABASETCSH APKUM
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NpUMepoM CUHTe3a NCKyCcCTB. OTKIMKHYBLUUCL Ha Mo-
TpebHOCTb B HOBOM BW3ya/lbHOM W CMbIC/IOBOM KOZE,
MOJa A0/KHa Hbl1a MONHOCTBIO TPaHCOOPMMPOBaTh-
CA N faxke B HEKOTOPOM CMbIC/1e POAUTLCA 3aHOBO.

«Bnepean MOAHWUL, MAYT XYAOXKHUKWN, BNEPEan Xy-
[BOXHUKOB MAYT UX NPeATeUYn-HOBATOPbI...» 2, — M-
can bakct B xypHane «AnoanoH». O4HUM 13 NnepBbIX
HOBaTOPOB MOXHO Ha3BaTb Muxauna JlapnoHoBa, 3a-
POAVBLUErO MOAHYHO TEHAEHLMIO, IKCMEPUMEHTUPYSA
C packpalwmsaHvem anua. B «MaHudecte dpyTtypms-
Ma» Mpo3ByYana BaxKHelLas Mblcab: «[lopa nckyc-
CTBY BTOPTHYTbCA B XWN3Hb» 3. [IpeTBOpPEHME HOBbIX
Naen XyaOXHUKN HaunHanun ¢ cebs, Bblgenss cebs
13 06l ecTBa NOCPEACTBOM BHeLLHero Buaa. HoBbIl
BHELUHWIN BUA ABASICS LEMOHCTPaLNEN YenoBeka
HoBoro BpemeHun. Ho ecav JlaprvoHoB 6bin cocpeno-
TOYEH Ha 3KCMeprMeHTax C FPUMOM U COBCTBEHHOMN
OZEX/0W, TO ero cyrnpyra n o4Ha 13 «aMa3oHOK pyc-
CKOro aBaHrapAa» * MHOro BpeMeHW yjensna coBpe-
MEHHOMY >XEHCKOMY KOCTHOMY. VIHTepec foHuapoBoi
K Pa3BUTUIO KOCTIOMa MOXHO YBUAETb B €€ 3CKM3ax,
co3aaHHbIX Ans HaTtanbu JlaMmaHoOBOW — U3BECTHO-
ro MOCKOBCKOrO MOZe/ibepa, a B npowaom — «[lo-
cTaBLwmubl ABopa Ea nmnepaTtopckoro Benanuectsa
Nmnepatpuubl Anekcanapbl PEAOPOBHbBI» 5. ICKU-
3bl, KOTOpble [OHYapoBa AnA Heé co3faBasa, ABAANM
coboW opraHM4YHOe nepeneTeHne HaunoHaAbHbIX
MOTMBOB, akTyalbHbIX CUY3TOB Y FTEOMETPUNYECKNX
y30poB. JTtob6oBb K PyCCKMM HapOAHbIM OpHaMeH-
TaM, KOTOPYO OHa NuTana C AeTcTBa, Bcerga bbina
NCTOYHNKOM BAOXHOBEHWA ANa eé TBopyecTBa. [laxe
NCTOKWN Kybuama loHUapoBa BUAeNa B HALWNX CKUG-
CKNX KaMeHHbIX 6abax 1 pycckux fepeBAHHbIX KyK-
nax. TanaHT Hatanbun foH4YapoBOW B MONHON Mepe
packpoetcs nocne 1913 roga B pabote ¢ arnnesbim
n ero «Pycckumu cesoHamu». Yexas B sMuUrpaumio,
OHa MOo-HOBOMY CTaHeT MHTepPNpeTnpOBaTh pPycckue
MOTMBbI, UCMONb3YA UX 3K30TUYHOCTb, KOTOpas Tak
CunbHO ByAeT NpuBAekaTb 3aMajHbIX NovnTaTenen
eé TanaHTa. Pabota foHuYapoBoW B 061aCTV MOZAbI
He HOCWa PEBOIFOLMOHHbIN XapakTep. XyAoXHMLa
He MnbiTanacb pepopmMmnpoBaTb KOCTFOM, HO MPUBHEC-
Na B HEro CcBOM GUPMEHHbIN CTUAb W, 6e3yCc0BHO,
NoBAMANA Ha €ro pa3BuTHe.

2. bakct J1.C. NyTn knaccuuymsma B nckyccree // AnoanoH. 1909.
Ne 2-3. C. 47.

3. 3paHesuny W, JlapnoHos M. [Mouemy Mbl packpalunsaemcs //
Apryc, 1913. N2 12. C. 114.

4. Uwut. No: NimBwmy b.K. [CeteBoli pecypc]URL: http://
rusavangard.ru/online/history/amazonki (gata obpatleHus:
20.05.2020).

5. ABaHrapa-teatp-moga. Katanor akcnosuummn. M.: CeBepHbiin
nanomHuk, 2019. C. 103.
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BaxxHo cka3aTb, 4To JlamaHoBa paboTana He ToJb-
kKo ¢ TOHYapoOBOWN N APYTUMU XYAOXKHUKAMU, HO
N caMa coBeplunaa pPsaf BaxKHENLWNX N3MEHEHN
B MUpe MOAbl Hayana Beka. [Tocne pesosoumy,
B 1919 roay Hagexaa JlamaHoBa b6blna apectoBa-
Ha Kak Bpar npoJsietapmara, Ho baarogapa Mapwun
AHgpeeBol, xxeHe Makcuma lopbkoro, bbln1a ocBo-
6o AeHa 1 MPOAOKUIA CBON TBOPYECKUIA NyTb. Mo
BOCMOMWHaHWUAM caMoli JlaMaHOBOW, peBoaOL NS
N3MeHUNa eé XMN3Hb, HO He U3MEHW/Ia €€ XM3HEH-
HbIX naen. B aBrycte 1919 roga, BbICTynas Ha NepBoin
Bcepoccniickon koHbepeHLMn No XyA0XKeCTBEHHON
MPOMBILLNIEHHOCTU, OHa FOBOPWMAA: «XyAOXHUKN A0A-
>Hbl B 06/1aCTV ofeXabl B3ATb MHULMATUBY B CBOW
pyku, paboTas Hag co3gaHveM U3 NpocCTbiX MaTe-
pyYanoB NPOCTENLLMNX, HO KpacKBbIX GOPM OAex b,
MOAXOAALMX K HOBOMY YKaAy TPYAOBOW XMU3HM» 6.

OueBunaHo, uto OKTABPLCKas PeBOOLMSA BHEC-
Jla 3HaunTeNbHbIE U3MEHEHWS B COL|Ma/bHbIV COCTaB
obuwectBa. PockoLHble, HO HecrnonesHble C TPyAO-
BOW TOUKW 3pEHMUA HapAAbl, MPUCYLLME 4BOPAHCKO-
My COC/IOBMIO, MepecTanu CylwecTBoBaTb. B Lenom,
oAexza, Kak naeHTndukaTop ocoboro cratyca, bbina
NAEONOTMYECKM HEBO3MOXHA. AKTyaslbHOE A0 3TO-
ro MOMeHTa MoApaxkaHve 3anafHon MoAe CMeHU-
N0Cb HEOBXOAMMOCTBIO CO3/aTh HOBbIN KOCTIOM A
pabouero knacca. «[lna SlamaHoBOW, C eé naeen
0643aTeNbHOro COOTBETCTBUA KOCTHOMA He TOJb-
KO BHEeLUHeMY, HO 1 BHYTpeHHeMy 0b6/uKy Yeno-
BEKa, BMOJHE €CTEeCTBEHHbIM BblN NPUXOZ, K MbICAN
O HEBO3MOXHOCTN OZieBaTb PYCCKYH XXEHLUHY Mo
napuxckMm mogam. Ecan npupoga, knmmar, yknaa
PYCCKOW XUN3HW, PUINYECKUIN CKNag NtOAeN, UX Ay-
XOBHbIN 061K N TEMMepaMeHT OTANYHbI OT 3anag-
HbIX, TO N BHELIHUA OBAUK NHOAEN N UX KOCTHOM
He MOoryT 6bITb OAMHAKOBbI, U JlamaHoBa He 3abbl-
Bajla, UTO OHa paboTaeT Haj KOCTHOMOM AAA pyC-
CKOW >XXeHLWMHbI» 7. Hagexxaa JlamaHoBa u rpynna
XYAOXHWL, pa3jenaBlUmX e€ LLeHHOCTW, Ben ak-
TUBHYO paboTy B nabopatopusx focysapcTBeHHOM
aKajeMunu XyaoXKeCTBeHHbIX HayK Mo CO34aHuI0 HO-
BOro COBpeMeHHOro kocttoma. OCHOBOW ero KOH-
uenumm 6bl1a HaPOAHOCTbL KOCTIOMa, obpalleHune
K HaunoHanbHbIM GOpMaMm, a TakXe MCMob30Ba-
HMe ero MakcMManbHou yTuanTapHoct. OCHOBHOE
y4yacTve B 3TOM 3KCNEPUMEHTE MPUHANN XYAOXKHU-
ubl B. MyxuHa n A. dkctep. OTkpbiTre B 1925 rogy

6. CrpwuxeHosa T.K. V13 nctopun coeetckoro koctroma. M., 1972.
C.17.

7. TemepuH C.M. Pycckoe npuknagHoe nckycctso. CoBeTckune
rogbl. Ouepku. M.: CoeTckuin XygoxHwmK, 1960. C. 137.



ATenbe MOZ BbI3Baso 60/blUME TBOPYECKME CMO-
pbl eWweé Ao Hayana ero paboTbl. [laxke camo cnoBo
«MOZa» BbI3blBaJl0 MHOTO NMPOTUBOPEYUN y CO3Aa-
Teslel — CAULKOM Byp>Kya3Hy KOHHOTaL MO OHO
ycneno npuobpectn. Tem He meHee NpocCTble Naa-
Tbsl U3 POrOXKM C HALMOHANbHOW BbILLWBKOW NUMe-
2N OTPOMHBIN yCreX, Kak U cam NnokKa3 COBETCKUX
mMog. OCHOBHbIMW YepTaMu, KOTopble 06beanHANN
BCe Mogenn J/laMaHOBOW, CTanu UCKAOYMTEbHaA
dYHKLMOHaNbHOCTb, YA06CTBO M 3neraHTHoCTb. Ha-
POAHOCTb KOCTFOMa MOAYEPKMBanach BblpasnTesib-
HbIMW GOPMaMK U AeKOPaTUBHBIMWU 31eMeHTaMMU,
KoTopble HepeaKo CTaHOBUAUCH €€ LIeHTPOM. Bbi-
LIMBKa U APEBHEPYCCKNA OPHAMEHT BEPOSATHO Oblu
BblOpaHbl He To/IbkO HBaarofaps CBOUM 3CTeTUYe-
CKMM XapaKTepucTmkam, HO 1 3a CBOK UAEO00ru-
Yeckyro HelTpanbHOCTb. J/lamaHoBa CTaBWaa nepes
COBOW NCKNOUNTENBHO CNOXHYH B YCNOBUAX TO-
TanbHOro geduunta 3agady. OHa xoTena caenatb
MOZY MaKCUMasibHO AOCTYMHOW BCEM C/OAIM Hace-
NenHus. KocTroMHble aHcambau 6biin co3haHbl U3
orpaHv4eHHoOro Bblbopa MaTepunanos, KOTOPbIMU
OHa Morfa pacnopsaXaTtbCsa, @ UMEHHO: NéH, AOMO-
TKaHas LWepcTb, NoNyoTHeNéHHOE NONOTHO. BaxkHyto
pob K NOABOPY TKaHW OTBOAMAA W JKCTep.

B 1923 roay Atenbe mog npu 06beanHeHumn «Mo-
CKBOLLBEA» BbIMYCTUIO B CBET NEPBbLIN Y eANHCTBEH-
HbI BbIMYCK COBETCKOTO XYypHana Mog «ATenbe»,
KOTOPbIM J0/IKEH Bbla CTaTb COBETCKOW aJbTepHa-
TMBOM GpaHLy3CKUM XypHanaMm Mog. XypHan 6bi
BbiMyLLeH Trpaxxom 2000 3k3eMnasapoB 1 nmen 60/b-
LWOW ycrex. Vi3gaHune, KOHEUHO e, AONXKHO 6bl1o
npuBieYb BHUMaHWe K Tol paboTe, koTopas Be-
nack B ATesibe Mog. BaxkHoe MecTo 3aHV1Mana cratba
A. SkcTep «O KOHCTPYKTUBHOM OAeXAe», OTpaXato-
Las OCHOBHOE Hanpas/eHne paboTbl, O KOTOPOM
roBOpWIOCh paHee, a UMeHHO — TpeboBaHMe Npo-
CTOTbl U PYyHKLMOHaNbHOCTU. Kpome 3Toro, 60b-
Loe BHMMaHWe 6b110 yaeneHO KOHCTPYKTUBHbIM
0COBEHHOCTAM OfeXAbl U e€ 3CTeTUYECKMM 3aja-
yam: «[1pn BbIBOpe PopMbl OZexabl,— Nncana xy-
AOXKHULA, — CnesyeT cUmMTaThCs C eCTeCTBEHHbIMU
nponopumaMn Gurypbl; ¢ NOMOLLbH NPaBUIbHO-
roO KOHCTPYMPOBAaHMA OfeXAbl MOXHO A0O6UTbCA eé
COOTBETCTBMA GopMam 1 pasmepam Tena. Pabouas
ofexAa foKHa obecrneuntb cBOHOAY ABUXKEHWUN,
MO3TOMY OHa He MOXET BbITb 3ay>keHHOW. OgHO 13
rnaBHbIX TpeboBaHMN K TakOMy KOCTHOMY — yA00-
CTBO B pabote» 8.

8. [CeteBoli pecypc] URL: https://lobgott.livejournal.com/280930.
html (aata obpalyeHns: 19.05.2020).

OtKa3 oT CNoXHbIX GOPM, K KOTOPOMY B 3TO Bpe-
MSA MPUXOANNN KOHCTPYKTUBMUCTbI B XXMBOMUCH, Tak-
>Ke Hallén oTpaxkeHme B CTaTbe JkcTep: «KocTrom
LWINMPOKOro NoTpebneHna AoNKeH COCTOATb U3 Ta-
KMX NPOCTENLLNX reoMeTpuyeckmnx Gopm, kak nps-
MOYTONbHWUK, KBaApaT; PUTM LiBETA, BJOXEHHbIN
B HWX, BNOJIHE pa3HOobpa3nT cogep>kaHne Gop-
Mbl» °. TeM He MeHee MO 3CKM3aM XYAOXHULbI Mbl
MOXeM BUAETb, UTO B €€ paboTax BUAHO eé Xe-
NaHne COeAMHATbL KPacoTy 1 NPakTUYHOCTb. Eé ko-
CTHOMbI GYHKLMOHANbHbI, YaCTO MHOTOCOCTaBHbI, HO
OTHIOZb HE NNLLIEHbI 31eFaHTHOCTN U yKpallaTesb-
ctBa. A B dpuabme «AannTa», AN KOTOPOro KCTep
BbICTYMWAA XyAOXKHWNKOM MO KOCTHOMaM, B NMOJIHOM
Mepe AeMOHCTPUPYHOTCA GaHTa3nsA 1N XYAOXKEeCTBEH-
HbIA BKYC XY OXHUWLbI. VInntocTpaumio 4ns 06a0XKM
XypHana «ATenbe» TakXe cosgana dkctep. A oa-
HWM M3 CaMbIX 3HAMEHWTbIX 3CKM30B 13 3TOTO XXYp-
Hana cTaHeT 3CKu3 nnaTtba-byToHa Bepbl MyxuHOM.
MbiwHaa gpanupoBka OKK, TOHKas Tanua u apkue
YépHble MNOAOChI BbIMNAAAT OLHOBPEMEHHO TPaAu-
LMOHHO 1 HOBATOPCKM W1, BO3MOXHO, MPeABOCXM-
LLaroT NosiBAeHNs cuayaTa new look B 1947 roay.

B 1925 rogy JlamaHoBa 1 MyxrHa COBMECTHO C Xy-
BOXKHUKAMU M apXUTEKTOPaMMN-KOHCTPYKTUBMCTaMM
BbINycKkaroT anbbom «/IckyccTBo B 6bITy». AnbboMm
C BbIKpPOWKaMu npesHa3Havancs A5 06blUHbIX XKEH-
WWH, a He Ana NopTHMX. Hago ckaszaTb, YTo 3TOT anb-
H60M MOXHO Ha3BaTb HACTOALLEN MHCTPYKLMEN NN
PYKOBOZACTBOM K XW3HM B CTpaHe nobeAvBLIEro npo-
netapuaTa. B Hém 6b110 BCE, UTO HEOBXOAMMO rpa-
XAaHVHY HOBOW CTpaHbl,— OT YepTexa n3bbl 40
BbIKPOWKW naatbA. JlamaHoBa 1 MyxunHa co3ganu
415 3TOro anbboma Cceputo 3CKM30B. ITa cepus Npes-
CTaB/iANa BECb CNEKTP OAeXAbl, KOTOpas MOria no-
HafobUTbCs ceMbe: LWKOAbHasA GOpMa, CMOPTUBHBIN
KOCTIOM, ManbTo, KOCTIOM AN yanLbl 1 paboTsl. Bee-
ro 12 ctpaHuL, cpean KoTopbix Bbian kKapTaH 13 Ba-
AUMUNPCKUX NONOTEHEL, M NiaTbe-TyHMKa M3 naaTtka.

HecmoTpA Ha NOAYEPKHYTYHO YTUANTAPHOCTD,
HeNb3sl HE OTMETUTb, UTO PaboThbl JlamaHoBoOW 1 My-
XUHOW HOCUAN KOMMPOMMWUCCHBIN XapakTep, — KX
Hesb3sl Ha3BaTb NPUBEPXKEHLAMW UAEN KOHCTPYK-
TMBM3Ma 06 NCKOPEHEHMM 3CTETUYECKUX NPaKTUK,
NCTOPUYECKN CBA3aHHbIX C oaexaon. B 1925 roay
Coetckuii Coto3 6bin NPUrNALIEH K y4acTUO B Me-
XZyHapoAHoI BbicTaBke B [Mapwuxe. JlamaHoBa 1 My-
XMHa, B YCNOBUAX TAXENOro gedbuumta matepuana,
CMOTNN He TONbKO JOCTOMHO NMpPeACcTaBUTb CBOU

9. Tam xe.
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paboTbl, HO 1 3aBoeBaTb OAWH 13 grand-prix. Ha
3TOW e BbicTaBKe B [apue OblN0 NpeAcTaBieHo
TBOPYECTBO ABYX APYrMX BbIAAFOLLMNXCA XYAOXKHUL,
KOTOpble BHEC/IV 3HAUUTE/IbHbIV BK/aJ B pa3Butue
COBETCKOM Mojbl, @ UMeHHo B. CtenaHosoit 1 J1. Mo-
MoBOW. VIx NoaxoAbl K CO3aHM0 COBPEMEHHOTO KO-
CTIOMa UMeIN 3HaUunTeNbHbIe Pa3inymns.

XYAOXHNKN-KOHCTPYKTUBUCTbI CTPEMUANCH, Kak
M3BECTHO, HaMONHUTb CBOW NPOU3BEAEHNA co3naa-
Te/IbHbIM CMbIC/IOM, CO3aBast X He ANS BANATENb-
HbIX 3aKa34MKOB, a Ha 6aaro Hapoga. Tak, Jllo6oBb
MonoBa nucana: «Hawen HoBOW LeNbo aBaAAeTCA
opraHu3aums MaTepuanbHbIX CPEACTB XU3HU <...>
Ha 3Ty 06/1aCTb N JOXKHO BbITb HanpaB/ieHO BCE
aKTMBHOE XyZ0XecTBeHHOe TBopyecTBO» 0. CBOM
XYZ,0KeCTBEeHHble pabOoTbl OHa cuMTana NoOAroTOBM-
Te/IbHbIM 3TAanoM A5 ByAyLLUNX «KOHCTPYKLNN» 11,
Hauano atomy 6bin10 nonoxeHo B 1910 roay B ate-
nbe «Bepboska». Co3gaTtenbHULa aTenbe Hatanbs
[aBblgoBa 6bina yBaeyeHa NpojBUXKeHNEM AeKo-
PaTMBHO-MPUKAAZHOIO NCKYCCTBA, 1 NO €€ 3aKasy
apTenb BbIWMBaNbLLML, CO3ZaBana camble pa3Hble 13-
AEeNNs MO 3CKM3aM BbIJAOLLMXCA XYAOXKHWNKOB TOrO
BpemMeHu: Jkctep, CtenaHoBa, Nonosa, Po3aHoBa
1 MHOTMe ApYyrue aBaHrapAmMCTbl fenann abctpakT-
Hble KOMMO3ULIMW, @ MacTepyLibl apTenn NepeHoCcuIn
WX Ha CYMKW 1 nogyLlku. HekoTopble 13 HUX 6pa-
JINCb 3@ 3Ty paboTy UCKAHOUUTENBHO M3-3a CJIOXKHOM
bUHaHCOBOM CUTYyaLMK, ANA APYTUX XKe NPeAMeTbI
ObiTa U oAeXAbl ObIIN BCE TOW Xe MAOCKOCTbIO ANA
XYZ,0XKECTBEHHOIO 3KCMepuUMeHTa.

B Mockse 6 HOs6ps 1915 roaa B ranepee Jlemep-
Cbe npoLuia «BbicTaBka COBPEMEHHOIO AeKopaTuB-
HOrO UCKYCCTBa», Ha KOTOPOW MOXHO BbIN0 YBUAETH
paboThbl, rae TPaANLMOHHbIE peMEcsia CoYeTannch
¢ becnpesMeTHOM XNBOMUCHHD. TO HbINN OAHWN 13
MepBbIX OMbITOB aBaHrapa no BHeAPEHMIO UCKYC-
CTBa B NpeAMeTHyo cpeay. beccnopHo, onbiT, no-
JlyYeHHbIN BO BpeMs MOArOTOBKM K BbICTaBKe, Aas
XYAOXHULAM BO3MOXHOCTb MO3KCNEPUMEHTUPO-
BaTb B TOM 06s1acTu, KOTOpas no3sossaa 6osblue
BosbHOCTeN. Ewé ogHa BbicTaBka MW 6bina npo-
BegeHa B 1917 roay, oHa Xe 1 CTana nociaesHen.
Ecam po 1917-ro CrenaHoBa 1 NMonoBa He 6bian
CUIBHO YyBJIeYEHbl MPON3BOACTBOM OAEXAbI, TO pe-
BOJIOLLMA Aana UM BO3MOXHOCTb BOMAOTUTb YTOMM-
yeckmne naen KOHCTPYKTUBMU3MA B XM3Hb. CunTan

10. ApackvHa H. Mlto6oBb MonoBa. MNyTb CTaHOBAEHWS XYAO0XKHM-
Ka-KOHCTpykTOpa//TexHnyeckas sctetuka. N2 10. M.: BHUW-
373, 1978. C. 23.

11. Tam xe.
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CTaHKOBYHO XXMBOMUCb OTXKMBLLEN 1 BecnonesHom
A1 HOBOrO 06LLecTBa, OHM 06paTUAM CBOE BHMMa-
HVE UMEHHO Ha MPOU3BOACTBO, TAg, MO MX MHEHUO,
AONKeH Bbln HANTU NPUMEHEHME UX TBOPYECKUIA
noteHuman. Of4HMM U3 rNaBHbIX TO3YHIOB XyA0X-
HWKOB-KOHCTPYKTUBMCTOB B MX paboTe Haj An3ani-
HOM oZexX/Abl CTaHeT cTaTbsl BapBapbl CtenaHoBow
B XXypHane «JIE®» 1923 rozsa, B KOTOPOM OHa, NOZA
nceBgoHMMOM Bapct, npoBo3rnawana: «KocTtrom ce-
FOAHALLHEro AHs — npo3oaexaa» 2. Eciv B Atenbe
Moz, JlamMaHoOBOW CTOs/1a 3afia4a COBMECTUTb 3CTe-
TUKY U GYHKLMOHANbHOCTb, TO UAes NPO304eXAbl
6blna kyaa 6osee pagukanbHa: «Moga, ncuxonoru-
Yecku oTpakaBLuas 6bIT, MPUBBIYKK, ICTETUYECKUIA
BKYC, YCTYMaeT MecTo OZeXAe, OpraHN30BaHHOW AJif
paboTbl B pasnnyHbIX oTpacasx Tpyaa» 3. U ewé
OZHO NtoboMbITHOE Bbicka3blBaHWe: «<HeT kocTroMa
BOODOLLE — eCTb KOCTHOM AN KaKOW-HUBYaAb npo-
N3BOACTBEHHOM PYHKLUN». Ogexaa, Mo MHEHWIO
CtenaHoOBOW 1 eé KO/er, Hecla NCKAKYNTENbHO
MPOU3BOACTBEHHYO GYHKLMIO, APYTUMU CMbICAa-
MW OHa He Hajensnach. DCTeTnka Oblaa He BaXkHa —
Ba>XHa TONbKO PYHKLMOHanbHOCTb. Oaexaa morna
BUAOV3MEHATLCSA B 3aBMCUMOCTU OT POZa 3aHATUINA.
Paznnuanuce cneyoaexaa Ans pasHoro poga pa-
60Tbl U CMOPTUBHbIA KOCTHOM.

34eCb Mbl MOXEM BbIENNTb HECKOJIbKO BaXHbIX
TeHZAeHUMI pa3BuTus KocTioma. KoHuenuums «npo-
M3BOAHWYeCTBa» ABASAIACb OTBETOM Ha 3anpoc 06
YNYYLLEHUM 3KOHOMWYECKOM CUTyaLMn, 1 3TO bl
CUTHaN HapoAHbIM Maccam 06 obpase HOBOro uye-
NoBeka — CTpOMTeNss HOBOW XM3HU. PaumnoHanu-
3aums dopm ozex bl MOMorana co3fjaBaTtb HOBYHO
NoBeCTKY AHSA — TpyA4 u cnopt. PopmurpoBaHue
HOBbIX FeHAEPHbIX POJIeR TakXke MOXHO BbIAENNTb
Kak MMetoLLee MPUHLMMNANBHO BaXKHbIA XapakTep.
MosBneHNEe «NPO30AeXAbl», MOAYEPKHYTO MacKy-
JIMHHOW, KOHCTPYMPOBaso 06pa3 HOBOM XKEHLUHbI--
TPY>XEHULLbI, OAETON B MPOCTYHO 1 YA06HYO OAexay.
Moka3aTesIbHO, UTO HapsAy C NOABAEHUEM XypHana
«ATenbe moz» B 1923 roay 6bin nsgaH xypHan «Pa-
60THMUa» 4. XKeHLwmHa B KpacHOM nsiatke n pabo-
yeM niaTbe, n306pakéHHas Ha 0BNOXKKe, CUIbHO
KOHTPaCTMpPyeT C YTOHYEHHOWN MAOCTPaL e DKC-
Tep. TeM He MeHee 0bpa3 Kpenkon paboTHULbI —

12. CrenaHoBa B. ®. KocTiom cerogHsALLIHEro AHa — nposogexaa.
// Ned. 1923. LuT. no. [CeTeBoi pecypc] URL: http://lamanova.
com/16_prozodezhda.html (gata obpatyenus: 13.05.2020).

13. Tam >xe.

14. baptnert, . FashionEast: npuspak, 6poausLunii no Boctou-
Hol EBpone / [x. baptneT; nep. ¢ aHra. E. Kapgaw. M.: Ho-
BOe /nTepaTypHoe ob6o3peHne, 2011. C. 31.



>KEHLLMHbI HOBOTO rOCYAapCTBa, KOTOPOW Uy A0 BCE
6yp>KyasHOe,— He COBCeM OTBeYa 3CTETUYECKUM
npeAcTaBieHNsAM KOHCTPYKTUBUCTOB. BuayanbHbIn
A3bIK [TONoBOW, CPOPMUPOBaAHHBIV B TOM UKC/IE U Ha
3anage, 6bi1 3HAUMTENBHO LWNPEe HONbLLIEBUCTCKNX
JIO3YHrOB. ICTeTNKa Kybunsma, BOCMpUHATAN XYA0X-
Huuel Bo @paHumn, Hbina B3sTa 3a OCHOBY B eé
paboTe Hag TeaTpanbHbIMKU KOCTIOMamMu. VIMeHHO Te-
aTp, KOTOPbIA akTUBHO pa3sBuBascsa B 1920-e rogbl,
0Ka3a/Ccs CamMbIM NMOAXOAALLUM MECTOM A/ AeMOH-
CTpauun HoBaToOpCkux naen. B 1922 roay Ha cueHe
TeaTpa MMeHun BceBonoga Meliepxonbaa 6bin noka-
3aH cnekTakab «BeankoayLHbIA pOroHoceL», Ans
odopmMeHunsa koToporo 6eina npurnawena Jl. Mo-
nosa. KocTtombl akTépoB HbIAN HAPOUMTO MPOCTHI,
COCTOSANIN U3 NPOCTENLLMX FreoMeTpruYeckmx Gopm
1 BbINN MOXOXM Ha YHNDOPMY AW «MPO30AEXAY>,
KOTOpas rnoJsaranacb 4YesoBeKy, 3aHATOMY B TeaTpe.
JlroboBb MNMonoBa nucana, UTO KOCTHOM cOo3jaBali-
cA «<...> ANA KaXKJ0AHEBHOWN U 06bIJEHHOW XWN3-
HW 1 paboTbl aKTEPa, N MO3TOMY HEOBX0AMMO 6biNo
cAenaTb ero yTUAUTAPHbIM W A5 STOW LLeNn 1 3ame-
HAROLLMM BCAKYH APYryto oaexay» . KocTrombl repo-
€B, KOTOpble OblAN NpeACTaBAEHbl B 3TOM CrekTake,
6bIIN NOXOXM MO LBETY U MaTepuany, HO OTInYa-
NNCb ApYr OT Apyra GYHKLUMOHaNbHBIM HaNOJHEHWNEM:
Hannuvem dapTyka, peMHs, kKapMaHoB. CregytoLueit
pabotoi Meliepxonbga cTan cnektakab «CMmepTb Ta-
pesikKnHa», KOTOPbIA PEXUCCEP NOCTaBUA B COTPYA-
Hu1uyecTBe ¢ BapBapoi CtenaHOBOW. TOT CreKTak/b
TakXXe MOXHO CUMTaTh EMOHCTPaLMeN BapuaHTOB
«Npo3ogexabl». Ecam paccmoTpeTb KaX bl KOCTHOM
B OTAE/IbHOCTY, TO KOCTOM TapesikmHa 6bin npoToTy-
MOM «MPO30AEXAbl» UNHOBHMKA, KOCTIOM ABOPHMKA
Maxoma npeacTaBasn coboi yHupopmy pabouero,
a «Aetn» TapenknHa feMOHCTpUpoBann obpasLbl
CNOPTUBHOW oexabl. IMeHHO nosiBieHne cnop-
TUBHOW OAEXJbl CTaNo OAHUM U3 CaMbIX HOBaTOp-
CKMX HOBOBBEAEHWNI KOHCTPYKTUBUCTCKOW MOZbI.
B katanore K BbicTaBke «Moga — Hapogy! OT KOH-
CTPYKTMBM3MA K Aun3aliHy» A. JlaBpeHTbEB Ha3Ban
NosiBJIeHNE MaCCOBOM CMOPTUBHOWN OAEXAbl «CUM-
BOJIOM ocBoboXaeHMs» 6. TTpo3ogexaa CtenaHo-
BOM obsiagana CTporor reometTpuyeckon Gpopmoin
Y Mena NpakTUYeckn NAEHTUYHYHO OCHOBY, Tak Xe,
Kak 1y [MonoBoW, BUAOM3MEHSAACh N0 BAUSHNEM
dYHKUMNOHaNbHbIX 3aa4. [ekopaTuBHYHO pOb UC-

15. JlaBpeHTbeB A.H. MpON3BOACTBEHHbIN KOCTIOM U Moja //
XypoxHWK, Belb, moga: Cb. ctaten / Coct. M.J1. Bogposa,
A.H. NaBpeHTbeB. M.: CoB. xygoxHuk, 1988. C. 63.

16. Uur. MNo: ABaHrapg-teatp-moga. Katanor akcnosuumu. M.: Ce-
BEPHbIV NanoMHumk, 2019. C. 150.

MONHANIN KOHTPACTHbIE LWBbI, 3aCTEXKM U LiBETOBbIE
610KM. B 3ckmM3ax K CMEKTaKIHO MOXHO YBUAETb MO-
TWB NONOC, Hanpumep B KocTioMax Maspywn, Ta-
penknHa u Apyrux. [osxe 3TOT MOTMB CTaHET OAHUM
13 OCHOBHbIX B €& paboTte ¢ TKaHAMMU.

B 1923 roay aekaH BXYTEMACA npodeccop
BuktopoB Hanucan nucbmo B rasety «[pasaa»
Y MONPOCUA XYAOXHUKOB OTKANKHYTLCS Ha HY>Abl
npombliLieHHocTW. Monosa 1 CTenaHoBa 0TO3BaIMCh
Ha 3TOT NPW3bIB N CTaNX TEKCTUIbHBIMU NPOEKTU-
poBLMKamMWU. HeCMOTps Ha Hannuue onbiTa B 06n1a-
CTN AeKOPaTMBHO-MPUKIALHOTO UCKYCCTBA, Nepes
XYAOXHMLAMWN CTOsSNa COBEPLUEHHO HOBas 3aja-
Ya. TekCTUNbHasA NPOMBbILLIEHHOCTb CTaBWaa Nepes
HVMW LLeIN HE MPOCTO YKPaCUTb OAEXAY N3BECTHbI-
MW UM XYAOXKECTBEHHbIMU NPUEMaMM, HO MPUBHEC-
TV «XYZ,0KECTBEHHbI MOMEHT B MPWHLMM CO34aHus
caMoWl yTuAnTapHon sewm» 7. CAoXHOCTb 3TOM pa-
60Tbl 06ycnaBANBaNaCb MHOXECTBOM GaKTOPOB.
B pabote ¢ TKaHAMM XyAOXHMLLAM HEOBXOAUMO OblN0
COeAVHNTbL COBCTBEHHbIE BU3YyasibHbIE NAen, crne-
UMUKy NPOM3BOACTBA, a TakXe uaeonormyeckme
naev KOHCTpyKTMBM3Ma. Kpome Toro, akoHoMuye-
CKas cuTyaums TpeboBana CoKpaLLeHUs CPeacTB Ha
NPOV3BOACTBO. TeKCTUbHbIE 3KCnepuMeHTbl CTena-
HoBOW 1 lMonoBon oTBeYaAn BCeM HEOBXOAMMbIM
3anpocam. B cBoux pucyHkax OHW MCMOb30Bau
He 6oJibLLe YeTbIPEX LiBETOB, YTO Aesao NPOU3BOA-
CTBO 3KOHOMHbIM. OHW CO3faBann TKaHW ¢ becnpea-
METHbIMU CyNPeMaTUCTCKUMU PUCYHKaMU, KOTOpble
OYeHb KOHTPACTMPOBaNU C NPENMYLLECTBEHHO LiBE-
TOYHbIM TEKCTU/IEM MpeablayLLero nepuoga. Tem
caMbIM Oblia BbIMOAHEHA 3aZa4a NO OOHOBEHWUIO
aCCOPTMMEHTA, TaK Kak LiBETOUHbIE OPHAMEHTbI ac-
COLMNPOBANNCL C «Byp>Kya3HbIM» BbITOM U He COo-
OTBETCTBOBAJIN HOBOW PeasibHOCTU.

B. CrenaHoBa v J1. [MonoBa npuctynuau Kk pabo-
Te ¢ 6ONbLIMM 3HTY31a3MOM. «[IHN 1 HOUM NpocK-
XwnBana oHa ([lonosa) Haj pucyHKamu, cTapasch
B €MHOM TBOPYECKOM akTe coyeTaTtb TpeboBaHms
3KOHOMMWK, 3aKOHbI BHELLHero oGopMAeHUs U Ta-
WHCTBEHHbIV BKYC TYNbCKOWN KPeCTbsHKM» 8. Tak Kak
B cBOUX pabotax JIto6oBb MNornoBa opneHTMpoBanach
Ha NPOCTbIX Nr0Ael, 0bpalleHMe 3a BLOXHOBEHNEM
K HAapOAHbIM KOPHSAM OblI0 BMOAHE NOTMUHbIM. MHO-
e PUCYHKN XyAOXHULLbI MOTYT MHTEPMPETMPOBATLCA
Kak coeAnHeHne eé COBCTBEHHbIX XY0XKECTBEHHbIX

17. MunoHepsbl coBeTckoro an3saliHa / C.O. XaH-Maromegos.— M.
lanapr, 1995. C. 97.

18. Mamsatn J1.C. Monosow // NE®. 1924. N2 2. [CeTeBoMI pecypc]
URL: http://www.ruthenia.ru/sovlit/j/2970.html (gata o6pa-
weHmsa: 19.05.2020).
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naem c KpecTbsiIHCKUMU Tpaauumsmm. OpHaMeHTab-
Hble BCTaBKW, KOTOpPble MOXHO yBUAETb Ha 3CKM3axX
MonoBoW, cXxoXn ¢ MoAenssMn NaatbeB Hagexabl
JlamaHoBOW. 3a OCHOBY MHOXeCTBa CBOMX PUCYHKOB
MonoBa 6epét Kpyr, MOANDULMPYS N KOMOUHNPYS
€ro C NpoCTENLLNMIN reoMeTpUYeCcKUMN GopMamu.
Mpw KaxyLLencs NPoCToTe OHWU YANBUTEIbHO Pa3HO-
06pa3zHbl, @ KPOMe TOro, HOCAT UCKNHOUNTENBHO HO-
BaTOPCKMWI xapakTep, BeCb Macwtab KOTOPOro Moraun
OLLEeHUTb TO/bKO COBPEMEHHUKM XYAOXKHMLbI. He-
CMOTPS Ha, BO3MOXHO, pajnKkalbHOe HOBaTOPCTBO,
MonoBoW ABHO yAaBanocCh «yragatb CUTUMK» ¥ — ne-
ToM 1924 rosa 3T TKaHW NO/b30BaANCh OO/bLLOWN
nonynapHOCTbLo. AKOB TyreHxonba nucan, u4to «Mu-
HyBLen BecHou [1925.— Coct.] Bcs MockBa Hocvna
TKaHW No pucyHkam MNomnoBoW, He 3Has 3Toro,— pu-
CyHKaM APKUM, Pe3KMM, NOJHbIM ABUXEHWA, KaK Ha-
Typa CaMOW XYAOXHWLbI» 20,

TekcTunbHble 3CKkM3bl BapBapbl CTenaHoBOW
6113KM K paboTam MoONoOBOM 1 MO XyA0XKECTBEH-
HOMY CTWAO, HO 6e3yC/IOBHO, OTANYAOTCS MO Xa-
pakTepy v obLiemy BreyataeHuto. Jliobosb [Monosa
6blna yBaeyeHa NOMCKOM YHMBEPCAbHOIO MeToAa
paboThl, KOTOPbIA NOMOT Hbl CO34aTh HanbobLLee
pa3Hoobpasme BapMaHTOB TEKCTWSA, UTO OBBbsCHSET
€€ HeBepOoATHY NMPOAYKTMBHOCTb. PaboThl CTena-
HOBOW CKPYMY/NE3HO BbIBEPEHbI C MOMOLLIbIO INHEN-
KW 1 unpkyns. B eé TekcTuabHbIX paboTax Mbl CHOBa
BCTPEYaeM MOTMB MOAOChI B Pa3/IMYHbIX MHTEPpe-
TaLMAX, HACNOEHMeE KPYroB, a Tak>Ke MHOXECTBO ApY-
TUX XYA0XECTBEHHbIX MPUEMOB. XyL0XeCTBEHHbIe
npuémbl CtenaHoBon 1 MNonoBoM, Kak rOBOPUIOCH
paHee, HOCKMAW 6e3yCI0BHO HOBATOPCKNI XapakTep.
Pesknm apTedaktom, KOTOPbIA NO3BOASET HaM 3TO
OLLeHWNTb, ABAAOTCA Kagpbl n3 dmnbma «lannpocHu-

19. UuT. no: Tynosckas FO.A. Tekctunb ABaHrapga. PucyHkm ansa
TkaHw. Ekatepunbypr: TATLIN, 2016. C. 51.
20. Ykas. cou. C. 80.

ua u3 Mocenbnpoma», KOTOpbIl BbILLEN Ha 3KPaHbI
B 1924 roay. MNnatbe ¢ pucyHkom Bapapbl Crena-
HOBOV ONpesenéHHO BbITNAANT BELLbIO 13 APYroro
MWpPa, 3HaUNTEIbHO KOHTPACTUPYA C 06CTaHOBKOM.
BHMMaHWe XyaoXHWL, OblN10 NPUKOBAHO He TOJIbKO
K cCaMUM pPUCYHKaM, HO U K cneuunduke TekCcTuas
Kak TakoBoro. CTenaHoBa cuuTana, 4YTo XyA0oXHU-
Ky HY>XHO y4yacCTBOBaTb B MPOM3BOACTBE TKaHW Ha
BCEX YPOBHSX.

K coxkaneHuro, MHOTMM NiaHaM He CyXAeHOo bbino
BOMNOTUTLCA B XXM3Hb. Y>Xe B Hauyane 30-x rogos pa-
60Tbl KOHCTPYKTMBUCTOB BCE HObLLE NOABEPratoTca
KPUTUKE, N Ha CMEHY UM MPUXOANT arnTaLMOHHbIN
TEKCTUb COLMAaNnCTnUYeckoro peanmsma. Kpome
TOro, HECMOTPSA Ha MaHUPECTbl N YCTaHOBKM, Kak
6bl HW MbITAIUCh XYAOXKHWLbI OTPULLATL POAb MOZAbI
B COLIMYME, HO B MpoLiecce TBOPYECTBA XYAOXKHMK
6pan Bepx Haj NPOU3BOACTBEHHMKOM, a YUpe3mep-
Has yHUbUKaLMa cTankmBanacb C psgoM NpoTUBO-
peunii. BeposaTHo, ¢ 3TUM cBA3aHbl coBa Bapeapbl
CrenaHoBol B 1929 rogy: «OwWmnboOYHO AymMaTb, 4TO
MoZa fBAAETCA NNLLUb HEHYXHbIM NPUAATKOM cre-
KyNATMBHOTO XapakTepa» 2L,

Vaes aBaHrapga o CyLecTBOBaHUN XYAOXHN-
Ka-TBOpLA, CNOCOHBHOro co3AaTb HOBYHO CUCTEMY
>KN3HW, He Bbla oBeseHa A0 KOHL@, @ BO3MOXHO,
“ BOBCe noTepnena Heyzaudy. TeM He MeHee Onbl-
Tbl «aMa30HOK aBaHrapga» B 061actu Mogbl urpa-
FOT MCKFOUMUTEIBHO BaXKHYHO POb Kak A5 NCTOPUN
NCKYCCTBOBEAEHMSA, TaK U ANA UCTopumn Mogbl. OT-
CbIIKM K UX naeamM 6blM MacCoBO BOCMpOM3Bese-
Hbl B 1960-x rogax, a Kpome TOro, NOABAAOTCA Ha
noAuyme 0 CUX Nop, BAOXHOB/AA TBOPLLOB BO BCEX
obnacTax nckyccrea.

21. Crpwxenosa T.K. V13 nctopum cosetckoro kocttoma. M.: Co-
BETCKNI XyAaoXHuMK, 1972. C. 97.

BUBINOTPA®UA

1. ApgackuHa, H.J1. ltobosb MNonosa. MyTb cTaHOBAEHMS
XYAOXHUKa-KOHCTpykTOopa / H.J1. AgackuHa // TexHun-
yeckas 3ctetmka. 1978. N2 10. C. 17-23.

2. Awma3zoHku aBaHrapga. C6. ctateli nog pea. I ®. Kosa-
nenko. M.: Hayka, 2001. 338 c.

3. ABaHrapa-teatp-moga. Kartanor akcnosuuyun. M.: Ce-
BEPHbIM NanomHuk, 2019.

4. bakcr, J1.C. MyTn knaccmymsma B nckyccrse / J1.C. baker
// AnonnoH. 1909. N2 2-3.

68

5. baptnertt, Ax. FashionEast: npu3pak, 6poamsLimii no
BoctouHon EBpone / [xxypaxka baptaet; nep. ¢ aHr.
E. Kapgaw / M.: HoBoe nutepatypHoe 0603peHue,
2011. 356 c.

6. Topbosa, E.H. Naen xun3HectpoutesnbctBa Pycckoro
aBaHrapza B 3CTeTVKe NpoekTa «MNpo304eXAbl» Haya-
na XX Beka / E.H. lfop6osa, O.+0. Actaxos // BecTHumK
KasaHckoro rocyaapcTBeHHOro yHMBepcuTeTa KyabTy-
pbl 1 nckyccre. 2012. N2 1-3. C. 52-55.



10.

11.

12.

13.

14.

3paHesuny, V. NMoyemy Mbl packpawmsaemcs / U. 3aa-
Hesuy, M. Jlapuoros // Apryc. 1913. N 12. C. 115-118.
NaBpeHTbeB, A.H. MMpon3BOACTBEHHbIN KOCTHOM
n moga / A.H. JlaBpeHTbeB // XyAOXHWK, Bellb, MOAA:
C6. crateit; Coct. M.J1. bogpoBa, A.H. JlaBpeHTbeB. M.:
CoBeTckumin XyaoxHMK, 1988. 366 c.

ApackuHa H.J1., KpacHsaHckas K., Koctaku A. Jllo6oBb
MNMonosa. ®opma. LiseT. MpocTtpaHcTtBo. M.: Kyukoso
nose, MyseoH, 2019. 256 c.: 256 nn.

Mamsatn J1.C. NMonosoli. [Hekponor] // IE®. N2 2. 1924,
C. 3-4.

PogueHrko, A. OnbiTbl a5 Byaywiero / A. PogueHko. M.:
MpaHTb, 1996. 416 c.

CrenaHoBa, B.®. KocTtom cerogHawHero gHa — Mpo3s-
ozexaa. [DneKTpoHHbIA pecypc] / B.®. CtenaHosa //
Ned. 1923. NQ 2. [CeTteBoWt pecypc] URL: http://www.
ruthenia.ru/moskva/origins/design/varst.htm
CrpwxeHoBa, T.K. V13 nctopumn coBeTtckoro koctroma /
T.K. CrpukeHoBa. M.: CoBeTckuii XygoxHuk, 1972.110 c.
TemepuH, C.M. Pycckoe npuknagHoe mckycctso. Co-
BeTckue rogbl. Ouepku / C.M. TemepuH. M.: CoBeTckuii
XypoxHuk, 1960. 458 c.

15.

16.

17.

18.

19.

20.

21.

Tynosckas, FO.A. Tekctunb aBaHrapga. PucyHkmn ans
TkaHu / FO.A. TynoBckas. Ekatepunbypr: TATLIN, 2016.
173 c.

XaH-Maromegos, C.O. MMoHepbl COBETCKOrO AM3aliHa
/ C.O. Xan-Maromegos. M.: Tanapt, 1995. 423 c.
Bartlett, D. «Léon Bakst and Fashion: Beyond and After
the Ballets Russes», Costume, vol. 52, no. 2, pp. 210-234
DOI: 10.3366/cost.2017.0025

Tiramani, J. 2015. «Janet Arnold’s Patterns of
Fashion», Costume, vol. 49, no.2, pp. pp. 186-197 DOL:
10.1179/0590887615z.00000000075

Ng, S. 2015. «Gendered by Design: Qipao and Society,
1911-1949», Costume, vol. 49, no.1, pp. 55-74 DOL
10.1179/0590887614z.00000000063 (in English)
Pecorari, M. 2019.» Fashion archives, museums and
collections in the age of the digital», Critical Studies in
Fashion & Beauty, vol. 10, no. 2, pp. 3-29 DOL 10.1386/
¢sfb.10.1.3_7 (in English)

Kuldova, T. 2014.» Fashion exhibition as a critique
of contemporary museum exhibitions: The case of
‘Fashion India: Spectacular Capitalism», Critical Studies
in Fashion & Beauty, vol. 5, no. 2, pp. 313-336 DO
10.1386/csfb.5.2.313_1 (in English)

69



