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Abstract. Various types of modern design are being intensively introduced into all spheres of life
of our society, affecting the lifestyle. Design, as a specific creative project activity, is in the process
of constant development and is aimed at producing industrial goods that combine practical
functionalism with aesthetic qualities.

The purpose of this article is to draw attention to the problem of blurring the boundaries
of the identity of the plastic arts and design. An analysis of the structural links between the work
of an artist on the creation of a work of art and the design activities of a clothing designer
in industrial design allows us to conclude that at the initial stage of the creative process there
is much in common, but these types of activities are not identical.

The authors of the article used a morphological approach and empirical methods of studying
the problem under consideration to identify the relationships and differences in the activities
of the artist and designer, touched upon the characteristics and features of fine art and design.
An attempt has been made to determine the common features characteristic of art and design,
their distinctive properties and tasks in the process of creating a work of art and industrial product.
The methods of shaping, patterns of composition, tectonics and design in the design of a modern
costume are analyzed.

In the context of this article, the theoretical understanding of the term “design,” proposed
by various authors, is considered. The relevance of the study of the problem addressed in the article
lies in the fact that in the global digital world, with the dominance of new media and technologies,
the boundaries of plastic arts and design are becoming increasingly blurred.

The practical novelty of this study, along with modern trends, is determined by the preservation
of the identity of the creative professions of the artist and designer.

The research methodology is based on identifying common principles and differences
in the creative process of the artist and fashion designer. The process of an artist’s work on a work
of art is an individual creative act. Clothing designer is a specific project activity in tandem
with a designer and a technologist. The arguments given in the article about the work of the artist
and the designer on the final product allow us to put forward a hypothesis that labor processes
are not identical.

The article also touches upon the issues of improving the educational system in the preparation
of specialists in the field of fashion design. The relationship and interaction of the educational
system with production workshops to realize the creative potential and originality of students.
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Training of specialists in the field of fashion design based on the fundamental base, theory, practice
and implementation of student projects in order to promote the image of regional design.
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Introduction

Traditionally for centuries, craftsmen
and representatives of applied arts,
due to the level of development of pre-
industrial society, shaped the object world,
making all kinds of utensils, fabrics
and clothing for human needs. Today
the words “cabinetmaker”, “alfreyan”,
“barber” and “tailor” are being uttered less
and less frequently, but the term “design”
has become ubiquitous. Our civilization
remembers a time when artists, as well
as builders, blacksmiths, potters, casters,
weavers, were called craftsmen. Craftsman,
architect, painter, designer — the evolution
of art has delineated their creative process,
and representatives of these professions
have defined their activities. Quite often
events and phenomena occur in society
that are given definitions some time later.
This was also the case with design.

In the last few years scientific
publications have hardly touched upon
the topic of leveling the identity boundaries
of the creative activity of the artist
and designer, as if these concepts have
dissolved, assimilated. “The boundaries
of art and design are becoming increasingly
blurred, and many fields are becoming
universal and interdisciplinary and less
narrowly focused” (Prozorova 85).
This increasing tendency to blur
the plastic arts is occurring with
the significant influence of new
technologies.

The need for research is dictated
by the modern tendency to level the identity
of the creative process in the work

of the artist and designer. In the context
of this study the etymology of the term
“design”, the characteristic features

of the creative methods of the artist

and designer, the results of their work
and consumer perception of the final
product are considered.

The purpose of this article is to focus
attention on the problem of the identity
of the plastic arts, whose main principle
is proclaimed “form and content”
and design, whose motto is “form
and function”.

The main task of the authors
of this material is to conduct a comparative
analysis of the work of the artist
on the easel work and the industrial
clothing designer on the design
of the costume. On the basis of the analysis
to identify the inherent identity of the artist
and the designer. The research includes:
study, observation and analysis
of the creative work of the artist
and designer to identify their common
features, distinctive features, the degree
of their mutual correlation.

Since the middle of the nineteenth
century, the term “industrial art” began
to be used. Technical advances, industrial
production required new solutions, new
principles of shaping. The need to attract
artists to the production to participate
in the shaping of industrial products,
appeared at the First World Industrial
Exhibition in 1851, held in London.

The exposition demonstrated the
technological solution of many products
and revealed their aesthetic shortcomings.
“Design stood out as an independent



profession at the beginning

of the twentieth century, solving the
problem of aesthetization of the object-
spatial environment, set by social and
scientific- technical development”
(Dosmurzin 95).

The term “design® was first applied
to industrial products in 1919.

The English artist Joseph Sinel
(1889—1975) introduced the definition
by using the phrase “industrial design”
to refer to a new field of artistic object
creativity aimed at industry with

its advanced machinery, designed

for the mass production of products.
“Design (from English design-design,
draw, conceive) is a term denoting a kind
of artistic and design activity, covering
the creation of industrial products

and aimed at improving the human
environment of objects” (Berdnik 111).
The formation of design is the result

of the penetration of aesthetics into
technology, the involvement of the designer
in the production process. This situation
contributed to the revision of the aesthetic
assessment of form and stimulated
designers to become a full participant

in the process of creating new industrial
products.

The development of design schools after
World War I contributed to the emergence
of a narrow professional understanding
of design, meaning the design- artistic
activity to develop industrial products
with high consumer and aesthetic
qualities. Candidate of cultural studies
N. Koveshnikova in her article “Paradigms
of Design Culture” asserts that “in design
practice of that time there was an active
process of self-identification
of the profession which explains
the aspiration to reveal specificity
of a new kind of activity, than its genetic
and other communications with art were
underlined” (22).

During this period, the theoretical
and practical foundations ofmodern
designwere laid. The main goal of all

developments of designers is to create
comfortable, functionally justified,
aesthetically coherent design products.
“Modern design is a kind of art and design
activity, covering the creation of industrial
products and the rational formation

of a coherent object environment”
(Safina 3). Design is a link between

the technical and humanitarian spheres
of culture. The issues of identity raised

in the article and defining the specific
boundaries of the creative process

of the artist and designer are relevant.

Methods

“Design as a phenomenon has been
denoted by various concepts: ‘technical
aesthetics’, ‘design activity’, ‘industrial art’,
‘decorative and applied art’, etc. A literal
translation of the Latin word ‘desianare’
meant ‘to define, to designate’. Alberti
was the first to introduce the word
‘disegno’ — ‘drawing, blueprint, project’ —
into texts on the history and theory
of architecture of the 15th century.
The term later found its way into English-
language literature (‘desin’) and meant
‘to project, to construct. The Oxford
Dictionary (1588) defined ‘design’
as ‘a plan or scheme conceived by man
of something to be realized, the first
sketch of a future work of art’” (Gulyaev,
Gulyaeva 158).

To carry out the study of the problem
touched upon in the article identity
of the process of creation of an artwork
and design-product, the following methods
were used: morphological, empirical
and inductive.

Empirical research methods include:
the study of a variety of sources;
analysis of the information obtained;
observation;
professional experience.

Among the methods of research

was also used morphological, allowing
to determine the purpose, formulation
and consideration of the problem.
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The research was conducted on the basis
of direct and indirect statements, analyzed
data from various sources concerning
the issues of the term “design” formulation,
the identity of the plastic arts and design
activity in the work of the artist and designer.
The subject of the study are
the distinctive features of the process
of creative work of the artist and designer
on the final product.
Research methods are aimed
at a comparative analysis to identify
the identity of the process of professional
activity of the artist and designer,
and consumer perception of the results
of their work.
To identily the significant difference
in the professional activities of the artist
in the visual arts and the designer
in the design process and their final
product in the study used the method
of observation, comparative analysis
and visual way of the problem considered.
The goals and objectives of the creative
process of creating an end product
in the fine arts and industrial design are
opposite. “However, the steady spread
of design to all new areas of the object-
spatial environment, as well as the close
connection with industrial production
and the latest advances in science
and technology complicate the definition
of the specificity of design, blur the ideas
about its boundaries” (Koveshnikova 17).

Discussion

Creative individuals, dissatisfied with

the classical samples of fine art of previous
eras, proposing and proclaiming alternative
concepts and manifestos, to the greatest
extent sought the avant-garde search

for new artistic forms and expressive
pictorial means. Representatives of a new
type of creative activity — designers, whose
task was to transform the object-spatial
environment, aimed at creating new forms,
which disclose the artistic properties

of its constituent elements and the logical

validity of the principles of compositional-
artistic form-formation, were not left out.

Nowadays, the clear boundary between
art and design, whose basic principles
are not identical, is no longer relevant.
They form a symbiosis — a kind of equal
borrowing of principles that allow
the realization of new objects of design.

In his essay “On the Spiritual in Art”

V. Kandinsky, an outstanding artist,
teacher and art theorist, paid attention

to the interaction of different types of art
and noted, in particular: “So, gradually
different types of art begin to strive

to express in the best possible way what
each of them has to say, and in so doing

by means wholly inherent in it” (71).

“Thus we see that each art has inherent
powers which cannot be replaced

by the powers of the other” (Kandinsky 74).
The artist and designer realize their creative
potential in their field of endeavor.

The artist realizes his or her potential

in the author’s work, the designer embodies
his or her concept into a visual object.

Paying attention to design activity,

N. Koveshnikova believes that “the basic
components are: design ideology, design
methodology and professional practice.
...Design ideology is the main idea,
semantic orientation of goals, tasks

and means of design. ...Design
methodology determines comprehension
and development of a set of means

and methods of design, adequate

to the value and semantic content

of design activity within the framework
of this or that design ideology.
Organizational, institutional forms

of design as a field of professional activity
determine its design practice” (19).

The practical skills and competencies
that educational institutions provide are
essential to realizing creativity and success
in design careers. Kylie Budge, author
of an article on university academic
disciplines in art and design, writes,
“Definitely terms are used broadly
and inclusively so that art and design



disciplines generate... This definition does
not suggest that art and design disciplines
are identical. By grouping them together,
[ recognize their disciplinary differences”
(3). Effective training of competent,
versatile fashion design professionals
in educational institutions in the Republic
of Kazakhstan should focus
on the development of regional and art
design. Typical curricula should provide
the acquisition of basic, theoretical
knowledge in interaction with the practical
design and implementation of the product
in the production workshops
of the educational institution.
The experience of Bauhaus,
in the educational process of which
the foundations of modern design were
laid and the artistic disciplines
and production workshops closely
interacted, is relevant and in demand.
Currently, the creation of competitive
domestic light industry products is urgent.
To implement this goal it is advisable
to organize a student center design studio,
where in parallel with the educational
process, senior students could implement
the acquired theoretical knowledge
and practical skills and embody their
conceptual ideas in the collections, which
reflect their identity, skill and competence.
“Relying on the experience of leading,
industrialized, countries where the process
of design and technological cooperation
takes place, we should implement a new
model of learning based on the integration
of artistic and technological disciplines
that form the competences of students”
(Gabrielyan 53). Activity, enthusiasm,
determination, practical implementation
of projects with elements of identification,
will allow them to organize annual shows
and display their collections, to participate
in national and international competitions.
Considering long-term pedagogical
experience, for successful preparation
of the certified experts in the field of various
kinds of design (advertising design, interior
design, fashion design) we consider

expedient the optimum number of trainees
in group to increase to 7—10 or 10—15
people. The similar practice exists
and justifies itself at many universities
in Russia and Czechia. Among them,
for example, St. Petersburg State
University of Industrial Technologies
and Design, Czech State University
in the city of Pilsen.

Improving the professional growth
and skills of students is impossible
without the active interaction
of the design studio of the educational
institution with representatives
of the regional industrial sector.
“Particular attention is paid to the results
of project activities and the description
of the competencies and skills acquired
by trainees in the course of the project”
(Litovchenko 501). Involvement
of representatives of small and medium-
sized businesses working in the Fashion-
industry or interested in the development
of regional design, financing of student
projects will have a direct impact
on the formation of professional skills
of future professionals. The implementation
of student design studio activities
is especially relevant in the context
of the globalization process, which has
the property of blurring the regional
features of culture.

Costume, like other design objects
in the urban environment, attracts
attention and has an impact
on the inhabitants of the metropolis,
forming their visual culture. The authors
of the article by I. Kuzmina
and O. Dzhuromskaya “Classical Laws
of Form Formation in Architecture
and Art” state that “in our time exclusively
in design the person is seen as a central
design factor” (Kuzmina 98). The person
in costume complements the visual space
of the object-spatial environment.
The costume, interacting with the person,
is a visual indicator of the difference
and preference of the individual. The fabric,
possessing illusory properties, is able
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to visually hide some of the disadvantages

of the human figure. The authors

of the textbook “Material Science

(Costume Design)” believe

that “the appearance of both clothing

and materials for sewing have a decisive

influence on consumer demand

for products, their competitiveness. Buying

a thing, the buyer first of all pays attention

to its external design, seeking to satisfy his/

her aesthetic needs” (Kirssanova 381).
Clothing design, its mission —

to transform and make people beautiful —

is a fundamental criterion in the design

of a costume, relevant and in demand

in modern society. In order to satisfy

the tastes and interests of consumers

of different age and social groups,

the clothing designer in production,

when designing a new assortment

of different purposes, must take into

account regional peculiarities.

“...In the atmosphere of a cultural paradigm

shift, the world of classic luxury needs

to acquire a new identity in order to prove

its belonging to the actual processes

taking place in society, thus creating

a new positioning strategy” (Makeyeva 515).
Having a decent cultural heritage

and inspired by the diversity of forms

and brevity of color arabesques, modern

designers of Kazakhstan in the process

of creative shaping, using the techniques

of stylization and transformation, interpret

ethnic prototypes into a modern design

product. The creative process

of the artist’s work on the artwork

and the multifunctional activity

of the designer, aimed at transforming

the object-spatial environment

and designing industrial products,

are not identical. Initially, when getting

down to designing a future costume

or object, a professional designer

must take into account several factors

for the product, namely anthropometric

features of the person, tectonics —

the interaction of form and construction

and the principles of artistic

and compositional form-formation.

In the context of globalization, which
contributes to the blurring of identity,

the introduction of elements of national
culture in the design of clothing

in the form of value orientations,

is a key factor in determining the ideology
of design. “Globalization inevitably leads
to the emergence of common traditions
and habits, but this does not mean that
differences have completely disappeared.
On the contrary, previously imperceptible
cultural features come to the fore”
(Borissova 148).

Results

There are main types of design: graphic,
industrial, environmental, landscape
and their varieties. At present there is
an origin and formation of new types
of design, corresponding to the peculiarities
of separate spheres of design: ecological,
futuro- design, art-design, exposition,
engineering. Regardless of the types
of design and their specificity, they
all have a common basis — the synthesis
of rational and artistic ideas aimed
at creating a design product, characterized
by a clear functional conditionality
and artistic expression, which contributes
to the use of basic principles
of the compositional and artistic form
of formation. The authors of “The Future
Aesthetics of Technology: Context
Dependent Theories of Design and
Philosophy of Technology” believe that
“one of the main themes of contemporary
design is the application of ethics to design”
(Eggink 202).

In 1969 at the Congress
of the International Council of the Design
Organization (ICSID) the following
definition was adopted: “The term design
is understood as a creative activity,
the purpose of which is to determine
the formal qualities of objects produced
by industry. These qualities of form refer not
only to appearance, but mainly to structural



and functional connections which transform
the system into a coherent unity from
the point of view of both the producer
and the consumer” (Krasnoschekov 6).
Taking into account the etymology
of the term “design” and referring to the
statement of the International Council
of the Organization for Design (ICSID),
allow the authors of the article to conclude
that “design is a creative, specific
multifunctional design activity”.
The process of making a suit for various
purposes in the clothing industry has
its own characteristics and involves
a production cycle and collective work.
In the process of creating a new assortment
of clothing the following are involved:
designer, designer, technologist. Designer
in production, having received an order
to produce a suit of a certain purpose
or season, taking into account
the specifics and features of the assortment,
the availability of textile materials,
their properties and texture, trends
of modern fashion, to implement the task
performs a lot of research sketches, offering
shape, silhouette, color and appearance
of the future model. Designing a suit,
the designer should consider such factors
as: proportionality and integrity, tectonic
appropriateness of its internal structure
and external form. Apart from the aesthetic
qualities of appearance, the designer
should consider convenience, comiort,
functionality, ergonomics and economy
in the suit being created. For the further
work over the approved variant of the sketch,
a constructor comes. He embodies
the ideas of the designer. The designer
develops a constructive basis for the new
model, creates templates for all elements
of the suit for further cutting from fabric.
Tectonics of the costume is expressed
in the form of work of the material
and construction. The costume combines
a harmonious relationship of form,
construction, material, function and purpose.
The author of the book Making
Patterns 1. A. Radchenko considers

aesthetic, functional and ergonomic
requirements that are necessary when
designing a costume. He writes: “Aesthetic
requirements are determined by perfection
of composition and color model’s solution,
harmony, proportionality of parts

and the whole, plastic expressiveness

of form, tectonicity, stylistic connection

of clothes with the object world, novelty

of model and design, marketable
appearance.

— Ergonomic requirements.

Includes a set of anthropometric, hygienic
and psychophysiological requirements.

— Functional requirements.

They are determined by the correspondence
of clothes for a specific purpose:

the compositional structure of the model,
construction and materials, age peculiarities
of the body, the appearance and psychological
development of consumers. The nature

of the model, fabric, trim, color solution
should meet the tastes of consumers”

(7). The results of the study confirm

that creativity and traits of representativeness
in the work process of the artist

and designer does not imply their

identity, but only some degree of mutual
correspondence.

Art and design are creative activities,
but they are not identical. The initial stage
of clothing design — the sketching part,
which embodies the initial idea, concept,
inspiration, is closest to the creative
process of creating original graphics
or easel painting. They are brought
together at this stage of activity by the use
of identical materials, graphic and plastic
means, laws and principles of compositional
shaping: rationality, structure, imagery
and integrity. “Drawing is the most
direct way of communication between
the designer and the consumer. Drawing
emphasizes the man-made essence
of the design process, clearly illustrates
the thought process of its author, as well
as creates the impression of exclusivity
and rarity in the visual presentation
of the project” (Kucherenko 88—89).
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The well-established term “artist” is
traditionally associated with the plastic arts:
painting, drawing, sculpture. “Different
types of art are creative, creative, because
there are no pre-prepared solutions
to problems. An infinite number
of variations and individual interpretations
are possible. Tasks in art vary in complexity
and specificity. ... The artist limits himself
by setting wide or narrow limits. Architect,
graphic designer, industrial designer
are usually given tasks with specific
requirements and clearly delineated
boundaries of possibilities” (Lauer
and Pentak 15).

Personal long-term creative experience
and study of the work of masters of fine arts,
observation of the work of famous artists
of Kazakhstan H. Kurbanov, A. Esdauletov,
D. Aliyev and others allow us to conclude
that the creation of an easel painting
from conception to its final implementation
is an individual and multi-step process.
Graphic sketches and drafts made from life
and by imagination are auxiliary in nature,
exploratory sketches in which the artist
determines the layout, main characters,
focal point, and proportional relations
of various plans of a future work.

The main subjects for the works they
draw from their memories and internal
perception of the environment.

After satisfaction with the sketches,

the artist proceeds to the main work

on the easel painting in oil painting
technique. If necessary, he can violate

the proportions, change the angle,

the coloring, position the figure

on the plane or in the air space to achieve
integrity and harmonious unity of all
elements of the picture. The artist, using
pictorial means, expresses his inner world,
ideas, relying on his experience, talent
and intuition, creates a unique work of art,
satisfying his need to create. “Fine art

is still focused on the artist’s personal
reflection of processes of particular
importance to the religious, moral,
aesthetic self-knowledge of man; while

design is intended for the mass creation

of artifacts, improvement of the living
environment, pursues utilitarian goals”
(Gulyaev, Gulyaeva 159). The whole
process is performed independently. He is
the author, the “director”, “the conductor”
deciding in what style, in what color
scheme, in what sequence to write his work.

Fashion designers, representatives
of high fashion, have the same freedom
of action. The fashion designer is the author
of the collection, who is involved
in the process of creating the model.

The process of creating an author’s
collection is a characteristic feature and
privilege of haute couture representatives.
The choice of style, textile fabric,

color, texture, fittings, decorative trim,
accessories — this right belongs

to the fashion designer. Traditionally

the author’s collection for spring- summer,
autumn-winter seasons is made mainly

by hand in a single copy. Each item,
costume detail, surface finish when
decorating form an integrity. The annual
shows demonstrate original, extravagant,
exclusive, distinctive and emotionally
expressive costumes. In such collections
fashion designers use different means

of shaping — combinatorics and kineticism,
transforming elements, the use of which
cannot be explained by functionality.
Fashion designers realize their originality
and creative potential, charisma

and worldview by offering new, alternative
methods of design. Such collections

are perceived and appreciated as works

of art. “So, design, or the artistic design

of costume belongs to the field

of architectonic art and has two functions —
aesthetic and practical” (Berdnik 12).

Fine art is dominated by the unique
work created by the artist, while industrial
costume design emphasizes utilitarianism,
ergonomics and aesthetic quality of serial
products for the mass consumer.

Having considered the process
of creating works of fine art by an artist and
the design activity of an industrial



clothing designer, we can conclude

that the goals and the end result

of creativity of the artist and the designer

are different. The author of the book

“Fundamentals of Artistic Design

of Costume and Sketch Graphics”

T. Berdnik writes: “All types of fine art serve

only one purpose — to satisly an organic

human need for beauty. Neither painting,

nor graphics, nor sculpture can be used

in practical human activities. In other

words, they all have only one function —

aesthetic” (Berdnik 11). Industrial

clothing design, visual and other arts,

together solve the problems of consumers

and influence the formation of the culture

of modern society. Different look

and the results of labor — the final product

of the designer and the artist. The final

product is different for their intended

purpose and is the opposite. The consumer,

as a viewer at the same time, differently

treats and perceives the work of art

and industrial products. “The perception

of a work of fine art not only testifies

to the individual, artistic and imaginative

uniqueness of the creator, but also

characterizes the collective forms

of experience peculiar to his era” (Gulyaev,

Gulyaeva 158). The author of the article

“Modern Communicative Model

of the Process of Creation and Perception

of Artistic and Design Works” writes:

“The only difference is that it takes less

time and a less prepared viewer-consumer

to cognize a design product. Whereas

the perception of a work of art always

requires a skilled viewer” (Gabrielyan 40).
The process of creation and perception

of industrial products, so necessary

for the existence of modern form

in clothing design, requires adaptation

by the consumer in the realities of digital

technology. “The combination of not

just different, but often directly opposite

factors of genesis and evolution of design

gives reason to conclude that, developing

throughout the twentieth century

in the general course of related areas

of creative activity, it remains a specific
phenomenon of modern culture”
(Koveshnikova 17).

The established correlation and lack
of collision between the fine arts
and design, each of which has its own
range of functional application in its field,
does not mean their complete fusion.
The results of the study confirm
that the creative beginning and features
of representationalism in the work process
of the artist and designer do not imply
their identity, but only some degree
of mutual correspondence.

Despite the age of rapid digitalization,
clothing design will be in demand
in modern society. The development
of new technologies used in the design
and production of clothing in the light
industry, the involvement of an erudite,
knowledgeable and talented designer
provide unlimited opportunities
for the realization of creative ideas.
Modern technologies and the designer’s
entelechy and competence will allow
to create a new assortment distinguished
by originality and novelty, which guarantees
commercial success and profitability
of production.

Conclusion

Just as a century ago, when designers
were invited into production to modify

and bring harmony, proportionality,

and coherence of elements — the leading
components of beauty — into industrial
products, so today designers are relevant
and involved in the continuous creative
process of form formation. In the industrial
era, when culture was no longer canonized,
fashion designers each decade exercised
their creative abilities in design activities
and brought changes in form formation

in a modern context. In today’s society,
political, societal, and cultural change
resonate in the design activities

of designers and beneficially affect all
aspects of everyday life. Reproducing,
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transforming, and interpreting outdated
forms, and innovatively creating new
creative and alternative design objects,
remains the designer’s primary task
in design activity. “Designing —
the transition from the object approach
to the subjective and their combination
of ‘designer-subject’, with a certain degree
of freedom, chooses resources and creates
a new reality. Of course, man does not
become the demiurge, but modern design,
having survived the dictates of styles,
has gained the ability to choose”
(Pavlovskaya 66).

Design is not a static phenomenon,
but a dynamically developing one.
Based on the results of the study,
the characteristic features of the individual
work of the artist over an easel work
and the designer over the design
of a costume in tandem with the designer
and technologist were determined.
Designers, maintaining continuity,
feeling new trends and the pulse of time,
adequately assessing the consumer
audience, are called to create interesting,
original, sought-after forms in tandem
with practical functionalism and aesthetic
qualities in their design activity.

The boundaries between fine art
and design are fluid and conditioned
by the material of embodiment. The results
of the study confirm the relevance
of the raised in the article problem
of identity of artwork and design-product.
The current practice of interpenetration
of expressive means, borrowing, synthesis
between different types of art does not mean
a complete assimilation and dissolution
of plastic arts. “Such a juxtaposition
of the means of the various arts,
this borrowing of one from the other,
can only be successful if it is not external,
but principled. This means that one art
must learn from the other how to use its
means; it must learn in order to then apply
its own means according to the same
principle, that is, to apply them
in accordance with principles peculiar

to it alone. Learning this, the artist must
not forget that each means has its own
special application and that this application
must be found” (Kandinsky 72—73).

The plastic arts have their own specific
characteristic techniques and expressive
means to create an original artistic work.
The main characteristic for the artist,

in addition to the materials and tools
necessary to create a painting or sculpture,
painting or sculpting a work of art is

an individual, intimate act of the artistic
process, which is the result of the artist’s
thought activity.

Clothing designers, not staying
in captivity of stereotypes, involved
in the cultural process, use their potential
in accordance with their application tasks.
The authors of the article “Automated
Design of Woven Patterns with the Effect
of Volume Visual Perception” state
that “The modern consumer has high
requirements not only for the aesthetics
of a suit /clothing/, but also for ensuring
a harmonious combination of physiological
and technological factors characterizing
the condition of its user. The concept
of creating products and, in particular,
clothes, combining signs of comfort,
aesthetics and innovative technological
possibilities, has reached the highest point
in the sphere of the world style and fashion
industry” (Presnetsova 52—253).

The source of inspiration for the fashion
designer is the person himself, his
physique, hair color, eye color, his desire
to dress and the ability to appreciate
the costume. The designer’s openness
to perceive the outside world — the variety
of plant and zoomorphic whimsical
and unusual forms of nature —
is an inexhaustible source of creativity.
Project activity of specialists in the field
of clothes design can breathe in new
alternative concepts in the form of industrial
products in the interaction of accumulated
global experience and modern technology
with regional characteristics and elements
of identity. A toreador, masterly gesturing



with a red cloth, influences the bull interaction, and collaboration between

and provokes a duel. In the same way, design and fine arts enhance, in addition
a variety of fabrics, their color and texture, to the functional value, the aesthetic quality
touch, touch and tactile sensations can and exclusivity of the collection, as well
draw different associations from as the emotional and symbolic component.
the memory and stir the imagination Such a tandem has promise and future.
of the designer and prompt the creation Design is evolving, generating new
of a new, original collection. directions of development, spreading its
“Culture and art create a halo influence on all spheres of life in modern
of chosenness and high perceived society and positioning itself as a universal
value” (Ochkovskaya 7). Collaboration, tool.
AsTopnappabiH, yneci £
C. XK. AcaHoBa - MaceneHi 6enriney, 3epTTey 6afbITbIHbIH, KYPbIbIMbIH 33ip/ey, 3epTTey §
TY>KbIPbIMAAMAChIH 93ip/iey, HEri3ri MaTiHAI pefakumsanay, HOTMXKENEpAi KOPbITY XXaHe Herisri ”
[epekKe3aepai YCbiHy. :
<
@]
B. I [puropbsiH — MaKanaHbl KanbinTacTblpy, apHalibl 94e6UeTTepAi WOy XaHe Tanaay,
webepxaHafaFbl KICiOU CypeTLLiHIH XXyMbICbIH BaKplnay, 3epTTey Xypri3y, 8aictep MeH 125

TYKbIPbIMAAP Kacay.

Bknag aBTOpOB

C. XK. AcaHoBa — noctaHoBKa npo6sieMbl, pazpaboTka CTPYKTypbl HAaNPaBNEHUS UCCNELOBAHUS,
pa3paboTka KOHLeNuM1 nccnenoBaHus, peaakTtupoBaHmMe OCHOBHOIO TEKCTa, 0606LweHne
pe3ynbTaToB M NPeaoCcTaBieHNe OCHOBHbIX MCTOYHUKOB.

B. I TpuropbsiH — hopMmpoBaHue cTaTbk, 0630p M aHaIU3 CeLManbHOM UTepaTypbl,
HaboaeHe 3a paboToit NPOPECCMOHANBHOMO XYA0XKHMKA B MAacTEPCKOM, MPOBEAEHME
uccnenoBaHus, GopMynMpoBaHie METOAOB M BbIBOAOB.
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Ca6bipkya AcaHoBa

AnMaTel TyMaHHTapJIBIK SKOHOMHKAJIBIK yHHBepeuTeTi (Anmarsl, KasakeraH)

Baaaumup I'puropbsin

AsiMaTbl ryMaHHTapJIbIK 9KOHOMHKaUIbIK yHHBepcenTeTi (Anmarbl, Kasakeran)

KOPKEM LUbIFAPMAHbIH XX9HE 6HIMAEP MEH B¥WUbIMAAPObIH AU3ANHbIH
XXACAY NPOLECCIHIH COUKECTINITI MOCENECI BOMbIHLIA

AHpartna. 3amMaHayu Au3alHHbIH, KenTereH Typiepi 6i3a4iH KOFaMHbIH, 8Mip CanTbiHA eHin,

OHbI aMKbIHAANAbI XXdHe OFaH acep eTedi. [ln3aiH — cneundukanbik, WbiFapMallbliblk XXobanay
9peKeTi peTiHAe, TYPaKTbl AaMy NMPOLECCiHAE XaHe NPaKTUKabIK GYHKLMOHANN3M 3CTETUKANBIK,
KacMeTTEPMEH YiNeceTiH eHepKacin eHiMaepiH eHaipyre 6arbiTTanFaH.

KapacTbipbinbin OTbIpFaH MaCeneHi 3epTTeyaiH MopdoNorusanblK Ke3kapacbl MeH SMMUPUKABbIK,
aA4icTepi KoNAaHbINAAbI, ON CYpeTLi MeH AM3aliHepAiH ic-apekeTiHaeri 6aiinaHbicTap MeH
aviblpMaLlbINbIKTapAbl aHblKTayAaH Typaabl. CoHaan-ak, beriHeney eHepi MeH AM3aiHHbIH CMMATTaMachl
XoHe epekLueniktepi Maceneci Kosfanaabl. LLibiFapMaHbl XaHe eHepKaCinTik eHiMAi Xacay npouecciHaeri
©OHep MEeH Au3aiHFa ToH opTak benrinepai XsHe onapAblH epekLle KacueTTepi MeH MiHAETTEPIH
aHbIKTay dpeKeTi Xacanaabl.

Bbyn MakanaHblH, MakcaTbl — MAACTUKaNbIK, 6HEpAep MeH AM3alH apacbiHAAFbl COMKECTIKTIH,
LekapanapblHbIH OyNbIHFbIPAaHYbl MaceneciHe Hasap ayaapy. CypeTLliHiH eHep TybIHAbICbIH Xacayaafbl
XKYMbICbl MEH AM3aNHEPAiH OHePKICINTiK An3aiHAAFbl )XOOANbIK KbI3METi apacbliHAAFbl KYPbUIbIMABIK,
HaiinaHbiCTapbl Tanaay WblFapMallbl/blK MPOLLECCTiH, 6acTankbl Ke3eHiHAE Ken Hapce opTak AereH
KOPbITbIHAbI XacayFa MyMKiHAiIK 6epeai, anaiaa onap cavikeccis. AMMaKTbik epeklueniktepi 6ap
3aMaHayu KOCTIOMAI )Xobanaynafbl milwiHAey a4icTepi, KOMNO3ULMS 3aHAbIIbIKTAPbl, TEKTOHMKA YKIHE
KOHCTpYyKUMANay TanaaHagbl.

Byn yMbICTa «an3aiiH» TEPMUHIHIH AedUHULMANAPbI SPTYPIi 3epTTeynep KOHTEKCTiHAE
KapacTblpblnaabl. Makanana KeTepinreH MaceneHi 3epTTeyaiH e3eKTiniri xahaHablk, LdpbIk,
anemie xaHa Meama MeH TeXHONMOMUSAHbIH, YCTEeMAIrIMEeH NIacTUKablK 6Hep Typaepi MeH AU3aNHHbIH,
wekapanapbl 6apfFaH caiblH OyNbIHFbIPAAHbIN 6apa XaTKaHbIHAA.

byn 3epTTeyaiH NpakTUKanbIK XXaHanbiFbl KA3ipri 3aMaHFbl TEHAEHUMSNAPMEH KATap «CYpPEeTLLi» XaHe
«AM3ariHep» LWblFapMallbliblK, MaMaHAbIKTapbiHbIH ©3iHAIK epeKLIeNiKTepiH CAaKTayMeH aHblKTanaapl.

3epTTey apicTeMeci cypeTili MeH Au3aniHepAiH, WblFapMallblblK, NPOLLECCiHAEr OpTaK NpUHUMNTED
MEH alblpMalLbINbIKTapAbl aHbIKTayFa HerizpenreH. CypeTwiHiH, eHep TYbIHALICbIMEH XKYMbIC icTey
MpOLLecCi XeKe WblFapMallbliblk 3peKeT 60/bin Tabblnaabl. KuimM ausaiiHepi — KOHCTPYKTOP XaHe
TeXHonor Bipirin atkapaTbiH cneunduKanbik, Kobanblk Kbi3MeT. Makanaga cypeTili MeH An3aiHEpPAIH,
COHFbl BHIM aACbIHAAFbI XKYMbICbl Typanbl KENTipinreH aanengep onapabiH 6ipaer emecTirin 6omkayra
MYMKiHAiK 6epeni.

Makanaga KuiMm Au3ariHbl canacbliHAaFbl MaMaHaapabl Aaspnayaasbl 6iniM 6epy KyMeciH xeTingipy
Macenenepi Ko3ranagbl.

Tipek ce3dep: cypeTLui, KMiM Au3aliHepi, beliHeney eHepi, xobanay KbI3MeTi, KOCTIOM, KOMMNO3ULMUSANBIK,
KanbinTay, @yHKLMOHANAbIbIK, fPAadUKaNbIK XX3HEe NNaCTUKanblK Kypanaap, TEKTOHWKA, MaMaHaap
naspnay.

Aaiiekce3 ywiH: AcaHoBa, Cabblpkyn, xaHe Bnagnmup lpuropbsH. «kKepkeM LibiFapMaHbIH, XXaHe
eHiMAep MeH ByibiIMAAPAbIH, AM3aMHbIH Xacay NPoLLeCcTepiHiH CaMKecTiniri Maceneci 60MbIHLWA».
Central Asian Journal of Art Studies, 7. 7,N2 1,2022,115-130 6. DOI: 10.47940/cajas.v7i1.497.
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AJIMaTHHCKHI "'yMaHHTapHO-9KOHOMHYECKHi yHHBepeHTeT (Asimathl, Kasaxcran)

Baagumup I'puropbsin

AJIMaTHHCKHIT r'yMaHHTapHO-9KOHOMHYeCKHH yHUBepenTeT (Asmarsl, Kasaxcran)

K BOMPOCY 0b UAEHTUYHOCTHU NMPOLLECCA CO3AAHNA XYOOXECTBEHHOIO
NPOU3BEAEHUA U AU3AWNHA NPOAYKLUWWN U U3DENUA

AHHOTaums. PasnnyHble BUAbI COBPEMEHHOTO AM3aiiHa MHTEHCMBHO BHEAPAIOTCS BO BCe chepbl
XU3HeAeaTeNbHOCTM Hallero obLLecTBa, BIMSAIOT Ha 06pas XM3HKU YenoBeka. [IM3aiiH, Kak cneuuduyeckas
TBOpYECKas MPOEKTHAs AeaTeNbHOCTb, HAXOAMUTCS B NPOL,ecce NOCTOSHHOMO pa3BUTUS U HanpaBieH

Ha BbIMYCK MPOMbILUIEHHbIX U341, B KOTOPbIX MPAKTUYECKUI QYHKLMOHANNU3M COYeTaeTCs

C 3CTETUYECKMMU KayecTBaMMm.

Llenb paHHOM cTaTbm — 06paTUTb BHUMaHWE Ha Npo6ieMy pa3MblBaHUS FPaHUL, MAEHTUYHOCTU
NIACTUYECKMX UCKYCCTB U AM3aiHa. AHanu3 CTPYKTYPHbIX CBA3ei Mexay paboToi XyaoxHMKa
Haf CO34aHMEM MPOU3BEAEHUS UCKYCCTBA U MPOEKTHOM AeATENbHOCTbI0 An3aiHepa OAeX bl
B NMPOMBbILLNIEHHOM AM3aliHe NO3BONSET CAENATh BbIBOA, YTO HA HAYa/IbHOM 3Tane TBOPYECKOro
npoLiecca ectb MHOro obLLero, Ho AaHHble BUAbI AeSTeNbHOCTU HE UOEHTUYHBI.

ABTOpaMM CTaTbM MCMONb30BaH MOPHONOrMYECKMIA NOAXOL U SMNUPUYECKME MEeTOAbl MCCNeA0BaHMS
paccMaTpuBaeMon Npobiembl BbiSBNEHUS B3aMMOCBS3EM M Pa3NNYMIi B AeATENbHOCTU XYA0XKHMUKA
1 AM3aiHepa, 3aTPOHYTbl XapaKTepUCTMKa U 0COBEHHOCTU M306pa3nTeNbHOMO MCKYCCTBA M AU3aMHA.
MpennpuHaTa NonbiTka onpeaenuTb 06LMe NPU3HAKKM, XapaKTePHbIe AS UCKYCCTBA M AM3aiHa,

MX OT/IMYMTENbHbIE CBOMCTBA U 334a4M B MPOLLECCE CO3AaHUS XYA0XKECTBEHHOMO NMPOM3BEAEHUS
U NPOMBILINEHHOrO M3aenus. AHanM3upyTcs MeToasl GopMoobpa3oBaHMs, 3aKOHOMEPHOCTH
KOMMO3ULMK, TEKTOHWMKA U KOHCTPYMPOBAHWE B NMPOEKTMPOBAHWM COBPEMEHHOMO KOCTIOMA.

B KOHTeKCTe faHHOW CTaTbM PaCCMOTPEHO TEOPETUYECKOE OCMbIC/IEHWE TEPMUHA «AU3ANHY,
npesnaraemMoe pasMyHbiMMU aBTOpaMu. AKTYaNbHOCTb MCCIEA0BAHNUS 3aTPAarMBaeMoi B CTaTbe
npobnembl 3aKn04aeTcs B TOM, YTO B 106anbHOM LMGPOBOM MUpe NPpU AOMUHUPOBAHUU HOBbIX MeAMa
M TEXHONOTMI FPaHULbI NIACTUYECKMX BUAOB MCKYCCTBA M AM3alHa CTAHOBATCS BCe 6onee pa3MbITbiMM.

[MpakTnyeckas HOBM3HA AAHHOIO UCCNEA0BaHMS, HAapsAAy C COBPEMEHHbIMU TEHAEHLMUAMM,
OonpeLenseTcs COXpaHeHMEM UAEHTUYHOCTU TBOPYECKMX NPOdeccHin XyAoXKHMKA U AM3aiHepa.

MeToauKa nccnenoBaHWs OCHOBAHA Ha BbISIBNEHWMM 0OLLMX NPUHLMMOB M OTIMYUIA B TBOPYECKOM
npoLecce XyLoXHWKA U Au3aiHepa ogexabl. [pouecc paboTbl XyLOXKHMKA Ha NPOM3BEAEHUEM
MCKYCCTBA SIBNSIETCS MHAMBUAYAbHbIM TBOPYECKMM aKTOM. [ln3aliHep ogexapl — cneuuduyeckas
NpoeKTHas AesaTeNIbHOCTb B TAHAEME C KOHCTPYKTOPOM M TexHosoroM. [puBeneHHble B CTaTbe A0BOAbI
0 paboTe XyLOXHMKA M AM3aiHepa Ha4 KOHEeYHbIM NPOAYKTOM MO3BONSIOT BblABUHYTb MMOTE3Y,

YTO MPOLLECChI TPYAA HE TOXAECTBEHHbI.

B cTaTbe 3aTparnBatoTcs Takxke BOMPOChl COBEPLIEHCTBOBaHMS 00pa3oBaTe/ibHOM CUCTEMBI
npy NOAFOTOBKE CNeLuanucToB B 061acTu AM3aiHa oaexabl.

Knrouessie cnoea: XynoXxHuK, AM3aiHep O4exXbl, U306pa3nTenbHOe MCKYCCTBO, MPOEKTHAs
[esaTeNbHOCTb, KOCTIOM, KOMNO3ULMOHHOE GOopMO06pa3oBaHue, QYHKLMOHANbHOCTb, Fpaduyeckme
W NIacTMyeckne CpencTBa, TEKTOHUKA, MOATOTOBKA CMeLManmCToB.

Ana yumupoeanus: AcaHoBa, Cabblpkynb, U Bnagumup puropbsiH. «K Bonpocy 06 MAEeHTUYHOCTH
npoLecca Co3a4aHMs XyA0XKECTBEHHOrO NPOMU3BEAEHMS U AM3aliHA NPOAYKUMKU U u3nenus». Central Asian
Journal of Art Studies, T.7,N2 1,2021, c. 115-130. DOI: 10.47940/cajas.v7i1.497.
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