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Avstract

A standpoint art’s style, present-day Western dress was establishing a systematic, theoritical
value in sphere of fine art’s meaning & it's expression on the modern fashion. For this reason,
1 selected Impressionism (a broad senes: be included Impressionism, Neo-Impressionism,
Post-Impressionism) that was designated ‘the revolution of color’.

In the previous paper, | already discussed about the modern fashion under the influence of the
color of Impressionism, from this study, Neo-Impressionism’s techniques & it’s influence on the
modern fashion was investigated.

The Impressionists had purposely used uneven brushwork & a vivid palette to transmit the
intensity & immediacy of nature, whereas the Neo-Impressionists utilized methodicalty applied
dots, a technique commonly described as Pointillism, to achieve their rationalist goal of
eliminating the fugitive & the casual in order to seize a more fundamentat reality. Of all them,
Seurat had already become interested in the posible analogies between science, music &
psychology on the on hand & art on the other, and scientist’s books & articles offered a wealth
of theoretical support. Particulary, it was corroborated that effects of sadness, calm, or
happiness could be achieved through manipulation of color & design.

The conclusions are as follow:

1. Through the modern fashion, a space between pattern & pattern was reflected unstable
balances & harmonies, that, Neo-Impressionist emphasized the distinction between outdoor &
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subject, between elaborately clothed & nude figures, corresponded to modern fashion’s pattern.
2. The modern fashion was presented a small border or band within the pattern itself which
colors complemented those of the adjacent pictorial surface and mediated bwteen the painted

image & its enclosure.

I. M =

1 AT 25 o oo

>
O~

o

3
=

ol Alehuh ol gAbE £ Wl o G ol o
A2\ bAlgk o) aksl 24 A7) ofol 2

}o‘.
o
2
A
e

ofe}, e} HAlgAEY B mHow o4

285 shtzH e ool fabe] ATkl v|FE 2
As HAdr, = A%, 27, 2ol 59 29 o4
sz ol4s A8, FAH, AAA, 25 )
Haelq B Ee) N2 4% BHE AT 53 Ao

ze o] Yeh
w}a)

ol glof Al Bl g Alze] 9ake] A)
53 Be AFold wEs Tk,

lo
0>

oA
n}o
2
f
o
)
2
o
-2,

b2 e M

o0 e
4
2
2
brt

Mo oo
[e]
da e = o
P px E
e
&
O
ox
2
o
1o
N dr =
o o s _{N
-
Qe
RS
L (e
o
lo
»
=

&)
%
O
o
>
[e]
fu
x,
et
=
B
i:)
2
oy W T g
o
o
32
L
r> p
o3
4 o

rlu
2

oL
|
rojrt
I

s
£

o7} ka8 ol ol o

we T
N
dr
olr 2o
H‘Ol

H
N
i3
" e
ﬁ
flo
T
ox
jo
fu
fo ofm
ey
T‘:
Py

w
rir
o
e
o

@ 1o

f
_53:
\-4
A

o
T
2

oot
5
n
)

ARo] WA 2 Al o] e 2L LAAS0] v}
ehbRol, Qo zbge] Aol via} ol gt o
T-94 A7) Q1S v S ks AdstaA g &
e A9l Qalzte]l 2Al wo)] gloj e A R-g
Aol ot 28lE T ER AAY FHo| £
9 o 24 o]xL ,]74 uLtH o] I Z}Zﬂiﬁ{ 0}‘4'-4 ngé%l

A 2 (Paul Cezanne, 1839~1906) 0] ¢} =d] 7}

Ashel Fi3 ARel o) §F5 )@ 234)7)E7b
£ e RS B¢ o] £AE YA} A7) o)
£ Aol of

g FabA o] 28 odFsle] Ao £x
% ‘E%J’—HE AN Eo] A|Z4H Lo ¥
d Zolgka 7o} Abato] vl 7
} (Georges Seurat, 1859~ 1891) g tpo~19).

4 3l Seurat® w-2-2]A 53, Seurat s}
E wo]Ex A2 4 =), 2= Qlat

T~ BATT
=
%@Tﬂ

\:151 eyl 3} ﬂo]AL;__,}_,] bus

2

B

S IR ORE N RS
oL
_!

i)
Lot
Te
)
2
}m

]

o
=
ox
4)1

1

Eo% N e
RN
Lo
e ox
ofr ‘{N
_12\4,

Y
E3
2
o
A&
_Pi
o©

hobs =4 L4 )
.?.

o>

o2 ¥
lo,
o>
-0,
ox
N
fo
o
i 0.
S o
;g 3
ol
O

fri fo oo
o
b
>
)
S
o

aen) 2 o9
o 41ste} o377}

32 8 e
o
N
2
2
fu
o2

ol
o
i
g,
ke
32
djo
o
=
E

i)
o k2

fo

j

ol

N

(o

ox

-

o,

k?.

£ o

B e
e
N

X
Do
e
-l
0z
it

e

fr
b
=3

ol

E3

L o e
o
L ol
2
2 o
ol ¥
o i
[o%]
Y
L
rO
o?L -
-
fo
o
E
2 o e
2
R
.o
rO
ox
Sl

ool hu lo X
T
2
R
m}l_

_!:z }-tt
;3
0
i)
[¥a
oza
2
2
rir
23
2
fo
ox
2
= ¢
3

e 2 odn
o
oX.
tjo
offt

ol
ok
2
e

2

ol
o

3 9
O

]7‘—}5]31‘4—?’— g
04_—[,_0“4 abe 23k Ao ol ALe 1987 d oA 19911 7
A 2 se] HAdollA HE AL F5 A don,
272 France o4 %7+%l COLLEZIONI®} Italy of)
A 2715 Harper's BAZAAR 91,

ot &

— 210 —



Vol. 16, No. 3, {1992)

1. AelatZFofo] £l

1886132 188413 3| “oduil gt A lsl FE e}
wird shbel wleto] stadhAl Abu] ke siel=, 1874
3 4] 18] A4 8]k ubuto g oAb ol rhEo 2HE
4] akeroii=dll, 1886y12] | 83}e|z}; uiAl
o} TolabiEol 44 oA thokgl 74 gF15).. olml &
7129 (Armand Guillaumin, 1841~1927) I% W] 2=
22] ~{Berth Morisot, 1841~1895)2} gl At3=o]®)
Seurato} % <] (Paul Signac, 1863~ 1935) _q Al_l A
o}, & 3.7 (Paul Gauguin, 1848~1903) &} A4 Fe
s Tho] gk v, 2% ulg) gl Seurats R
< 33 gl Fole} Adddelel ¥ 4 Sl
"Sunday Afternoon on the Island of La Grande: &
gl Aol

f;l 1439} (Neo-impressionism) 2= §ol& d& A
A W] % (Felix-Feneon, 1861~ 1944)#~290] La Vie
Moderne ol ‘4z o) 4, satdql whilez 33
3 A2 slshe] shdata A Al Qlof Mg b
Seurat Signac So] F¥wlo g ¥ 2§ vlglstal
B A% ARgeteloh, AlRIAFAAEL 2 o]H Y
2l oL—’FBJ o] w75 s A AV -

o 1o X}Oi \!LAu A3

o‘ nL.»z 51 /‘

Bl

Vo

Rjo] ALz

;}_ o—\yi/(é\‘ {;:7‘}74 o)

Aol G ARyl o g oEe =iaq) uy
ol Ak ol x}ro] -0l WIAY A% A e @
w Zloloh, m gk AlRIATe SR R, HMERAR,
$UR 5 Alelabehy whol sl AL frual]
(Eugene Chevreul) 9] " 2jg] FAldvle) ¥]&, 7=
(O.N.Rood) 2] "&oi} jafa., &=
(Helmholtz) & A AGoll A 5ol Aol Hgh o] 24
714k-S she)sto 2.4 1o g Bhuiol ALclodty & &
glepu-ae g alz e alabselol 3 A
Aok 1A% welH o AASAAZ Holn, of
gk glA]Oo. o}xlzgg] pojuba Ao} HH o8 B

@7 Y4EEx

Pk

2]
a

fafte] Etell4] 212 ﬁa’l’f"]*‘ }46}7] Slal sioke]
Ao g abslu =hg- wbAHE canvasel ¥
olgAls A A7 AL HFe
Wl AysEe (Pomtllhsm)”‘"’ = BAS AAF

odid) Ay o1 xbalds Ha3o] (Divisionism) 2422

Monet, Renoir, Sisley 2+ 27] JAFFYA-E wWatz
2

= 1l
Ql A+ ¢l 2} (Romantic Impressionism) 2t 2. £ 2=

v} Seurat, Signac 5% #3442} (Scien-
tific Impressionism) 2k $ 2= 7 &% ol

Aol Aee)e] mehe Seuratd TAFA A
Signace] ol &3 AAlNAM A=At F 5 AUt
wz Al AT B7HEe weHel 24E g F2
%LEE%‘-_/I:Q} % 2] (Jean-Francois Millet, 1814~1875)
Aol Hels st 4k P47
z}z; kAl ghEole] Aolch, Ed 1EL
o] Mz tiul2H °]*r°i7‘]"+—‘ ApALE

o] o} eshE F78 o] ded =
Bl 01—9-3}‘3'4 A 5-5 gle| Al st g

S48 Aoz shiel Fejel4 74
-11-7114]7]- Ak olgA FA4H]

i

a[ﬂ_‘«r_ﬁ,o
ugk
i)
ofn
;;—*-"*4“

Aol who g Zolslo] A
2§l Zlo] olial Ao olgl =
-5-4 A A 315} i&} o]o-\‘;}_45,4s)

Aol Azl vleke] 1A, U, 2EE A Ao
Wzl Signace el o) AAA] el 4R 2T
o & BAMIREY, & 2dady Bajolz9] vj®

<
A Ae S P

BoidpA FEAL Aolrh webd FEIFTLE A
A, €48 okaute] A74d Y, BHE o3 845
o H3 (g, Zlal 2 v ), AR o] 24

— 211 —



34
5709 wlel 5 T, A HBY 2700 SuE €A
of Aus e 4akol gtel BE, A4 22 23
o BE EAE BuaE AE v A5 oshre
WA 275 Fa 25 AT} 594 Hdl
Felel BEA s ARG FAL ol FHR,
ol2ig e AT % obi3he] B AT Aol

.

k13
Seurat} Slgnac«] 7‘%4 A FejAol EAT A
Aol 54 TalH o2 nAs oz deh Aol
AR o gArze] gL oldshed =gl Szt
ahadch,

Al Ak e BhrHEe] WA F ghol 4 2HE Fol
A Seurat?] o] &4 wlelE = AF FeAH UL
B 2SN FRAE o] Lsle] AFAQ HHE ol F
o}, Ao e Ao wixz T4 A
H-g Ho|i "45‘55’ gk b ol 3ol o Azl
A=E Seurate] zEola HolE s3kEtd Tz A
Arsl A A J‘:«] A& A st glg ¥ub ok
gt alAF b A A We] wiabubg F78 e

gio} wlgwd Fe ot T4 At 35
A nAF o] alahg olE 4 Ut Seurat«l ’5}'5
CSunday Afternoon on the Island of La Grande Jatt,
1884~1886. (Fig. 1Joll4 714 Z8tAl x4 + e A

& 9AT 2AT Aol R o] FHT £52 B4 ol
A ZE Rol BAH EEH A3 AL o}
44e BANE AN EAsEe] Holt Fol

Dol A
o}s7~59 o] z@e)|A] Seuratw W Eeln HEE FE9}
2 733 9, FAAE olEFe s Ry A2
o} ARG Eo] AR o)A 23 e FH S F=dtn
gy 9 #EA BoRlE FAl $4719 +HA
3} AHAdel ¢lgk slWFAe TBridge at Courbevoie,
1886~ 1887 (Fig. 2)oll A = & Rod =], of 7ol A+
olageldel e 4EE RAFUME Fg T4 o
g PAlL ok = 285k Seurat &S] TR ol
o]z}, #HE “Bathing at Asnieres, 1883~ 1884, (Fig.

3% SSAE o 2589 A £ QS dAEd,
o) HEe Fudol AU AT LEN 2 4l 4

CACTE L -

(Fig. 1) Seurat, Sunday Afternoon on the Island of La
Grande Jatt, 1884-1886 J. Russell, The Mean-
ing of Modern Art, P.29.

(Fig. 2) Seurat, Bridge of Courbevoie, 1886~87, Kel
der, Post Impressionism, P.86.

(Fig. 3) Seurat, Bathers at Asnieres, 1883~ 84,
Hans L.C. Jaffe, 20,000 years of world painting
P.303.

— 212 —



ol. 16, Na. 3, (1992) 35

(Fig. 6) Signac, Debilly Footbridge, 1926 David Britt,
Modern Art, P.55.

‘Fig. 4. Seurat, Harber of Honfleur, 1886, Ruth Eberle, A d), o] * ﬂsz}oﬂxi ﬂ—tg;it?q 71 483
French Impressionism, P.57. o2x mapelae] 94% olaa = Acke gx
g Al7)n 9 r}see Boats at Sunset, 1891 (Fig.

5), 'Debilly Footbridge, 1926 (Fig. 63,

2. M= S

Aol Ao o) A o &3 21 7] Seurate] 1

ZrA L whel A %] 48560000 4] A A} Zlojth, Seuat

AANE A 254 (F L Lol Bhatel A

) A 7ol shebsle B8, 2eln S Fel A gt
=

Fol BE 24 TE T 2 4

ko
m[o

2 =
¢ BeEclN & Jo}x SERELER EE
22 wWAse. debd Azbel Eheld £UE 4
Zo] Yl wa *d“éﬁ}v}{— Aol Seurate] Aol

8-3

Seuratel] elek FlWe Tehrhe Aol Aol
o2%ow she Aol dakslm diviel Weiske Alo)
HeERAd AR e AL Wk A3 g
o, 27 AEe A5 F7 wharel Aleld 2ol

Flg 5“ ngnac Boats at Sunset 1891,
Pierre Couthion, Impressionism, P.47.

d
ol odAgh Aaisl A4S Foishar Uopod, =g olcki sleienl, ASo) M E o)2ld o] BT lzg
“Harber of Honfleur, 1886 (Fig. 43of#11z wie} ohx~ A7 Fobrl, 1 B Seuratis tlu]9] o] Eaf A~ E o]
B, B, AT, AW G el AR ol R A, ol 3pE 2 sho], 43T AL FaAg wapo, gt
sedwb oulsted shul 914 yloll 4] 2% SlE w2 AF ] NS oghAql wigke g AL Aalo] A&
Alo] 3t &5 of1-5L lazvll, Seurat s1¥lefA} &8} = AR on, e 85 BT R Fuold

— 213 —



36 BEERR e

(Fig. 93 Seurat, Parade, 1887~1888, J.Russell, The
Meaning of Modern Art, P.28.

(Fig. 7) Signac, Farasol Pine, 1898, Ruth Eberle, French el 20724 Signace: o] Fejef Aol S5

Impressionism, P.58. Az A Eg wWkx e AR, 29
ZEoA vebd iy B2 Sslol e W E Ay a
ZEAEE HozA Q7302 e ‘;M# aneg
2 3len] SRSl M b Apf A g 4oz Y
ASHA QA A S-S o 4 Qo Farasol Pine,
1898 (Fig. 7), “Woman w1th a Lamp, 1890; (Fig.
8.

'Sunday Afternoon on the Island of La Grande
Jattejoll 419 7352 Axe 4£mi] Zeog PL&8 o
45T Folrbd ARAL Yol gi7) whEo] HH A
7N (dog)s W] wbAlFo] Aalslo] o Mzs L
Agalo] e, o] MEL 2N Hojxrie} o
ol A AZAHE}ET aefsted ARRER A B
9] E8E Ee Ao ofe} A-do & A

% lAen ek B sk, x, 2%, W3 e
$4g e A4eln 9 AE Seurats] A ol
28 a2 BoF= H4Z & 4 2ok "Bathing at
Asnieres, 1883~1884;oA = A=je] Fal= Aol 2
g Bo 3] o, okl AFshe Wt U2
o] ol &8E s zabstele HAIG Az 8t
R HQH®  TParade, 1887~ 1888;(Fig. 9+ o9l 9
oA o] Blog auln ofr|Al oir] kel qlgx

0.

A
roy MLe]
Liny

e
rie

A
Hol "o A7} & Aoz gl slaTo] gl
. . )2} BHo 3o NS ulEl 5
(Fig. 8) Signac, Woman with a Lamp, 1890, Ruth Eber- o2, 2#8x FEL o v HAE wygo R
le, French Impressionism, P.59. AAG HB2 Ao g kg 2t 9o,
at otuiel Aof] cHS A5 Hro] A L5l Aol o] IV, St of4fn} 4lQissFof
e,
1M 2 e A& vl Seurate] & ole] Al AL A2 Qe Zguke] ozt qlzke] ZhAHof

— 214 —



Vol. 16, No. 3, (1992)

i

(Fig. 11) Gianfranco Ferre, COLLEZION], 1987
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(Fig. 19) Enrico Coveri, BAZAAR, 1990

(Fig. 20) Balestra, BAZAAR, 1991
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