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ANTHROPOLOGICAL FOUNDATION OF MODERN FASHION

Modern fashion is more contradictory and even scandalous than ever, and therefore especially
discussed. As a special cultural institution and a constructor of aesthetic ideas and desires, fashion
is a moving frontier of a culture that is constantly renewed; with the help of fashion trends new ideas
about the body, gender roles, personal identity are tested.

We have witnessed significant changes in the fashion industry that are rapidly entering our
lives. There was once a stable institute of fashion, based on seasonal couture shows and glossy
magazines, which is being transformed today, and these changes, in our opinion, are crucial.
First, the very nature of fashion is changing, it ceases to belong only to the elites. Today, fashion
trendsetters are ordinary city dwellers, for whom the street has become a kind of podium for show-
casing individual collections, as well as bloggers who run their pages about fashion and beauty
on social networks. Secondly, before our eyes the conditional rules of style change, or rather, their
boundaries expand so much that the key principle is mix and match, i. e. “mix and match”. Third,
under the influence of new technologies and the media, the attitude to the body changes radically,
a new experience of the representation of the body is born, which requires a new interpretation
and understanding.

Fashion is sensitive to changes in culture and responds to the expansion of normative notions
of corporeality. With the advent of offline media, fashionable bodily canons began to penetrate
and become entrenched in the mass consciousness. It was then that the discourse of glamor was born,
in the focus of which was the perfect beautiful body. For the infinite improvement of the body, a whole
system of practices, technologies and social institutions is invented. Today, the body is becoming
a sign of social change.

Fashion as a moving frontier of culture is constantly updated. The once formed institute of fashion
is being transformed today and these changes are of a turning point. Under the influence of new tech-
nologies and media, the attitude to the body changes radically, a new experience of the presentation
of corporeality is born, which requires a new interpretation and understanding. The modern bodily
canon is multivariate, which is undoubtedly a consequence of the transformations that are taking
place in fashion today.
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Problem. Fashion is sensitive to changes in culture and responds to the expansion of normative
notions of corporeality. It should be noted that today there is no single norm, new media have allowed
to see the plurality of fashion styles, corporeality and identification. They broadcast a variety of exist-
ing options, but in certain periods, some rules are gaining the most popularity, due to the cyclical
nature of fashion, and trends that are demonstrated on the catwalks. Trendsetters snatch seemingly
“sharp” details, combinations, colors from the air and demonstrate their views on social networks
and other media channels. In search of something new, once formed stereotypes and norms are con-
stantly revised, ideas about self-identification and presenting oneself to the Other are tested, gender
roles and the modern canon of the body are changing.

Purpose. The term “bodily canon” was introduced by M.M. Bakhtin in the work “Creativity
of Francois Rabelais and folk culture of the Middle Ages and the Renaissance” and is defined as
a trend in the image of the body and bodily life (1990). The bodily canon cannot be stable, as it always
responds sensitively to the slightest changes in culture, developing in accordance with its values.
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With the advent of offline media, fashionable bodily canons began to penetrate and become
entrenched in the mass consciousness. It was then that the discourse of glamor was born, in the focus
of which was the perfect beautiful body. Interestingly, this canon was and still is a model to fol-
low. Sociologist B. Dubin in his lecture “The ideal body and modern society” raised the question
of the ideal body, saying that the bodily ideal has always existed, but was not considered achievable.
Society did not have a feeling, and therefore an idea, that it could and should be achieved. Today,
on the contrary, the ideal body is recognized as the goal, and sometimes the meaning of the individ-
ual’s existence. For the infinite improvement of the body, a whole system of practices, technologies
and social institutions is invented. Today, the body is becoming a sign of social change. The “dictate
of a unified “beautiful” body has grown. Its significance is so great that it is difficult for people with
an ordinary, normative, but not ideal model body to evaluate themselves adequately, without a neg-
ative connotation” [1, p. 240].

Samples of this canon are formed today not by cinema, as it was in the XX century, but to a greater
extent by “advertising — a means of power with which neither cinema nor fine arts can compete” [2].
Many images of bodies, brought almost to the ideal, make us perceive this as the norm, as a model to
strive for. We take a huge number of pictures of our own body, where we try to track our movements,
control postures and facial expressions. “We are becoming a culture of careful consideration of man.
Our life proceeds in a fixed visual form” [3].

Results and discussion. Largely due to the modern possibilities of the media, along with the gen-
erally accepted norm of the ideal body, a new trend is allowed — a non-normative body, a body with
limited physical capabilities. In the age of television, people with congenital or acquired defects
hardly appeared on the screens as the main characters. Today, such a situation is becoming possible.
“Built into everyday life, which have become part of it, the media with the help of visual images
broadcast new cultural standards” [4, p. 52]. Society is adapting faster to change. Social networks
today show us what was recently hidden from prying eyes. Here, along with ideal faces and bodies,
we observe detailed details of imperfect human bodies that have undergone operations or are recover-
ing from accidents and so on. It is no coincidence that postmodern culture is compared to the surface
of the skin. “What in modernism was considered deep (for example, identity), in postmodernism
comes out, becomes superficial” [5].

New media create opportunities for the rapid introduction and adoption of norms that were not pre-
viously perceived by society or were even taboo. Today, people with disabilities are becoming heroes
of TV shows, participants in intellectual shows, public social figures and athletes.

The international social project “BezGraniz”, which deals with the creation of functional modern
clothing and accessories for people with disabilities, has appeared and is successfully operating. This
project not only creates clothes, but also is engaged in educational activities and the creation of a new
type of communication around disability.

Thus, we observe the emergence of new cultural norms, cultural standards. In other words, ideas
about beauty are becoming more diverse, the norm of 90-60-90 is gradually losing its leading posi-
tion. Other bodies have also become fashionable — old, full, transgender bodies. As a demonstration
of a positive attitude towards their body, plus size models are gaining popularity today, which is
especially relevant against the background of numerous stories about the disease of anorexia in young
women who want to meet the fashion ideal. So, in New York in early December 2017, a body-posi-
tive show was held, which was attended by ordinary women with imperfect bodies. This event was
aresponse to last year’s show Victoria’s Secret, which dictates, according to the organizer of the show,
women around the world set beauty standards. Elderly women are increasingly appearing in advertis-
ing projects of fashion brands and on the covers of glossy magazines.

One of Dolce & Gabbana’s recent shows featured both young girls and middle-aged and elderly
women. Another example is Iris Barrel Apfel, who created her own unique style, and the older she
gets, the more active the media are interested in her person. It was in adulthood that Iris appeared in
magazines such as Vogue and the New York Times, and also became the face of cosmetics company
MAC. World statistics show that it is people of retirement age who begin to spend more time, lead
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an active lifestyle and travel. We are witnessing the emergence of a new age norm, dictated by the era
of consumption, because the most solvent people are middle-aged and older people who have been
professionally successful and determined in their taste preferences.

Along with the bodily norms described above, a new norm appears — the transgender body. A trans-
gender person is a person who was not born in his own body, that is, when he is born a boy, he feels
like a girl, and vice versa. During life, a transgender person may have sex reassignment surgery. Ini-
tially, information about gender reassignment was hidden and only recently has become more than
just disclosed, there has been interest in these stories. So, in the November 2017 issue of Playboy
magazine for the first time the girl of the month was a transgender model — a Frenchwoman of North
African descent Ines Rau. This is not the first case of transgender participation in shootings for glossy
magazines and fashion shows. Note that the first transgender appeared on the cover of a men’s mag-
azine more than 30 years ago. Today, transgender people often do not hide their past (this situation
1s more typical of Western society); moreover, their fate is of interest in society as something new,
unusual, different from the majority, and therefore many public figures who have changed sex, pub-
lish books, give lectures in which they talk about their lives, which makes them even more popular.

The considered norms, new standards become a part of modern culture and are accepted by a soci-
ety where the ideology of “diversity”’ and tolerance is proclaimed. The so-called “gender fluidity” —
the reality of today — is much more difficult to perceive. The term “gender fluidity” or “sexual fluid-
ity” is used in psychotherapy and is usually expressed in “repeated changes in an individual’s sexual
orientation while maintaining a basic gender identity” [6]. This phenomenon is considered by experts
to be a characteristic feature of modern culture. This phenomenon is more studied and accepted in
the USA and Canada, where, for example, there are questionnaires that register passport data, “in
which the column “sex” includes not only male, female, self-identification as gay or lesbian, but also
the column “others”, which includes individuals who do not identify themselves within the same
gender identity, but in the process of life repeatedly change it” [6]. Today we see how the bound-
aries between male and female are blurred, roles change. Until recently, there was a clear division
of responsibilities between men and women in family and professional life.

The current situation is just the opposite, which could not help but be reflected in fashion — the mir-
ror of the era. On the streets we see a pronounced androgyny (unisex style, normcore). Podiums show
the blurring of boundaries between the sexes, and sometimes a change of roles (on the catwalks,
men’s suits increasingly resemble women’s: long wide cloaks, baggy clothes, emphasizing the fragil-
ity of the wrapped figure, involuntary, soft movements). Women'’s suit often tends to the male propor-
tional norm — wide shoulders, narrow thighs, which is carried out with the help of fabrics that hold
their shape well. We see deliberately strict makeup or its absence [7]. While some designers create
collections that only hint at a change of roles, others openly declare: the world has changed, people,
views, culture, fashion have changed. The new macro trend is a man in a skirt. Tom Browne in his
collection “Spring — Summer 2018” presented a unique vision of the male image: different shades
of gray, white and black, geometric prints, clear lines — it all seems to refer to a classic men’s suit, but
this is only part of the image. Many costumes were complemented by a skirt as well as high-heeled
shoes. A more candid female image in a men’s suit was demonstrated by Spanish designer Alejandro
Palomo in the Palomo Spain 2017 collection. Here are ruffles, stockings, lush skirts, as well as heels
and flashy makeup.

In Ukraine, where the totalitarian system has destroyed the old urban culture, and the new one was
formed in specific socialist conditions, there is a situation when a significant part of urban residents
at the cultural and ideological level identifies themselves with the periphery. This kind of “farming”
of Ukrainian cities, especially towns, cannot qualitatively stimulate the creation of modern Ukrainian
culture and art; in such conditions, fashion will not progress, it can parasitize in a suit due to kitsch
and bad taste. “Ukrainian tradition did not consist in “Cossack Baroque”, nor in ancient Russian
Byzantium, nor in folk art. They were only its “carriers” in a certain historical period or (as folk art)
in the respective regions. And at the end of the twentieth century, regardless of globalization trends
and the use of unified forms, Ukraine has preserved a unique, unlike other cultural environment”
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[8, p. 242-243]. In the years of independence, when Ukraine was flooded with fashion products, infor-
mation, Ukrainian society was not yet ready to accept and inspire the “Western style”. If the modern
youth of large cities actively perceived Western subcultural fashion trends, the other part, radicalized,
tried to preserve post-Soviet aesthetic remnants in the form of “pseudo-fashion” of criminal subcul-
tures, gopniks, cultivation of chanson-zone music and so on. Until recently, a large part of the modest
citizens of the Soviet Union, faced with a variety of fashionable clothing choices, continued to be
guided by the principle of imitation. Recall how in the early 1990s, first became widespread Turk-
ish “angora sweaters”, and then raspberry jackets in the style of the “new capitalists”, black leather
jackets, openwork nylon blouses cut shape. Such phenomena of herding and imitation are inherent in
post-totalitarian societies, where the principle of individualism and the search for one’s “I”” through
one’s own image has not yet become decisive. Soon after the socio-economic situation in Ukraine
began to improve, and the manifestations of globalization increasingly integrated the country into
the European cultural and civilizational space, the “post-Soviet” subcultural aesthetics, in particular
in costume, began to lose its position. It is noteworthy that the most active defenders of the post-So-
viet subculture remained mostly residents of Russian-speaking industrial cities of southern and east-
ern Ukraine, while the capital Kyiv, traditionally pro-western Lviv and cosmopolitan, multicultural
port Odesa became generators of new subcultural movements and new aesthetic search. “Street-crim-
inal” aesthetics is increasingly being supplanted among young people by musical movements of rap,
hip-hop, ARB, drama, etc. Residents of Ukrainian cities were increasingly identified with global fash-
ion processes, and Ukrainians were likened and identified with the European cultural and aesthetic
space. Along with the positive changes, we note that kitschness, which passed through all the 90s in
Ukrainian fashion, manifested itself in a more refined form at the beginning of the XXI century in
the so-called “kitsch glamor™.

A society that does not have time to develop aesthetically as it actively grows economically often
produces fashionable kitsch. The more affluent part of it, the so-called “new bourgeoisie”, in order to
“stand out”, to emphasize its success and respectability, especially with the help of a suit, becomes
an expression of a more expensive, loud and sham image. Quickly earned money does not always
guarantee a high level of aesthetic culture, and the formation of taste takes time, the appropriate level
of education. “Kitsch glamor” in clothing is, in fact, a parody of the aesthetics of American club life,
Hollywood stars, a superficial understanding of established European glamor. Inconsistency, inex-
pediency of club-outrageous, stage image in everyday life, abuse of cosmetics, decor, accessories,
excess of valuable brands, maximum sexuality, bordering on vulgarity, clearly characterize this fash-
ionable phenomenon in post-Soviet countries, in Ukraine as well. If it’s more intelligible: what they
wear for club life in the West has become an everyday norm for domestic “glamorous girls” from
universities to offices. Artificiality, sweetness, incorrectness, uniformity, oversaturation of the image,
just vulgarity in clothing testified to gaps in aesthetic education, lack of own style and, hopefully, is
a temporary phenomenon.

Carriers of “kitsch glamor” can be considered a cohort of Ukrainian show business stars, includ-
ing . Bilyk, T. Povaliy, N. Mogilevskaya, A. Akhat, groups “VIAgra”, “Alibi”, show ballet D. Kol-
yadenko, a large number presenters and TV programs in general (V. Frolov, Dandelion), etc. To
become a fashionable nation, Ukrainians must first create their own modern creative urban way
of life, national urban culture and finally move away from post-Soviet remnants, integrating into
modern Western civilization. The time when Ukrainian fashion is being formed into a fashion
industry, the national fashion market is being formed, it is noticeable that a suit is first of all
an artistic product not only of unique, but also of mass use. From the artistic point of view, fashion
products of domestic designers still lack aesthetic culture, creative diversity, versatility, under-
standing of their own artistic design as a product of national culture. Ukrainian fashion, costume
should not be a creation-game, a superficial compilation, often plagiarism from Western models by
non-professional designers.

At the same time, realizing that at this stage, Ukrainian fashion cannot claim any uniqueness or
peculiarity, but is obliged to develop in global fashion trends, bringing its regional, national flavor.
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At a time when there are significant gaps in the aesthetic culture of society, domestic costume artists
with their highly artistic products should play a more active role in the aestheticization of modern
Ukrainians, education of sensual culture, taste, style, so that domestic fashion finally begins to per-
form one of its most important functions.

Conclusions. Being an integral part of culture, fashion, on the one hand, highlights significant
changes in society, and on the other — itself dictates them. In the age of digital technology there are
significant changes in culture, our way of life, which, of course, is reflected in the broadcast visual
trends. Once stable and familiar to us, the fashion industry has transformed. Today we see new fash-
ion leaders — these are ordinary people who demonstrate their own, different, view of fashion, who
rethink the usual and present it in a new way. We are talking about the plurality of norms or even
their absence. Understanding the beautiful body goes beyond the usual framework, becomes broader.
The basic principle of modern fashion is the acceptance of diversity.

And we observe this diversity not only in the suit, but also in the modern canon of the body,
because the suit does not exist without the body, and the body in modern society is not thought
without the suit. There is a fashion for individuality, and individuality cannot fit into the standard
framework.

Fashion as a moving frontier of culture is constantly updated. The once formed institute of fashion
is being transformed today and these changes are of a turning point. Under the influence of new tech-
nologies and media, the attitude to the body changes radically, a new experience of the presentation
of corporeality is born, which requires a new interpretation and understanding. The modern bodily
canon is multivariate, which is undoubtedly a consequence of the transformations that are taking
place in fashion today.

This study allows us to predict the future effects of modern fashion on the psychology of the sub-
ject, the material sphere of its environment, as well as to formulate further prospects for fashion
as a sociocultural mechanism in the generation and actualization of worldview traditions and their
reflection in the collective unconscious.
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Cemko SIna CepriiBaa

KaHauaat GpintocodChKUX Hayk,

acHCTEHT Kaepu BCECBITHHOI 1CTOPIT Ta METONOJIOTIT HAYKH

[TiBgeHHOYKpPaiHCHKOTO HAI[IOHATBHOTO TMefaroriyHoro yHieepcurery imMeHi K. /1. Ymmucskoro
Byn1. CraponoprodpankiBceka 26, Oneca, Ykpaina
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AHTPOIIOJIOTTYHE NIATPYHTSA CYYACHOI MOIU

Cyuacna mooa sk HiKOIU cynepeunusa U HAGimb CKAHOANbHA, A MOMY 0COONUBO 002080PI0BAHA.
AK ocobnusuii Kyniomypuuti iHCmumym ma KOHCMPYKMop ecmemudnux ioetl i 6axcanv, Mooa A6i1sae
co0010 PYXIUBULL KOPOOH KYIbMYpPU, Wo Oe3nepeperHo OHOBIIOEMbC, 3 OONOMO20I0 MOOHUX MPEeHOi8
mecmylomvCsl HOGi YA8/IeHHs Npo Milo, 2eHOepHI o, NePCOHAIbHY I0eHMUYHICTD.

Mu cmanu ceiokamu icmomHux 3MiH Y MOOHIU IHOYCMPIL, Ki CMPIMKO 6X005Mb Y HAUE HCUMMIA.
Icuysas konuco cmitkuti iHcmumym Moou, 3aCHO8AHULL HA CE30HHUX NOKA3AX OM-KYMIOP i 2IAHY e8UX
JHCYPHANAX, AKUU CbO2OOHI mpancopmyemuvcs, i yi 3MiHU, HA Hawle NEePeKOHAHH:, MAalomy
nepenomuuil xapakmep. Ilo-nepuie, 3MiHIOEMbCA cam xapakmep MoOuU, OHA NEPECMAE HALeHCAmU
minvku enimam. Cb0200Hi mpenocemmepamu MoOU € 36UHAUHI JHCUMeni MiCm, 0N AKUX 8VIUYsL
CMana c8OEPIOHUM NOOIYMOM OJisi OeMOHCmpayii iHOUBIOYANbHUX KOLeKYill, a makoxc Orozepu,
AKI 8edymb €80i CMOpIHKU Npo MO0y ma Kpacy 6 coyianbHux mepeodicax. Ilo-Opyee, na nawux
ouax 3MIHIOIOMbCA YMOGHI NPAGUILA CIUTIO, d MOYHIULE, POSWUPIOIOMbCS IX MedHCT HACMIIbKU, WO
Kowosum cmae npunyun mix and match, moomo «3miwiyti i noeouyiy. Ilo-mpeme, nio eniueom
HOBUX MEeXHONO02Il | Medid PAOUKAIbHO 3MIHIOEMbC CMABIEeHHs 00 MiNd, HAPOOAICYEMbCA HOBULL
00C8I0 NPedCmMAaBHUYMBA MILECHOCMI, W0 8UMAAE HOBOI IHmepnpemayii i OCMUCIEHHS.

Mooa uytino peazye Ha 3minu, sKi 8100Y8aOMbCS 8 KVIbMYPI, [ BION0BIOAE POZUUPEHHAM HOPMATNUBHUX
VAGNeHb Npo minecHicmyb. 3 noseow ouauHosux media MOOHI MINeCHi KAHOHU CMAnU NPOHUKAMU
Ul 3axpinosamucs 6 macosii cgioomocmi. Came mooi 3apooAHCYEMbC QUCKYPC 2AAMYPY, Y POKYCi 51K020
nepebysano ioeanvbhe npekpacHe mino. /[ HecKiHuenHo20 800CKOHANIEHHS Mild BUHAXOOUMbCA Yina
cucmema npaKkmuk, mexHon02iu i coyianbHux incmumymis. Tino cb02o0Hi cmae 3HAKOM COYIANbHUX 3MIH.

Mooa six pyxoma medica Kyemypu besnepepero oHosnoemucs. Konuco cihopmosarnuii incmuntym moou
Cb02OOHI MpaHchopmyemvpcs, | yi IMIHU Maroms neperomuuti xapakmep. 11io eniusom HO8UxX mexHonoeiu
iMedia paouKanbHO 3MIHIOEMbCSL CMAGIEHHS 00 MIA, HAPOOXHCYEMbCAHOBULLOOCBIO0 Npe3eHMayii mileCHOChII,
wo eumazac Hoe6oi inmepnpemayii i ocmucnenns. Cyyacnuii minecHull KaHoH 6a2amosapianmuutl, wo,
0e3CYMHIBHO, € HACTIOKOM MUX MPaHchopmayill, sIKi Cb0200HI 8I00Y8aAIOMbCSL 8 MOOL.

Knrwowuosi cnosa: mooa, mooua iHOycmpis, minecHicmb, mMileCHUll KAHOH, 21aAMyp, Macoed
ceidomicme.



