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Abstract. The aim of the article is to identify key characteristics of artistic and design practices
interaction; to define directions of conceptual design development based on the results of
analysing scientific and theoretical foundations of conceptualism as a special form of the artists’
creativity in the 20 century. Results. It is demonstrated that the focus of modern designers on
conceptual forms of creativity is explained by the fact that they contribute to forming unique
authors’ projects of aesthetic and value content, innovative searches in the context of cultural
and civilisational shifts. A conceptual costume of the beginning of the 21% century is a kind of
mediator between art practices of conceptual art and design practices in the sphere of project
culture, synthesising social and psychological aspects of fashion, social and symbolic functions
of clothing. A conceptual design narrativises philosophical, artistic and technological aspects of
design, enriching design products with an expressive metaphoricity. It is revealed that in modern
art history a clear definition of the term system of the conceptual direction in design has not
been formed till now. The research of this complex phenomenon, synthesised by fashion and
artistic clothing design, requires a complex interdisciplinary approach. The conceptual costume
is studied as an art-design object from the standpoint of global and local tendencies in the society
development, which declare certain worldview values in the form of a visual metaphor. Scientific
novelty. For the first time, the theoretical understanding of the conceptual costume grounds
on the interaction of design with culture and art as a special space of its direct functioning,
which makes it possible to form project conceptualism as a special methodology. Conclusions.
The authors’ concepts in the costume are extrapolated in different ways: as visual quotations or
metaphors; as a transformation of the art object idea into the form of the costume. Actually, they
need in-depth and detailed studying.
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Introduction

Design of the beginning of the 215t century is marked by bright conceptualisation.
It is not only about the influence of modern conceptual art practices on it, but about
strengthening the representative component of project design practices, within which
any design product or design idea becomes an element of performance. There is a shift
of emphasis from the utilitarian and functional purpose of the designer’s creativity
product to its aesthetic and profound content. Due to this, design products are increas-
ingly considered as art objects, as well as interpreted and evaluated in the categories
of art history as art design objects. The indicated processes are brightly manifested in
the conceptual design of clothing, since it embodies requests and value orientations of
consumers, diversity of lifestyles and consumption, achievements in all spheres of hu-
man life — from social and cultural to technical and technological aspect, embodiment
of various innovations. The mentioned processes are actively discussed, but still have
not received sufficient grounding.

Recent Research and Publication Analysis. The discussion regarding the conceptu-
alisation of modern design practices, particularly clothing, is related to the studying
of art practices of the 20" century. The term “conceptualism” refers to a tendency that
arose in the 1960s and 1970s, which was associated with the artists’ desire to research
new forms of art and a new role of the artist as a creator of ideas perceived as art works.
Italian art historian Cinzia Franceschini (n.d.) mentions that the term “conceptual art”
refers to a number of artistic practices in which the concept dominates over other for-
mal or visual aspects of the art work. These practices are not a cohesive artistic move-
ment or style. As a result, conceptualism should be studied as a series of disparate strat-
egies proving that conceptualists see art as an idea rather than a process of creating
a ready art object. It is primarily about the artists’ rejection of the traditional art tools,
and the problematisation of the notions of what is art and what is not.

C. Franceschini (n.d.) emphasises that the practices united under the term “con-
ceptualism” were initially marked as “the art of the idea” or “the art of information”.
In 1961, Henry Flint, an artist and a philosopher of the Fluxus group, in the the essay
“Conceptual Art” described his own performances, artistic and aesthetic experience as
“a conceptual work” for the first time. Thanks to the theoretical works of the American
artist Saul Levitt “Paragraphs about Conceptual Art”, the term gained actual recogni-
tion, and finally took hold during the modern art exhibitions, in 1969.

Characterising the creativity work of famous conceptualist artists, C. Franceschini
(n.d.) mentions Marcel Duchamp, who was not really a conceptualist artist. However,
his ready-mades of 1917, in which everyday objects acquire the status of a art works and
become signs of aesthetic experience, are considered prototypes of “conceptual form”.
Among the most important characteristics of this form are the following: creation by
means of various creative processes and adoption of very different forms; performance
as the most common of conceptual techniques, when the work is documented with
photographs, texts, video recordings of some definite events or actions; use of writ-
ten texts and ready-made objects demonstrated by the author as the most common
technique (Franceschini, n.d.). If talking about the prerequisites for the emergence of
conceptual art, the researcher points out “critical and socio-political motivations” and
aesthetic experience. For example, Joseph Kosuth’s works of the range “One and Three”

95



DESIGN
ISSN 2410-1915 (Print) « Culture and Arts in the Modern World. Issue 25 « ISSN 2616-423X (Online)

study the relationship between image, word and reality. In his conceptual works, the
material plan of the physical object and the conceptual one, visual representation and
verbal meanings coexist. It is worth to note that the social context gains special role.

Lisa Wainwright (2018), an American scientist from Chicago Art Institute agrees
with C. Franceschini (n.d.) in her vision. However, the definition of the term “concep-
tual art” (a work of conceptual art) is formulated somewhat differently. The researcher
considers that it is a work of art, the medium of which is an idea (or concept), usually
manipulated by means of language, and sometimes documented by photography. In
the sense of “relevance”, according to L. Wainwright (2018), “concern” of such a work is
based more on ideas than on forms.

In turn, an American art historian, essayist, art critic and tutour Sylvia Walker
(2022), who works as an assistant director of Contemporary Art Issue (CAI), makes
a clear difference between the definitions of “conceptual art”, “post-conceptual art”
and “neo-conceptual art” in her works. In the opinion of the researcher, all these three
forms have clearly defined boundaries, content and meaning. Thus, the historical era
of conceptual art covers exclusively the 1960s and 1970s, when artists used ready-made
sculptures, installations, texts, or created their works without media at all, as art became
dematerialised. She classifies works created after 1970s as post-conceptual art. Accord-
ingly, neo-conceptual art is a movement that encompasses conceptual works created in
modern time or in the recent past, although neo-conceptualism originated in the 1980s
and 1990s. S. Walker (2022) notes the difference between conceptual and neo-concep-
tual art in strengthening the visual component of the art work, and in transforming its
content-analytical part towards an intellectually conceived one with an expressive ma-
nipulative element and a game feature. Thus, post-conceptual art encompasses all art
that emerged after and under the influence of the historical movement of conceptual
art. It includes neo-conceptual art that grounds on the conceptualism herritage. A vivid
illustration of the highlighted processes is a work of Edward Lucie-Smith (2001), which
collected and described the brightest conceptualists’ artistic works from the 1960s to
the beginning of the 21 century.

In the context of the above mentioned, theoretically significant are works of the
Italian scientist Marco Pedroni and Paolo Volonté (2012), in which the problems of
conceptualism are actualised through connections, influences and interaction of art
and fashion. They outline a range of issues that, on the one hand, deepen the debate on
whether fashion is art, and what position it really occupies among modern arts, crafts
and professions. On the other hand, they contain an analysis of the contribution to the
connections between the world of fashion and the world of art. Demarcating these two
problem spheres, M. Pedroni and P. Volonté (2012) demonstrates their close connection
in the context of social and cultural discourse.

In the publication “Dangerous Liaisons: Art, Fashion and Individualism”, Rob-
ert Radford (1998) reacts quite acutely to the natural necessity of the artist for self-
expression through his own creativity, especially in the fashion industry, and the con-
flict between the master’s individualism and the understanding of the content of art.
He emphasises that the practice of synthesis of art and fashion brings different results,
and often even contradictory. Thus, it needs a conceptualisation that gives the crea-
tor of a fashionable costume the possibility of creative realisation as an experiment,
self-expression and self-presentation.
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Agnes Rocamora (2015), a lecturer at London College of Fashion, highlights issues
caused by sociological, historical and cultural influence on forming, functioning and
spreading of fashion as a phenomenon. Her work is a reflection on fashion in order
to study the noteworthiness of social and cultural theories for fashion and material
culture in total, as well as conversely the significance of these spheres for the men-
tioned above theories. Each chapter of the book is dedicated to one of the researchers’
thoughts on fashion, as well as assessments of its importance for their ideas. Perhaps
unconsciously, in this way A. Rocamora (2015) tracks the path of conceptualising fash-
ion manifestations in its aspiration to become an art and a cult.

In the conceptualism context, scientists of modern time also raise the following
topics, such as the state and development of contemporary art as a new interdisci-
plinary aesthetic in art design collaborations (McCartney & Tynan, 2021); art, design
and culture in the sustainability search (Pezzi et al., 2021). In various scientists’ views,
connections between fashion and art are based on the conceptual approach (Gregory,
2014; Lahoda, 2018a, 2018b; Kuznietsova, 2022). In particular, the conceptual approach
in modern costume design is substantiated in this article (Lahoda, 2017), as well as
the aesthetic discourse of design as a paramount one in modern design practices is
emphasised (Lahoda, 2021). Other domestic scientists studied postmodern fashion
practices in the aspect of the discourse of informal images transformations (Dykhnych
& Kharchenko, 2021), and innovative technologies in the clothes design of the 215t cen-
tury (Varyvonchyk et al., 2022).

Zenovia Tkanko (2012) studied conceptualism in modern fashion and noted the
following: “Conceptualism is a tendency in avant-garde fashion of the beginning of the
215t century, which accumulates conceptual art tools and innovative clothing produc-
tion technologies” (p. 26). In her opinion, the origins of this phenomenon in clothing
design should be researched since the creative work of the Pre-Raphaelites, which in
a certain way causes dissonance in understanding and interpretating conceptualism.
In our opinion, the creativity of the Pre-Raphaelites, as well as definite couturiers, to
whom Z. Tkanko (2012) appeals, is an example of the authors’ experiments in art that
did not become fashionable, or formative searches within the tailoring craft at the be-
ginning of the 20™ century. Only in the second half of the 20 century, when the prac-
tice of art design was formed, and the fashion activity of some designers went beyond
the traditional artistic and project creativity “...the conceptual costume appears as
a kind of mediator between modern art and clothing projecting” (p. 26). The conceptual
costume appears as an art object — a work of avant-garde art, which determines its
exclusivity, degree of demand and purpose in which representativeness is dominant.

In particular, Z. Tkanko (2012) distinguishes between “conceptual costume” and
“pret-a-porte conceptual costume”, devoid of excessive outrageousness, which can be
replicated and used by the consumer in everyday life. The difference between them can
be not only the use of non-traditional materials for clothing, but also textiles and inno-
vative manufacturing technologies that can provide a special visual effect. Actually, it is
the visual effect that is decisive for presenting the ideas and emotions of the conceptual
costume, which indicates the role of modern visual culture.

In the monograph on visual culture, A. Boylan (2021) does not directly speak
about conceptualism. However, the key issues to which she pays attention testify to
its discursive presence. The researcher emphasises that “...visual culture is the lan-
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guage of institutional rebranding and audience diversification” (p. 45). No visual ob-
ject exists by itself. Thus, a “visual environment” that indicates mutual influences and
interactions is extremely important. “All current spectacles have past and future, and
it all exists at the same time,” the author notes (p. 46), outlining one of the charac-
teristics of modern forms of conceptual creativity and its attraction to spectacle, total
performativity.

In A. Boylan’s work, special attention is payed to understanding on body practices
and gender identity in the visual dimension. The scientist emphasises the increasing
significance in visual culture of the human body and body practices, which “... are given
meaning, they are controlled and known through the visual acceptance and the act of
understanding and representing. We are imposed ideas about bodies that make them
visually similar, generalised, ordinary symbols” (Boylan, 2021, p. 101). The outlined
problem of the social and cultural content consists in the total depersonalisation of
cevals, particularly, due to design, which leads to the loss of any identity. Certainly, the
fashion industry itself plays a significant role in this. A. Boylan (2021) draws attention
to innovative technologies as a tool for distorting reality, which, in her opinion, hu-
manity has never learned to see, constantly transforming the visual component in the
aspect of certain concepts.

Thus, a number of general regularities of conceptualism stand out. It is obvious
that its key task is forming ideas and their reflection in artifacts, due to which artistic
and philosophical notions become important material components of the object, as
well as find their expression in accompanying textual and graphic materials. The issue
of methods and means of implementing such a task still remains open.

Aim of the article

The aim of the article is to reveal key characteristics of the artistic and design prac-
tices interaction; to identify directions of conceptual design development based on the
results of analysing scientific and theoretical foundations of conceptualism as a special
form of the artists’ creative work in the 20™ century.

Main research material

The general base of research is formed by various slices of scientific knowledge.
Within its measures, the main problematic issues for studying are formed. First of all, it
is a necessity to outline the features and synthesis of art and design practices as such,
which realize certain conceptual projects. The vestimentary context of such practices
has its own “differences” that reveal the directions of development in modern concep-
tual costume design, its methods and means.

The term “art practice” is used to characterise non-traditional directions of aes-
thetic activity that arose in the postmodern era. By the middle of the 20™" century the
traditional perception of art works determined the understanding of art as an aesthetic
reality separated from social one. It was considered that art was not actually a life itself,
but was somewhat “like life”, therefore it was characterised by imagery, conventionality,
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etc. In the postmodern era, phenomena that did not fit into the traditional framework
were involved in the sphere of aesthetic activity, as artists began to work with reality it-
self, thereby depriving art of the ephemeral “ostensibility”. Manipulations, promotions,
actions as “artistic gestures” became viewed as “artistic events”, and were positioned as
such. As a result, there appeared a necessity to distinguish between art and art practices
as an innovative form of aesthetic activity.

Art practices include ready-made, surreal objet trouvé, assemblage, installations,
performance, happening, aleatorics, sonorics, etc. Artists-curators manipulate with ob-
jects and human physicality in both natural and urban environments. They change the
contexts of exhibited items, level the measures between creators and viewers, create
an aesthetic event as an art object. It is important to note that the question arises un-
der what conditions and by what means art practices create an “event”, since neither
mastery, nor style and image guarantee the creation of the art work. Accordingly, the
concept acquires significance as an idea that permeates all components of art practices
in creating the art object.

The definition of the concept of “art object” remains rather vague until nowadays.
Sometimes it not only replaces the concept of “work of modern art”, but also desig-
nates objects that do not have aesthetic, cultural and spiritual value. Usually, an art
object means a certain spatial and artistic structure (composition) on any topic, ca-
pable of evoking an expressive emotional reaction. Art objects can both fascinate and
repulse. Their specificity consists in representativeness, emotionality and outrageous-
ness which determine dialogicity as a key characteristic of interaction with the viewer.

The origins of the term “art object” can be found in two areas of artistic creativity:
in monofunctional “pure” art; in applied architectural arts, which include design. In the
first sphere, in a clearly expressed form of creativity, object art (objektkunst)! is distin-
guished. In the second one, art design is noted. Their development most fully illustrates
the dominant idea of the art object of both scientists and artists.

The evolution of artistic and project activity was mostly influenced by the work
of avant-garde artists of the beginning of the 20" century. The emergence of art de-
sign in the 1960s was a culmination of the significance of design aesthetics, aimed pri-
marily at organising trhe artistic impression. A designer Ettore Sottsass and members
of the groups “Alchemy” and “Memphis” demonstrated the “new aesthetics” of things
through their fascination with pop art as a contrast to the concepts of their creative
work with the established norms of functional design-projecting. Art design is focused
on “projecting emotions”. In this sense, its aim is as similar as possible to the tasks of
art, which indicates detachment from the tasks of classical subject and artistic creative
work. In both cases, similar artistic means and visual strategies are common. They are
based on the narrativisation of the object and the process of its creation. Narratives de-
fine and justify the reality to which the author appeals. Discourse acquires the meaning
as an opportunity to discuss and characterise an object in different situations. In such
an aspect, narratives are both images of the world and models of creativity. They make
the object a self-sufficient and unique artifact, filling it with meaning. If a ready-made

L' Considered as an independent genre in European-American culture and art, which was formed in the sphere of
avant-garde artists” experimental practices at the beginning of the 20" century, in particular, the ready-made of
M. Duchamp.
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object is used as a basis, then it is refined: details are added, and the necessary emo-
tional background is created. This allows to perceive both the artist and the designer as
an “artist” or “creator”.

In the 20" century, assemblage became especially popular (Fr. assemblage, from as-
sembler — ‘to collect’). It is a special technique, thanks to which an art object is formed
from real objects or their fragments, and placed on a plane or in some space. Com-
bining items has different options related to the concept. In design, the assemblage
echoes the method of combinatorics. Still, it is more complicated in terms of content
and formal aesthetics. Sometimes this leads to a surreal effect, due to which the fin-
ished object, which loses its traditional function, acquires some unique metaphoricity.
An accented idea-concept can turn almost any thing into a rare art object. Thanks to
creative searches, the conceptual art reoriented itself to intellectual understanding and
unraveling of certain ideas. The context gains a special significance, and brings such an
element as a game into the forms of creativity.

The finished art work or design product is transformed into an emotional art ob-
ject. In modern conditions, not only the game of contexts has become possible, but
also their replacement due to complex intellectual interconnections of contents. It is
important that the designer does not aim to endow the object with a specific and un-
ambiguous meaning, as it arises in the process of contemplation or consumption, and
therefore is subjective. Everyone seems to discover a personal meaning in the object as
a connotation of an image, a theme and a metaphor within the limits of one or another
narrative. So, the boundless variability of the contents of conceptual design, the mul-
tiplicity of its different interpretations are presented. In contrast to the meaning that
art objects and design objects were endowed with in previous periods, the content has
a vivid emotional sound in addition to a symbolic one.

It is necessary to understand that concept and idea are different things: the con-
cept sets the general direction, while the idea is a component of the work itself. The
ideas make it possible to realise the concept. They can be self-sufficient works, not
presented in something material, but still they can take shape. For every work that has
taken a physical form, there are countless options that have not been realised. Repre-
sented as conceptual works, art objects are often absurd and devoid of meaning. No less
conceptual in art practices, empty spaces are perceived as forms that can be filled with
any content in the process of some aimless play and randomness that confirms human
existence, arises and exists as a product of life.

While talking about conceptual design, it is somewhat different and involves the
development of a basic idea, the transforming of strategies and approaches used for
designing, in particular, the principles of interaction of various participants in com-
munication — the designer, the consumer, et al., as it always has definite accentuated
social context. The comlex of design tools and forms based in the second half of the
20™ century indicates that the main attention is focused on the conceptual expression
of the problems in relations between the individual and society, which are expressed
mainly in the media. Accordingly, they are created and highlighted with the help of
modern information and communication technologies. However, traditional forms of
creative work remain relevant (such as graphics — fashion illustration or fashion pho-
to). The difference is the topic of conceptual design projects. It is formed mainly within
the limits of certain global or local social and cultural problems.
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Nowadays, the complex of knowledge regarding conceptualism, art practices, art
design and the specifics of art objects allows to form a special methodology aimed at
creating conceptual design projects, called “project conceptualism”. Its basis is the skill
of formulating concepts. For a specific project, the concept should be based on general
and global modernity concepts. One of these is a “concept of balanced development”,
which combines three components: ecological (preserving the integrity of biological
and physical natural systems); social (aimed at people and preserving the stability of
social and cultural systems); economic. The concept of “balanced development” is con-
sistently implemented in the equally relevant concept of “smart consumption”. This hi-
erarchy of concepts highlights three important components of project conceptualism:
formulation of project problems; formulation of project tasks; formulation of project
requirements. Usually, a design concept is presented in the form of some paradoxical
thesis or an unexpected metaphor, which most fully reflect the content of the conceptu-
al design idea, and outlines the theme (problem), concept (idea), metaphor (association
within the narrative), and image (complex synthesised formation from ideas about the
owner of the costume and his outfit). And if the theme and concept remain unchanged,
then the metaphor and image can constantly change. They transform in the imagination
of the designer, and later they change in the material into an endless model range. In
other words, the key idea of conceptual design is in a process of constant development.

The variety of formative solutions in designers’ collections and the conceptu-
al content of experiments with a form itself allow to talk about such a phenomenon
as polyconceptualism — a simultaneous existence of different concepts and opposing
views on extremely controversial issues. Project conceptualism is based on the fact that
the concept is a general vision and an ideological component of the project, in which
the understanding of the development vector is revealed. The concept is the next evo-
lutionary stage of the concept, when the sketch turns into a system, and where every
aspect has a general image, is based on metaphor and all pre-project information. The
design concept is a comprehensive vision of how the concept can be be implemented
at each stage of development and realisation of the design project. Metaphor serves
a stylistic function by creating strong images and suggesting analogies. It makes the
author’s opinion more concrete, revealing his emotional attitude to the project; con-
nects abstract concepts with concrete, material images; emotionally affects the con-
sumer. A visual metaphor compares a thing to a visual image using associations and
narratives. A conceptual metaphor usually involves one idea being conveyed and per-
ceived through another, and through a relation to it. A creative metaphor determines
the originality of some idea and the originality of a designer’s creativity.

The transformation of a concept into a conception occurs step by step due to sys-
tematising and reasoning of decisions. All design conceptions are aimed at understand-
ing and solving the problems of a human and society. Most of the conceptions are hu-
manistic, which leads to the humanisation of the entire field of design and the ideas
implemented by it, such as inclusive ones. Another issue is that within the framework
of conceptual design, humanistic problems can be revealed thanks to completely unex-
pected and often far from humanism and high aesthetic quality objects. Such an inver-
sion is aimed to encourage consumers to think about the essence of the problem itself,
and provoking a sharp emotional reaction in them. The challenge and effect of inno-
vative creative and professional principles lies in revising professional foundations, in
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the synthesis of opposite, and sometimes mutually exclusive individual and social val-
ues. In this way, the issue of creativity as a basis of professional activity is actualised.
Creativity contributes to the development of the designer’s artistic potential and his
self-actualisation in the social sphere. It is as a kind of mechanism of adaptation of
the designer’s personality to social changes. The designer has to take a certain socially
conscious position, to take into account the interests and demands of various social
groups, to coordinate his own creative ambitions with the real social order, to predict
and calculate its possible changes. This is facilitated by “social design” as one of the
concepts of modern design development.

For a designer, creativity consists not only in changes and consistent transforma-
tion of a costume as an object of creativity, but also a person as a subject of creativity
(and this is the main point). In such a context, clothing design organically fits into the
methodology of social projecting. Its system of methods is based on the psychology of
image formation, ability to free associations, development of subjective ideas, logical
arrangement of information, development of value relationships. Social design allows
to view a costume as a social object.

It is important to mention that the traditional organisation of artistic and project
creativity has its own systematic methodology, in which the creative approach is imple-
mented as “objective” or “reproductive”. In the conceptual approach, it is “functional”.
In the first case, the method and way of solving are mostly standard, and in the second
one, the designer actively uses heuristic strategies and tools to find special ways of
solving certain problems. Thanks to this difference, the ways of solving the project task
are ambiguous, forming both new knowledge and experience. A creative and functional
approach, as well as the use of different levels of abstraction allow overcoming nu-
merous psychological barriers of thinking. Heuristic strategies help to look from a new
point of view, which ensures the search for high-quality alternatives in implementing
the concept. Problem-targeted setting of problems, selection and development of solu-
tion methods, etc., all this process acquires a personalised and individualistic charac-
ter, reflects the subjective outlook of the designer as an original creative personality.

The main aim of social design is to create clothing models united by an artistic
idea, organised by variants of the form-symbol, which reveal the expressiveness of the
image, creating emotionally rich associations. “Heroes” of project elaborations are so-
cial phenomena, such as revolutions, wars, eco-problems, charismatic personalities of
different epochues and times, their lifestyle, manner of behavior, individual creativity,
character traits, deeds, etc. Research results provide an opportunity to identify a cer-
tain problem — social and cultural, social and economic, social and ecological, social
and psychological as a basis for project development. The search for the idea and means
of its implementation acquire specifics in the conception of the future project.

Each conception has not only content, but also volume as an important charac-
teristic that shows the multiplicity of ideas. Additionally, each conceptual design idea
opens up many other ideas, and each one is a result of creative efforts because it has
its own author. In the practice of conceptual design, the author’s mark is much more
visible and important than in other forms of creative work. In the conceptual design,
the cognitive intention is read as the author’s personal, socially conscious position in
this or that issue. With the help of such a position it is possible to delineate the bound-
aries of those worlds that were formed as a result of the designer’s conceptual thinking.
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Therefore, a sign of conceptual design is personally-aware nature of intellectual work.
The brightly expressed personal beginning of creativity allows to distinguish collec-
tions of John Galliano, Alexander McQueen, Martin Margiela, Viktor & Rolf, Comme
des Garcons and others.

A conceptual designer creates a kind of reality exegesis, which he observes and
transforms into the subject of his own creativity. Primarily, this happens through the
understanding of a specific cognitive situation, through the awareness of one’s own
research intention, through the establishment of a view of the understood object. The
designer always expresses the idea in a conceptually sustained (pure) form, in the form
of concepts and connections between them. In order to understand conceptual design,
it is necessary to correctly “read” the specific cognitive situation within which the de-
signer placed himself. For this to happen, designers usually resort to various formats of
representation of their own creativity, the vast majority of which are performative and
spectacular.

In the context of all mentioned above, it is important to understand how the fash-
ion industry, cutting techniques and sewing technologies developed, and how textile
materials changed. For example, 1965-1975 were marked by significant changes under
the influence of postmodernist aesthetics. Many new fashion brands emerged, a caste
of freelance stylists was formed, new fashion clothing stores were opened, the trends of
democratisation and accessibility of fashion were intensified. As a result of the growing
demand for “ready-to-wear clothes” in 1973, the prét-a-porter fashion syndicate was
created. This industry vector was based on innovative technologies of clothing produc-
tion in order to ensure a large number of consumers. Accordingly, conceptual design
expanded its sphere of influence on mass-produced clothing. Definite samples became
symbolic, and their informational interpretation revealed the metaphorical content of
designers’ creativity as a special form of conceptual art. Symbolic and aesthetic func-
tions of clothes were dominant. Even at that time it became obvious to fashion analysts
that a conceptual suit is not self-sufficient, because it is an indication of a certain con-
text — cultural, mental and social.

The attention of conceptual designers seems to shift from the plastic form of the
costume to the process of its creation, giving a special meaning to the costume and its
connections with contexts. In this way, the directions of creating a conceptual costume,
which were noted above, were distinguished: a conceptual haute couture costume and
a conceptual prét-a-porter costume. The first one focused on the representation in
a performative form of the creative abilities of the couturier as a creator, moving to-
wards art design practices, preservation, development and transmission of unique tai-
loring and craft traditions to new generations, demonstration of innovative costume
creation technologies and the use of non-traditional materials. This is what Paco Ra-
banne created in the 1960s, using metal plates, paper, glass and plastic.

Such a specific and unique way of creating clothes as recycling became especially
popular for the conceptual costume in the end of the 20" and beginning of the 21% cen-
turies. For example, creating a suit from old wardrobe items as it was practiced by
Parisian designer Lucy Horta in “Identity + Refuge” (1995), making clothes for the un-
derprivileged people in order to give them back a sense of confidence and a sense of in-
dividuality. The concept of recognising individuality was symbolically connected with
the transformation of old clothes into new forms.
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The Belgian Martin Margiela clearly showed the idea that after aging clothing
items should continue to exist in new forms. Since 2005, the designer has developed
a separate line of “Artisanal” costumes from vintage clothing. The American designer
Miguel Adrover sewed the suits of the fashion brands Louis Vuitton and Burberry in the
collections of the 1990s, creating statement costumes-declarations, certain antitheses
of the idea of the designer brand, which manifested resistance to its “sacredness”.

Conceptual costumes are also made as experimental samples for researching the
properties of innovative materials. For example, in the collection “Digital Modern
Lighting for the Future” (2001), the Japanese Junya Watanabe demonstrated white cos-
tumes that began to glow with bright colours as the light in the hall dimmed during the
show. She achieved this effect due to the fact that a powder (made of natural luminous
minerals) was applied to the surface of the clothes.

The uniqueness of such designs makes conceptual costumes a priority for collec-
tors. However, many of the recent decades developments seem to hide the concepts of
innovation, so that the clothes do not differ from the usual ones in any way. But such
unique conceptual works as Iris van Herpen’s models remain, showing that conceptual
design as a form of creativity continues to develop.

Conclusions

Conceptual design was formed under the influence of art. It is based on diverse
strategies that determine such directions of its development as art design, social de-
sign, eco- and innovative design.

During the 20™ and early 21° centuries, art practices, as well as design practices,
have undergone transformations that consist in strengthening the visual component,
in shifting the emphasis towards the intellectual understanding of complex discursive
practices of communication, in which a playful nature and a manipulative element are
dominant. The performativity of manifestations and the significance of the representa-
tive component of design activity have increased. The “conceptual form” content of the
design product began to determine the concept accumulated in visual practices. The
foundation of the concept consists of social and cultural processes, aesthetic experi-
ence, scientific and technical achievements of humanity.

In the postmodern epochue, the following forms of conceptual creativity were
highlighted: art design practices, conceptual haute couture costume and conceptual
prét-a-porter costume as an understanding of fashionable clothes not only from a phil-
osophical, but also from a technological and innovative points of view. The conceptual
costume as an object of project culture takes into account social and psychological as-
pects of fashion, social and symbolic functions of clothing. It masters social and philo-
sophical attitudes of society and takes into account its innovative progress. As an object
of conceptualism, it is correlated with cultural and civilisational contexts, practically
losing its own significance. Its valuable and content base is aimed at active interaction
with social and cultural environment, as well as its demonstration is transformed into
a representation as an action or spectacle.

Scientific novelty. For the first time, the theoretical understanding of the conceptual
costume shifts attention to the interaction of design with culture and art as a special
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space of its direct functioning. It allows to form the project conceptualism as a special
methodology.

The methods and tools that conceptual designers rely on form the project con-
ceptualism as a projecting methodology, which grounds on the designers’ understand-
ing of a certain problem, and is a continuous process of the concept development. For
consumers, this is a continuous process of conceptual design identification in various
cognitive situations, and one of the ways to actualise temporality. Actually, this point
needs further in-depth studying.
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AHoTauiss. Mema cmammi — BUSIBUTY KJTIOUOBi XapaKTePUCTUKM B3a€EMO[ii MUCTELBKIUX
i mM3aifHEpChKMX TPAKTUK; 3@ pe3yabTaTaMy aHasli3y HAayKOBO-TEOPETUUHUX OOTPYHTYBaHb
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KOHIIENTYyaTi3sMy SIK 0cotymuBoi (opmy TBOPUYOCTI MUTIB y XX CT. BUOKPEMUTHU HATPSIMU
PO3BUTKY KOHLIENITYaJIbHOTO AM3aiiHy. Pesyismamu docniodxenHs. [lokazaHo, [0 OPi€HTOBAHICTh
CyJyacHMX [M3aiiHepiB Ha KOHLEMNTyaabHi (HOpPMM TBOPYOCTI IMOSICHIOETHCSI TUM, IO BOHU
CIPUSIOTh CTBOPEHHIO YHIKaJbHMX aBTOPCHKUX IIPOEKTIB eCTeTUYHOIO Ta I[iHHICHOTO 3MIiCTY,
iHHOBAaLI/iHMM IIOLUIYKaM Y KOHTEeKCTi KyJbTypHO-LMBiIi3aliliHuX 3pylieHb. KoHLlenTyaabHMI
KOCTIOM 1To4aTKy XXI CT. € CBOEPiIIHUM ITOCEPETHMKOM MiX apTIPaKTMKaMy KOHLIEITYaTIbHOTO
MUCTeLTBa i OM3aiiH-NpaKTMKaMM B LJapMHI MPOEKTHOI KyJIbTYpPM, CMHTE3YyIOUM COLialbHO-
TICMXOJIOTIUHI acmeKT MOAU Ta COoLiaJbHO-3HAKOBi GyHKIUil ofsry. KoHuenTyanibHmit gu3ait
HapaTuBisye GinocodchbKO-XymOKHI Ta TEXHOMOTIYHI aCeKTM MTPOEKTYBAHHS, HAIAI0UM AV3aliH-
MPOAYKTaM BUPa3HOi MeTagoOpuMIHOCTI. BusB/eHO, 110 B Cy4aCHOMY MMCTELTBO3HABCTBI Joci
He cOpPMOBaHO UiTKOTO BM3HAUEHHSI CUCTEMU MOHSTh KOHLIENTYaJIbHOTO HAaIMpsiMy B AM3aiiHi.
BuBUeHHS LIbOTO CKIaJHOTO (heHOMeEHY, CMHTe30BaHOI0 MOZOIO i XYAOXKHIM MPOEKTYBAHHSIM
ofsTy, MoTpebye KOMIUIEKCHOTO MIiKIMCIUIUIIHAPHOTO mimxony. KOHIeNTyalbHUIT KOCTIOM
PO3MISIHYTO SIK apT-IM3aiiH-00’€KT 3 MO3UIil IMT06aTbHMX i JOKaIbHMUX TEHIEHIIil PO3BUTKY
CYCIiIbCTBA, IO AEKJIApYIOTh TEeBHi CBiTOMISAHI IiHHOCTI y dopmi BizyasbHOi meTadopu.
Haykoea Hoeu3Ha. Briepiiie TeopeTHUHe OCMUCIEHHST KOHLIENITYaJIbHOTO KOCTIOMa 30CcepesiskeHO
Ha B3a€EMOZil Iu3aifiHy 3 KYJIbTYpOIO Ta MMCTEITBOM SIK OCOGIMBMM IIPOCTOPOM FOTO
6e3mocepeHBOTO (PYHKI[IOHYBaHHS, IO Jae 3MOry (GOpPMYBaTU MPOEKTHY KOHIENTYaTiCTUKY
SIK CIeliaJlbHy MeTOMOJOTiI0. BucHoéKu. ABTOPChKI KOHLIENITY B KOCTIOMi €KCTPaIOII0I0ThCS
Mo-pi3HOMY: SIK BisyasibHi 1IMTaTH a6o Metadopu, Kk TpaHchopmaliis izei aprod’ekra y popmu
KOCTIOMA. I, BllacHe, BOHU MTOTPEBYIOTD MOMTMOIEHOTO i 1eTalbHOTO PO3IISIY.

KiiouoBi cimoBa: KOHIENTyali3M; apTIPakTUKM; OM3aiiH-TIPaKTUKM; MOLHMIL KOCTIOM;
€KOJIOTIUHICTh; iHHOBALiiIHICTh; €CTETUYHUI AUCKYPC
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