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The purpose of this study is to identify selected contemporary gele morphologies, establishing their
signification(s) in line with Yoruba world views. Gele is an ephemeral artistic piece with representation in
anything and everything that constitute feminine head covering, hitherto adorned by the Yoruba on casual
and non-casual costume. The art, though with apparent scholastic dearth; its contemporaneous growth and
intoxicating morphologies in modern fashion, has made this attempt on its signification germane and
expedient.

Methodology. Combines field investigative approach with bibliographical method. Thirteen (13) gele
practitioners were consulted, there social media handles verified and consent sought on post photographs
usage. The photographic pieces were subsequently subjected to literary analyses from the Yoruba view points.

Results. Morphologically, revealed six categorizations of manual gele; establishing fragility, truth,
authority and treasure significations for zoomorphic (butterfly), anthropo-artificial (hand-fan) and flora (leave
and rose) subjects respectively.

The scientific novelty. Attests gele feminine domiciliation, practice uni-sexuality and technique
fundamentality in manual or auto. It further attests hobbyists benevolence and professional capitalism;
recognising gele as a major player in Yoruba ephemeral art, worthy of promotion in consonant with sustainable
development goals.

Practical significance. This study is a clarion call on artists and patrons alike on the need to be alive
to gele significations as in its morphologies. Consequently, recommends concrete postulation of gele art to
fossilized art by sculptors and ceramicists alike.

Keywords: Yoruba civility; Gele; Art ephemeral; Morphology; Signification; Aso-Ofi.

Introduction. Gele art is an ever evolving  prowess in creative vocations, which include
feministic practice with masterful pieces of metal casting (bronze and brass), goldsmithing
momentary or temporal enjoyment, classified (gold), bead making (sand), carving (wood and
as ephemeral art. This art is apparently evident stone) and pot making (clay) or pottery [14-17].
in practices of remote, immediate and Wood carvings on posts primal the art,
emerging civilizations of the Yoruba race [1]. bronze casting was next in line; exemplified
The Yoruba are the autochthons of with eight naturalistic heads, excavated by Leo
Southwestern Nigeria, with presence in Lagos, Frobenius at Ife in 1910 [18-21]. A development
Ogun, Oyo, Osun, Ondo and Ekiti States [2-5], that gave credence to Yoruba reckons in the
with traces in Kogi and Kwara States [6-8]. They global committee of civilized cultures,
are Nigeria's most populous single ethnic significantly as Africa’s most extensive arts
group, numbering about forty-nine million producer [19, 22]. Later contact with and cross
people [9]. Her land mass is estimated at examination of the Baule art led to a review of
181,300 square kilometer; located between the earlier submission on the primacy of Yoruba
latitude 6° and 9° north and longitudes 2° 30 art [23-25]. Bascom consequently, conferred on
and 6°30 east [10, 11]. the Yoruba penultimate producers of art in

Territorially, she shares border with Africa [23]. The products of the art traditions of
Borgurawa and Nupe to the north; Igala on the ancient Ife and its neighboring towns,
east; Dahomey to the west; Benin kingdom on  particularly those of Iwo-Eleru, Owo, Imesi-
the east and Bright of Benin to the south [2, 12].  Lasigi, Old Oyo and new Oyo provide evidences
Yoruba people are by no small measure blessed  of the artistic exploits of the Yoruba [26-30].
with verdant topography and good vegetations The aforementioned are fossilized art
[2, 4, 13]. The people equally exhibits high though; their remains are repositories of other
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Yoruba artistic practices, particularly those with
momentary or ephemeral appeal [31-33].
Prominent among such art include mat weaving
(eni wiwun), gourd carving (igba finfin), cloth
weaving or textiles (aso wiwun), female body
adornment with prevalence in body painting
(lali), makeup, makeover, manicure, pedicure,
haircut or hairdo (idiri) and head gear also
known as gele [34, 35].

Analysis of previous research. Gele,
represents anything and everything that
constitute Yoruba female head cover or
covering [34]. Interestingly, gele plays pivotal
role in Yoruba clothing or dressing scheme, de-
compartmentalized into wear, wrap and crown
or gear. Though gele is third in rank in dressing
scheme, it is by all means the icing on the cake
that, gives every Yoruba dress, its true and
rightful extravagance and touch of class [34]. An
assertion Ologunde [36] acknowledged in his
lyrical vibe, noting Yoruba civility in fashion,
giving credence to its eminence in the
committee of fashion cultures of the globe.
Ologunde itemised wrapper, blouse with a top-
notch gear as fundamental to sophistication in
body fashion of the Yoruba. Noting its tripartite
arrangement as shocker and silencer to any
opposing stances, recommending monocular
or binoculars for haters and antipathies in
appreciating the prevailing stylistic or
morphologic  rendition  [36].  Ologunde
consequently, mentioned fitting or congruity as
ultimate to masterful gele rendition.

Statement of the problem. Gele art of
the Yoruba has become a major point of
conversational discourse in recent time by all
sundry; significantly for its morphologic
dynamics and reorientations, heightened by
handlers’ creative ingenuities. This observation
is amplified by the Internet of Things (loT); a
virtual repository space interfacing in real time
sent and received data of all kinds [37], gele
inclusive, generating seamless traffic in the
social media. Laudable as this traffic is on the
net, critical scholarly appraisal are still
infinitesimal. This dearth or inconsequential
scholasticism on gele is of germane concern to
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the study. To this end, it attempts critical
examination of gele morphology and
signification.

Methodology. The method adopted in
this study is somewhat field investigation and
bibliographical approaches, sourcing its data
primarily from the Internet through social
media handles of the shortlisted gele artists.
That is, practitioners were consulted for insight
and their consent sought for possible usage of
clients’ (gele recipients or adherents)
photographs. These pieces were examined
visually, using Yoruba oriki or literary and
performative genres as in spoken words,
chants, musical lyrics, Ifa corpus etcetera [38].
The aim in this case is to substantiate
connotatively and intelligibly on the
signification of selected gele subjects from the
Yoruba worldviews [39, 38].

The results of the research and their
discussion.

Gele artistry and type: The artistry of gele
is domicile in creative individuals hitherto known
as hobbyists. They are primarily gifted hands and
traditionally females who passionately does
what they know how to do best without
monetary string attached. Hobbyists are
volunteers ~ who  voluntarily beautifies
prospective family members and strangers alike
in fitted gele for no charges. They usually engage
in this pursuits or services outside their regular
occupation for leisure or pass time. Gele
hobbyists operation in Yoruba milieu is ancient,
dating back to time immemorial. Their kind
gesture is largely taking for granted by recipients
who often see the gesture as right; supposedly
blinded by Yoruba communal structure, which
hinged its ideals on collective ownership of gifts
or talents.

The latter, among others is interestingly
responsible for eventual commoditization,
commercialization and professionalization of
gele art as a specialized discipline in
contemporary time. A development that is
likened to a scenario in Ogbe Wehinwo, an Ifa
verse, which like its title “retroflex-reflection” is
averse to static stereotypism. But nonetheless,
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upheld dynamics or dynamism, which is keyed

to followership expansionism. The recent
emergence of gele patterning or styling
professionalism from hobbism can be

attributed to the prevailing expansionist nature
of its contemporary operators as advocated in
Ogbe Wehinwo [27, 40].

The two contemporary gele drivers, now
rub off well on each other both in cash returns
and knowledge acumen, smiling to banks and
turn out new morphologic subjects [34]. As an
organized sector, they now go by the
appellation gele stylists and artists, operating as
an industry where training and retraining is the
new normal. Gele art training and practice
though, traditionally reckoned as feminine
domain or better still a prerogative of the
female folks. But current prevailing realities now
welcome all comers including male folks into its
fold as active players of the industry (Fig. 1-2).

Also of attendant development is the
welcoming of auto gele also known as pre-
styled gele into the fold. Auto-gele has injected
a level of change to how women wear gear,
eliminating likely individual struggle with tying
or wrapping and a result of its ready to wear
inclination. Interestingly auto-gele is designed
and developed for all occasions (Fig. 3) and as
contemporary addition to manual gele type
(Fig. 4).

Tied or wrapped gear known as manual
gele often course pain though, as a result of the
tightness and toughness of the materials
employed. It is still the most loved by all sundry,
primarily for its fine artistry that gives a sense of
fulfilment on the part of two (the artist's hand
and the client's head); while the medium of
engagement is usually plain cloth of different
surface qualities. The process of engagement is
often marked by a sense of eloquence, elegant
creases, vertical stretching, horizontal
elongation, perpendicular balance and spiral
twists, exemplified in crown-like creation of
form or structure for the head (Fig. 5-7).
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The above Fig. 5 to 7 are clear reflections
of the procedural stages of tying manual gele.
Fig. 6 attests to the use of accessories; pin or
needle to be precise. Other accessories include
brooch, tread, gum stay and gum have come to
stay in the sustenance of contemporary gele
morphology.

However, tied casual and non-casual gele
often reveals the touch of elegance, confidence,
glamour and power in female traditional and
non-traditional outfit. Casual handmade gele
are fundamentally worn on daily bases for
domesticity [33]. While, the non-casual
handcrafted once are worn majorly for special
occasions, typified with wedding, naming
ceremony, house warming and burial ceremony
to mention few. This development has attracted
millions of aficionados around the globe,
courtesy of the Internet of Things (loT).
Apparently, this attraction is evident in Africa,
Europe, North America, South America and
Australia. Interestingly, many non-Yoruba and
to a very large extent Africans wear gele as a
sign of reverence, particularly in African events,
some adopt it as part of their everyday wear
while others adorn it as a result of their soft spot
for the Yoruba culture [35].

Manual gele: Prior to this time, there was
nothing called auto gele, its nascent
momentum even in this milieu is however, no
match for manual gele, which hitherto trail the
blaze in Yoruba land and elsewhere in the globe
till date as fine art. Alakija [41] in the 1970s
recorded, how phenomenal the arrival of a
particular manual gele morphology known as
Onile-gogoro (Owner of skyscraper) was;
coming as a future shock or better still a new
wave [42], taking the general populace at
surprise and incredulously trailing the blaze for
over a decade from 1970s through to late
1980s. Ologunde [36], on the other hand,
enlisted the likes of Koju soko (face your hobby),
Umbrella (agborun-gbojo), Labalaba (butterfly),
I.T, Ceiling Fan (abebe aja) in his "Onigele
Skentele” album.
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Fig. 5. Gele pleating foundation by Fig. 6. Gele pining with needle n
gele_by_mimi, 2022 by gele_by_mimi, 2022 process by gele_by_mimi, 2022
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Others includes Lukumo (look-worm),
National Theatre (nosonna tiata), Man Diesel
(mon disu) Satellite (satilaiti), Overloud
(erutopoju), Boys follow me (odo'mokunrin tele
mi) as the prevailing morphologic subjects of
the early 1990s, which permeate through to this
time though with new additions. Today, there
exist well over forty gele morphologic styles or
patterns in the public domain [43]. Some of the
prevailing styles include Avant-garde, Hand fan,

Flowery, Infinite pleats, Perfect rose, Fan, Pleats
overload, Side rose, Side twisted fan, Wide
flower, Centre knot, Peacock, Centre bow,
Multiple pleats bling, Two step pleats, left ruffle
stone bead [34]. They apparently fall under
anthropomorphic, zoomorphic, anthropo-
zoomorphic, anthropo-artificial or flora gele.

Detailed morphologic categorization of
gele is however, presented in Table 1.

Table 1
Manual gele morphologic categorizations by subject

S/n | Morphology Subject

1. Anthropomorphic Kojusoko, Boys follow me

2. Zoomorphic Labalaba, Peacock

3. Anthropozoomorphic | Lukumo

4. Anthropo-artificial Hand fan, Man diesel

5. Flora Perfect rose, Flowery, Side rose, Wide
Rose, leave, Onion, Lily

6. Artificial Onilegogoro, National theatre, Satellite, Overloud, Ceiling fan, Umbrella, I.T,
Avant-garde, Fan, Pleat overload, Side twisted fan, Infinite pleats, Centre Knot,
Centre bow, Multiple pleats bling, Two step pleats, Left ruffle stone bead,
etcetera

Manual gele morphology: From the
above table 1, it is crystal clear that prevailing
gele morphologic classification is categorized
into six of anthropomorphic, zoomorphic,
anthropo-zoomorphic, anthropo-artificial, flora
and artificial subjects. Interestingly, Yoruba
women are very particular of how their gele is
tied; some want it conservatively low (Fig. 1),
while others like it tied flamboyantly high
(Fig. 2, 4 and 7). Little wonder why Apata [44] in
one of her track title "Gele” gave a lyrical
credence to gele profundity as testament to
females or better still women social status,
peculiarly for those that put in extra hospitality
in their spouses’ daily care. Apata further,
emphasized high or higher (profound gele)
superlatively to denote supremacy and
excellence that surpasses any other in terms of
uniqueness and elegance [44]. The latter
perception is supposedly responsible for the
attendant morphologic complexities, apparent
in manual gele, particularly those worn for
special outings like wedding, naming
ceremony, house warming, burial ceremony

15

etcetera. Butterfly, hand-fan, leave and rose are
some of the old and new prevailing gele
subjects that grace such occasion in
contemporary time, adorned mainly for self
aggrandizement. These subjects however, falls
under the trio of zoomorphic, anthropo-
artificial and flora morphologies.

Manual gele signification: Social and
cultural signification is key in tying gele. For
instance, front leaning of infant or adolescent
girls’ gele connotes futurism, suggesting their
future is ahead of them. Older or elder state
women tie theirs to the back, implying their sun
has set. While, adults or middle-aged women
tie their gele to the side, meaning their future is
now and ready to take it by force; exemplified
in marriage, family and other rites. In addition,
gele with leaning to the right, suggest married
status on its beholder. While those leaning to
the left indicate, its host is single. The latter
principle has been jettisoned, supposedly by
contemporary Naija culture, which pays zero
premiums on marital status. This neo-Naija
culture is indeed phenomenal with main stake
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on gele aesthetics at the of
signification.

Hence, cultural significations of selected
gele morphologies become expedient. They are
butterfly (zoomorphic), hand fan (anthropo-
artificial) and leave and rose (flora), significantly
examined from the Yoruba worldviews.

Zoomorphic: Butterfly gele happens to
be the only identified subject under
zoomorphic morphology [45, 46]. Labalaba is
butterfly in Yoruba philology [47], signifying
fashion, fragility and somewhat pride. It fragility
is attested in the fragile nature of butterfly and
the impending and violating danger that needs
to be avoided in other for its pride (wings) to be
kept intact and sustainable. Little wonder why
the Yoruba clarifies the place of butterfly in the
scheme of cloth or clothing as fabric merchants.
The shortlisted butterfly (labalaba) samples are
three with evidential variance in fabric,
accessory and coloration as instanced in Fig. 8
to 10 below;

The duo of Fig. 8 and 10 plays host to a
green butterfly gele, where the former (Fig. 8)
was accessorized with pin, giving descending or
resting impression; the latter (Fig. 10) was
knotted, supposedly ascending to the heavens.
Their green coloration suggest growth. Fig. 9 on
the other hand showcased a red butterfly gele
in flight motion heading to the west,

accessorized with gold brooch, its red

expense

Fig. 8. Descen.ding butterfly gele by
alaga_royal, 2022

Fig. 9. Right flight butterfly
gele by claraito’sblog, 2022
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coloration suggest power. The three labalaba
gear in Fig. 8 to 10 are products of Aso Ofi.

Anthropo-artificial: Hand fan gele is the
most evident subject in the anthropo-artificial
categorization. This subject is a hyphenated
compound word, a combination of animate
(hand) and inanimate (fan). The duo of hand
and fan in this case symbolically signifies the
truth; which regardless of time or season is told,
it forever remain the truth. The truth is by no
small measure synonymous to gold (wura) in
Yoruba worldview, which never tarnish.
Apparently, the duo of Right twist hand fan and
Left twist hand fan are its prevailing samples
currently trending (Fig. 11-12).

Fig. 11, which is left twist hand fan gele
suggest knowledge in search of the truth, while
Fig. 12 plays host to right twist hand fan gele,
signifying wisdom of the truth and its readiness
to deliver.

Flora: Plant, bacterial and fungal life are
classified under flora morphology. Short listed
for signification is the duo of leave and rose or
flower. Leave is known to signify agility, piece,
leadership and beauty to mention few, while
rose symbolizes wealth, extravagance and
fragrance. For instance, Newbouldia laevis leave
(Ewe Akoko) symbolized leadership; while
Spodias mombin leave (Ewe Iyeye) implies
prosperity and survival.

-l

Fig. 10. Ascending butterfly gele
by kadoshphotography_c, 2022
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Fig. 11. Left twist hand fan gele by Fig. 12. Right twist hand fan gele by owambeuk,
stylishgwin_africa, 2022 2022

. v '.-e-{.___. v
4 3

Fig. 13. Leave gele by Fig. 14. Leave gele by etsy, 2022 Fig. 15. Leave gele by
thrivegueweddings, 2022 gele_by_mimi, 2022

Fig. 16. Central rose gele by Fig. 17. Right side rose gele by Fig. 18. Left side rose gele by
owambeuk, 2022 darkskinwomen, 2022 gele_by_mimi, 2022
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Fig. 13 to 15 had reflection of leave gele
morphology rendered by the trio of
thrivelogueweddings, etsy and gele_by_mimi.
The intent and concerns of these artists were
simply to make beautiful damsels out of their
clients and not signification of the adorning
gear. The three gele master pieces in Fig. 13 to
15 will supposedly pass for Spodias mombin
(Ewe lyeye), it symbolically portends peace,
fertility and prosperity. This inference is
deduced from victory song, rendered by Paimo
[48], which brings to mind another variation of
the song by Fabiyi [49]. The two
aforementioned submissions, affirmed the
protective providence and symbolism of

Spodias mombin as sanctioned by Almighty
God.

Flower or Rose (Ododo): Flower or rose
gele morphology represents beauty, fragrant
and procreation. Adegeye [50] supported the
latter claims in the song recognizing rose as
fragrant and in furtherance liken it to children,
treasures worthy of cherishing. Little wonder
why modern ladies adorning in rose gele as
exemplified in Fig. 16 to 18.

The signification of gele morphology in
the figures above, attest treasure, fragrance,
growth and prosperity. For clarity the
significations of critiqued gele morphology are
presented in Table 2.

Table 2
Manual gele categorizations by morphology and subject
S/n Morphology Subject Signification
1. Zoomorphic Butterfly Fragility, beauty, pride
2. Anthropo-artificial Hand-fan Truth, equity, tenacity
3. Flora Leave Authority, peace, grace
Flower/rose Fragrant, growth, treasure

The above table 2 gives three concise
meaning or signification to each identified
morphologic subjects; these submissions are
whoever opens to other findings

Conclusion. Gele art is by all means
ephemeral art, judging from its temporality or

temporal nature. This artistic nature,
encapsulates body tattooing, markings,
scarification, painting, makeup, makeover,

manicure, pedicure, hairdo and haircut to
mention few. They play very important role in
modern day body art. The role played by gele is
more unique and revealing than its other
compatriots in body art. Though, gele growth is
not without humble beginning, its soaring to
notability in contemporary times has come to
stay. A development that is thrust on paradigm
shift or in local parlance “Wake up”, which
apparently is antidote to fate. This wakeup call,
attests advancement; embracing all sundry
participation (male, female, young and old) in
gele art, as against tradition that, seeds

18

operational prerogative solely to the female
folks.

Again, gele art has paradigmatically
advanced from its hitherto benevolent hobbyist
traditon to a more capitalist approach,
welcoming professionalism and corporation;
incorporating corporate ideals and values into its
operation in terms of training and practice. A
development that brings to mind, maize
organizational structure, which interestingly is in
tandem with organizational structure of
contemporary gele industry. Its players now go
by the appellation artists or stylists with expertise
in auto and manual gele. Though, auto gele has
in recent time generated supposed momentum
as a result of its ready to wear solution; it will for
a long time play second fiddle to hand or
manually crafted gele, mainly for its lack of fine
art credibility. Little wonder why, the current
operators of gele now exhibits prolificacy in
creative hindsight, as true heir to their forebears
insightful fountain of creativity; as passed on
from generation to generations, which has
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generated well around sixty (60) manual gele
morphologic subjects and still counting.
Laudable as the creative prowess of the
gele operators are, knowledge into symbolic
signification of their creations, which to a large
extent has lasting effect and impression on the
beholder and its audience is no doubt germane.
In this case, gele is not on trial but the duo of it
beholder and audience. As such, gele artists and
adherents alike, particularly those of Yoruba
extraction and in extension aficionados around
the globe, should as a matter of fact, be abreast
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TexHonoziuHUl yHisepcumem Jladoka AkiHmona, O2bomowio, Hizepis

MOP®O/IONA TA 3HAYEHHSA TPAAULLIVNHOIO ro/IOBHOIO YEOPY «[E/IE» B
KOHTEKCTI KOHLLEMNLLIT EPEMEPHOIO MUCTELLTBA

Mema JdocnioxxeHHs nosseae 8 moMmy, wjob ideHmugpikysamu subpari cyyacHi mopgposoail 2ene,
8CMAHOB/IHOKYU X 3HaYeHHS 8(0N08i0HO Jo c8imozsady HapoOHocMI «Lliopy6a».

Memodonoezia JdocniOxeHHs NOEOHYye nepsUHHUL OocniOHUYbKUl nioxid (3 6ibaioepagiuHum
memodom. Asmopom nposedeHO KOHCY/bmayli 3 mpuHadyamema mMalcmpamu, npakmukyrodyumu 2ere,
nepesipeHo pobomy coyianbHUX Mepex [ OmpumMaHo 3200y HaG 8BUKOPUCMAHHSA pomozpadill.

Pesynomamu. Ha ocHosi aHanizy po3pobseHo knacugikayiro mpaduyiliHo2o 20/108H020 ybopy
«2e/ie» 3a/1eXKHO 8i0 pi3HUX 03HAK: hOPMU, MKAHUHU, NPU3HAYeHHS, OXepesna HamxHeHHs moujo. BuseneHo,
wo 2ene — ye egpemepHuli xyOoxHili meip i3 npedcmasieHHAM pi3HUX KOHUenyili, Wo cmaHosume XIiHoui
2o/n108HI ybopu, aki doci npukpawaroms Utopyba 8 noscsakdeHHUX [ caamkosux kocmromax. MopgonoziuHo
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8UsB/IEHO WICMb Kamezopil 2e/e; 8U3HA4YeHO J08208I4HICMb, 8IONOBIOHICMb MA 8AXAUBICMb 300MOPPHHUX
(Memenuk), aHmpono-wmy4Hux (8iss10) ma gaopu (nucmsa ma mposaHou) npedmemia 8i0N08IOHO.

Haykoea HosusHa. [lposedeHe OJocniOxeHHs 3acgiOvye XiHOYy OOMIYUAAYI0, NPAaKMUYHY
o0HoCcmamesicme [ NpPUHYUNOBICMb MexHIKU 8 py4yHOMY abo asmomMamuyHOMYy pexumi po3pobku
mpaduyiliHozo 20/108H020 ybopy «zese». BcmaHossneHo nidupyrody pose «2ese» 8 eheMepHOMY MUCmeymai
HapodHocmi «liopyba», 2i0HUM npocy8aHHsA 8i0N08i0HO Jo yireli cmanoz2o po3sumky.

Mpakmuyne 3HaveHHsA. [locniOxXeHHs € KOpUCHUM siKk O/19 mumuyis, mak i 0o MeyeHamig ujo0o
HeobxiOHoCMIi BUKOPUCMAHHSA 2e/le 8 Cy4acHoMy Ou3aliHL.

Kmouosi cnoea: lopyba, zene, ecpemepHe mucmeymeo, Mopgosozis, 3Ha4eHHs, 20408HUl ybip,

moda, ou3alH.
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RESEARCH ON MUSEUM CULTURAL AND CREATIVE PRODUCT

FROM THE PERSPECTIVE OF NARRATIVE DESIGN AND
ATMOSPHERIC AESTHETICS

The purpose of the study is to explore how to uncover the aesthetic value of museum cultural and
creative products and create an atmosphere through narrative design from the perspective of atmospheric
aesthetics, to meet users' daily aesthetic needs and contribute to the further development of museum education.

Methodology. The research methodology is interdisciplinary. This study adopts atmospheric aesthetics
as the research perspective and combines a literature review and empirical research to elaborate on the subject.

Results. The research provides a comprehensive analysis of the narrative elements and characteristics of
museum cultural and creative products, proposes narrative design approaches, and explores the elements,
methods, and strategies of narrative design in depth.

Scientific novelty. In this study, the narrative design strategy of museum cultural and creative products
is discussed from the perspective of atmospheric aesthetics, and a narrative model of museum cultural and
creative product design from the perspective of atmospheric aesthetics is constructed.

Practical significance. By exploring in depth the aspects of museum cultural and creative products, such
as the meaning of form and spirit, and the emotive narrative language, we can better understand the importance
and value of museum cultural and creative products in contemporary society. These narrative strategies will not
only enable people to better understand and appreciate the cultural connotations of cultural relics but also bring
museums closer to the general public and promote cultural heritage and aesthetic education.

Keywords: atmospheric aesthetics; museum cultural and creative products; cultural heritage; narrative
design; art education; culture; product design.

Introduction. In recent years, with the and aesthetic awareness but also cultivates their
flourishing of museum tourism and the active aesthetic and cultural literacy.
promotion of aesthetic education in museums, Therefore, it becomes particularly
museums, as a gathering place for culture and important to explore the aesthetic values and
art, have brought together a rich collection of connotations embedded in museum collections
cultural heritage and artistic treasures. The in depth and to promote the creation and
public is gradually becoming aware of the perception of beauty with narrative design.
immense aesthetic value and aesthetic Analysis of  previous research.
significance that museum collections contain.  Atmospheric aesthetics is an aesthetic theory
At the same time, museums have also become developed by Gernot Bhme (1937-2022) and is
popular online tourist destinations for young a prominent representative of the many new
people, and are much loved by the public. contemporary  German  aesthetic  schools.

As an extension of museum culture and  "Atmosphere” (atmosphere), an important
art, museum cultural derivatives play an aesthetic category, returns to its roots and
important role in society. They enable museum refocuses on people's feelings and emotional
culture and art to be integrated into everyday experiences of being present at the moment. The
life. Through museum cultural derivatives, the sensual aspects of feeling and emotion are the
public can gain a deeper and more aspectsthat Boehmer seeksto emphasize [1;7; 8].
comprehensive understanding and appreciation Atmospheric aesthetics aims to link the
of the museum'’s collections and culture. This not  aesthetics of reception and the aesthetics of
only enhances the public's artistic perception making, thus achieving a transcendence of
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traditional aesthetics. Boehmer argues that
beauty is understood as how that thing is
present, that atmosphere is made, and that
such things as garden design, stagecraft, and
merchandising are atmosphere makers [2; 9].
Museum cultural and creative products can
currently create an atmosphere through
aesthetic work such as product design, which
attacks human feelings and mobilizes users'
emotions; it evokes strong emotional
resonance and enriches users' aesthetic
perceptions and cultural experiences.

Since the 1960s, the narrative has been
widely studied and discussed as an expressive
process of reproducing events through
language, text, sound, and image. The narrative
theory was first applied in the fields of literary
studies and criticism, such as 'narrative structure
analysis', 'narrative poetics', and ‘'narrative
discourse'. Tzvetan Todorov formally introduced
the concept of "narratology” in his book "The
Grammar of the Decameron”. In the field of
design, narrative was first applied to spatial
design. Subsequently, the study of the narrative
was extended to the field of product design. In
recent years, narrative design has received a lot
of attention in the design of cultural and creative
products due to their cultural attributes.

"Narrative design is a method of
expression that uses a narrative to present
stories to achieve communication and exchange
of information between people and products,
resulting in an emotional or cultural experience"
[3]. Narrative design is an art of communication
in the field of design that goes beyond a simple
external style into a deeper realm [4]. The use of
narrative techniques in the design of museum
cultural and creative products can greatly
mobilize users' emotional feelings and help
them to perceive the product, which is also the
sensual aesthetic advocated by the aesthetics of
the atmosphere.

Analysis of narrative elements of
museum cultural creation. Zhao Shuhua and
Tension Li (2016) systematically discuss the
components of narrative design: "Narrative
design uses linguistic symbols to constitute
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product forms to narrate stories, focusing on
cultural contexts such as narrative perspective,
narrative mode, narrative environment, narrative
plot and product functions such as function,
structure and behavior, and on the questions of
who narrates and how to narrate" [5]. From the
atmospheric aesthetics perspective, the main
purpose of the narrative is to create atmosphere,
and how to create atmosphere and frame the
situation through narrative techniques is the
focus of research. Atmospheric aesthetics
attempts to bridge the subject-object divide in
perceptual  epistemology  through  the
atmosphere. The atmosphere is the common
presence of subject and object, the shared reality
of both. The narrative design of the museum's
creative products aims to facilitate the
‘emergence’ of the products and to perpetuate
the 'presence’ of the aesthetic subject through
the creation of a context.

The relevant theories of atmosphere
aesthetics have a strong guiding significance to
the research related to narrative design. In
previous studies, researchers have explored how
to create a beautiful atmosphere in stage art
design and museum exhibition space design and
enable the audience to feel the beauty [10; 14].
It is pointed in the study of L. Liu and A. Zhang
(2023) that, although museum cultural and
creative products do not belong to the spatial
design, they can also use scenario design
thinking to create an atmosphere. It is clarified in
the article that, the use of products to build
narrative scenes helps to better understand the
behavioral interactions and information
exchanges between users and products under
the scene  perspective, enhances the
attractiveness of the products, creates a good
cultural communication scene, improves the
sense of user experience in the scene, and then
promotes the development of the museum
cultural and creative industry [12]. However,
there is no relevant research on narrative design
strategies and models from the perspective of
atmosphere aesthetics in museum product
design, which proves the practical significance of
this topic.
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Fig. 1. Museum Cultural and Creative Narrative Design Model
As shown in fig.1, the narrative interaction, combined with technology, to

perspective determines whether the user is
engaged or outside of it which also
distinguishes the difference between listening
to someone else's narrative and experiencing it
physically. Creative museum products aim to
bring the art of the hall back into the lives of the
public. Therefore, in the narrative design
process of the museum's creative products, the
user's perspective is used to set up behaviors or
actions related to the narrative theme, so that
the user unconsciously participates in the event
as an experience in the process of interacting
with the product, can feel the connotation
expressed by the narrative theme, complete the
psychological experience and achieve the
narrative purpose.

For example, the Henan Museum (CHINA)
launched a blind box for archaeology and
heritage restoration [6]. The design creates an
archaeological feast from the user's
perspective, with the user becoming the
protagonist in the archaeological event, from
the archaeological excavation to the restoration
of the artifacts, and then giving the restored
‘artifacts' the function of everyday life. This
narrative structure is progressive and reinforces
the user's experience of 'presence'.

In the design process, designers use the
cultural imagery contained in the cultural relics
and artworks as narrative content, using a
variety of design narrative languages such as
color, material, function, and human-computer
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create an environment rich in cultural
atmosphere and aesthetic experience. From the
perspective of atmospheric aesthetics, this is
where the art in the collection perpetuates the
common presence of its subject and object
through cultural and creative products. The
emotionally charged narrative text, the unique
narrative style of the design combined with the
physical material, creates a narrative context of
‘fluency' that appeals to different groups of
viewers, breaking down the barrier of lack of
expertise and making the mysterious and
uncapturable atmosphere feel dynamic.

Statement of the problem. This study
aims to explore how to uncover the aesthetic
value of museum cultural and creative products
and create an atmosphere through narrative
design from the perspective of atmospheric
aesthetics, to meet users' daily aesthetic needs
and contribute to the further development of
museum education. This study adopts
atmospheric  aesthetics as the research
perspective and combines a literature review
and empirical research to elaborate on the
subject. This study combines analysis with
typical case studies to provide insight into
product narrative elements, narrative features,
and narrative strategies.

Results of the research and their
discussion. Narrative characteristics  of
museum creations in the context of
atmospheric aesthetics as shown in the fig. 2.
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Fig. 2. Museum Cultural and Creative Narrative Design
in the Perspective of Atmosphere Aesthetics

As shown in the fig. 2, the process of
designing a product's narrative is also a process
of creating an atmosphere. The museum's
cultural and creative products accumulate their
social, emotional, and aesthetic meanings, and
the focus on the 'atmosphere' that permeates
the products through 'events' echoes Boehmer's
idea that ‘atmosphere is made". This
"manufactured" atmosphere allows "the subject
and the object to permeate from their respective
boundaries and to meet to form a middle
ground between them" [7]. The 'middle ground'
is created by the interaction of those present
with the environment and the creation of
emotional tones through 'events'. The aesthetic
value of museum collections is created through
the emotional 'event' design of cultural and
creative products, which allows the atmosphere
to be created and the user to gain access to the
aesthetic interest through physical perception.
The narrative design of cultural and creative
products in the context of atmospheric
aesthetics is characterized by the following:

Atmospheric constructions. "Atmosphere is
something diffuse and indeterminate, a space
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that fills with a certain emotional tone, somehow
like a haze". As Boehmer says, the atmosphere
has certain spatial properties, and in the process
of designing the narrative of museum cultural
products, it is particularly important to construct
'space’, i.e. a context of scenic use. Particularly in
the current social context of the development of
the aesthetic economy, design, as a form of
‘aesthetic labor', 'constitutes a large part of
social work, no longer serving the production of
commodities, but their sterilization, or such a
commodity production, the use value of which
itself lies in its scenographic use by people, by
the public, by corporate images, etc." [7]. This
means that aesthetic consumption is, to a large
extent, the consumption of perceptual
experience. As commodities, museum cultural
and creative products can create 'scenes’ with
specific emotional qualities by choosing and
using aspects such as the color, material, shape,
and interaction of the object. As such, they not
only meet a practical value but also provide a
cultural experience and emotional value to users,
meeting their everyday aesthetic needs. By using
design narratives to create scenes of cultural and
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creative products, the impact of museum
cultural and creative products can be enhanced,
enhancing users' perception of culture and
inspiring cultural consumption.

The aestheticization of the everyday. Mike
Featherstone first introduced the aesthetic
concept of the ‘aestheticization of everyday life’,
which has become the aesthetic situation of the
present day [8]. In this aesthetic situation, the
aesthetics of atmosphere takes the sensual
experience of nature and the relationship
between human beings and their surroundings
as the starting point, rescuing aesthetics from
the elite, defending everyday aesthetics, calling
for equality in art, and returning the right to
aesthetics to the general public. This is in line
with  Featherstone's  concept of the
aestheticization of everyday life.

The cultural heritage and works of art in
museum collections are no longer confined to
the elite but have entered people's everyday
lives. Designers have more rights and freedom
to create art and can give full play to their
imagination and creativity in the development of
cultural and creative products. Art has re-
entered people's daily lives in a lifelike way.

Museum cultural and creative products,
whether in terms of the choice of subject matter
or the use of narrative language, need to be
designed around the public's daily life scenarios,
using narrative techniques that are popular with
the public. Such a design approach can increase
people's sense of involvement and empathy,
bringing cultural products closer to the lives of
the general public and thus enhancing their
aesthetic experience.

Focusing on  emotional  perception.
Atmospheric aesthetics is, on the macro level, a
contemporary aesthetics dedicated to the return
of sensuality, leading people to recover the
disappeared 'body' and 'sensuality’, bringing
aesthetics back to sensual perception. Product
narrative design, on the other hand, derives from
narrative theory in the field of literature, and "it
is the creator of two such different aesthetic
products that reveals a heightened awareness of
the materials through which a specific
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atmosphere can be created"” [2]. This means that,
although different from the forms of beauty in
literary works, there are similarities and
differences in the use of materials for the
production of beauty. Narrative in literature
focuses on the mobilization of emotion, and this
is also true in product design. Museum cultural
and creative products, using outstanding
cultural heritage and art treasures as the
narrative text, are more capable of touching
people's deep-rooted cultural genes and
evoking emotional resonance in users. By using
narrative design to design products, narrative
design not only achieves a fusion of
'instrumental rationality' with artistry and
emotion but can also find emotional triggers by
focusing on the behavioral and emotional
characteristics of users. By gaining a deeper
understanding of the user, narrative design can
more precisely create a product experience that
touches the user's emotions.

It is therefore important to place the user
at the heart of the narrative design of museum
cultural and creative products, to focus on their
behavioral and emotional needs, and to create a
compelling narrative and atmosphere that
creates an emotional resonance and connection
with the user. In this way, product design can go
beyond the functional level to provide users with
a richer, deeper experience that triggers
emotional resonance within them and inspires
deeper reflection and appreciation of culture
and art.

Narrative strategies for museum cultural
and creative products in the context of
atmospheric aesthetics:

Being there — a participatory narrative
perspective. Atmospheric aesthetics advocates
the immersion and participation of the viewer
instead of superficial viewing. As users of
products and perceivers of beauty, users
experience beauty best through physical
presence. To achieve this, designers need to
consider the user's behavioral habits, personal
experiences, and emotional changes to set the
appropriate narrative structure and choose the
narrative perspective. In transforming things into
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events, the product needs to be made one of the
touch points of the event experience from the
user's point of view. The user not only feels the
function and usefulness of the product but also
creates contextual associations and imagery
through its relevance to the event, leading to a
deep emotional perception.

Traditional museum products are usually
storytelling-based, with the user playing a
passive role as a listener. However, in the context
of atmospheric aesthetics, creative products
should give the user an active role, breaking the
limits of time and space, and making the product
and the story behind it observable, perceptible,
touchable, and experienceable. As Boehmer puts
it, 'things only appear as ecstasy to the perceiver
who is capable of perceiving them as ecstasy,
and the opening of atmospheric space depends
on the physical presence of the perceiver' [9].
The traditional aesthetic appreciation of
museums often requires a high level of
professionalism, which makes it impossible for
most people to understand the mystery.
However, in the present day, design as an
aesthetic endeavor should promote the
perception of beauty in a way that is accessible
to the general public, so that everyone can have
this ability to perceive beauty. And there is no
more direct and effective way to do this than to
engage with it, to put yourself in the context of
the time in which the work was created.

Take the example of the Narcissus
Qingxiang fragrance, a cultural and creative
product launched by the Suzhou Museum
(fig. 3). The 'elegance’ of the traditional Chinese
literati is often obscure and difficult to
understand. Therefore, by using natural jade as
the base and the Narcissus in the painting in the
collection as the imagery, the designer has made
the concept of elegance more tangible and
approachable by allowing the user to become
the character of a literary scholar himself. The
user can manipulate the flowers and plants like a
literary scholar and savor the aesthetic ideas of
the design of bonsai and stones in The Book of
Longevity. At the same time, the literary product
creates a realm of flux by creating a specific
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scent. "It is a structure of experience beyond the
sense of smell, a whole-body way of aesthetic
experience" [10].

Through the lens of participatory narrative,
users no longer just watch the work, but become
part of it. They feel the connotations and
emotions of the work through first-hand
experience and participation, thus creating a
deeper connection with the work. This
participatory approach to design makes cultural
and creative products more engaging and
interactive, while also enabling viewers to better
understand and appreciate the value of culture
and art, bringing aesthetic pleasure into their
daily lives.

Shape, spirit, and meaning — a layered
narrative text. The museum's collection of
cultural objects and art treasures is a
manifestation of the ideology and culture of its
time, especially traditional craftworks that carry
the essence of national and contemporary
cultural thought in terms of shape, color, and
pattern. As a link between society's past and
present, museum artifacts are a vivid record of

the cultural history of mankind. Narrative
museum artifacts often reflect the cultural
connotations of religious beliefs, regional

cultures, and customs. The choice of narrative
text should not be confined to the shape of the
artwork, but should also dig deeper into the
stories behind the collection. For example, the
‘grape’ and 'bird, and flower motifs in the
Shaanxi History Museum's collection have a
meaning that goes far beyond the art form itself.
Behind them lies the exchange and transmission
of multi-ethnic cultures, as well as inter-regional
economic and trade exchanges. By using this as
the subject matter for the tabletop game, the
user can gain a deeper understanding of the
exoticism and aesthetics contained within.
Through a layered narrative text, the
products go beyond the appearance of the
artwork to convey cultural connotations. This
approach  stimulates the curiosity and
imagination of users, giving them a more
comprehensive understanding of the diversity
and depth of culture. At the same time, by
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combining historical stories with modern
experiences, cultural and creative products can
establish an emotional resonance with users,
allowing them to feel the continuity and vitality
of culture in the experience. Therefore, when

designing narrative cultural and creative
products, emphasis should be placed on
selecting representative and connotative

narrative texts to demonstrate the diversity and
richness of culture. This layered narrative not
only enhances the aesthetic experience of the
user but also promotes the transmission and
exchange of culture. By incorporating cultural
connotations into the product, the cultural
creation will become a vehicle to touch hearts
and provoke thoughts, allowing users to deeply
engage and perceive the charm of culture.

Virtual reality — a digital narrative device. In
the age of mechanical reproduction, the
aesthetic approach of the viewer has changed
dramatically. The "flow of sound and picture" is
a powerful, uninterrupted impact on the viewer,
as the content rushes in like a tidal wave,
shattering the calmness that wused to
characterize the silent observation of a work of
art. The audience is constantly moving from
‘wonder' to 'trembling' [12] as the senses are
continuously stimulated. With the continuous
development of digital technologies such as
motion capture, 3D scanning, and virtual reality,
the means of communication and presentation
of museum cultural and creative products have
become richer, broader, more diverse, and more
convenient.

As shown in Fig. 4, the calendar based on
augmented reality (AR) technology launched by
the National Palace Museum is an example of
this. By scanning the QR code attached to the
calendar, users can learn about the cultural
connotations of cultural relics and the aesthetics
of life in the Forbidden City in the form of
dynamic images and narration scenarios on their
mobile phones. In recent years, digital cultural
creation has become increasingly popular in the
cultural and museum industry thanks to the
development of virtual blockchain technology.
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Digital cultural creations break through the
limitations of time and space to achieve a fusion
of  visual, auditory, interactive, and
communication and also cater to the aesthetic
habits of younger consumer groups.

Digital narrative means have brought new
possibilities for the creation and dissemination
of cultural and creative products. Through digital
technology, museum artifacts can be presented
to audiences more vividly and interactively,
allowing them to experience them in an
immersive way. Virtual reality technology allows
visitors to immerse themselves in a virtual
museum space, interacting and experiencing the
artifacts. And digital communication channels,
such as social media and online platforms, allow
cultural and creative products to be more widely
distributed and reach a wider audience.

The development of digital narratives has
not only enriched the form of cultural and
creative products but also provided more
opportunities for audiences to engage and
interact. Audiences are no longer passive
receivers, but subjects who can interact, explore
and create cultural and creative products. This
participatory experience enables viewers to
understand and perceive cultural connotations
in greater depth, deepening their understanding
and emotional connection to heritage and art.

Using objects to express emotion — an
emotional narrative language. Museum art
collections often require a high level of expertise
to appreciate the essence of the art. This has led
to museum art being confined to a niche class,
making it difficult for museum art to enter the
lives of the general public. Nowadays, in the
aesthetic context of the aestheticization of
everyday life, it is particularly important to tell
the cultural stories behind the collections in a
narrative language that the public can
understand. In this way, boring inscriptions and
obscure masterpieces can be transformed into
creative products through modern design
language. In product design, the design
language of color, material, and shape is also the
narrative language of storytelling.
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Fig. 3. Suzhou Museum Cultural and Creative Product — Narcissus Fragrance Diffuser Ornament [11]:
a — enameled daffodil scent piece; b — packaging design for the elements
of Zhang Wu Zhi; ¢ — use of scenes illustrated

Fig. 4. The Palace Museum Creative Products — Palace Calendar, 2022 [13]:
a — Palace calendar; b — AR scanning method; c — AR stereoscopic imaging

Fig. 5. Suzhou Museum Cultural and Creative Product — Tang Yin Tea Bag [15]
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For their work on children's aesthetic
education, the designers have designed a fun
treasure-hunting research  storybook for
children. The colorful images and lively
cartoons on paper lead the children on an
unusual adventure and treasure hunt. It is
certainly a booklet that draws on the booklet to
express the feelings of children.

The designer realizes the aesthetic value
of the product through the language of the
design narrative. The aesthetic value of a
product can be considered as an intangible
attribute of a product with a certain utilitarian
nature under certain conditions with the
material as the carrier to meet the aesthetic
needs of consumers as the main purpose [14].
In design, the beauty of the atmosphere to be
expressed by the product needs to be realized
based on physical constructs. The core of the
narrative in product design includes the
concept, the choice of materials, and the
understanding of shape, color, and light, but
also involves the perception of the natural
environment and the care of human activity, as
well as a review of culture. The atmosphere is
diffuse and emotional. Interesting and vivid
narrative language can evoke emotional
resonance in the user, as in Figure 4.2, which
shows the design of a ‘'Tang Yin bubble' tea bag
for the Suzhou Museum. The designer uses this
to focus on the current situation and mental
state of the 'working man' and creates a
cartoon image with the storybook 'A Short
Biography of Tang Bohu' to provide some spice
to the life of the 'working man'. Instead of
focusing on the objects, the design focuses on
the human emotions that the objects contain
and uses an emotional narrative language to
relay the aesthetic meaning of traditional
culture, to emote and beautify people.

Conclusions. "Atmosphere' is a new turn
in contemporary aesthetics, with its multiple
characteristics of presence, diffusion,
uncertainty, and immersion. As an important
way of creating atmosphere, narrative design
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can transform objects into events, and through
the use of a unique design narrative language
and means, the objects can display their unique
charm. From the perspective of atmospheric
aesthetics, the construction of narrative
strategies for museum cultural and creative
products helps to explore the cultural and
aesthetic value of museum collections and is
also important for the promotion of aesthetic
education in museums and the popularisation
of museum aesthetics. In addition, the cross-
cultural qualities of atmospheric aesthetics are
also important for the development of regional
cultural dissemination and cultural diversity.

By exploring in-depth aspects of museum
cultural and creative products, such as the
meaning of form and spirit, real and imaginary,
borrowing things to express emotions and the
emotional narrative language, we can better
understand the importance and value of
museum cultural and creative products in
contemporary  society. These  narrative
strategies not only enable people to better
understand and appreciate the cultural
connotations of cultural relics but also bring
museums closer to the public and promote
cultural heritage and aesthetic education. As
technology advances and aesthetic perceptions
change, we look forward to seeing more
innovative narrative approaches and tools
emerge, so that museum cultural and creative
products can continue to play their unique
charm and role in an evolving era.

Through the above discussion, the author
proposes that, under the perspective of
atmosphere aesthetics, four narrative design
strategies, namely, "being there — participatory

narrative perspective”, "shape, spirit and
meaning — hierarchical narrative text", "virtual
and real - digital narrative means", and
"borrowing things to express feelings -

emotional narrative language", can create an
atmosphere and explore the aesthetic value of
the museum's cultural and creative products.
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'Kuiscokuli HayioHanbHUl yHisBepcumem mexHosoe2il ma dusaliHy, Kuig, YkpaiHa
2llenbcilicokuli yHigepcumem Hayku i mexHosoeid, CiaHe, Kumadi

AOCNIAXKEHHA MY3EMHOTIO KY/IbTYPHO-KPEATUBHOTIO MPOAYKTY 3 TOUYKU
30PY HAPATUBHOIO AN3ANHY TA ATMOC®EPHOI ECTETUKMN

Mema OocniOxeHHA noJas2de 8 po3KpuMmMi ecmemuyHol YIHHOCMI My3elHUX Ky/JbmypHUX i
KpeamusHuUx npodykmig [ aHai3i NpUHYUNi8 cmeopeHHs ammocgpepu My3ero Yepes HapamugHuti u3aliH 3
mouku 30py ecmemuku ammocgepu 3ad/is 3a0080/IbHUMUEHHA ecmemuyHiux nompeb sidsidysayis My3eis
[ cnpuAmMUHHA NodasbwWoMy po3eumKy My3eliHoi ocgimu.

Memodonoezia O0ocniOxeHHs € MDKOUCYUNAIHAPHOK, WO NpuliMae ammocgepHy ecmemuky K
JociOHUYbKY nepcnekmugy ma NoedHye 027180 Aimepamypu ma eMmnipuydHi 0ocaioxeHHs 014 demasibHO20
p0o32/150y memul.

Pesynomamu. [ocnioxeHHs 3abesnedyye KOMNJAeKCHUU aHAGA3 HApamusHuUx eseMeHmis i
Xxapakmepucmuk My3eUHUX KyJbmypHUX [ meopyux npodykmis, nponoHye nioxodu 00 HApamueHo20
ousaliHy ma sucsimJ/itoe eemMeHmu, Memodu ma cmpameaii HapamugHo20 OU3aliHy.

Haykoea Hoeu3sHa. Y OocnidxeHHI cmpamezis HapamMueHo2o Ou3aliHy My3elHuX Ky/lbMmypHUX i
KpeamugHuUx npodykmie 062080pHEMbLCS 3 MOYKU 30py AMMOCepHOi ecmemuku, a makox nobydoeaHa
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MODERN TRENDS IN INTELLIGENT CHATBOT

DIGITAL VISUAL IMAGE

Purpose. Study the digital visual image of intelligent chatbots as a sample, analyze the design trends of
the digital image of chatbots and direct the design practice to improve user interaction.

Methodology. In the study, the method of combining literature review and empirical research is
adopted. Through the analysis of existing research literature and the collection and analysis of existing design
cases, the trend of digital visual image design style of intelligent chatbots is discussed.

Results. Design options for digital visual images of chatbots were analyzed, and their comparative
classification was created. Based on the study of the directions of evolution of the design of the digital image
of the intelligent chatbot, the main types of stylistic solutions have been determined — from traditional to
abstract/anthropomorphic.

Scientific novelty. The research aims to explore the latest trends and innovative design ideas in digital
image design to meet the needs of users and the challenges of technological progress, create unique and
attractive images of intelligent chatbots for users, and realize a new human-computer interaction experience.

Practical significance. The results provide guidance and suggestions for innovative design of digital
visuals for chatbots aimed at creating more attractive, friendly and effective digital images, as well as increasing
the practical value of the application and user satisfaction of chatbots.

Keywords: design; digital image; human-computer interaction; visual design; intelligent chatbot.

Introduction. In recent years, the rapid intelligent chatbots and their practical
development of artificial intelligence (Al) and applications in various fields.
natural language processing (NLP) Analysis of previous research. The use
technologies has led to the widespread use of of chatbots has gained significant attention in
intelligent chatbots. Designed to interact with  recent years, with researchers exploring various
users via text or voice, these chatbots have aspects related to user perception and design
become integral to a variety of industries considerations [1]. Mohit Jain et al. [2]
including customer service, healthcare, and conducted a study investigating users'
education. As chatbots continue to grow, there interactions with chatbots on the Facebook
is a growing awareness of the importance of Messenger platform, highlighting the need for
their visual presence — the digital avatar. The further investigation into user perception and
digital visual image of a chatbot is its visual factors that contribute to a positive attitude
avatar, representing its personality and towards this emerging technology.
facilitating human-machine interaction. Digital The authors [3] approached chatbot
visual identity design plays a vital role in design from a social relationship perspective,
shaping the user's perception, attitude, and specifically targeting younger consumers. Their
experience during an interaction. The purpose study utilized a factorial design to examine the
of this study is to deeply study the field of the effects of visual cues (avatar presence vs.
digital visual image design of intelligent absence) and interaction styles (social-oriented
chatbots, explore the latest style trends and vs. task-oriented) on social presence and its
innovative design ideas of digital image design, impact on millennials' perceived enjoyment,
and improve the effectiveness and user trust, and attitude towards chatbots. To
acceptance of chatbot technology. Ultimately, evaluate the effectiveness of chatbots in
this research helps advance the design of specific contexts, Hohn and Bongard-Blanchy
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proposed a heuristic evaluation framework for
COVID-19 chatbots [4]. Based on Nielsen's
heuristics, they adapted the framework to 1
suit the conversational interface context,

facilitating the evaluation of chatbot
performance.

Choi et al. developed ProtoChat, a
prototype system that supports iterative

conversation design [5]. This system allows
designers to prototype conversations, test
them with the crowd, and analyze the
crowdsourced conversation data, enabling an
iterative design process. Considering the
impact of sensory experiences on user
interaction, Lee explored the integration of
olfactory senses in the design of smart devices
to create emotional experiences [6]. By
incorporating the olfactory sense, designers can
enhance the user-device relationship. Khurana
et al. implemented two chatbots, ChatrEx-VINC
and ChatrEx-VST, for complex spreadsheet
tasks [7]. Their comparative observational study
demonstrated that both chatbots improved
users' understanding of breakdown reasons
and enhanced perceptions of usefulness,
transparency, and trust.

The authors [8] investigated the use of
chatbots to enhance hazard awareness in the
construction industry using an artificial
intelligence-based eye-tracking tool. Their
research focused on the unique challenges
posed by chatbot development and the
importance of studying human-Al interaction
and its impact on user experience. Silva and
Canedo aimed to uncover chatbot
conversational practices and their impact on
users, with the goal of developing a web guide
to support designers in creating effective
chatbot  conversations [9].  Additionally,
scientists [10] assessed the usability and
credibility of a web-based chatbot called Vira
among young adults and health workers in the
United States. Their study focused on
evaluating the effectiveness of the chatbot,
which was developed by the Johns Hopkins
Bloomberg School of Public Health and IBM
Research using natural language processing
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technology. These studies, along with
influential work by Durak, contribute to the
understanding of chatbot design, user
perception, and the impact of chatbots on
various industries and user experiences [11].
Further research in this area is essential to
advance the field of human-Al interaction and
improve the design and implementation of
chatbot technologies.

The research and design of intelligent
chatbots cover different aspects of chatbot
design and applications. The technical terms
involved in the above research include social
relationship perspective, visual cues, task
orientation, social orientation, heuristic
evaluation, prototyping systems, sensory
design, artificial intelligence, eye tracking,
natural language processing, etc. [12]. These
technical terms are all key concepts and tools
related to chatbot design and development.
Cicco explores the impact of the
anthropomorphic design of digital avatars on
the user experience of chatbots. Using a
factorial design approach, the study examines
the impact of visual cues (presence or absence
of a digital presence) and interaction style
(social-oriented versus task-oriented) on social
presence and how this enhances millennials '
perceived enjoyment, trust in chatbots, and
attitude [3]. Cicco only explored the impact of
the anthropomorphic design of digital avatars
on millennials, but did not study other types of
digital avatars. Also, the study only used one
chatbot platform (Facebook Messenger) and
did not explore whether the effect was the same
on other platforms. This paper [13] mainly
studies the digital visual image of intelligent
chatbots on different platforms, summarizes
the style trends of design, and provides useful
guidance and suggestions for designers when
designing innovative practices, at the same
time improves user satisfaction, user
acceptance, and the actuality of chatbots.

Statement of the problem. Design trend
forecasting analysis is an oriented research
activity, which can see the market dynamics,
and at the same time find the design
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development direction and obtain new
innovative design opportunities. However, the
exploration of design style trends in the field of
visual image design of intelligent chatbots is
not perfect. Therefore, this study takes the
digital visual image of intelligent chatbots as
the research object and summarizes the design
style trend of digital images of chatbots
through the collection and analysis of existing
design cases. , guiding design practices to
improve their user experience and acceptance.

The results of the research and their
discussion. With the rapid development of
machine learning, artificial intelligence, natural
language processing, and other technologies in
the computer field, various forms of chatbots
have emerged [4]. Machine learning provides a
new information retrieval method and
development framework for the development
of chatbots, and gradually realizes intelligent
and personalized functions. There are two main
types of intelligent chatbots, one is physical
chatbots; the other is system-embedded
conversational software, such as OpenAl's
ChatGPT, Amazon's Echo and Alexa, Apple’s Siri,
Microsoft's Cortana, and China Momentum
Zhengsheng's Xiaomi's Xiao Ai, Huawei’s Xiaoyi,
and a series of chatbot applications developed
by large service platform providers.

In recent years, to bring people a better
user experience, the visual digital image design
style of intelligent chatbots has changed from
mechanization to anthropomorphism, and
more and more attention has been paid to
interactive design. For example, digital avatars
can communicate more vividly and intuitively
with users through animation effects, sound
and tactile feedback, and enhance users' sense
of participation and experience. The early
digital image design of intelligent chatbots
tended to be more mechanical and machine-
like, emphasizing its technical characteristics.
However, with the further development of
human-computer interaction, designers began
to incorporate more interactive elements into
digital images. Take Apple's Siri as an example.
When Siri appeared in 2011, it was a simple
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microphone shape. It was composed of two-
dimensional rectangular shapes with a relatively
single-color composition, which was very
similar to Apple's design concept at that time.
In 2013, Apple updated Siri's digital visual
identity. The shape of the updated Siri has
changed from a simple microphone icon to a
changing wavy stripe, and the color has
changed to a combination of red, green, and
blue gradients. This change makes Siri more
technological than the simple icon shape, and it
is more in line with the connotation of artificial
intelligence. In 2016, the visual image of Siri
evolved from the transformation of lines to the
change of surfaces, and the red, green, and blue
gradient color blocks can change with the
sound. This change not only makes the visual
sense more refined, but also makes the display
more cool and improves the user's trust (Fig. 1).

In addition, with the continuous
advancement of technology, the functions of
intelligent chatbots are becoming more and
more powerful, so the design of digital visual
images also needs to take more into account
the user's usage scenarios and needs [14]. At
the same time, digital visual image design also
needs to take into account factors such as the
user's aesthetic taste and cultural background,
to better meet the needs of users. Digital visual
images not only start to have human
appearance characteristics, but also show
emotional expressions and body movements,
making chatbots more human and easier to
establish emotional connections with users.
Digital visual images can have a more friendly
and intimate appearance, and at the same time
pay more attention to the expression of
emotion and tone in the communication
process, to better meet the needs of users [15].

The visual image design styles of
intelligent chatbots can be divided into three
categories: traditional images, abstract images,
and anthropomorphic images. Traditional
image: The digital image design of traditional
intelligent chatbots is usually mechanical and
indifferent, similar to the appearance of a
chatbot or computer (Fig. 2). This design style
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mainly emphasizes the functionality and
practicality of the chatbot, rather than the
emotional communication with the user. In the
traditional design, the appearance of the
chatbot may adopt tough lines and geometric
shapes, showing a sense of technology and the
future. Common elements include metal
casings, mechanical structures, light indicators,
etc. The purpose of this design style is to
emphasize the intelligence and technicality of
the chatbot, so that users can focus more on the
chatbot's functions and tasks when interacting
with the chatbot. The advantage of the
traditional design lies in its simple and clear
appearance and intuitive function display. This
design style is suitable for many scenarios, such

as customer service chatbots, self-service
terminals, industrial chatbots, etc. Their
appearance design usually matches the

function and usage environment of the
equipment to provide an efficient operating
experience. However, conventional designs also
have some limitations. Due to its mechanized
and indifferent appearance, it may lack
humanity and affinity, and it is difficult to
establish an emotional connection and user
identification. However, although there are
certain limitations in emotional communication,
the traditional design has certain advantages in
providing a concise and clear operating
experience and meeting the needs of specific

scenarios.

—

e

Iphone Iphone Iphone
ios Siri 2011 ios Siri 2013 ios Siri 2016

Fig. 1. Design changes of Siri's digital visual image from 2011 to 2016

Iphone
10s Siri 2011

Voice assistant

Google
Google now

Fig. 2. Traditional images

Iphone
10s Siri 2016

HUAWEI
Celia

Samsung
Bixby

y

Fig. 3. Abstract images
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Abstract image: The digital visual image
design of an abstract intelligent chatbot usually
adopts some abstract graphics, symbols, or
patterns, and adds some dynamic special effects
to express the functions or characteristics of the
chatbot while increasing the vividness and
interest of the visual image (Fig. 3). This design
style mainly emphasizes the simplicity and easy
identification of digital visual images, making it
easier for users to understand and use chatbots,
and more willing to interact with digital images,
thereby improving user participation and
experience, and leaving a deep impression on
users. The design style of abstract digital images
emphasizes the functions or characteristics of
digital visual images and pays more attention to
the expression and communication of digital
visual images, rather than the emotional
communication with users [16]. At the same
time, abstract digital visual images make also
easier to carry out brand marketing, making it
easier for users to remember brands and
chatbots. Therefore, abstract digital images are
suitable for those scenes that pay more attention
to practicality and functionality.

Anthropomorphic image: The digital visual
image design style of an anthropomorphic
intelligent chat chatbot mainly emphasizes the
emotional communication and interaction
between the digital image and the user, making
it easier for the user to have a sense of intimacy
and trust (Fig. 4). In some cases, users may be

more inclined to interact with an
anthropomorphic  chatbot  because  an
anthropomorphic design can better meet

human emotional needs and expectations for
social interaction. This design style usually
adopts human-like appearance and
characteristics, such as facial expressions, body
language, etc., to simulate the way humans
communicate with each other. The design style
of anthropomorphic digital visual images can
make it easier for users to communicate and
interact emotionally with digital images, thereby
improving user satisfaction and loyalty. In
addition, anthropomorphic digital images can
also enhance brand image and brand
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recognition, making it easier for users to
remember and follow the brand. However, the
design style of the anthropomorphic digital
image also has some disadvantages, such as
relatively difficult design and relatively high cost.
Therefore, when choosing a digital visual image
design style, it is necessary to comprehensively
consider various factors and choose the design
style that is most suitable for your brand and
users [17].

From the perspective of a time dimension,
these three types of designs follow the evolution
path of “traditional type abstract
type/anthropomorphic type" (Fig. 5). Combining
the evolution path of design style types and the
advantages and disadvantages of types, it can be
seen that the design of the digital visual image
of intelligent chatbots in the industry is paying
more and more attention to the expression of
brand personality, the concept of Al, and the
humanities of technological products. Caring
and emotional experience, which also reflects
the transition process from traditional
mechanical command design to modern
artificial intelligence emotional design.

Conclusions. Intelligent chatbots have
become an important part of the modern
human-computer interaction field. They not only
play a key role in business and personal life, but
also provide strong support in education, health
care, and other fields. In this rapidly developing
field, the digital visual image design style of
intelligent chatbots has undergone significant
evolution, from traditional images to abstract
and anthropomorphic images. This change has
had a profound impact on the human-computer
interaction experience. In the past, most
chatbots were perceived as robotic and cold.
Their appearance is usually abstract, focusing
more on functionality and practicality. This
traditional image emphasizes the technical
characteristics of robots but has certain
limitations in terms of emotional communication
and user participation. It is often difficult for
users to establish emotional connections and
the interactive experience is relatively weak.
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However, with the continuous
development of the field of human-computer
interaction, the digital image design of
intelligent chat robots has gradually shifted
towards abstract and anthropomorphic images.
A key reason for this trend is to improve user
experience. By injecting more anthropomorphic
design elements into digital images, designers
are trying to shorten the distance between
humans and machines and enhance the
emotional connection with users. The design of
the abstract image is more simple and easy to
understand, making it easier for users to
interact with the robot, thereby improving user
engagement and user experience.

Significant progress has been made in the
design of anthropomorphic figures. Now, the
digital avatars of some chatbots not only have
human appearance characteristics but also
display emotional expressions and body
movements, making the robots more human-
like. This design style can make it easier for
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" Werocilicokuli yHisepcumem Hayku i mexHosoeil, CiaHs, Kumati
2 Kuiscokuli HayioHanbHUl yHisepcumem mexHosoeili ma dusaliHy, Kuig, YkpaiHa

CYYACHI TEHAEHLLIT PO3BUTKY LLU®POBOIO BI3YA/IbHOIO 306PAXKEHHA
IHTENIEKTYAJIbHOIO YAT-BOTY

Mema: susyumu yugpose 8i3yasnbHe 3006paxKeHHs (HMeAeKmMyanbHo20 4am-6omy SK 3pasok,
npoaHanizysamu meHOeHyil du3aliHy yugposozo 306paxeHHs 4Yam-6omy ma ckepysamu npakmuky
NpOEKMYBAHHS HA NOKPAWeHHA 83aEMO0Ii 3 Kopucmysa4qem.

Memodonoezia. Y OJocnidxeHHi 8UKOpUCMAHO MemoO NOEOHAHHA 02a80y JAimepamypu ma
eMnipu4yHo2o O00CiOXeHHs. 3asdaku aHanizy icHyro4ol docniOHUYybkol nimepamypu ma 36opy [ aHanisy
[CHyrO4UX NpOEKMHUX 8unadkie 0bzosoproromecs meHOeHYil du3aliHy yugposux 8i3ydsbHUX 306paxkeHb

[HmenekmyaneHUXx Yam-6omis.

Pe3ynemamu. poaHanizosaHo sapiaHmu 0u3aliHy yugposux 8i3yanbHux 306paxeHbs yam-6omis,
CMBopeHo ix nopisHANbHY kaacugikayito. Ha ocHosi sus4eHHA Hanpsamkie egosroyii dusalHy yugposoeo
306paxeHHs iHMesekmMyadaeHo20 4am-60my BU3HAYeHO OCHOBHI MunNu CMUILOBUX piuleHb — 8i0
mpaduyiliHozo 0o abcmpakmHo20/aHMponomMopgpHozo.

Haykoea HoeuzHa. [JocnidxeHHs cnpaMosaHe Ha 8UBYEHHS OCMAHHIX meHOeHYil ma iHHoeayiliHux
dusaliHepcbkux (Qeli y OusaliHi yugposux 306paxeHs, ujob 3adososbHUMU hompebu kopucmysadie i
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BUK/IUKU MEXHOJI02{4HO20 Npozpecy, Cmeopumu yHikaabHi ma npusabausi 306paxeHHsA IHmMesaekmyaabHUxX
yam-6omis 05 Kopucmysaduie [ peanizysamu Hoguli 0ocgid 83aeMo0ii IHOOUHU 3 KOMN FOMEpPOM.

lMpakmu4Ha 3Ha4dywjicme. Pe3ysiemamu micmame npono3uyil wjodo (HHosayiliHo2o Ou3aliHy
yugposux 8i3yasbHUx 306paxeHs Yam-bomis, HanpasaeHi Ha cMe8opeHHs bilbw npusabausux, OpyXXHix ma
epekmusHUX Yughposux 306paxeHb, d MAKOX HA nid8UWeHHS NPAaKMuU4YHoOI YiHHOCMI 3aCmMocy8aHHs ma
3adososieHicmb Kopucmysadyie Yam-bomamu.

Kmrouoei cnoea: dusaliH; yugpose 306paxeHHs; 83aeModisa 1H0OUHA-KoMN tomep; 8i3yanbHuli OusaliH;
{HmenekmyaneHuUl 4am-6om.
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0272202334 DESIGN OF CULTURAL AND CREATIVE PRODUCTS IN ANKANG

REGION FROM THE PERSPECTIVE OF REGIONAL CULTURE

The purpose of this study is to develop design for cultural and creative products based on the regional
culture of each district and county in Ankang City, Shaanxi Province, China.

Methodology. This study utilizes an interdisciplinary research method. The theory of translation in
linguistics and the three-layer structure of cultural attributes are integrated into the design of regional cultural
and creative products, and the material, spiritual, and behavioral elements of local culture are translated into
the form, semantics, and function of cultural and creative products, respectively. By using this method, various
local cultural elements are mined and integrated into product design to increase the sense of cultural identity.

Results. Based on the research status of regional material or immaterial culture and the current
situation of local development in Ankang, Shaanxi Province, we explore the practical significance and value of
integrating regional cultural elements into cultural and creative products, introduce design translation theory
and cultural triple structure, use the local cultural characteristics of Ankang to enhance the added value of
cultural and creative products, strengthen the cultural identity of tourists, and help the heritage and
development of Ankang regional culture in the era.

Scientific novelty. In this study, we adopt the transliteration theory to analyze the regional cultural
elements from multiple perspectives and present them through visual forms. It has been proved that the
translation theory can highlight the regional characteristics of cultural and creative product design from
multiple dimensions.

Practical significance. Transcreation theory combined with cultural triple architecture can be used in
the development of cultural and creative products in other regions, thus establishing a more complete regional
culture discovery and presentation as an important tool. Second, by developing cultural and creative products
in the Ankang region, the local city image can be established and the development of related tourism industries
can be promoted.

Keywords: design of cultural and creative products; transcreation theory; graphic design; product
design; an illustration; a keychain; cultural triple architecture; Ankang region.

Introduction. The design of cultural and the cultural and creative product design in
creative products is a complex cross-discipline, Ankang region of Shaanxi is still in its initial
and its process involves the integration of stage, and most of its research is on superficial
material and immaterial cultures. The cultural external aesthetics, showing the serious
and creative products of nine counties and one  phenomenon of aesthetic homogeneity and the
district in Ankang, which have been developed lack of regional characteristics. The art
in various forms such as innovation of local characteristics of southern Shanxi carried by the
characteristics culture, reflect to some extent Qinba region are not reflected. This paper
the changes, inheritance and development of attempts to translate the innovative design of
the regional folk customs and humanistic style  Ankang cultural and creative products in
in southern Shaanxi. It is a representation of material, spiritual and behavioral aspects from
regional traditional culture, and also reflects the  the perspective of regional culture, and design
humanistic framework from the inside out, such  a set of cultural and creative products that can
as material life, aesthetic consciousness, and reflect the regional cultural characteristics of
political system [2]. Ankang, with a view to providing useful

Despite the good trend of regional reference for the innovative development of
cultural and creative industries in recent years, cultural and creative products in other regions.
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Analysis of previous researches. The
study of regional culture is the source of the
intrinsic value of cultural and creative products
and the embodiment of their spiritual core, so a
deep understanding of the unique local culture
is required at the beginning of design activities.
Regional culture is an open system that flows in
the past, modernity and future of a specific
region, and it is also the internal driving force
and source of wisdom for regional historical
development and cultural innovation [7].

S.Z. Lin et al. [5] abstractly analyzed the
semantic elements available in regional culture
in conjunction with product semantics,
classified their attributes for the abstract
cultural elements in regional culture, and
established the semantic element base of
regional culture.

L. Zhang et al. [12] discuss the concept,
form and nature of cultural and creative
products from the perspective of the
relationship between regional culture and
cultural and creative product design, and
elaborate the application of regional culture in
cultural and creative product design to provide
strategies for regional cultural and creative
product design and an effective path for the
long-term development of regional culture.

K. Zhang et al. [11] systematically studied
Yuanjia Village from the perspective of the
"authenticity” of regional culture, focusing on
the connotation of regional culture, and
analyzed the problems of optimizing the
expression of regional culture in landscape
design from the perspectives of appropriate
spatial  scale, integration of  spatial
environmental resources, and overall rural
cultural expression atmosphere. The above
research on regional culture from different
scales and directions provides a certain
reference value for the application of
translation theory in this paper.

In terms of research on cultural and
creative products, the current process of
cultural and creative product design that has
formed a consensus in the academic
community and is often used can be
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summarized as refining cultural characteristics,
positioning design concepts, and developing
product design [1], while scholars are still
actively exploring design paradigms for
regional cultural and creative products.

Y. X. Wang [10] elaborates specific and
feasible strategies for cultural and creative
product design from the perspectives of
environmental protection, intensification and
sustainable development, which provides
theoretical support for scholars and designers
engaged in research on cultural and creative
product design to develop more cultural and
creative products with cultural color.

X.Wang et al. [9] used a hierarchical
analysis process to analyze user needs and
applied the results to product design practices
to design Cantonese language creation
products that better meet visitors' needs.
Y.).Lee [4] explores the unique cultural
elements of remote areas to develop cultural
and creative products that fit the local cultural
image in terms of culture, creativity, art and
function.

Studies on the design and development
of cultural and creative products in Ankang,
Shaanxi Province, are relatively few and mostly
focused on specific categories. X. W. He [3]
took Ankang city gift design as an example,
through research and interview, selected the
"gilt copper silkworm" as the core element of
the «city's regional cultural "IP"; using
association, reconstruction and other stylistic
design techniques, transformed it into a model
that fits the characteristics of plush toys, and
implanted it in the form of folk embroidery. The
design was transformed into a shape that fits
the characteristics of the plush toy by using
association and reconstruction, and implanted
in the form of folk embroidery to give it a
unique regional cultural connotation and
formal beauty.

X. C. Li et al. [6] analyzed the advantages
and disadvantages of the plush toy industry in
Ankang, and finally  discussed  the
countermeasures and suggestions for the high-
quality development of the toy industry.
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However, in the existing research on
Ankang cultural and creative products, most of
them are applied to a certain industrial
manufacturing field from the perspectives of
industry and history, while the innovative design
research and regional expression of Ankang
cultural and creative products are still in the
exploratory stage when local art is popularized
and commercialized, and more scholars and
designers are needed to conduct more in-depth
thinking and research. Therefore, when
combining regional culture with Ankang cultural
and creative products, we should start from the
perspective of creative transformation of
regional symbols and cultural connotation
excavation, highlighting the unique regional
temperament image, so as to greatly enhance
the cultural confidence of traditional national art.

Statement of the problem. This study
focuses on the respective regional cultures of
nine counties and one district in Ankang City,
Shaanxi Province, and combines the three levels
of form, semantics and function in the theory of
cultural translation, and through research,
translates the local cultures of ten administrative
regions in Ankang into the above three levels,
and finally forms ten specific visual images,
which are used in the design of tourism cultural
and creative products.

Results of the research. The regional
cultural characteristics of different parts of
Ankang were translated to form the results of
three levels: material, behavioral and spiritual,
and used in the design of the tourism cultural
and the creative keychain.

Ankang is located south of the Qinling
Mountains in China, and the Han River, the
longest tributary of the Yangtze River, passes
through the city. Together with the local
mountainous geographical environment divides
Ankang into ten administrative regions, each of
which  has  developed unique natural
geographical  environment and  cultural
characteristics. The innovative design of cultural
and creative products in Ankang region has both
theoretical and practical implications:
theoretically, in the context of Chinese culture,
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supporting and developing the culture of
southern Shaanxi can improve the cultural and
creative industry system of Shaanxi Province,
thus shaping the unique humanistic spirit of
Shaanxi; practically, developing relevant cultural
and creative products can promote the product
transformation of cultural elements, thus
increasing the added value of regional cultural
products in southern Shaanxi.

The term “transliteration” in linguistics
refers to the act of translation with the help of
mediated texts. In previous research on the
design of cultural and creative products, the
concept of "transliteration" has been extended
to the innovative act of transforming cultural
elements into culturally specific product
elements through design language [8]. In
addition, according to Donald A. Norman's
three-level theory of design [13], the elements of
Cantonese opera cultural and creative products
can be divided into three aspects: form,
semantics, and function. In summary, the
following three levels corresponding to the
product and culture are introduced: form
translation at the material level, semantic
translation at the spiritual level, and functional
translation at the behavioral level. The
corresponding relationships are shown in Fig. 1
(drawn by the author).

The material aspects of Ankang cultural
elements are mainly composed of obvious
physical elements such as landscape, city layout,
famous monuments, Chinese opera, dragon
boat, tea, food, etc.; designers need to translate
these elements with the most southern Shaanxi
characteristics into the formal elements of
product carriers, i.e. shape, pattern, material, etc.
through color extraction, pattern reconstruction
and shape innovation, so that consumers can
intuitively perceive the regional cultural
characteristics of Ankang when consuming and
enjoying the cultural and creative products. In
this way, consumers can intuitively perceive the
regional cultural characteristics of Ankang in the
consumption and appreciation of cultural and
creative products. Tab.1 shows the introduction
of some material culture in Ankang area.
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Ankang
Cultural
and
Creative

Products

Performance
—» Form < Matter |j=t
Translate
Shape, Color Tea, Dragon Boat
Pattern, Material Herbs, Construction
Ankang
Performance
—— Semantics > Spirituality e Cultural
Translate |
Pleasure, Comfort, Openness, Hard work, Elements
Coziness, Yearning Simplicity, Sincerity
Performance
——» Function < Behavior fa—
Translate
. . Tea Picking, Dragon
G'HE'DEE:;TS' Travel Boat Racing, Qin
Opera, Rafting ... ...

Fig. 1. Three levels of transliteration of Ankang cultural and creative products

Table 1

Introduction of some material culture in Ankang area

No.

Region

Image

Introduction Description

Hanbin
District

The Ankang dragon boat is a wooden boat in the shape of
a dragon. The dragon boat is light and handy, decorated
with a raised dragon head at the front and a dragon tail at
the back end, and the sides of the boat are decorated with
scale patterns or water wave patterns, which has a unique
flavor.

Ziyang
County

Ziyang, Shaanxi Province, has many mountains and water,
and is rich in products, of which Ziyang tea is one of the
most well-known. Ziyang produced tea in the Upper
Gubernia period, tea trade appeared in the Western Han
Dynasty, Shannan tea was listed as a tribute in the Tang
Dynasty, and tea was exchanged for horses in the Song and
Ming Dynasties.

Zhenping
County

Lanyang
County

Zhenping bacon curing technique is listed in the fourth
batch of intangible cultural heritage in Shaanxi Province.
The color of bacon is bright red, the meat is firm and elastic,
fat and lean, and the cooked meat is strong and has a rich
and mellow original taste of pork.

Taiji City is located in the urban area of Xunyang City,
Shaanxi Province. From a distance, the city overlooks the
urban area of Xunyang City, Shaanxi Province, showing a
typical Taiji Bagua pattern, with yin and yang circling back
and forth, so it is called "Taiji City".

Ningshan
County

Through the storms of the NingShan County City God
Temple, surviving the robbery, is a very few ancient
buildings intact in southern Shaanxi, and was listed as a key
cultural relics protection unit by the Shaanxi Provincial
People's Government in 2003.
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Ankang culture is based in southern
Shaanxi, but also looks at the world, gradually
forming the spiritual layer of cultural elements
that are inclusive and open, active and
innovative, and coherent, allowing culture and
art to remain vigorous in the changing needs of
the times and audience preferences. The
translation of the spiritual layer can be done by
constructing a reasonable perception logic in the
cultural elements and product carriers, so as to
convey the regional cultural connotation in the
consumers' perception of product semantics.
The spiritual dimension of Ankang culture
includes openness, advancement, hard work,
simplicity, etc. Table 2 shows the introduction of
some spiritual cultures in Ankang region.

The design translation of Ankang cultural
behavior level should not only explore the

traditional behavior elements of Ankang, but
also organically integrate with contemporary
values, and actively reshape consumers'
cognition of Shaananxi culture, make the
products achieve a balance of practicality and
aesthetics, stimulate consumers' experience and
desire to buy, and make consumers feel pleasure
and satisfaction in the process of using, playing
and tasting, so as to build a sense of Ankang
regional cultural attributes This will create a
sense of pleasure and satisfaction in the process
of using, playing and tasting, so as to build a
perception of the cultural attributes of Ankang
region and promote the unity of knowledge and
action in cognition and dissemination of culture.
Table 3 shows the introduction of some
behavioral cultures in Ankang area.

Table 2

Introduction of some spiritual cultures in Ankang region

No. Region

Image

Introduction Description

Hanbin
District

Pingli
County

Hanyin
County

Ziyang
County

Han tune second reed is the second largest drama genre in
Shaanxi, popular in Ankang and parts of Hanzhong in
Shaanxi, and is a typical representative of Ankang regional
culture and one of the national intangible cultural heritage.

Nuwa mending the sky is an ancient Chinese legend.
According to legend, a big hole was broken in the sky in
ancient times, heavy rain fell in the sky, and the people were
not happy, and Nuwa blocked the hole in the sky with five-
color divine stones in Pingli County, saving the people.

The "Three Shens" are the three brothers Shen Shiyuan, Shen
Yinmo and Shen Jianshi, who are determined to study hard
and become pioneers of China's "May Fourth" new cultural
movement and internationally renowned cultural masters.

Ziyang County is named after the real people of Ziyang.
Ziyang Zhenren was formerly known as Zhang Boduan,
nicknamed Ziyang. Zhang Boduan was a master of the
Neidan School of the Northern Song Dynasty and believed in
Quanzhen Religion. He advocated taking Neidan as the way
to cultivate immortals, and "dual cultivation of life and life"
as the main purpose of internal refining.

The core of the translation of Ankang

southern Shaanxi from the outside to the inside

cultural and creative product design is based on
three levels: material, spiritual and behavioral,
and the innovative design process of spiritual
imagery that applies the regional culture of
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of the product in a natural and realistic way. In
order to realize the design translation of Ankang
tourism cultural and creative products into the
culture of southern Shaanxi, designers need not
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only to break through the original design
thinking of attaching the regional cultural
elements to the product carrier, but also need to
grasp the innovation and development of local
culture in the rapid change of the times, so that
the innovative design of cultural and creative
products is closely related to the original root of
regional culture. Therefore, the following design
strategies are proposed to address the problems
of Ankang tourism cultural and creative products
in terms of functional form, regional identity and
innovation, and to provide reference for future
innovative design development of Ankang
cultural and creative products from the unique
cultural symbols of each county in Ankang. The
practical aspect of this cultural creation is to

design a set of tourist souvenir keychain for
Ankang area.

The special regional cultural symbols of
Ankang Hanbin District are Han River, dragon
boat race and Han tune two reeds (Han opera),
which are designed from the elements of sports
modeling and color matching in type, spirit and
behavior, respectively, through the laws of
graphics and color composition. The theme
element is named "Pearl of Qinba", and the
design of the keychain highlights the elements
of dragon boat racing and Han opera, and
reflects the traditional opera and the spirit of
striving for advancement in dragon boat racing
through the colors and movements and
expressions of the characters (Fig. 2).

Table 3

Introduction of some behavioral cultures in Ankang area

No. | Region Image

Introduction Description

Hanbin
District

. | The Ankang Dragon Boat Race is a traditional folk cultural event
in Ankang, Shaanxi Province. Dragon Boat Festival dragon boat
race was originally to commemorate Qu Yuan, a patriotic poet
who was worried about the country and the people during the
~ |Warring States period. Later the dragon boat race gradually
developed into a sports competition.

Pingli
County

. | Tea picking is poured with the simple emotions of the working
people of Pingli County and with its unique artistic thinking, a
| |strong sense of life, enriching the active role of spiritual life.
Every year in April, every farmer will pick fresh tea leaves from
their own tea gardens and finally process them into tea leaves
through multiple processes and sell them to all over the country.

Langao
County

Driving a powerless canoe, using the paddle to master the
direction, going downstream in the sometimes turbulent and
sometimes gentle current, performing wonderful moments in
the struggle with nature, this is rafting, a sport for the brave. A
winding flowing river that extends through the hard hinterland
of the canyon.

S Wb,
Han Tune Two Reeds
(Chinese Opera)

Dragon Boat Race

Han River

Fig. 2. "Pearl of Qinba" of Ankang Cultural and Creative Product (The three pictures on the left are from
Baidu pictures; the right picture is the author's design plan)
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Baihe County, Ankang, is the birthplace of
the Chu-Han culture in China, where the natural
scenery is dominated by terraced rice fields, in
addition to the well-preserved ruins of the city
walls of the Han Dynasty, which are important
historical materials for recording and studying
the history of the Qin and Han Dynasties. The
overall effect of the scheme is shown in Fig. 3,
the theme of "Qin Head and Chu Tail" is mainly
taken from the "terraced fields" and "city walls"
of Baihe County, and the overall visual effect is
created through the contrast of colors. The
visual effect is created by the contrast of colors.

The biggest feature of Ankang Xunyang
County is the city layout in the shape of Taiji,
the overall effect of the pattern is shown in

Terraces

Han Dynasty City Wall

Fig. 4, the theme of "Taiji City" is mainly taken
from the combination of Xunyang County city
and river form, the design shape and the
combination of the ancient Chinese "eight
trigrams".

Ankang Hanyin County is the birthplace
of the "three Shen" brothers, Shen Shiyuan,
Shen Yinmo and Shen Jianshi were the
representative figures of the Chinese New
Culture Movement, bringing new culture and
new ideas to the whole society. The overall
effect of the pattern is shown in Fig. 5, the
theme of "Three Shen's hometown" is mainly
taken from the portraits of the three Shen
brothers, and the effect of sculpture is used to
show the characters.

Fig. 3. "Qin Tou Chu Wei" of the Ankang Cultural and Creative Products Program (The two pictures on the
left are from Baidu pictures; the right picture is the author's design plan)

2 TR
Xunyang Taiji City

Taiji Gossip

,.--""/ = S,

| ‘l L
Translate \\|

Fig. 4. "Taiji City" of the Ankang Cultural and Creative Product (The two pictures on the left are from Baidu
pictures; the right picture is the author's design plan)

"The Three Shens", Shen Shiyuan,
Shen Yinmo and Shen Jianshi

Stone

Translate

Fig. 5. "Three Shen hometown" of Ankang cultural and creative product (The two pictures on the left are
from Baidu pictures; the right picture is the author's design plan)
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Ankang Ziyang County is named after the
real Ziyang, an important representative figure
and spiritual symbol of Taoism. The local tea
produced in Ziyang is rich in taste and fragrance
and rich in selenium, which is sold overseas. The
overall effect of the pattern is shown in Fig. 6.
The theme is "Selenium-rich Tea Township",
which mainly takes the portrait of Ziyang Real
Man, symbolizing the spirit of Taoism, and then
incorporates the elements of tea through the
image of tea picker.

Nangong Mountain in Ankang Langao
County is a famous tourist attraction in China
and an important Buddhist cultural shrine. At
the same time, the special geographical
environment of Langao is suitable for drifting in

Ziyang Gods

Tea Picking

the mountain stream every summer. The overall
effect of the pattern is shown in Fig. 7. The
theme is "Nangong Drifting”, which mainly
takes the image of the entrance of Nangong
Mountain, symbolizing the spirit of Buddhism,
and then incorporates the wave shape of
drifting into the design.

There is a mythical story of Nuwa
mending the sky in Pingli County, Ankang, and
the tea "Silver Needle" in Pingli is also unique in
Shaanxi Province. The overall effect of the
pattern is shown in Fig. 8. The theme is "Nuwa's
hometown", mainly taking the image of Nuwa
and the action of "mending the sky", followed
by integrating tea picking into the design
element again.

Fig. 6. "Selenium-rich tea country" of Ankang cultural and creative product (The two pictures on the left
are from Baidu pictures; the right picture is the author's design plan)

Fig. 7. "Nangong Drifting" of Ankang Cultural and Creative Product (The two pictures on the left are from
Baidu pictures; the right picture is the author's design plan)

B

The Legend of Nuwa Mending Heaven

Tea Picking

Fig. 8."Nuwa's hometown" of Ankang Cultural and Creative Product (The two pictures on the left are from
Baidu pictures; the right picture is the author's design plan)
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The best-preserved City God Temple in
Ankang Ning Shan County is a representative of
the ancient imperial city architecture in
southern Shaanxi. The overall effect of the
pattern is shown in Fig. 9. The theme is "An
Ning Shaanxi", which is mainly taken from the
outer outline of the building as the
morphological element, and the color is
extracted from the building facade as the color
element.

The last two are Shiquan and Zhenping
counties in Ankang. Shiquan County has ten
beautiful natural and humanistic scenery, and

the Chinese word "Shiquan Ten Beauties" has
the same pronunciation as "Ten All Beauties".
Shiquan is also the hometown of the famous
pre-Qin figure Guigu Zi. Zhenping is famous for
its food and medicinal herbs, the representative
of which is bacon and the representative of
medicinal herbs is yellow lotus and astragalus.
Zhenping is also the border of three Chinese
provinces. The overall effect of the pattern is
shown in Fig. 10, with the themes "Shiquan Ten
Beauties" and "Longevity Medicine Township",
and the forms and colors are derived from their
respective figurative elements.

Fig. 9. "An Ning Shaanxi" of Ankang Cultural and Creative Product (The two pictures on the left are from
Baidu pictures; the right picture is the author's design plan)

Fig. 10. "Shiquan Ten Beauties" (left) and "Longevity Medicine Township" (right) of the Ankang Cultural
and Creative Product (The picture is the author's design plan)

Fig. 11. Keychain effect (Author's design results)
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The keychain can be sold as a souvenir of
Ankang, and tourists can deepen their
understanding of the regional culture in the
process of purchasing and using the keychain.
The product can also actively promote the local
tourism (Fig. 11).

Conclusions. The development of
regional cultural and tourism creative products
is significant for establishing the local city
image and driving the local economy. By
analyzing and reconstructing the distinctive
cultures of ten regions in Ankang through the
three layers of values in the theory of cultural
translation, the local cultural symbols of
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211AH B., "MALLUKEBWY K. /.
"Kuiscbkuli HayioHansHUl yHisepcumem mexHoso2ili ma dusativy, Kuis, YkpaiHa
2llleHscilicokuli yHisepcumem Hayku i mexHonoeili, Cians, Kumadi

AVN3ANH KYNbTYPHUX | KPEATUBHUX NMPOAYKTIB Y PEFIOHI AHKAH
3 TOYKU 30PY PEFNOHAJIbHOI KYNIbTYPU

Memoro OocniOxeHHs € po3pobka OusaliHy KyJAemypHUX [ KpeamusHUX Npodykmie HA OCHO8I(
pe2ioHAIbHOI Ky/lbmypu KOXHO20 palioHy ma nosimy 8 micmi AHbkaH, nposiHyis LlleHsci, Kumad.
Memodonoeia. ¥ OJocnidxeHHi 3acmocosaHo MixoucyunaiHapHuli memod 0OocnioxeHHA. Teopia

nepekaady 8 siiHegicmuyi ma mpuwiaposa cmpykmypa KyasmypHux ampubymis iHmezpyromecs 8 ou3aliH
pe2ioHAIbHUX KY/bMYypPHO-KpeamusHUX npodykmis, a mamepiaaeHi, Oyxo8Hi ma nogediHKos! enemMeHMuU
Micyesol Ky/ibmypu MpaHC/IMeCA y hopmy, ceMaHmuky ma yHKYiro Kya1emypHOT ma meop4oi Npodykyii
8i0no8ioHo.

Pesynemamu. basyrouuce Ha 0ocaiOHUYybkOMYy cmamyci pezioHaleHOl MamepiansHol ma
HemamepianabHOl KyJbmypu [ NOMOYHIli cumyaylii micyesozo po3sumky 8 AHbKaHI, nposiHyia LleHsci,
JoCniOXeHo Npakmu4He 3HAYeHHS Ma YiHHICMb (Hmezpayii pe2ioHaNbHUX Ky/lbMmypHUX e/ieMeHmis y
KynemypHi ma kpeamusHi npodykmu, npedcmassieHo meopiro nepemeopeHHa Ou3aliHy apximekmypu 3
BUKOPUCMAHHAM  Micyesux KyabmypHux ocobaugocmeli AHbkaHa, wob nidsuwjumu ocobausicme
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Ky/lemypHUX [ KpeamusHUx npodykmis, 3MiyHUMU KyabmypHy i0eHmuydHicme 01 npusabaeHHs mypucmis i
donomozmu cnaduwjuHi ma po3eumky pe2ioHabHOI Ky/bmypu AH6KAHY.

Haykoea Hoeu3Ha. Y 0ocni0xeHHI 8UKOPUCMAHO meopito mpaHcaimepayil, ujob npoaHanisysamu
pe2iOHA/bHI Ky/bMypHI efeMeHmu 3 pi3HUX MO4YoK 30py ma npedcmasumu ix y 8i3ydsbHUX ¢opmax.
JlosedeHo, wjo meopis nepeksady Moxe 8uceimaumu pe2ioHanbHi ocobaugocmi dusaliHy Ky/bmypHo20 ma
KpeamusHoz20 npodykmy 3 6bazameox sumipis.

Mpakmuyxe 3Ha4veHHA. Teopis mpaHckpeayii 8 NOEOHAHHI 3 NOMPIUHOK  Ky/JlbMYPHOH
apximekmypor Moxe bymu sukopucmaHa 015 po3pobKu KybmypHUX | KpeamusHUX npodykmig 8 (HWUX
pezioHax, makuMm YUHOM CMeOopHoYU 6UIbW NOBHe 8I0KpUMMS MAd Npe3eHMayito pe2ioHaabHol Kyaemypu
AK eaxausull IHcmpymeHm. Po3susarouu Ky/JbmypHi ma meopyi Nnpodykmu 8 pe2ioHi AHbKAH MOXHA
cmeopumu iMiOX Micma ma cnpusamu po3gumky CyMDKHUX IHOycmpili mypusmy.

Kmouoei cnoea: ousaliH KynbmypHo-kpeamusHol npodykyils meopis mpaHckpeayli;, 2pagiyHuli
ou3saliH; dusaliH npodykmy; Lirocmpayis; bpenok; KyJaemypHa nompiliHa apximekmypa, pe2ioH AHb6KGH.
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ANALYSIS OF FURNITURE DESIGN FOR GROWING CHILDREN

BASED ON PHYSIOLOGICAL CHANGES IN CHILDREN

The aim of this study is to determine the design needs and methods of children's furniture for growth
from the perspective of children's physiology. Due to the current advocacy of sustainable design concepts,
new structures and accessories can also meet the requirements of children's furniture design. At this stage,
research on the design of growthable children's furniture is very important and timely.

Methodology. The study used the analysis of literature sources on the design of furniture,
Comparative research method. Case analysis method, structural-functional analysis, synthesis of research
results, etc. are used.

Results. Analyzing the design elements of growable furniture from the perspective of children's
physiology, the types of furniture that can grow children are divided into three categories: children's desks
and chairs, children's beds, and children's storage furniture. According to the requirements of children's
human-machine ratio, it is determined that the height of children's desks and chairs can be adjusted, and the
angle between the desktop and the back of the children's chair can also be adjusted. From an ergonomic
point of view, these requirements are determined based on the child's height, weight and developmental
characteristics. It is determined that through the standardized design, the children's bed can be disassembled
or installed, the height of the bed can be changed, and the combination of the bed and other functions can
also be satisfied. Determine the category of children's storage type furniture storage items, classify according
to different items, and put forward requirements for the storage of different types of items.

Scientific novelty. We explore the impact of children's physiological changes on children's furniture,
meet the requirements of children of different ages for the use of furniture, at the same time, provide specific
design ideas.

The practical significance of the obtained results lies in the possibility of their application for designers
and manufacturers in the design of children furniture.

Keywords: design, children; physiology; ergonomics; furniture design; children's furniture; storage
furniture.

Introduction.  Growthable  children's examination of domestic and foreign children's
furniture refers to children's furniture that can storage furniture products. Furniture that is
meet children's physical and psychological easy for children to take out objects by
characteristics in different periods and grow up  themselves, and enables recognition and
with children. Children have different needs for emotional development by taking into account
furniture in each growth cycle. It is not practical the development of each age group. Basic data
for most families to replace furniture in each and types of storage furniture are presented for
period. When parents choose children's the development of children's storage furniture
furniture, they must pay attention to the suitable for each age group. By comparing the
"growth" of the product. Therefore, grasping product types at home and abroad, the items
the characteristics of children's physiological that need to be supplemented and improved in
changes in different periods becomes the key the future development of storage furniture for
to designing furniture for growing children. different age groups are introduced [1].

Analysis of previous researches. Author Authors Moon Sun-Wook et al studied
Kyung Kim Ja correctly identified considerations  the factors that accurately identify the design of
for the design of children's storage furniture by  children's rest furniture by age group,
age group, and conducted a holistic conducted a comprehensive inspection of
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domestic and foreign children's rest furniture
products, and classified and analyzed design
types, colors, and designs according to age
groups. Provide basic data for the development
of rest furniture for children of all ages, and
recommend appropriate types of rest furniture
for each age group [2].

Authors J. Ye, W. Li, C.Yang studied the
application of scene theory to the design of
modular children's  furniture, which can
effectively help designers grasp the relationship
between products and users and their needs,
thereby further improving product rationality
and product satisfaction, and also It provides a
new effective exploration for the design of
modular children's furniture [3]. Q. Wu and
others studied the sustainable design of
children's beds, combined with the theory of
modular design, to solve the problem of the life
cycle of children's beds, and better meet the
needs of children [4]. The author X. Xiong et al.
used group technology to  conduct
standardized  experimental research  on
children's solid wood furniture parts [5].

Authors J. Wang and others combined
AHP and TOPSIS methods to study the
evaluation indicators of parent-child interactive
game furniture design, which is convenient for
designers to quantitatively analyze the design
advantages and disadvantages of related
products, and is of positive help to control and
improve design quality [6].

The author L.Jiang et al. studied the
influence of adolescents' color preference and
color choice on the color design of children's
furniture, but the degree varies with the
furniture category, and also includes the
influence of gender and age [7].

Author T. Minli Wan studied the impact of
perceived product quality and positioning on
healthy and sustainable lifestyles (LOHAS) on
consumer price preferences, using data from a
market survey of children's furniture in two
Chinese metropolises (Shanghai and Shenzhen).
Consumer price preference is negatively
affected by "basic product attributes", but
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positively affected by consumers' orientation
towards Lohas, gender, and education level [8].

Author Kim Ja Kyung address the
importance and necessity of playable furniture
to promote the physical, social, emotional,
language, and cognitive development of
children aged 4 to 7 in preschool. Through
comparative analysis of cases, find the concept
and basic conditions of playable furniture,
provide basic data for the development of
playable furniture, and provide basic data, form,
material and color for the development of ideal
playable furniture [9].

The author, C.Salvador have a
background in product design investigations
with a focus on children's furniture (high chairs),
researching issues of emotional sustainability to
reduce waste and optimize products. A better
understanding of children's sensitive and
subjective attachment to objects, and the
decisiveness of ergonomics in the research
process of design projects [10].

Author Z.Y. Phuah et al. research aims to
conceptualize  creative and  repurposed
children's furniture. The invention can be used
as an accessory for children's furniture such as
cribs, high chairs, bedside rails, chairs, etc. While
retaining the added value of many reuse
functions, the invention prolongs the life of the
furniture, reduces the consumer's expenditure
cost, and saves space [11].

The studies of the above scholars are of
great reference value. It is worth noting that in
the previous studies, it was found that the field
of children's furniture design from the
perspective of physiological growth changes is
blank and needs to be explored and studied.

Statement of the problem. Children's
basic physiological performance, basic life
content and characteristics in the living room
directly determine the choice of children's
furniture types. The furniture that provides
children with learning, reading and playing is
mainly table and chair furniture; the basic type
of furniture that provides children with good
rest is bed furniture; the furniture provided for
children to store sundries, books, toys, etc. is
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storage furniture. The article analyzes the
specific requirements of children's physiological
growth characteristics for these three types of
furniture.

Results of the research. Childhood is a
critical period for everyone's personality
formation, perceptual training, and cognitive
development, as well as an important period for
children's physical growth and intellectual
development. Parents and all walks of life are
paying more and more attention to the
environment in  which children grow up.
Children's growth environment has a subtle
influence on children's development [12];
children's furniture is a necessary element of
children's growth environment. If a set of
furniture can accompany children from
childhood to youth, it must be designed
according to the characteristics of children's
physical and mental development. Consider the
needs of children at various stages of growth
and development, and pay attention to the
growth of furniture (Table 1; Table 2) [14].

Design requirements for children's
tables and chairs furniture: Children lack self-
protection awareness. Children's tables and

chairs can play a pivotal role in children's
furniture. They are props for children to play
and learn during their growth and
development, design. Children use suitable
children's desks and chairs, which can reduce
fatigue, develop good reading and writing
habits, have a good sitting posture, prevent
myopia and maintain vision, prevent abnormal
curvature of the spine, and enable children to
grow up healthily.

Lively and active is the nature of children,
so safety is very important. The structure needs
to be stable to avoid the appearance of edges
and corners, especially the armrests of chairs
and sofas, which need to be smooth. Designers
need to design children's tables and chairs
according to the ratio of children to man-
machine, and use ergonomic principles so that
children can develop good reading and writing
habits. Children's tables and chairs need to be
adjusted according to their height and weight.
In order to prevent abnormal curvature of
children's spine, children's table board and
children's chair back board need to adjust their
angles according to children's bone growth and
development characteristics.

Table 1
Height and weight chart of Chinese boys aged 0-18
Age Height(cm) Weight(kg)
short and small | slant short |standard | super tall | Thin | standard | overweight | obesity
1 year old 71.2 73.8 76.5 79.3 9 10.05 11.23 12.54
2 year old 81.6 85.1 88.5 11.24 11.24 12.54 14.01 15.37
3 year old 89.3 93 96.8 100.7 13.13 14.65 16.39 18.37
4 year old 96.3 100.2 104.1 108.2 14.88 16.64 18.67 21.01
5 year old 102.8 107 1113 115.7 16.87 18.98 21.46 24.38
6 year old 108.6 113.1 1177 1224 18.71 21.26 24.46 28.03
7 year old 114 119 124 129.1 20.83 | 24.06 28.05 33.08
8year old 119.3 124.6 130 1355 | 2323 | 2733 32.57 3941
9 year old 123.9 129.6 1354 141.2 25.5 30.46 36.92 45.52
10 year old 127.9 134 140.2 1464 | 2793 | 33.74 41.31 51.38
11year old 132.1 138.7 145.3 152.1 3095 | 37.69 46.33 57.58
12 year old 137.2 144.6 151.9 1594 | 3467 | 4249 52.31 64.68
13 year old 144 151.8 159.5 1673 | 3922 | 48.08 59.04 72.6
14 year old 151.5 158.7 165.9 173.1 44.08 | 53.37 64.84 79.07
15 year old 156.7 163.3 169.8 176.3 48 57.08 68.35 82.45
16 year old 159.1 165.4 171.6 1778 | 50.62 | 59.35 70.2 83.85
17 year old 160.1 166.3 1723 178.4 52.2 60.68 71.2 84.45
18 year old 160.5 166.6 1727 178.7 | 53.08 614 71.73 84.72
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Table 2
Height and weight chart of Chinese girls aged 0-18
Age Height(cm) Weight(kg)
short and small | slant short | standard | supertall | Thin |standard | overweight | obesity
1 year old 69.7 72.3 75 77.7 8.45 9.4 10.48 11.73
2 year old 80.5 83.8 87.2 90.7 10.7 | 11.92 13.31 14.92
3year old 88.2 91.8 95.6 99.4 1265 | 14.13 15.83 17.81
4 year old 954 99.2 103.1 107 1444 | 16.17 18.19 20.54
5 year old 101.8 106 110.2 114.5 162 | 18.26 20.66 23.5
6 year old 107.6 112 116.6 121.2 17.94 | 2037 23.27 26.74
7 year old 112.7 117.6 122.5 127.6 19.74 | 22.64 26.16 30.45
8year old 117.9 123.1 128.5 133.9 21.75| 25.25 29.56 34.94
9 year old 122.6 128.3 134.1 139.9 2396 | 28.19 33.51 40.32
10 year old 127.6 133.8 140.1 146.4 266 | 31.76 3841 47.15
11year old 1334 140 146.6 1533 29.99 | 36.1 44.09 54.78
12 year old 139.5 145.9 1524 158.8 34.04 | 40.77 49.54 61.22
13 year old 144.2 150.3 156.3 162.3 379 | 4479 53.55 64.99
14 year old 147.2 152.9 158.6 164.3 4118 | 47.83 56.61 66.77
15 year old 148.8 154.3 159.8 165.3 4342 | 49.82 57.72 67.61
16 year old 149.2 154.7 160.1 165.5 44.56 | 50.81 58.45 67.93
17 year old 149.5 154.9 160.3 165.7 45.01 51.2 58.73 68.04
18 year old 149.8 155.2 160.6 165.9 45.26 | 5141 58.88 68.1

Children's desks and chairs should match
the size of the desk and chair. The author refers
to the "Functional Dimensions of School Desks
and Chairs" standard (GB/T 3976-2002), and
according to the combination of "32mm
system" and ergonomics, the seat surface of
children's seats The height should be adjustable
from 190-440 mm, the chair back height can be
adjusted from 700-1000 mm, and the chair
depth can be adjusted from 270-440 mm. Keep
the seat surface horizontal (Fig. 1, a), or tilt
backward and downward within 2°. The
backrest is tilted back within 6° from the vertical
surface, and the chair back and chair form an
angle of 95-110°, because the pressure on the
fourth to fifth lumbar vertebrae of the body can
be reduced when sitting, and you can lean on
the back of the chair very easily, less prone to
physical fatigue (Fig. 1, b).

The main design requirements for a
growing children's table are:

- height adjustable, including desktop
height adjustment 520-760mm (Fig. 2, a);

- the size and inclination of the desktop
can be adjusted to meet different functional
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requirements. Generally, the inclination angle
range of the desktop is 0-50° (Fig. 2, b), which
can meet different functions, so that the
distance between the inclination of the desktop
and the line of sight is uniform, and the vision is
relieved. Fatigue, protect eyesight (Fig. 2, b, c).

Children’s bedds design requirements:
Research indicates strong connections between
child ADHD, child ODD/CD, and sleep
[13]. Parents are paying more and more
attention to children's sleep quality, and letting
children sleep in their own cribs is the first step.
Moreover, the requirements for children's beds
are very different from those for adults. If
children are allowed to live in adult beds for
convenience, it will adversely affect the growth
and development of children. The physical
development of children aged 3-15 is at its
peak, especially in terms of height and weight,
so there are special requirements for children's
beds:

- children's beds needs to be adjustable
in width and length in order to adapt to the
child's physical growth. Bed legs need to be
detachable  or installable  through a
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standardized design to change the height of
the bed;

- the design form of children's bed is
based on the standard bed, with various
changes, loft bed (Fig. 3, a), bunk bed (Fig. 3, b),
bed with lockers (Fig. 3, ¢) ,beds with slides, sofa
beds, etc., different forms can meet different
functions, and can save space, storage,
entertainment, etc.;

- children are lively and active by nature.
Children often play and jump on the bed. The
safety of children's bedding is extremely
important and it needs to have good firmness

(Fig. 4, a). Strong connections need to be
designed to ensure that no collapse occurs;

- every part of the crib that touches the
child should be smooth and round to avoid
protruding edges and corners that may cause
harm to the child (Fig. 4, b);

- children's beds need to have a good
sense of body and touch. The metal texture is
too hard and cold, which is not suitable for
children. The plastic texture is too thin and not
strong enough. Therefore, wooden children's
beds are the most ideal, it is both sturdy and
durable, with good texture and touch.

a

Fig. 1. Adjustable child seat: a — child seat back and seat surface adjustment, China, 2023;
b — dimensions of various parts of the child seat, China, 2023
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Fig. 2. Growing children's table: a — children's Table Dimensions, China, 2023; b — desktop angle
adjustment, China, 2023; ¢ — desktop adjustment to meet different usage functions, China, 2023
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At present, there is no national standard
for children's beds. According to the growth
and development characteristics of Chinese
children, summarize the length of the
children's bed as 1380 mm-2000 mm, the
width is 600 mm-1200 mm, and the height is
400 mm. The height of the bed can be
changed, the length of the bed leg module is
400 mm, and the height of the guardrail is
300 mm, which is a more reasonable size.

Storage furniture design requirements.
After the age of 3, children play and study
more and more, as well as various toys and
books. However, their active nature makes it
impossible for them not to throw things away.
Of course, these items cannot be piled up
randomly. At this time, the storage work of the
children's room is extremely important.
Reasonable storage functions are not only
convenient for parents to organize, but also
can cultivate children's good living habits from
an early age. The external dimensions of the
locker mainly need to consider the
physiological characteristics of children, and
the height of the items placed should be
convenient for children to get their things and
put them back easily. Therefore, from the
lockers used in the preschool age to the
lockers used in the school-age period, the
most important changes are the changes in
the height of the lockers and the flexible
combination of lockers (Fig. 5).

Lockers can be classified according to
different functions. Wardrobe, storage of
clothing, bedding and other items. This kind of
locker needs to pay attention to the design of
the internal size and division of the wardrobe
so that children can use it. The basic functions
of the wardrobe must be provided: there must
be space for hanging long and short clothes
(Fig. 6, a); space for storing stacked clothes
(Fig. 6, b); the space for placing underwear,
socks and other small items of clothing can
also be designed as a drawer structure (Fig. 6,
¢); the space for placing bedding, boxes and
other items. The most ideal state inside the
children's wardrobe is that the height is
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adjusted to the internal space according to the
children's height changes during the period of
non-use (Fig. 5).

Bookcases, cabinets for storing books,
reference materials and other learning tools.
There are various shapes and designs of
bookcases, but it is best to use squares as the
main design of the inner grid, so that children
can arrange books and items neatly and
develop good habits. Books, paper, pens, and
other types of items that preschoolers need
are not many, and as they grow older, more
and more of these items, especially books of
different kinds. Therefore, when designing and
planning the storage function of the furniture
in the children's room, it is necessary to
reserve enough additional storage space to
accommodate it. Therefore, the design of the
bookcase can be considered in the size and
form of the adult bookcase.

Item cabinet, because children are a
special group, they have a wide variety of
items, with different sizes and shapes, and
there is no uniformity, such as toys, sporting
goods and so on. Storage cabinets are further
divided into:

- hidden storage, hiding things, such as
hiding under the bed, or making the stairs of
the loft bed into a storage cabinet, etc. (Fig. 3.
Q)

- open-shelf storage, using partitions
with different space divisions to separate toys
of different sizes, and the shelves can also be
fixed on the wall to make toys and dolls
become decorations, which can also save
space (Fig. 7, a);

- mobile storage, storage space with
casters, also available for children to play
(Fig. 7, b).

The above are the types of storage
cabinets suitable for children's growth. Cabinet
furniture conforms to the characteristics of
children's physiological growth, can help
children develop a clean and orderly living
habit, and is also convenient for parents to
take care of children.
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Fig. 3. Growing child bed: a — basic bed into elevated bed, Denmark, 2023; b — basic bed changes into
double bed, Denmark, 2023; c — basic bed change stair storage bed, Denmark, 2023

a
Fig. 4. Safety characteristics of growth child beds: a - good load-bearing effect, Denmark, 2023;
b — round and round components, Denmark, 2023; c — guardrail protection, Denmark, 2023

237.5cm

3-6 years old 6-10years old  Over 10 years old

Fig. 5. Changes in cabinet combinations for growing children, China, 2023
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E?G.Scim

Fig. 6. Internal layout of growth oriented children's wardrobes: a — hanging space for long and short
clothes, China, 2023; b - folding clothes storage area, China, 2023;
¢ — small item storage drawer, China, 2023

Fig. 7. Storage cabinet: a — fun storage, Spain, 2011; b — mobile storage, China, 2023

Conclusions. The article compares the
physiological characteristics of children in
different periods and summarizes the design
requirements and methods for children's tables,
chairs, beds, and storage furniture. Research
has found that children's furniture can meet
their physiological growth needs through
different design methods, technical means, etc.
If a set of furniture can accompany children
from infancy to youth, it must be designed
according to the characteristics of children's
physical and mental development, considering
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the needs of children at various stages of
growth and development, paying attention to
the growth of furniture, and the growth of
children's furniture. Design will surely become
the focus of children's furniture research. Of
course, when designing and arranging the
space, it is also necessary to comprehensively
consider the physical and mental needs of
children, and create a comprehensive, holistic,
and multi-functional space. The combination of
indoor space and children's furniture can create
a good growth environment for children.
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2BEHb C., "TMALLKEBW/Y K. /1.

"Kuiscbkuli HayioHansHUl yHisepcumem mexHoso2ili ma dusativy, Kuis, YkpaiHa
2llleHscilicokuli yHisepcumem Hayku { mexHonoeili, CiaHs, Kumadi

AHA/I3 KOHCTPYKLIA AUTAYUNX MEBJIB
3 YPAXYBAHHAM ®I1310/10TYHUX 3MIH AITEN

Memoro JocnioxeHHs € 8U3HA4YeHHs nompeb Oimeli [ nidxodis w000 NPOEKMyBAHHA OUMSAYUX
mebaig 3 ypaxysaHHAM ¢pizionozii dimel;, 3aCMoCy8aHHA ekoJ102i4HUX KoHYyenyili du3aliHy 8 po3pobyi Hosux
KOHCMpyKyili ma akcecyapis 3 ypaxysaHHam sumoz do ousaliHy oumsayux mebis.

Memodonoezisa. Y JocnidxeHHi 8UKOpUCMAHO aHANI3 fimepamypHux oxepesa 3 du3laliHy dumsaqux

mebsig, MemoO NOpIBHANbHO20 OOCHIOXKEHHS,
y3a2asnbHeHHs pe3yiemamie 0oC1i0KeHHA mouwjo.

kelic-aHanis,

CMpyKMypHO-YHKYIOHAAbHUU  GHAI3,

Pesynemamu. Ananisyrouu enemedmu OusaliHy mebsige 3 moyku 3opy dumsdyol ¢hizionozil, 6ys10

guditeHo mpu kamezopil: dumsa4i cmoau ma cminbyi, dumadi 1ixkka ma oumsadi mebni 05 36epieaHHA
peyell. 32i0HO 3 suMoz2amu 00 NPOEKMYyB8AHHA Oumsa4ux Mmebaie ma cucmemu «aHOOUHA-MAWUHA»,
8U3HA4YeHo, W0 sucomy OUMAYUX CMOJIB | CMUIbYI8 MOXHA pe2ya8amu, A MmAakox MOXHA 3MIH08amu
Kym MK pobo4um cmoaOM [ CNUHKOK OumA4Y020 CMUIbYA. 3 ep2oHOMIYHOL MOoYKU 30py Ui sumoeu
dopmyromecs 3 ypaxysaHHAM pocmy, eazu ma ocobausocmeli po3sumky OumuHu. BusHaveHo, wjo 3a
donomozoro  cmMaHOapmMu308aHOI KOHCMPYKYil odumsaYe JIDKKO MOXHA 3ibpamu abo posibpamu,
gidpezy1r08amu 8UCOMY /IDKKAG, d MAKOX NOEOHaMu KoMObIHayiro abkka 3 iHWuUMu gyHkyiamu. BusHayeHo
kameezopito Mebaie 015 36epieaHHs dumsadux pedell, HagedeHo ix knacugikayiro 3a pisHUMU 03Hakamu ma
8i0noeidHo 0o sumoz wjodo 36epieaHHA negHux sudie npedmemis.

Haykoea HoeusHa. [locnidxeHo 8naug hizionoeiyHUx 3MiH QUMUHU Ha ekcnayamayiro mebais,
8U3Ha4YeHO s8umoau 014 3abe3neqeHHA 3a008UIbHUX YMO8 BUKOPUCMAHHA Mebaig OimbMu pi3HO20 8IKY,
800HOYAc, HAOAHO KOHKpemHi du3saliHepcbki (del.

lMpakmu4yHe 3HAYeHHA OMPUMAHUX pe3y/bmamie nojf2ae 8 MOXAUBOCMI IX 3acmocy8aHHA
odusaliHepamu [ 8UpOBHUKAMU NpU NPOEKMYBAHHI dums4yux mebis.

Knruosi cnoea: dusaliH;, dumuHa, npedmemuuli OusaliH, ¢pi3ionoeis;, ep2oHOMIYHICMb, Ou3aliH
mebig; dumsydi mebai; mebsi 013 36epieaHHs.
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el FEATURES OF CONTEMPORARY CHINESE STYLE IN DIGITAL

FASHION DESIGN: CASES OF FASHION INDUSTRY PRODUCTS

The purpose. To analyze the artistic and aesthetic characteristics that influence the modern digital
design of Chinese-style clothing, the practice of creation and to propose modern digital design solutions in the
design of jewelry, style and clothing.

Methodology. The theoretical and practical research methods have been used: analysis of scientific and
professional literature on the topic of research, design based on the evolution of patterns and forms, analysis
of analogs of design objects, design and creation of a product using specialized software.

The results. The main features of modern Chinese style in clothing design and personal image are
revealed. The main characteristics of the design style solutions of modern Chinese digital clothing and personal
image are summarized. According to the results of the research, projects of digital design of jewelry and
personal image were developed.

Scientific novelty. The characteristics of the main forms of digital fashion design in the Chinese style
are analyzed, the development trends that affect modern Chinese fashion design are revealed, and some
practical results of digital fashion design are summarized.

Practical meaning. The results of the study can be used to analyze and develop industrial and
consumer-oriented design of clothing, jewelry and personal image in Chinese style. The results of the study can
be used to further explore digital clothing design and personal image in Chinese style for media content.

Keywords: Chinese style; fashion design; digital fashion; media content; jewelry design; image design;
Chinese culture.

Introduction. The fashion industry and designs. This could allow consumers to make
scientific community have taken notice of the digital fashion designs tailored to their
emerging field of digital fashion, which utilizes preferences. The use of blockchain technology
technology to create and simulate clothing to create a more secure and transparent supply
designs. This innovative approach combines chain for digital fashion. This could help to
traditional fashion design principles with ensure that consumers are getting authentic and
cutting-edge technology, creating new digital ethical products.
materials and techniques. The development of Digital  fashion  design has the
digital fashion has been driven by rapid characteristics of reproduction, interpretation,
advancements in technology, including CAD [1], and experience. We can further elaborate on the
3D printing, and virtual and augmented reality formation of contemporary Chinese style fashion
(VR and AR) [2]. design characteristics based on the design

Digital technology could create various characteristics driven by these unique
effects in contemporary Chinese style digital technologies.
fashion design. This allows designers to create Representation in digital fashion refers to
new and innovative plans that incorporate the visual and audio presentation of fashion
traditional Chinese elements in a modern way. designs using digital tools and technologies. It
The use of augmented reality and virtual reality includes using computer-generated graphics,
to create more immersive and interactive 3D modelling and augmented reality to
experiences. This could allow consumers to try showcase fashion designs. Digital tools also
different digital fashion designs without leaving allow  for  greater  customization and
their homes. Artificial intelligence (Al) is used to  personalization in fashion design, leading to a
create more personalized and customized more diverse representation of fashion styles.
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Contemporary Chinese style in digital fashion
design is a fusion of traditional Chinese culture
and modern digital technology. The application
of traditional Chinese design elements and the
inheritance and development of excellent
Chinese culture. These elements can include
motifs, patterns, colors, and symbols from
Chinese history and culture. For example, a
digital fashion design might feature a gipao with
a dragon or phoenix motif or a jacket with a
traditional Chinese floral pattern. It is of interest
to study the Chinese images of totems in
modern textile design by Gao and Yezhova [3].
Interpretation in digital fashion refers to
the meaning and value attributed to fashion
designs in the digital space. It includes the
interpretation of fashion trends and styles and
the interpretation of cultural and social
meanings associated with fashion. Digital
fashion also allows for greater inclusivity and
diversity in fashion interpretation, as designers
can create designs that reflect different cultural
and social perspectives. With the use of
algorithmic design and computational media in
digital fashion, designers can introduce
innovative and unique design elements into
traditional patterns and shapes, resulting in new
and exciting fashion designs that combine
tradition with modern technology. Digital brand
marketing and promotion, emerging fashion
communication channels and forms, such as
short video delivery platforms, virtual anchors
and spokespersons, all impact China's fashion
industry and new future stylized design trends.
Digital fashion experience refers to the
interaction between consumers and digital
fashion. Digital fashion offers new opportunities
for consumers to experience style in new ways,
including through virtual try-ons, virtual fashion
shows, and augmented reality experiences.
Personalizing designs allows consumers to
customize digital fashion designs to their
preferences using IP elements. IP elements, such
as characters from popular movies or TV shows,
can be used to create digital fashion designs that
are more appealing to younger consumers. The
use of NFTs (non-fungible tokens) to create
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digital fashion designs that are unique and
collectible. This could open new possibilities for
digital fashion designers to sell and distribute
their work. They are creating interactive
experiences. This allows consumers to interact
with digital fashion designs in a more immersive
way.

In recent years, there has been a growing
interest in contemporary Chinese style in digital
fashion design. This is due to a number of
factors, including the increasing prominence of
Chinese culture on the global stage, the growing
number of Chinese consumers, and the
development of new technologies that allow
designers to create more realistic and immersive
digital ~ fashion  experiences. With the
advancement of technology, we can expect to
see more innovative and creative ways of using
digital fashion to express our identity and
connect with others. Designers can blend
traditional Chinese culture with modern fashion,
and consumers can express their Chinese
identity through fashion. Digital fashion design
stands apart from traditional fashion design
because it is more interactive and personalized.
Consumers can immerse themselves in digital
fashion designs and customize them to suit their
personal preferences.

Analysis of previous researches. The
topic of contemporary Chinese style in fashion
design is considered in various books, articles
and publications have explored chinoiserie
design in fashion design. Research and
discussion have been carried out on many
aspects such as design thinking, shape and
function, culture, society and consumption.
There are relatively few articles about the
reasons for the formation of contemporary
Chinese style in digital fashion design,
contemporary applications, and future design
trends.

In the dissertation Elise Dee Co [4], it
argues that fashion exists as a way for people to
express themselves to others, to reflect portions
of their personality in their outward appearance,
and to distinguish themselves as individuals.
Fashion design, electronic design and computer
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programming are mature fields in their own
right, making it difficult to develop a design
approach that combines the three. The goal of
her research is to create new computationally-
based examples of clothing that provide
expressions that are not possible with traditional
clothing technology, and through her research
show how technology can enhance these
expressions of what we wear.

In the article Wenen Xu [5], fashion and
clothing are considered primarily a multisemiotic
discourse, which creates meaning through
various semiotic modes or resources. And the
evidence validates that clothing serves as a form
of fashion in which they use an assortment of
semiotic resources for synergistic
communication during design processes. In
addition, analysis of the data reveals a close
relationship  between meaning and its
accompanying social context.

In the article by Yuru Ma and Xiangyang
Bian [6], stated that Chinese themes and styles
have a rich history internationally. Both Chinese
and Western designers incorporate them, but
there are differences in interpretation.
Contemporary Chinese theme fashion can be
viewed as modern and exotic in the West, while
in China, it represents a retro theme. A wide
range of elements should be used to achieve
balance in design, and a balance between
conservative and avant-garde features should be
struck.

In the book [7], Professor Wu Haiyan
believes that the construction of Chinese style
fashion design includes not only Chinese style
drawing, creation, and modelling, but also the
potential for imaginative innovation considering
the relationship between group and science,
pattern and life. It is a gradually constructed
open, cross-border, and system-wide discipline.
The development of Chinese style fashion is
correlated with the development of science and
technology, lifestyle, and Chinese style design.

The article [8], edited by Abu Sadat
Muhammad Sayem, analyzes Digitalisation is
visibly present in different aspects of fashion
design, manufacture, business, and product
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features. It is easy to perceive it through the use
of digital technologies available for application
in the fashion industry. The technological
innovations that are making digital fashion
possible can be clustered under the four
following themes: (1) digital design and e-
prototyping, (2) digital business and promotion,
(3) digital human and metaverse, and (4) digital
apparel and smart wearable technology.

Chinese fashion has inspired the Western
world throughout history, especially in the silk
trade with the Roman Empire. Chinese motifs
and clothing from the imperial era have
influenced Western designers, leading to
innovative fashion designs [9]. In the article by
Delong, Wu, and Bao, conducted a study on the
role of aesthetic characteristics in fashion design.
Previous research on Chinese fashion has only
explored one aspect related to aesthetic
elements or values [10].

In the article by Rolling and Teel [11], the
authors expand our understanding of how
people appreciate electronic clothing. Interview
data showed that participants viewed apparel
without electronics as fashion, with digital music
as art, and with colored lights as costumes.
Based on these findings, this research
recommends that designers in various fields,
such as apparel, art, performing arts, cosplay,
and more, carefully consider the results they
wish to achieve when incorporating sensory cues
into clothing. At the same time, the issue of
contemporary Chinese style art and aesthetic
characteristics, the development of digital
fashion technology, and consumer experience
and fashion communication also need further
research.

Chinese fashion designers interpret their
own culture through retro themes, while
foreigners see it as an artistic recreation of other
traditions. To balance conservative and avant-
garde styles, designers must improve their skills
and explore Chinese materials. They should also
balance Chinese civilization and international
fashion aesthetics to establish core values in
contemporary Chinese fashion.
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Statement of the problem. Analyzing the
characteristics of the contemporary Chinese
style in digital clothing design, we can study the
modern trend formed from the perspectives of
media, technology, and consumer experience
and compare it with traditional Chinese clothing
design. This article aims to analyze the artistic
aesthetic  characteristics  that  influence
contemporary Chinese style digital fashion
design, practice creation and suggest modern
digital design solutions in the design of jewelry,
style, and clothing.

Results of the research and its
discussion. China has a wealthy traditional
cultural heritage; many shapes, stories, and other
elements can be used in art design creation. In
contemporary Chinese style design, it can be
converted into four categories for design
application: form elements, content elements,
media elements, and market elements.

The world-famous three-story blue tile-
roofed cylindrical building in the Temple of
Heaven in China implies the cosmology of
traditional Chinese philosophy. The classical
gold wire winding represents the glazed tiles and
architectural columns on the Temple of Heaven,
which means "the unity of man and nature."
Pear-cut gemstones dangle from the base,
adding a touch of movement to the majestic
look. Through the resetting of the shape and
implication of graphic elements, the designer
animated the characteristic elements such as
lines, light and shadow, and neatness of the Hall
of Prayer for Good Harvests, abstractly reflected
the outline of the Hall of Prayer for Harvests and
the classical decoration inside, and innovatively
designed a new Chinese style of "traditional +
modern" style. The designer uses the software
Rhino7 to model three sets of earrings in
different shapes, and then uses the software
critical shot to render and color them. They have
finally completed three sets of design drawings
and physical production of the Temple of
Heaven earrings with different themes. Fig. 1 and
Fig. 2 show the design project of a digital fashion
jewelry made by the student of the bachelor's
Digital Media Art at Beijing Technology and
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Business University Rongjie Wang, scientific
supervisor of the project is Simiao Wu.

To the graphic design and the final
physical display, new ideas have also been
explored in the new media fashion. This design
project also surveyed people under 35 in 2022.
Among the 300 questionnaires returned, the
survey results show that nearly 84% of people
know or have heard of the new Chinese style,
and 92% of people can accept this culture and
are willing to try it. According to the
questionnaire survey, nearly 92.31% of people
think design works should include displaying
model try-on renderings and videos.

Aurora powder is used in the actual
production of the nail piece decoration design,
which can refract blue and purple changes at
different angles to reflect the sense of flow; in
addition, the algae well in the Temple of Heaven,
as the brightest starry sky in ancient buildings, is
also decorated with stars and moon elements as
awhole; pearl fan-shaped elements and flow The
changing earrings echo each other. Therefore,
during the creation, the elements of the stars
and the moon were also selected as
embellishments to emphatically express the part
that portrays the sky, showing the universe
where the stars flow, as if giving a response to
the dialogue in the Hall of Prayer for Good
Harvests. Fig. 3 shows the design project of a
digital fashion jewelry made by the student of
the bachelor's Digital Media Art at Beijing
Technology and Business University Rongjie
Wang, scientific supervisor of the project is
Simiao Wu.

The motion pictures are far more impactful
than the simple photo of the real thing, and the
level of planting is deep. Using novel and vivid
visual presentation methods such as fashion
blockbusters and images is more in line with the
public's aesthetic consciousness, and it is easier
to narrow the distance between Chinese
traditional culture and the public. Finally, export
the video by rotating and zooming in. These
video clips will be added to the finished film to
enhance the sense of interaction between reality
and virtual reality.
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Fig. 1. Examples of Digital Design: Rendering of “Liutan” Temple of Heaven earrings:
a - "Flow", b — "Rheological”, c — "Vision", author Rongjie Wang, China, 2022

Fig. 3. Examples of Nails Product and its Motion Design effects, author Rongjie Wang, China, 2022

In addition, Chinese traditional clothing
showcases distinctive patterns and colors that
convey artistic and symbolic meanings. The
dragon inscriptions symbolize royalty, while
floral designs represent nobility and purity.
Auspicious clouds, goldfish, and tuanlong
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patterns signify good luck and happiness. The
five colors of red, yellow, blue, white, and black
hold emotional significance based on the five
elements theory."Qingjie" by Yu Qianzi is a
typical Chinese style virtual fashion design that
innovatively blends traditional Chinese blue and
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white elements with Western culture, surpassing
its predecessor "Blue and White" series (Fig. 4).

Chinese traditional culture classic story IP,
or intellectual property, refers to the characters,
stories, and other elements from Chinese
traditional culture that can be used in commercial
products. IP-driven fashion design can include
anything from clothing and accessories to toys
and games. Chinese traditional culture classic
story IP in commercial products has become
increasingly popular in recent years. It is due to
several factors, including the growing popularity
of Chinese culture worldwide, the increasing
demand for unique and innovative products, and
the desire of businesses to connect with
consumers emotionally.

Generative Al artists need to be intentional
in selecting training data, crafting prompts, and
using Al-generated artifacts for creative
applications. Research is needed to establish
meaningful human control in the context of
generative Al, including intent, predictability,
accountability, and expression. It's important to
identify existing interactions that allow for
artistic agency and introduce controls for
increased transparency and responsiveness. The
aesthetics and cultural norms embedded in
training data may impact the diversity of artistic
outputs [12].

Integrating Al and AR technology is
transforming consumer shopping experiences
and increasing business efficiency. Innovations
such as virtual try-on features allow customers to
see how clothing looks on them without
physically trying it on, reducing the number of
returns and increasing customer satisfaction.
Currently, the market is witnessing the rise of
ChatGPT and AIGC [13]. While Chinese
technology companies are investing more in Al
development, as seen in the launch of Baidu's
Ernie Bot, media platforms in China are also
exploring the Al language model. Meanwhile,
the fashion industry is also embracing Al, with
early adopters among fashion technology
companies expecting to experience rapid
growth thanks to policy support and industrial
investment.

73

The use of Al technology has not only
provided designers with new sources of
inspiration but has also opened up a variety of
new options. This technology has already made
its way into various industries like e-commerce,
live streaming, beauty, and others. The
application of virtual digital humans has become
increasingly valuable in both business and daily
life.

Xi Jiagjia is the fourth virtual human
launched by Baidu Group, and also a digital
human generated by artificial intelligence. Xi
Jiajia describes herself as "Xi Jiajia, born in 2000,
Capricorn, 168 cm tall, a technological girl from
the universe". Her name, hairstyle and makeup
are all generated by Al, and she can think and
create with Al, realize Al editing, Al Painting, Al
composition. Xi Jiajia entered the virtual fashion
field for the first time and opened the runway
show, bringing new ways and opportunities to
the "digital show" era in the fashion circle. With
the theme of "Reimagining the Movement",
Anta teamed up with Baidu's virtual idol Xi Jiajia
to appear on the 2022 virtual show of SS23 China
International Fashion Week (Fig 5).

Stories and content curated around digital
personas are what give fashion brands real
impact and have an effect on their target
audience. More and more brands want to use
virtual internet celebrities to achieve their
marketing goals. Digital fashion design has also
brought more new situations of media
communication to Chinese style fashion design.
The national style virtual character Ling LING,
born in mid-2020, has cooperated with GUCCI
Gucci Beauty, Pechoin, and other beauty brands
in 2021. In 2023, Shiseido will invite four virtual
digital humans to endorse the product through
the official account of Xiaohongshu. Particularly
Gen Z shoppers are driving this change. Fashion
companies in China are also exploring new
technologies such as Metaverse. This s
animmersive 3D online environment where
users can interact with each other through
avatars. This offers opportunities for brands to
increase engagement with customers in a
unique way.
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Fig. 5. Virtual idol Xi Jiajia on the virtual show of SS23 China International Fashion Week, author Baidu,
China, 2022

Fig. 7. Virtual fashion "Xingmeng Qinghe" from the "Deep Sea Nebula" series of AVAR virtual label,
author AVAR, China, 2022
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Those  who  work in  fashion
communication create and share fashion-
related information across various platforms.
One such platform that has gained popularity
among young people for making consumption
decisions is Xiaohongshu. Several reasons for
its success include its willingness to share and
advanced consumption awareness, which
creates a unique atmosphere. Digital fashion is
rapidly evolving with AR apparel try-on and
wearable NFTs. R-Space is an NFT platform
launched by Xiaohongshu in Nov 2021 that
uses AR and 3D technology for digital
collectibles trading and creative expression.
Additionally, the sales scene focuses on lifestyle
and is highly consumption-oriented, while the
content consists mainly of pictures and text,
making consumption efficient.

A virtual costume design created by Miao
Shengai has become incredibly popular on
Xiaohongshu. Xu Yangyuzhuo, a member of
pop idol group SNH48, recently posted three
digitally altered photos on the platform in
which she sports Miao's designs. The outfit,
which looks like something a princess would
wear, features colors such as pink, white, blue,
purple, and metallic red. It has thousands of
comments, thanks to its smooth texture,
metallic lustre, and traditional Chinese design
elements like peach blossoms and dragon
patterns (Fig. 6).

AVAR is a virtual label in China, which
owns virtual human IP, virtual fashion brands,
digital art generators and other businesses. In
the October issue 2022 of "Harper's Bazaar",
supermodel Zhang Lina wore the virtual fashion
"Xingmeng Qinghe" from the "Deep Sea
Nebula" series of AVAR virtual labels (Fig. 7).

Based on the 2022 McKinsey fashion
industry report [14], China's fashion industry is
constantly evolving and upgrading. All parties
involved in the industry need to work together
to focus on three main themes: brand
upgrading, design leadership, and industrial
ecological optimization. These themes will
empower and promote China's fashion
industry. Advanced development in the fashion
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industry will improve competitiveness and
voice. Chinese consumers are becoming more
mature and rational, with Generation Z
consumers gradually becoming the main force
of  consumption. This presents new
opportunities for brands and the fashion
industry, particularly in cultural confidence, self-
expression, and digital shopping methods.

Conclusions. The  formation  of
contemporary Chinese style in digital fashion
design involves a wide range of ever-changing
constituent  factors, leading the future
development direction of Chinese fashion
design. This article starts from the reproduction,
interpretation, and experience characteristics of
digital fashion design, and Analyzes the
formation of contemporary Chinese fashion
design characteristics. Combined with specific
cases, it elaborates on form, content, media and
market elements. New technology can enhance
Contemporary Chinese style digital fashion
design, market trends, consumer demand,
aesthetics, and social-cultural expression. By
analyzing and exploring these factors,
innovative and practical creations can be
developed, leading to new digital trends in the
fashion industry.

By analyzing the fashion design project of
the Tiantan series, we conclude that it is
necessary to move away from the traditional
"Chinese-style” approach and transform the
Temple of Heaven into a more modern and
dynamic form to capture the audience's interest
in Chinese culture. The beauty of traditional art
lies in its ability to showcase the Chinese
people's appreciation for the past and future,
their boundless creativity in daily life, and their
distinctive romantic spirit.

And after analyzing the new fashion
media and consumer trends, it's clear that Gen
Z in China is actively participating virtually by
sharing their unique styles on social media. To
stay ahead in Chinese fashion design, it's
essential to establish virtual brands, characters,
and materials in the Metaverse. In recent years,
Chinese style clothing has gained popularity
internationally, ~ with  Chinese  elements
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becoming a prominent feature in the fashion
industry. Moreover, China's fashion industry is
undergoing a significant transformation due to
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2y C., "€XOBA 0. B.
"Kuiscbkuli HayioHansHUl yHisepcumem mexHoso2ili ma dusativy, Kuis, YkpaiHa
2[TexiHcokuli yHisepcumem mexHosoeili i 6i3Hecy, MekiH, Kumadi

OCOBJINBOCTI CYYACHOIO KUTANCbKOIO CTU/IO B AN3ANHI LLUGPOBOI
MOJM: HA MPUKNAAAX BUPOBIB ®ELLUH-IHAYCTPI

Mema: npoaHanizysamu xyO0oXHbO0-eCmemuyHi XapaKkmepucmuku, AKIi 8naus8arome Ha Cy4acHull
yugposutli dusaliH o052y 8 kumalicbkkoMy CMUL, NPaKmMuky CMEOPeHHs md 3anponoHy8amu Cy4acHi
yugpposi dusaliHepcoki pitueHHs 8 u3aliHi rogenipHuUx s8upobis, cmusito ma oosizy.

Memodonoezisa. Bukopucmari meopemuyHi ma npakmuy4Hi Memodu O0C/IOXeHHSA: aHaA(3 Haykosol

ma ¢baxosol nimepamypu 3 memu O0CAIOKeHHS, NPOEKMYBAHHS HA OCHOBI eso/oyil sizepyHkis [ hopm,
aHaniz aHanozie 06'ekmie dusaliHy, OU3aliH-NPOEKMYBAHHSA MA CMBOPeHHA NpPodykmy 3 8UKOPUCMAHHAM
cneyianizosaHozo Npo2pamHozo 3abesneyeHHs.

Pesynemamu. Po3kpumo OCHOBHI pucu Cy4acHO20 KUMaliCbko2o cmuJto 8 dusaliHy odsey ma
NepcoHanbHo20 IMIOXY. Y3a2a/bHEHO OCHOBHI Xapakmepucmuku cmusegux piweHs Ou3aliHy Cy4acHoz2o
kumaticeko2o Yugposozo o0s2y [ NepcoHaIbHO20 IMIOXY. 3a pe3ysemamamu O0CAiOXeHHS po3pobseHo
npoekmu yugposozo dusaliHy ro8enipHUx 8Upobie Mma NepcoHabHO20 IMIOXY.

77


https://doi.org/10.30857/2617-0272.2023.2.2
https://core.ac.uk/download/pdf/%204425563.pdf
https://core.ac.uk/download/pdf/%204425563.pdf
https://doi.org/10.1007/978-981-16-2926-6_3
https://doi.org/10.1007/978-981-16-2926-6_3
https://doi.org/10.1080/17543266.2022.2071139
https://iastatedigitalpress.com/itaa/article/id/1823/
https://www.emerald.com/insight/search?q=Marilyn%20Delong
https://www.emerald.com/insight/search?q=Juanjuan%20Wu
https://www.emerald.com/insight/search?q=Mingxin%20Bao
https://www.emerald.com/insight/publication/issn/1361-2026
https://doi.org/10.1108/13612020510599%20321
https://doi.org/10.1108/13612020510599%20321
https://doi.org/10.48550/arXiv.2306.%2004141
https://doi.org/10.48550/arXiv.2306.%2004141
https://www.aol.com/lifestyle/%20china-insight-chatgpt-chinese-fashion-143000013.%20html
https://www.aol.com/lifestyle/%20china-insight-chatgpt-chinese-fashion-143000013.%20html
https://www.aol.com/lifestyle/%20china-insight-chatgpt-chinese-fashion-143000013.%20html
https://www.mckinsey.com.cn/wp-content/uploads/2022/09/%E9%BA%A6%E8%82%AF%E9%94%A12022%E4%B8%AD%E5%9B%BD%E6%97%B6%E5%B0%9A%E4%BA%A7%E4%B8%9A%E7%99%BD%E7%9A%AE%E4%B9%A6.pdf
https://www.mckinsey.com.cn/wp-content/uploads/2022/09/%E9%BA%A6%E8%82%AF%E9%94%A12022%E4%B8%AD%E5%9B%BD%E6%97%B6%E5%B0%9A%E4%BA%A7%E4%B8%9A%E7%99%BD%E7%9A%AE%E4%B9%A6.pdf
https://www.mckinsey.com.cn/wp-content/uploads/2022/09/%E9%BA%A6%E8%82%AF%E9%94%A12022%E4%B8%AD%E5%9B%BD%E6%97%B6%E5%B0%9A%E4%BA%A7%E4%B8%9A%E7%99%BD%E7%9A%AE%E4%B9%A6.pdf
https://www.mckinsey.com.cn/wp-content/uploads/2022/09/%E9%BA%A6%E8%82%AF%E9%94%A12022%E4%B8%AD%E5%9B%BD%E6%97%B6%E5%B0%9A%E4%BA%A7%E4%B8%9A%E7%99%BD%E7%9A%AE%E4%B9%A6.pdf
https://www.mckinsey.com.cn/wp-content/uploads/2022/09/%E9%BA%A6%E8%82%AF%E9%94%A12022%E4%B8%AD%E5%9B%BD%E6%97%B6%E5%B0%9A%E4%BA%A7%E4%B8%9A%E7%99%BD%E7%9A%AE%E4%B9%A6.pdf

Art and Design N23, 2023

HayKoBWI $haxoBWUA XypHan

MucmeymsosHascmeo. TexHiuHI HayKu.

Haykoea Hoeu3Ha. [1poaHanizo8aHo xapakmepucmuku 0CHOBHUX popm Ou3aliHy yugposoi Modu 8
kumaticekoMy cmui, susgieHo meHOeHYll po3sumky, SKi 8n1uU8aromMe Ha cyqacHul kumadicekul ousadliH
gupobis iHOycmpii MoOU, y3azaibHeH( 0eski npakmuyHi pe3ysaemamu ou3aliHy yugposoi Moou.

lMpakmu4He 3Ha4eHHA. Pe3ysiemamu 00CAiOXeHHA MOXyme Bymu 8ukopucmaxi 0418 aHanisy ma
p0o3p0obIeHHA NPOMUCI08020 MA OPIEHMOBAHO20 HA IHOUBIOYaIbHO20 cnoxusa4ya dusaliHy 0052y, ro8enipHUX
Nnpukpac ma nepcoHasbHO20 IMIOXYy 8 kumalicekoMy cmuai. Pe3ynemamu OO0CAiOXeHHA MOXHA
gukopucmosysamu 01 Nodasabwo20 susdyeHHs Yugdposozo du3aliHy 00a2y ma NepcoHaANbHO20 IMIOXY 8
KumaticekoMy cmusni 0418 MediakoHmMeHmy.

Kmouosi cnoea: kumalicekuli cmuae, dusaliH ods2y; yugposa moda; media kKoHmMeHm, Ou3aliH
rogenipHUX 8upobis; dusaliH cmuio; KUmaliceka Ky/emypa.
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INNOVATIVE APPLICATION OF TRADITIONAL BAMBOO
WEAVING IN MODERN FURNITURE DESIGN

The purpose of the study is to explore the approaches and strategies of integrating traditional bamboo
weaving elements into modern furniture design.

Methodology. The methodology of this paper is based on a literature review and a case study analysis.
The literature review provides a theoretical framework and a historical background of bamboo weaving as a
traditional craft and a cultural expression. The case study analysis examines examples of modern furniture
designs that use bamboo weaving as a main or complementary element, and evaluates their functionality,
aesthetics and sustainability. The paper uses qualitative and descriptive methods to analyze the data and draw
conclusion.

Results. This paper summarized the two visual expression forms of traditional bamboo weaving in
furniture design and put forward three application principles and innovative methods of bamboo weaving in
modern furniture design.

Scientific novelty. Based on the attributes of bamboo weaving culture and technology, this article
summarized the expression form, application principles and innovative methods of traditional bamboo
weaving applied to modern furniture design.

Practical significance. This article provides some methods of combining traditional craft and modern
design for designers, which can enhance the cultural value and aesthetic appeal of furniture products. It also
contributes to the preservation and inheritance of bamboo weaving as a traditional skill and a cultural heritage,
which can enrich the diversity and vitality of contemporary design culture.

Keywords: bamboo weaving craft; furniture design; innovative application methods; product design.

Introduction. Bamboo is a versatile function and aesthetic value [3]. On one hand,
material that has been used in various domains bamboo furniture has strong load-bearing
of literature, art, technology and tools since capacity and is resistant to deformation. It has
ancient times. As a commonly used material in  good breathability and is less prone to bacterial
fishing and agriculture, bamboo has an growth. It is also environmentally friendly due
important influence on people's daily lives. to its natural properties. On the other hand,
With the development of industry and bamboo furniture offers a variety of shapes and
agriculture, bamboo weaving utensils have beautiful patterns, and it is easy to process.
been widely applied in various areas of life and Nowadays, the demand for bamboo furniture in
work, becoming the primary production the market is increasing, which leads to
method for various household tools [1]. The continuous progress and innovation in bamboo
craft of bamboo weaving has continuously weaving techniques to create bamboo furniture
improved, resulting in exquisite and durable that meets people's aesthetic preferences and
bamboo weaving products that exist in various market requirements. By combining traditional
forms in people's daily lives. bamboo weaving techniques with modern

Furniture is an essential tool for human furniture design, we can promote traditional
beings to maintain a normal life, engage in craftsmanship on a larger scale and maximize
production practices, and carry out social the display of the excellent characteristics of
activities [2]. Bamboo furniture manufacture bamboo materials [4].
can include the bamboo weaving process, Analysis of previous researches. In all
which is rich in variety and has both practical times bamboo weaving attracts researchers’
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attention. The research mainly focuses on
modernizing bamboo weaving through aspects
such as form design, cultural connotations, and
modern scientific technology. Many scholars
(Yu et al) [5] have studied representative
cultural heritage patterns, such as extracting
plant decorative patterns and integrating them
with bamboo weaving for innovative product
design. These patterns are then showcased
through bamboo weaving techniques, which is
a commonly used approach in contemporary
bamboo weaving research.

Bamboo culture, as a symbol of Chinese
literati and scholars, has a long-standing
tradition in China. Researchers Chen M. Y. and
Zhang Z. F. [6] explored the innovative
application of emotional factors in bamboo
furniture design, based on the three levels of
emotional design proposed by Norman (2003)
[41]: visceral, behavioral, and reflective. They
analyzed the shape, material, and color of

bamboo  furniture from an  emotional
perspective and proposed some design
guidelines.

From the perspective of design aesthetics,
the authors Yang W. Y. and Zhang F. C. [7], Xue
Y. J. [8] and others proposed an innovative
design principle guided by modern life
aesthetics and centered on functionality,
advocating to design bamboo-made household
products that suit modern lifestyle and popular
taste from three aspects: functional innovation,
formal innovation, and craft innovation.

Bamboo is a natural, environmentally
friendly, and highly renewable material. A
number of scholars Liu Z. M. and Yu G. W. [9],
Wu S. H. and Fan K. K. [10], Wen et al. [11]
investigated its environmental properties and
evaluated the sustainability of bamboo
furniture  from social, economic, and
environmental perspectives throughout its life
cycle. They proposed several strategies,
methods and principles for the sustainable
design of bamboo furniture.

Bamboo weaving craft, a traditional
handicraft of ethnic minorities with regional
characteristics, can enhance the aesthetic and
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spiritual value of modern furniture design, as
well as preserve and disseminate ethnic
minority culture. Researchers Wang G. [12], Lin
L. P. and Huang S.Y. [13], Xu et al. [14] analyzed
the relationship between folk culture and
bamboo furniture, and suggested innovative
ways and techniques to incorporate bamboo
weaving craft into modern furniture design, but
there was no single-dimensional in-depth study.
Their study offers insights for integrating
traditional craft into contemporary design.

Author Chen Z.J. and He X. Q. [15-17]
published a series of researches on bamboo
decorative furniture in 2016. The works
according to the characteristics of China
traditional bamboo culture and bamboo
weaving, this article studies the design ways of
bamboo weaving decorative furniture and
recommends design approaches based on
three aspects such as requirements,
morphology, culture etc. Hope to impress the
traditional bamboo craft with innovative way of
thinking and combine with modern furniture
production technology to design the bamboo
weaving furniture with new design approaches.

Based on the user's demand for bamboo
furniture products, the weight values of various
factors affecting the user’s purchase of bamboo
furniture are quantified, and the design basis is
provided for the designer according to the
weight values. A number of scholars Liu A. and
Chang L. [18], Luo et al. [19], Dong et al. [20]
summarized the innovative strategies of
product design methods for bamboo furniture
in modern living fields, such as analytic
hierarchy process, TRIZ theory subsystem
synergistic evolution law, lightweight design,
modular design, etc., which provide reference
and inspiration for the application of traditional
crafts to modern furniture design.

To explore the design direction of bamboo
furniture, Authors Xu B.[21], Wu S. H. and Ho M.
C. [22], Wang et al [23] conducted the
application in furniture design from different
classifications and characteristics of bamboo
material. They showed the situation and effect in
the modern life when they combine with



Art and Design N23, 2023

HayKoBUWI haxoBumIi XXypHan

MucmeymeosHascmeo. TexHiyHi HayKu.

different materials, such as stainless steel, wood,
and so on. They determined the path of
integrating bamboo and diverse materials into
furniture design, satisfying the different needs of
modern furniture in terms of practicality and
emotional appeal.

Researchers Zhao et al. [24], Liu et al. [25]
took reconstituted bamboo and round bamboo
as the research objects, analyzed the
mechanical and structural characteristics of
bamboo, and summarized the structural forms
and functional features of furniture. Specifically,
they proposed innovative design methods of
bamboo furniture with lightweight, portable,
flat and functional diversification from the
aspects of module design etc, composite
material design innovation and joint structure
component optimization.

Acknowledging the conducted research,
it is worth noting that there is a lack of unified
principles and methods for applying traditional
bamboo weaving to modern furniture design of
various styles. Further research is needed to
explore and prospect the development of the
mentioned field of design.

Statement of the problem. The aim of
the work is to identify the visual expression
forms of traditional bamboo weaving in
furniture design include various patterns,
textures, and structures created through
weaving techniques.

Results of the research and its
discussion. Bamboo is a natural green material
with good mechanical strength and bending
strength, and it is currently being promoted by
many designers as a green material in furniture
design (Sharma et al) [26]. The weaving
techniques used in flat and three-dimensional
bamboo weaving are different Commonly used
flat weaving techniques include the pick and
press method and the through and through
method. The different thicknesses of the
bamboo strips used to weave the flat patterns
and the differences in the gaps between the
warp and weft lead to different results. The size
of the bamboo strips used for weaving is
determined by the needs of the product being
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woven. For example, fine pieces are often used
for weaving handicrafts, while relatively wider
pieces are used for weaving furniture panels.
Sometimes bamboo strips of different thickness
are used in combination to give a richer visual
effect.

Bamboo weaving furniture can be divided
into two categories, which include those
prepared as a whole and those prepared by the
board. Bamboo furniture prepared as a whole is
a three-dimensional piece of furniture made
entirely of bamboo. which includes the skeleton
and the panels. Panel preparation refers to the
weaving of parts of the furniture from bamboo
materials, such as sitting surfaces and cabinet
doors, among others.

The visual expression of bamboo weaving
into modern furniture design is usually realized
in the form of plane and curved surface (Fig. 1, a).
Planes have geometric and non-geometric
forms. In the direction, the plane has vertical
plane, horizontal plane and oblique plane. The
flat bamboo braid is made of warp and weft
bamboo silk or bamboo proverbs, which has the
characteristics of tranquility, stability and order.
In furniture design, it is commonly used as the
countertop of table furniture, the seat surface of
chair furniture, the door panel of backrest and
cabinet furniture (Fig. 1, b), the shelf board, bed
screen and screen of frame furniture. The surface
is represented in space as rotating surface, non-
rotating surface and free surface, and the shape
has geometric surface and free surface. The
curved surface is mild, soft, friendly and dynamic
and so on. It is commonly used as the backrest
of chair furniture, the base of table furniture
(Fig. 1, ¢), the door panel of screen and cabinet
furniture etc.

On the basis of retaining traditional
bamboo weaving handicraft, introducing
modern design language and modeling
method can make bamboo weaving furniture
more contemporary, conform to modern
aesthetic, and realize the innovation of bamboo
weaving furniture. We summarize four
principles and methods of integrating bamboo
weaving into modern furniture design.
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1. The approach of bamboo weaving
graphic integrated into furniture design.

Bamboo weaving is patterned by the
change of thickness, interleaving and weaving
of warp and weft. Each pattern is based on the
basic knitting technique of "picking one and
pressing one". The pattern elements of bamboo
knitting are mostly animals and plants,
geometry and auspicious characters. The
geometric pattern is composed of the regular
arrangement and distribution of geometric
shapes, which is the most used pattern in
bamboo weaving. Bamboo knitting patterns,
whether abstract or figurative patterns, are
relatively simple to deal with, easy to produce
monotonous, dull feeling. Therefore, on the
basis of summarizing the structure form and
techniques of bamboo weaving, combining
with modern graphic language, the elements,
colors and composition of bamboo weaving
patterns should be innovated.

There are two kinds of colors of bamboo
weaving: primary color and processing color.
Primary color refers to bamboo that does not
do a green preservation process, bamboo due
to oxidation, and natural transformation into
yellow-brown. The primary color of bamboo
weaving is fresh and elegant, harmonious and
natural, and is the most common color
matching of bamboo weaving. Processing color
refers to the form of industrial infection of
bamboo to make it colored. In bamboo
weaving color matching, is the use of color
composition, similar color, adjacent color,
similar color, contrast color, and
complementary color collocation. As shown in
Fig. 2, a-b, the straw inlay furniture made by
"A+A" design combines color and pattern
ingeniously, giving the works a strong vitality
and subtle fantasy texture.

Bamboo weaving patterns exhibit an
aesthetically pleasing symmetry and rhythmic
structure. Through innovative techniques, these
patterns can be reconstructed using scattered
composition forms and free weaving methods,
thereby surpassing the constraints of traditional,
regular bamboo weaving. This approach to
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bamboo weaving has been explored in several
scholarly works, demonstrating its potential for
artistic expression and creative design (Fig. 2, ¢).

2. The way of bamboo weaving combined
with new technology into modern furniture
design.

Traditional bamboo weaving techniques
often fail to meet the aesthetic demands of
modern household goods that require visually
appealing designs. Therefore, new technologies
and techniques for manufacturing bamboo
furniture need to be explored. To align bamboo
weaving products with modern aesthetics,
traditional bamboo weaving technology should
be improved and innovated, focusing on
enhancing the diversity of forms for bamboo
weaving works. As follow in Figure 3, a, the
Cocoon Plan by Rock W. and Kao M. C. [32], that
is not only stylish and eco-friendly, but also
illustrates the modernization of bamboo
weaving techniques by showcasing the
innovation of traditional close weaving and
hollow weaving techniques for bamboo weaving
works. They used traditional bamboo material
and modern technology to create a sofa and a
stool that are light, comfortable, and eco-
friendly etc. The intertwining bamboo strips
completes the over-sized seat and backrest that
will surely provide comfort to every user.

For example, designer Zhou Y. R. and Su
R. R. jointly designed the "BAMBOOL STOOL"
(Fig. 3, b), which combines original bamboo
and bamboo weaving techniques to produce a
suitable and beautiful seat. They used an
irregular knitting method to weave the stool
surface with different geometric patterns. On
the other hand, traditional bamboo weaving
techniques are mostly handmade and have
many limitations. Therefore, integrating
modern mechanical processing methods in
bamboo weaving can make the bamboo slices
evenly distributed, the surface polished smooth,
the finished product more beautiful, and reduce
the scrap rate of bamboo. As Fig. 3, ¢ shows
another work by Zhou and Su [33], called
"PAOPAO SOFA", which is a representative
furniture design that uses a modular
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combination and semi-mechanized production.
The sofa is composed of a single bamboo
woven ball repeatedly arranged, integrating the
traditional bamboo weaving technology in
Taiwan. Because of its simple form, it can be
mass-produced by  modern  industrial
technology combination production, greatly
reducing the production cost. The product has
both the natural sense of traditional bamboo
weaving process and the modern simple form
of beauty, suitable for most contemporary
home furnishings. The design idea of this sofa
provides a new direction for the design of

modern bamboo woven products. The
optimization and deconstruction of bamboo
weaving offer novel opportunities for furniture
design. A range of weaving methods are

utilized in furniture, with the resulting
components being reassembled in unique
combinations. Alternatively, fine bamboo

weaving techniques can be modularly spliced
and interwoven to create a dynamic and
integrated curved space, as seen in Fig. 4, c—d
[35]. These design strategies inspire creative
approaches to expanding the traditional

bamboo weaving process.

C

Fig. 1. The visual expression of bamboo weaving in furniture design: a — “Shimmering of heated air”,
Shono Shounsai, Tokyo, Japan,1969 [27]; b — “Sorren Media Cabinet”, Shea & Syd McGee, Utah, USA, 2014
[28]; c — "Loop Cocktail Table”, Jamie Durie, Australia, 2019 [29]

a b

lo
Fig. 2. Bamboo woven pattern integrated into furniture design pattern design strategy: a, b — “Exquisite
Corpse”, Adma Goodrum. (Australia) & Arthur Seigneur. (France), 2020 [30]; c — “Maison & Objet Exhibitor”,
Kenichi Inomata, Japan, 2019 [31]

Fig. 3. The approach of bamboo weaving technologies into furniture design: a — “Cocoon plan furniture
sofa”, Rock W. & Kao M. C,, Taiwan, China, 2010 [32]; b — "“BAMBOO STOOL", Zhou Y. R. & Su R. R, Taiwan,
China, 2011 [33]; c - “PAOPAO SOFA", Zhou Y. R. & Su R. R, Taiwan, China, 2011 [33]
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Japanese design group “Nendo” has
adapted Taiwanese craft techniques, translating
them into a contemporary furniture piece
entitled"Bamboo Steel Table"(Fig. 4, a-b)[34],
developed for Han Gallery. the properties of the
thin steel strips of metal from which it is made
allows the weaving method, typically used to
form baskets and containers, to be explored at
a larger scale. the traditional hexagon pattern,
usually executed in natural fiber, improves the
strength  of the product through the
overlapping triangular forms it creates. instead
of cutting notches into the wood and then
bending the material which is often seen in
bamboo furniture, this table uses another
technique where vertically sliced pieces are
woven upwards and outwards to form the table
legs and top, creating a seamless connection.
first, this was tried on bamboo before the same
method was applied with steel strips. by

changing the material, Nendo brings the design
into an urban context while offering more
structural stability.

Bamboo upholstery panel furniture
represents a novel form of bamboo upholstery
and modern furniture, achieved through
innovative processes that combine bamboo
upholstery technology with modern panel
furniture production techniques (Fig. 4, e) [36].
This type of furniture is designed to make full
use of wood and its scraps, thereby improving
wood utilization rates and mitigating issues
such as board expansion and deformation,
while simultaneously enhancing board quality.
The development and design of bamboo
decorative panel furniture not only reduces
wood resource loss, but also leverages the
unique characteristics of bamboo furniture to
create a new, environmentally-friendly furniture
form that warrants further exploration.

]

11'

-
i

Fig. 4. The way of bamboo weaving combined with new technology into modern furniture design:
a—b — "Bamboo Steel Table”, Masayuki Hayashi, Japan, 2012 [34]; c—d — "Sunyata chair”, Zhang J. J, Taiwan,
China, 2015 [35]; e — "Meet the wicker basket”, Nils Chudy & Jasmina Grase, Germany, 2017 [36]


http://www.nendo.jp/en/
http://www.han-gallery.com/
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3. The strategy of bamboo weaving and
multi-material integration into furniture design.

Bamboo furniture has a great potential in
the modern furniture market, but it also requires
more design expressions to adapt to the modern
home life. Weaving technique is a core aspect of
bamboo furniture, but it can be enhanced by
combining bamboo with other materials.
Different materials can exhibit their unique
textures, structures, colors, and glosses, which
can create different visual and tactile effects.
Bamboo weaving has a high plasticity, which
facilitates its integration with other materials,
such as plastic (Fig. 5, ¢) [38], metal, cloth, and
even cement etc.,, The combination of bamboo
weaving and other new materials can express
the texture and characteristics of different
materials through design, and convey a richer
design aesthetic.

Bamboo and concrete both share a low-
key and restrained style, but they also contrast
each other in texture and appearance. Bamboo
weaving adds some flexibility and warmth to the
rigid and cold concrete, while concrete provides
a solid and stable base for the delicate and
intricate  bamboo weaving (Fig.5,a) [37].
Taiwanese designers Lin Ta-Chih and Hsieh Yi-
Fan designed a chair work called "Ching"
(Fig. 5, b) [37], which combines green bamboo
and cement, and connects two completely
different materials together. In the production
process, the designers drilled holes on the parts,
bent the parts under heating, and then cast the
hourglass-shaped mortise holes on the parts
with cement, connecting the bamboo parts
together with cement connectors. This work uses
design to redefine the meaning and relationship
between the two materials, thus expressing the
craftsmanship of the original materials and
giving them a pure feeling.

In recent years, some designers and
researchers have applied bamboo weaving
techniques to tubular steel pipes, and created
various furniture pieces, such as chairs, tables,
lamps and so on, aimed to create a new style that
integrates the natural and modern elements.
There are mainly two forms of furniture design

85

that combine bamboo weaving and metal. One
is to use metal as the frame and bamboo
weaving as the furniture surface material,
forming a light and textured effect (Fig. 5, d) [37].
This form can use different weaving patterns and
textures to express the regional and ethnic
characteristics of the furniture, as well as save
wood resources, in line with the concept of
ecological  protection  and  sustainable
development. Another is to use bamboo
weaving as the main structure of the furniture,
and connect it with metal parts, forming a three-
dimensional and variable effect. This form can
use the elasticity, toughness and flexibility of
bamboo to create various interesting shapes,
and also show the mechanical beauty and
craftsmanship of bamboo. For example, the “Air
Chair” (Fig. 5, e) [39] designed by Pinwu Design
Studio is made of several bent bamboo strips,
forming a seat that fits the human posture. The
structural support of the chair is made of
stainless steel pipes. The shape of the whole
chair is like a petal, giving a sense of lightness
and agility. As the designer described his work,
this chair is a special interpretation of the
traditional Chinese bamboo weaving, which
reveals the limit of bamboo weight and strength,
and the result shows its lightness and durability.
It is proved that these techniques can give the
hard metal a sense of pliancy and warmth, and
can also create a visual and design harmony that
enhances both materials, and also a cultural
transmission of traditional handicraft skills.
These techniques can prove to give metallic
material flexibility and warmth, creating visual
and design harmony that enhances both
materials, as well as a cultural transmission of
traditional handicraft skills.

Moreover, bamboo weaving can be
integrated with various materials in furniture
design, using different weaving techniques in
different positions to achieve different functions.
"Tokyo Tribe" (Fig.5,f) [40] is a series of
innovative furniture designed by Nendo, a
Japanese design studio, combining bamboo
weaving with three kinds of materials: metal,
concrete, and wood. The products use metal
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pipes as the main structure of the furniture, and
uses the elasticity and plasticity of bamboo
weaving to wrap bamboo strips or other plant
fiber materials around the metal pipes, forming
different weaving modes and patterns. Concrete
is used as the top or base of the furniture, and
bamboo weaving technique is used to decorate
on the concrete, breaking the monotony and
coldness of concrete, and reflecting the contrast
between tradition and modernity. The method
of combining bamboo weaving and wood in this
work is to cut solid wood into blocks or boards
of different shapes and sizes, and then open
holes of different shapes and sizes on the surface
or inside, and use bamboo weaving technique to

insert bamboo strips or other plant fiber
materials into the holes, forming different spaces
and functions. The furniture products are round
in shape, and combine the characteristics of
bamboo and other materials to reflect the
naturalness and affinity of the furniture, while
maintaining the solidity and modernity of the
furniture.

The combination of bamboo weaving and
various materials is an innovative way of
furniture design, which not only preserves the
traditional charm of bamboo weaving craft, but
also enhances the functionality and aesthetics of
furniture, bringing fresh blood and vitality to
furniture design.

Fig. 5. The strategy of bamboo weaving and multi-material integration into furniture design: a — "Furniture

of bamboo with concrete”, China, 2015 [37]; b — “Ching”"Bamboo chair, Lin Ta-Chih & Hsieh Yi-Fan, Taiwan,

China, 2013 [37]; c — "same same but different chair”, Laura Jungmann, Germany, 2014[38]; d — "Air Chair”",

Zhang L. & Wang L. L, China, 2015 [37]; e = "Zumitz" —Jean Louis Iratzoki & Ander Lizaso, Spain, 2015 [39];
f — “Tokyo Tribe”, Nendo Design, Japan, 2015 [40]
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Conclusions. By employing case analysis
and comparative research methods, combined
with a substantial amount of literature, the aim
is to provide references for the application of
bamboo weaving in furniture design. Based on
the composition and utilization forms such as
lines, surfaces, and volumes, the article explores
the principles, forms, methods, and scope of
bamboo weaving in furniture design.
Furthermore, the article validates the technical
feasibility and artistic value of bamboo weaving
in modern furniture design.

While exploring the application principles
of utilizing bamboo weaving in modern
furniture design involve considering the
functional requirements of the furniture, such
as load-bearing capacity and ergonomics, and
incorporating bamboo weaving elements
accordingly. Innovative methods can include
integrating bamboo weaving with other
materials, combining different weaving
techniques, and utilizing modern technology to
enhance the efficiency and precision of the
weaving process. In this paper, we also have
conducted three methods of integrating
bamboo weaving into modern furniture design,
and discussed their advantages and challenges.

One method is to apply bamboo weaving
surface to the furniture surface material, which
is based on other furniture main materials such
as solid wood, board, iron art, etc. By using
modern production and processing technology,
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the bamboo weaving surface is attached to the
main material of the furniture by gluing,
pressing, nailing and other methods. Different
weaving patterns and textures express the
regional and national characteristics of the
furniture, and also save wood resources and
improve the quality of the furniture surface.

Another method is to design three-
dimensional bamboo weaving furniture, which
is a way of weaving bamboo strips with
rectangular  cross-section into  three-
dimensional shapes. This method not only has
lively patterns and rich shapes, but also can
create novel and modern living products with
traditional bamboo weaving techniques. Three-
dimensional bamboo weaving furniture can
also combine modular and systematic design
methods to show the combination of traditional
culture and fashion aesthetics.

The third method is to apply bamboo
weaving techniques to new material design,
which means not only using bamboo as the
weaving material, but also exploring more
possibilities of weaving other materials such as
cloth, leather, metal, etc. Weaving techniques
can create different aesthetic and artistic effects
with different materials, and also provide
comfortable and practical experience for users.
For example, some designers use latex, rubber
bands, ropes and other materials to weave
chairs with bright colors and soft textures.
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"Kuigcbkuti HayioHansHuli yHisepcumem mexHosoziti ma dusadHy, Kuis, YkpaiHa
2 Kosiedx duzatiHy ma mucmeymes, LlleHscilicokuli yHisepcumem Hayku i mexHosoeid, CiaHe, Kumad

IHHOBALLINHE 3ACTOCYBAHHA TPAAULINHOINO BAMBYKOBOTIO M/ETIHHA
B CYYACHOMY AU3ANHI MEBJIB

Memoto OocniOxeHHA € sus4veHHs nidxodig [ cmpameeili iHmMezpayii mpaduyiliHux enemeHmis
naemiHHs 3 6ambyka 8 cyqacHuli dusaliH mebis.

Memodonoezia 6azyemoca Ha 021400 nimepamypu ma aHanizi npuknadie. Ozas0 snimepamypu
micmume meopemuyHy 6a3y ma icmopuy4Hy ocHogy npouyecy 6ambykogoz2o naemiHHA AK mpaduyiliHo2o
pemMec1a ma KyJbmypHO20 8UPAXeHHS. ¥ pobomi 8UKOpUCMAHO AKICHI ma onucosi Memoodu 071 GHANI3Y
daHux i hopMyB8aHHs BUCHOBKIB.

Pe3ynemamu. Y3azanbHeHo 080 hopMu 8i(3yasibHO20 8UpPAXeHHS MmpaduyiliHozo 6ambykosozo
naemiHHsA 8 ou3aliHi mebiig [ 3anNpoONOHOBAHO NPUHYUNU 3ACMOCYBAHHA MA IHHOBAYIUHI Memodu niemiHHs
6ambyka 8 cydacHoMy ou3saliHi Mebais. Po32asiHymo npukiadu 0u3aliHy cy4acHuUx mebis, 8 SKUX K OCHOBHUU
abo dodamkosull esemMeHM BUKOPUCMOBYEMbLCA NaemiHHA 3 6ambyka, wo nokpauwye yHKYIOHANbHICME,
ecmemuky ma 008208(4Hicmeb 8uUpobia

Haykoea Hosu3Ha. basyrouuce Ha ampubymax Kysemypu ma mexHoso2il 6ambykosozo naemiHHaA
Y3aeanbHeHo YopMy BUPAXEHHS, NPUHYUNU 3adCMOCY8aHHA ma (HHOBAyiliHI mMemodu mpaduyiliHo2o
6ambyko8020 naemiHHs, 3acMocosaHi 0o cy4acHozo ousaliHy mebis.

lMpakmu4yHe 3Ha4veHHA. HasedeHo Memodu NOEOHAHHA MpaduyiliHo2o pemMecsa ma Cy4acHo20
ousaliHy, SKI MOXymb nidsuwumu KyJemypHy YiHHICMe6 ma ecmemudHy npusabiusicme mebiegux supobis.
Lle makox cnpusie 36epexxeHHI0 ma ycnadkysaHH 6ambykosozo pemecaa sk mpaduyiliHoi malicmepHocmi
ma Ky/emypHol cnadujuHu, ka Moxe 36azamumu pi3BHOMAHIMHICMb Cy4acHOl Kysemypu Ou3adiHy.
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npodykyii, Kyaemypa, Mucmeymaso.
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sl IMPACT OF DIGITAL ART ON DESIGN OF ONLINE MUSEUM:

USER-CENTERED DESIGN, NARRATIVE DESIGN, AND
INTEGRATION OF TECHNOLOGY

The purpose. This research aims to explore the means by which digital art presented in online museum
exhibitions will contribute to an improved visitor experience of the museum exhibition.

Methodology. Theoretical and practical research methods are used, namely, analysis of scientific and
professional literature on the impact of digital culture on museum exhibits, analysis of design analogs of online
museums.

Results. Based on the research analysis, the influence of digital culture on art museums was established,
which allowed them to go beyond physical spaces, display digital art and implement virtual reality
technologies. The cases of the Museum of Modern Art, TATE, the Victoria and Albert Museum, as well as China's
Palace Museum and Shaanxi History Museum have demonstrated the significant benefits of integrating digital
culture into the art world. The use of augmented reality (AR), virtual reality (VR) and mixed reality (MR) in
digital museum exhibitions was analyzed. It is substantiated that the impact of digital culture on art museums
is evidence of the importance of digital technologies in the design of online museums.

The scientific novelty lies in the fact that the design principles of digital art exhibitions of online
museums have been further developed in the work, which allows them to reach a wider audience of visitors
and improve the aesthetic perception of museum expositions by viewers.

Practical significance. The results of the study can be used in their introduction into the modern
practice of designing museum.

Keywords: digital art; online museum; exhibition design; augmented reality; virtual reality; mixed
reality; Chinese culture.

Introduction. In present times, digital location, online, in public spaces - real and
culture has impacted every aspect of human virtual. Digital technologies are used in all areas
existence, ranging from interaction with of design and design education [3], and
information, communication and computing, to  museum learning [4].
ways of knowing, thinking, being, and doing. As Analysis of previous researches. The
Nikitenko thinks, this digital state of being is field of museums and digital art is an emerging
not confined to any specific field or discipline area that has received limited research
and shares a commonality in terms of the use attention in terms of the heritage/museum
of digital tools and technology [1]. The change experience and human digital behavior. There is
in human behavior is at the core of digital also a lack of research specifically focused on
culture, and people from all backgrounds are the culture of "digital art" and the division
becoming more accustomed to digital between art and technology within museums
behavior. Even museum visitors are increasingly remains an ongoing issue. A groundbreaking
indulging in digital activity and expect to be an  contribution in this field is the book by Giannini
active part of the museum'’s life. A survey shows & Bowen [5], which explores the concept of
that online activity doubled on all social media  "digital art" rather than solely focusing on the
platforms as from March 2020 when Italy went role of digital technology. Only recently, with
into lockdown [2]. This digital transformation the onset of the COVID-19 pandemic, has the
has prompted museums to go beyond their gap between the real and digital aspects of
physical walls and connect with their public on  museums started to be addressed. Museums
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are now beginning to adopt an integrative
approach, recognizing the dynamic and
uncertain nature of the pandemic. This requires
heritage institutions to be more flexible and
incorporate technologies such as VR, AR, and
MR both in physical and online environments.
In April 2021, UNESCO released a follow-
up report that revealed a significant decline in
revenues for 80% of museums compared to
2019 [6]. In the first quarter of 2021, 43% of
museums reported closures. However, the
report also highlighted the positive aspects of
strengthened community connections and
increased intermuseum cooperation. In 50% of
countries, public subsidies decreased for
national institutions. The report by Bekele [7]
estimated the presence of approximately
104,000 museums worldwide, representing a
9% increase from the previous year's report.
However, estimating the number of museums
on an international scale is challenging.
Nevertheless, the global impact of the
pandemic has sparked extensive public debate
on the future of museums, as activism and
protests in the arts sector seek to break down
cultural barriers and foster common ground.
The Museum Innovation Barometer 2021
[8], an annual survey conducted by Museum
Booster since 2015, provides a comprehensive
analysis of technology and innovation in
museums. The findings of the extensive survey
by Vosinakis et al. [9] demonstrate that COVID-
19 has been a key driver for digital
transformation in museums, leading to the
adoption of new technologies such as AR, VR,
and hybrid approaches like MR. The survey
confirms that these technologies are becoming
increasingly prevalent in museums, aligning with
our previous research and the findings of this
present study. However, significant challenges
remain regarding sustainability and financial
feasibility in implementing these technologies.
Statement of the problem. Although
digital art has gained recognition and
popularity in recent years, its seamless
integration within online museum exhibitions is
yet to be fully explored. While many museums
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have established an online presence to expand
their reach, the utilization of digital art in these
virtual spaces remains limited. This lack of
integration hinders the delivery of a
comprehensive and enriching experience for
museum visitors, who may not have access to
physical exhibitions due to various constraints.

Results of the research and its
discussion. User-Centered Design, Narrative
Design, and Integration of Technology are
indeed key aspects influenced by digital art.
Digital art is the use of digital technology and
computer programs and other means to
analyze, edit and other applications of pictures,
audio and video files, and finally get a perfect

upgrade work. It mainly includes digital
reinvention, 3D modeling, interactive
installations,  virtual reality, holographic

projection, phantom imaging, etc [10]. The
digital art context is mainly digital, interactive,
and creative features. The mode of
communication has changed from one-way
communication in the era of traditional media
to multi-directional communication. The
audience is no longer just a single recipient of
the message, but is able to engage with the
message communication.
User-Centered Design

The online museum aims to manage
physical collection and scientific research
information  efficiently ~ while  ensuring
permanent preservation. It provides users with
online display, education, and research services
through the internet while disseminating
knowledge on cultural and natural heritage.
Taormina & Baraldi [11] assert that it is an
innovative information service system that
combines computer science communication
and museology. Wu et al. state that the
advancement of digital technology allows
individuals to browse online museums at their
convenience, resulting in a unique viewing
experience [12].

The Museum of Modern Art provides an
example of how museums are incorporating
new mediums such as digital art. The Museum
of Modern Art (MoMA) in New York City is
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globally recognized as one of the preeminent
modern art institutions [13]. Its extensive
collection features over 200,000 works of art,
including Pablo Picasso, Vincent van Gogh,
Salvador Dali, and Andy Warhol, among others.
In more recent years, MoMA has concentrated
on emerging technologies and has been
instrumental in advancing conservation and
preservation of digital art (Fig. 1, a). In 2011,
MoMA with Google Arts & Culture offers virtual
tours of its collections through various digital
platforms. This initiative includes web-based
galleries, interactive exhibits, and digital
replicas of physical art installations. The MoMA
website homepage is divided into three
sections: "Visit", "Exhibition Online", and "Art
and Artists". Each section serves a unique
purpose. The "Visit" section provides essential
information for individuals intending to visit the
museum, such as online ticket sales,
transportation options, dining locations, and
travel advice. The "Exhibition Online" section
showcases past and future exhibitions,
screenings, performances, and other events
utilizing a calendar-based format. Finally, the
"Art and Artists" section fulfills the public
education role of online art museums by
providing access to their collection of digital
works, artists, audio and video recordings, and
other art-related content.

TATE (Tate Modern and Tate Britain) which
first opened to the public in 1897, boasts a
collection of nearly 70,000 works encompassing
1500 years of British art as well as modern and
contemporary art from around the world [16]. Its
mission is to foster public appreciation of British
art from the 16th century to the present and
international modern and contemporary art.
TATE Online (Fig. 1, b) is a key part of the
museum's digital strategy and is utilized by all
divisions within the institution. There is a
growing emphasis on establishing a dynamic
system that encompasses these various aspects
and embraces the transformative shift from a
traditional nonparticipatory model to one that
deeply engages the audience. The website is
divided into three main sections: Art & Atrtists,
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Exhibitions & Events, and Tate Children. The Art
& Artists section provides visitors with
comprehensive explorations of various art forms,
allowing them to learn about the artist's life and
the stories behind their creations. The
Exhibitions & Events section offers over 100
customizable activities, allowing users to tailor
their experience according to their needs. The
Tate Children section is entirely dedicated to
young audiences and offers online craft tutorials,
fun games, art history lessons, and a children's
gallery.
Narrative Design

Digital art can influence the narrative
design of on-site museums by introducing new
ways of storytelling and interpretation.
Museums can utilize digital technology to
create multimedia exhibits that combine visual
art with audio, video, or interactive elements.
These narratives can provide additional context,
historical information, or alternative
perspectives on the artworks, enriching the
visitor's understanding and appreciation.
Digital art can also inspire museums to
experiment with non-linear narratives or
immersive storytelling techniques.

The official website of the Shaanxi History
Museum has been awarded the prestigious 2023
Design Award, showcasing its remarkable
performance in design innovation and user
experience [17]. This museum website, an
immersive platform for cultural exploration,
exudes the timeless splendor of cultural heritage
with its distinct Eastern aesthetics and
meticulous  craftsmanship. By seamlessly
integrating history and modern electronic
information technology, the website offers a
captivating digital journey to appreciate the
grand achievements of the Chinese civilization
from multiple perspectives (Fig. 2). Through its
thoughtful design choices, from the harmonious
color palette and layout to the visual elements
that resonate with the exhibited artifacts, the
website encapsulates the rich cultural essence.
Every detail, from navigation to font selection
and image processing, conveys the designers'
dedication, offering an intuitive and engaging
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user experience where users can easily uncover
new discoveries. Emphasizing user-centricity, the
website presents a clear and user-friendly
interface, while also serving as a platform of
great academic value and social significance. It
provides abundant resources for scholars and
researchers, disseminates cultural knowledge to
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MoMA

Planyourvisit ~ Whatson  Artand artists

Store Q
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Mujinga’s Flo
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the public, and enables seamless access across
devices and browsers. By simply clicking on the
website, users can embark on an immersive
journey through ancient civilizations, indulging
in the treasures of the Shaanxi History Museum
and experiencing the unique charm of Chinese
civilization.
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Fig. 3. The Palace Museum online exhibitions, China, 2023 [18]
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In response to the temporary closure of
the Palace Museum during the COVID-19
pandemic from January 25th to May 1st, 2020,
the museum creatively utilized its digital
resources to offer a range of online experiences
[18]. Through virtual exhibitions, online classes,
and virtual tours, the Palace Museum engaged
the public and satisfied their desire for cultural
exploration from the comfort of their own
homes. The museum's innovative initiatives,

such as the "Virtual Tour of the Palace
Museum," "Audiovisual Gallery," "Panoramic
Palace Museum," "VR Palace Museum," and
"Digital Cultural Relic Database," showcased the
integration of design features and a compelling
narrative. The virtual tour, conducted through
live streaming with professional guides, allowed
users to select different routes and interact with
the guides, creating an immersive and
interactive storytelling experience.

Fig. 4. Presented by the Victoria and Albert Museum exhibitions, United Kingdom, 2023:
a - Pink Floyd, b - Alice in Wonderland [19]

Fig. 5. Presented by Oculus Rift DK2 Virtual Reality Experience, USA, 2023 [21]
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Integration of Technology

Digital art can inspire the integration of
technology within on-site museums to enhance
the presentation and interpretation of artworks.
Museums can incorporate digital displays,
projectors, or interactive installations to create
dynamic and visually captivating exhibitions.
Augmented reality (AR) or virtual reality (VR)
can be used to provide immersive experiences,
allowing visitors to virtually explore art
installations  or interact with  digital
representations of artworks. Additionally,
technology can enable museums to offer
multimedia guides, interactive apps, or online
platforms that provide additional information
and resources to enhance the Vvisitor's
engagement with the art. Online museum
designs should embrace emerging
technologies, such as VR, AR, and mobile
applications, to provide unique and immersive
experiences that enhance visitor engagement
and extend the reach of art and culture.

This trend was already gaining momentum
prior to the pandemic, as seen in exhibitions like
the Pink Floyd exhibition at the Victoria and
Albert (V&A) Museum in London (Fig. 2, a),
where the audience reclined on the floor in a
large gallery surrounded by floor-to-ceiling
projections. In 2021, the V&A Museum
introduced a new venture into VR and integrated
digital experiences with their exhibition titled
"Alice: Curiouser and Curiouser." (Fig. 2.b) This
exhibition featured an AR exhibit showcasing a
Madhatter's Tea Party with animated elements
on a virtual table and background. Additionally,
a VR experience was created in partnership with
Vive Arts, offering visitors an immersive
encounter with the exhibition's themes. Notably,
this VR experience can also be accessed online,
further  demonstrating the museum's
exploration of digital integration.

JNitepartypa:

1. Nikitenko V. The impact of digitalization on
value orientations changes in the modern digital
society. Humanities Studies. 2019. Ne2 (79). P. 80-94.
https://doi.org/10.26661/hst-2019-2-79-06.

97

According to the article on design
guidelines for systematic and theoretically
grounded research on virtual exhibitions, Kim
concluded that the online museum exhibition
has the following characteristics: Interactive,
Openness, Dynamic, and Collaborative [20]. In
the National Air and Space Museum [21], VR
can transport visitors to historic events, such as
the moon landing, allowing them to experience
the moment firsthand (Fig.5). AR can
superimpose digital information, such as 3D
models or interactive elements, onto physical
exhibits, providing additional context and
detail. VR and AR enable museums to create
immersive experiences by providing visitors
with virtual environments or overlays that
enhance their understanding of artifacts.

Conclusions. Overall, digital art has
shaped the design strategies and principles of
online museum exhibitions, leading to more
visually captivating and immersive experiences.
The integration of multimedia elements, user-
centered design, storytelling, technology, and
accessibility considerations have all been
influenced by the possibilities and capabilities
brought about by digital art. As a result, online
museum exhibitions are evolving into rich and
engaging platforms for showcasing and
experiencing art. This incorporation of digital
art has greatly enhanced museum exhibitions,
enabling them to reach a wider audience and
offer a more immersive experience. However,
despite these successful examples, the broader
adoption and regularization of VR, AR, MR, and
3D technologies in art museums and
exhibitions are yet to be fully realized. Further
exploration and integration of these
technologies hold the potential to revolutionize
the museum experience and offer visitors new
dimensions of interaction with art.
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OPIEHTOBAHUWN HA KOPUCTYBAYA AN3AUNH, HAPATUBHUN AN3ANH
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Mema: OocnidxeHHs 3acobis, 3a 0onomozor0 sKUx yugpose Mucmeymeo, npedcmasseHe Ha
OHAIAUHOBUX My3eUHUX 8UCMABKAxX, CnpuamumMe NOKpauwjeHHo cnpuliHAmms ei0s8idysaqyamu ekcno3uyil

My3ero.

Memodonoeia. BukopucmaHi meopemuyHi ma npakmuyHi memoou O0oCaiOXeHHs, a came, aHani3
Haykosol ma ¢haxosol nimepamypu ujodo snausy Yugposoi Kysemypu Ha My3elHi ekcno3uyll, aHanis
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Pe3ynemamu. Buxodsuu 3 aHanisy 0ocnioxeHb, 8CMaHosieHo 8naus Yugpoasol Kysiemypu Ha XyOOXKHI
Mys3el, wjo 00380uU/10 iM 8UXOOUMU 3a Mex( i3UYHUX npocmopis, deMoHCMpysamu yugpose Mucmeymaso
ma enpoeadxysamu mexHos02il sipmyansHol peanssHocmi. Kelicu Mysero cyuyacHozo mucmeymea, TATE,
My3zero Bikmopii ma Anebepma, a makox kumatlicekux Mysero [Nanayy ma My3seto icmopii LlleHbci
npodeMoHCMpy8aau 3HA4YHI nepesaeu iHMezpayil yugposoi Kyaemypu y csim mucmeymsea. byno
npoaHanizoeaHo sUKOpUCMAHHsA donosHeHol peasnbHocmi (AR), eipmyaneHoi peaneHocmi (VR) [ 3miwaHoi
peansHocmi (MR) e yugposux myseliHux sucmaskax. ObrpyHmosaHo, ujo enaug yugposol Kyaemypu Ha
XyOO0XHI My3el € cai0HeHHAM 8axausocmi yugdposux mexHono2ili 8 Ou3aliHi oHAalH-My3eis.

Haykoea HoeusHa nosiszae 8 momy, wjo 8 pobomi dicmanu nNodasLwloz0 po3sUMKy NpuHyuUNu
ousaliHy ekcno3uyili yughpoeozo mucmeymea oHAAUH-My3ei8, ujo 00380/5€ IM oxonumu wupwly ayoumopiro
8idsidysa4is ma nokpawjumu ecmemudyHe cnpuliHamms ansdadamu My3eliHol eckno3uyit.

lMpakmuyHe 3HaveHHA. Pe3ysiemamu 0ocCiiOXeHHs MOXymb Oymu 8nposadxeHi 8 Cy4acHy
npakmuky Ou3aliHy oHAGUH-My3els.

Kmrouoei cnoea: yugppose mucmeymao; oHaaliH-my3el; dudaliH sucmasku, 0onosHeHa peasbHicme;
8ipmyasibHa peaibHiCMe,; 3MILAHA pedbHICMb; Kya1emypa Kumato.
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ANCAUKNAIHIT TA MIHIMANIBM 4K MOAHI TPEHAMU

MOMIPHOIO CrMO>XKNBAHHA NMPOAYKTIB MOAU

Memoro OocnidxeHHA € BU3HAYEHHA OCHOBHUX NPOEKMHUX NPAKMUK CMAHOBJAeHHA ma peanidayil
KOHYenyii NoMipHO20 cnOXUBAHHA NPpodykmig iHOycmpil MOOU Ma eKko/102{4HO OPIEHMOBAHUX Memodi8 CMBopeHHs
MOOHUX NpodyKmig y ceaMeHmi Mac-mapkemy.

Memodosiozia docnidxeHHs 6a3yemocsi Ha BNPOBAOCXKEHHI KOMNJIEeKCHO20 nioxody 00 BU3HAYeHHs
Kpumepiia nowiupeHHs KOHYenyil NOMIPHO20 CNOXUBAHHS 8 CyyacHili Modi. [ns xapakmepucmuku OCHOBHUX
npuHyunie weuodkol, nosuTbHOl Ma cmilikol Modu 30IlCHEeHO NOPIBHANbHUU AHANI3 YUHHUKIB (OYHKUIOHYBAHHS
8U3HAYEHUX KOHYenyili Ha Cy4acHOMy pPUHKY MOOH020 o00siey. B pobomi 3 Oxepenamu nepsuHHOI iHpopmayil
(OusaliHepcoeki piweHHs mModeneli 00s2y nposidHUx bpeHOi8 MOOHO20 0052y, 8apiaHmMu 3acmocy8aHHs 3acobis
KOMNO3UYiliIHO-KOHCMPYKMOPCbKUX pillleHs ma 0ekopamugHo20 03006./1eHHs npodykmis Moou, xapakmepucmuka
@yHKyioHaneHUx enacmusocmeli npodykmig MOOU pI3HO20 ACOPMUMEHMY MA NPU3HAYeHHs) 3acmocos8aHo
npedmemHo-aHaAimu4HUl, KOMNO3UYiliHUG ma cmuaicmuyHUl Memodu 0ocnidxeHHA. B koHmMekcmi 30ilCHeHHSA
CMpYKMypo8aHo20 aHaNi3y NPOEKMHUX NPAKMUK NOMIPHO20 CNOXUBAHHA 3ACMOCO8AHO KOMNApamusHuli Memoo
aHanizy saimepamypHol ma 8i3yasbHoi (Hopmayil, wo cnupaemecs Ha OOKYMeHMAsbH( Oxepena, MOOHY
¢domoepagito ma imocmpayiro (Mamepianu ogiyiliHux eeb-calimis, kamanozis, nokasie Modesnell 0052y
ousaliHepcokux 6peHOi8 3a memMoro OOCHIOKEHHS]).

Pe3ynomamu. B pobomi oxapakmepu308aHo 8iOMIHHI pucu KoHyenyil weudkoi ma nosiibHol Modu,
NOMIpHO20 CNOXUBAHHS Npodykmie Moou. HasedeHo nopigHAIbHUU aHAi3 hopMyB8aHHS Yux KoHYyenyill y cucmemi
cnoxusaHHa npodykmie modu. Copmy1b08aGHO OCHOBHI NOJIOXEHHA Ma Hanpamu Ou3aliH-OisbHocmi 041
peanizayii koHyenyil nosinbHoi Modu. BusHayeHo npuHyunu cmitikol Moou, Wo CnoHykarome 00 CMAaHOB/1eHHs
Ky/lemypu CmMeopeHHs ma CnoXue8aHHs npodykmis Modu, 30kpema MOOH020 00s12y. 30ilicHeHO cucmemMamusayiro
nioxodie 0o 8nposadxeHHs npuHYUnie cmasnoi Moou 8 dusaliH-0ianeHocmi 8 iHOycmpii Modu. Oxapakmepu308aHO
CMUAICMUKY MIHIMAni3My AK OCHO8Y CMeopeHHs npodykmie Modu, wo sidnosidarome npuHYyuUnam KoHyenyit
NOMIpHO20 CNOXUBAHHA mMa 0oszompusadsnol exkcnayamayii MoOHo20 0052y 8 ceaMeHMi Mdc-mapkemy.
CoopmyneosaHo 6aszosi kKpumepii 8niusy MIHIMAncmu4Ho20 nioxody 0o cmeopeHHA npodykmie Modu Ha
8UPOBHUYMBO MAa CNOXUBAHHA MOOH020 00s2y. BusHaueHo acnekmu cmanozo po3gumky ousaliH-0ia/ibHocmi Ha
OCHOBI 8NP0OBACKEHHS MIHIMUTICMUYHO20 nidxody 0o cmeopeHHs MoOH020 00s2y. Oxapakmepu3o8aHo Asule
ancalikniHey ma (i020 3Ha4YeHHs1 011 CMBOPeHHS YHIKabHUX npodykmie modu. CghopmosaHo 6azosi kpumepil
supobHuymea npodykmie Modu 3acobamu ancalikniHey. Oxapakmepu3oeaHo ancalikniHe sK Memod
npoekmysaHHa ma 30ilicHeHHA Ju3aliH-0ifabHOCML.

Haykoea Hosu3Ha pe3y/siemamig 8u3Ha4aemocsi 062pyHmMy8aHHAM 3acobig MiHiManismy ma ancalkaiHzy
He siuwe K Memodamu CMBOopeHHs akmyaabHUX Npodykmie MoOU, a K NPOEKMHUMU NiOx00amu 00 NOWUPeHHS
KOHUenyii NoMIipHO20 CNOXUBAHHA Ma cmasaoi Moou y cyqdcHil OusalH-OianeHocmi. B pobomi 30ilicHeHO
nopigHsIbHUL aHANi3 OCHOBHUX NPUHYUNI8 YHKYIOHYBAHHS WBUOKOL, No8U1bHOT ma cmilikol Modu sk KOHUyenyil
NOMIpHO20 CNOXUBAHHS Npodykmie MOOU 8 ce2MeHmMi Mac-mapkemy cy4ydcHoi iHOycmpil modu. ObrpyHmosaHo,
Wo MiHiManicmuy4Hul nioxid 0o po3pobku Ma CnoXusaHHs MOOHO20 0052y yOOCKOHAJ/IHE Ky/bmypy CmMasaozo
p038UMKY PUHKY MOOHO20 00s2y.

lMpakmuyHe 3Ha4eHHA poboMu NOJIA2AE 8 BU3HAYEHHI OCHOBHUX 3acobis ancalika-0u3aliHy sk mMemody
CMBOPeHHS YHIKaNbHUX Npodykmie Moou ma po3pobku modeneli 00s2y pi3HO20 NpU3HAYEHHA 3 hidsuujeHUMU
PYHKYIOHANbHUMU  8/1aCMUBOCMAMU YU eleMeHmamu  mpaHcgopmayii. ObrpyHmosaHo, Wo eKos102i4HO
OplEHMOBAHI MemoOdu CMBOpPeHHs akmyasabHUx moodesell 00s2y CnpusromMe po3pobyi akmyasbHUX NPOEKMHUX
06pasie ma cnoHykarome cnoxusayie 0o 8nposadxkKeHHs NOMIPHO20 CNOXUBAHHA Npodykmie Modu y cecmMeHmi8
mac-mapkemy. BusHadyeHo, wjo Halibinbw doyileHUM 0719 NPOEKMYBAHHS Modesieli 0052y 8 YbOMY Ce2MeHMi pUHKY
MOXHGa 88axxamu KOMOIHY8AHHA po3Maimux eapiaHmie nponopyiliHuXx ma KOHCMPYKMUBHUX pilleHsb.

Knro4voei cnoea: npodykm modu; dusaliH o052y, weudka Moda,; nosiieHa moda; cmilika Moda, Mac-mapkem;
ancalika-0u3saliH; NPOEKMHI NPAKMUKU; CMUICMUKa MIHIMAniamy; MoOHUl 0052, MOOHUU mpeHO; pecalkiiHe;
(HOycmpis MoOu; du3aliH-0iaNbHICMe.
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Bcryn. Ha cyyacHoMy eTani nowwmMpeHHs
KOHLenu,ji «MOMipHOro CNOXMBAHHSA»
NpoAykTiB Moaun (sustainable fashion) Ta
BiAMOBW BiA KOHLUeNUii «wBnakoi moan» (fast
fashion), Bumoru go Bnbopy Ta 3acToCyBaHHSA
OAAry  Pi3HOr0  MpPU3HAYEeHHA  3a3HatoTb
KapAvHanbHUX 3MmiH. CnoxuBayi MO4YMHaloTh
LiHyBaTH OpPUriHaNbHICTb mMoaenen  Ta
YBaXHiCTb A0 AeTanen, fKy HagaroTb Mani
micueBi 6peHan. BoHwm BigsatoTb nepe.ary
YHIKanbHUM npegmetam oaAry, o
CTBOPHOKOTBCA 3 YpaxyBaHHAM €KONOTiYHUX Ta
eTUYHNX acnekTi., 3aMiCTb MacoOBOrro
BMpobHuMuTBa fast fashion.

OaHOuYacHO 3'ABNAETbCA HOBA reHepawis
cnoxumBadiB, fAKi y BMOOpPiI Ta CMOXMBaAHHI
NPOAYKTIB MOAMN KEPYHTHCA BAACHUMU LLIHHOC-
TAMK, 0BMparoUm eTyYHi, CcTani Ta NOMipKOBaHi
anbTepHatMBnm  Bupobam  fast  fashion.
MpeaCTaBHUKM L€l CMOXMBALBbKOI ayAnTOpIl
CTaBAATb Nepes BUPOOHMKaMN MOAHOrO oasry
NMUTaHHSA npo YMOBMU BMPOOHMLTBA,
BUKOPWUCTaHHS  BOAHWX Ta  E€HEepreTMyHux
pecypcis, BMNAMB Ha NpauiBHUKIB Ta AOBKINAA.
Llen niaxia npv3BoAWTb A0 3MEHLLEHHA MONUTY
Ha npogykTtn fast fashion i cnpuse possutky
6inbL cTanoro Ta BiAMOBiAaNbHOIO
CNOXMBAHHA OAATY Ta akcecyapis.

B ocHOBI cTaHOBAEHHA KOHLLENLii CTiNKOT
MOAWN NEeXWUTb PO3YMIHHA TOrO, WO JelleBUin

O4Ar, BWIOTOBAEHWA B pamKax MacoBOIl
IHAYCTPIil, € LIAKOM AOCTYMHUM  LUMPOKUM
BEPCTBaM  CMOXWBAYiB.  3BEPHEHHA A0

NPUHLUMNY CTIKKOT MOAW, HaBnakuW, pobutb
MacoBe BUKOPUCTaHHA OAATY HEAOCTYNMHUM ANA
6aratbox. BBaXka€eTbca, WO MOKYMLUi MacoBOro
cermMeHTa 3aCTOCOBYHOTb NPUHLMNK
CNOXMBaHHSA, AKi y cepeanHi XX cToniTTa 6yam
npUTaMaHHi NH0AAM 3 BUCOKUM PIBHEM AOXOAY.
MacoBi cnoxuBadi He 3aBXAW BiAar0Tb
nepesary AKICHOMYy oAAry, a KynytTb HaATO
barato peweBoro BO6paHHf, Takoro, WO
BiAMOBIAAE MOTOYHUM TEHAEHLIAM  MOAM.
barato piweHb npo npuabaHHA NPOAYKTIB
CTanoi MOAW, Hanpwuknag, Taki, AK KyniBas
BMCOKOAKICHNX TOBapiB, HeAOCTYMHi ANA NtoAen
3 HU3bKUM pPiBHEM AOXO4y. Y AefKUX BUnagKax

KOHLLeNUif CTIMKOT MOAM PO3rNAfaETbca  AK
3aci6 TMCKy Ta BMMOTMM  BiAMOBIAANIbLHOIO
CMOXMBaHHA Ha Aojeln, fKi He MaroTb ANS
LibOro AOCTaTHIX GiHaHCOBMX MOXANBOCTEN.
MUTaHHA eKONIOTIYHOCTI  TakoX  Ay>Xe
rOCTPO CTOITb NMepes CBITOBOKO Ta YKPaiHCbKOKO
MOJHOK  iHAYCTpi€to, TOMYy  AM3alHEepCbKi
6peHan HamaratoTbCs BNPOBaAXXYBaTW B CBOIN
AIANBHOCTI  MPUHLUMNW  CTAAOro  PO3BUTKY Y
BMPOOHULTBI, BiAMOBAAKOUNCH Bif LUKIAJIMBUX
MaTepianiB, NOLIMPIOKOYM 3aCTOCYBaHHA CTaAin
nepepobkn oaary (Hapagy 3i cTagismu
BMPOOHMLITBa Ta PO3MOBCOAXeHHS). [NpoTe, B
AAHOMY KOHTEKCTi 4aCTO MOXHa MoyyTh binblue
CNiB, HiX Mobauntn peanbHi Aii BUPOOHMKIB
oasary. 1ok ofHi BUPOBHMKM NPOAYKTIB MOAM
BMNPOBaAXYOTb KOHLLenL,ito «MOMIpHOro
CNOXMBAHHA» MPOAYKTIB MoAn (sustainability)
AK IHCTPYMEHT MapKeTuHry, 6arato CBITOBWX
AV3aHEepPCbKNX 6peHaiB 3aCTOCOBYHOTb
NPUHUMNKW  eKONOTIYHOrO MPOEKTYBaHHA Ta
6yayroTb BNacCHy An3anH-AianbHICTb Ta Bi3Hec,

BMBOASAYM X HaA pPiBEHb «MEWHCTPIMy» B
iHAycTpii mogn [1].
AHanisa nonepegHix  AoOCNiIAKEHb.

Ockinbkn Ana IHAYCTPIl MOAW, AK OAHIEl 3
NPOBIAHMX chep CBITOBOI €KOHOMIKW, MUTAHHA
NiABULLEHHS NMOMipHOTo CNOXMBaHHSA
NPOAYKTIB MOAW Ta eKONOTIUYHOCTI iX po3pobku
Ta BWUIOTOB/NIEHHA CTOITb JyXe TOCTPO, iCHYE
6arato TEOpPeTUYHMX JOCAiIAXEHb Ta CUCTEM
O6rpyHTyBaHHA BMPOBaZAXEHHA MiHIMani3my,
ancankaiHry, JeKOHCTPYKTMBI3MY Yy nepenik
AOBrOCTPOKOBUX MOAHWX TPEHAIB.

Y pocnigxeHHi «Sustainable Fashion sk
TPpeHa Cy4YacHOCTI» O. KonocHiveHko,
T. KpotoBoto Ta K. MNawwkeBmYy npoaHanizoBaHo
CYTHICTb Ta igeonorito sustainable fashion Ta
BM3HAaUYeHO OCHOBHI MPWUHLUUNWN YCBiJZOMAEHOI
MOAMW: BUKOPUCTAHHS €KONOTIYHUX MaTepianiB i
TKaHWH, OTPMMaHKX 3 NepepobaeHnX BigXOAiB;
€KOHOMIA BCiIX pecypciB, HeOobXigHWX ans
BMPOOHMLITBA OAArY; @ TaKOX 3MiHa CTaB/NEHHA
cycninbctBa A0 oaAry.  JocnigKeHHAaMm
AOBefeHOo, Wo cBigoMa mMoga — ue BubIp,
iHpopMauis, KynbTypHe  pPI3HOMaHITTA  Ta
iAeHTMUHicTb [2]. B pocnigxeHHsx [3, 4]
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HaykoBueM H.YynpiHoto npoaHanizoBaHO
OCHOBHI MPUHLMNK, LLO CKNaAaTb KOHLIEMNLit0
fast-fashion, poskputo knroyoBi kpuTepii, 3a
AKMMKU  6peHan BigHocaTb po fast-fashion,
BM3HAYeHO OCHOBHI MPUHUMAN  AIANbHOCTI
cyb’ekTiB MOoAHOro 6i3Hecy B pamkax LbOro
CerMeHTy | KpuTepii BWAINEHHA UiJbOBOI
CMOXMBYOI ayauTopii B chepi mac-mMapkeTy. B
HayKOBOMY  gochigkeHHi  [5]  aBTopom
E. PertHan-MNeyveHi 0ob6rpyHTOBaHO, T1Te}
UMPKYAApHa MOJZa, Ha npoTvBary LUBUAKIN
MOAi, 3a/MLWaETbCa AOoTenep MapriHaabHOR
CUCTEMOKO CTBOPEHHS NpPOAyKTiB Moaun. BoHa,
6e3nepeyHo, AEMOHCTPYE MO3UTUBHWUIA BMNIMB
Ha HaBKOJWLLHE cepesoBuLLe. Ane OYEBUAHUM
€ BEKTOp pPO3BUTKY LMPKYAAPHOI MOAM,
CNPSIMOBaHUM Ha HabAMXKEHHS MOMiIpHOro
CNOXMBAHHA MNPOAYKTIB MOAM Yy CyyaCHOMY
rnobanizoBaHOMy CycCninbCTBi. B AgocnigxeHHi
[6] okpecneHO LWAAXM 3acTOCyBaHHA 3acobiB
ancavikNiHry Ta pecamkiiHry Afs CTBOPEHHS
eKomaTepianiB Ta CTBOPEHHSA 3 HUX aKTyaslbHUX
NPOAYKTIB MOAW, WO BIAMNOBIJAE EKONOTIUHIN
Ky/IbTypi Cy4aCcHOro CycninbCTBa.

Po6oTu AOCNIAHVKIB CTUNICTUKM
MiHIMani3My B OAA3i BK/IOYaIOTb LUMPOKNN
CNeKkTp  AOCAIAXEeHb  Ta  aHanisy, wWo
AOmMoMararoTb Kpalle 3po3yMiT Lein CTuab Ta
MOro BMJIMB Ha MOAHY iHAycTpito. Tak,
mMucteutBo3Haeeub E. [liMOHT y  cBOemy
rPYHTOBHOMY AocnigxeHHi «Minimalism and
Fashion» po3rnsgae ectetvky MiHiManiamy sk
Makpo-TpeHay Yy  cdepi  mMoawn,  Moro
CNIiBBIAHOWEHHA 3i CNPUUHATTAM Kpacu Ta

eCTETUYHUM  3aj0BOJIEHHAM. B poborTi
AOCNIAKEHO BM/IMB npocToTH dopwm,
HeMTpanbHWX  KOMBOPIB  Ta  MiHIManbHMX

JeTaneil Ha ecTeTUUYHUA JOCBij, BiJ, MOAHOro
oadary [7]. AmepukaHcbkunin xxypHanict I'. Bokep,
BMBYAOUN MiHIMANICTUYHI TeHAEHLIT B AN3alHi
OAAry, [AOCNIAXYE BUTBOPW [AM3aiiHepiB Ta
AV3aiHepCcbknx  OpeHaiB,  AKi  MPOTAroMm
AECATUNITE  AOTPUMYIOTLCA  MIHIMaNICTUUYHNX
npvHUMNiB y cBOi poborTi: Big Koko LaHens,
AKa 3BifIbHWAA XIHOK BiA4 eABapAiaHCbKOro
cBATKOBOTrO B6paHHsA, A0 [loHHn KapaH i [xxun
CaHgep, uuin pobounin opar nNponoHyBaB

XIHKaM anbTepHaTMBY YyCTaNeHWM CTaHAapTaMm
OAATaHHS; Bif aBaHrapAHOro CTUKO AMOHCbKUX
MalicTpis Peit KaBaky6o Ta Mogxi AMamoTo o
CyyacHux iHTepnpeTauin lapeta M'to, PonaHa

Mype, COS i Zara [8]. 3B'A30k MixX
MiHIMaNiCTUUHOK CTUAICTUKOO B 0As3i Ta
NpVYHUMNaMK  CTafoCTi B MOZHIN  iHAyCTpIl
po3rnsHyTo B poboTi  «Minimalism  as
Sustainable Fashion». Ii aBTop awHanizye, ak
MIHIMaNICTUYHMIA  Nigxia AO AW3alHy Ta
CNOXMBAHHA MOXe CNpUATU  3MEHLUEHHO

BIAXOAIB, BMKOPUCTAHHIO E€KOJIOTIYHO YMCTUX

maTepianiB  Ta NIATPUMYBaTU  €KOJIOTIYHO
BignoBigansHy Moay [9]. Y pocniaxeHHi
KOJMIeKTMBY  HayKOBLiB, pe3y/ibTaTu  AKOro

ONPUIOAHEHO Y HayKoBiW cTaTTi «Minimalism
in consumption: a typology and brand
engagement strategies» npeacTaBAeHO KOH-
LenTyani3auito MiHiManiaMy Ta 3anponoHOBaHO
TUMONOTIKO CMOXWBaYiB, fAKi BMPOBaAXYHOTb
MiHIManiCTUUHe CMOXWBAHHA Ha OCHOBI JBOX
BMMIpiB: YMOBHOI CMPUMHATAMBOCTI Ta LLiIbOBOI
opieHTau,i CNOXMBauiB. B poboTi
NpeACTaBNeHO CTPYKTYPY CTpaTeriin 3anyyeHHs
bpeHay ANA KOXHOroO TWMy CMOXWBaYiB |
nokasye, Ak &ipMM  MOXYTb  MOTEHLMHO
oTpMMaTV BUroAy 3 TOYUKWM 30py MNPOAAXIB,
NpubyTKOBOCTI Ta BIAHOCKMH i3 KJIEHTaMK,
3any4yaroun cnoxusadis-miHimanictis [10].
Haykosi 3406yTKN AOCNIAHVKIB
YHiBepcutery  Mapii  Kropi-CknoaoBCbKoOi
(Monbwa) woao BAAMBY MIHIMaNICTUYHOIO
CTUAKO B OAA3I Ha CMOXMBYY MOBEAIHKY
NpeAcCTaBAAOTb PIi3HI acrnekT CNoXMBAaLbKOT
NoBeZIHKN y KOHTEKCTI MiHIMani3my,
BKIFOYAKOUN POJb MIHIMANICTUYHOT eCTeTUKN Y
dbopmyBaHHI cnoxmBumx ynogobaHb. Kpim
TOrO, AOCNIAXKEHHS NOKA3y€E NOTEHLINHI epekTn
MiHIMani3My Ha CMOXMBYI HaCTaHOBM LOAO
CTaNoCTi Ta eTUYHUX NPaKTUK y moai [11].
JocnigxeHHs OCHOBHWX eTanis
CTAHOBJ/IEHHA Ta YMHHWKIB GYHKLIOHYBaHHSA
MiHIManiaMy B  AM3aWHI  OAAry  LUMPOKO
NPOBOAUANCH | YKPAIHCbKMMUK HayKOBLIAAMU.
Tak, MucteuTBO3HaBeLpb 3. TKaHKO BUCBITAOE
OKpeMy CTOpPIiHKY ICTOpIi KOCTIOMY B YKpaiHi
1960-x pokiB — yacy, KU CBIfUYNTb MPO 3MIHU
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B MOJi, HOBI MOpaJibHi Ta eCTeTUYHI OPIEHTUPN,
MOMITHI 3pyLLeHHsA B poboTi byanHkiB Mogenen,
Nerki NPOMMUCNOBOCTI Ta Y chepi iHANOLINBY.
CknagHiCTb  UMX MpoLueciB  BM3HA4arwoTb |
BHYTPILIHI peanii, | 30BHIWHI YNMHHUKK, SAKI
BMPa3HO BMJIMBalOTb Ha €BOJIOLINHI 3MiHM B
ToroyacHin mogi. Came Ui acnekTn AeTajsbHO
OoXapaKTepr3oBaHO aBTOpoM B poborTi [12].
OCHOBOMONOXHI acnektn QGopMyBaHHSA
MapKeTMHIOBOI MONITUKN BpeHAay, WO NpaLtoe
y cdhepi iHAYCTPIT MOAN B KOHTEKCTI KOHLLenLii

WBMAKOI  MOAWM  Ha  Cy4yaCHOMY  PUHKY
npoaHanizoBaHo y gocnigxeHHi [. Jepe’'aHko
Ta H. Bopob61ioBoi. JocnigHnkamm

OXapaKTepr30BaHO, WO AB/AE COOOIO LIBUAKA
Moja fK fABuwe Ta bi3Hec-moaens poboTtu
nigNPUEMCTB 3 BUpObHMUTBa oaary [13].

B Aochig>keHHi BUKOPUCTAaHO pe3ynbTaTu
pocnipkeHb M. MiHocsaH Ta H.Tyakosoi 3
MUTaHHA BMJIMBY Ha CMOXMBAaHHA MOZJHOTO
OAAry eKOHOMiYHOi kpu3n 1990-x pokis.
OcobnvBe 3HayeHHA B iX pobOTI NPUAINAETLCSA
3acobam nepeTBOPEHHSA CTUNICTUYHUX
0CO6/IMBOCTEN  MiHIManiaMy Ha KOHLenLito
MOMIPHOTO CMOXWBaHHA Ta CTIMKOI MOAM
noyatky XXI cronitra [14].

Br3HaueHHA ancank/aiHry AK Hanpamy
eKoAM3avHy B Cy4vacHiW  iHAYCTpii  Moam
HaBegeHO y poboti M. Cycyk Ta H. YynpiHoi. ¥
AOCNIAXKEHHI aBTOpamMu 3p06aeHO BUCHOBOK,
Wo igesa BMPOBAAXKEHHSA ancankniHry B
po3pobui NpPOoAYKTIB MOAM € ONTUMaNbHUM
NOEAHAHHAM iAel XeHA-Menay aK HaxaHHs
BUAINNTUCD, Ta 36epeXXeHHs eKoNorii KOPUCHUM
Ta BUMAHMM Ans BCix cnocobom [15].

B MOTOYHMX AOCHiAXEHHAX MUCTeuTBO-
3HaBuUi T. KpoToBOi NpoBeAeHO aHani3 AOCBiAy
peanizaLii 3aCTOCyBaHHA TEXHIKW amncamkaiHry
YKPaiHCbKMMW ~ AM3aiHepamMn B YMOBaXx
BIICbKOBOTO Yacy B YkpaiHi. [TpoaHanizyBaBLum
BEKTOP  Mepepobknm  BXMBAHMX  peyen
YKpaiHCbKUMW An3aiHepamu, B poboTi 6yno
BW3HaYeHOo, Lo ancarkNiHT pediekcye Ha noaii
BiHM B YKpaiHi. YcBijOMJeHe CTBOpPEHHSA
Pi3HOMaHITHUX BMpobiB [03BOJIAE
36anaHCyBaTN €KOHOMIYHI Ta eCTETUYHI 3anuTu
cycninbcTaa [16].

MocraHoBKa 3aBpaHHA. MeTolo AaHOI
poboT € BM3HaYEeHHA OCHOBHWX MPOEKTHUX
XapaKTepucTuk KOHLLenu,i CyCrniNbHOTO
CNOXMBAHHA MNPOAYKTIB  MOAWM sustainable
fashion Ta ii OCHOBHMX NPOEKTHUX 3acobiB —
MiHIMani3My Ta ancaMkiiHry B KOHTEKCTI
CTBOPEHHSA aKTya/lbHMX KONeKLin BMpobiB..

PesynbTatm pocnigdkeHHA Ta ix
obroBopeHHAa. CbOrogHiWwHi  peanii  Moau
CMOHYKartTb  AM3ailHepiB A0  LUBUAKOrO
BBEAEHHA HOBMX aKTyalbHUX TPEHAIB Ha PUHOK,
Big KoseKkuii A0 KoJjekuii, a iHoAi HaBiTb |

yacTtiwe. TMowWWpeHHs TPeHAIB MNPUCKOPHOE
UUKAN  MOAW | CTUMY/IHOE CMOXMBaAYiB A0
NOCTINHOTO OHOBJ/IEHHA rapaepooby,
BIATBOPHOHOUM LWBUAKNN Temn KNTTS.

WBmAKICTb 3MiHM TpEeHAIB Ta HaAMIPHICTb
CNOXWBaHHA  npu3Benn Ao  npobaemu
nepeBnMpobHMUTBA MNPOAYKTIB MOAM Ta iX
3aCTOCYBaHHA Yy  pi3HMX chepax  XuUTTA.
WBnaknin  TeMn  XUTTA  XapaKTepusyeTbCs
MOCTINHOI  PYXAMBICTIO,  HaranbHICTFO  Ta
baxaHHaM  Bcturatm  Bce.  Jlrogu,  wo
NIATPMMYIOTb LUBUAKMMA TEMM XKWUTTH, >KBaBO
pearyroTb Ha 3MIHW: CNOXWBaHHA TOBapiB Ta
nocayr CTa€E  WBWUAKAM | ePeKTUBHUM,
NPIOPUTETOM € 3PYYHICTb Ta €KOHOMIsi uyacy.
CnoxuBaui, Wo NpuAMatoTb Taki YMOBM XUTTS,
LLYKatOTb MUTTEBE 3a4,0BOJIEHHSA Bij MOKYMOK Ta
MUTTEBMX MOCAYT.

«lBnaka mopaa» (aHra. fast fashion) — ue

TEePMiH, AKWMW  XapaKTepulye  KOHLEMLito
MOCTINHOTO CMOXWMBAHHA MPOAYKTIB MOAM Ta
6e3nepepBHOro  OHOBJIEHHS  ACOPTUMEHTY

OA4ArY, AKUIA BUKOPUCTOBYETLCA ANA MO3HAYEH-
HA LUBWAKOrO OHOBJIEHHA aCOPTUMEHTY MapKwu
Kinbka pa3iB Ha ce30H. [0NOBHOK MeTOoHo
KOHUenuii LWBMAKOI MOAM MOXHA BBaXaTu
CTBOPEHHS, PO3MOBCHOAKEHHA Ta CNOXMBAHHA
NpPoAYyKTIB MOAM ANA 3a4,0BONEHHSA. BignosigHo,
B OCHOBI MOLUMPEHHS LWBMAKOI MOAN NeXUTb
BMCOKA LUBWUAKICTb BUPOHAEHHSA Ta PO3MOBCHOA-
XXEHHS MPOAYKTIB MOAMW, aKTMBHa peakuif Ha
ynopobaHHA nokynuis 6ykBaNbHO B PeXUMI
peanbHOro yacy (nMpwv LboMy HeobxigHO 3Baxa-
TW, LLO e NonuT GOpMYETbCA Ta NPONaryeTbCs
BIANOBIAHUMWN CErMEHTaMU CUCTEMU MOAWN B
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TakoMy > Temni peanbHoro udacy) [17]. Usa
ePeKTMBHICTb AOCAraETbCA 4Yepe3 PO3YMiHHSA
putennepammn HaxaHb LibOBOI  ayauTopii
PUHKY MOAM, WO MoAsraTb Yy NpuabaHHI
EKCKNHO3MBHMUX abo nogibHux imM ToBapiB 3a
HaMHMXYOK UiHOM. KoOHLUenLuisa WBMAKOro
OHOBJIEHHA aACOPTMMEHTY TOProBMX Mapok
npuBabatoe noTeHuiHUX nokynuis. LIBnaka
MOAa BWK/MKAE TOTaNbHY 3a/€XHICTb Y Cyyac-
HOMY CyCMiNbCTBIi  CMOXWBAHHA. JIaHLFOXKM
NMoCTayaHHA € LEeHTPaSbHUMWN ANA CTBOPEHHS
NPOAYKTIB WBKAKOI Moan. CucTeMa NaHLoX-
KOBMX MOCTaBOK MpW3HayeHa Ans TOro, wob
3HM3UTM BapTICTb Yy MNPOLECi NepemileHHs
TOBapiB Bif pO3pobKM KOHUeNuii 4O po3apib-
HUX MarasuHiB Ta KiHLUEBMX CHOXWBauiB
(puc. 1).

[An3aiHepcbki 6peHam, Wo npautooTh B
cermeHTi fast fashion, BumyLeHi po3pobastu Ta
BUTOTOB/ATU MOZAHUM OAAT «AK Ha NOAiyMax» 3a
HU3bKY LiHY, i B TOW >e€ 4ac MNPUHOCUTU
MaKCMMasibHy eKOHOMIYHY BUrOAy iHBeCcTopam,
LLLO YacTo NPU3BOANTbL A0 HeabanocTi y BMbopiI
E€KOOPIEHTOBAHMX  METOAIB  BMKOPWUCTaHHSA
AeLleBnx pecypcis.

Oggr knacy fast fashion 3acHoBaHWi Ha
OCTaHHIX MOZHWUX TEeHAEHLUIfX, fKi LOPIYHO
BMAAFOTbCA Ha BCECBITHIX TWMXKHAX Moaun. [pwu
LbOMYy yBara KOHLEHTPYETbCA Ha
CMiBY3roJyKeHOCTI eTaniB BWUrOTOBJEHHA Ta
NaHLUIOXKKIB MOLWMPEHHA aKTyaNbHUX TEHAEHLIN
i PO3MNOBCHOAKEHHA MPOAYKTIB MOAM, LWO
AO3BONAE  LWUMPOKMM  BepCTBaM  LiNbOBUX
cnoxuBadiB  npuabatm  MOAHWMK  oaAr Ta
akcecyapy 3a HaunpuBabAMBIWLMMMK LiHaAMW.
3aBasakm ubomy fast fashion mae Takui
6€e3yMOBHUIN yCMiX B CErMeHTi Mac-MapKeTy,
Aonomarae HebaraTuM NOAAM AONYYUTUCA 4O
BMCOKOI  MOAM Ta  BUKOHYE  dYHKUiHO
AemMokpaTtm3auii  MOZHOro  puHKy. PaHiwe
3aMOXHI NOAMN OAArannca y CBOIX KpaBuiB i
KyTIOP'€E, TOAI AK IHLWI OAArannca B MicLLleBOMY
MarasuHi, 0 AKOrO Ti UM iHLWI TPEHAN MOXYTb
caratn ayxe gosro [13].

OgaHak, BUPOOHUKN NPOAYKTIB MOAM, LLO
npautotote B cermeHTi fast fashion, pb6atotb
BMKJ/IFOYHO MPO KINbKICTb, @ He AKICTb CBOIX

npoaykTiB. Llopoky ansanHepcbki, 0cob6amBo
babpuuHi Ta putenn-bpeHamn, po3pobaaoTb Ta
BUIOTOB/IAKOTb BE/IMYE3HY KiIbKICTb NPEAMETIB
o4Ary Ta  akcecyapiB,  CTBOpHOHOUM X
HESKICHUMWN Ta TOKCUYHUMMU Y BUKOPUCTaHHI.
Mpn LbOMY TeKCTWAbHA MNPOMUC/IOBICTL Ta
iHAYCTPis MOAW 3aBAAOTb BEANYE3HOI LUKOAM
NPVPOAI Ta 3HULLYHOTb 3amnacy YWUCTOl BoAW, a
fast fashion npuckoptoe Ta pobuTb 3BUUHUMU
yCi i AecTpyKTUBHI npouecw [18].

Hanpam fast fashion niaTpumyeTbca
6peHAamun 3 MeTO MiABULLEHHA TOBapoobiry.
Llen TepMiH 3a3BMYall BUKOPUCTOBYHOTb, KON
roBopAtTe Npo 6peHAn, aCOPTUMEHT  AKMX
OHOBJIOETHCA  Ay>Ke LWBUAKO. /[ln3aiHepCbKi
6bpenan  fast  fashion  BukopwcTOBYHOTH
BMCOKOLIBUAKICHUMA LMKN BMPOBHMLTBA oAary
ANA peanisauii cboroyacHux TpeHais. LLlopoky
ofHa MapKka Mac-MapKeTy OHOBJ/OE CBOI
Konekuii 6an3bko ABajUATU pasiB, 3asy4varoun
MOKYMUIB HW3bKOK BapTICTIO Ta HOBUMMU
MOZeNAMK, WO  BiAMNOBiAaOTb  OCTAHHIM
TpeHaam. Takmi TOBapoobir NPUHOCUTL BinbLue
npubyTKy 3a paxyHOK KiNbKOCTI NPOAAHUX
NPOAYKTIB MOAM, @ He iX BUCOKOI BapTOCTi Yepes
3aCTOCYyBaHHA AKICHOI CMPOBUHW. Peui BUpoO6-
NAKOTHCS, BMKOPUCTOBYHOTLCA | BMKMUAAKOTbLCH,
He OTPMMYIOUM APYroro XWUTTEBOTO LMKAY, He
3aMMKaKOUYM  NaHLOXOK  CMOXWMBAHHA,  a
obpuBatoum 1oro. Tak, cepesHbOCTaTUCTUUHWNI
yKpaiHeLb LWOpoKy Buknaae 6amsbko 300 kr
CMITTS, @ Y TOHKOHIy 3a XBWAWMHY BUKMAAKOTb
1400 Habpuannx GyTéonoK.

MapKeTMHIOBMIA acnekT € OCHOBHUM Y

dyHkuioHyBaHHI  fast  fashion.  3acobwu
MapkeTuHry  ¢dopmytoTb  abo  NigCuAoOTh
HaXkaHHS 6e3nepepBHOro CNOXMBaHHA

aKTyaZlbHUX TPeHAIB Ta NpPOAyKTiB Moaun. 3i
cBoro 6oOKy uUe niagCMAKOE  BMi3HaBaHICTb
6peHAiB-pO3pOOHMKIB 3a pPaxyHOK MOCTINHOI
yBarv CnoxwueadviB JO CTBOPEHUX MoOZenen
OAAry Ta BWCOKOI aKTMBHOCTI y npuabaHHI
NPOAYKTIB  MOAM. fKWO JOBroCTPOKOBi Ta
KOPOTKOCTPOKOBI MOAHI TPEHAM BUMIPHOHOTHCA
MICALSAMKW, TO UMKAIYHICTE 3MIHM  MOZAHMX
konekuin y coepi fast fashion nexuntb B Mexax
2—4 TUXHIB, a iHoAi N meHwWwe [13].
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Llienaka mopaa

LLIBnaKe oOHOB/EHHA

ACOPTUMEHT 3aBXaMu

.. OCTYMNHa LjiHa
aCOPTUMEHTY Ha niui mogu Aocty 4
Cuctema KynisenbHuin Minimizaujs
NaHUIOKKOBUX arkioTa pO3nNpoaais
NocTasoK
MonynspHicTb
EKkoHOMIA AKTKBI3aujna

36inbleHHA

npubyTKie

Puc. 1. CtpykTypa OyHKLIOHYBaHHA KOHLIeNLi LWBUAKOT MOAM
Y CUCTEMI CMOXMBaHHA MPOAYKTIB MOAN

MoeinbHa moga

3MmiHa gUHaMIKK

MpUHUMN eTUHHOTO

PosymHe CrnoXXnBaHHA Ta CTaBAeHHA Ao
CNOMMBAHHA CMPUNHATTA HaBKO/IMLWHbOIO
cepepoeMLla
MigTpumka
NOKanbHUX
®yYHKLUiOHaNbHICTb BUPOBHMKIB Ta L .
AKicHi peui

He3anexHuX

Awv3aiHepis

YceigomneHicTb

Ancaikninr/BiHTax

Bulla LiHa NpoAayKTy

YnosineHeHHA
Temnie cnoXMBaHHA

oaAary

Puc. 2. CTpykTypa QyHKLIOHYBaHHA KOHLENL,ii NOBiJIbHOT MOAM
Y CUCTEMI CMOXKMBaHHA MPOAYKTIB MOAN

Ha npotuBary
moan» (fast fashion) octaHHiIMM pokamu
nowmpunacb KOHLIENLiA «MNOBINBHOI MOAW»
(slow fashion), wo kpuTukye iHaycTpito fast
fashion 3a 3abpysHeHHs AOBKIANA Ta HU3bKY
AKICTb  NPOAYKTIB  MOAM,  MiAKPECAHoHUM
KOPOTKOCTPOKOBICTb TeHAeHL,in fast fashion.

«MoBinbHa mMoga» (aHra. slow fashion) —
nigxis, 4O CNOXWBaHHA OAAry Ta akcecyapis,

KOHUenuii «WBUAKOT

npwn AKOMY KynyroTbCA TiIbKW AKICHI pevi, npwu
BUPOOHMLTBI  AKUX AOTPUMYETBCA MPUHLMN

€TUYHOTO  CTaBJIeHHA A0  HaBKOJMLWHbLOrO
cepegoBua. TepmiH slow fashion 6ys
npuaymanuin y 2007 poui K. ®netuep,

€KOaKTMBICTKOK Ta >XypHanictkoro [19]. BoHa
npotuctaBuna slow fashion mac-mapkerty,
3aleknapyBaBLUy, LLLO NPOrPecMBHUI Niaxia A0
oAAary — Lue BiAMOBa Bij HeBMMpPaBAaHOro
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CNOXMBaHHA Ta AOTPVMAaHHA WBUAKOMANHHUX
TpeHaiB. 3a il BU3HAUEHHAM, MOBINbHUIA PyX Y
MOZi — e CyKYMHICTb YCiX CTINKUX, €KONOTIYHMX
Ta eTMYHUX Hanpsamis moam [20].

Hanpam slow fashion opieHTOBaHMI Ha
NoAONaHHA 3a1eXHOCTI BUPOBHMLTBa OAAry Ta
akcecCyapiB i BMAMBY LUBEAHOI Ta TEKCTUIbHOI
NPOMUCNOBOCTI Ha HaBKOJIMLLIHE CepesoBuLLe.
Kntouose racno slow fashion - «akictb
BaXk/mBia 3a Kinbkictb» [21, c¢.35]. Ue
CMOHYKAE A0 MOMIPHOro Temmny CNOXWBaHHA i
pO3yMHOro  BMOOPY  MpPOAYKTIB  MOAMW.
AnzanHepcbki 6peHan, wo npaytotoTb y chepi
slow fashion, cBO€tO TBOPUICTIO HAroaoOLWYOTb
Ha AKOCTI, @ He Ha KiJIbKOCTi BUTOTOB/JIEHUX Ta
CNOXUTUX NPOAYKTIB MOAW. TaKOX BaXN1BO, Ae
BMPO6IEHO MPOAYKT, 3 AKOI CUPOBMHU | UM Ja€E
BMPOOHMK poboui Micua y CBOIA KpaiHi, un
BMKOPWUCTOBYE JelleBy «KUTaWCbKy» pobouy
cuny. 3BMYaHO, BPaxoBytoUumM BCi Ui pakTopw,
NPOAYKT MOAMN 3HaYHO 36inbLUYeETbCA B LiiHI. Ha
npoTMBary LibOMy MOXHa HaBeCTU apryMeHT,
L0 piY, KynaeHa 3a 3Ha4YHy CyMY, HOCUTMMETbCA
TpVBa/sMK 4Yac i BOHa MOBHICTIO OKynuTb cebe
(puc. 2).

Ane KOHUenLis slow fashion
HecnpuATAMBO BiAOMBAETbCA Ha (iHAHCOBIN
BUrogi 6peHaiB mMogHoro ogsry. B ymoBax
3HUXKEHHS CMOXWBYOI aKTUBHOCTI puUTena- Ta
babpnuHmm  bHpeHaaM  CcknagHo  3apobnatu
CTINIbKW, CKiINIbKM BOHW 3apobasan paHiwe. Tomy
€BPOMNENCHKI fashion-mapku OCTaHHIMK
pokamu nepenmaroTb AOCBIf aMepPUKaHCbKNX
KOMMaHIn, fKi, KPiM akTMBHOrO NpoAaxy CBOEI
NPoAyKLii, 3aMMatoTbCA nepenpogaxem
BXMWBaHUX peyen. TakoxX pO3yMHUM BUXOAOM Y
Ui cuTyauil € HagaHHA  nocayrn  Ha
pecTaBpaLiito oOAAry Ta B3yTTA.

MpuHumn slow fashion 6a3yeTbca Ha
PO3YMHOMY CMOXMBaHHI NPOAYKTIB MOAM, AKe
3aMUWKAE CMOXMBYUMA NAHLIFOXOK | Ja€ peyam
Apyre XuTTa. IcHye 6arato cnocobis cnoxmBaTtu
MeHLUe, TUM caMUM ADBaNnBO CTaBAAYUCH A0
NPUPOAHNX PecypciB Ta 3axuLLaoun JOBKINA
Bif, 3abpyaHeHb. Cnouatky KkoHuenuia slow
fashion BM3HaBana nuie oadAr, BUrOTOBNEHUI
BPYYHY, BiAKMAAIOUM BMPOBAJXXEHHA Yy Mac-

MapkeT. [1oCcTynoBo uA KOHUEMNLis po3wunpuia
CBOI MPUHLUMAW Ta TAYMaJeHHsa, Cnparoymcb
Ha Te, WO peyam Tpeba faBaTv Apyre XWUTTA.
BignoBigHO, OCHOBHiI MOAOXEHHS KOHLenuii
slow fashion peanizytotbcs B Takmx Hanpsimax
AV3aNH-AiANbHOCTI:

- pauioHaniaM — poO3yMHe CMOXMBaHHSA
Ta rpamoTHe GOpMyBaHHA rapaepoby;

- MiHIManiCTUUYHWI Niaxia, AKUA BAAVBAE
Ha CNOXWBYi BNOAOOaHHSA, MPoLecy NPUNHATTA
piLleHb Ta Cnocobun NoKymnok;

- AKiCTb (MaTepiany, nekan, BUKPINOK,
BMTOTOBJIEHHS NPOAYKLii);

- QyHKUiOHaNbHICTL  —  dopMyBaTh
rapaepob i3 6a3oBux peuewn, AKi rapMOHYHTb
MiX coboto;

- iHAMBIAyanbHe NOWWTTA (OAAT 3WNTUIA
BJacHOpPy4Y abo Ha 3aMOB/IEHHSA);

- eKOJOriYHiCTb — BMBIp oaAry 3 ekoso-
rYHO pauioHaNbHUX, eTUYHO BMPOHBAEHMX abo
nepepobaeHNX TKaHWH;

- XeHA-MeWnA Ta BAACHOPYYHUW PEMOHT
oAaAry;

- ancalkniHr — nepewmnBaHHs abo
OHOBJIEHHSA peuyi, AKLLO BOHa «BUNLLAA 3 Nagy»;

- NIATPUMKa JNIOKaNbHUX BUPOBHUKIB,
He3aNeXHWX An3aiHepiB Ta HEBENNKNX OpeHaiB

3 icTOpi€to;
- KyniBAf BIHTaXHOTO OAArY;
- YCBIAOMANEHICTb — He J03BOJATU

«3aiBMM peyam» 3aTpyMMyBaTUCb Y rapzaepobi
Ta 3 MOBaroko CTaBUTUCA A0 TOTO, WO €;

- >epTBYBaHHA HenoTpibHOro oaAry.

[aHi acnekTun, B yMOBaXx ix BNPOBaAXeHHA
B CerMeHTi Mac-MapkeTy, BCe aKTVBHiLle
3aCTOCOBYHOTbCA  ANA  PO3KPUTTA  3acaj
sustainable fashion y gisnbHOCTI ekonorivyHo
OpIEHTOBaHNX BpeHAiB MOAHOrO oAAry.

Cranun po3BUTOK (aHrA. sustainability) —
Le KOHLenuis, Wo Onucye NpakTUKM Ta nigxo-
AV, CNpsAMOBaHi Ha 3abe3neyYeHHs rapMoHii Mixx
NOTOYHUMM NoTpebamm CyCcniNbCTBA | 3aXMCTOM
NPUPOAHMX pPecypciB Ta eKoNoriyHoro 6anaHcy
ANA ManbyTHIX NOKOAiHb. Lle NOHATTS BUXOAUTD
3@ MeXi NpOCTOi OXOPOHW HAaBKOJAMULLIHLOrO
cepefoBMLULa Ta BK/AKOYA€E CoOUianbHWA Ta
€KOHOMIYHWI acnekTy.
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Sustainable fashion sk  koHuenuis
CTAaOro0  CMOXMBAHHA  3MIHKOE  CTaBJ/IEHHS
MPOEKTAHTIB, BUPOOHMKIB Ta MNpeacTaBHUKIB
MepeXi PO3MOBCHOAXKEHHSA NPOAYKTIB MOAN A0
CTBOPEHHA €TMYHMX YMOB Mpaui, cnocobis
nepepobkn CMPOBUHK, NMPOAYKTIB Ta BiAXOAIB,
BIAMOBM  BiJ ~ 3aCTOCyBaHHA  TOKCUYHMX
KOMMOHEHTIB BMPOOHMUTBA TOWO. 3 iHWOro
60Ky, AaHa  KOHUemnuia  CNoHyKae K
BMPOOHMKIB, TaK | CMNOXMBa4iB 4O E€TUYHOro
CNOXMBaHHA peyen, A0 3MiHM 3BMYOK Ta
CBIAOMOro cnocoby >XuTTd, A0 3aCTOCyBaHHSA
€KOTKaHWH, OpraHiyHMXx Ta nepepobaeHmx
MaTepianiB, PO3BUTOK pemMecesn Yn N0KalbHOro
BMPOOHMLTBA Y>KUTKOBUX peyen Ta NpPOAYKTIiB
MoAun. TakKMMM € OCHOBHI MOJIOXEHHS AI€BOCTI
cTivikoi moam [1].

OgHuM 3 HaWbinblw  HeouikyBaHMX
Hanpamie po3BuTKy sustainable fashion y coepi
iHAYCTPIi MOAN MOXHa BBaXaTW MOJOBXEHHS

XUTTEBOrO LUMKAY CMOXWBaAHHA OAAry Ta
3MeHLUEeHHS KiNbKOCTI peuen, o
BMKOPWUCTOBYIOTbCA  OfHOYacHO. 3acobamwu

peanisauii LMx HanpamiB € obMiH Ta opeHAa
oaAry, 3actocyBaHHs second hand Ta BiHTaXXHMX
NPOAYKTIB MOAW, BMNPOBAZXXEHHA TeHAEHLLN
MiHIMani3My Ta ancavikiHry.

Sustainable fashion no3uuioHyeTbca Ak
KOHLemNuiA, rMoB'A3aHa EKOHOMIYHOK  Ta
couia/ibHOO CTIVIKICTHO, a TaKoX
BIANOBIAANBHMM MPUPOAOKOPUCTYBAHHAM, Ha
BCiX eTamax QopMyBaHHf, pPO3BUTKY Ta
CNOXMBaHHA Ma€ Ha YyBa3i CTabiNbHWA CTaH
couianbHoi cdepwn, iHaHCOBOI CUCTEMM Ta
KYAbTYPHUX IHCTUTYUin. OpuH i3 acnekTiB
sustainable fashion — eTvka cnoxwuBaHHs. BoHa
noB'A3aHa 3 QOPMyBaHHAM €TUYHMX CTaHAAPTIB
BMKOPWUCTaHHA pecypciB, 3 KiNbKICTEO Ta
AVHAMIKo crioxuBaHHA [22]. Sustainable
fashion sk etnyHa cuctema nepesbavae
CcoUiaNbHO  BiAMNOBIAANbHE  CTABAEHHS A0
BMPOOHMLITBA Ta NHOACLKMX PeCcypcCiB, 3afiAHNX
y cuctemi BUpobHumuTBa (puc. 3).

«Ctanun possuToK» (sustainability) B
iHAYCTPil MOAW — ue niaxig, CNPAMOBaHWIN Ha
CTBOPEHHA MOAHWX TOBApiB Ta BMPOBaJXeHHA
BUPOOHWUMX  MnpoueciB, AKi  MiHIMI3yHOTb

HeraTMBHWM BMNAVB Ha HaBKOJNLLHE
cepepoBulLe,  COujanbHI  CTaHZapTM  Ta
€KOHOMIYHy CTabiNbHICTb, 3abe3neuytoun npum
LbOMY YHIKaNbHICTb Ta Kpacy. YHiKanbHICTb

nigxosy QAO CTaloOCTi B MOZAHIN iHAYCTpIl
NPOSABASETLCA Y KiJIbKOX acnekTax:
— emu4yHe eupobHuymeo - Woro

YHIKaNbHICTb MNofdAra€e B MparHeHH Ao
CTBOPEHHA MNPOAYKTIB MOAM, BUPOONEHMX 3
ypaxyBaHHAM €TUYHMX CTaHAAPTIB, LLO O3HaYaE
AOTPUMaHHA npas  npadi, BIACYTHICTb
BUKOPWUCTaHHA  AUTAYOl npawi, CTBOPEHHA
6e3neyHnx Ta 340pPOBMX YMOB npaui Ans
POBITHUKIB Yy BMPOBHMUMX MNigNPUEMCTBAX
MOZHOI IHAYCTpIT TOLW,O;

— cnpaeednuea mopeiens -
BCTAHOBJIEHHA  CMpaBej/IMBUX YMOB  AnA
BUPOOHMKIB 3 KpaiH, AKi PO3BMBAIOTHCS, LLO
BKJIFOYAE BUMAATy CNpaBeAAMBOI  LiHM 3a
NPOAYKLIitO,  YHWKHEHHSA  ekcnayaTtauii  Ta
3abe3neyeHHss NapTHEPCbKMX BIAHOCUH 3
BMPOOBHMKaMM TOLLO;

— B8UKOPUCMAHHSA
mamepianie — YHiKaNbHICTb
nepexoAi  Bi  BWKOPWUCTAHHA  LIKIANMBUX
maTepianiB A0 BWKOPUCTAHHA  €KOJIOTIYHO
6e3neyHnx Ta CTaAnX anbTepHaTUB, HaNpuKNag
BUKOPWUCTaHHA OpraHiuyHNX TKaHWH, nepepobky
BTOPWHHWUX MaTepianiB, BUKOPUCTAHHA TKaHWH,
WO MarTb MEHLM BMAMB Ha HaBKONMLLHE
cepezoBMULLLE TOLLO;

— Kpyzoee eUKOpUCMAHHA pecypcie —
YHIKanbHICTb  no/fAra€e B MparHeHH  Jo
CTBOPEHHA MOZHMX TOBapiB, AKi MOXYTb 6yTu
BMKOPWUCTaHI BMPOAOBX TPMBanOro 4acy Ta
BiAHOBAIOIOTECA MICAA  BMKOPWUCTaHHA, WO
O3Haya€E CTUMYNIOBaHHA Mogeni cradle-to-
cradle (ykp. Bi4 KOAMCKM O KOAUCKW), Ae
BMPOOHMLTBO, BUKOPWUCTAHHA Ta nepepobka

eKo0/102i4YHUX
nondrac B

TOBapiB BifOyBa€ETbCA B eKOJOriYyHO-
6e3neyHoMy LMKAI;
— YHikanobHuli Ou3aliH — «CTaiui»

AV3aWH Y MOAHIN IHAYCTPIl HAjZA€ YHIKaNbHICTb
Ta [JOBrOBIYHICTb MPOAYKTAM MOAM, LWO
BKJIFOYAE CTBOPEHHS KNACUYHUX Ta
YHIBEPCa/ZIbHUX MOZEeNeNn, sAKi He BTpayaroTb
CBOEI aKTyaNbHOCTI MPOTArOM TPUBANOrO Yacy,
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a TaKoX CMNPUAOTb BIHOB/IEHHIO Ta PEMOHTY
BMpObiB.

BpaxoBytoun Ui yHiKasbHI  acnekTy,
sustainability B MopgHin iHaycTpii 3abe3neuye
CTBOPEHHSA MPOAYKTIB MOAM, fKi BiAMOBIAAOTb
notpebam cy4acHOro cnoxwusava, Npu LbOMYy
MiHIMI3yroun HeraTMBHWM BMANB Ha
cepefoBUlLEe Ta CMNPUAKOYM EKOHOMIYHIM Ta
couianbHin cTabiNbHOCTI.

Paga moaun €Bponu Aekinbka pPokiB TOMY
npeseHTyBana HOBI HOPMU ekoam3anHy €C, sKi
€ BMHATKOBMMMW Ta iHHOBaUiHUMK. Lii HOpmM
BifobpaXkatoTb  BWCOKY  YHIKaJbHICTb  Ta
BaXX/IMBICTb Migxoay sustainability go anzanny
oaary. OAHUM 3 K/IOYOBMX aCMEKTIB HOBWX
HOPM € BWKOPWCTAHHA EKONOTIYHO YMNCTUX
maTepianiB y BUPOOHWULUTBI MOAHWX TOBapiB
Pasa MOAMN €sponu NPOMOHYE
BMKOPUWCTOBYBATN BIAHOBAOBAHI Ta BTOPUHHI
MaTepianu, Wo AO3BOAE 3HU3IUTU HETraTUBHUN
BMIMB Ha HaBKOJMLIHE CepejoBuLle Ta
CNPUATK NOrO 36epexKeHHHo.

TakoX  HOBIi  HOpPMM  BW3HauyakOTb
NPUHLMNN eHeproedeKTMBHOCTI y
BMPOOHMLTBI Ta BWKOPWUCTaHHI  MPOAYKTIB
moan. Lle o3Hauae, WO am3arviHepU MNOBUHHI
BpaxoByBaTW eHeproedekTBHICTb Y  BCIX
eTanax npouecy BMPOOHMLTBA, BiA4 BMbOPY
mMaTtepianis Ao cnocobis nepepobku.
[lofaTKkoBO, HOBI HOPMU CMPUAIOTb PO3BUTKY
KpeaTMBHMX Ta YHiKaNbHWX MiAXoAiB A0
AVi3alHYy, WO  BiANOBiJatOTb  CTaHAapTaMm
ctanocti. Lle o3Havae CTBOpEHHA MOZHMWX
BMPObIB, AKi € eCTeTMYHO NpuBabaMBUMMK Ta

MatoTb BWCOKY AKiCTb, a TaKOX MOXYTb
BMKOPUCTOBYBAaTUCb TpWUBaNWA  4Yac. Takui
nigxig  Aonomarae  3MeHLWMUTU  CMOXUBYY

KYNbTypy LWBUAKOI MOAM Ta CrpUAE CTasomy
PO3BUTKY PWHKY MPOAYKTIB MOAMW. 3aranom,
HOBI HOpMW ekoam3arHy €C, 3anponoOHOBaHI
Pagoro Moau €Bponwu, BTINKOTL B CObI
BWCOKWWA piBeHb YHIKanbHOCTI Ta
iHHOBALIMHOCTI, CNPUSAOYM PO3BUTKY CTanaoro
niAxoAy A0 MOAHOTO AM3alHy Ta CMOXMBaHHA.
BoHu Bigobpa>katoTb NOCTINHE 3yCMaNa MOAHOI
iIHAYCTpPIT y HanpsAMKy CTanocTi Ta 36epexeHHs
HaBKOAWLLHLOrO cepefoBuLla [23].

TakMM YMHOM, MiHIMani3aM BMJMBAE Ha
NOMipHe CNOXMBaHHA MNPOAYKTIB MOAM, NPONO-
HYHOUYM HOBI NiAXOAN A0 BUPOOHULTBA, YHiKalb-
HOCTi, eKONOTiYHOI CBIAOMOCTI Ta LiHHICHOro
nepeTBOpPeHHs. Llel BB crnpuse poO3BUTKY
6inblWw CTIMKOI Ta €TUYHOI MOAHOI IHAYCTPIl.
OpHak, Wwob Hajatn BMCOKOTrO PIBHA YHiKanb-
HOCTI CTUAICTUL MiHIMani3My B yMOBax CTaHOB-
NEHHs MOMIPHOrO  CMOXWBaHHSA, AOLiNbHO
30CepeanTmMCa Ha KOHKPETHUX acnekTax cTano-
ro po3BUTKY, AKi pOBAATb NOro HEMOBTOPHUM:

— i{HHoeayiliHicmb — CTanuii PO3BUTOK
BMMara€e HOBaTOPCbKMX MiAXOAIB Ta pilleHb And
3abe3neyeHHs  eKO/OorivyHOi  ePeKTUBHOCTI,
couianbHOI CNpPaBeANVBOCTI Ta €KOHOMIYHOI
CTabiNbHOCTI, Hanpuknaz, HOBI TEXHOAOTII,
BMHaxoAn abo meToau, AKi CNPUAKOTb CTasIoMy
cnocoby XunTTA Ta BUPOOHNLTBA;

— KynemypHa cneyudpika - KOXHe
CyCninbCTBO MaE CBOI OCOBAMBOCTI, TPaauMLii Ta
LIHHOCTI, fiKi BN/IMBAOTb Ha CMOCI6 CNpUMHATTA
Ta peasni3alito CTasoro Po3BUTKY. YHIKaNbHICTb
nosndra€ B TOMy, K Pi3Hi KyAbTypW iHTErpyrOTb
NPUHLUMNKW  CTaNOCTi Yy CBOI  MOBCAKAEHHI
NPakTVKM Ta PO3YMIiHHS;

— wMicyeei ocobausocmi — KoxcHe MicLie
Ma€ CBOI YHiKa/ibHi €KOMOTiYHIi, COLIOKYAbTYpPHI
Ta €eKOHOMiYHi ymoBMK. CTanicTb BpPaxoBYe
MicLeBi 0COBAMBOCTI Ta PO3BMBAE BIANOBIAHI
NiAXoAn Ta pilleHHs, Wwob 3abe3neunTn edek-
TVBHE BMKOPWUCTaHHA pecypciB Ta MiHIMi3yBaTu
HeraTMBHWIM BNAWB Ha OTOUYHOUE CEPEAOBULLE;

— coyianbHa e3aemModia — CTaanm
PO3BMTOK 3aNeXMTb Bij CriiBNpaLii Ta B3aEMOAji
Mi>X Pi3HUMM rpynamm CyCninbCTBa,
BKAOYatoun  ypsag,  6i3Hec,  rpomapachbki
opraHisauii Ta rpomMajfHCbKe CyCrnifbCTBO.
YHIKanbHICTb NONAra€e B 34aTHOCTI CTBOPHOBATH
cnpuaTanBy naathopmy Ana Aianory, ChibHOI
Al Ta po3pobKM IHHOBALIMHMX piWleHb And
CTanoro po3BuTKY.

LLi acnektn poAaroTb YHiIKaNbHOCTI A0
KOHLLenL,ii CTanocTi, BMpaXkaroum i
cneuyndiyHiCTb AN KOXHOrO KOHTEKCTYy Ta
HarosoWyrUYn Ha HeobXif4HOCTI iHTerpyBaTtu
CTani NPUHUMAW B YHiKalbHI chepu XuUTTa Ta
PO3BMWTKY CyCMniNbCTBA.
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MiHiMani3M € He AnLle CTUNLOBO TEYIED
B MOZAi, ane W KOHLUEeNLUIe, Wo Cnpuse
«CTaNoMy» PO3BUTKY IHAYCTPIi MoAn. MiHima-
Ni3M Crpuse NOLMPEHHIO «CBIJOMUX» 3pa3KiB
CMOXMBaHHA, TakMX AK KymniBAd  MeHLWOoi
KiNbKOCTI, ane BULLOI AKOCTi peyeln, BigaaBaHHA
nepeBaru CTajlil MaTepianbHOCTI Ta 3arajbHe
NPUAHATTA Binbll MiHIMaNiCTUYHOro cnocoby
KUTTA.

Y Hawi AHi CcnoxwuBaui KynykTb BABidi
6inblwe oaary, Hixk 20 poOKiB TOMY, @ HOCATb NOTO
BABIUi MeHwe. XX|I CTONITTA BU3HAHO BIKOM
cnoxmBaHHs. MNepes cyyacHUMK fn3alHepamMm
CTOITb Ay>Xe BaXJ/MBe 3aBfaHHA — BUTpPayvaTu
MeHLLe MaTepianiB y npoueci BUpobHMUTBa, a
TaKO>X paLlioOHabHO BMKOPUCTOBYBaTN BUPOOMY,
WO BXe ICHYIOTb. 3aBAAKN LibOMY 3'ABASETHCA
Take HOBE MOHATTA AK ancanKiHT.

3oKkpema, 3MeHLYy4YM 06'eEMM CMOXMK-
BaHHA MPOAYKTIB MOAM, Hajaroun iM yHikanb-
HWX BJIACTMBOCTEN 3a paxyHOK Mepepobkun um
TpaHchopMaLlii, MOXHa  AOAYYUTUCb  AO
€KOJIOTIYHO  OPIEHTOBAHMX  KOHUeNUii Ta
TEXHOJIOTIN PO3BUTKY CycrninbcTBa. HanbinbLi
BMpa3Hi 3MIHWM Y BUKOPWCTaHHI BIAXOAIB
IHAYCTPIl MOAM peani3ytoTbCa B npolecax, B
AKMX MOBHICTIO 3MIHIOETHCA NEPBUHHA PYHKLLA
npogykTis  Mogun. [lpn uboMy o06'ekTOM
ancavikn-AmnsanHy CTaroTb, Hacamnepea, mate-

pianbHi, GOpManbHi, TaKTWAbHI BAACTUBOCTI
NPOAYKTIB  MOAW,  IXHIK  NepuenTUBHUN
noTeHuian, ecTeTUYHi Ta  KOHCTPYKTUBHI

B/IaCTUBOCTI, TEXHOIOTIUHI iHHOBaU,T Towo [24].

Ancavkn — MeToa BUPOOHMLITBA OAATY UM
00'eKTIB 3 ypaxyBaHHAM paHille BUTOTOBAEHMUX
peyen, fKi He BMKOPWUCTOBYOTbCA 3a Mpu3Ha-
yeHHsM. Lle pigHUTL ancankn i3 pecankiom: no
cyTi, obraBa METOAMN Aat0Tb HOBE XMTTA CTapuUM
peyam. Tinbkn Ha BigMIHY Bij pecavikna npu
ancavikni piy He nepepobNAETbC B HOBUM
maTepian, a npocTo 6epeTbcs B pobOTY, CTaroumn
CKN1aZl0BOKO YOrOoCb HOBOTO.

Xoua ancakniHr HabpaB MakCcMManbHOI
NONyAAPHOCTI B OCTaHHI AECATUAITTA, BiH ICHYE
Habarato pgoBluie. Ane paHiwe ancankaiHrom
Han3BaAn «TBOPYE MOBTOPHE BUKOPUCTAHHS».
o nouaTtky  IHAYCTpianbHOI  peBOAOLLT

BUPOOHMLITBO  HOBMX pedyer  KOWTyBasao
AOPOro, a foAcbka npaua 6yna npakTUYHO
6e3KOWTOBHOM, 3aBAAKM YOMY PEMOHT Ta
nepepobka  peuerr  OByam  HeBIiA'EMHOMO
YaCTUHOM XUTTA AroAer. 3 noyaTtky XX CToNiTTS
ancankaiHr BUKOPWUCTOBYBABCA ANA CTBOPEHHS
TBOPIB MUCTELTBA, @ TakOX B iHWWX cdepax
NOACBKOT XUTTEAIANBHOCTI, Ae AOAM XOTiAu
3aolaanTy rpowi. Lleri metoz 6yB BUMYLLEHUM
3aX040M | HaWuacTile BMKOPUCTOBYBABCH
6iAHMMM BepcTBaMM HaceneHHs abo y dacu
E€KOHOMIYHMX  HerapasgiB y  CyCniabCTBi.
EkoHOoMiuHa HecTabinbHIiCTb Ta AediunT ToBapis
3MyllyBanu NtoAen nepepobnatn crapi peui.
MNpoTte, konn HanpukiHui XX Ta Ha nouyatky
XXI cToniTh, OTpYMana NOLNPEHHA KOHLEMNLis

BTOPWUHHOI  Nepepobkn UM pecamkiHr,
MNOMNYAAPHICTE  ancankaiHry  NpOAOBXWAa
3pocTaTi, OCKiNbKM  Atoan  cTaam  Hinble

06i3HaHi NPO eKoNorivHi NpobemMmn Ta OXOPOHY
HaBKONNLLHBOTO CepesoBuLLa.

Tenep, 3amictb TOro wob6 npocto
BUKWHYTU HENoTpibHy pi4y, uM TO npeamet
MebniB, irpawky uu ogar, 6arato Atoaen
HamararoTbCsi MepeTBOpPUTM i Ha LWOCb HOBeE.
CyuyacHi ancavkniHr-épeHan roeopATb Mpo
eKonorito Ta BMPOBaJXYHOTb 3acagu
YCBIAOMJIEHOTO  CMOXWBAHHA. 3 HabyTTam
MNOMYASPHOCTI Yy COUjafibHUX  Mepexax
KOHUEMNLis BTOPUHHOIO BWKOPWCTaHHA cCTasa
MOAHOM TeHAeHLUier. B LupboMy KOHTeKCTI BCe
6inblie puTenn-6peHAiB, 0COBANBO B CETMEHTIB
OAAry AN aKTUBHOIO BiANOYMHKY Ta outdoor-
OAAry, 3ano4aTKOBYIOTb €KOJOTiYHI iHiLiaTUBK
ans MOLUNPEHHSA NPUHUMNIB  CTanoro
CNOXMBAHH#A NPOAYKTIB MOZAM Ta
BMNPOBaAXEHHA 3aC06iB ancankaiHry B Au3alHI
OAAry ANS TYPM3MYy Ta aKTUBHOTO BIZAMOYMHKY.

30kpema, 3acnyroBye yBaru AisiNbHICTb
6peHay oaAry Ans akTMBHOIO BigNoO4nHKY The
North Face [25], akun y 2018 p. 3anyctvs
«nnatdopmy  AAA  MOBTOPHOI  KOMeEpLLii».
Konekuis North Face Renewed 2018 p.
BKJFOYaNa BiApPECTaBPOBaHUMA  OAAr,  AKWUN
JOCTYMHUIA  ANd Npojaxy 3 BEJVKMMMU
3HUXKKaMUM B MOPIBHAHHI 3 MOKYMNKOK HOBOTO.
MeTa npoekTy: BMPOBagUTM KpyroBe Ta
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ManoedpekTMBHe [fM3alHepCbKe MUCNEHHS Ha
paHHi eTanu npoLecy MpoekTyBaHHA. 3 TOro
yacy rpynu amn3saviHepis 6peHay The North Face
CTBOPHOIOTb IHAMBIAYaNbHI, E4MHI Y CBOEMY POAI

BMpobn 3 npeaMeTiB OAAry, fKi paHile
BBaXa/MCA TakMMK, WO He nigaaratoTb
PEMOHTY, a Terep AOCTYMHI ANA OHNANH-
ayKkuioHy (pwc. 4).

Crana mopga
BipnogipanoHe
A « BMKOPWUCTaHHA . .
MopylueHHa NPUPOAHNX pecypcis
NPUHLLMNY NparHeHHa ETWKa cnoMBaHHA
HOBW3HM —
PecaunKnixr
b 4
L 4 v K .
CouianbHo
BWMKopUCTaHHA BiAMoBiAaNbHE
ObmexeHHs » EKOMOri4YHMX maTepianis, -+ ATOBIA
CMOMKMBAHHA OTPUMaHUX 3 CTaBAEHHA A0
. . BupobHULTBa
nepepoﬁnemﬂx BIAXOo4lIB
. v EKoHOMIA BCiX pecypcis MiABULLEHHA AKOCTi

CrabinbHictb y
couianbHin chepi

Ta yHiBepcanbHOCTI
L npoaykuii

YnoginbHeHHA Temnie
obiry cTunio, seepHeHHs
‘ [0 eKonoriyHoro »
CTaHAAPTY Ta eTUKK
CNO}KUBAHHA

Puc. 3. CTpykTypa QyHKLIOHYBaHHA KOHLLeNL,ii cTanoi Moau
y CMCTEMi CMIOXMBAHHA NPOAYKTIB MOAM

a 6
Puc. 4. Mogeni BepxHboro oasary 6penay The North Face,
BWIOTOBJIEHI i3 3aCTOCYBaHHAM NPWUHLIMNIB ancankaiHry

3a gonomoroto uiei nporpamu The North
Face miagTpvmMye cBOKO Mporpamy OHOBJEHOTO
cnopaf)kKeHHs,  wob  npuegHatMca  Jo
3pOCTatoyOi TEeHAEHLLT ancaMkniHry B iHAYCTpPIi
aKTMBHOTO  BigNOuYMHKY  [26].  MoxauBo,
HaMBaXNMBILWIOK i YaCTMHOK € nporpama
Patagonia WornWear Recrafted, ska 6yna

3anyweHa y sucronagi 2019 poky, wob
AOMOBHUTK yCnilHY iHiyiatuBy Worn Wear, sika
AebroTyBana OHMAWH Yy MNOCTINHIM  dopmi Y
BepecHi 2017 poky [27]. ObuaBa puHkK Tenep
NPOMOHYHTb iHAVBIAYaNbHI, OAHOpPa30BI
BIAHOBNEHI peYi, NOpsAA 3 OAArOM, WO paHiwe
BMKOPWCTOBYBABCSA, NiCAA 4YOro 6yB OUNLLEHNN
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i cepTmdikoBaHuMn ans nepenpogaxy. Ha
CbOTOAHILLHIN AeHb iHWi 6peHaw, Wwo BNpoBaj-
XyHTb MOAIOGHI  ekosoriyHo i couianbHO
BiANoOBiAaNbHI iHiLiaTMBMY, BKJIHOYAOTb
nnathopmy nepenpogaxy Arc'teryx Rock Solid,
konekuito Cotopaxi Repurposed Collection,
naptHepctBo Adidas TERREX 3 Parlay, wo
BMPO6/AOTE  QYHKLOHANbHUA  TEKCTUAb i3
NAacTuKy, BUTATHEHWI i3 OkeaHy [28].

An3ariHepcbKki BpeHaM iHWKX CerMeHTiB
PUHKY MOZHOIO OAAry TakKoX MOCTINHO
BMCYBalOTb Ta peanisytoTb CBOI EKONOTiYHI
NAaHW, B AKUX OAHWM 3 OCHOBHWX € MYHKT
BMKOPUCTaHHA nepepobieHnx maTepianis. Tak,
AvidaHepcbkn  6peHp  Prada  Bupiwwnan
NMOBHICTIO NepPenTN Ha nNepepobAEHNA HENIOH.
LLlopiyHO Ans CTBOPEHHA 3HAKOBUX KyPTOK,
nnaliB Ta prok3akiB Prada y cBOix Kosnekuifx
BMKOPUCTOBYIOTb 6am3bko 700 Tucay meTpis
HelnoHy [29]. HeinnoH — matepian i3 cimelicTBa
nosiamigis, AKWUM AOCUTb NErKo NiAAAETHCA
pereHepauii (nepepobui). To6TO 3 BXMBaHMX
HeNOHOBMX peyen — o4Ary, NapaLlyTis, KaHaTiB
— MO>Ha 3aHOBO 3p0buTK TKaHWHY 6e3 BTpaTtn
AKOCTI MmaTepiany. PereHepoBaHe BOJAOKHO
Econyl, ske Bxe BukopuctoBytoTb Prada,
Burberry [30] Ta iHWi mMoaHi 6peHAan, 3rofom
TakoX MOXHa BUKOPUCTOBYBATW. atoC y TOMYy,
Wo nepepobutn MaTepian JelueBlle, HiX
3pO0BUTN HOBUMM 3 HY/IA, A0 TOTO X Lie OYeBUAHA
fobpa crnpaBa: OCHOBHE A)Kepeno BTOPWUHHOI
CUPOBUHU — CTapi pubanbCbki CiTi, WO BXe
CTa/N YaCTUHOK OKeaHiuHoro cmitTd [31].

[HWWWA  CMHTETUYHWI  MaTepian, S[KUN
niaaaeTbcs nepepobui 3HOBY Ha BOJIOKHA, —
noniectep. 3 BTOPUHHUM MONIECTEPOM MOZAHI
KOMMaHii NpautooTb y>XXe AaBHO Ta LUMPOKO.
Outdoor-mapka Patagonia crana y upomy
nioHepOM: BOHAa BWKOPWUCTOBYE MepepobeHi
NAACTUKOBI MAAWKK ANA CTBOPEHHS daicy ans
CBOIX >XWneTok Ta KypTok 3 1993 poky [27].
CMPOBNHOKO ANA HBOFO CTakOTb | MAACTUKOBI
NAALWKWY, | CUHTETUYHUIA OAAT, Wo 6yB Y BUKO-
pUCTaHHI, | okeaHiuyHe cmiTTa. lNepepobkoto
OCTaHHbOTO B KOPWCHI MaTepiann 3anMaeTbCs,
30kpeMa, opraHiszauis Parley for the Oceans
[32].

MeHLL FOKCOBI, ane BCe X BifOMi bpeHan
O4Ary Ta  aKcecyapiB  TaKoOX  CepUO3HO
3aMHANNCA YyTUAI3aLiEr0 Ta NepepobKoo CBOET
npogaykuii. Lle 3pyuyHo Ta BurigHo, sk ansa
npojasus, Tak i Ana nokynus. PosipBaHui,
3HOLWeHNA oaar 3 GIPMOBUM SPANKOM, LLO
BUALWIOB 3 MOAW, MOXHa BigHECTM J0O
cneuianbHo  obnagHaHOro  NMPUMNMaNbHOro
MYHKTY LbOro 6peHay. 3amicTb cTapoi peui
MO>Ha OTPUMAaTK KYNOH Ha COMiAHY 3HUXKY B
6yTuky Lboro 6peHAy Ta 4acTKOBY onnaty 3a
piy.

Omxe, 3acobu ancamkaiHry € ofHUM 3
NPOBIAHMX HaNPAMIB BNPOBaXXeHH: NOMIPHOro
CMO>XMBaHHA, 0cobanBoO B cermeHTi outdoor Ta
OAAry ANA aKTUBHOTIO BIANOUMHKY (pwmc. 5). [na
CTBOPEHHS HOBUX  MOJAenen  AOouisbHO
BMKOPWCTOBYBATU AK KOMMO3ULiNHO-
KOHCTPYKTMBHI, TaK i $GaKTypHO-KONOPUCTUYHI
KoMOGiHau,i mMaTepianis Ta eNeMEeHTIB
y>XuBaHoOro oasary. [lowyk HOBWX BapiaHTIB
MoZenen nofsraE, B Nepuwy yepry, y
KOMOiHYBaHHI CaMe ULMX XapakKTepuctmk —
NPOMOPLINHNX Ta KOHCTPYKTUBHMX PilLeHb.
Hanbinbw pauioHanbHi BapiaHTV Mogenewn
oAAry (fK nne4yoBOro, Tak i MOACHOro) B
NoAanblLOMY MOXYTb YTBOPHOBATU KOMIJIEKTU
OAArY, WO MatoTb PO3LUMPEHE NMPU3HAYEHHS —
Bi, O4Ary ANf TypusMy O BY/JWYHOTO OAATY
CNOPTUBHOTO CTUAHO.

Ha ocHoBi aHanizy ob6pa3HO-NPOEKTHUX
Ta KOHCTPYKTMBHO-KOMMO3WULiMHMX BapiaHTiB
pilueHHA mogenen outdoor-oafary CTBOPeEHO
TPV MOZeni YONOBIUMX KYPTOK CMOPTUBHOTO
ctmnto (puc. 6, a-B) Ta ABi MOAeNi YONOBIYMX
woprTiB (puc. 7, a-6) i3 BMpoBaaXeHHAM 3acobiB
ancavikniHry Ana BTIIEHHA B MaTepiani.

B mMogeni (pwuc. 6, a) 3anpoOeKTOBaHO ABi
HaKNaAHI KULIEeHI Ha MeTaneBUX KHOMKax, fAKi
6inbl GyHKLIOHANbHI, @ TaKOX OAHa MPOpPI3Ha
KULLEHA BYLLE, Ha PIBHI rpyAen; B KypTu,i (puc. 6,
6) 3aNPOEKTOBAHO TPW MPOPI3HI KULLEHI: OAHY
Ha piBHI rpyAen, e ABi Ha piBHI Tanii; B Mogeni
(puc. 6, B) NMPUWCYTHI ABi NMPOPI3HI KULIEHI Ha
PiBHI TpyAen, a TakoX [ABi MPOPI3HI KMHEHI
HU>XKYe Ha piBHI Tanii.
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Puc. 5. TBopunin konax NpoeKTHOro obpasy cnoxkMeaya YONOBIHOro CMOPTUBHOTO oaAry outdoor
Ha OCHOBI EKOJIOFYHO OPIEHTOBAHMX MPOEKTHUX MPAKTUK

Ana oTpvMaHHA NOTPIBHOro MPOEKTHO-
KOMMO3MLINHOIO pIlleHHA YONOBIUMX KypTOK
6y 3aiMicHeHi 3MiHW, abn BUkopuctatn obme-
>KEHWIW 3amac matepianis i goTpumatvca igei
6e3BiAXO4HOrO BMKOPWUCTaHHA 3aana 3b6epe-
XXEeHHA ekosorii. TakoX 3MiHW 3pobaeHi, abu
Aofatn BMpoby 6inbLluoi 3py4YHOCTI Ta cBoO6OoAM
pyxiB. YneHyBaHHA nepegy, CMMHKX Ta pykaBsa
AornomararoTb MO  MakCMMyMy BWKOPWCTaTh
obMexeHi pecypcn Ta HagaTv  3aauLLKam
CTapux peyei Ta TKAHWH HOBE XWUTTA.

Po3pobneHi moaeni 4YonoOBiUMX LIOPTIB
MOXYTb BMKOPUCTOBYBAaTUCA K ANS
NMOBCAKAEHHOrO BWKOPWUCTaHHA, TaK | Ans
aKTVMBHOTO BiANOUMNHKY Ta TYPU3MY, MPU3HaYeHI
AN BECHAHO-/ITHBOrO Nepioay, A8 MOAOAI Ta
YOJIOBIKIB PI3HOrO BiKy. 3 MaTepianiB AOLIbHO
BMKOPWCTOBYBaTU 6aBOBHY, WO BiJpPI3HAETLCSA
NerKkicTio, npv LbOMY BUCOKOK MILHICTIO |
npuWeMHa Ao Tina. B nepLuiv mogeni npucyTHi ABi
Npopi3Hi 6OKOBI, a TakoX ABi HakNaAHI KULLEHI
nosasy Ta nonepeay. B apyriv mogeni HasBHi
ABI MPOPI3HI KMLWeHi nonepeay i ABi No3aay, a
TAKOX ZBi HakNafHi KMLLIEHi Ha 3aJHiA YacTUHI

mogzeni. 3acobu ancaukaiHry, 3acToCOBaHi B
po3pobui Mogeni, AO3BOAAOTb MOBTOPHO
BMKOPWCTOBYBaTU €1eMeHTU MoAeneun AaHoro
aCoOpPTUMEHTY.

BucHoBkn. Crilka Moga — sBuULle,
MoB'sI3aHe i3 3MIHOK MPUHLMUMNY CMOXUBAHHSA
NPOAYyKTIB Mozau, o nepeabavae
YMNOBIIbHEHHA TemniB 0biry cTuato, nepepobky
mMaTtepianiB, 3BEPHEHHA A0 €eKOJOri4YHOro
CTaHAAPTY Ta eTUKKN croxmnBaHHs. CTika Moaa
Ma€ Ha yBa3i NopylweHHsA 6a30BOro NpuUHLMUMNY
CUCTEMMW, L0 NONIATAE B MParHeHHI 40 HOBU3HW,
i noB'A3aHa 3 OOMEXEHHSM CMOXMBaHHA Ta

cnpoboto  BCTAHOBAEHHS  BIAMOBIAANbHOrO
BMKOPWCTaHHA NPUPOAHMX pecypcis.
CnoxwuBaui BCE yacTiwe pobnaTb

ycBioMAeHnn BUOIp Ha KOPWUCTb €KOJOTIYHO
OpieHTOBaHWX OpeHAiB  MOAHOro oadAry i
BiAMOBIJANbHO CTaBAATbCA A0 eKkcnayaTaLii,
MOBTOPHOrO  BUKOPWCTaHHA Ta  yTuaisauii
BMKOPUCTaHUX  MPOAYKTIB  MoAW.  Takum
MOMUTOM Ha €eKOJOTYHO OPIEHTOBAHY MOZHI
TeHAEHUil BOHM CMOHYKalTb AM3avHepPChKi
6peHan Jife) NpoBaAXXeHHSA OCHOBHMX
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NPUHUMNIB  CTIKKOI  MOAM —  PO3BUTOK
€KONOTYHUX TEXHOJIOTIN, 3aCTOCYBaHHSA
€KOCMPOBWHY,  ONTUMI3aLii  NOriCTUKM  Ta
3abe3neyeHHs CNPUATANBUX yMOB

BMPOOHMLTBA Ta ETUYHOTO CTaB/JEeHHA [0
npauiBHuKiB. Lle akTnBHO cnpusae GopmMyBaHHO
OKPEeMOIi CTINKOI KynbTypu BUPOOHMLITBA Ta
CNOXWBAHHA MPOAYKTIB MOAN.

Puc. 7. Mogeni 4on0BiuMX WOPTIB CMOPTUBHOTIO CTUJILO i3 BNPOBaZXEHHAM 3acobiB ancamkiHry

KpiM 3MiHK igeonorii cnoxusaHHA Ta
nparHeHHa 40 BiAMNOBIJAaNbHOIO KOPUCTYBaHHSA
pecypcamu, CTika MoJa BWUXOAUTb i3 OCHOB-
HOro MpiopuTeTy: CTBOPEHHA YHIBEPCasbHOro
KOCTIOMa, fAKke 3abe3neymno 6 cTabinbHe
iCHYBaHHA MOAM Ta CTBOPEHHSA afbTEPHATUBHOI
AOKTPUHY,  MOB'A3aHOI 3 NYPUTAHCLKOHO,
MiHIManiCTUYHOIO YW paLiOHaNbHOK MOAOH.

MiHimManiam mMae nornvbneHnin BNAMB Ha
WBWAKY MOAY, MPOMOHYHUN anbTepHaTuBYy
KJacMYHOMY Miagxoay JAO BMPOOHMUTBA Ta
CnoxuBaHHA oaary. OCHOBHI acnekTu Lboro
BMJIMBY BK/IHOYAKOTb:

— CKOpOYeHHA Yukay eupobHuymea:
MiHIManicTUYHi BpeHamn cTaBATb Nepes coboro

3aBlaHHA  BMPOOAATM  OBMeXxeHi  obcarm
TOBapiB, yHMKaTM  nepeBMpobHMUTBA |
3aMaTUCA  MPOJaXeM OAAry HeBesUKUMU
naptisamu. Lle cnpuse ckopoueHHO uuKay

BMPOOHMLTBA Ta LWBUALIOMY BBEAEHHIO HOBUX
KONIEKLiA Ha PUHOK;

— YHiKa/IbHicmb ma nepcoHanizayis.
MiHIManicTMyYHi 6peHan HagatoTb Hinblly yBary
YHIKaNbHOCTI Ta iHAMBIAYaNbHOCTI MPOAYKLi.
BoHWM MponoOHYyrOTb OOMEXeHI BUMYCKN OAsArY,
peTesbHO 06upatoTb MaTepianu Ta AeTani, Wo
[03BO/IAE CTBOPHOBATM YHIKaNbHI peyi AN CBOIX
KnieHTiB. Lle BigOKpematoe iX Bij MacoBUX
bpeHaiB LWBUAKOI MOAM, ae oaar
BMTOTOB/IAETHCS MAaCOBUMU TUPAXKaMW;
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— eKos102i4Ha ceidomicmb: MiHiManic-
TUYHUA  NiAXiZ B MOAI aKLeEeHTYeTbCA Ha
CTBOPEHHI fKICHOTO OAAry Ans TpuBanoro
KOPWUCTYBaHHA, WO MIHIMI3yE HeraTMBHUM
BMAMB Ha HaBKOJWULWHE cepesoBulle. BiH
CMOHYKa€e CroXmBayiB 0bnpati AKiCTb yacTille,
HDXK KiJIbKICTb, KymnyBaTV MeHLUe peyen, ane
GiNblW AKICHUX, TUM CaMUM Cnpustoun BinbLu
CTIKKOMY CMOXMBaHHIO;

— YiHHiCHe nepemeopeHHs. MiHiMaNi3M
B MOZAi BMKIMKAE PO3AYyMU MPO CMOXMBALbKI
3BMYKM  Ta  UiHHOCTI.  BiH  nponoHye
NepeoCMUCIEHH:A HEOBXIAHOCTI WBUAKOT MOAN
Ta 6e3rny340ro CrnoXWBaHHA, CMOHYyKauu
CNOXMBaYiB 30CepeamTnca Ha 3b6epexkeHHi Ta
BMOOpI peyen, AKi BOHW cnpaBai NoTpebytoTs.
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GERASYMENKO O. D., CHUPRINA N. V., DAVYDENKO I. V.,
CHUBOTINA I. M., KHOMENKO V. K., KUDREVSKY M. A.
Kyiv National University of Technologies and Design, Kyiv, Ukraine
UPCYCLING AND MINIMALISM AS FASHION TRENDS OF SUSTAINABLE
CONSUMPTION OF FASHION PRODUCTS
The purpose of the research is to determine the main project practices of the formation and
implementation of the concept of sustainable consumption of fashion industry products and ecologically

oriented methods of creating fashion products in the mass market segment.
Methodology. The research methodology is based on the implementation of a comprehensive approach

to determining the criteria for spreading the concept of sustainable consumption in modern fashion. To
characterize the main principles of fast, slow and sustainable fashion, a comparative analysis of the factors of
the functioning of certain concepts in the modern fashion clothing market was carried out. In working with
sources of primary information (design solutions of clothing models of leading fashion clothing brands,
application of means of compositional design solutions and decoration of fashion products, characteristics of
functional properties of fashion products of various assortments and purposes), subject-analytical,
compositional and stylistic research methods are applied. In the context of conducting a structured analysis of
project practices of sustainable consumption, a comparative method of literary and visual information analysis
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is applied, based on documentary sources, fashion photography and illustration (materials from official
websites, catalogs, fashion shows of designer brands on the topic of the study).

Results. The work characterizes the distinctive features of the concept of fast and slow fashion,
sustainable consumption of fashion products. A comparative analysis of the formation of these concepts in the
system of consumption of fashion products is presented. The main provisions and directions of design activities
for the realization of the concept of slow fashion have been formulated. The principles of sustainable fashion
are defined, which encourage the formation of a culture of creating and consuming fashion products, in
particular, fashionable clothes. Systematization of approaches to the implementation of the principles of
sustainable fashion in design activities in the fashion industry has been carried out. The style of minimalism is
characterized as the basis for creating fashion products that meet the principles of the concept of sustainable
consumption and long-term exploitation of fashionable clothes in the mass market segment. The basic criteria
for the impact of a minimalist approach to creating fashion products on the production and consumption of
fashionable clothes are formulated. Aspects of sustainable development of design activities based on the
implementation of a minimalist approach to creating fashionable clothes are defined. The phenomenon of
upcycling and its importance for the creation of unique fashion products are characterized. The basic criteria
for the creating of fashion products by means of upcycling have been formed. Upcycling is characterized as a
method of designing and carrying out design activities.

Scientific novelty. The scientific novelty of the results is determined by the justification of the means of
minimalism and upcycling not only as methods of creating relevant fashion products, but as project approaches
to the spread of the concept of sustainable consumption and sustainable fashion in modern design activities.
In the work, a comparative analysis of the main principles of the functioning of fast, slow and sustainable
fashion as a concept of moderate consumption of fashion products in the mass market segment of the modern
fashion industry is carried out. It is well-founded that a minimalist approach to the development and
consumption of fashionable clothing improves the culture of sustainable development of the fashionable
clothing market.

The practical significance of the work consists in determining the main means of upcycle design as a
method of creating unique fashion products and developing clothing models for various purposes with
increased functional properties or elements of transformation. It is substantiated that ecologically oriented
methods of creating clothing models contribute to the development of current project images and encourage
consumers to introduce moderate consumption of fashion products in the mass market segment. It was
determined that the most appropriate for designing clothing models in this segment of the market can be
considered the combination of various options of proportional and constructive solutions.

Keywords: fashion product; clothing design; fast fashion, slow fashion,; sustainable fashion;, mass
market; upcycle design; project practices; minimalism style; fashion clothing; fashion trend; recycling; fashion
industry; design activity.
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KBACHWLLA P. b.

HayioHaneHuli yHisepcumem «/legigcoka nonimexHika», /lesis, YkpaiHa

MPE3EHTALII MOAW B NMPOCTOPI BOEHHUX PYWUHYBAHD:
ETUKA TA ECTETUKA NAPAAOKCAJ/IbHOCTI

DOI:10.30857/2617-
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Mema: nposecmu aHaniz npeseHmayil MOOHUX KOJleKyili y 80€HHI 4Yacu BIOHOCHO emuYHUX ma
ecmemuyHUX HOPM.

Memodonozia. ¥ JocnidxeHHi 8UKOPUCMAHO MeopemuYHi 3a2aibHOHAykosi Memoou aHanisy ma
CuHmMesy, kaacugikayii, Memoou CUHXPOHHO20 Ma OiaxpoHHO20 aHaAAi3i8. [ocnidxeHHs 6asyemocs Ha
2emepomonosio2iYyHOMy Memoodi, a came — 8UKOPUCMAHHI cheyugidyHol coyianbHol PyHkYii eemepomono-
J102il, mobmo cnocobig 83aemodil 8i3yasbHOCMI ma NpocmMopy 8 npeseHmayll MOOHUX Koaekyil y Micyl, wo
npomucmasisie pi3Hi npocmopu, siki 30aromecsi HeCyMICHUMU 00UH 3 OOHUM.

Pesynbmamu. BusHa4eHo, wjo napadokc, Akuli noas2ae y npeseHmayii Moou y 3pyliHO8aHOMY 8IilIHOH
npocmopi, 3 moyku 30py napadokcanbHol iHmeHyii, moxe 6ymu egekmusHUM MemodoM mpaHcgpopmayii
He2amugHo20 cnpuliHAMms 8 no3umusHe. BcmaHos1ieHo, wjo 8paxysaHHa emuy4HUX HOPM € npiopumemHumu
npu cmeopeHHI 8i3yasbHux 06pasie 8 npeseHMayii MOOHUX Kosekyili 8 Yacu 80EHHUX pyliHYy8aHb. 3'SICOBAHO,
wo ecmemuka 8idizpae saxiaugy posb 08 MapkemuHz208ux yHKYili i OOMiHyrody O/ NCUXOJI02IYHUX.
BusHaveHo YUHHUKU 8NJUBY HA NCuxoso2iyHe cnpuliHamms cycniiecmeoM fashion-gpomoepadbili y 8o€HHU
yac. BuseneHo coyianbHO-NCUX0M02I4HI MeXaH3MU enaugy ma nposedeHo OugpepeHyiayito 3a OCHOBHUMU

KpumepisiMu, K € BU3HAYA/ILHUMU 8 pe2/IaMeHmayii emu4yHol CmopoHU npeseHmayil Moou.

Haykoea Hoeu3Ha. [lposedeHO O0C/iiOXeHHS CMOCOBHO BU3HAYEHHsS emuyHUX ma ecmemuyHux
HopM npe3eHmayil MOOHUX KoJleKYili 8 4acu B8OEHHUX pyUHY8aHb y KOHMeKcmi napadokcaabHocmi.

Mpakmu4Ha 3Havywjicme. Pe3yiemamu 00cniOXeHHS MOXYymb 6ymu 3aCmoCo8aHL Ha NPAakMuyi 8
npoyeci npedcmasneHHsi MOOHUX KoJaekyili ykpaiHcekux bpeHOis y 4yaci eiliHu ma nosoeHHUl nepiod, a
makox Moxyme 3Halimu 8i006paxeHHs y JAekyiliHuUX mda Npakmuy4Hux Kypcax 3 oucyuniaiH «JusalH
pekaamu» ma «Teopia KOMyHikayili 8 Macosili Kynemypi».

Kmrouoei cnoea: npeseHmayis MoOHO! kosekyil, npocmip;, napadokc;, cemepomonosoeis; fashion-

¢omoepadhis; 8iliHa.

Bcryn. [licna  3akiHYeHHs  BIMCbKOBUMX
KOHPNIKTIB KpaiHa CTUKAETbCA 3 MacoBUMM
PYWHYBaHHAMM, 3aHenajom €KOHOMIKH,
ryMaHITapHOK Kpu3oko Towo. EkcTpemanbHa
cuTyauis, B  AKIN  OMNUWHAETbCA  Aep>KaBa,
npu3BOAMTL A0 CTpecy Ta TpaBM, JO
MCUXONOFIYHOI KPU3WM He Aulle OKpeMux rpyn
HaceneHHs, a W Yycix rpomagsaH KkpaiHu. Ak
3acBiguye [OCBIA4 NOCTpaXAanux Bif BiHM
AepXXaB, BIAPOAKEeHHA € 6araToBeKTOPHMM,
HaratoeTanHnM i TPUBaANM MPOLLECOM.

OgHuM 3 Baxxamsux dakTopis BifOyAO0BK
Aep>KaBW Ta MOZONAHHA TyMaHITapHOI Kpu3n €
CTBOPEHH# ONTUManbHO KOMGOpPTHOTO,
XWUTTECTBEPAHOIO  AM3aliHy CepefoBULLa, B
AKOMY NtoAMHa nodyBaTUMe cebe LLaCIMBOLO.
lle oaHvm Baromum ¢aktopom € Moga. fAk
COLiaNbHO-MCUXONOTIYHUI | KyNbTYPHUI deHo-
MeH, MOJa BMJMBAE Ha BCi chepu NHOACHKOI

AianbHOCTI. OfAr y BOEHHWA 4Yac CTae Ayxe
CUMBONIYHMM. BiH Habupae cakpanbHOro 3micty
(B3ATW HaWUiHHIWI pedyi B cuTyauil emirpadii);
Bijobpaxkae emoujii (MoZa Ha MaATPIOTUYHMM
O4Ar, Ha CTWAb <«MiniTapi»); CTa€ ETHIYHOK
iaeHTUdIKauiero | camoigeHTudikauiero. MNcmxo-
NOTIYHWUIA acnekT B JaHOMY KOHTEKCTi CTa€
npioputeTHMM. KpacuBuii obpas, HoBa piy uu
aKcecyap 34aTHi  3aBaauTn  aenpecii. Yepes
KyniBito  peanizoBytoTbca  HaxkaHHA.  Mwm
KynmyeMO €eMOLinHI acoujauii 3i CBiTOM, fKi
MOZHWI An3alHep Aeknapye. HagaHHs imnyabcy
Ta MOTMBaLii AN MPIA € KNHOUYOBUMU YNHHU-
KaMu y CTBOPEHHI TakKMX eMOLLIMHMX acoLiiaLli.
OcobwucticHa  BUTpUBaNICTb  Bigirpae
KJKOYOBY pPOJb, LWOAO 34aTHOCTI  JHOANHM
YCMILHO MPOTUCTOATW CTPECOBUM CUTyaLiaMm. €
UMCNEHHI HayKOBI AOCAIAXEHHA Ta nybaikauii
LLOAO MOHATTA  «KUTTECTIMKOCTI». OCHOBO-
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MONOXHMKOM  Lboro TepmiHy € Cro3aHHa
Kobaca (Suzanne C. Kobasa) [8].
AmepuKaHcbkmii ncmxonor CanbBatope Maagi
(Salvatore R. Maddi) npogoBXunB AOCAIAXKEHHS
L€l KoHLenuji. Y cBOIX npausx BiH CTBEPAXKYE,
O BUTPMBANICTb i CTpaTerii CNpusAoTb CTINKOCTI
nig yac ctpecy. Takoxx Maaai TpakTye BUTpuBa-
NiCTb AK y3araabHEHMIN CNocCi6 GyHKLIOHYBaHHS,
BK/IFOYAKOUMN KOTHITUBHI, EMOLLINHI Ta MOBEJiH-
KoBi fAKkocTi. Len ctunb  dyHKLiOHYBaHHSA
BM/IMBAE Ha Te, AK NHOAMHA cnpuimae cebe i
B3aEMOJIE 3 HAaBKO/IMLWHIM CBITOM [7]. Y ubOMy
KOHTEKCTi MW PO3rNAAaEMO Npe3eHTaLito Moau
Ta AM3alH NpocTopy fK dakTopu, WO BnAMBaA-
FOTb Ha TpaHchOopMaLito CTPeCcoBMX OBCTaBUH y
MOX/MBOCTI OCOBMCTICHOrO Ta MiXKOCcobucTic-
HOrO 3pOCTaHHA B JAECTPYKTUBHMX YMOBaXx
KPW30BOI CMTYyaLlii, a cCaMe B yMOBaXx BINHW.

AHaniz nonepeagHix  AOC/AiAKEHb.
deHOMEH MOAM BYEHI 3aBXAW po3rasgann B
pamKax Takux Ancumniin, aK: dinocodis, ictopia
Ta Teopifs MUCTeLTBa, ecteTuka, KyabTypoJoris,
coujonoria Ta iHwi. CBOI NoOrnsan Ha Moay
BMCNOBAOBANN MUCAUTENI PI3HUX enox | ¢ino-
copcbkmx  HanpamkiB. Cepeps  BITUM3HAHMX
HayKOBLIB MOAIYMHY MOJAy fAK KyAbTypHUR
deHomeH posraagann J1. TkaveHko, J1. AnxHwny,
FO. JlereHbkuw, M. MenbHuK, O. Naroaa.
[unzarviH npoctopy aAna npeseHTauii MOAHWX
Konekuin pocnigxkeHo B npaui P.b. KBacHWu.
Fashion-dotorpadito  BuBuann  C. nopis,
b. Hotoronn, A. laBeHnopT Ta iHWi. ICHytOTb
[OCTaTHBO  PO3rOPHYTI  AOC/HIAKEHHSs,  AKI
OpIEHTOBAHI Ha BWCBITAIEHHA BnauBy [pyroi
CBITOBOI BiMHWM Ha Moay. Lo Tematuky
po3rnagann P. ApHonba, b. Bang, K. Foppap,
[. Camepc Ta iHLWi.

B ece Pebekkun ApHonbg «Moga B pyiHax:
doTorpadis, po3kiw i 3aHeabaHicTb Y JIOHAOHI
1940-x pokiB» AOCNIAXKYETbCA, AK PYNHYBaHHA
yaciB  BiMHM  Bigobpasuamnca y  fashion-
doTorpadii. ABTOpka Big3Hauvae, wo doTocecis
MOZEeNeN OT-KyTHOP Ha T/i PYyiH MOHIBEYEHOro
6ombamu JloHAOHa, HabyBa€e iHWOro 3MmicTy, a
XIHOUHICTb CTae NpobaemMaTnsoBaHowo [2].

Te, Ak npauytoBana MoAHa IHAYCTpiA B
JIOHAOHI MOBOEHHOrO Mepiogy MpuCBAYEHa

HaykoBa npaus b. banga. ABTop Hagae rambo-
KW aHani3 couiafbHUX, €KOHOMIUHWX | Moi-
TUYHUX YMOB MOBOEHHOTO nepiogy B bpuTaHii.
betaH baig B NiACYMKY CBOrO AOCAIAXKEHHS
CTBEPAXYE, WO >KOPCTKa eKOHomia 6yna
PYLWIMHOK CUAOKD AMHAMIYHUX MPOLECIB i 3MiH
B MOAHIN iHAYCTpPii, 30KpemMa Yy crnocobax
BMPOOHMLTBA Ta NPOAAXyY >XXIHOYOI MOAN NpeT-
a-nopte. Y aucepTauii nokasaHo, sk nepiog
CyBOPOi €KOHOMII Ta peakuisa O6puTaHLUiB Ha
HbOro CPOPMyBa/IN TPAEKTOPItO PO3BUTKY JIOH-
JOHa A0 KiHuA XX CToNITTa fiK MicTa mogm [4].

Y pocnigxeHHi Knep loppapa po3srasaa-
€TbCA NpefcTaBneHHA Bu3soneHHa ®PpaHuii y
BiICbKOBWX 3BiTax poTorpacda Ta KOpecnoHAeHTa
amMepuviKkaHCbkoro Ta 6putaHcekoro Jli Minnep
ana xypHany «VOGUE» nig yac [Jpyroi ceitoBoi
BiHW [6]. PpoHTOBI penopTaxi Minnepa onucy-
Baan «Bu3BoneHHa @PpaHuii» B igeanizoBaHMX
obpaszax >XIHOYOI Kpacu 1 eneraHTHOCTI, BUKO-
PVCTOBYIOUM MOZY SIK OCHOBHWWA KaHan Ans
PO3yMiHHA BiMHW 1 OKynauji Anf 4yuTadiB Ha
BHYTPILIHBOMY GpOHTI. CrnewiaibHOro HaykoBoO-
ro AOCAIAXEHHA 3a LIIED TEeMATUKO B YKPaiHCh-
KOMY MMWCTeLTBO3HAaBUYOMY AUCKYPCi  HeMae.
Tomy y3aranbHeHHsA AOCAIAHWLBKOrO A0CBidy B
obpaHOMy HanpAMKy Ta NiAKPECNEeHHSA BaXau-
BOCTI Npo6aeMu B Cy4acHOMY CyCriNbCTBI NMOCTaE
aKTyanbHVUM 3aBAAHHAM.

MocraHoBKa 3aBAAHHA. 3aBJaHHAM CTaTi
€ BM3HAYEHHS €TUYHUX Ta eCTEeTUYHUX HOPM B
npe3seHTauii MOAHMX KONEKLiN B Yach BOEHHWNX
PYWHYBaHb Yy KOHTEKCTi NapajoKcanibHOCTI.

Pesynbtatu  pocnigdkeHHA Ta  iX
obroBopeHHs. [locnigkeHHs 6a3yeTbca  Ha
reTepoTONONONYHOMY METOZ, KU bepe CBil
noyatok y  oinocodii  Miwens  Pyko.
3anponoHoBaHuin Pyko MeToh nigxody Ta
KOHLIeNTyani3aLii MpoCTOpOBOro BUMIpPY CO-
LiaNIbHOro CBITY He BTPaTUB CBOEI aKTyaslbHOCTI
My Haw 4ac. A came, BMKOPWUCTaHHA Cnewu-
diyHOI  coujanbHOI  GyHKLIiT  reTepoTonoorii,
TO6TO Cnocoby B3aeMoAii Bi3yasbHOCTI Ta
NPOCTOPY B Mpe3eHTaLii MOAHUX KONeKLin, K
MiCLf, AKe Ma€ CUNy NPOTUCTaBAATL Pi3HI NpoOC-
TOpW, AKI  34aK0TbCA  HECYMICHVMW OAWH 3
oagHuM. Ockinbkn  Bi3yanbHi obpa3n i, K
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HacnigoK, 30pOBe CMPUMHATTA Bce Oinblue
BM/MBAOTb Ha >XWUTTA Cy4aCHOro CycninbCTBa,
BOHM BIAIrparoTb KAKOYOBY POJb Yy CyyaCHUX
TeHAEeHLUisX An3arHy. 3a cnoBamu bpeani KgiHa,

«[eTepotonii Ak @GOH ANd MOAM MOBWUHHI
CTBOPIOBATM  BIAYYTTA  peanbHOCTI,  fAKe
npuBabatoe rnsgada  Ha  Micbki  MyCTKW,

MeLLKaHL,i AKi BPATYBaAW CBiM OAAT, ane He CBIT,
y IKOMY BOHM XuByTb» [10].

Mouatok 1990-x pp. Bif3HaYEHUI B iCTO-
pil Kpaxom CyCnifbHOTO najy, €KOHOMIYHOH
peuiecieto Ta BiHamMu Ha bankaHax i bansbkomy
Cxopi, po3sanom PagsaHcbkoro Cotosy. lNoTeH-
Ljian reTepoToni po3KpMBatoTb NepLUi Npe3eH-
Tauii MoaHWX Konekuin MapTtiHa Mapxenn
(Martin Margiela), cnoBHeHi NPOCTOPOBUX |
coujanbHuUx 3HakiB [1]. MaptiH Mapxena —
6eNbrincbknini MOAENbEP, XYAOXHWK, nepdop-
Mep | 3aCHOBHMK PpaHLly3bKoro 6yanHKy mMoam
knacy «Jlrokc» «Maison Margiela». KoHuenuis
Map>xen nonsra€ y Tomy, WO BiH NPOBOAUTb
napanenb MK 3HOLWEHUM YU HenoTpibHMM
OAArOM i 3aHeAbaHVMMW paioHaMWU  MiCTa,
pyiHaMu, AiKi MOPIBHIOE 3 «30HOK0 HONOBMX AiN»
UM «nycTkor». Ha kopoTkmi nepiog nig yac
npe3eHTayii konekuii M. Map>ena Haga€ iHWO-
ro 3HayeHHA okpeMuM npoctopam Yy [Mapwuxi.
Ans npuknagy po3rnaHemMo Kinbka nokasis.

B 1989 p. npeseHTaUiHMM MNPOCTOPOM
ana pedine «Martin Margiela» craB gutauunn
ManZaHuMK B OAHOMY 3 pawnoHiB [lapuxa.
3amicTb npodecinHMX Mogenen Ha LboMy
nokasi 6ynn 3BWYaHI nNepexoxi, Apy3i Ta
3HaroMi, @ MiA Yac Loy NPOoAOBXyBanu biraTu
aitn [10]. Bizomuii amepukaHcbkuii poTorpad
Ta Kputuk binn KaHHiHrem nigrotyBae ¢oToO-
penoptax 3 LbOro MoKasy Ans >XypHaay
«Details».  LUnpoki  nnaHW,  CUTYaTUBHICTb,
BMNAAKOBI /04N B KaApi, HE3BUYHI paKypcu
MoOZeneh 3 aKLEeHTOM CamMe Ha aHTypax
BUpPI3HSAE Lo fashion-poTocecito Ha TAi iHWKX. Y
XO0BTHI 1989 poky Map>ena BrawTyBaB nokas
Ha nycTiv  AinaHuyi B Tapwxi, nisHiwe y
BE/IMYE3HOMY CKIQACBbKOMY MPUMILLEHHI B
npomuncnosiv 3oHi, B 1990 nposoanTb aedine
Ha MOKWHYTIM AiNSHLI ANs NapKyBaHHA aBTo [9].
TakMM  UMHOM,  BWKOPWCTOBYHOUM  MOAY,

Map>kena CTBOpPtOBaB HOBY iAEHTUYHICTb AK ANA
npocropis, Tak i ana oaary. [poctip mMoaw,
TPaAMLINHO acouiioBaHU 3 KaacoM «JTHOKC»,
HabyBaB HOBOrO 3Ha4e€HHsA, OCKiNbku aedine
BiabyBannca B MOBCAKAEHHOMY CepefoBWLL,
ACKPABO NiAKPECNHOIOUN CYyNEPEYHICTb CMUCAIB
i LiHHOCTEMN.

[HWK1M NpuKnagom AeMOHCTpaLii NoTeH-
Ljiany reTepoTonii € ANCOHAHC MiXXK KOHLEMLLIED
npe3eHTaLii konekuii «Défilé» Ta apxiTekTypHUM
NPOCTOPOM BeAnyHoi cnopyau [paH-lNane B
ctuni boz-ap. ¥ 2014 p. kpeatBHUM AMpeKTOo-
poMm «Maison Martin Margiela» craB /[>xoH
FanbsHo, 36epiraroun 3aknageHi uiHHocti AHK
6peHay. Ha nokasi konekuii «Défilé» [xoHa
lanbaHo  BecHa/nito 2020 p. nig  vac
Mapu3bkoro TWXHA Moau Oyau npejcTaBAeHi
Mogeni B cTuii yHiGopmu ana meacectep, apmii,
dnoty Ta asiauii lNMepwoi Ta [pyroi ceiToBUX
BOeH [5]. [pamatypris xoan mogeni JleoHa
Aevima B diHani gedine 3pobuna Loy BipycHOHO
ceHcauiero IHTepHeTy. CueHorpadis Lboro Loy
Mana NoAITUYHI BIATIHKK | Byna TpaHCAATOPOM
neBHMX 3MmicTiB. OTXe, Xxo4a ICHYHUNA NPOCTIp
MOXe MepexmnTy CBOE MepBiCHE MpPU3HAUYEHHA
Ta CoujanbHi NapameTpu, fKi BU3HAYarOTb MOTO
dopmu, dyHKUT Ta CTPYKTYpW, B Byab-aKmi vac
BiH MOXe HabyTn HOBOro XWUTTA i AlA TOro He
060B'A3KOBO 3MiHIOBaTV 36epexkeHi B HbOMY
KOMMOHEHTMU.

B octaHHI pecaTmniTta cnoctepiraeTbca
TeHzeHUis ¢doTorpadyBatv MOAHI Konekuii B
aHTypaxi MiCbKMX PpYiH, AK CBOro poay crnpoba
HaZaTW LIbOMYy MpPOCTOPY HOBWIA ceHc. [porTe,
LA TeHAeHLiA HanoBHEHa TMOOKMM ifeHUM
3MicToM. PyiHW, noB'A3aHi 3 NPOMWUCIOBUMM
paoHaMM Ta >KUTIOBMMW MacuMBamy, K
NpaBWaO, € pe3y/bTaTOM HEeBAANON0 apXiTek-
TYPHOrO MJIaHyBaHHA, BIACYTHOCTI HaNeXHOro
pornagy 3a cnopyaamu towo [10]. Ana MogHux
AM3anHepiB  Ta dotorpadiB  ixHA dopma,
dakTypa Ta Konip € npuBabaveuM GOHOM ANs
doTocecii. Ane pyiHW, CNPUUUHEHI BINHOMD,
BMK/MKAKOTb 30BCIM iHLWI emouii, i doTorpadii
Ha TakoMy QOHi HabyBaTMMyTb 30BCiM iHLLIOIO
3MICTy Ta 3HayeHHA. bo 3po3ymino, Wo BOHM
BUHWMKAW HEe BHACAIJOK MOCTYMOBOrO PyMHY-
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BaHHS OyAiBni, a BHacnigok bombapayBaHb Ta
>KOPCTOKWNX BINCbKOBMX iIHTEPBEHLLIN.

Ona  npuvknagy pO3rNSHEMO  YOTMPU
dotorpadii 2022 poky, B  UEHTPi  AKKUX
3HaXOAUTbC MOAEb Y BEUIpHIA 4YepBOHil
CykHi. LLi poTorpadii 06'egHytoTb Taki dakTopm:
Yyac 3HIMaHHS; MPOCTIP; OCBITAEHHS; KONIPHWI
KOHTpacT MixX cyb'ektom Ta (OHOM; TOH,
TekcTypa Ta KoHTpacT. OpHak, BIAMIHHICTb
nondra€ y KoOHUenuii 3agymMy Ta YMHHMKaX
BMJIMBY Ha COLia/IbHO-MCUXOOTIYHI MeXaHI3MM
couiymy. Ha puc. 1 npeactaBneHa komepuiviHa
peknamHa doTorpadis. 3obpaxkeHa Mogaensb,
fiIKa pernpe3eHTye CyKHIO i3painbCbkoro 6peHay
«Saleh Zini» nig yac TuxkHa moam B MinaHi FW
2022/2023. ®oto Ha pwuc.2 BigibpaHo 3
iHTepHeT mepexi ¢poTtobnory «ODubovaya» i €
peknamoto dpotorpada, AKmi NPoBoAnUTL GoTO-
cecii 418 NPUBATHUX 3aMOBAeHb. 3pobaeHO Ha
¢doHi pyiH m. MNepre B TypeuunHi. Ha pwuc. 3
pekaama BeCiIbHOI CykHi 6peHay «Dovita» i3
BMKOPUCTaHHAM edekTy «boke» (edekT M'aKoro
po3dokycoBaHOro GOHYy pyiH) ANA 30cCepes-
XEHHA yBarn Ha mogeni. Ha puc.4 B ueHTpi
KaApy 3HaxoAMTbCA MOAOZA AiBYMHA B 4YepBO-
Hi BEYIPHIN CyKHI B CepefOBULLi 3pyNHOBAHOI
6ombapayBaHHAM LIKOAN B M. XapKoBi nig Yac
BOEHHMX Ain B YKpaiHi 2022 poky. B iHTepB'to
BBC World News BoHa npokomeHTyBana, LO
dotorpadia onucye cuTyauito B KpaiHi,
AEMOHCTPYE KOHTPACT MK KPacok i >axom
peanin. «<Mu paalie XOTiAM NPUBEPHYTU yBary
[0 cuTyauii B YKpaiHi», — cka3ana Banepis,
noscHrotoun igero potocecii [3].

B YkpaiHi, kpaiHi ge TpuBa€ BilHa, doTo-
cecii Ha QOHI 3pyNHOBaHWNX MiCLib BUK/INKAOTb
cynepeunvsi pednekcii. Obpas 3pynMHOBaHOro
npocTopy € nepeayciM CMMBOJOM Hebezneky,
CTpaxy, BTpaTh Ta Aroacbkoi Tparegii. KoHuenuis
fashion-dotocecii B cepepoBuLi pyiH And
MCUXONOFIYHOTO CMPUMHATTA Ta MPaBWIBHOTO
TpakTyBaHHA i CycnmibCTBOM Ma€ B  TakKii
CcUTyauii NpvHUMNOBe 3HayeHHsA. Jlokauia ctana
MPUYMHOK KPUTUKN B COLLia/IbHUX Mepexax
fashion-dotocecii 2022 poky yKkpaiHCbKOro
b6peHay «Mon Blanche», ska npoxoauna
nocepea  pyiH  LleHTpanbHoro  6yauHKy

Ky/AIbTYpW B MICTi |pniHb Nig Yac BiHW B YKpaiHi.
MpeactaBHkM  BpeHay  BigpearyBann  Ha
0bypeHHs ny6AIYHUM BMOaUEeHHAM B
Instagram-stories «<Mon Blanche».

Ana rambworo po3yMiHHA €TUYHOI Ta
€CTeTUYHOI  CTOPOHW  nuTaHHsa  fashion-
doTocecii Ta aedine Ha GOHI pyiH Yy BOEHHWM
nepiog 6yno nposegeHO aHaniz nybnikauiv Ta
doTtorpadin y mMogHux XypHanax vacy [Apyroi
CBITOBOI BilHMW.

Y ®paHuii we go 1940 poky BiabyBanuncb
ce30HHi gedine. OgHak B yaci BiiHM Ue CTano
He MoxamBuM. ®paHuia BigHOBMAA CBOE
AOMIHYBaHHA B Mol avwe y 1947 poui, koan
Kpictian [liop npeactaBvB MOAHY KOMEKLiO B
Mapwxi B ctuni «New Look». B uen yac 6inbLu
BM/MBOBMMU CTanu OpuTaHCbKi Ta amepu-
KaHCbKi An3ariHepw. [lna npuknagy po3rnsHemo
doToCcecito  BOEHHOro  nepiogy  BiAOMOro
6putaHcbkoro ¢otorpada Cecina bitoHa ans
HputaHcbkoro xypHany «Vogue» y 1941 poui,
nianucany «Moda He3HuuwjeHHa» («Fashion (s
indestructible»). Ha ¢oTo B 3pylMHOBaHOMY
npocTopi Mmicta Mogenb Enizaber Koyenn B
KOoCcTroMi  BpuTaHcbkoro amsanHepa «Digby
Morton». B ueHTpi KOMMO3uUii CAWHOK A0
KamMepw CTOITb XiHKa i AMBUTLCA Ha PYiHW. BoHa
B KanentowKy Ta pyKaBMUKax, B e/seraHTHOMY,
npoTe 3HOLEeHOMY KocTroMi [2] (puc. 5).

[HWKM NpuKnasoM € NOBOEHHa poTocecis
1948 poky 6puTaHCcbKoi KiHO3ipky Cbro3aH
Loy, Aka 3 ycMilKo Ha 0banYdi AeMOHCTPYE
6putaHcbky Bepcito «New Look», nosyroun B
nansto «Windsmoor» nocepes pyiH cobopy
Cearoro Naena (pwc. 6).

Y ¢otorpadyBaHHi BUKOpPUCTaHO edekT
«boke». HarbinbLl AckpaBO BUPaXKEHWNA CBITIO-
TIHBOBUM KOHTPACT Yy KOMMO3WLi aKUeHTye
camMe Ha MiMili mogeni, Ha i mocmiwui, LwWo
NiACUAKOE emouiiHmi cmuca ¢oTo. MNepiog mix
3aKiHYeHHAM BiMHW B 1945 p. i 3aranbHUMUK
BMbopamun 1951 p. y BenmkobputaHii, knacndi-
KOBaHWI B iCTOPIT K NepioA XXOPCTKOT EKOHOMIT.
3MiHW, cnpuynHeHi [lpyroto CBITOBOO BIVHOMO,
Ay>Ke CUBbHO BMAVHYW Ha NOHAOHCLKY MOJY 3
rMMOOKMMN Ta [OBrOTPMBaAIMMMK  HacAiAKaMU
[4]. Lli 306pa>keHHsA roBOPATb NPO Te, LLIO XXUTTA
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XIHOK TpWBaE, ane BOHM He MOXyTb O6yTu
6anay>xvMM1 40 HaBKOAWULIHBOrO CBIiTYy Ta He
3MiHIOBaTMCA pa3oM 3 HuMm. Potorpadii Toro
yacy MigKpecaorTb KOHTPACTU MK PO3KILLLLIFO
Ta 3/WAEHHICTIO, ecKamni3MOM Ta XIHOYMMHU
H6axkaHHAMKN BYTU KpacMBOK, AEMOHCTPYHOUM
6e3rnocepesHin  BMAMB  BiiHM Ha  Micbke

cepezoBule i MewwkaHuiB. Jo BinHu fashion-
XypHanu pekaamyBaan HOBI TeHAeHLUil. IMig yac
nponaryoTb
Ha Ppi3Hi

BiNHN  3ae6inbloro
OAHaKoBI peui

HOCUTWU
BUMNaAKN  XXUTTA,

Puc. 1. PeknamHa fashion—qibTorpacpiﬂ
i3painbcbkoro 6peHay «Saleh Zini», MinaHcbkuin
TXAEHb Moan, FW 2022, MinaH, Itanis [12]

Puc. 3 PeknamHa fashion-potorpadia BecinbHoi
CyKkHi 6peHay «Dovita» 2022 p., MinaH, Itanis [14]
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JIONOBHIOOUM [ npwm HeobxigHOCTI
akcecyapamu. AHani3 Matepianis Toro nepiogy
NPOAEMOHCTPYBaB, Lo BinbLUiCTb MOAHMX HOTO
MaloTb PenopTaxHWin xapakTtep. o OCHOBHWMX
3acobiB HagaHHA doTocCecii xapakTepy penop-
TaXky MO>XHa BiJHEeCTV: BUKOPUCTaHHS NPUPOA-
HOro CepeAoBMLLa; iMiTauia MNOBCAKAEHHOro
XUTTH; BUBIp MiCLA Ta aHTypaxy; CUTYaTUBHICTb;
WWPOKI MAaHW; HE3BWUYHI paKypcy; NpUpoaHe
Mo3yBaHHA MOAeNi Ta MpUPOAHA MIMIKa;
BMMAaAKOBI 04N B Kazpi.

Puc. 2. lpuBaTHa $poToCecia Ha pyiHax
cTapozaBHboro micta, M. MNepre, TypeuunHa, 2022 p.
®otobnor «ODubovaya» [13]

- oyl ot RSN
Puc. 4. NpuBaTHa doToCecis BUMYCKHULI Nocepes
PYiH po36omMb6eHOT WKoan. YyepseHb 2022 p.,
M. XapkiB, YkpaiHa [15]
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Puc. 5. Fashion-doTorpadis «Fashion is
indestructible» ans xypHany «Vogue» doTorpada
Cecina bitoHa. yepBeHb 1941p. JTOHAOH,
BennkobpuTtaHis [16].

Baxxnmmmm 3acobammn nobysosm obpas-
Horo piweHHa B kaapi fashion-doTorpadii €
MONOXEHHA B MNPOCTOPI, PyX TiNa, >XecT Ta
MiMiKa MOZeNi; PO3CTaBNAEHHS KOMIPHUX Ta
TOHaNbHWUX aKLUEHTIB B KOMMNo3uLii. byno Buas-
NeHOo, WO Bi3yanbHi edpekTn 3 TOukM 30py
MakeTa CTOPIHKW B XYypHafnax BOEHHOro nepio-
4y, Komno3uuii (Bnbopy Ta obpizaHHA doTo-
rpadin), 3aronoBku Ta nignucn dotorpadin,
3iCTaBNEeHHA 3  IHWWUMK 3006paxkKeHHAMW Ha
CTOPIiHLI, BMKOPUCTaHHA WPUPTIB, KONbOPOBA
ramMa € edeKkTMBHMMMK 3acobaMu CTBOPEHHSA
AV3aliHYy peksaMyM MOAHOro 6peHay, ofHak
nepLu 3a BCE BOHU € HOCIAMM NOBIJOMJIEHb NPO
BiiHY, AE€MOHCTPYIOTb NEepeTVH 3B'A3KIB eTWu-
HUX Ta eCTETUYHUX, MiXK Kpacoro Ta BilHO. B
HVX BifObOpaXaeTbCs MeBHa CUTyalis, B AKiN
npuxoBaHWW  rAMbokuin  nigTekct.  Fashion-
doTocecii Ta Npe3eHTaLlii B Yach BIICbKOBUX Jil
niginmarote 6e31iy NUTaHb. 30Kpema, NMUTaHHSA

HOPMM SIK  eNIeMeHTy €eTUYHOI  CBIZOMOCTI,
MOpanbHUX  UiHHOCTEM  Towo.  OcKinbkuy,
npe3eHTauii MOAHUX KONeKUin € dopmMoto

MacCoBOI KOMYyHiKaLii, fKi TICHO noB'A3aHi 3

e |
Puc. 6. bputaHcbka KiHo3ipka Cbto3aH Loy B
nanbto bpeHay «Windsmoor» cepeg, pyiH cobopy
CesaTtoro MNaena. XypHan «Film and Fashion
Outlook», xxoBTeHb 1948 p. JToHAOH,
BenvkobpuTaHis [17]

OCHOBHWMMW COLiaIbHO-MCUXONOTIYHUMWN Mexa-
Hi3Mamu BnavBy, 6yno nposegeHo andepeH-
Ljauito 3a TaKMMKM OCHOBHUMW KpUTepiaMK: 3a
3MICTOM (couianbHi, MOAITUYHI, KOMEPL,iMHI); 3a
XapakTepoM (OpuriHanbHi, TPaAMLIiHI, KOHLEN-
Tya/bHi); 3a BaromicTio (CyTTeBi, HeCyTTeBi); 3a
yacom (CBO€YacCHi, HECBOEYACHI); 3a BiANOBIA-
HICTIO (BOpPEeYHi, HefopeuYHi); 3a eMOLINHICTIO
(>KUTTECTBEPAHI, 3ryOHI TOLLLO); 3@ TPaKTyBaHHAM
npekpacHoro (ectetuuHi, HeecteTuuHi). Ll
KpuTepii 6yayTb BU3HAYaNbHUMWN B HOPMYBaHHI
€TUYHOI CTOPOHW Npe3eHTaLii MOAW B KPU3OBI
Yyacu. ECTeTUYHI LIHHOCTI MOXYTb 3MIiHIOBaTUCh
3a OpMOIKO B 3aNeXHOCTI BiA4 KOHUenuii, iael,
CTUO MOAHOI KONEKLLiT, ane He 3a 3MIiCMoM.
MiacymoBytouM, AOUINBHO  PO3MASHYTU
NPeACTaBNEHHA MOAM 4Yepe3 nNpusMy «napa-
AOKCaNbHOI iHTeHUi». MMapagokcanbHa iHTeHUiA
— MncuxoTepaneBTUYHA METOAMKA, Po3pobrieHa
aBCTPIVCbKMUM  ncmxonoroM Ta  dinocodom
Biktopom ®paHknom y 1927 poui. MeTtog
NoAsira€e y TOMy, LLO IOAMHA, ika CTPAXAAE Bij,
cTpaxy ($obii), NnoBMHHa 3p0bUTK Te, YOro BOHA
Hanbinblie 60iTbcs [12]. Takmm  UMHOM,
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NPOBEAEHHS MOAHUX POTOCECI nocepes pyiH
(axepena cTpaxy) — CTBOpPEHHA CBOro poay
NPOBOKATMBHOI  cuTyauil  Ans  NOAONAHHA
TPUBOXHMX €MOLN. 3 i€l ToukM 30py Taki
npe3eHTauii CTBOPIOOTL TpaHchopMaLlito CcTpe-
COBUX OBCTaBMH Yy MOXIMBOCTI OCOBUCTICHOrO
Ta MIKOCOBUCTICHOrO 3pOCTaHHA B AEeCTpPyK-
TVBHMX YMOBax Kpw3oBoi cuTyauii. LLo6
3HV3WTW HeraTMBHE CTaBNEHHA CyCMilbCTBa Ha
npe3eHTaLito MOAM B XXypHanax i coujianbHuX
Mepexax, BaX/MBO 3a AOMOMOIOH OCHOBHMX
06pa3oTBOpPUMX | KOMMO3MLINHWUX 3acobiB
CNpAMyBaTU yBary JIIOAWHW Ha MO3UTUBHI
eMoLiii, WO € TONOBHUM B >KUTTEAIANBHOCTI
340pPOBOI NIOANHMN.

MNpe3eHTauii  KoOnekui  yKpaiHCbKNX
AV3aliHepiB Ha PI3HWX Mogiymax CBiTy B 4aci
BiIHM € OAHWM 3 Ai€BUX CMOCObIB BM/AMBY Ha
CBITOBY rPOMaZCbKy 06i3HaHICTb, CMPAMOBaHWM
Ha LUMPOKE PO3MOBCIOAKEHHS, MPUBEPHEHHA
yBarn 3MI Ta HabyTTa NOAANLLLOrO CyCniNbHOrO
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noe pednekcii agn3ariHepa Ha nogii. Marotb
BaX@UIMBE 3HAYeHHA Hacamnepes Ana Auv3an-
Hepa 3 MCUMXONOTIYHOI TOUYKM 30pYy KOHLLenuji
«OKUTTECTIMKOCTI» (AK IHAMBIAYYMa, fK TBOPYOI
0COBUCTOCTI, AK MaTpioTa CBOEI KpaiHW) i BCiX
YYaCHWKIB MNPOEKTy 30Kpema, a TaKoX AnA
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KVASNYTSIA R.

Lviv Polytechnic National University, Lviv, Ukraine

FASHION PRESENTATIONS IN THE SPACE OF WAR DESTRUCTIONS:
ETHICS AND AESTHETICS OF PARADOXICALITY

Purpose: to conduct the analysis of the presentation of fashion collections in wartime in relation to
ethical and aesthetic norms.

Methodology. The research uses theoretical general scientific methods of analysis and synthesis,
classification, methods of synchronous and diachronic analysis. The research uses the transcendental
method, the comparative method and the heterotopological method has been applied to demonstrate the
way visuality and space interact in the presentation of fashion collections.

Results. It was determined that the paradox, which occurs when there is the fashion presentation
among the ruins during the war, from the point of view of paradoxical intention, can be an effective
method of transforming negative perception into positive, influencing the transformation of stressful
circumstances into opportunities for personal and interpersonal growth in the destructive conditions of
war. According to the results of the analysis of the experience of other countries, it was found that ethical
norms should be a priority when creating visual images in the presentation of fashion collections in times
of war. Factors influencing the psychological perception of fashion presentations in wartime by the society
have been established. Since the presentation of fashion collections is a form of mass communication,
socio-psychological mechanisms of influence were analyzed and differentiation was carried out according
to the main categories.

Scientific novelty. For the first time, a study was conducted on the definition of ethical and
aesthetic standards for the presentation of fashion collections during the wartime. Attention has been
focused on the psycho-emotional perception by society of the presentation of fashion during the war.

Practical significance. The results of the research can be applied in practice in the process of
presenting fashion collections of Ukrainian brands during the war and the post-war period.

Keywords: fashion collection presentation; space; paradox; heterotopology; fashion photos; war.
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YYBOTIHA I. M., TEPACMEHKO O.A.
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®OPMOYTBOPEHHA B AWU3AUHI oOJdary: ICTOPUYHA
PEKOHCTPYKLIA TA CYYACHI KOMI'IO3|/|L|,II7IHI PILLEHHA

KOPCETIB TA KPUHOJ1IHIB

Mema cmammi nonszae 8 npeseHmayii pesysbmamie Haykogo-npakmuyHoi pobomu Had
pPEeKOHCMPYKYLEHD ICMOPUYHUX DOpM Kopcemis ma KpUHOIHIB, AKa nposodumecs Ha kagedpi Mucmeymasa
ma du3atliHy kocmroma KHYT/, a makox e obrpyHmMy8aHHi akmyaisHOCmMi KapkacHux aupobis 8 cy4acHomy
ousaliHi oosey.

Memodonozia. Poboma rpyHmyemeca Ha Memodax cucmemamusayii 8i3yanbHux oxepen 3 icmopii
MOOU, @ mMakox Memodax I(CMOPUKO-XPOHOM02(UHO20 mMa KOMNnapamueHo2o aHanisy. B xo0i
ekchepuMeHmaneHUx 0ociOxeHb 6yu sukopucmaHi Memodu NPaKkMuU4YHOI peKoHCMpyKyil icmopu4Ho2o
0052y, 3acobu npoekyit 06'eMHOI hopmu Ha naoUWUHY ma Memod anpokcumayit

Pe3ynemamu. [MpoaHanizo8aHo egostoyiro po3sumky KapkacHux ¢opm odsiey 8 esponelicokili MoOi
XVI=XIX cmonime, ¢yHKYiOHANbHE Ma ecmemuyHe 3HAYeHHs Kopcemis ma KpUHOJIHI8 HA pi3HUX emanax
icmopii kocmrooma. OnucaHo docsid 8i0meopeHHs 3paskie icmopu4yHo20 0052y Ha kagedpi Mucmeymsa ma
ousaliHy kocmroma KHYT/, npoaHanizoeaHo 3Ha4eHHs makoz2o nioxody 04151 npoghecioHaneHol nideomosku
du3saliHepie 00sz2y. lpedcmassieHo 027190 8UKOPUCMAHHA MeMu Kopcemis ma KpUHOJIHI8 8 meopyocmi
sudamHux du3saliHepis kiHUa XX — noyamky XXI cmonimms, obrpyHmosaHo akmyanizayiro daHol memu 8
konekyisix 2023 poky. Cmamms npoLirocmposaHa opuziHaibHUMu g¢gomoepagiamu 3 apxigy kagedpu,
6itbwicme 3 Akux nybikyemecs gnepuue.

Haykoea HoeusHa pobomu noafeae y HAyKogOMY y3a2a/ibHeHHI pe3ysbmamis npakmu4Hoi
PEKOHCMPYKYIl KApKACHUX hOpM ICMOpUYHO20 0052y 8 KOHMeKCMI akmyanizayil kopcemia ma KpUHoJIHI8 8
cy4acHomy Ou3aliHi KOCMIOMQ.

TMpakmuyHa 3Hayyuwjicme JocnioxeHHs nos'a3aHa 3 adanmayiero Memody anpokcumayii 0o 3a80aHs
aHanisy eeomempuyHoi popmu icmopuuHoz2o kocmroma XVI-XIX cmonime 3 02190y Ha e80/110Yit0 KapKacHux
eseMeHmis 00s2y. [Ipakmuy4Hi HaNPAYrBAHHS 3 PeKOHCMPYKYil 0052y MOXyme 6ymu 3dy4yeHi 8 npoyeci
NPOEKMYBAHHS HOBUX CYyHACHUX Koa1ekyid.

Kmro4oei cnoea: kopcem; KpUHOIH, pekoHCMpyKyia, moda; dusaliH o0si2y.

Bcryn. MogHi nokasun 2023 poky okpec-
JNNN OAHY 3 BaXKIMBUX TEHAEHLIN: NOBEPHEHHA
A0 UITKO CTPYKTypoBaHMX GOpM Ta akLEeHT Ha
NPUPOAHNX 0COBMBOCTAX aHAaTOMIYHOI Byao-
BM JIFOACBKOrO Tifla. Y pamMKax L€l TeHAeHLUiT Ha
rOJI0BHUX CBITOBUX MoOZiyMax MOXHa 6yno
nobauntT BENVKY PI3HOMAHITHICTb BapiaLin
E€KCNEPUMEHTIB i3 KOHCTPYKLi€r0 Ta obpasHoro
ecteTnkoto. Ane ocobamea posib y LUX iIHHOBa-
LiAX HanexXxuTb JOCBiAY TPU 3 iICTOPUYHUMM
dopmamu, y TOMy uumcni HOBa iHTeprnpeTaLis
TaKUX TPaANLIMHMX AN1S EBPOMNENCbKOro KOCTHO-
Ma eNeMeHTIB OAAry AK KOPCeT i KPUHOIH.

BuBueHHa icTopii MoaM y  pamkax
OCBITHbOI MporpamMu Ans An3anHepiB KOCTIOMa
mMae cBoto crneuymoiky. Cytb i nonsrae B

aKTyaniszauii NpakTUYHNX acnekTiB iICTOPUYHOrO
KOCTHOMa, i YCMILIHO TakWi Miaxis peanizyeTbca
M Yac BiATBOPEHHA CTAaPOBUHHUX GOPM OAATY.
Konekuis 3pa3kiB KOCTHOMHOI pPeKOHCTPYKLLT
«KocTtomoTeka»  kadeapu  mucteytsa Ta
Av3anHy kocTtoMa KuiBCbKOro HauioHanbHOro
YHIBEPCUTETY TEXHONOTIN Ta AN3aWHY € pe3y/ib-
TaTOM came Takoro niaxogy. BoHa cknaganacs
MPOTArOM OCTaHHIX ABajUATN POKIB, Haniuye
noHag 500 oamHWMLUb OAArYy, rONOBHUX yHopiB,
B3yTTA Ta aKcecyapiB i Habyna CBOE€i opwri-
HanbHOI Ha3Bu — «KocTtomoTeka». CermeHt
KOMeKUji, WO Mae ocobamBui iHTepec uepes
CBOKO YHIKaNbHICTb — L 3pa3kyM KapKaCHMX
BMPOOIB, LLLO NMPe3eHTyOTb Nepios EBPONEnch-
kol Mmoan Big XVI go XIX ctonite. | akwo Tema
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BIATBOPEHHS KOPCETIB € JOCUTb MOMYASPHOHO
cepes An3aniHepis, dpaxiBLiB BUAOBULLHMX MUC-
TEUTB Ta PEKOHCTPYKTOPIB, TO OKPeMi 3pa3Kku
KPUHOIHIB i3 «KOCTIOMOTEKU» € YHIKaNbHUMMW.

AHaniz pgocnigxeHb Ta ny6nikauin.
KopcetT Ta  KpWHOAIHM  TpuBanMM  4ac
PO3rNAa4annca BUKIOYHO B KOHTEKCTI pO3po6bKM
BMAOBULLHOIO KOCTHOMa. Ane HanpukiHui XX
CTOMITTA B MOA| CKNanacs cuTyalis, B ki kopceTt

NMOBEPHYB BTPauyeHi Mno3uuii, a MpoBiAHI
AV3alHEPU MOYaAn  BUKOPWCTOBYBATU  LIEN
apxaiyHnn  aTpmbyT  KOCTIOMa 3  METOH

CTBOPEHHA BWPa3HUX Ta enaTaxkHux obpasis.
OaHVM i3 Nepwmx AOCNIAHWUKIB, XTO 3BEPHYB
yBary Ha Le fiBuLLe, CTana icTopuk moan Banepi
Crin. Y kHu3i «Kopcer: icTopisi KynbTypu» BOHa
AOCNIAKYE ICTOPIO LbOro NpeamMeTy OAAary B
€BPOMENChbKiV TpaauLi, a TakoX PO3Bitoe Midw,
AKMMK OoToueHo KopceT. Ctin B. aHanizye, Ak
3MIHIOBABCA CEHC HOCIHHA KopceTa MpoTAroM
CTONITb | Ja€ OBI'PYHTYBaHHSA MOro akTyanisaLii y
TBOPYOCTI NPOBigHUX Amn3ariHepis 1980-2000-x
pokig [1]. ¥ 2000-Ti poku 3'ABAAETLCA LjiNa HM3Ka
JOCNIAXKEHb,  CMPAMOBaHWX  Ha  ranboke
BMBYEHHA TEXHOJIOTii BUrOTOBJIEHHA KOPCETIB,
METOZAIB IX MPaKTUYHOrO BiATBOPEHHSA [2—4].

Li  pobpe  intocTpoBaHi  BUAaHHA
BKJ/ILOYAIOTb MOPaAM LLLOAO KOHCTPYHOBAHHA Ta
PO3KPOHO, BUKOPWCTaHHA creuianbHMX

mMaTepianiB  Ta  IHCTPYMEHTIB, a  TakoX
NMOKPOKOBE BMKOHAHHS KOHKPETHMX MPOEKTIB
PEKOHCTPYKLT. JocnigxxeHHAM Ta
NonNynspm3aLiero KOPCETIB 3aMMatoTbCA TaKoX
Aitoun ansanHepw, Hanpuknag XXacmin Teppi-
AHkobin, rnaBa 6yamHky mogm Laidiecloth, ae

BOHa CTBOPKOE  IHAMBIAYyaNbHUW  AW3AWH
Cy4YaCHWX KOpPCEeTHMX BMPOLIB | HaBiTb
3anpoBaZ>Xy€e TakKMA  HOBUM  TepMiH K

«KOPCETbE», KWW MO3Hayae ocobaMBUN BUJ
An3anHepCbKoI AisnbHOCTI [5].

BuwesragaHi KHUrM i CbOroAgHi CTaHOB-
NATb LiHHICTb ANS TUX, XTO 3aMMAa€ETbCA PEKOHCT-
PYKLIED  ICTOPUYHOrO  KOCTHOMa, CTBOPHOE
EeKCKJIO3UBHI  KONEeKUiiT  AfA  HaBYaJbHKX,
BUCTABKOBWX Ta BUAOBULLHMX Linen [6, 7].

OkpeMmi HayKoBI AOCNIAXKEHHA CTOCYHOTbCA
coujianbHUX Npobem, NOB'A3aHMX i3 KOpceTamu,

Hanpwuknag xunn ®ingc nybnikye B «XypHani
coujanbHoOi icTopii» cTatTio  «bopoTtbba 3
6e3KOpPCETHNUM  3/10M», TMPUCBAYEHY aHanily
iCTOpii  MPOTUCTOSHHA  MPUXWAbHWUKIB  Ta
npoTtuBHUKIB kKopceTi y 1900-1930 pokax. [8].
y 2016 poui y CBIiT BuAWAE KHUTa
BpaviaHa Mes, npucesyeHa icTopii MoaM Ha
KPWUHOMIHW, fiKa, Ha AyMKYy aBToOpa, nomepna
noHag 100 pokis Tomy [9]. 3ocepeamBLUMCE Ha
iICTOpIi, aBTOP He MOMITUB, AK B aKTyanbHy MOAY
MOBEPHYANCA Ui XMMEPHi Cnopyawn, Aonoma-
raroun gusaHepam peani3oByBaTW eKCTpaBa-

FaHTHI MNPOEKTM Ta Mpe3eHTyBaTM CMIAuBI
ecTeTUYHI Ta couianbHi geknapauii [10-15].
MocraHoBKka 3aBpaHHA. Baxiveum

3aBJaHHAM Teopii Ta MpPaKTUKM CyyacHOro
AV3alHY OAAry 3 BMiHHS BWKOPWCTOBYBATH
AOCBIA ICTOPIl MOAW. 3@ TakMX YMOB KOJeKLif
PEKOHCTPYMOBAHMX KOPCETIB Ta KPUHOJIHIB Ha
CbOTOAHILWHIA AeHb CTaE NPUBOAOM  ANA
rambokoro npodeciiHOro 0OCMMcAeHHA 3acobis
HaflaHHA oJAry HeobXigHOI reoMeTpUYHOI
dopmn Ta obpasHocTi. B pganiv nybnikauii
NpoBeAEeHO aHani3 3aKOHOMIpHOCTel eBOtoLLT
KapKacHMX ENeMEHTIB OoAsAry B €BPOMENChbKin
Mogi Ta obrpyHTOBaHI MOXK/INBOCTI
NepeTBOPEHHs MaljaHumka 3 PeKOHCTPYKLii
iCTOPUYHOrO  KOCTIOMa  Ha  edeKkTUBHY
nabopatopito igen A MOOA0ro An3aHepa.
Pesynbtatn pocnigxeHHs. MNpodeciiHa
MaNCTEPHICTb Au3alriHepa oaary nepesabayae
BMIHHS CTBOPHOBATM OpUriHanbHIi 0bpa3u Ta
Bi/ibHE BONOAIHHA GOPMOKO 3 ypaxyBaHHAM
aKTyaZlbHUX MOJAHUX TeHAeHUin. Bigomo, wo
MOJa 34aTHa MaHinyaoBatn  6yAb-AKMMHU
NOACBKMMU BaxkaHHAMM Ta HajaBaTuh iM CEHCY.
3 ornAgy Ha Le icTopia KOpCeTiB Ta KPUHONIHIB
— ue icTopia MaHinyaroBaHHA MPpIEO  Mpo
ifeanbHe Tino. | daxiButO BaXAMBO BMITK
CNIBBIAHOCUTN CyyacHe yaBAeHHA NPo Kpacy 3 i
ICTOPUYHMMW  BapiauiamMy, Po3yMitoun, Lo
HanuvacTiwe HoBe — Ue gobpe 3abyTte cTape.
Po3rnaHeMO KOPOTKO €BO/IOLIK0 KapKaCHWUX
dOpM oaAry B €BPONENCHKI MOJI Y KOHTEKCTI
OCHOBHMX KaTeropi cy4acHOro AnsanHy.
CnoBo «KOpCeT» € 3MeHLUyBaJbHUM Bij
bpaHLy3bKOro cnoBa «Cors» («Tino»), T06TO
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O3Hayae «ManeHbke Tino». [lobyTyBaHHSA
KopceTa B €BPOMENCbKOMY KOCTIOMi MOCiAaE
nepiog XVI — XIX cTonith, 4Yacy, KoM MOAHNKM
BE/M BWHaXigAMBY TPy 3 MPUPOAOD, 4acTo
JOBOAAYM CUTyaLito A0 MOBHOro abcypay.
Kopcetn HOCMAM K XIHKW, TaK i YONOBIKY, I
FOJIOBHOK MOro QPyHKLIEI By0 KOPUryBaHHA
dopmu Tina. Y XVI cTonitTi rosoBHe 3aBAaHHA
nosffraio He B TOMy, WoO6 3pobuTtn Tanito
BY>KYe, a B TOMY, WOO6 HajaTu Tiny CBOEPIJHY
UMAiHAPUYHY dopMy | npaMy nocTaBy, WO
BIANOBIAANO TiNECHMM HOpPMaM TOro u4acy.
CnnoweHHs BCIEl nepeaHbol  AINAHKW - Tina
[AO3BONIANO HiBeNtOBaTU rpyan, ane Tpeba
pPO3yMiTW, WO TMpPUXOBaHe Bijg OKa Mae€
0ocobnnBy epoTnyHy npuBabaueicTb. | BCe X
Takm TroNOBHa MeTa TakKoro kKopceTa —
AEeMOHCTpaLLii BUHATKOBOTO CTaTycy i 1egapcraa
NPeACTaBHWUKIB NaHIBHOro knaacy. | xoua y
bopMyBaHHI MOAM MNPaKTUYHICTb JaNeKo He
3aBX/M € TOJIOBHUM GaKTOPOM, CAif 3a3HaUNTY,
wo kopcet y XVI cTonitTi BUKOHYBaB LWe W1
3axXMCHY OYHKLUiO, NOAIGHO A0 /MLAPCbKOro
obnagyHky, | 4acTo  BWrOTOBASIBCA 3
BMKOPWUCTaHHAM MeTany. Ha puc. 1a 1a 16
npeAcTaBlieHa PEeKOHCTPYKLiA came TaKoro
KopceTa 3 Kosekuii «KocTromoTeka», Ha
AOAATOK A0 AKOro 6yB BUIOTOBNEHWUA TaKOX
«dapTuHrenn» y dopmi nnockoro kona. Lle
OJAVH KOMMEKT CAij BiAHecCTU Ao KiHus XVI —
noyatky XVII cToniTh, BiH BK/IKOYAE KOPCET,
KPVHONIH  («BepTioranb») i  «bymponb» —
NoAYyLIKY, ika 3HU3Yy MiATPVMMYyBana CrigHULIO,
Hagaroun i NoTpibHy dopmy (puc. 1 B).

Y «konekuii «KocTtomoTeka» € Kifibka
BapiaHTiB KopceTiB Ta KpuHoniHie XVIII ctonitTa
(puc. 2). Kopcetn uboro nepiogy HambinbLu
€POTUYHI: MPUTNCKAKOUN XIHOYI TPYAN PIBHO A0
MOJIOBUHW, TaKUA KOPCET MiKaHTHO MigiMaB ix
y BMPpI3i fekonbTe. By3bka cnnHka kopceTa byna
Ay>XXe BWCOKOK, WO BWUPIBHIOBANO | TPOXU
NPOrMHaNo CrHy Ha3sag,

B KoHTekcTi icTopii MOpanbHWUX 3BUYaIB,
KPUHOIH KOMMeHCyBaB nigKpecneHunm
epoTn3m KopceTa, [,03BOJIAOUM
AOTPUMYBATUCA  30BHILIHBOI CKPOMHOCTI Ta
BM3HauatM IisnYHy AgucTtaHuito. Bci  iHLWI

acnekTn icTopii KPMHOIHIB — Lie 3MiHa MOAHUX
dopM, Ha3B Ta TEXHOAOrIM BUTOTOBJ/IEHHS.
IcnaHceki  «Bepgyroc» XVI cTonitra  iHakwe
Ha3MBaANW  «OXOPOHLi  YeCHOTWM»,  C/IOBO
«MaHbe», wWo icHyeano y XVII cTonitTi,
nepeknagacTbcsa 3 GpaHLUy3bKOi AK «KOLNK» |
BKA3yE He TiNbKM Ha MaTepian BUrOTOB/EHHS, a
MW nerkictb i PyXx/AMBICTb XKIHOYOI CyKHi, LO
OpraHi4yHo BiAMNOBIAAN0 MOJI POKOKO.
HamBaxnwuBiwmi  mapkep  aTpubyuii
ICTOPUYHOrO KOCTIOMa — Lie MpPOoEKLia dopmu
OAATy Ha rOPW3OHTaNbHYy abo BepTUKaNbHY
NAOLLMHY. Lewn MeToZ, TpaauLinHO
BMKOPWCTOBYETLCA B AM3aNHEPCHbKIN NpaKTuL,,
ane B icTopii MOAM BIAHOCHO JaBHO |,
34ebinblioro, cepes AOCNIAHMKIB, AKIi MatOTb
CNpaBwu 3 aBTEHTUYHMMM 3pa3kamu oaary. OgHa

3 Hux - ue [xeccmka Tnacckok, ska
onyb6nikyBana HU3Ky CTaTeW, MpPUCBAYEHY
aHanizy B3aeEMO3B'A3Ky icTOpuYHOI dopmm

oAAry Ta Moro KapkacHoi ocHoswu [13, 14]. ABTop
Hagae BepbasbHUA onuc reomeTpii dopmun

KOCTHOMa, INFOCTPYOUn noro
doTo306padkeHHAMM  3pa3KiB  ICTOPUYHOrO
oAAry, yHukaroum cxem. Llle oaHe uikaBe

NpakTU4He AOCNiAXeHHA Oyno npescTaBieHe
BMUCTaBkoto «OaaraHHsa Tina. Cuayetn Ta moga
(1550-2015)», aky BnawTyBas My3en gnsaiiHy B
bapcenoni B 2014 p. ABTOp npoekTy Ta
katanory, Tepe3sa bactapgaec MecTpe,
PO3rnajae Kopcetn, KPUHOMIHU Ta TYPHIOPU AK
eNeMeHT BHYTPILWHbOI KOHCTPYKLIT CyKHI, AKa
3MIHIOE dopmy Tina BIAMOBIAHO
3aKOHOMIPHOCTAM  UMKAiYHOCTI  moam  [15].
BpaxoBsytoun, WO B XO4i ekCnepuvMeHTanbHOI
poboT MM OTpUManM 3paskM ICTOPUYHOTO
oAAary B MaTepiani i MaaM  MOXAUBICTb
aHanizyBatu ix B PIi3HUX pakypcax, BUHMKAIA
MOX/MBICTb MNPEeACTaBUTX BAACHUW BapiaHT
CTPYKTYPHO-T€OMETPUYHOTO  aHanisy ¢dopmm
ICTOPMYHOrO  KOCTHOMA, 3aCHOBAHOMY  Ha
anpokcumauii. Ha puc.3  npeactaBneHa
€eBONIOLIA  MPOEKUilT  dOopMM  KPUHOAIHA
XVIIl cToniTTA Ha ropM3oHTaNbHY MAOLLMHY, AKa
[O3BONAE  BU3HAUUTU  AaTyBaHHA  CyKHI 3
TOYHicTrO Ao 5-10 pokiB.
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Cxema, npeactaBneHa Ha pwuc.4 6yna
po3pobsieHa 3 METO AeMOHCTpaLLii Ha AeKLisx
3 icTopii Mmoaun. MeTtoa anpokcrMmallii 403BOANB
3aMiHUTM  CKNagHi  noxigHi  KOoH®irypauii
CUNyeTiB XIHOYOI CyKHI Ha OamM3bKi JO HWX
NPOCTi FEOMETPUYHI | HAOYHO NoKa3aTu, Lo Yy

cunyetHy GopMy i € OCHOBHUM YMHHWUKOM
MoOAHOro TpeHay. [lpn uUbOMy Mapkepom

aTpmbyuii y nepwin nonosuHi XIX cToniTTH
BUCTyNa€ PPOHTaNbHNI CUAYET, TOAI AK Y APYTin
nonosuHi XIX ctonitta — npodinbHMN cuayet
(puc. 4).

XIX cToniTTi cmcTeMa KOpCeT-KPUHOAIH 3aja€

Puc. 1. 3pa3ku peKoHCTPyIMoBaHNX KOPCETIB Ta KPUHOAIHIB 3 kKonekuii «<KocTromoTeka» kabeapw
MucTeLTBa Ta An3ariHy koctioma KHYT/: a — kopcet Ta dapTuHrenin XVI cT. Ha BucTaBu,i «[pa 3 yacom» B
npuMieHHi AnbTta-ueHTy, Kuis, 2007 p.; 6 - kopceT Ta papTtuHrern XVI cT.; B — KOPCeT, KPUHOIH Ta
6ymposb XVII cT. Ha BucTaBLi «KopceTun Ta KpuHoniHu», KHYT/, 2016 p.

Puc. 2. 3pa3ku pekoHCTpYMOBaHMX KOPCETIB Ta KPUHOIHIB 3 KonekLil «KocTiomoTekn»: a, 6 — kopceTn Ta
kpuHoniHu XVIII c1. Ha BucTasui B KHYT/ (2016 p.); B — npoBeseHHs doTocecii Ha Kabeapi MicTeuTBa Ta
amn3aliHy koctroma KHYT/,

)OO0

Puc. 3. Mpoekuia dopmu kpmHoniHa XVIII cT. Ha ropusoHTanbHy naowmHy: a — 1720-Ti poku; 6 — 1730-Ti
poku; B — 1740-Bi poku; r — 1750-1760-Ti poku; g — 1770-Ti pokun. Cxema po3pobneHa I. KokopiHoto
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OaHa 3 HaWuikaBiWWX | HalMCKNagHILWMX
pO3p0bOK ICTOPUYHMX KapKacHUX BUPOBIB Yy
36ipui «KocTromoTeku» — e KOMMIeKT i3
KopceTa Ta KpuHOAiHy 3paska 1860-x pokis
(puc. 5a, 56). XIX cToniTTA CTano 30pAHUM
Yyacom >XiHOYOi 6iNn3HKW, a KopceT nigraHsAB
dirypy nig MOAHI CTaHAapTM Kpacu: «OCKHa
TaNif MiX aneTUTHUMMK CTEerHaMu | TOPAOBUTUM
6roctom» [1].

3rigHO 3 peknamMoro TOro 4vacy, kopcet
ponomaraB  36epertv  BUTOHYEHY Tanito |
niatpymatu rpyaw, 36inbwyroun i ob'em. Y
peknaMHMX  TeKCTax  HajaBaBCA  TakKoX
AOKNAAHUA OMUC MexaHi3my KopekLii dirypw:
ANA XKIHKK, Y fKOI LWMpOKa Tanis, obsucai rpyam
Ta fieAb NOMITHI CTerHa NPOMNOHYBABCA KOPCET,
AKUI «CNAKOLLYE XWBIT, | TOW, NepeTikaloun B
60K, yTBOPHOE daHTasiliHi CTerHa», AKi MOXyTb
3iMTM 3a cnpaBxHi [1]. Jo wHypiBkK 33agy
fojanaca 3acTibka Ha (GpPOHTaNbHIN YacTuHI
KopceTa, LWo 3abe3neuyyBaso MOXAUBICTb
HaZaraT Ta 3HIMaTM KOPCEeT CaMOCTINHO.
MapagokcanbHo, ane B XIX cTOniTTi KOpCeTn
BBaXXaAncs MeAMNYHOK HEeOoOXiAHICTo, XiHoue
TiNO CNPUINMaNoCs AyXe TEHAITHUM, He34aTHUM
0bxoanTbCs 6€3 NiATPUMKM. 3a3HauMMo, WO Y
Ui PEKOHCTPYKLIT Ha Meplwunin naaH BUMLLAN
3aBfaHHA TEXHO/IOTIYHOro XapakTtepy. Bizomo,
WO KOpceT fABAAB COBOK >XXOPCTKUN Kapkac,
O6TArHYTMA  TKaHWHOK.  KOHCTpYKTMBHO-
TEXHOJIOTIYHI enemMeHTH, aki 3abe3neuyBann 3a
CTapux YaciB HeobXxigHI pebpa XKOPCTKOCTI — Le
«MNaHWeTKN» (aepeB'aHi, pigwe 3i CIOHOBOI
KICTKW,  JOLLEeYKMn pi3HOi  dopmn,  Aki
BCTaBAANNCA B CMeLjiaNbHy KMLUEHIO crepeay)
Ta «KICTOYKM» — THYYKi MAACTUHKK 3 MeTany,
KWTOBOroO BycCa, AepeBa, BepboBux npytis abo
ouepety. OCHOBHi TEKCTUAbHI MaTepiann Ans
KopceTiB — Le 6aBOBHa, BOBHA, JIbOH, LLKIpa,
WoBK Ta MepexunBo. OavH i3 BaXJMBUX
nigxoais, SIKWMA BUKOPWCTOBYBABCS B JaHOMY
AOCNIAKEHHI, nondras y TOMy, Wwo6 BiATBOPUTHK
aBTEHTUYHI BUPOBM CyyacHMMKM 3acobamw.
dopma Ta 30BHIWHIN BUIMNAL PEKOHCTPYMO-
BaHWX 3pa3kiB IAEHTUYHI ICTOPUYHMM, a
TKaHWHW, METOAWN WNTTA, KopceTHa QypHiTypa
(nnacTMKoBi Ta MeTaneBi KicTouku, 6rocku,

NoBepCK)  BMKOPUCTOBYBANMCA Cy4yacHi Ta
MaKCMMaNbHO TEXHOJIOTIUHI.
«KpuHONiHOM»  crno4yaTtky  Ha3uBanu

ocobMBUIM BUJA TKAHWHW, BUTOTOBJEHUN i3
JNAHUX  HWUTOK 3  JAOJaBaHHAM  KiHCbKOrO
BOJIOCCA, fIKY BWKOPWCTOBYBaAW A/A MOLIMTTA
LWINBHUX HUXXHIX CMiAHULb, «Crinis» Ta «linum»
nepekiafacTbCa 3 JIATUHCLKOrO AK «BOJAOCCA»
Ta «AbOH». 3 kiHUA 1850-x pokiB y moay
YBIVILWAM KPWHOMIHW Ha CTaneBux obpyuax,
3'€AHaHMX NO BepTMKani CTpiykamun abo
TacbMOt0. KpVMHONIH 3 HAWOoro KOMMAeKTy
LiKaBUA TWUM, WO BiH CTBOPHOE OpPUriHaNbHY
NpodiNbHY NPOEKLiF0 XIHOYOT ¢irypu: BOHa
CTae NJOCKOK crepesy, a B 3aAHIA YaCTUHI
cnigHnyi  GOpMYy€ETbCA  AMHAMIYHUKA  TpeH
(puc. 5a, 56). HeobxigHa dopma
«AMHAMIYHOro»  KPWUHO/MIHA  CTBOPHOETLCA
AOTEMNHOK  CUCTEMOKO  KPIiNaeHb  ycepeaunHi
KOHCTPYKLi, BMBUYEHHA £KOI CTano B AaHin
pobOTIi TEMOKO OKpPemMoro aochiaxeHHs. Lo
dopMy KpuHOAIHA 3aMpPONOHyBaB 3HAMEHUTUM
bpaHLy3bkuin An3aiiHep aHrNiNCcbKOro
noxogxeHHa Yapsab3s ®Ppegepik BopTt, BIH
po3po6/AB TaKOX Pi3HI  Bapiauii  Mi3HILLNX
TYPHIOPIB, 3pa3Kn PeKOHCTPYKLi AKOrO MOXHa
no6auntn Ha pwuc. 58 Ta 5r.

PagukanbHi 3miHm y moai 1910-1920-x
POKIB 3a/UWNAMN KOPCETU Ta KPWUHONIHWU Yy
MUHysoMy. KopceT crnouatky nepepoavBCA B
KOpCeTHI noscu, 6roCcTbe Ta bGrocTranbTepy, a
MoTiMm, 3a3HaBLWM BinbLu paavKanbHOT
mMeTamMop®d0o3uM, BiH MEpPeMiCTUBCA BCEpPeAuHY
Tina 3aBAAKW gi€Tam Ta iTHecy. Ha 3MmiHy
KOpceTy 3 KICTOYOK MpPUULIOB KOpCeT i3
HaTPeHOBaHMX M'A3iB, @ NPO KPMHOIH 3abynn,
3naBanocs 6, HaszaBXan. Ane CbOrofHi Mu
MO>XEMO roBoOpuTU npo deHomeH
BIJPOAXKEHHA KapKaCHUX eNeMEeHTIB Yy Mogi
OCTaHHbOI YBepTi XX CTONITTA, AKMIA OpraHiuHO
BIANOBIAAE AyXy MNOCTMOAEPHOro Aianory 3
ICTOpiEt0  Ta MNOWYKY B MOAI MMWHYAOrO
aKTyanbHWX LUTaT.

Y 1987 poui BiB'eH BectBys po3pobuna
KOMIEeKLi0 Nij AeBi3OM «MiHi-KpuHi». Lle 6yB
HaTAK Ha MOBEPHEHHA MiHI-MOAMW, 3 OJHOro
60Ky, i IPOHIYHa rpa 3 ICTOPUYHOK MOZOKO Ta
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TPAAVLINHUM MOHATTAM >KIHOYHOCTI (pwuc. 6a).
KopceT y uin konekuii ctaB He nunwe 3acobom

CNPOCTyBaHHA  MiPy npo  HNoro  cyTo
penpecuBHe, ANCKPUMIHALIAHE MPU3HAYEHHS,
ane W NPOAEMOHCTPYBaB  MparHeHHs

NnepeTBOPUTM MOrO Ha 3HaK >XXIHOYOI CuUaM Ta

cumBOA  eMaHcunauii. Toro > poky [l'ep

KapaeH, TpaguuiiHO 3aBepLuytouM  MoOKa3
BECiIbHUM aHcambnewm, Harazas npo
aKTyaNbHICTb ~ KOPCETHUX  e/IeMEeHTIB  ANf

KOCTHFOMa HapeuyeHoi i NnapasoKcanbHVM YMHOM
NO€EAHaB B OAHIN MOAeNi MiHi Ta Makci (puc. 66).

AAN

1860 1870 1880

Puc. 4. EBostouia cunyeTty XiHouoi cykHi npoTtarom XIX ct. Cxema po3pobseHa I'. KokopiHoto

Temy KkopceTiB Ta  broctranbtepis
eKCTpaBaraHTHOI dopmn yacTo
BukopucTtoByBaB i XaH [Monb loTbe. [Mepuui
Bepcii 6rocTranbTepa-KoHyCy BiH MNpeacTaBuB
Ha nogiymi y 1983 pouj, B3sBLWM 3a OCHOBY
enemMeHTn broctranbtepa-kyni 1950-x pokis Ta
3MIHUBLUM noYyaTKOBUN KOHTEKCT A0
NigKpPecneHol KapukaTypHOCTI. A KOpCeT, AKUN
MagoHHa HoOCMAa nig 4ac CBOro Typy
«bnoHamHKka 3 ambiuismu» (Blond Ambition) y
1990 poui, cTaB ronOBHUM eneMeHTOM i
HoBOoro obpasy, 6aratTo B 4YOMy CnpusB
nonysnapu3adii TBOPYOCTi CMiBayku Ta AOCi

B r
Puc. 5. 3pa3kn pekoHCTPYMOBaHUX KOPCETIB, KPUHOIHIB Ta TYPHIOPIB 3 KoaekLii «KocTrtomoTeku»: a, 6 —
KopceTu Ta KPUHONIH cepeaunHmn XIX CT.; B — KOpceTn Ta TYpHIOpW Ha BucTaBL,i y Victoria Museum (Mysei
iCTOPUYHOro KocToMa Ta ctuato BikTopii Jlncenko), 2017 p.; nepdopmaHc B Mysei ictopii Knesa, 2012 p.

3a/IMLLAETLCS €TaNOHOM XXIHOYOT CeKCyanbHOCTI
(puc. 6B). Konekuisa JxoHa lanbaHo 1993 poky
nokasana, WO MOAHWMA NOKa3 3AaTHWUM
CTBOPUTK ACKPaBY i He3BUYaWHYy aTMochepy i
nepeHecTV rasgada B iHWWW iICTOPUYHWUIA Yac.
OgaArHeHi B KOpceTn i HEMOB 3HOLLEHI CHOPTYKW,
Mogeni byan cxoxXi Ha HeBAaANX apUCTOKpPaTIB,
WO Hibn 3a3Hann aBapii kopabna. | ue 6yno
LiiKOM B AycCi 4acy, KOAM Moja OCBOKOBasa
HOBY €CTeTUKy 3 aKLEeHTOM Ha rpaHX Ta
Bi3yanizaLito Temu katactpodwm (puc. 6r). Hosun
CNiecKk iHTepecy A0 ICTOPUYHMX KapKacHWX
dopm MoxHa 6yno cnoctepiratm y Au3aiiHi
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2010-x pokiB. Konekuis Voaxi AmamoTo
2011 poky nobysoBaHa Ha ObirpaBaHHiI TeMu
BIKTOpIaHCbKMX KPWHOANIHIB (pwuc. 7a). [lepe-
6inblleHi 3a CBOIMW po3Mipamu i 3n1aMaHi B
KIbKOX MICLUAX KPUHOAIHM BUrAfgann 3-nig
HEpPIBHOrO Mo4iny CnijHWLp, WO CTBOPHOBANO
edpeKkT POMaHTUYHOI OroNeHoCTi. [JonoBHeHI
anokaninTUYHMMM 3a4ickamu, MoZeni NepeTBo-
pPUANCA Y ApamMaTUYHi CUMBOAN PO36UTOI MPpIT
Haby/ M MOTY>KHOro Cy4aCcHOro 3BYyYaHHH.

Konekuis Capun bepToH pns 6peHay
Alexander McQueen cTana CBig4eHHAM noBep-
HEHHA A0 XXIHOYHOCTI Ta YyTTEBOrO €POTU3MY.
CyKHi, CTpPyKTypOBaHi Ha KLWTaNT enoxu
TropopiB, 3 aKLEHTOBAHOK TaMi€D | MUWHUMU
cnigHmuamn,  6yan AOMOBHEHI  ByanamM
6axonapis. KonipHa nanitpa Ha OCHOBI Megy Ta
CTINbHUKOBWI MOTUB Y TEKCTYPi KONeKLLiT MOr/u
6 CTBOPUTU HaAMIpHO CONOAKMI obBpa3, AK6M
He napafoKcanbHICTb GOPM, Y AKUX APOTAHUN
KapKac BUABMBCA HaZiTUM NOBEPX CYKHi, @ MOro
KOHCTPyKLUif Bi3yanidyBana ifer0 couianbHOI
AVCTaHUiT (puc. 7r).

Y HacTynHi poKM KNACUUYHWUA KOpPCeET,
ICTOTHO  3MIHMBLUM  CBOE  MPU3HAYEHHS,
NepeTBOPMBCA  Ha  MOMYAAPHWUIM  BapiaHT
NiTHBOrO TOMy | MepecTaB CrpunmaTmca AK
aTpubyT 6iAn3HK | TUM Binblue «36pos TOpTyp».
B MOro KOHCTPyKL,itO | TEXHONOTiIO ByAn BHECEHI
BIANOBIAHI 3MiHW: 3HUKAM XXOPCTKI KiCTOYKMN, 5Ki
pPobuAN KOPCET XXOPCTKMUM | ANCKOMPOPTHUM Y
HOCIHHI, MWoro 3abe3neymnn BCTaBKaMu 3
navikpn Ta 6AMCKaBKOK, a rOJI0BHE KOpCeT
TpaHcHOPMYBaBCA B €/1eMEeHT aHCaMbto, KU
He NOTPIBHO XOBaTW, @ MOXHa AEMOHCTPYBATH,
nigKpecaroun BUIPaLLHI ocobamBocTi
XIHOYOro Tina.

Ha mogHux nokasax 2023 poky Tema
KOpCeTiB i 0COBNMBO KPWUHOIHIB 3a3By4Yana 3
ocobamBoto cuoro [16-18]. Y unCNeHHUX
umTatax i3 KOCTHOMa MWHY/IOFO  MOXHa
nobaunTy anto3ii Ha pi3Hi ICTOPUYHI enoxw,
JOCBi, HOBOFO OCMMC/AEHHS >IHOUHOCTI Ta

reHgepHoi  npobsnematvky,  ipoHito  Ta
CUMBONIKY (puc. 8).

AKTyanbHUM CbOTOAHI 6aunTbea
napagokcaibHe TMO€EAHAHHA  HEMPUCTYMHOI

CyBOPOCTI Ta  BiABEpPTOro  CeKCyalbHOro
Npu3oBYy, AKe AatoTb KOPCET Ta KPWHOAIH, a
TaKOX MOXJIMBICTb apTUKYNHOBATU XIiHLi CBOHO
CeKcyanbHy NPUPOAY Y COLiaNbHO NMPUMHATHIN
dopmi  (puc. 86). B  okpemux  Bunagkax
KPUHOMIH 6aunTbCA CyyaCHUMU AM3aiHepamu
fK 3HaK niogro4ocTi abo K KNITUHA, WO
MPUXOBYE >XIHOYY CeKCyaslbHICTb, CBOEpiAHA
dopma XiHo4yoro yB'A3HeHHA (puc.8r). Y
XIX cTonitTi, B Yacu ypbaHisauii, Wwo 3pocTana,
Koan HebesneyHa 3ycTpiy 3 He3HanoMusaMMU
cTaBana 6inbWw IMOBIPHOD, KOPCET | KPUHOIH
BMKOHYBaAW POAb CBOrO pogy obnagyHky. Ynm
He CTa€ B Hawi AHIi nogibHa OyHKUia Uux
eNeMeHTIB OoAAry 3HOBY akTyanbHOw? Ane
roJIoBHe, WO pobutb npuBabaneumun Ui
TPaAuLUiHI ans cTapoi €BPOMENCbKOl MOoAM
€/1eMEeHTWN KOCTIOMA, Lie IXHA eCTeTUYHa AKICTb.

CborogaHi paanKanbHO 3MIHWAKCb
yABAEHb MPO Kpacy Ta rapMOHito B 04A3i, came
LM MOSICHHOETLCSA enaTaxxHum,
eKCMepUMEHTabHUN  XapakTep  Au3alHy
KOCTIOMa, Hacamnepes Ti€i MOro 4acTvHK, AKy
Ha3uBaloTb KOHLLenTyanbHO MOZOHO.
[Av3anHepu-iHTenekTyanu 3 iHTepecom
JOCNIAXYOTE  CTPYKTYpY  dopmn  BUpOLY,
CniBBIAHOCATL 1 B HOBMX Bapiauiax 3
MaTepianaMn Ta MpPU3HAYEHHAM KOHKPETHUX
KOCTFOMHWUX aHcambniB.  3BigCcM  MOXOAMUTb
0COBIMBUIN CKYNbNTYPHUA edekT Moaenew, AKi
npogemoHcTpyBaav  [I>xoHataH  AHZEPCOH,
KpictiaH KoyeH, Mapia Tpauis Ketopi, JemHa
lBacania. BigMiTMO TakoX, WO OCTaHHIMMU
pokamu BIiAbynocs oOcCTaTOYyHe CTaHOB/EHHSA
Teopii MOAN AK MIKAUCLMUMAIHAPHOT ranysi
3HaHb. BoHa icTOTHO 3MmiHMAa MoBY, WO
KOMEHTY€E MOAY, | aHaNi3yroum iCTOPUYHI popmu
KopceTa Ta KPUHOJIHY, MW MAaEMO MOX/UBICTb
BMKOPWCTOBYBATW ICTOPUYHWNI, AN3aVHEPCBKNIA
Ta ceMioTnuHi niaxoaun. Lle go3sonse BcebiuHo
OLIHUTX POJIb KapKaCHUX eNemMeHTIB Yy MOJi
PI3HUX ICTOPUYHUX €rnoX, 3PO3yMITU MPUUNHM
IXHbOI aKTyanizauii B Cy4YaCHOMY AM3auHi
KocTtoMa Ta afjanTtyBaTu pe3ynbTaTu
AOCNIAKEHb A0 3aBAaHb MNiArOTOBKM MOOAOTO
MOKOJNIHHA AW3aNHepiB.
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a
Puc.6. Kopcetn Ta kpunHoniHm B an3sariHi 1980-1990-x pokis: a — B. Becteya, 1985 [10]; 6 — I. KapaeH,
1987 [11]; B — XK.-T. Totbe 1990 [12]; r — [. NanbaHo, 1993 [16]

Puc. 7. Kopcetu Ta kpuHoniHu B agnsaiiHi 2000-x pokis: a — . Amamoto, 2011 [14]; 6 - 4. AikoH, 2010 [5];
B - X.-T. ToTbe, 2010 [5]; O. MakkyiH, 2013 [18];

r
Puc. 8. KopceTu Ta KpuHOAiHK B kKonekuisx 2023 p.: a — [. AHaepcoH (bpeHa «Loewe») [19]; 6 — K. KoyeH
(6peng «Christian Cowan») [17]; B — M.-T. Kiopi (6peHa «Christian Dior») [20]; r — [. I'Bacanis (bpeHa
«Cristobal Balenciaga») [21]
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BucHoBkn. B cTatTi  npeacraBneHo
pe3ynbTat¥ cucTemaTtmsadii iHpopmaii npo
iCTOPiIt0  TakMX e/NleMeHTIB  EBPOMENCbKOro
TPaAMLUIMHOTO  KOCTIOMa fAK KOpceTn Ta
KpuHoniHn. O6rpyHTOBaHa YyBara Cy4acHMX
AV3alHepiB O TeMU BiATBOPEHHA KOPCETIB Ta
KPWHONIHIB 3 Ornagy Ha OCHOBHI KaTeropii
AnsavHy: obpas,  QyHkuUif,  Mopdonoris,
TEeXHOoJIorif Ta ecTeTuyHa LLiHHICTb.
JocnigxeHHA NpoBeAeHO B KOHTEKCTi Npobaem
nigroToBKN An3aniHepiB oaary Ha Kadegpi
MUCTeLTBa Ta AM3alHy KOcTioMa B KMiBCbKOMY
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KOKORINA H. V., DAVIDENKO I. V., CHUBOTINA |. M., GERASYMENKO O. D.
Kyiv National University of Technologies and Design, Kyiv, Ukraine

FORMATION IN CLOTHING DESIGN: HISTORICAL RECONSTRUCTION AND
MODERN COMPOSITION SOLUTIONS OF CORSETS AND CRINOLINES

The purpose of the article is to present the results of scientific and practical work on the reconstruction
of historical forms of corsets and crinolines, which is conducted at the department of art and costume design
of KNUTD, as well as to substantiate the relevance of frame products in modern clothing design.

Methodology. The work is based on methods of systematization of visual sources from the history of
fashion, as well as methods of historical-chronological and comparative analysis. In the course of experimental
research, methods of practical reconstruction of historical clothing, means of projection of a three-dimensional
shape on a plane and the method of approximation were used

Results. The evolution of the development of frame forms of clothing in the European fashion of the
16th-19th centuries, the functional and aesthetic significance of corsets and crinolines at different stages of the
history of the costume are analyzed. The experience of reproducing samples of historical clothing at the
department of art and costume design of KNUTD is described, the significance of such an approach for the
professional training of clothing designers is analyzed. The article also presents an overview of the use of the
theme of corsets and crinolines in the work of prominent designers of the late 20th and early 21st centuries,
and substantiates the actualization of this theme in the collections of 2023. The article is illustrated with
original photographs from the department's archive, most of which are being published for the first time.

Scientific novelty. The scientific novelty of the work consists in the scientific generalization of the results
of the practical reconstruction of the frame forms of historical clothing in the context of the actualization of
corsets and crinolines in modern costume design.

The practical significance of the study is related to the adaptation of the approximation method to
the tasks of analyzing the geometric form of the historical costume of the XVI-XIX centuries, taking into account
the evolution of the frame elements of clothing. Practical work on the reconstruction of clothes can be involved
in the process of designing new modern collections.

Keywords: corset; crinoline; reconstruction; fashion; clothing design.
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CTUNICTUKA CONTEMPORARY JEWELRY

AK TBOPYE A>KEPE/IO

Mema: Jocnidumu xapakmepHi pucu 8upobis yKpaiHCbKUX rosenipie cmujicmuku contemporary
Jewelry;, sussumu ocobaugocmi egosroyii cmumo ma meHOeHyil (ioeo po3sumky 0/ 3aCMOCY8AHHSA Y
CMBOPEeHHI Cy4acHUX asmopcbKux KoJaekyill rosenipHUX npukpac.

Memodonoezia docnioxeHHs ekao4ae 8 cebe nimepamypHulli 02110, aHanimuyHe OOCAIOXKeHHS,
[Hmepnpemayiro ma cucmemamusayiro ompumaHux pesysemamis;, nid uyac pobomu 3 8(3yasbHUMU
mamepianamu 6y10 8UKOPUCMAHO HAOYHO-AHANIMUYHUU Memo0d, Memo0d opManbHO20, PyHKYIOHAI6HO20,
cemMiomu4yHo20 aHanisy. BukopucmaHo acoyiamusHi ma KoMb6IHaGmMopHi MemoOu npPOEKMYBAHHA npu
cmeopeHHi cmuabosol kKosekyili contemporary jewelry.

Pesynemamu JocnidxeHHa 0o3goaunu sussumu ocobausocmi pobomu ousaliHepie rosenipHuUX
npukpac cmuaicmuku contemporary, a makox akmopu, wo 8u3Ha4Yarme @OyHKYIOHAI6HO-8APMICHL
Xxapakmepucmuku — npukpac cmumo  contemporary jewelry. BusHa4yeHo, WO 8HACNOOK NEesHUX
mpaHcgopmayili meopyozo 0Oxepesna MOXHA 8NAUBAMU HA Cy4acHy MOOJy yb020 Ou3aliH-cezmeHmy,
Hadasamu HOB020 3MICIMOBHO20 HABAHMAXeHHs ma ecmemu4Hol npusabausocmi rogenipHUM 8upobam
Cb0200EHHS.

Haykoea Hosu3Ha [IposedeHo aHa/i3 NPOEKMIB 3 MeMOK BU3HAYEHHS KOHUenmMyaabHUX HanpamKie
npu OocnidxeHHss cmuao contemporary jewelry; HasedeHo nidxoOu 00 Yy3azanbHeHHs [ munosoei3ayii
ousaliHepcbkux piuleHb, cucmemamu3ayii Hosux mpeHdie ma meHOeHYil po38UMKY KpeamusHUX piuieHs y
ro8elipHOMY Mucmeymsi AK 8ULYKAHOMY 06'ekmi Ou3aliH-0isfiIbHOCMI HAG OCHOBI AKMya/bHUX MEOopYUX
Oxeper.

lMpakmuyHa 3Ha4vywyicmo nosazae y OOCHIOXeHHI MOXAugocmel BUKOPUCMAHHA Cy4acHUx
NpoeKmMHUX NpaKkmuk rosenipHux gupobie 019 adpecHo20 8U20MOBJIeHHA 8 yMo8ax iHOusiOyaseHUX bpeHdis,
a Makox cMeopeHHs ecKi3HUX Npono3uyili cmuib08020 supilleHHs contemporary jewelry 015 nodanbuwio2o
NpoeKmMy8aHHs Cy4acHO20 XIHOY020 H8e/iPHO20 AcCoOpmuUMeHMYy 32(0HO0 MOOHUX meHOeHYili ma mexHo02(l
X po38UMKY.

Kmrouoei cnoea: dusaliH; rogenipHe Mucmeymeo, cmujaicmuka contemporary jewelry; Cy4acHi XiHoyi
npukpacu; rogeaipHuli eapHimyp.

Beryn. Kineup XIX cTOniTTa, ICTOPUYHO
BM3HAYEHW NepiogoM NPOMUCIOBOI PEBOJIHO-
Lii, HaZaB 3MOry MPOMWUCNOBOMY 3aPOAXKEHHIO
Ta PO3BUTKY MIANPUEMCTB PI3HUX Tranysew;
npotarom XX CTOMTTA NOCTYMOBO 3MiHIOHOTbCA
aKLeHTn — MoAa Habvpae obepTis; noyatok XXI
CTOMTTA BMEBHEHO AWUKTYE 3MiHY CTUAICTUKM
obpasiB  3aBAAKM  PO3BUTKY  MPOEKTHUX
KOHLEeNui CcTunboBoro ¢GOpMOYTBOPEHHSA B
AV3aMH-AiANbHOCTI. 3'ABUANCH HOBI MaTepianu i
TEXHOJIOT i, AKi BUMYCUAWN MUCTLIB NEPEraHyTH
NigXoAn y TBOPYOCTI, WO MOBHICTHO 3MIHMIO
chepy An3anHy, yA0CKOHAANAO NPOEKTHI NPO-
Leci Ta TeXHONOTii BUTOTOBAEHHA BUKOPUCTaH-
HAM Cy4YaCHOro, 3py4YHOro obaagHaHHs.

OKpeMuM cerMeHToM An3anH-AifsNbHOCTI
€ tOBeNipHe MWUCTeuTBO, fKe MNpPOTAroM
TUCAYONITHLOI ICTOPIT MPOAOBXYE 3anuLlaTUCA
BUTOHYEHUM,  BULIYKaHUM, 3aTpebyBaHMM.
TBOpLi  Cy4acHUX  tOBesNipHWX  BUpObIB
BMPIWWAWN  BigMEXYBaTUCA BiZ YMOBHOCTEN
TMNOBOI  MaWCTEPHOCTI Ta  AEKOPaTUBHUX
opHameHTiB. HOBenipHi npukpacs novanu
HamoOBHIOBATUCA CEHCOM Ta 3MIiCTOM Ta
MOCTYNOBO  Habyanm  TAXIHHA A0  O3HaK
CKYNbATYpPHOT NAacTUKU 3a paxyHoK
BMKOPWCTAHHA CXOXWX MPUMAOMIB, MaTepianis
Ta XyAOXHiX 3acobiB  Towo. OCHOBHUMM
BIAMIHHOCTAMMW MiX FOBENIPHUM MUCTELTBOM Ta
CKY/IbNTYPOHO 3anuLWwannca Macwtab i Ton dakr,
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O, CKYNbMNTypa 3aBXAM Hanexana A0 MOHATTA
BMLLIOrO MWUCTELTBa, a XYAOXHI MpuKpacu
3a3BuYan BBaXanuncs iHAVKaTOPOM
cycninbHOro npowapky [14].

Contemporary Jewelry - ue
MPOrPecMBHUA  MWUCTELbKUI  pyX, WO €
npe3eHTaLji€to Ky/IbTypy Ta HacTPOIB Cy4aCcHOro
cycninbctBa. HOBenipHi BUpobK y cTuaicTuui
contemporary aKTMBHO MNPOCYBatOTbCA  Ha
Mi>KHapOAHMX CBITOBMX BUCTaBKax Ta TUDKHAX
mMoan. Bumpobu BWUrotoBaeHi Yy LbOMY CTUNI
3HAYHO BIAPI3HAOTLCA Ta BMOKPEMJIHOHOTLCA
cepes iHwWwx. Y  contemporary  jewelry
rOJIOBHUMM BUCTYNatoTh igea Ta 3agyM aBTopa.
3a3Buyan BuUpPI6 Hece y cobi BaKANBUM
CYyCMiIbHUA Mecea, AK Hanpuknag, ekooris,
NoAiTUKa, reHAepPHa PIBHICTb.

AHani3 nonepegHix Aocnig>KeHb Nons-
ra€ y AOCNIAXEHHI CTUNICTUKN contemporary Ta
BiZOOpaXKeHHi  O3HAaYeHOro  HanpsMKy Yy
tOBENipHOMY  MUCTeLTBI. Yepe3s  aKTMBHUN
PO3BUTOK LIbOrO CTUJILO, pekiaMy Ha npodecin-
HWX BUCTaBKax Ta Yy cOLiaJbHWUX Mepexax, BiH
CTaE MNonysnsapHUM cepea iHdAtOEHCepiB Ta
noLiHOBYBauiB Cy4yacHoro toBeNipHOro
MucTeuTBa. Ale faHa Tema Lie Mano po3KpuTa
Cy4acHMMM aBTOpaMu Ta HayKOBLAMMU.

Hapasi B YkpaiHi ogHa 3 Hebaratbox, XTO
CbOTOAHI AOCNIAXKYE CTUAICTUKY contemporary
Jjewelry — ue lIpvHa YpoBiueHKO, cTapLunii
HayKOBWN CNiBpOBITHNK CkapbHuu,i

cneumdiky Ta  0COBAMBICTb  CTUAICTUKM
contemporary jewelry Ha npuknasax po3pobok
yKpalHCbKuX toBenipis [12].

B octaHHi uacu cydacHi toBenipu BCi€i
BCECBITHbOI  CMiIbHOTM i, 6He3nocepesHbO
Ykpainu, 3BepTaroThCA 4o Ba>K/INBUX
coujanbHUX TeM Yy cBOix po3pobkax [11]. Tema
ekoorii Ta TypboTM Npo AOBKINNA YEPBOHOKO
NiHIED NPOXOANTb, MPAKTUYHO, Y BCiIX OCTaHHIX
poboTtax. Lle nigkpecntoetbca  popmoto,
bakTypoto, KO/JIbOPOM, MaTepianamu,  AKi
[OMOBHIOKOTb OCHOBHY i€t0 MpUKpac CBOIM
A6anMBnM Ta 06rpyHTOBaHUM BMGOPOM.

Y ctunictuyi contemporary npautoroTb
Taki CyyacHi yKpaiHcbKi roBenipu, ak CTaHicnas
Apokin [10], AeHnc My3uka [6], OneHa Actpeb
[7], TeTtana KantoxkHa [13], Bagum JlorBUHEHKO
[5], Ceprivi XepHos [4], KatepnHa Camokiw [3],
CaHa Xescbka [8], Ceprint [paHeBuny [9] Ta iHLLI.
B ocTtaHHix poboTax MancTpiB MOXHa nobauntu
BiJOOpaXKeHHs AINCHOCTI, wWo BiabyBaeTbCA
3apa3 B YKpaiHi, a came — BiHa! Y KOXHiN
poboTi Bigobpaxaerbca 6inb  yKpaiHCbKOro
HapoAy, AKy toBenip nponyckae yepes cebe y
BMPIO, AKMIA Hece y cobi He CTiIbKN ecTeTuKy,
CKiJIbKM COLLia/IbHWNI, CBITOBUI MeceaX.

Hamn npoaHanizoBaHO poboOTM Aesknx
YKPaiHCbKMX AV3aliHepiB-toBENIpIB, o
npaurooTb B O3HayeHoMmy CTuai. Ockinbku
He3BaXkarounm Ha poboTy Haj CTBOPEHHAM
npuKpac B OAHAKOBIM CTWUAICTMLI, Niaxia A0

HauioHanbHoro Mmyseto ictopii YkpaiHM Ta npoekTyBaHHA, ocobauBocTi  pobotTn  Ta
KypaTop Cy4acHOro FOBeNipHOro MucteuTtBa. B xapakTepHi pucm B KOXHOro  asTopa
CBOIX HaykoBWX nybsikaLifix aBTOpKa aHanisye iHAuMBigyanbHi (taba. 1) [15].
Tabnuvusa 1
JocnigxxeHHa 1oBenipHMX NPUKpac CTUAICTUKN contemporary: yKpaiHCbKUIA CerMeHT

Ne < . . .

n/n [Awnzalinep/6peHs Ocobausocti Bupobis Matepiann ®oTto

1 2 3 4 5

[Av3alriHep ekcnepuMeHTye
i3 MOLYKOM HOBUX GOPM i
KOJiPHMX NOEAHAHb
AOPOTroLiHHUX KaMeHIB.
HoBa poboTta gusaiiHepa
Ha TeMy BilHW B YKpaiHi

CraHnicnas [pokiH
1 Stanislav Drokin
Jewellery [10]

KOXHOro AHA.

36epirae nam'aTb Npo nogii

Cpibno, TvTaH,
6poH3a,
yNamKu
BiICbKOBUX
CHapsaiB
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MpopaoB)keHHsa Tabavua 1

1 2 3 4 5
3a3BuUyan gu3anHep
Mpautoe i3 30/10TOM Ta .
pati . Cpibno,
cpibnom, ane dpapbye Koro.
Jdennc Mysuka . o MeTas, HUTKW,
. . XapakTepHi JJaKOHIYHI .
2 Denis Music KOHCTPYKL Ta YiTKi KepCTaHI
Jewellery [6 . 6aHKu,
[6] reoMeTpu4Hi popmu.
o . naacTuk
MepeBary ansaviHep Bigaac
HaTypasbHUM dakTypam.
[n3ainHep npautoe 3a
iHAMBIAYaNbHUM
3aMOBJIEHHSAM, LLO Cpi6no,
3 Nlena fictped 03BOJISIE OM LL(':_TBO nTm M?He anbHe
Yastreb Jewelry [7] ,a, . y P .p
iAeanbHy YHiKanbHy KaMiHHA
npuKpacy Aas KOXHOro
KJIEHTA.
KoxHa poboTa gu3aliHepa
MICTUTb ¥ cOBi KnacuyuHi .
TexXHiKu ylvlop,e Hi dopmu Ta Cpibro,
TetsaHa KantoxxHa » MOAEP P 3041070,
S npupoaHi MoTtmew. Excne- )
fOsenipHut KaMiHHS,
4 PUMEHTYE 3 HecTaHAapT-
Teamp TemsaHu KOXypa
N HUM BUKOPUCTaHHAM
KanroxrHoi [13] o . MaHZAapuHY,
3BMYANHUX OBENIPHUX
o CK10
MaTepianiB i KIHETUYHUMM
KOMMOHEHTaMMU.
BpeHa npukpac uncrTmx
$OpM Ta TAEMHUYMX CEHCIB.
Bagum KoyxHa konekuis Bagmma
po3nogigae ictopito abo .
5 JlorBMHEHKO Bi106DaXKaE BAACH] Cpi6no,
LOGVIN B vp . 30/10TO
. iHcanTn. PoboTa nig
Jjewelry [5] .
Ha3Bo «Cxif», Woao
He3/1aMHOCTi YKpaiHCbKOro
HapoZAy B YMOBaX BiliHW.
OCHOBHWUM HaTXHEHHAM
XYZOXHWKa € CTBOPEHHSA MpupoaHi
YHiKanbHMX TBOPiB. MuTeLb | Kpuctany,
Ceprin XepHoB  |3a€binblIOro npaytoe i3 cKaM'sHINOCTI,
6 ZHERNOV KONEKLiMHUMM 3HaxigKkamu, | apXxeooriyHi
Artifactory [4] HeobpobAEHNM KaMiHHAM | 3HaxigKW Ta
Ta MeTanoM. TOX KOXHa i3 | CTapOBUHHI
NpVKpac eKCKNO3UBHA Ta | NpeaMeTH
Ma€ NiMITOBaHWI TUpaXx.
Ctunb SAMOKISH Bni3Ha-
€TbCs 3aBAAKMN NOEAHaHHIO | Cpibno,
Katepuna Kpacu Haf aanoﬁr"o H;F;T ajlbHe
! Camokiw KEM]HHFI T:iaH FOXKKIB 3 KaM):EHFI
SAMOKISH [3] N '
aHTManepreHHM nepau
6e3HiKeneB1UM NOKPUTTAM.
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MocraHoBKa 3aBAaHHA. CNOXMBALbKNY
CerMeHT oBeNipHMX BUPOBIB B  CTUAICTUL
contemporary TONOBHUM UYMHOM GOPMYHOTb
NHOAW, WO 3alikaBieHi MOAOH, € BiAOMUMU
iHptoeHcepamu B Lin chepi. Lie moxyTb 6yTn
An3anHepw, mogeni,  fashion-xypHanictn,
6a0orepun, apTuUCTX, XyJOXHUKM Towo. Ane ue
TakoX Moxe 6yTu i He MoB'A3aHa 3 MO0
ocoba, fka He 6OITbCA BMPA3UTK CBOK TOUKY
30py, nokasatm cebe uepe3 roBesipHY
npukpacy,  BUAIANTUCS,  AOBECTU  CBOHO
IHAVBIAYaNbHICTb Ta YHIKaNbHICTb. 3ae6inbwioro
ue monoab Big 18 o 28 pokis, sika rotoBa A0
BMK/VKIB Ta ekcnepumeHTiB (puc. 1, a), npote
Ha cBiToBMX Fashion Week Bce yacTile MOXHa
nobaunt UikaBi | HecTaHAApTHi obpa3n 3
tOBENiPHMMUW NpUKpacamMmn Ntoaen cepeaHboi Ta
cTapLuoi BikoBux rpyn (puc. 1, 6).

3aHenoKO€EHHS 3 MPUBOAY 3POCTaKOYOro
Ta PYWMHIBHOrO  BTPYYaHHA  JIOAUHW B
HaBKOJIMLLIHE CEPesOBULLE 3MIHWUAN NapagnrmMm
po3pobku NpoaykTiB. Taki acnekTy, Ak Aediunt
NPUPOAHNX PeCYpPCiB, 36iNbLUEHHS CMOXMBaAHHSA
Ta 36iNbWeHHA 3abpysHEHHA HaBKOAMLLIHLOTO
cepegoBulla € npobnaemamu, AKi - TakoxX
BM/AMBAIOTb Ha OBENiPHY MPOMUC/IOBICTb.
MO>XMBICTb  PO3POOKN  €KONOFIYHO  YMCTUX
tOBElipHMX BMPOBIB — Lie BUKOPUCTAHHA Pi3HMX
mMaTtepianie, BIAMIHHUX  Bi4  TPaAWULINHNX
(BOPOroOUiHHI, MPUPOAHI MeTann, KOLUTOBHE
KaMiHHA) y MOro BMPOOHMLTBI, BK/IOYAOUK
WNPOKMA  CNEKTPp TBEPAUX MPOMMUCIOBUX
BiAxoziB Ta PEeLMKAIHTY (noBTOpPHO
nepepobneHnx) matepianie. Tak, XyaH [omec
®inbo cTBOPUB Knacudikauito HeTpagnLinHMX
MaTtepianie, WO  BMKOPMUCTOBYHOTbCA B
CTUAICTULi contemporary:

- HaTypaibHi: MaTepiaan MiHepanbHOro,
POCANHHOIO Ta TBAPWHHOTO MOXOAXXEHHS B
CUPOMY BUrNAA);

- HaTypaibHi 06pOob6AeHi: HaTypanbHi
mMaTepiann, AKi  3MIHIOHOTbCA B Mpouec
BMPOOHMLTBA;

- MPUpPOAHI nosimepwu: NPUPOAHI

mMaTepianu, Taki AK poru i KepatuH;

- CMHTETUYHI nosimepw: WITYYHI
maTepianm CUHTETUYHOTO OpraHi4yHoro
MOXOAXEHHS, HanpWKAaz NaacTuk;

- KOMMO3WUTHI maTepianu: BOHM

cKnagaroTbca 3 ABox abo binblie matepianis,
wob MakcumizyBaTu X BAACTUBOCTI, CKAfHI
BOJIOKHa.

HeTpaauuiiHumn  matepianamy, — sKi
CbOTOAHI HaWuacTile BWKOPUCTOBYHOTHCA B
tOBENipHIN CnpaBi, € JepeBO, KiCTka, nip's,
NNaCTVK, akKpwa, LEMEHT, CKO, nanip, TeKCTUb
Ta €NeKTPOHHI KOMMOHEHTH (puc. 2)

tOBenipHi npukpacu B cTuni
contemporary jewelry MOXyTb MaTu BUCOKY
BapPTICTb HEe3BaXarouu Ha BapTICTb BUXIAHWUX
maTepianiB. 3a3Buyal Lie 3aneXunTb BiZ HU3KK
neBHWX $aKTopiB:

- YHIKaNbHICTb Ta XYAOXHA LiHHICTb —
6arato npwukpac y cTuai contemporary €
YHIKanbHUMU XYAOXHIMMU TBOpamy,
CTBOPEHUMW AOCBIAYEHVUMWU AW3alHEpPaMn Ta
mauctpamn. Li npukpacn npeactaBaArOTb
BMCOKY XYZAO>HHO LiHHICTb Ta BTIZIFOKOTb CyYacHi
WTYYHI KoHUenuii, wo $GopMye iX LiHHICTb B
MUWCTeLbKOMY acneKTi;

- TPYAOMICTKICTb — HaBIiTb AKLLO NpuKpaca
He MICTUTb 4OPOroLiHHWX MaTepianis, npouec i
CTBOPEHHSA MOXe 6yTn ayxXe TPYAOMICTKUM.
BukopucTaHHsA CknafHUX TEXHIK Ta iHHOBaL,in-
HWX MaTepianiB MOXe BMMaraTv ManCTepHOCTI,
cneLianizoBaHWX HaBMYOK Ta OBNagHaHHS;

- IHHOBALMHICTL MaTepianiB — y cTuai
contemporary Av3anHepu yacto
€KCMepUMEHTYOTb 3 HOBWMW MaTepianamu,
TakKUMU K NOAIMEPW, MeTann 3 MOKPUTTAM,
CKNO, KaMiHHA Towo. [leski 3 uux maTepianis
MOXYTb OYyTW KOLUTOBHMMM, OCOBAMBO AKLLO
BOHM BWKOPWCTOBYHOTBCA B YHIKaJIbHUX |
CKJ1agHUX KOMbBiHauisx;

- NIMITOBaHICTb Ta IHAMBIAYaNbHICTb —
BinblWicTb  AM3aiHepiB  BOAIOTb  BUMYyCKaTU
npukKpacn B 0bMexeHmx KinbkocTax abo HaBiTb
Ha 3aMOBJEHHs, Wob nigkpecantn  ix
YHIKaNbHICTb  Ta IHAVBIAYaNbHICTb, LLLO
6e3yMoBHO 36inbLUYE BapTiCTb pObOTY;

- bpeHa Ta penyTauia — npukpacu Big
BIiJOMUX AM3aiiHepiB abo OpeHAIB MOXYTb
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KOLUTYBaTW JOPOXKYE yepes iXHIO penyTalito y  AOAATKOBI  KOMMO3WLIMHO O6rpyHTOBaHi Ta

CBITI MOAM Ta FOBENIPHOro MUCTELTBa; 3MICTOBHO €MHI eNeMeHTH, Taki AK IHKpycTauis,
- AOZATKOBI €/1eMEHTWN — YacTo NPUKPAcK  rPaBitOBaHHSA, PyUYHWUA PO3MUC TOLLO.

B CTWAi contemporary BMillytOTb B CODi

Puc. 1. Mpuknag nOTEHLINHOIO CNoOXMBaYa JaHUX NpUKpac:
a — MOJIOALLIOT BiKOBOT rpynu; 6 -cTapLuoi BikOBOT rpynu

QTS |
Lay, 5
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Y npouieci BUroToBAEHHA NPUKpPac B CTUAI
contemporary came aBTOp € HE3MiHHUM
TBOPLLEM Ha BCiX eTanax — Big ¢$OpMyBaHHs
KOHLLeNTy O 3aBepLUEHHSA roTOBOro Bupoby.
Becb npotiec NPOBOANTLCA LUIAXOM
onaHyBaHHA ¢$OpM, MaTepianiB i TexHiK, LWo
BMMaratoTb TBOPYOCTI, TEPMIHHA Ta HaBUYOK.
BinbLwicTb npukpac He BBaXar0TbCA
KOMepUiHUMK BMpOBaMK, BOHW € TBOPaMMU
MUCTELTBA, WO BMPaXKaroTb TOUKY 30py aBTopa.
Mpukpacu B CTUAICTULiI contemporary €
CBOEPIAHVM 3BiIBHEHHAM MWUTUA BIi4 «THITY
AOPOTrOLHHOCTI» Ta «CBATKOBOCTI», A03BOJIOM
Ha 3MilWeHHsA GOKyCy i3 BapTOCTI CUPOBUHWN Ha
BapTiCTb Ta rAMOUHY ifei, WO ecTeTUYHO
BMCNOBJ/IEHA Ha MUCTELbKOMY PiBHI.

Pesynbtatm pocnigxeHHa Ta  iX
obroBopeHHs. lNepesyMOBOIO AN PO3POOKM
HOBMX AM3aHepCbkux 06'ekTiB € GOPMYBaHHSA

iX MNepBWHHOI KoHUenuii, wo nepesbayae
OCMWUCNIEHHA  FTapPMOHINHOrO  CMiBiCHYBaHHA
AV3aiHepCbKOro  3aflyMy, O3HaK TBOPYOro

Joxepena ANA MOro CTBOPEHHSA Ta XyOXHbOTrO
obpasy MOTEHLINHOro cnoXxuBaya MpoAyKLi.
KoHuenujiero NPOEKTHOI po3pobku
aBTOPCbKOro KOMMAEKTY FOBENIPHUX NpUKpac €
BiiHa B YKpaiHi, Wo po3noyanacs 24 nrToro
2022 poky. OCHOBHUM MecezXeM, 3 O4HOro
60Ky, BWCTyNnae npPVBEPHEHHA YyBarn Ao
iCHyroUOi Mpobaemu, WO CTBOPHOE Heabmaknn
TUCK Ha CbOrOAEHHEe >XUTTA YKPaiHCbKOro

cycninbctBa. A 3 iHWOro — ue Meceax
NATPUMKA  CTIMKOCTI  Ta  HE3/NaMHOCTI Y
nparHeHHi go cBoboan, BMNEBHEHOCTI Ta

6e3nekn (puc. 3). Takum 4UMHOM, po3pobka
KOMMIeKTY FOBENIPHUX BMpOb6IB nig,
aBTOPCbKOIO Ha3BoOloO «FREEDOM» €
CUMBOJIIYHMM 3HAYEHHAM Cuan, cBoboaw, i
naTpiotmamy. MeTOH NpPOeKTyBaHHA HOBMX
dopm toBenipHMx BMPOBIB € CTBOPEHHSA
XYAOXHbOIO 0b6pa3ly J/AVHU Yy KOCTHOMI 3
[OMOBHEHHSAM HOBENIPHUMU BMpObaMu, AKWUA
61 BiANOBIAAB €CTETMYHIN TFaPMOHIMHOCTI Ta
byHKUIOHaNbHIM  gouinbHOCTI. B pe3synbtarTi
NPOBEAEHH:  MepeanpoOeKTHUX  AOCAIAXKEHb
BMOKpPEMIEHO obpas NOTEHLINHOro
CNOXMBALLbKOrO CerMeHTy — Le He3anexHa,

CWUbHa 3a XapaKTepoOM >iHKa, WO rotoBa A0
E€KCNEPUMEHTIB, LiKaBMX Ta HeCTaHAaPTHMX
pilleHb Yy ¢OpMyBaHHI CBOr0 30BHILIHbLOIO
Buraady. Koctiom T1a akcecyapu MaroTb Aas Hel
Ta OTOUYHOUMX KOMYHIKaTMBHe Ta ocobsavBe
3HAUEHHS, BKA3ytOUM Ha MEBHUIN MeceaX, fAKil
Xoue AOHEeCTM A0 OTOUYHUMX IX Boaogapka. Tak
K NPOEKTOBaHI akcecyapu He € O4eBUAHUMM Ta
KPUYYLLMMMW, OLIHATM iX MOBHOK MipOH MOXHa
e Npu geTanbHoMy 6113bKOMY po3rasgi. 3a
pe3ynbTatamMmn GOpMyBaHHA AM3aNH-KOHLEeNLil

po3pobneHo  TBOpuUMA  Konax  obpasy
crnoxwuneaya (puc. 4).
Y npeactaBneHin poboTi Axepenom

HaTXHeHHA obpaHo npegmeTn Ta obpasu, LWo
CUMBOJI3YOTb HACNiAKW BiMHW B YkpaiHi. Lle
NOWKOAXeHI  ByaiBni, ynamku  CHapsaais,
nanaroya BiMCbKOBA TEXHiKa, JiTakW, aBTiBKM, a
rofoBHe — obpasn NOACBKMX CTpaXAaHb nig,
yac BiHW, NparHeHHA MUpy Ta nepemoru. Bce
Lue nepefaEe HacTpin Konekuii, i MOXAuBI
maTepianu Ta dopmun. OTXKe, PO3BUTOK TBOPUOI
inei 6asyeTbCs Ha akLeHTyBaHHI yBarnm B
KOMMIEKTI came Ha MaTepian Ta HEe3BUYHY
dopmy koxxHoro ART-06'ekTy (puc. 5).

TpaHchopmauia  TBOpYOro  Axepena
nonsrae B NOCTYyNnOBOMY 3MIHEHHI
(TpaHchOpMyBaHHI), OTPMMaHUX 3  PI3HUX
CTOPiH  XapakTepucTMk 1oro  Gopm Ao

acouiaTMBHO HabamxeHux BUMPOBIB rapHITypy
toBeNipHMX BUpobiB. MNpun po3pobui komnosunuii
XYAOXHbOI  cucTemu ob'ekTy  Au3aniHy
BMKOPWCTOBYOTbCA Taki METOAM AK: CTUAI3aLlif,
iHTepnpeTauis, iHcnipauia [2].

TBOPYMM JXKepesioM A5 NMPOEKTOBAHOTO
KOMMAEKTY toBeNipHUx Bnpobis byao obpaHo
3BMYaAMHY KytO, WO BWKOHaHa Yy BUrNaAi
onepeHoi cTpian. O6'ekT BignoBigae TemaTmui
ManbyTHbOI KONeKL,ii, agXe € OAHUM 3 MPAMUX
CYMBOJIIB BiMCbKOBUX Aii. [ns noganbluoi
CTWUANi3auii obpaHOro TBOPYOro JAxepesna B
MoZzenb-obpa3 HeobXigHO CTPYKTYpyBaTh NOTO
OCHOBHIi 30BHILlLHI XapakTepUCTUKK: PO3MIp —
HeBENNKNA, B cepeiHbOMYy — 3 CM; KOJip —
cpibnsctmii abo 6POH30BUIA; MaTepian — MeTan;
dopmMa — oBanbHa, BUTATHYTA, 3arocTpeHa Ha
KiHUi; dakTypa — rnagka.
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e < g
Puc. 4. TBopuuin konax obpasy cnoxuvpaua

Puc. 6. CTpykTypHU aHani3 TBOPYOro Axepena Ta horo TpaHchopmalis y mosenb-obpas

S

P _'/
) '
Puc. 7, a. TBopuuin nowwyk T1a pop-eckisn moaenei Puc. 7, 6. Ecki3Hi npono3suuii Mmogenel
KOMMIEKTY HOBENIPHMX BUPOLIB toBENipHUX BUPOOIB

| g iy ..
Puc. 8. Ynamok BiiCbKOBOro CHapsaay
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B pesynbTati aHanizy, obpaHuii 06'ekT
6yno TpaHchopmoBaHO B Mogenb-obpas, 3
TaKoH CTPYKTYPOHO: KOJIP — TEMHO-CPIBbAACTUI,
dopma 06'ekTy 3MIHIOETLCA, NEPETBOPHOOYNCH
Ha 6inbLU BUTATHYTY Ta NAacTUYHY; 3a GakTyporo
MOZeNb NpoekTyBaHHA byae binbw rpyboro B
KOHTEKCTI yABNEHHA MECEZXXY, L0 B Yacy BiNHN,
AKa 1 AOCi TPUBAE, He MOXe ByTW B XXUTTI 1t04en
«BCe IN1afjKo» Ta BUTOHYEHO. AHani3 TBOPYOro
AKepena A0O3BOANB BUSBUTM MOrO XapakTepHi
O3HakK, WO Hajano MOXMBICTb CTBOPEHHS
Konaxy 3 NoJanblIOK  CTPYKTYPHORO
TpaHcdopMauiero NPOEKTHMX mMoaenemn
koneku,ii (puc. 6). MocnigoBHUA pas NojanbLLnNX
€CKi3HMX 3apMCOBOK Ha OCHOBI MEPBUMHHOIO
AKepena  MNOCTYynoBO  Habamxaerbca A0
CTBOPEHHA  GOpM  MambyTHbOI  Kosekuii
npukpac B cTuai contemporary jewelry; eckisHi
3apWCOBKN MOZeNen >XIHOYOro KOMIMAeKTy
npeACTaBleHO Ha PUCYHKY 7, a.

Bigomo, WO CyKkynHicTb enemeHTiB Ta
cnoci6 ix NoefHaHHA BUPILLYHOTb KOMMO3MLLIFO
dopmn Ta 0BYMOBOIOTL BIAUYTTA TapMOHii
abo gucrapmorii [1]. PopmMoyTBOpeHHA Byab-
AKOro 06'ekTy Aum3alHy BigbyBaeTbca Ha
CTPYKTYPHOMY Ta [JeKOPaTUBHOMY  PiBHSX.
CTpyKTypHUMI piBeHb BignoBigae 3a nobyaosy,
po3Mip dopMu, ii NIaCTMKY, @ AEKOPATUBHUIA —
3a i XyAOXHIO BMpa3HicTb: dakTypy, KOAIp i
aekop. ®opmMyBaHHSA €MOLINHOIO CNPUNHATTA
dbopmm  BigbyBaeTbca Ha 060X  PIBHSAX
Po3pobneHi €CKi3Hi npono3uuii hile}
NPOEKTOBAHOrO rapHiTypy HOBENiPHUX BUPOHIB
HajaHO Ha pucyHky 7, 6. Bigomo, wo
HeLOPOrouiHHI  MeTasinm  Ta  iX  CnaaBw,
HeLOPOroLiHHE  KaMiHHA, KpWUCTanaW, CKAo,
[epeBo, Kepamika, WepcTb Ta LWKipa — OCb
[aneKo He NMOBHUI Mepenik MaTepianis, 3 AKNX
BUTOTOBAAIMCA HEAOPOTI MPUKPACK B MUHYIMX
i HUHIWHBOMY CcTONITTAX. Buragkoto Haworo
yacy crtana bixyTepia, fKy 3a 30BHIWHIM
BUIAA0OM HENpocTo (AKWO He cKasatm —
HEMOX/IMBO) BIAPISHUTM BiA4 AOPOTrOLIHHNX
npukpac. Lle crano MoxavBuUM  3aBAAKK
TeXHIYHOMY nporpecy i dpaHTasii An3ariHepis Ta
BMpPOOHWKIB. BianoBigHO A0 TBOPYOro Axepena
Ta MOCUIEHHSA BiAUyTTA TeMaTuKu

HOBOCTBOPEHOI KOeKLii MpuKpac HaBeaeHO
bOTO ynamKiB BiiCbKOBUX CHapAais (puc. 8).

AHanis HOBITHIX MaTepianis, Lo
BMKOPWUCTOBYHOTbCA B IOBENIPHIA  Crpasi,
Ao3BoMB  obpatM  Ans HOBOCTBOPEHOrO
rapHiTypy  cyyvacHWn  togesipHull  cn/ias,
ompumaHuli  3'€fHaHHAM  JOPOrOLiHHOro
Memasy 3 iHWUMK, siKe BUKOPUCTOBYETbCA A5
BMIOTOBJ/IEHHSA eNiTHOT BixXkyTepii: HaMy obpaHo
FOBE/NIPHWI ChnaB 3 MeTasly Ta YOPHEHOro
cpibna 925 npobu. CborogHi Bupobu 3
FOBENIPHOI CTani Ta Cn/iaBiB ABAAOTb COHOHO
LiIKOM CaMOCTIMHUI Knac MpUKpac, WO Mae
LNy apMito BigAaHMX WaHyBaAbHULb.

HoBocTBOpEHWIA XXIHOUNI rapHITYp, Koro
OKpeMi enemeHTn y ctuai contemporary jewelry,
LiJIKOM BiNOBiAal0Th CBATKOBOMY  Ta
NOBCAKAEHHOMY MPU3HAYEHHIO, AOMOBHIOKTH
BigMoBigHi obpasn 3MICTOBHUM
HaBaHTaXEHHAM; €  YHiBepcalbHMMW  Ta
AEeKopaTVBHUMM. Okpemumm AV3anH-
06'ekTaMu KONeKLiT XIHOYOro rapHiTypy cTanu
TaKOX CepexKn, 0bpyukK, HalWUMHI NpUKpacK
— NNacTpoHW. Ha niarpyHTi TBOpYOro Axepena
Ta Ha OCHOBI AV3aH-KoHUenu,ii
3aNpONOHOBAHO aKTyalbHUIA aCOPTUMEHTHWM
pAZ aBTOPCbKMX MpUKpac BignoBiAHO obpaHoi
LinboBOI  rpynn  crnoxusadie.  [1poekTHi
Npono3uLii HaBeAeHO Yy BUMAALI €CKI3HUX
HapwciB Ta KONaxiB.

BucHoBkn. [locnigxxeHHs QOKyCyeTbCS
Ha po3pobLi XIHOYOro HOBENIPHOroO rapHITypy
y CTUAiCTULi contemporary 3 BUKOPWUCTaHHAM
TBOPYOro AXepena — BOEHHVMMWU MoAiaMM Ta
CyYaCHUMW  TEHAEHLUiAMW Yy  LOBENipHOMY
MUCTELTBI. 3anponoHoBaHO AN3alH-
KOHLIeMNLi0O Ta CTBOPEHO ecCKi3Hi npono3uuii
aBTOPCbKOI  Konekuii. 3BMYaMHa Kynd, Aka
BUIrNAZaE, fAK  OnepeHa CTpina, cTana
NPOTOTMMOM BUXiAHOT GOpPMMU, WO BiANOBIAAE
KOHLLeNUiiT  CTBOPEHHS  KOJeKLil  >XiHOYMX
npukpac. Jocnig>XeHHAMW BU3HAUYEHO LiNbOBY
rpyny CnoxXwuBauiB, A0 AKOI YBIALWAN XKIHKM,
3aXornJieHi CBITOM Moaw, fashion-xypHanicti i
6norepu, iHOAOEHCEPW, AM3aNHEPW, MOZeni
MOAHOro 6i3Hecy, apTUCTK, XYAOXHWUKI, MUCTL
— OTXe, aBaHrapAHWn couiym B LinoMy.
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Po3rasHyTo, npoaHanizoBaHo Ta
CUCTeMATM30BaHO  CyyacHi  matepiaam i
TEXHO/IOFT Yy MpPOEeKTyBaHHI Ta BWUIOTOBJEHHI
toBeNipHMX  BMPOBIB 3 aKLEHTOBaHOM
CTUAICTMKOIO contemporary; npoaHani3oBaHO
CyyacHi MOJAHiI TeHAeHUii. [lpoaHanizoBaHO
3acoby  KOMMO3MLINHOI BUPA3HOCTI  CTUIIO
contemporary jewelry, 3anpOnNOHOBaHO eCKi3Hi
HapuCu MoJenen HOBENIPHOro rapHiTypy, AKi
CTBOPEHO Ha OCHOBI Ta 3 eleMeHTamMN TBOPYOTro
oxepena, 3rifHO AM3aMHEPCbKOro  3agymy,
BIANOBIAHO KpuTepiam ctuaictukn. Ob6paHo
BapiaHTK KOMMO3ULiNHO-KOHCTPYKTUBHOIO
BMpiWEHHA Yy (POPMOYTBOPEHHI Cy4acHOro
>KIHOYOrO FOBENIPHOTrO rapHITypy.

OnuncaHo TBOpYe AXepeno Ta Au3aurH-

KOHLenLis NpoeKTOBaHOI KONeKL,ii:
CTPyKTypOBaHa 3arajbHa ifea  Mogjenen
eCKi3HUX Npono3uuin, AKi B MNoAanbLUOMY
nepeTBOPeHO Ha Mogenb-obpas. [padiyHo
3adikcoBaHo npeAcTaBieHU Konax

OAVHVUYHWUX NMPOMO3MLIA Ta MOAENbHOrO pasy
XIHOUMX MpuWKpac BIAMOBIAHO JO 06pa3y

CNoOXMWBaya, CTBOPEHO €ecKi3HI npono3uuii
Moaenemn FOBENIPHNX npukpac CTUALO
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1. KonocHiueHko M., BUHHUUYyK M. OcobamsocTi
AM3alH-NPOeKTyBaHH# FOBENIPHUX BMpOGiB.
AkmyaneHi  npobaemu  cy4acHo2o  Ou3aliHy:

mamepianu  MixHapoOHo!
koHepeHyii (keimeHob 2018). Kunis, 2018. C. 320-323.
URL: https://er.knutd.edu.ua/bitstream/123456789/
10667/1/APSD2018 V1 P320-323.pdf.

2. KonocHiueHko M., OctaneHko H., lMpuxogbko-
KoHoHeHko |, MoneBcbka €., ®posoB |. 3acobwm

KOMMO3WLINHOI  BMPA3HOCTI MNPV MPOEKTYBaHHI
HOBENIPHUX  BMPOBIB.  AkmyadsieHi  npobiemu
Cy4acHo20 ousaliHy:  36ipHUK  mMamepianis

IV MixxHapodHoi Haykogo-npakmu4Hoi KoHgepeHuii,
M. Kuis, 27 keimHa 2022 poky. B 2-x 1. T. 1. KuiB:
KHYTA, 2022. C. 174-177. URL: https://er.knutd.edu.

Hayko8o-npakmu4Hol

contemporary; BWKOPWCTaHO acoujiaTUBHI Ta
KOMOGiHaTOpHI MeToAm NMPOEKTYBaHHSA.
PesynbTatoM  TBOpPYOro  MOWYyKy  CTano
CTBOpeHHA dop-ecki3iB Mogenen npukpac;
3anNpoOnNOHOBaAHO MaTepiain Ta BU3HAYEHO
TEXHO/IOTIYHI  OCOBNMBOCTI  BUIOTOBAEHHSA.
O6rpyHTOBaHO BMOGIP CyyacHOro HOBENIPHOrO
CnJ/iaBy MeTany Ta YOPHEHOro BUCOKONPO6HOro

cpibna.

3a  paxyHOK  YHiBepca/sbHOCTI  Ta
AEKOPaTMBHOCTI  €N1eMeHTiB, HOBOCTBOpEHI
npuvkpacu  BIANOBIAAOTb  CBATKOBOMY  Ta
NOBCAKAEHHOMY MPU3HAUYEHHIO, AOMOBHIOKTb
BigNOBIAHI obpasu 3MICTOBHUM
HaBaHTaXeHHAM. O6'ekTaMn  MPOEKTYBaAHHSA
CTaAn  cepexky, obpyyka Ta HaWWiHa

npukpaca — NAacTpoH. Pe3yibTaToM BUKOHAHOT
poboTn € ecki3Hi Npono3uuii LBENIPHOTo
rapHiTypy B CTUAICTULI contemporary, Wo ABNSE
cob0oto KOHLeNTyaNbHNIN aBTOPCbKUIA CyYacHUM

IOBENIPHUI  TapHITyp — YHIiBepcanbHUn y
BUKOPWUCTaHHI, AeKOopaTUBHUI Yy 0340061eHHi,
aKTyanbHUn  ana  obpaHOro  LiNbOBOro
CMOXMNBYOrO CErMeHTy.

5. OdiuinHa cTopiHka Instagram  Baguma
NloreuHeHko.  URL:  https://www.instagram.com/
logvin.jewelry/

6. Odiuiina cTopiHka Instagram  [eHwuca
My3ukn. URL: https://www.instagram.com/denis

music jewellery/

7. OdiuiiHa cTopiHka Instagram JleHn fActpeb.
URL: https://www.instagram.com/p/CTOLGvntDS5/

8. OdiuiiHa cTopiHka Instagram CaHa XeBcbka.
URL: https://www.instagram.com/zhevska jewelry/

9. O¢iuiiHa  cTopiHka  Instagram  Cepris
lpaHeBuya. URL:  https://www.instagram.com/
granevich jewelry/

10.OdiuinHa cTopiHka Facebook CraHicnaBa
[JpokiHa. URL: https://www.facebook.com/
stanislavdrokin/

ua/bitstream/123456789/20917/1/APSD 2022 V1
P174-177.pdf.

3. O¢iuyiiHmi cant bpeHgy SAMOKISH. URL:
https://samokish.com/

4. OdiuinHne  cant  6peHay  ZHERNOV
Artifactory. URL: https://the-artifactory.com/

11.Coto3 toBenipiB YkpaiHun. OdiuitHa cTopiHKa
Facebook. URL: https://www.facebook.com/
UnionJewelersUkraine/?locale=ru RU.

12.CTypeHTM-amn3aHepu daxoBoro
cnpsamyBaHHs «/ln3aliH akcecyapiB Ta HOBENipHUX
BMpOobiB» B HauioHanbHOMY Mmy3ei icTopii YkpaiHw.

150


https://er.knutd.edu.ua/bitstream/123456789/%2010667/1/APSD2018_V1_P320-323.pdf
https://er.knutd.edu.ua/bitstream/123456789/%2010667/1/APSD2018_V1_P320-323.pdf
about:blank
about:blank
https://www.instagram.com/%20logvin.jewelry/
https://www.instagram.com/%20logvin.jewelry/
https://www.instagram.com/denis_%20music_jewellery/
https://www.instagram.com/denis_%20music_jewellery/
about:blank
about:blank
https://www.instagram.com/%20granevich_jewelry/
https://www.instagram.com/%20granevich_jewelry/
https://www.facebook.com/%20stanislavdrokin/
https://www.facebook.com/%20stanislavdrokin/
https://www.facebook.com/%20UnionJewelersUkraine/?locale=ru_RU
https://www.facebook.com/%20UnionJewelersUkraine/?locale=ru_RU

Art and Design N23, 2023

HayKoBUWI haxoBumIi XXypHan

MucmeymeosHascmeo. TexHiyHi HayKu.

URL:  https://www.knutd.edu.ua/pod-ta-publkats/
news/14092/

13.TetsHa KanroxHa. 3o1omuli cmaHdapm. URL:
https://zolotoy-standart.com.ua/ua/manufacturers/
tatyana kalyuzhnaya/

14.Contemporary Jewelry Takes a Stand.
MODERN MAGAZYN. URL: http://modernmag.

6. Ofitsijna storinka Instagram Denysa Muzyky
[Denys Muzika's official Instagram page]. URL:
https://www.instagram.com/denis music jewellery/
(Last accessed: 18.02.2023) [in Ukrainian].

7. Ofitsijna storinka Instagram Lieny Yastreb
[Lena Yastreb's official Instagram page]. URL:
https://www.instagram.com/p/CTOLGvntDS5/ (Last

com/contemporary-jewelry-takes-a-stand/

15.Mpuxoabko-KoHoHeHko |. O., KonocHiueHko
M. B, Mawkesuy K. JI, KosnocHiyenko O. B,
Monescbka €. B, KopsakiHa A. A. AHani3 cTuaictmku
contemporary Ha npuknagi YKPaTHCbKMNX
AV3aiHepiB-toBenipiB.  Scientific Research and
Innovation: Proceedings of the 2nd International
Scientific and Practical Internet Conference, April 3—
4,2023. 410 p. 327-330.

References:

1. Kolosnichenko, M., Vynnychuk, M. (2018).
Osoblyvosti  dyzajn-proektuvannia  iuvelirnykh
vyrobiv [Features of jewelry design]. Actual problems
of modern design: materialy Mizhnarodnoi naukovo-
praktychnoi  konferentsii — materials of the
International Scientific and Practical Conference
(pp. 320-323). Kyiv. URL: https://er.knutd.edu.ua/
bitstream/123456789/10667/1/APSD2018 V1 P320
-323.pdf [in Ukrainian].

2. Kolosnichenko, M., Ostapenko, N.,
Prykhodko-Kononenko, 1., Polevska, Ye. Frolov, I.
(2022). Zasoby kompozytsiinoi vyraznosti pry
proiektuvanni yuvelirnykh vyrobiv [Means of
compositional expressiveness in jewelry design].
Actual problems of modern design: IV Mizhnarodna
naukovo-praktychna  konferentsiia, m.  Kyiy,
27 kvitnia 2022 roku — 4th International Scientific and
Practical Conference (pp.174-177). Kyiv: KNUTD.
URL: https://er.knutd.edu.ua/bitstream/123456789/

accessed: 18.02.2023) [in Ukrainian].

8. Ofitsiina storinka Instagram Sana Zhevska
[Sana Zhevska's official Instagram page]. URL:
https://www.instagram.com/zhevska jewelry/ (Last
accessed: 18.02.2023) [in Ukrainian].

9. Ofitsiina  storinka Instagram  Serhiia
Hranevycha [Serhii Granevich's official Instagram
page]. URL: https://www.instagram.com/granevich
jewelry/ (Last accessed: 18.02.2023) [in Ukrainian].

10.0Ofitsijna  storinka  Facebook  Stanislava
Drokina [Stanislav Drokin's official Facebook page].
URL:  https://www.facebook.com/stanislavdrokin/
(Last accessed: 18.02.2023) [in Ukrainian].

11.Soiuz yuveliriv Ukrainy. Ofitsiina storinka
Facebook [Union of Jewelers of Ukraine. Official
Facebook page]. URL: https://www.facebook.com/

UnionJewelersUkraine/?locale=ru RU (Last
accessed: 18.02.2023) [in Ukrainian].
12.Studenty-dyzainery fakhovoho

spriamuvannia "Dyzain aksesuariv ta yuvelirnykh
vyrobiv" v Natsionalnomu muzei istorii Ukrainy
[Designer students of the "Design of accessories and
jewelry" specialty at the National Museum of the
History of Ukraine]. URL: https://www.knutd.edu.
ua/pod-ta-publkats/news/14092/ (Last accessed:
18.02.2023) [in Ukrainian].

13.Tetiana Kaliuzhna [Tatyana Kalyuzhna]. Zolotyj
standart — The gold standard. URL: https://zolotoy-
standart.com.ua/ua/manufacturers/tatyana kalyuzh
naya/ (Last accessed: 18.02.2023) [in Ukrainian].

20917/1/APSD 2022 V1 P174-177.pdf [in
Ukrainian].
3. Ofitsijnyj sajt brendu SAMOKISH [The official

website of the SAMOKISH brand]. URL:
https://samokish.com/ (Last accessed: 18.02.2023)
[in Ukrainian].

4. Ofitsijnyj sajt brendu ZHERNOV Artifactory
[Official website of the ZHERNOV Artifactory brand].
URL: https://the-artifactory.com/ (Last accessed:
18.02.2023) [in Ukrainian].

5. Ofitsijna storinka Instagram Vadymy Lohvyna
[The official Instagram page of Vadym Logvin]. URL:
https://www.instagram.com/logvin.jewelry/ (Last
accessed: 18.02.2023) [in Ukrainian].

14.Contemporary Jewelry Takes a Stand (2015).
MODERN MAGAZYN. URL: http://modernmag.com/
contemporary-jewelry-takes-a-stand/ (Last
accessed: 18.02.2023) [in English].

15.Prykhodko-Kononenko, I. O., Kolosnichenko,
M. V., Pashkevych, K. L, Kolosnichenko, O. V.,
Polevska, Ye. V. Koriakina, A. A. (2023). Analiz
stylistyky contemporary na prykladi ukrainskykh
dyzaineriv-yuveliriv [Analysis of contemporary style
on the example of Ukrainian jewelry designers].
Scientific Research and Innovation: 2nd International
Scientific and Practical Internet Conference, April 3—
4, 2023 (pp. 327-330) [in Ukrainian].

151


https://www.knutd.edu.ua/pod-ta-publkats/%20news/14092/
https://www.knutd.edu.ua/pod-ta-publkats/%20news/14092/
https://zolotoy-standart.com.ua/ua/manufacturers/%20tatyana_kalyuzhnaya/
https://zolotoy-standart.com.ua/ua/manufacturers/%20tatyana_kalyuzhnaya/
https://er.knutd.edu.ua/%20bitstream/123456789/10667/1/APSD2018_V1_P320-323.pdf
https://er.knutd.edu.ua/%20bitstream/123456789/10667/1/APSD2018_V1_P320-323.pdf
https://er.knutd.edu.ua/%20bitstream/123456789/10667/1/APSD2018_V1_P320-323.pdf
https://er.knutd.edu.ua/bitstream/123456789/%2020917/1/APSD_2022_V1_P174-177.pdf
https://er.knutd.edu.ua/bitstream/123456789/%2020917/1/APSD_2022_V1_P174-177.pdf
about:blank
about:blank
about:blank
about:blank
about:blank
about:blank
https://www.instagram.com/granevich_%20jewelry/
https://www.instagram.com/granevich_%20jewelry/
about:blank
https://www.facebook.com/%20UnionJewelersUkraine/?locale=ru_RU
https://www.facebook.com/%20UnionJewelersUkraine/?locale=ru_RU
about:blank
about:blank
about:blank
http://modernmag.com/%20contemporary-jewelry-takes-a-stand/
http://modernmag.com/%20contemporary-jewelry-takes-a-stand/

Art and Design N23, 2023

HayKOBWI GaxoBUI XXypHan Mucmeymeo3Hascmeo. TexHIYHI HayKu.

PRYKHODKO-KONONENKO I. O., POLEVSKA E. V., HANUSHCHAK-EFIMENKO L. M.
Kyiv National University of Technology and Design, Kyiv, Ukraine
STYLE OF CONTEMPORARY JEWELRY AS A CREATIVE SOURCE

Purpose: to investigate the characteristic features of the products of Ukrainian jewelers of the
contemporary jewelry style; to reveal the peculiarities of the evolution of style and trends in its development
for use in the creation of modern author's collections of jewelry.

The research methodology includes a literature review, analytical research, interpretation and
systematization of the obtained results; while working with visual materials, the visual-analytical method, the
method of formal, functional, semiotic analysis was used. Associative and combinatorial design methods were
used in the creation of a stylish collection of contemporary jewelry.

The results of the research made it possible to identify the peculiarities of the work of contemporary
jewelry designers, as well as the factors that determine the functional and cost characteristics of contemporary
Jjewelry. It was determined that as a result of certain transformations of the creative source, it is possible to
influence the modern fashion of this design segment, to give a new meaningful load and aesthetic appeal to
today's jewelry.

Scientific novelty an analysis of projects was carried out in order to determine conceptual directions in
the study of the style of contemporary jewelry; approaches to the generalization and typology of design
solutions, the systematization of new trends and trends in the development of creative solutions in jewelry art
as an exquisite object of design activity based on current creative sources are presented.

The practical significance lies in the study of the possibilities of using modern design practices of
Jjewelry for targeted manufacturing in the conditions of individual brands, as well as the creation of sketch
proposals of contemporary jewelry style solutions for the further design of a modern women's jewelry
assortment in accordance with fashion trends and technologies of their development.

Keywords: design;, jewelry art; contemporary jewelry style; modern women's jewelry; jewelry set.
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YOK 736.2:7.012 TAH Y., MAWKEBWMY K. J1.

Kuiecekuli HayioHaneHul yHisepcumem mexHosoz2it ma du3saliHy, Kuis, YkpaiHa

DOI:10.30857/2617-

0272023313, BIAPOAXKEHHA TPAANUINHUX TEXHIK TA MPUNOMIB

Y CYYACHOMY AU3ANHI HEGPUTOBUX BUPOBIB KUTAIO

Mema docnidxkeHHA — npoaHanizysamu 8i0po0dxeHHs mpaduyiliHux mexHik i Memodis y Cy4acHoMy
ousaliHi Hegppumosux supobie y Kumai, suokpemumu ¢akmopu, wo cnpusrome YbomMy 6IOPOOXKEHH!O,
docnidumu enaug KysemypHol cnaduwjuHu Ha cydacHuli dusaliH Hegppumosux supobis, d Makox poJb
Cy4acHuUx mexHoso2ili y 36epexeHHi ma po3sumky mpaduyiliHoi maticmepHocmi.

Memodosioziss docidxeHHs 3yMO8/1eHa KOMNJIeKCHUM 8UBYEHHSIM MeMamuku ma OXonJite: Memoou
aHanisy, cuHmesy, (HOykyii, Memod CMpyKmMypHO-CUCMEeMHO20 aHaai3y Oxepes, ICMOpuYHUU ma
KoMnapamugHuti MemoOou. BmopuHHi daHi ompumaHi 3 o280y aimepamypu, icmopuyHuUx 0oKymeHmie ma
aHanizy Hegppumosux apmegakmis pizHux nepiodis.

Pe3ynemamu. Bu3sHa4yeHo K/04H08[ YUHHUKU BI0pOOXeHHS mpaduyiliHux mexHik [ mMemodig y
cy4acHomy HechpumosomMy Ou3aliHi, NPoaHai308aHO meHOeHUii 36epexxeHHs ma nonyaapu3ayii KyaemypHoi
CcNadwuHU 8 KOHMeKcmi Cy4acHo2o supobHUYymMea. BussneHo OCHOBHI mexHiku, AKi 8UKOpUCMOBYHOMbCSA
cyyacHuUmu dusaliHepamu npu cmeopeHH( Heghpumosux supobis. Ha npuknadi pobim kumaticekux malicmpis
docnidxeHo cnadkosicme CUMBOI3MY cmapodasHix Heghpumosux 8upobis, ma ix 8i006paxeHHs y Cy4acHoMy
ousatiHi Hegppumosux supobie Kumaro. [NpocnidkosaHo enaug 8i0poOdxeHHA MpaduyiliHuX mexHik ma
Momusig Hegpumogoz20 Mucmeymea Ha 36epexeHHs Ky/bmypHOl cnadujuHu, puHkosi meHOeHYil ma
peakyito cy4acHo20 kumadicbkoz2o Cycnilecmea.

Haykoea Hoeu3zHa 00C/i0XeHHs NO/sA2AE y KOMNJIEKCHOMY 8UBYeHH( 8i0po0XeHHs mpaduyitiHux
mexHik { memodig y cydacHomy OusaliHi Hegppumosux supobis y Kumai, enepuie po3enaHymo KoMnaekc
[CMOPUYHUX, KyJIbMypPHUX MA eKOHOMIYHUX YUHHUKIB.

lMpakmuyHa 3Hayvywjicme: mMamepianu cmammi MOXHA 8uUKOpUCMAamu 8 pamkax HAag4ajbHO20
npoyecy npu nifzomosuyi ¢axisyie 3 ousaliHy ma OekopamueHO-npukAadHo20 Mucmeymea ma npu
HanucaHHi Haykosux pobim. Kpim mozo, JocniOxeHHA opMmye yAeneHHA npo 3bepexeHHA ma
nonysaapu3ayiro KysimypHol cnaduwjuHu 8 KOHmeKcmi Cy4acHo2o eupobHUymea, cayaye npuknadom 0na
[Hwux eanysed, Wo npazHymeo 36anaHcysamu mpaduyitiHuli nioxid ma iHHosayil.

Knrouoei cnoea: dusaliH;, Heghpumosi supobu; npukpacu; rogenipHe mMucmeymeo; Kysaemypa Kumaro;
npedmemHuli du3aliH; KyJ1emypHa cnadujuHa;, mexHo/102ii 8U20MOBJIEHHS, ICMOopia MUCMeymaa.

Bcryn. B octaHHi pgecatunitta B Kuai
CNOCTEPITaETbCA 3HAYHE BIAPOAXKEHHSA Tpaju-
LiMHMX TEXHIK Ta MOTMBIB Y Bi3ya/JlbHMX PilleH-
HAX, BUKOPUCTAHWX NPWU CTBOPEHHI HePPUTOBIX
BMpPObIB, WO NepeocMUCNIOE  Tpaguuii B
KOHTeKCTi  cydacHoro  amsaviHy. CyuvacHui
KUTaNCbKWIN AM3aliH BUKOPUCTOBYE CBOO HaraTty
KyNbTYPHY CMaALlMHY, NMOEAHYOUM IHHOBALLiMHI
niAXoAM 3 KNAaCUYHUMW  MOTMBaMKM  Ta
Bi3epyHKamu. Biagpoa>keHHA MOXHa po3rnasatu
AK BIAMOBIAb Ha LWBWAKY iHAYCTpiani3auio Ta
rnobanisauito, WO XapakTepu3lyBaan PO3BUTOK
KuTato B M1HynoMy cToniTTi. OCKiNbKun KNTanchbKi
AM3aliHepn Ta peMiCHMKW nparHyTb 36epertu
CBOKO KY/NbTYPHY IAE€HTUYHICTb | MMUCTEeLbKi
Tpaguuii, BOHM 3BEPHYANCA JAO CMNajLMHK

CraposaBHbOI HedpUTOBOI KyAbTypu £K 40
Akepena HaTxHeHHA. JocnigxXyroumn iCTOpUYHI
TEKCTHW, IHTEPB'HO 3 AM3aiHepaMu Ta aHani3yroum
pOobOTN TakMX Xy[0XKHMKIB, Ak XoHrBenh Ma, lyaH
An, Ci An, Tin 1O, Ieen Yxan Ta By [eweHr, €
BaXX/IMBUM BUOKPEMUTU TPAAWULIMHI MPaKTUKW,
AKi Bynn BiAPOAXKeHi Ta ajanToBaHi 4O BUMMOT
Cy4acHOI eCTeTUKN Ta PUHKOBUX TEHAEHLLIN.
AHani3 nonepeaHix gocnipyxeHnb. [one-
PeAHi AOCNIAXKEHHS CYy4aCHOro KWUTAWCbKOro
HeppMUTOBOrO  AM3aliHy  30CepesXyBanunca
nepeBaXXHO Ha eCTETUYHUX |  KyJbTypPHUX
acnektax UbOro BWMAY MWUCTELTBA, BMBYAKOUM
CUMBOIKY, MOTMBM Ta CTUNICTUYHI OCOBANBOCTI
HepputoBMX apTedaxTis. Lii gocnigxkeHHsA Takox
pO3rnsAatoTb BM/MB pPerioHalbHUX CTUAIB Ta
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ICTOPUYHUX MepioAiB Ha Cy4vacHi BMpobM, Ta
LUYKaroTb B3aEMO3B'A3KM MK CMaAWMHO Ta
CyYacCHOH IHAYCTpIERO.

Hanpwvknag, pobota "Kutancbkunii HeppwT:
KynbTypHa ictopia” (2007) XaHr L3aHb Ta lo
Lirorxyen Aocnifkye KynbTypHe Ta iCTOpUYHe
3HavyeHHA Hedputy B Kutal, posriagaroum
CUMBOIKY, MOTUBM Ta CTUNICTUYHI 0COBANBOCTI
HebpuTOBMX apTedakTiB pi3HMX AMHAcTIn. Lls
npaus 3aknana mMiuHui GyHAaMeHT AN aHanisy
BifOOpaXKeHHA  TpaguUiNHMX  MOTMBIB  Ta
NPUMOMIB Yy CyYacHOMY AM3alHi HedpUTOBMX

BMpobiB [3].
Y npauyi "lMpo  AaBHbOKUTAMCbKe
HedbpuTOBE MMUCTEUTBO: [lanauoBu  My3en

Hedputy" aBTop AH boasa 3arnmnbnroetbcs B
perioHanbHi CTUAi Ta 0cobAMBOCTI pi3bbaeHHs
no HedpuTy, NPOMOHyroUM BCebIYHMIN ornag
PO3BUTKY HedpUTOBOI  IHAYCTPIl  NPOTATOM
cTapogaBHboi ictopii  Kutato. Pobota fAHa
Bijirpana Bax/iMBy pob Yy BM3HAYEHHI BNAUBY
perioHaNbHUX CTUAIB Ta ICTOPUYHMX NepiogiB Ha
cy4acHi Bupobu 3 Hepputy [10].

Ban LWwncsaH y pgocnigxeHHi "Kutanicbkui
HedpwuT: Big Heonity Ao auHactii Lnn" (1994)
BMBYAB TEXHIKM Ta XYAOXHI MPUHUMMKY, AKi
BMKOPWUCTOBYBaAM  pi3pbapi  no  Hedputy
NpoOTArOM  ICTOPIi, aHafi3yroun  eBOJIOLIIO
ManCTepPHOCTI Ta dakTopw, Wo dopMyBanu Len
BWA MucTelTBa [6].

Xoua Ui AocnigkeHHA 3p0buan 3HaYHUI
BHECOK Y PO3YMIHHA €CTETUYHUX i KYAbTYPHMUX
acnekTiB HeGPUTOBOrO Au3aliHy, BigPOAXKEHHSA
TPAANLIAHNX TEXHIK | METOAIB Yy Cy4acHOMy
HedpPUTOBOMY AM3aiHi, OCOBNMBO B KOHTEKCTI
XX 1a XXI cTtonith, AOCAIAXEHO HEeAOCTaTHbO.
Cratts LsHb YeH "BigHOBNEHHs TpaauLLinHUX
pemecen: Bunagok npoMmncaoBoCTi KUTaNCbKOro
pi3bbneHHs 3 HedpuTy" (2016) TOpKaAETLCA PO
AEpP>KaBHOI MOAITUKW Ta rany3eBuX iHILiaTUB Yy
NpocyBaHHI TpaauuinHux pemecen [13]. OgHak
BCeOIYHMI aHani3 YMHHWKIB, LLO 3YMOBAIOIOTb
Le BIAPOAXKEHHS, Ta BUKNWNKIB, 3 AKMMMW CTUKAIO-
TbCA PEMICHUKW | AN3alHepW, BCe LLie BiACYTHIN.

Binblie Toro, BMAMB Cy4acHUX TEXHOAOTIN
Ha 36epeXXeHHs | pO3BUTOK TPaAMLINHOIO Hed-
PUTOBOrO pemecna He BMBYABCA JAOCTaTHbON

Miporo. Y cTatti "IHHOBauii Ta Tpaguuis:
Po3BUTOK TeXHIK Pi3bbAEHHA  KWUTANCbKOro
Hedputy y 21 cronitti" (2018) YxaH Bew i BaH
CAotoM BM3HAOTb BWMKOPWUCTaHHA MNepeAoBUX
IHCTPYMEHTIB | TEXHIK Y Cy4aCHOMY BUPOBHNLTBI
HebpuTy, ane He MOBHICTIO AOCNIAXKYHOTb
noTeHLian TEXHONOTIA ANA CNPUAHHSA iHTerpawi
TPaAULLINHMX | CyYacHMX eneMeHTIB An3aiiHy [8].

OZHMM i3 KNHOYOBUX AXepen, ake pobuTb
3HAYHWUA BHECOK Y AOCNIAXKEHHSA BiAPOAKEHHS
TPaAULIMHNX TeXHIK pi3bbaeHHA No HedpuTy B
cyyacHomy Kurtai, € ctatta MavikncoHa, Cakca Ta
By (2016) nig Ha3sor  "BiaposdkeHHs
pi3bbaeHHA No Hedputy B cyyacHomy Kwutai”,
onybnikoBaHa B >XypHani "MwucteutBo Asii".
AHanizyroum iCTOPUYHI, KyNbTYpHI Ta MUCTeLbKI
UMHHWKK, aBTOPM OBroBOPHOKOTL BiAPOAKEHHS
iHTepecy A0 pi3bbneHHA no HedpuTy Ta MOro
BMJ/IMB AK HAa MUCTELIbKE CaMOBMPaXKEHHS, TaK i
Ha  36epeXeHHA  KyNbTypHOI  CNajLuHW.
Jocnigxyroum pi3Hi  acnekT LbOro ABWULLQ,
MawnkncoH, Cakc i By pobnatb LiHHWA BHECOK y
PO3yMIHHA eBOAOLii HedpUTOBOrO pemecna B
Kutai. Lla pobota cayrye dyHAameHTOM Ans
AOCNIAXKEHHS,  OCKINbKM — AO3BONSE  aBTOPY
KOHTEKCTyani3yBaT Cy4acHW CTaH pi3bbieHHs
No HeppWTY B MOTO LLUMPLUOMY ICTOPUYHOMY Ta
KyNbTYpPHOMY KOHTeKCTI [14].

Lle aocnigxeHHa Ma€ Ha MEeTi 3anOBHUTMU
nporaavHn B AiTepaTypi, Hajarouum UinicHe
PO3YMIHHA BIAPOAXKEHHS TPAANLIVHUX TEXHIK I
METOAIB y CyyacHOMYy JAu3aviHi  HebpwuTy,
BMBYaOUM  pakTopy, WO BrUIMBalOTb  Ha
aKTyaNbHy CWUTyauito, Ta BUKIUKW, 3 AKUMMU
CTMKAKOTbCA PEMICHUKM | an3anHepu. Kpim Toro,
y AOCNiAXeHHI byae BMBYEHO POJIb CyvacHUX
TEXHO/MIOTNIN 'y  PO3BUTKY Ta  36epexeHHi
TPaAuLIMHOTO HeppUTOBOrO MUCTELTBa, LWO
MPOMOHYE MepcrnekTuBy, fKka Moxe 6ytn
3aCTOCOBaHa A0 IHLWMX rany3en NPOMUCAOBOCTI
Ta KY/NbTYPHUX KOHTEKCTIB.

MoctaHoBka 3aBpaHHA. OCHOBHOW
METOR L€l CTaTTi € KOMMAEKCHE AOCAIAXKEHHS
BiAPOAXKEHHSA TPAANLLIMHNX TEXHIK | METOLOOTIN
y Cy4acHoMy Aun3aiiHi BUpobiB 3 HeppuTy Kutato.
Mpw HanvcaHHi gaHOi po60TV aBTOP BUOKPEMMUB
HaCTyMHi  3aBaHHA: BM3HAYUTW  KOHKPETHI
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TeXHiKW, AKi 3apa3 BIAPOAXKYHOTLCA, 3arnmbutnca
B ICTOPVYHI MNigBa/VHW LMX MpPaKTUK Ta
aocniantn - GakTopu, WO CrpuaroTb IXHbOMY
BiJPOAXKEHHIO B Cy4aCHOMY AW3aiiHi; BUABUTU
eNeMeHTH, WO CNPUAOTb LibOMY BIAPOAXKEHHHO,
OXOMHOKOUM KYNbTYPHI, EKOHOMIYHI Ta coLianbHi
acnektu. Kpim TOro, aBTop cnpobye BU3HaUNTM
BIM/IMB Ky/NbTYPHOI criagwnHn Kvutato Ha ectetun-
Ky, CUMBOJIIKY Ta MPOLLeCU AM3anHy CyYacHMX
HebpuTOBMX BUPOLIB. BaxnmeuMM acnekTom
BOCNIAKEHHA € OLiHKa POJi CyyacHUX TeXHO-
Norin y 36epexxeHHi Ta eBOAOLil TPaANLLIMHMX
pemecen. MeTozon0riYHa OCHOBA AOCAIAXKEHHS
nepesbayae KOMNAEKCHUI Nigxia, WO BKAKOYAE
aHaNiTUYHY, CUHTETUYHY Ta iIHAYKTUBHY METOA0-
norii 'y MNO€AHAHHI 3i CTPYKTYPHO-CUCTEMHUM
aHanizom peneBaHTHUX axepen. OUiKyeTbCs, WO
pe3ynbTaTh AOCNIAXKEHHA PO3KPUHOTb KAHOYOBI
0COBANBOCTI Cy4acHOro HeQPUTOBOTO AM3aliHY,
Ta BMOKpeMAsaTb GakTopu, fAKi  CNpUAaKOTb
BiAPOAXKEHHIO TPAANLLIMHUX TEXHIK.

Pesynbtatm  pocnipkeHHa Ta  iX
obroBopeHHs. KHura "Kutancbkuii HedpuT: Big
Heonity ao enoxu LiiH" (1994) Ban Licana
3a/IMLLIAETLCA KNHOUYOBUM JxKepenom iHbopmaLlii
Npo CTapOAaBHIN HePpPUT AK ANA JOCNILHUKIB,
Tak i ana amsaviHepis [6]. JocnigxeHHa BaHom
XYAOXHIX MPUHLUMNIB | TEXHIK, AKUMU KOPUCTY-
Ba/MCA pi3bbApi Mo HedpuTy NpoTAroM icTopii,
HaZanu LiHHY iHpopMaLLito AN CyvacHUX NoCai-
AOBHMKIB, AKi nNparHyTb 36epertu Ta 3anposa-
AWTW IHHOBALi B LApWHI An3aiHy HeppUTOBMX
BMpObIB. lNMepeocMmcaroOun TpaguLinHi Temu
Ta CUMBOIY, Lii MUTLi 34aTHi 36eperty 3B'A30K 3i
CBOEKD KYNbTYPHOK CMaALWMHOK, BOAHOYAC
anesitorYmM A0 CyHaCHUX TEHAEHL,IN.

OnpautosasLum axepeno fHa boga “Hose
06/1Muus HeppUTY: CydacHUM NOTNSA Ha AaBHHO
Tpaguuiro” BuaaHy 2016 poky, BMABAEHO, LLO
CyyacHU  Au3aiH  HedpputoBMX  BUPODIB
NPOAOBXYE CNMpaTUCA Ha HaraTy CUMBOJIKY Ta
MOTMBM TPaAWLIMHOIO KUTaCbKOro MMUCTeLTBa.
Boaa y cBoi poboTi BUCBIT/NIHOE TBOPUI MpoLecn
Ta MWUCTeLbKE CaMOBUMPAXEHHA  CyyYacHWX
pi3bbApiB MO HeEDPUTY, AEMOHCTPYHOUM, IK BOHU
BMKOPWUCTOBYIOTb Ta MEPEOCMUCIIOTb TeMU |
TEXHIKW A9 CTBOPEHHS HOBWUX YHIKaAbHWX

BMTBOPIB MUCTELTBA. [An3zaHepwu
peiHTeprnpeTyroTb KAaCMYHI MOTMBW, Taki fK
ApakoHW, GeHikcM Ta CMMBOAW MO3WUTUBHOTO

Xapaktepy, Yy HOBMWIM Crocib, cTBOpHOOUU
AV3alHW,  AKI  PEe3OHYKTb i3 Cy4acHOR
ayautopieto. NepeocMucaoroun  TpaaWLLinHI

TeMU Ta CMMBOAW, Ui MWUTLi 3aaTHi 36epertn
3B'A30K 3i CBOEHD KY/JbTYPHON CMaALMHO,
BOAHOYAC aneftorun A0 CyyYacHUX CMakiB i
nouyTTiB [11]. CyTb aprymeHTauii AiHa nonarae y
AOCNIAXKEHHI  LWAAXIB, AKMMW CyYacHi MWUTLI
MaHeBpYyOTb Ha MepeTvHi  Tpaauuin Ta
iHHOBaLiM. BiH cTBepaXXye, WO XO4ya MPaKTUKM
rMMboKo BKOPIHEHI B TPajMLito, BOHM TaKOX
PO3LUMPIOKOTL MeXi LbOro BMAY MWUCTELTBa,
EKCMEPVMEHTYHOUM 3 HOBUMW MaTepianamu,
TEXHONOTIAMM Ta KOHLENLUIAMU AN3alnHYy.

CyuacHi pi3bbapi HeppuTy BUKOPUCTOBY-
FOTb MOEAHAHHA TPAAMLIMHUX TEXHIK | CyYacHUX
IHHOBAL,M AN CTBOPEHHA YHIKa/lbHUX BMPOOIB.
TpagnuiiHMA  Npouec CKNajaeTbca 3 N'ATU
eTanie: BWbIp MaTepiany, MOro JOCAIAXKEHHS,
po3pobka Aum3avHy BMpPOBY,  pi3bbaeHHs
abpa3uBamMu Ta MoONipyBaHHA. Takuin MeToZ
PYYHOro pi3bbAeHHA 3 enekTponpuBOAOM AOCI
LWMPOKO BMKOpUCTOBYeTbcA B Kutai. Etan
Pi3bONEHHS € HANBINbLL TPYAOMICTKMM, OCKINbKK
pe3ynbTaT noTpebye MmarctepHocTi. [Monipy-
BaHHA Hagae HedpwTy [NAAKOro, sCKPaBOro
MOKPUTTA, XO4a XYAOXHWKW iHOAI 3MIHIOHOTb
CTyNiHb MOAIPYBaHHSA, LWO6 CTBOPUTU CKNALHUM
MepPEeXMBHUI JM3aliH.

CyuvacHa pi3bba no HeppuTy
BUKOPUCTOBYE TPaBIpPyBaHHA 3  YMCIOBUM
nporpamMHum  ynpasaiHHam  (YM1Y),  3D-
CKaHyBaHHA Ta aBTOMaTW4He pi3bb/eHHSs.

lpaBipyBaHHAa 3 UYlY nepeabavae po3pobky
Mozeni 3a  JOMOMOroH  KOMM'HOTEPHOrO
NporpaMHOro  3abe3neyeHHs, Aka  MOTIM
BUPI3a€ETbC MALLUMHKOK. Xouya LMM METOAO0M
MOXHa JOcArtM naockoro Ta 3D-pi3bbneHHs,
cknagHi opmm Ta Bi3epyHKM 4acToO BMMararoTb
noeaHaHHA YlY Ta pyyHOro pisbbaeHHs.
3D-ckaHyBaHHA Ta aBTOMaTUUHe
Pi3bONEHHS — Ue HOBIWWA MeToa, SKUA B
OCHOBHOMY BMKOPWCTOBYETLCA AN BiATBOPEHHS
CTapoOAaBHIX  HeppUTOBMX  penikBih.  BiH
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nepeabayae ckaHyBaHHA 06'ekTa A1 CTBOPEHHS
3D-mogeni, aka NOTIM BUPI3aETbCA Ha BepCTaTi 3
Yrly nig «kepiBHMuTBOM nporpamu. Take
MOEAHAHHA CTapux i HOBMX MeToAiB 0H6pobKm
KaMeHto  JAO3BOJIAE  MaWCTpaM  AOCArTM
HeJOCAXHOro  paHille pIiBHA TOYHOCTI Ta
AeTanisauii, B pe3y/sbTaTi 4YOro CTBOPHOHOTHLCA
BUTBOPW MUCTELTBA, AKI AEMOHCTPYIOTb BeCb
noTeHLian An3anHy HeppuToBmx BMPObIB [7].

Ha popaTtok A0 TEXHONOTIYHOro Nporpecy,
AKUA aKTMBHO IHTErpoBaHWUM B AW3aNHEPCbKY
NPaKTUKy, Cy4acHi MauUcTpu HebpuTy TakoxX
AOCNIAXKYHOTb  BUKOPUCTAHHA  HETPaAMLLiNHNX
MaTepianiB i TEXHIK ANA CTBOPEHHS iHHOBALLiN-
HWUX BWTBOPIB MwucTeutBa. Hanpwuknag, aeski
AV3aiHepN  eKCNepVIMEHTYHOTb 3 JepeBOM,
mMeTanoM abo ckaoM y HedputoBUx BUpobLaX,
CTBOPIOKOUN YHiKaNbHI poboTK, AKi KuAarTb
BUKIWK TPAAULIMHUM YABJEHHAM MPO KyAbTypy
HedpuTy (punc. 1).

3 NpUXOAOM Cy4acHOCTI 3'BUIOCb HOBE
MOKOANIHHA pi3bbapiB no Hedpputy. Y 1990-x
pokax, B TOM uyaC $K KWUTaNCbke CyyacHe
MUCTELTBO BMWLINO 33 TPajuLiiHIi  MeXi,
HeppuTOBI BMPOOK By MepeBaxkHO KOMIAMM
CTapOfaBHIX 3HaXiAOK YW aHTUYHMX MOTMUBIB.
Monogi MaicTpu LyKaaM HOBI  MOTEHLNHI
HanpAMU PO3BUTKY Pi3bbeHHA Mo HedpuTy, WO
pfo3sosvno 6 ctBoputM poboTw, penpeseHTa-
TUBHI ANA CyyacHoi enoxu. BoHn novann noea-
HyBaTW CTApOAaBHI  KWTAMCbKi MOTMBWM i3
3axigHMMM obpasamu i MOCTYMOBO AOCAIAXY-
Ba/ HOBI TexHoAoril. Taki MUTL, K XOHIBeWn
Ma, l'yaH AH, Ci fH, Tin HO, IBen Yxkan, By [eweHr
Ta 6arato iHLWKMX, PO3LUMPIOOTL MEXi TpaauL,in-
HOro HebpUTOBOrO AM3alriHy, eKCrnepuMEHTYHO-
U4 3 HOBUMW TEXHIiKamn Ta MaTepianamuy,
36epiratoun Npu LbOMY MiLJHWUI 3B'A30K 3i CBOIM
KYyNIbTYPHUM KOPIHHAM.

Av3ainHep XoHree Ma € pgyxe
LWaHoBaHO  dirypoto y  CBITi  CyyYacHOro
HeppUTOBOrO MUcTeLTBa. Moro mucTeLbkmii
niaxiz nonsrae y noeAHaHHI TPAAULLIMHNX TEXHIK
pi3bbaeHHA Mo HedpuTy 3 iHHOBALINHMMM
AN3aHEePCbKMMK  KOHUenuiamu. Ma  BMmino
NOEAHYE JaBHKO MAMNCTEPHICTb i3 CyYacHORo
eCTeTMKO, CTBOPHOHOUM CKNAAHI Ta Bi3yanbHO

BpaXcatoui BUpobu. loro poboTy BUCTaBASANCA
y BIZAOMUX ranepesx i Mysesx no BCbOMY CBITY,
30kpema B HauioHanbHOMy Mmy3ei Kutato Ta
bputancbkomy  mysel  (puc. 2). Hedputosa
MiHiaTiopa 3HaMeHNTOro 6poH30BOro “aAsyHa” 3
noABiNHUM HapaHom auHacTii LaH 3 konekui
BpuTaHcbkOro Mysero, BUMKOHaHWI 3 Hebputy
nposiHuii TyaHci. CTBOpPHOOUM TOUHY KOMItO
3HameHnTOI H6poH30BOI dirypn, Ma XoHrsel
MOKasye, Lo CyyacHi MaucTpu MpOAOBXYHOTb
HajNxaroTbCA BiTBOPEHHAM LIAHOBaHMX
NpeAMeTiB 3 MMUHY/IOrO, 3aoXOo4yloun Ao
rANBLLIOro po3yMiHHA KUTaNCbKOI KyNbTypW.

AH TyaH € NpeACTaBHMKOM feKOpaTUBHO-
NPWKNAZHOrO MUCTeLTBa B MpPOBIHLIT Li3aHcy i
MancTpoMm AeKopaTUBHO-MPUKIALHOTO
MucTeuTBa AHWKOY. XapaKTePHO AHYXKOYCbKIN
wkoni, pobotn AH [yaHra MaroTb CMOKIWHI
bopMM BUKOHaHI y CklagHOMy Matepiani, Lo
noTpebye BMCOKOI ManCTepHOCTI aBTopa. byan
BM3HaHi Ta BigibpaHi ekcneptaMmy AOCAIAHULb-
KOro iHcTuTyTy BpunTtaHcbkoro myseto. Kaamnb-
HUUS (puc. 3) 3 06'€EMHMM KiNbLEM 3 ALLIMW,
BigibpaHa y Kosekuito bputaHCbKOro Myseto,
Mae Kpyray i Haauty GopMy, pyyka Ha AOTUK
3pyyHa i rnageHbka. MoegHaHHA TpaauLiiHOT
KYNbTypW Ta Cy4aCHOro NpOMMCIOBOrO AN3aliHy
cepes baraTbox pobIT  Buainse  "kinbue
KaguabHUL", 06BUTE HAaBKOIO Pyyku BUPOOY.

CyuacHun mavictep Ci flH BifOMUIA CBOEID
MPVCKINANBOO yBarow Ao geTtanen. BiH noeaHye
TPaAuULInNHI MeToaM pPi3bbaeHHA i3 CyvacHUMU

TEXHO/IOTIAMY,  BUKOPWUCTOBYHOUM  NasepHe
rpaBitoBaHHA Ta KOMM'IOTEPHUM Am3aiiH, LWwob
JOCATTN  HAA3BMYAMHOI  TOYHOCTI Yy  CBOIX

TBOPiHHAX. POBOTK flHa yacTo MICTATb CknagHi
MOTUBM, HATXHEHHI MPUPOAOHD, 306pakyroTb
Hi>KHI KBITW, TBApUH i Neiisaxi. Vloro ckynbntypu
BUCTaBAANCA B MPECTUXKHUX ranepesx, Taknx aK
TOHKOHTCbKMW My3en MucTeutB Ta Mysen
cyyacHoro wmucteutBa B LlaHxai. Byaaivicbka
pisbba 3 6inoro Hedputy Ci AHa BMCTaBneHa B
BputaHcbkomy my3ei (puc. 4). Le axypHun
npodinb MyaHbiHb Y CTUAI BUTMHAHKK 3 nanepy
niBopyd i ob'eMHMn  pi3bbneHnn  noTOC
npaBopyvY, fAKi pa3oM AeMOHCTPYHOTb ByAAINCbKY
KynbTypy 3i cXigHUMK ocobamsoctamn. PoboTtn
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flHa, AK CcTapojaBHi KWTaWCbki HedPUTOBI MPUPOACKD Ta MNPUAHATTA  TaPMOHIT  MiX
BMPOOW, cnyxaTb KaHaioM [Aff 3B'A3KY 3 JIFOAMHON Ta HaBKOJIMLLIHIM CEpesoBULLEM.

Puc. 1. ewenr By "JliBunHa-3mia", poborTa i3 cepii "OroneHa xiHka".
®orTo: cTyaia pi3bbaeHHs no Hedputy JeweHr By, 2007, Kutan

Puc. 2. XoHreen Ma "Kybok ans BuHa (Li3toe)" (niBopyu) Ta "BpoH3oBuin 6apaH Li3yH" (npaBopyu).
®oTo: bputaHcbknin myzeis, 2016, Kutai

Puc. 3. l'yaH AH "KaamnbHuua". ®oTo: bputaHcbkuii mysein, 2017, Kutar
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Auzavivep  TiH O BUKOPUCTOBYE
AeKOpaTMBHI TexHikM Ak 3acib ana onosigi. [i
pobOTN MOEAHYIOTb €NeMEHTU  TPaAULINHOI
KUTaNCbKOi KynbTypu Ta midonorii, ge HedpuT
BUKPUCTaHWI  AK  Bi3yaJlbHUN  HapaTVBHWM
iHcTpyMeHT. TiH O noeaHye pisbbaeHHs, opopT
Ta po3Muc, Wob HaMmOBHUTM CBOI CKY/JbMTYpU
6araTmMm  CUMMBONI3MOM  Ta  ICTOPUYHUMMU
nocvnanHamu. i pobotn byan npeactasaeHi Ha
nepCcoHaNbHUX | FPYNOBUX BUCTaBKax, 30KpeMa B
Mys3ei asincbkoro mucreutsa B CaH-OpaHuncko
Ta Myz3ei BikTopii Ta Anbbepta B JIOHAOHI. Y
CcBOKO uepry, bputaHcbkuMm My3eem  ans
€KCMOHYyBaHHA 6yno BigibpaHo YanHuk (puc. 5),
BMKOHaHWW y cTuni Beanknx Moronis. YanHuk,
npuKpaLleHni KBITaMm noToca Ta
nepenieteHnMn rinkamm MegHinam MarHidika,
NnepeoCcMUCIOE CTapoAaBHi BUpobK imnepii, Wwo
iCHyBasia Ha TepuTOpIi CydacHoi IHaii. 3aBasaku
BMKOPWUCTaHHIO CyyacHnX IHCTPYMEHTIB,
MaTepianiB Ta enekTpoobaasHaHHs, Leil YaHuK

HEMMOBIPHO TOHKMI | BiNbll NPO30PUK, Hix
HedpwuT imnepii Bennkux Moronis. Pobotn HO
3a0X04YHOTb M1fAaYviB AOCAIAXKYBATU 3HaUYEHHS,
3aKfafeHi B KuTaWcbkoMy  donbkaopi  Ta
KYAbTYPHIA CNAALLMHI Y Bi3yaJbHUX PiLLEHHAX
An3anHepa.

MwucTteubknid  nigxia mutus e Yxan
nparHe BiAPOAWTW AaBHE HedpPUTOBE Pemecno,

BUKOPWUCTOBYHOUM  TPaAULIAHI  TEXHIKYM, Lo
nepeAatroTbCA 3  MOKONIHHA B MOKOJIHHA.
Migkpecntoroun  NpPoCcToTy Ta  MiHIMani3m,

30CepeAyroUmnCb Ha NPUPOAHIN Kpaci HebpuTy,
MOro BUpObM EMOHCTPYHOTb BUTOHYEHI TEXHIKN
pi3bbaeHHs Ta nonipyBaHHA. PoboTn Yxas byan
npeacTaBieHi Ha  MNPECTUXKHUX  BUCTaBKa,
30Kkpema Ha MeKiHCbKIN MIXXHapPOAHIW XyA0XKHIN
bieHane Ta B My3ei 06pa3oTBOPUMX MUCTELTB

Tanbes. BiggaHictb  Yxas  36epexeHHto
TpaguLINHOrO HedpUTOBOrO pemecna Cayrye
HaraflyBaHHAM MpO  [MOGOKO  BKOPiHEHE

KyNbTypHe 3HaueHHs HeppuTy B icTopii KuTtato.

Puc. 5. TiH FO, yariHuk. ®oTo: bpuTtaHCbkuiA My3en,
2011, Kutan

Puc. 6. By [lewenr, "Kpaca Ha y36epexki”.
®oto: Yxoy iy, 2006, Kutan

158



Art and Design N23, 2023

HayKoBUWI haxoBumIi XXypHan

MucmeymeosHascmeo. TexHiyHi HayKu.

Y cohepi cyyacHoro  HeppuTOBOro
MuUCTeLTBa MuTeLb By [lelleHr BUPI3HAETbCA K
XY[OXKHVK-BI3IOHEP, YW YHIKaAbHUW CTUAb Ta
IHHOBaLiiHI TeXHIKM MepeoCcCMUCAUAN CIPUI-
HATTA HedpuTy AK Meaiyma. By uacto Bukopwmc-
TOBYE Yy CBOIX poboTax MaTtepianu, K MeTanm un
AEPEBO, PO3LIMPIOOYUN  MeXi  TPaauLiMHNX
TexHik pi3bbeHHs no HedpuTy. Moro TBOpIHHA
AEMOHCTPYIOTb  MOEAHAHHA MJABHUX BUTUHIB,
CKNAaAHUX TeKCTyp Ta Bi3yasbHMX KOHTPACTIB.
Pobota “Kpaca Ha y3bepexcoki” (pwuc. 6)
BWMKOHaHa 3 XeTiaHCKOro HepuTy, LLLO MOXOANTb
3 CiHbuzsHy, Kutan, AeMOHCTpye 34aTHICTb

MaWcTpa BMKOPWCTOBYBATH npvTamaHHy
HebpUTy TeKCTypy Ta KO/JbOPOBI Bapiauii ana
CTBOPEHHA  UjinicCHOro BUTBOPY. Bupobu 3

XeTiaHCbKoro HedpuTy rAMO6OKO BKOPIHEHI B
KyAbTypi Ta MPOMOHYtOTb HaraTy iCTOpPUYHY Ta
KyNbTYypHY cnaawmnHy. lMprkpacy, BUKOHaHI B
LibOMY MaTepiani, MatoTb YHiKalbHe CUMBOJIYHE
3HaYeHHA B TpaAWLUinHIA KynbTypi Kutato. 3
PO3BUTKOM Cy4aCHOro HeppmUTOBOro MUCTeLTBa
pi3bba1eHHA NO XeTiaHCbKoMy HebpuTy yBibpano
B cebe 6Hinbll CcyyacHy ecTeTMky Ta
NPOAEMOHCTPYBaNO BeMYE3HUI MOTeHLian B
XyZOXHbOT TBOPYOCTI MancTpis KuTato.

BuaBneHo, WO Av3ailiHepn MNOEAHYIOTH
CTAapPOBWHHI TeXHIKM Pi3bONEHHA 3 CyyYaCHMMM
TeXHoNOriAMM 0bpobkn HedppuUTy, TpaguLiviHI
419 HeGpPUTOBOrO MUCTELTBa MOTUBM Ta CyYacHi
PilLEHHA, ANA CTBOPEHHA aAanToBaHWX [JO
CyYacCHOro KOHTEKCTY, eKCKIH3UBHUX BUPOOIB,
LLO HaCcNiAytOTb BidyalbHO HeGPUTOBMI CNagoK
CcTapoAaBHboro Kutato.

BiapoaXKeHHs  TPagWLIMHUX  TEXHIK |
NPUMNOMIB y Cy4aCHOMY KUTanUCbKOMY HedpUTo-
BOMY AM3alHi € 6aratorpaHHUM SBULLEM,
3yMOB/JIEHNUM  HU3KOK  akTopiB, 30Kpema
36epexXeHHAM KyNbTypW, PUHKOBMM MOMUTOM |
MUCTeLbKMMUY iHHoBaLisMU. CyyacHi NpakTuKuy B
TpaguLiHOMY An3anHi HeppuTy BifobpaxkatoTb
AVHAMIYHEe MOEAHAHHA CTaporo i HOBOTO, KON
XYBOXKHVKW | An3anHepu cnmparoTbes Ha Haraty
CMaALMHY KUTalCbKOro HeppuUTOBOro MUCTELT-
Ba, BMKOPWCTOBYHOUM Cy4acHI TexHoAorii Ta
MXKAUCUMMAIHAPHI BNAMBW. Bname 1 akTyanb-
HICTb LbOTO BIiAPOAXKEHHA MOXHa nobauntu y

36epexXeHHi Ky/abTypHOI CNaALMHKN, 3POCTaHHI
PUHKY HedpuTy Ta eBOAOLil CIPUMHATTA
TpaguuinHOro  HedpUTOBOrO  AM3alHYy B
Cy4YacHOMY KUTaUCbKOMY CyCMiNIbCTBI.

BuokpemsiieHo ¢aktopu, WO Cnpuanm
BiAPOAXKEHHIO TPAAULIMHNX TEXHIK Ta NPUIAOMIB
y CyyacHOMY Au3aliHi HedpuTy. B nepuy uepry,
Ky/NbTypHe Ta iCTOpPUYHE 3HaueHHs HehpuTy B
Kutai, sixk 3a3Havatotb XaHr LissaHb i o Liroxyn,
Bi4irpano BWpIWanbHYy pPoOJb Y BIAPOAXKEHHI
TPaAVLIMHUX TEXHIK i MeTOAIB y CyyacHOMY
An3aliHi Hepputosux BMpobis [3].

BiazpoakeHHs TpaauUiMHUX TexHiK Ta
MOTMBIB MOXHa pO3rnagatv AK BiAMNOBIAb Ha
rnobanizauito i 3pocTarouMii BNAMB  3axifHOI
KynbTypw B Kutai. Cmpuiimaroun Ta npocyBaroun
TpaauLinHy HebpuTOBY ManCTepHiCTb,
KWUTaNCbKi XYAOXKHNKM Ta Av3ariHepm
CTBEPAKYHOTb CBOKO KY/IbTYPHY IA€HTUYHICTb Ta
36epiratoTb  CBOKO  YHiKa/lbHY  MWUCTeLbKY
CNajWwunHy B YMOBax r106anbHOI KyAbTypHOI
romoreHisauii.  BigpogxxeHHs  TpaguuUinHWX
TEXHIK | MeTOAIB Yy CyyaCHOMY Au3alHi
HeppuTOoBMX BMPOBIB Cnpuae 36epexkeHHto Ta
nonynapwu3adii 6aratoi MUCTELbKOT CrajLLnHN
Kutato. Okpim 36epesxxeHHs TpaanLiiHNX TEXHIK,
BIAPOAXKEHHS  TPAAWULIMHUX MIAXOAIB  TakoX
npv3Beno A0 BIJHOBNEHHA iHTepecy Ao
BMBYEHHSA Ta JAOKYMEHTYBaHHA icTOpii Ta
Ky/IbTYPHOI 3HauyLLOCTI LbOro BMAY MUCTELITBA.
Came uUe nparHeHHsa [0 36epexeHHA Ta
nonynapu3auii  Npu3Beno A0 BigHOBAEHHA
iHTepecy 4O TPaAWLUINHWX pemecen AK cepej,
TBOPL,B, TaK | Ha Jep>KaBHOMY PiBHI.

Ypas  Kutaro  BM3HaB  BaXMBICTb
30epexxeHHA | MNpPOCyBaHHA  TPajuLiMHOro
HeppMUTOBOrO  peMiCHMLTBA K  KUTTEBO
BaX>/IMBOrO  acnekTty KyAbTypHOI ChajLWnHm

Hauii. Ak Hacnigok, 6yno 3anpoBag>KeHO pPi3Hi
NOMITUKM  Ta  iHILiaTMBM  A1a  NIATPUMKMN
BiAPOAKEHHA TPAANLINHUX TEXHIK pPi3bbAeHHS
no HebpuTy Ta 3a0XOYEHHS  3POCTaHHA
HedpuTOBOI IHAYCTpIl. Byan BXuWTI 3axoan ans
NIATPMMKM Ta NPOCYBaHHA iHAYCTPII pi3bbaeHHA
no HedpuTy, TakKi fAK, HajaHHA @iHaHCOBOI
Aornomoru, 3anpoBaAXKeHHs HaBYaNbHMX
nporpamM Ta CTBOPEHHs naathopm  Ans
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AeMOHCTpaLii  Ta  MapKeTUHry HedpUTOBUX
BMpobiB. B cBol uepry, ue npu3seno Ao
36inblieHHs  diHaHCyBaHHA Ta  AOCTYMHOCTI
pecypciB A9 PEMICHUKIB | HABYaNbHUWX 3aKNajiB,
NPUCBAYEHNX HEPPUTOBIN CripaBsi, WO CNPUANO
BMXOBAHHIO HOBOIO MOKOJIIHHA KBaNi(piKkOBaHMX
pi3bbApiB MO HedpuTy, AKi NparHyTb 36epertu
CBOHO KYNbTYPHY CNaALLMHY.

OJHi€r0 3 KAHOYOBUX NMOJITUK KUTaNCbKOTo
ypAdy € "3aKOH MpO 3axuCT HemaTtepiasbHOl
KynbTypHOI cnagwmnHn” (33HKC), npunHatum y
2011 poui. Ller 3aKOH cnpsAMOBaHMIA Ha 3axXUCT i
nonynsapusauito  HemaTepianbHOI  KyNbTypPHOI
CNAALWMHW, B TOMY YUCAT TPaAULINHUX TEXHiK
pi3bbAeHHA MO HeppuTy, LWAAXOM HaAAHHSA
biHaHCOBOI MIATPUMKK, pPecypcCiB i HaBYaHHSA
PEMICHWKIB | HABYANbHWNX 3aKNaAiB, LLLO cneLiani-
3yHOTbCA Ha LbOoMy pemechi [5]. 3aBasaKkm 3aKOHy
36inbLIMNOCa GiHaHCYyBaHHA AOCAIAXEHb | PO3-
pobok y ranysi HedpuTOBOI NPOMMUCIOBOCTI, a
TakOX CTBOPEHO creLiani3oBaHi LWKOAN | HaB-
YaNbHi LEHTPU AN BMXOBAHHA HOBOrO MOKO-
NiHHSA kBanidikoBaHWX pi3bbapiB No HedpuUTy.

Ha posatok fO AaHOro 3akOHOAABCTBA,
KMTaUCbKNI ypAj TakoX 3acHyBaB mporpamy
"KuTanicbka  MailcTepHa  pi3bbaeHHA  no
Hepputy", MeTor AKOI € MNiATPMMKa Ta
npocyBaHHA pPobOTV MaWcTpiB pi3bbieHHA no
HedbpwuTy. s nporpama Hagae GpiHaHCyBaHHA Ta
pecypcv MancTpaM-pisbbapam Ans CTBOPEHHS
BNACHUX CTYAiN, Ae BOHM MOXYTb MnepegaBaTi
CBOI 3HaHHA Ta HaBWMUKM YYHAM | CNpUAaTH
36epexeHHI0 TPaAULINHUX TEXHIK pi3bbaeHHs
no Hedpputy [2]. CninbHi NpoekTn, Taki fAK
BMCTaBka "Hedput y cyyacHomy amsanHi”, wo
Bigbynaca B [lekiHi y 2017 pouj, o6'egHann
XyAOXKHVKIB, AN3aNHepIB Ta HayKOBLB 3 Pi3HNX
AVCUMNAIH,  Wwob  gocnigut  noTeHLuian
TPaANLLINHNX MUCTELbKMX HeppUTOBMX
TEHZEHL,i B Cy4aCHOMY KOHTEKCTI.

Pe3ynbTaToM UMX CiNBHMX 3yCUAb CTaau
BUTBOPW, AKi PO3LUMPIOKOTL MeXi TPaaULiNnHOro
niaxoay Ao 06pobku Ta 034061eHHA HedpUTy Ta
AEMOHCTPYHOTb YHIBEPCaNbHICTb | aAanTUBHICTb
uiel popmun mucteyTea. Taka Aep>kaBHa NosiTMKa
Mana 3HauYHWMA BMAMB Ha PUHOK Hedbputy,
OCKIJIbKM MOCUNEHHA MIATPUMKW  TPAAWLLINHNX

pemecen nNpu3Besio A0 3POCTaHHA MOMWUTY Ha
BWCOKOAKICHI BUPObW 3 HedpuTy, AKi AEeMOHCT-
PYHOTb TPaAMLUINHI TexHikn. BusHaroum ponb
KWTaMCbKOro KepiBHMLTBa Ta raiy3eBuX iHiLiaTVB
y NMPOCYBaHHi TPaAWLINHOrO pemecna, HeMOX-
NMBO iIrHOPYBaTW BaXJMBICTb CRiBApaLi Mk
XyAOXKHWKAMK, AM3aiHepaMun Ta iHWWMKW 3aLi-
KaBJ€EHUMW CTOPOHaMM B HEQPUTOBIN iHAYCTPII.

MixHapoaHa cniBnpaus, ObmiHM Ta
pe3naeHLii TakoX Bigirpaan 3HauyHy posb Yy
BIAPOAXKEHHI  TpajguuiHOrO  HedpUTOBOTO
AmsariHy. CniBnpautoroun 3 XyfoXHMKaMK Ta
An3aliHepaMu 3 YCbOrO CBITy, KUTaCbKi pi3bbapi
no HedppUTy 3HANOMAATLCA 3 HOBUMMU iAeaMU Ta
TEXHIKaMV, WO HaAMXa€ iX Ha eKCNepuMeHTH 3
HOBMMM MigxoAamu, 3bepiratoum npu LbOMYy
MILHMI 3B'A30K 3i CBOIM KYJNbTYPHUM KOPIHHAM.
Biapog>keHHA  TpaauuUinHOrO  HedpUTOBOrO
AV3aiHy TICHO MOB'A3aHe 3 PUHKOBWM MOMUTOM
Ta iHTepecaMu KonekuioHepiB. JocnigHukm
HagaBaan  mMuTUAM  GIHAHCOBY  MIATPUMKY,
NpoCTip Ta MOXAMBICTb BIAIUTU Big HOPM
TPaAnLINHOTO BMPOOHMLTBA HedbpuTy,
BNPOBaZXeHi JepXaBHUMKU dabpukamu Ta
ManctepHamu. Cepes  Hux, JliH  L3e-YyaH,
KONeKLioHep Ta MeHeaxep, WO npuixaB Ao
LWaHxato B 1993 pouj, 3aCHyBaBLIN KOMMaHito
Shanghai Guanxitang y 2004 poui, a noTim
komnaHito Beijing Guanxitang, B 2011 poui, Aka
3aiManacs apT-MeHeaAXXMEHTOM Ta
ancTpubbiouieto  HedppuToBMX  BMpObIB. B
IHTepB'to ana Lotus Gemology JliH onucye cBoro
AIANBHICTb HACTYMHUM YNMHOM:

"A nvwe mMeHezaxep B iHAYCTPIi pi3bbeH-
HA MO HedpUTY, | A HE HaBaXyrOCA HOCUTU Lien
TnTYn. Koam a npvixas go LWanxato B 1993 pou,
AepkaBHa dabpuka 3 pisbbneHHs no Hepputy
BCe We Oyna OCHOBHOK OAWMHMLEN, fiKa B
OCHOBHOMY BWMKOPWCTOBYBanaca Ana 3apobiTky
iHO3eMHOI BantoTh. Bupobu 3 Hedputy Takox
6ynn  BIAHOCHO cTaHgapTu3oBaHumu. LLLo6
3aZl0BONILHUTM NOTPEOU puHKy TarBaHKO Ta
IHLWNX 3aKOPAOHHMX KWUTAMCbKUX Tpomaj, £
noyas LWyKaTW pi3bbapiB No HePpUTy, 3 AKMMHK
Mir 61 npavroBaTy, 4OCNIAXKYBaTU | CTBOPHOBATU
6inbw HoBI pobotn. lMi3Hiwe A NpoaoBXyBaB
cniBnpautoBatM 3 Pi3HUMKU  HePPUTOBMMMU
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CKyNbNTOpPamMu, LWob CTBOprOBaTA POHOTU Pi3HNX
ctunis” [12].

HaykoBeupb o AH BOCNIAXKYE
BMPOOHMLTBO i CnoXuBaHHA HedpuTy B Kutai
npotarom XX — XXl cTonitb Ta coujianbHi,
€KOHOMIYHI | KYAbTYPHI  YMHHWUKW  AKI
chopmMyBann CydacHi TeHAeHUii. OgHum i3
KAOUOBUX  aKTOPIB, WO 3yMOB/IOKOTb Le
BIAPOAXKEHHSA, € 3pOCTalOuMii  iHTepec Ao
TPaAULINHOTO pemecna cepes KONEKLiOHepIB i
cnoxwusadiB. Ockinbkn ftoan CTatoTb  BinbLu
06i3HaHUMWN | UiHYOTb MaWCTEPHICTb, 4ac i
KyNbTypHE 3HaUeHHS TPaANLINHOIO Pi3bbaeHHS
no HedpuTy, BOHM BiNbll OXO4e iHBECTYIOTb Y
BMCOKOAKICHI  BMpObuM 3 Hedputy,  AKi
AEMOHCTPYHOTb KNACUYHI MOTUBM i AN3aNH.

EkoHOMIUHI dakTopn Takox Bigirpaau
3HaYHy pPOJb y LibOMY BiAPOAXKEHHI. 3pOCTaHHsA
cepeaHboro knacy B Kwurtai Ta 36inblueHHS
HasABHOro Aoxoay cepes KUTaMCbKNX
CNOXWBaYiB NPU3BENN O CMAEeCKYy MOMNWUTY Ha
npeAmMeT  po3KOoWi, B TOMYy UMCAi Ha
BWCOKOSAKICHI BMpobu 3 Hedputy. Hedpur, 3
MOro rANBGOKUM  KyNIbTYPHUM  3HAYEHHAM |
3B'A3KOM 3 KMTANCbKOM iCTOPIEIO Ta ifeHTNY-
HICTIO, PO3rNAAAETbCA AK LiHHA IHBECTMLIfA |
CMMBOA CTaTycy Ta cMaky. Kpim Toro, oHnauH-
MalgaHuukn, Taki Ak Alibaba i Taobao,
NONErwMAN CNOXUBaYaM JOCTyn 4O BUPOOIB 3
Hebputy Ta ix npuabaHHA wo 36inbWKNO
3araiom yBary A0 nogibHux Bnupobis [4].

Ha posatok O BHYTPILWHBOrO MNOMNUTY,
MDKHapOAHWA PUHOK HedpuToBUX BUPODIB
TaKOX 3a3HaB 3HAYHOrO 3POCTaHHA B OCTaHHI
poku. OCKiNbKM KUTaNCbKe MUCTELTBO OTPUMYE
BM3HAHHA Ta MOUiHYBaHHA Ha CBITOBIN apeHi,
CyYyaCHWM au3aiH HedppwTy npwuBepTaEe ysary
KO/MeKLiOHepiB Ta [HBeCTOpiB, WO CrpuseE
NnojanblIOMy  BiPOAXEHHIO  LbOro  BUAY
MWUCTELTBA Ta NiABULLEHHIO NOrO KOMepLinHOI
XKUTTE3AATHOCTI. Hanpwvknag, peKopAHNIA
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TANG Z., PASHKEVYCH K. L.

Kyiv National University of Technologies and Design, Ukraine

THE REVIVAL OF TRADITIONAL TECHNIQUES AND METHODS
IN THE CONTEMPORARY DESIGN OF JADE PRODUCTS IN CHINA

The aim of the article is to analyse the revival of traditional techniques and methods in the
contemporary design of jade products in China during the 20th and 21st centuries, to identify the factors
contributing to this revival, the influence of cultural heritage on contemporary jade design, and the role of
modern technologies in the preservation and development of traditional craftsmanship.

Methodology is based on a comprehensive study of the topic and includes: methods of analysis,
synthesis, induction, the method of structural and systematic analysis of sources, historical and comparative
methods. Secondary data will be obtained from a review of relevant literature, historical documents, and
analysis of jade artefacts from different periods.

Results. The key factors of the revival of traditional techniques and methods in modern jade design are
identified, the trends of preservation and popularization of cultural heritage in the context of modern
production are analyzed. The main techniques used by contemporary designers in the creation of jade products
are identified. On the example of the works of Chinese masters, the heredity of the symbolism of ancient jade
products and their reflection in the modern design of jade products in China are studied. The influence of the
revival of traditional techniques and motifs of jade art on the preservation of cultural heritage, market trends
and the reaction of modern Chinese society is traced.

The scientific novelty of the study lies in the comprehensive study of the revival of traditional
techniques and methods in modern jade design in the context of China in the 20th and 21st centuries, for the
first time considering a set of historical and cultural factors and the impact of government policy and industry
initiatives on the integration of traditional and modern design elements in jade products.

Practical significance: the materials of the article can be used in the study of the topic in the training
of specialists in design and decorative and applied arts and in writing scientific papers. In addition, the study
will provide insight into the preservation and popularisation of cultural heritage in the context of modern
production, which will make a valuable contribution to other industries seeking to balance the traditional
approach and innovation.

Keywords: design; jade products; jewelry; jewelry art; Chinese culture; object design, cultural heritage;
manufacturing technologies; art history.
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YAK  7:730:75:82-
1(477.74)"1959"

"TAPACEHKO A. A, "TAPACEHKO O. A, 2CIKOPCbKA B. 0.
13 «[lieBeHHoykpaiHcokuli HayioHanbHUli nedazozidHuli yHisepcumem iMeHi
K. 4. YwuHcekoz20», YkpaiHa

208ecbkuli HayioHanbHUl Mopcekuli yHigepcumem, YkpaiHa
DOI:10.30857/2617-

0272.2023.3.14. MOET | MPUPOAA: XPOHOTONM

TAPAC LLEBYEHKO B MUCTELLTBI OAECUA
1960-T1i poku. EBponencbKN KOHTEKCT

Memoro cmammi € docnioxxeHHs obpa3y Tapaca LLlegueHka 8 Mmucmeymsi Odecu wicmdecamux pokie
XX cmonimmsa. Tema po32na0aemeca 8 KOHMeKCmi noemuku €sponeliceko2o pomaHmusmy: “lloem i
npupoda".

Memodonozis: 8UKOPUCMOBYHOMbLCA icmopuko-Kynemyposno2iyHud,
[KoHoepagpiyHul, iKoHo02iYHUU, 2epMmeHesMUYHUL Memodu.

Pesynomamu. Ha ocHosi susyeHHsa (0eliHo20 3Micmy, ikoHoepadhii, cmunicmuku 306paxxeHHs
lllesuerka e kapmuHax M. boxis, O. Ayman4dyka, K. ®iramosa [ 8 cKyJbnmypi nokasaHo, wo xapakmep
mpakmysaHHa obpasy Kobsaps mae 38'A30k (3 yacom [ micyem HApOOXeHHs meopie 0bpazomeopyozo
mucmeymesa. KocmiyHa enoxa, wjo 36ienacs 3 piyHuyamu cmepmi (1861) ( HapodxeHHs noema (1814), wio
gi03Ha4anucs 8idnosioHo y 1961 ma 1964 pokax, po3wupuaa cnpuliHamms nocmami LLleauyeHka 8 npocmopi
ma yaci. Ha 6a3i munosoziuyHux psdie 8useseHo, Wo ikoHoepagis wasxy ma obpas HamxHeHH020 Noema 8
koMmno3uyii boxis mae cnopidHeHicme (3 306paxeHHAM bemxoseHa ma o020 8 mucmeymsi HimeuyquHu ma
@PpaHyii. BuseneHo cuHkpemusm memaghopu okKpusieHo20 hoema 8 noe3il, Xugonuci ma cky1inmypi.

Haykoea Hosu3Ha. Bnepuwe nokaszaHo, ujo 8 obpazomsopyomy mucmeymsi Odecu 8i0obpaxeHo
Micye ma icmopuydHuli Yac cmeopeHHs xy0oxHb020 obpa3y Kobsapsa — xpoHomon. BugyeHo 83a€EM038'A30K
cucmeMu noemuy4HuUx [ MasieosHU4YUXx obpasie kapmuHu M. boxia "Aymu moi, dymu..." (1960) 3 noesiero
LllegueHka. BusignieHo nipu4Hy domiHaHmy obpasy LlesyeHka y meopyocmi xydoxHukie Odecu 1960-x pokis.
BcmaHossieHo, ujo HadnpupodHul (MemaghizudHuUl) cmaH noemuyHo20 HamxHeHHs LLleaueHka supaxkeHull
yepez nopmpem [ npupodHe cepedosuuje NAHOpamHoz20 snaHowagdmy pioHol 3emai JfocnidxeHo posb
o0ecebkol neli3axHol WKou y cmeopeHHI nipudHozo obpasy Kobapa. 3'acosaHo, wjo poboma Ha nsieHepi
(napanenvHo 3 malicmepHero) Oana malicmpam 3mo2y docsemu €OHOCMI 8MileHHS OyX08HO20 CMGAHY
Kob3aps i cmuxili ceimobydosu: dyxy i Mmamepii. Po32i1sgHymo 38'S30K KGpMUHU-NAGHHO Ma CKY/1enmypHO20
MOHYyMeHmMa.

lMpakmu4He 3HauveHHA. [IpedcmasseHi mamepianu, ix XxyOOXHbO-cMuUAiCMU4YHULU aHanis ma
Y3a2a/1bHeHHA MOXymb 6ymu 8UKopuUCMaHi 8 Haykosux 0oCaiOXeHHAX npuceadveHux obpa3y T. lllegyerka 8
obpazomeopyomy Mucmeymsi ma simepamypi.

Knroqoei cnoea: YkpaiHa; xusonuc; ckyaenmypa; Aimepamypa; XyO0XHsA Kpumuka; poMaHmMusm; 4ac;
npocmip; M. Boxiti; O. AYymMaH4yK.

komMnapamusHud,

Bcryn. B xapaktepi xyA0XHbOro obpasy
Kob63aps B nitepatypi, 06pa3oTBOpUOMYy MUIC-
TEUTBi, MUCTELITBO3HABCTBI BiABMBAETLCA MiCLle
Ta ICTOPUYHMM 4YaC CTBOPEHHS — XPOHOTOM.
TBOpuYe 3aBAaHHA aBTOpa — AaTW repoto NOANX
HOBOrO Yacy, MOEAHATM 3 CyyacHUKaMu. Yepes
AYXOBHY CnajLLmHy BiAOyBa€eTbCA Aianor noerta-
XyAo>XHMKa Tapaca LLeBueHka i MancTpa, Ak
BTINIIOE Moro obpas. Mamaerrep nomivas, LWO
CNPaBXHE XWUTTA TBOPY MWUCTeLTBa Nondrae B
Moro ayxoBHomy 6yTTi [4, c. 9].

3 vacie CrapogaBHboro Pumy ansa ysiy-
HEeHHS nNam'aTi 0COBMCTOCTI MUTLLI Hacamnepes,
3BepTaroTbCA J0 NOCMePTHOI Mackun. CKynbnTop
M. K. Knoar 3pobwus 3ninok o6amyua T.T. LLe.-
yeHka (1861). Mackn Kob63apa nepebysann B
6aratbox MawnctepHax XX cronitta. [lig yac
poboTN Haj CTBOPEHHAM XYAOXHbOro obpasy
MancTpy HeOHXiAHO YHUKHYTK CTaTUKN CMOKOKO
CMepTi | nepejatm pyx >XXWATTA. 3aBAaHHA
XUBOMUCLA:  BUCIOBUTK HaZMPUPOAHUIA
(MeTadi3nUHMA) CTaH MOETUYHOTrO HATXHEHHS
Tapaca LleBueHka yepes3 nopTpeT i NpupogHe
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cepegosulie. B3aeMOBIAHOWEHHA NHOAUHK i
NppPOAN — BaXAMBa TeMa My3uKW, nitepatypu
Ta 06pa30TBOPYOro MUCTELITBA EBPOMNENCLKOro
pomaHTu3My. (TepMiH «pPOMaHTM3M» BUKOPUC-
TaHWI HaMW B LLMPOKOMY 4aCOBOMY Aiana3oHi).

Opecbka >XMBOMMWCHa LWIKOAA CKAanacs
HanpukiHui XIX — Ha noyaTtky XX cTonitTa nig
BM/IMBOM  $paHLy3bKOrO  IMMPECIOHI3MY |
MOCTIMNPECIOHI3MY. Y Hil AOMiHYBaB Men3ax-
HWUW XKaHpP | NJIeHepHUA Hanpam. Y >KaHPOBMX
KOMMO3MLIAX MepCcoHaxi CNpUMManncs Yactu-
HOIO MpUPOAHOro cepejosuwia. B3aemuHu
NIOAVHW | NPUPOAN B MWUCTEUTBI MicTa-nopTy
3miHtoBanmca. HanpukiHui 1950-x — Ha noyaTky
1960-x pokiB y >xuBonuci Ogecn posKpuBae-
TbCA HOBMM, MacLlITabHWI NPOCTIp. Y KapTUHaXx-
MmaHHO naHye Tema "JlrogvHa 1 npupoaa”.
JlrognHa cnpumaeTbes BicCto CBITOBYA0BU —
Ejes transversalis. Obpa3 3emai cTae nnaHe-
TapHWM, MOCTaTb Y MaHOPaMHOMY MpOCTOpi
NPUPOAN 4YacTO 300paxyeTbCd B AUHaMIL,.
M. boxin, B. Tokapes, T. MaBntok, K. JIomuKiH,
B. MyTeinko, I. benbuos, HO. Eropos, B. Bnacos,
M. Togopos, T. KpmxeBCbkui Ta iHLWI npaLito-
BaAN Yy CMiAbHUX MOLYyKax HOBOrO 3MICTY |
dopmu. Jligepom 6yB O. AumaHuyk. Xy[0XKHM-
KW >XXMAW | NpaLoBann B CyCiAHIX MancTepHAX
no6a13y YopHOro mMops, 4acto BUIKAXKaNM Ha
nneHepwn, B byanHkm TBOpYOCTI. PoboTa Hag
KOMMO3WULiet0 B MalcTepHi Byna noegHaHa 3
>KVMBOMNCOM Ha BIAKPUTOMY MOBITPI.

AHanis nonepepHix  AoOCAigKEHb.
Obpa3y Kob3apsa npuceaveHo npaui 6aratbox
pocnigHukie. H. beniuko posrnagae LeBuen-
KiaHy y TBopuyocTi rpadikie 50-60-x pp. XX cT.
(2004) [6]. O. bopoHb 3BepTaeTbCA A0 TeMwU
NoeTMKM NpocTopy y TBOp4OCTi Tapaca Lles-
yeHka (2005) [7]. J1. TeHepantoK y AOCAIAXKEHHI
"YHiBepcaniam LLleBueHka: B3aemogis nitepary-
pn i mucteursa" (2008) Buokpematoe "[yx
pomaHTnamy" [8]. Obpa3 Kob3apa y TBOpax
CyYaCHUX MaNCTPIB PO3rNAAAETLCA B XYA0XKHIN
kputuui. M. HOp npe3seHTye LlleBueHkiaHy fk
MUCTELLbKY IHTEHLIFO B Cy4aCHOMY Bi3yaslbHOMY

mucteutsi  YkpaiHn (2016) [18]. Kynabtypo-
TBOPYMM acnekT TeMu MpeACTaBAeHUN Y
pocnigxeHHi T. Yynko "IHTepnpeTauis obpasy
Tapaca LleBuyeHka B >wuBonuci Ta rpadiui
XX cronitta"  (2016) [16]. AwncepTauinHe
pocnigkeHHs A.l. HoceHko po3kpuBae Temy
«[neHep B xmBonuci Ogecn Apyroi NOAOBUHU
XX — nouatky XXI ctonitta» (2006).

O. B. Xyniubka cknana 6ibniorpadito 3a
Temoto: “"Tapac [puroposud LleBueHko B
niTonuci Mucteubkoro xutta Ogaecn  XIX—
XX ctonite" (2015) [11]. PoboTta M. M. boxis
HaA CTBOPEHHAM obpazy LLleBueHka
npeAcTaBieHa B IHTEPB'O XygoXHuKa (1964)
[11, c. 105], y moHorpadii @. |. LlanowHwnkoBa
(1963) [17]. Mig yac 6ecig Npn HaNWCaHHI CTaTTi
Ta cTBOpeHHi katanory O. A. TapaceHko Mana
MOX/MBICTb  6e3mocepesHbOro  BUMBYEHHSA
TBOpYOCTi  Mmarctpa (1986) [12]. Teopw,
npucesveHi obpasy LleBueHka B MuUCTeUTBI
Ogfecy B KOHTEKCTI MucTeLTBa EBponu He byaun
06'eKTOM cnewianbHOro AOCiAXKEHHS.

MocraHoBKa 3aBAaHHA. Lle gocnigxeH-
HA NPOAOBXYE Hawy Temy "TopTpeT Ta putyan”
[15]. MeToto cTaTTi € AOCNIAXKEHHA 3HAUEHHSA
XpOHOTONY y CTBOpeHHI 0bpa3y T. LLleBueHka
XyaoxHukamm Opecn nouyatky 1960-x pokis.

Tema po3rnafaEeTbca B KOHTEKCTI MOETUKM
€BPOMENCbKOro  HeopoMaHTu3amy: “loet i
npupogaa“.

Metogonoria. BukopuctoByoTbcs icTo-
PUKO-KYNbTYPONOTiIYHUI, KOMMapaTMBHUNA,
iKOHOrpadiUHUA, IKOHONOTIYHWIN, TFepMeHeB-
TUYHUI MeToan. Mu cnvpaemMocs Ha npaui
E. Nanodcbkoro [5], Fagamepa [10]. B iHTepnipe-
Tauii TBOpPIB MUCTeLTBa Ta NiTepaTypy AnA Hac
Bax/vBa igea Ymbepto Eko, BucnoBneHa y
BiZOMOMY ece 3 ceMioTuku TekcTty "The Role of
the Reader: Studies in the Semiotics of Texts"
(1979).

Pesynbtatm pocnipxeHHA. Y pisHi
nepioaun ictopii B Xya0oXHboMy obpasi Tapaca
lpuropoBunya LLleBueHKa akLEHTYHOTbCA CTaHW,
WO BigobpakaroTb YaC CTBOPEHHSA TBOPY.
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Tapac LeBueHko. Moet Ta cTuxii npupoau. Wnsax.

In. 1. A. Jropep. CaTuii loaHH oTpumye kHury OakpoBeHb. 1498. Kcunorpadis
In. 2. M. boxin. «Qymu Moi gymu...» 1959-1960. M., 0. 175x189. HXMY, Knis
In. 3. Ceatutenb loaHH 3onoToyct. 1030-1040. Mo3zaika moHactupsa Ocioc Jlykac, I'peuis

In. 4. Kapn Poninr. MoranH BonbgraHr Mete i /lioagir BaH beTxoBeH nig yac 3ycTpivi B 1812 poui. 1887.
In. 5, 6. O. I'. Kpnuescbkuin. Eckizn go npoekty nam'atHuka T. I, LeBueHky. 1933. 22x15; 27x32.
In. 7. 1. >xakeBunu. I'. CkoBopoga B gopo3i. 1894. 1., 0., rpmsainb.

5t

In. 8. FOniyc LWmia. MporynsHka betxoBeHa Ha npupogai. 1925. ®parmeHT. [HcTuTyT TeTTi.
In. 9. M. boxili. beTxoBeH. 1967. MonoTHO, oid. 173x190. BiHHWLbKE MiCbKe YNpPaBiHHA KyAbTYpW.
In. 10. Moro Yrep. Cratys Jltoasira BaH betxoseHa. 1929. Kapnosi Bapw.
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Tak, y mucteursi 1920-x — 1930-x pokiB
noeT nocrae Hacamnepes Ak 6opeup 3a
BCTAHOBJIEHHA COLaAbHOI CnpaBeaMBoOCTI. Y
ckynbntypi | KaBanepigze (1918, 1926),
O. Apxunenka (1939), y xusonuci (1928/29) i
CKYNbNTYPHOMY npoeKTi (1933)
®. KpnyeBCbKOro nepesaHo Hanpy>KeHun cTaH
3aHypeHocTi Kob63apa B TAXKi po3gymu npo
ApaMaTnyHy JileY[e) CeNIAHCTBA, npo
BaTbKiBLMHY. ¥ MOHYMEHTI, CNOPYAXEHOMY Yy
1935 poui B Xapkosi (ckysbntop M. MaHizsep,
apxitektop |. Jlanr6apa), T. LLleBueHKo ABNEHMM
y poni nigepa, AKMW BeAe YKPAiHCbKUA HapOA
A0 BU3BOJIEHHA.

Undpn HapogxenHs 25.02 Tta cmepri
26.02 T. WeBueHka (1814-1861) 36iratoTbcs i3
3aBEpPLUEHHAM MOro >KUTTEBOrO LMKAY Ta
BMXOJY Ha IHWWM PpiBeHb BWTKa cripani Ak
mogeni 6yTTa Ta CBITOOYAOBW. 3HAMEHHO, LO
yac cMepTi noeta — 6opua 3a ceobogy — 36ircs
3 NJ1IaHETapHOKO MOZAIERD COLLiyMY: CKaCyBaHHAM
KpinocHoro npaea B Pocincbki  iMnepii
(3.03.1861) Ta ckacyBaHHAM pabctBa B CLUA.
(Ykaz 6yno nignucaHo A. JIiHKONBHOM Yy
1862 pouji,  3akpinneHo B KoHctutywuii
19.06.1865).

tOBinerHi patmn Tapaca LeBueHka (100-
piyys Bif uvacy Bigxogy mnoeTa-npopoka i3
3eMHoOro >xuTta Ta 150-pivus Big vacy woro
HapoOAXXeHHs)  3biraeTbca 3 BIAKPUTTAM
nnaHeTapHoOro npoctopy enoxu HaykoBo-
TexHiYHoro nporpecy nwoacrea: 12.04.1961 —
nepwuin nonit y Kocmoc;, 1965 — Buxig y
HaBKOJ03eMHWM npocTip. Po3wnpeHHs
NPOCTOPOBO-YaCOBOI KapPTUHW CBITYy Biagbunoca
y BCix cdhepax niTepaTypy Ta MUCTELITBA.

Y napky Ogecn, wo HocuTb iM's Lles-
YeHKa, BCTaHOBWUAN [EeB'ATMETPOBUMA MOHY-
MEHT i3 OPOH3M Ha rpPaHITHOMY MOCTaMEHTI
(1966). Ckynbntopu: A. BinocToubkun,
O.CynpyH, apxitektop [.Tony3 (in.21).
[TaM'ATHMKN noeTamM 4acTo BCTAHOBJIOKOTLCA Y
npocTopi igeanbHoi npupoan. [Mapk Moxe
cnpurmatuncs sk obpas Paro, 6axkaHOl rapmMoHii
NIOANHW Ta NPUPOAN. XapakTep pyxy nocTaTi B
OAEeCbKOMY  MaM'ATHWKY  MNOB'A3aHMK i3
CUMBOIKOK CXOJ)KEHHA. Y LbOMY MOXHa

6aunTh 3B'A30K i3 MonepesHiMNU MOHYMeHTamMK
(ckynbntypa MaHizepa B Xapkosi, 1935).
M'epectan  BMKAMKAE acouiauii 3 KPyTUM
6eperom [JHinpa. Y 306paxkeHHi repos Ha
CMMBOAIYHIN  TOpi, fAK MocepeAHMKa MiX
3emneto i Hebom, 36epexeHO TpaguLiniHy
iepapxito. OcobamsicTio obpasy 1966 poky € Te,
wo LUleBueHko npeacTaBNeHWMA Yy  CTaHi
NMOETUYHOrO CMOrNAAaHHS.

Mpy CNPURHATTI 06PA30TBOPUOTO MUC-
TeyTBa MaucTpiB liBHiYHOro MpuyopHomMop's
BaX>/IMBa YCTaHOBKa Ha Micle CTBOPEHHS:
BiAKpUTE  CBITYy  MICTO-NOPT.  [TOKONIHHA
KOPOTKOI couianbHOI  "Bigivrn" HasmBanocs
"WwictaecATHUKaMM". XyJOXKHUKM, AKI nepexxnnmn
Tpareito BiHW i pajicTb MePeEMOrn Hag 3/10M,
AVIBUANCA Y CBIT 3 POMaHTUYHOK BIPOKO B
ManbyTHe. HanpukiHui 1950-x — noyatky 1960-
X POKIB PO3LIMPHOETLCA Aiana3oH XyAOXHbOT
CcnaawmHn. JpyKyroTbCca KHUXKKN Ta anbbomu 3
mucteutsa BizaHTii Ta [aBHboi Pyci-YkpaiHw.
Ana  rnagadviB - BIAKPWBAETbCA  XKMBOMUC
Mapusbkoi wkoan pgpyroi nososuHn XIX -
nouatky XX CT. Y nepeknagi BuWLLNQ MOHO-
rpadia [>xoHa Peanga "lctopia imnpecio-
Hi3my" (1959). Xapaktep enoxu Bigbuto y
TBOpax MancTpis Ogecun, npuceadeHnx obpasy
BE/IMKOTO  yKpaiHCcbkoro mnoeta. Hanbinbu
3HaYHI  >XXMBOMMUCHI  KOMMO3WLI  CTBOPUAU
M. Boxin, O. AumaHuyk, K. dinaTos.

Kaptyuia M. M. Boxia "Aymu moi,
aymu..." (1959-1960) (in. 2) i3 3ibpaHHA
HauioHanbHOro xyfo>XHbOro My3ero YkpaiHu €
OAHIED 3 HaWKpaWmux Yy  >KMBOMWUCHIM
LLleByeHkiaHi.

Mwuxanno Mwuxannosmud boxin (1911-
1990) HapoamBca B Mwukonaesi, B CiM'T
dopmyBanbHMKa-NMBapHMKa  Kopabnebyais-
Horo 3aBoay. Momep B Ogeci, Ae MelwkaB 3
1936 poky. [incHnin uneH Akaszemii MUCTeLTB
CPCP  He MaB 3aKiHYeHOI  cepeaHboOi
akagemivHoi ocsitn. Ha nouatky 1930-x pokis
FOHaK KiNbka pokiB HaBYaBCH B
MuKoNaiBCbKOMY XyAOXHbOMY TEXHIKYyMI, A€ B
1931/34 pokax Buknagas . K. KpainHes (1872—
1949), akun ctaB Woro BuuTenem. Xwutra
KparHeBa nos'sazaHe 3 Ogecoto, e B
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1883/90 pokax BiH HaBYyaBCA B MastOBabHil
LUKOAI, @ NicnA 3aKiHYeHHA Akagemii MucTeuTB y
Metepbyp3i (1898) i piyHOro BiApPAAXKEHHA A0
Mapwxa Buknagas. [lo toBineto 125-pivusa Big
AHA HapoaxeHHs LLleBueHka KpaiHeB Hanwvcas
XaHpoBi komMno3uuii: "OCTaHHIA AeHb XUTTA
WeBueHka" (1938), "Apy3i y xBoporo
LLleBuerka" (1939) [13, c. 2-7].

Buv3HauasbHe 3HayeHHA AnA PO3BUTKY
MasbOBHUYOro gapy Mwxanna Mwuxarnosunua,
dopmMyBaHHA  WMOro  34aTHOCTI  BTIIOBATK
NpVpOoAy B XMBOMUCHI 06pa3n Mano XyA0XKHE
cepepoBuie Opecn. "He uepe3 kapTuHu
BEJIMKUX XYAOXHWUKIB MOTPIOHO 6auntn XunTTA,
a BUNTUCA B HUX MOro bauntn', — cTBEpAKYBaB
Boxin [12, c. 2].

MacwrabHe nonotHo M. M. boxia "ymu
Moi, aymn.." (175x189) 3HauHe 3a BMCOKUM
AYWEBHVUM  NafioM | PIBHEM  XyAOXHbOIO
y3aranbHeHHd. Ha3Ba KkapTVHW Bignosigae
nporpamHum Bipwam Lllesuerka (1839, 1847).
TemMa MNOETUYHOTO HATXHEHHA MOE€AHaHa 3
XapaktepHum obpasom npupoan  YkpaiHw.
3akpyT [lHiNpa — TOYHO 3HaWAEHWA 3HaK
BaTtbkiBWMHM noeTa. Bucokuii Geper BUCTynae
NPVPOAHO OCHOBOIO, CBOEPIAHUM
n'eAectanom AN MOHYMeHTalbHOro MopTpeTa-
nam'aTHuka Kob63apesi. [pu cyBopomy Bigbopi
FOJIOBHOrO 3pOCTa€ 3HAYeHHA AeTani, LWo
HabyBae CMMBOJIIYHOTO XxapaKkTepy: ACKpaBi
KBITM 3namaHoro 6yaska, 306paxeHoro Ha
nepLoMy MaaHi, yocob/oTh YABAEHHS NPO
noponaxe 3no [17, c. 40; 12, c. 5].

AVHAMIYHA MEAUTALIA. Y kapTuHi
boxia LlleBuYeHKO nokasaHWM B eHeprinHoMmy
pycCi Hanepekip CTuXii BITPY, MO NIBOCTOPOHHIN
KOMMO3MUINHIN giaroHani. MoTtuB wWwnaxy -
OAWH i3 BaXMBUX Yy KyabTypi. Midonoertmka
WAAXY AK MOAeN MaHAPIBKN repos, NoAONaHHSA
HAM  BunpobyBaHb | Habytta v B
KOCMOTOHIYHOMY KO/, MpeACTaBieHa B KHU3I
[>xo3eda Kemnbena "The hero with a thousand
faces" [2]. Mogenb aAyxoBHOI MOAOPOXi
NnoknageHo B OCHOBY "BoxecTBeHHOI komegii"
[Oante (1321). laea goporu BupaxeHa B Midi npo
Opdes, wo HaamxHys K. B. [ntoka Ha cTBOpeHHS
onepn "Opden i Eepigika" (1762, y pepakuii I

bepnio3a — 1860). (3BepHeMO yBary Ha aatw).
x. Kynep nuvwe npo cumeoniam wasxy (i
MOB'A3aHOTO 3 HWMM pPyXy BHW3 i Bropy) ik
MO>/IMBOCTI MOAONAHHA 3eMHUX OOMeXeHb i
nepexoay Bif TeMpsABM A0 CBiT/a i cBoboau [3, c.
47].

Obpa3 noeta-¢inocoda, wWo unge B
komno3uyii |. Ixakesuua "I. Ckosopoga B
aoposi” (1894) (in. 7), y ABOCTOPOHHIX ecKi3ax
40 npoekty nam'atHuka T. I LLeBueHky (1933)
®. Kpnuescbkoro (in. 5, 6) cnpuinMaeTbca sk
BMpa3 AiANbHOI eHeprii XUTTA. Y ManabOBHU-
YOMy pO3B'A3aHHI TeMn "MuTeub i cBIT" Boxis
3anyyanu  Beawki  Tpariudi  goni.  Woro
"BetrxoBeH" (1967) — cynepeunnsuii, BeHTEX-
HWW, TakuW, LLO nepemarae CTpallHy Heayry,
3aBX/AM rOTOBUIA A0 PafoCTi TBOPEHHS, — UM He
CaM Le MUTeLb 3 KOro BCEMEPEMOXHOIO BipOHO
B XuUTTA (in. 9). TeHAiTHa rinouka B pykKax
My3MKaHTa — CUMBOJI BIYHOTO OHOBJIEHHSA
A>xepena HaTXHEHHA — MPUPOAW.

IkoHorpadia wWaAxXy Ta MCUXONOTIYHWUNA
cTaH "bypi # HaTucky" B KoMno3uuiax boxis
"Oymn  moi, aymn." i "berxoBeH" Mae
CMOPIAHEHICTb i3 306paxeHHAM beTxoBeHa y
KapTWHaxX HiMeLbKnUX XyAoXHMKIB: Kapa PoniHr
"WMoraHH BonbdraHr Tlete i Jlioasir BaH
betxoseH nig yac 3yctpivi B 1812 poui” (1887)
(in. 4); FOniyc Wmia "MporynsaHka betxoseHa Ha
npupoai” (1925) (in. 8). KaptnHa LWmiga i3
306paxeHHAM berxoBeHa Oyna BMKOpWCTaHa
fK obknagmHka Homepa «The Radio Times» Big
18 6epe3Ha 1927 poky. [ApamatnyHuin obpas
reHiabHOro KOMMO3MTOpa, fKWUWA TBOPWB Yy
nepiog MiX KAacUUM3MOM | POMaAHTU3MOM,
cTBOpMB XbtOro Yrep y cratyi "Jltoasir BaH
BetxoBeH" (1929, Kapnosi Bapw) (in. 10).

Tunax LeBueHka 6aM3bknin Ao obpasy
KapTuHn O®paHca lanca "€saHrenict Martsin"
(1625) 3 Opecbkoro My3ero 3axigHoro i cxigzHoro
mucteutsa (in. 11). Ha in. 12, 13, 15, 16
NpeaCTaBNE€HO  TUMOOTIYHY  CMOPIAHEHICTb
obpasiB LLeBueHKka 3 reHisMU KyabTypu KiHUA
XVII — nouatky XIX cToniTTa, AKi MokasaHi y
CTaHi HaTXHEHHOTO caMo3arnnbaeHHs.
XapakTep pyxy Topca, pakypcC ronosu, nornag
Kob3aps Bukavkae anwosii 3  obpasom
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BeTrxoBeHa 3 naptutypoto ans Missa Solemnis
(1820) [xo3eda Kapna LWrinepa (in. 14).
BorHsaHui nopwue LLleBueHka Ha kapTuHi boxis
6/13bKNA A0 CTaHy, nepegaHoro PogeHoMm Yy
CKy/ZbNTYPHMX NOPTPEeTax noeta i MMCbMeHHWKa
POMaHTM3My, MOAITMYHOro aisva ®OpaHuii B.
Moro (1802, 1808, 1988). loro (1802-1885):
"lepoiuHni 6toct Biktopa lMoro” (1890-Ti) (in.
14), "Morpyaas Biktopa lMoro” (1917) (in. 17). Y
Bibpauiax cBiTAa i TiHI BiAKPUTOI dakTypm
dpaHLy3bkni CKyIbMTOP-IMNPeCiOHICT
nepesaB pyX XUTTS.

KPUJA. Y kaptuhi "Aymn moi gymu.."

Boxin CTBOPUB MaJIbOBHUYO-MAACTUYHY

MeTadopy OKpPW/IEHOro MnoeTa, 34aTHOro
BiAipBaTMCA BiA 3€MAi Ta WMPATU NOAIGHO A0
ntaxa. [tax — o6pa3 gywi. "MocTathb LLleBUeHka B
NanbTo, LLIO PO3BMBAETLCA, < > CMPUINMAETLCA AK
BE/IMKMI 6inorpyauii YopHuin ntax”, — nucas .
[. WanowHwukos [17, c. 40]. ®irypa noeta
nokasaHa BWLLEe NeTHOHOro opJa, 306paxxeHoro

npaBopyu.

Tunonoria noprpera Tapaca LLleBueHKka. EBponencbKUii KOHTEKCT.

In. 11. ®paHc Fanc. €eaHrenict Matsin. 1625. M., o. 70x50. Opecbknin My3ei 3axigHoro i cxigHoro

MUCTeLTBa.

In. 12. CkynbnTop M. K. Knoar. Macka T.I. LUeBueHka. 1861. 24,6x20. OHXM.

In. 13. Tapac LleBueHko. ®oTo 1858.

In. 14. Jxo3ed Kapn WTinep. MNMopTper betxoBeHa 3 napTutypoto ans Missa Solemnis. 1820. I1., 0. 62x50.

byanHok betxoseHa, BOHH.

In. 15. T. lWeBueHko. AsTtonopTpert. 1857. 11, 0. 31,4x24,6. HMTLL, Kwis.
In. 16. M. boxi. «Jymun mMoi gymu...». PparMeHT.
In. 17. Ortoct PogeH. lepoiuHe norpyaas Biktopa MNoro. 1890-T1i. Mapmyp. 74,3x59,7.

In. 18. Ortoct PogeH. Morpyaas Biktopa MNoro. 1917. Manaw MNoyecHoro nerioHy, CaH-®paHumcko.
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O6pas3 Tapaca LeBueHka. Kpuna.

T

In. 19. Ankamen? l'epmec Mponinen (MpuBpaTHbIN). FepMa. V cT. 40 H. e. ApxeonoriyHmin my3eit Ctambyna.

In. 20. }O. CuHbkeBuy, A. DyxeHko, M. Ipuutok. MamaTHuk Tapacosi LWeBueHky. 1964 / 1971. Mupropoga.

In. 21. A. binoctoubkuin, O. CynpyH, apx. . Tonys. MNam'aTH1K Tapacosi LLleBueHky. 1966. BpoH3a, rpaHit. 9 m.
Ogeca, napk imeHi T.I. leBueHka. In. 22. M. Mogoneup, B. Cractok. Apx. B. KoBanbuyk. Mam'aTHuk Tapacosi
LLleBueHky. 1999. BpoH3a, rpaHit. m. PiBHe.

Al

In. 23. |. pevaHuk. Mam'aTHnk Tapacy LLeueHky. 2008. m. baky.
In. 24. O. Aumanuyk. Monit. 1960/67. MonoTtHo, Temnepa. 183,5x219. OHXM.
In. 25. O. KHazuk. Mam'aTHrk AgamoBi Miukesundy. 2004. BpoHsa, rpaHit. Ogeca

In. 26. K. B. ®inatos. T.I. LLleBueHko Ha 3acnaHHi. 1964. MonoTHO, onis.
In. 27. O. Aumanuyk. Tapac LeBueHko. [HinpoBceki gani. 1961. MonoTHo, onis. MpueaTtHa 36ipka
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XKueonucHui obpas acouiaTMBHO

B3a€MOAi€ 3 noetukoto LLleBueHka.
Hexali dymka, ak moli eopoH, / /limae ma kpsue,
A cepdeHbko conoeelikom / Lljebeye ma naade.
< >

Bupocna moeuna, / A Had Heto open YopHuii /
Cmoposkem nimae /
I npo Hei dobpum nrodsam / Kob3api cnisarome ...

YopHun  cunyetr  opary  Kobszaps
aCOLOETLCA i3 MOTYXXHUMMU Kpuaamu BILWOro
BOpPOHa uun opna. BOpoH — nocepeaHuK Mix
CBITAMW XMBUX Ta MePTBUX, NTax BEPXOBHOrO
CcKaHAanHaBcbkoro 6ora  OpgiHa. Open €
NPUHANEXHICTIO 3eBCa; Y XPUCTUAHCTBI — IBaHa
€BaHrenicta. B ob6pasi conoselika — cniBaka
NoboBi, WO KMBe  CcepueM, BUABJEHO
KapaioueHTpuaMm — 6azoBuin ana  dinocodii
"dinocodii cepua" Ykpainm (I C. CkoBoposa,
M. 4. Opkeswnu).

Po3kpwrBaroum BUEHHSA MPO Mi3HaHHSA ifew
y gianosi "®eap", MNnatoH nuwe nNpo 3Ha4eHHA
Kpwa: Kpway Bif NpUpOAW Hanbinblue
BJIACTMBO MiAHIMaTK BaXkke 3aBBULLKW, TyAu, A€
XwuBe pig 6oriB. 3 ycboro, Lo NoB'A3aHo 3 TiIOM,
Kpwaa Hanbinblue NpuyeTHi 4o 6oxxecTBeHHOro"
(Pepp. 246, d-e). [Jocnighnk  dinocodii
XyAO>XHbBOI TBOpYOCTI [actoH bawnap y apyriv
rnasi KHWKKM "T1OBITPA i Mpii: HapwWc yaBu pyxy"
(1938) 3ayBakye, WO OCKINIbKM HUXYe MO>XHa
MOACHWUTM TiNbkKM uYepe3 esuwe, TO "Ansa
AVNHaMIYHOI yABM MOJIT — NpoToTun Kpacu” [1,
c. 96].

Kpvna — ofuH i3 BaXavBUX CUMBOIB
NiTepaTypw Ta mucTeuTBa 3 KiHua 1950-x pokis.
Y 1958 poui HanuncaHnmi Bipw JliHn KocTeHko
"Kpuna". MeTtagopa kpunaToro noera — OCHoBa
MiGOMNOETUKN  CKYABMTYPHUX  MOHYMEHTIB,
npeacrasaeHnx Ha in. 20, 22, 23, 25.

Komno3sunuis "Aymum MOl Aymu.."
OyayeTbCA Ha TOHaNbHOMY KOHTPacTi YOpPHO-
6inoro opary Kob3aps i HacuueHoro
KONIbOPOBOrO 3ByYaHHA Mnensaxy. TMM camum,
NIOAMHA BUAINAETBCA 3 Npupoau. MpuxoByroun
PyKMn noeta nig TeMHUM nnawem, boxin
[OCArae ctaTyapHOIi MOHONITHOCTI HaniBdirypw.
BugineHa ToHoM 6ina nasma Copoukmn Haragye
bopMy aHTUYHOI TrepMn Y  CKYJAbMATYPHUX
obpa3zax 60riB, repoiB, rPOMaACbKNX AiadiB (.

19) Ta reHianbHUX XYyAOXHWKIB KAACULIU3MY.
[Jewo cnioleHe TpakTyBaHHA neur3axy Ta
O4Ary  NIAKPECNtOE  BUPA3HICTb  penbePHO
BWINJEHOT KOJIbOPOM | TOHOM FO/I0BU MoeTa-
Mucautena. XXnBornvcelb KOPWUCTYBaBCA He
TiIbKW NEH3/1eM, a I MacTUXIHOM.

Mig yac pobotn Hag obpa3om LLeBueHka
Boxin yBaxHO BMBYaB noro macky [11, c. 105]
(in. 12). Y pakypci ronoBv BUOKPEMAEHO BepX-
HFO YaCTUHY — "Kynon" Yona, Lo Ma€e TMNoAoriy-
Hy BIAMOBIAHICTb AO XapaKTepy cepeAHbOBIY-
HWX MPOMNOPLIN, Ae BEPXHA YacTMHa obamyus
CMMBOJIIYHO BignoBigana Heby (in. 3). Oui noeta
He BunucaHi: "lMoTpibHO nucatm He oui, a
nornsag”, — CTBePAXYBaB XYyAOXHWK. Y CTaHi
HaTXHeHHA repoi nepebyBae B HaANPUPOAHO-
My npocTopi. basoBy da3y "paketogpomy"” ans
HaraTtocTyniH4acToi pakeTn JyXOBHOrO NOAbOTY
MOXe rpatu npupoga. nagay € CBiAKOM
YYZAECHOrO CTaHy TBOPYOrO OCAAHHS.

MPOCTIP. CTBOpIOOYM  NOPTPETHUMN
o6pas LlleBueHka B nensaxi YkpaiHu, boxiu
cnigye ifel peHecaHCHOro rymaHismy, Je
ntoAnHa npeacTaB/ieHa AK BiHeLb
60>xecTBEHHOro TBOPIHHA. MOHYMeHTaNbHICTb
JOCATHYTAa 3@ PaxyHOK  KOHTPACTHOrO
3icTaBNeHHss noctati W ganen  (MuHaroum
cepezHin nnaH). Y BiAMIHHICTb Bif, KAHOHIYHOrO
ANA akaseMiuvHOI Tpaanuii nopTpeTa PeHecaHcy,
Ae ronosa 306paxkyBasacb y KOMMNO3ULiIMHOMY
LEeHTpI: Ha NiHil 3'€AHaHHA 3emMAi, Boan i Heba, —
y CniBBIAHOLWEHHI CTUXIN NPOCTOPY KapTUHU
Boxis pomiHye Hebo. lonoBy 306paxkeHo
BMCOKO Haj NiHIEKD TOPM30HTY. Y Takomy
TpakTyBaHHI BTIIEHO ManboOBHMYY MeTadopy
AYXOBHUX YCTPEMiHb NoeTa-XyAOXHMKa.

Ana 36amxeHHsA 3 peasbHUM NPOCTOPOM
XYAOXHWUK BUCyBae nocTtatb LlleBueHka go
rnagada, dpokycyroumcb Ha dparmeHTapHoOCTI. Y
CMINIMBOMY 3iCTaB/NEHHI MAaHIB BWKOPWUCTAHO
npuAoMm poboTn KiHoonepaTopa.
KinemaTtorpad BnavHyB Ha ob6pa3oTtBopue
mMucTeuTBo KiHuA 1950-x pokis. Y boxia 6yB
TaknMi 0COBUCTUIA JOCBIA: Y APYriA NMONOBUHI
1940-x - 1950-x pokax BIiH npauroBaB
obopmitoBavyeM B OAECbKOMY  KiHOTeatpi
"KotoBcbkunin". bansbknii gpyr pogmHn boxiis
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A. TopbeHko po3nosigae, wo Mwuxanno
MwuxanoBuy gyxe CepUO3HO CTaBMBCA A0
CTBOPEHHS adill: HaMaB HaTYPHUKIB i NiaTnB
iM rpoui "3i cBOET knweHi" [9, apk. 15].

Y cniBBiAHOLWEHHI repos i npoctopy B
KapTuHi "Aymun MOi aymu.." faBCA B3HaKW
AOCBig, poboTn boxia Hag MOHYMeHTanbHUMMU
MaHHO AAs  BIAHOB/AIEHOrO  3ali3HWYHOrO
Bok3any Ogecn (1952) [11, c.4]. 3a uaciB
aTei3My B apXiTeKTypi Ta Xwusonuci 36eperamcs
NPUHUMNK OPOPMIEHHS HTEpP'epy Xpamy: Ha

MiCLi  €BaHrenicTis  306paxyBanvcs  repoi.
PostawysaHHa tondo 3 obpasamun 3axMCHUKIB
micta "Congat" i "Mopsak" nig niscdeporo

Kynosna BOK3asy BW3HAUMAO CTaHOBWLLE JiHIT
rOPU30HTY HWX4YE 3a TOPCK repois, TOHaJIbHO
BUAINEHNX Ha TAi Heba.

KOJNIOPUT. ®irypa LLleByeHka BUHMKaE 3
AVNHAMIYHOI  KOAMIpPHOI CTWXii nonoTHa. Hibw
BUCBIYEHI  3cepeavHM  dapbu  3HaxoAATb
NpoCTOpOoBY rMMbMHY. Konoput, 3acHOBaHWI Ha
KOHTpPaCTi >XOBTO-ManeBoro, 30/10TUCTOro Heba
3 AckpaBMMU GiONETOBUMWN NASMaAMU BEANKUX
KBITiB ByAfAKa, BUKNNKAE BIfYYTTA ApaMaTUYHOI
Hanpyrn. Xmapu pobasaTb akTMBHUM MpPOCTIp
Heba. Pyx noTokiB MoBiTpsA, 60piHHA CBiTha i
CyBOPUX XMap, BWPaXeHO Yy CBOEPIAHIN
AEKOPaTUBHIA  paMi XONOAHOI ramu CUHbO-
bioneToBuX BIATIHKIB KONbOPY, BAACTUBIN 3eMi
Ta BOAl. YepBoHa niHIA 3axody COHUSA, WO
po3ainde BMCOKe HebO | 3eMmJo, BUKINKAE
acoujauii i3 BTINE€HHAM CTUXiT BOTHIO B akBapeni
T. lWeBueHka "Moxexa B cteny" (1848).

Manitpa bBoxia ckyna B MirMeHTax.
Xy[OXHMK PO3MOBIAaB, O OPIEHTYHOUMCh Ha
Benackeca, OKpiM YyopHOi  Ta 6inoi,
BMKOPWUCTOBYBaB  Jsvwe  4otupu  dapbu:
CTPOHLIiaHOBY >KOBTY, OXPY CBIiTNy, aHININCbKY
4YepBOHYy, kobanbT cuHin  [11, c. 6-7].
[JOCKOHafbHO BUMBYMBLUM X  MOXXJINBOCTI,

MaWUCTep AOCAraB KONOPUCTUYHOro baraTcTtsa.
MNMonoTtHa boxia He ">XXyxHyTb" Bi Yacy, TOMy LLO
BMKOPWUCTAHO Auwe aobpe CyMiCHI NMPUPOAHI
dapbu. HemoB "amxatoue", He 3aBaHTaxeHe
6apBMCTUM  WApPOM  MOJOTHO  CTBOPHOE
BPa>KE€HHA NerkocTi. XapakTep TpakTyBaHHA
CBIT/IONOBITPAHOrO  CepefoBULLa,  BilbHUN

Ma30K LWIMPOKOro neHsnsa boxia mae 3B'A30K 3i
CTUAICTUKOIO €BPOMENCHKOro iMMPECIOHI3MyY Ta
mogzepHy. Xusonuceup 6arato npautoBaB Ha

nneHepi, yBa>XHO BVBYaB KapTUHK
imapecioHictis 'y [AMOM, wmaB Benuky
6ibnioteky. [locTivHa poboTa Ha HaTypi,

CTBOPEHHSA €THOAIB Ja€ 3MOry AOCATTU EAHOCTI
6apBunCTOi MaTepii B 306paXKeHHi NOANHN Ta
CTUXiN CBITOBYA0BM.

30/I0TO. Hwusbka AiHIA TOPU3OHTY |
BMCOKe 3010Te HebO BMKAMKAKOTb anto3ii 3i
cniBBigHOWEHHAM "no3emy" Ta Heba B AaBHiX
ikoHax. 3HameHHO, wWo boxin maB 6arate
3ibpaHHAa 30n0TOGOHHMX iKOH XIX cToniTTA.
B3aeMuHM Nt0AMHM 3 NPOCTOPOM Y Pi3Hi enoxu
3MIHIOETbCA. TaK, y nepiog TeOoueHTpuU3My, B
CepesHbOBIYHIM IKOHI CBATUA | 3aMOBHWUK,
306paxkeHi Ha 30/10TOMY TAi, 3HaXOAATbCA B
ifeaNbHOMY CepefioBULLI, OCKIIbKM 3010TO
CcnpuMaeTbca fK cybnimauis 6HoxkecTBEHHOT
eHeprii (in. 3). Y mo3aiyi "€exapuctia’, fAka
po3TalloBaHa B LEHTpanbHii ancuai cobopy
Ceatoi Cooii KuiBcbkoi (nepwa nonosuHa Xl
CTONITTA), HEMAE 306paXkeHHsA 3eMi. AnocToNu
CTynaroTb MO 30/10TOMY Heby. Y kapTuHi "Aymu
Moi aymun.." obpas carouoro 3onotoro Heba
CTBOPEHO  HE  YMOBHUMM  CUMMBOJIYHUM
cnocobomM 30M04YEHHA POHY, a UyTTEBO-
KOHKPETHO MOBOH XMBOMUCY OJIELD.

Mpumitka. Take piweHHa npocTopy
BMKOPWUCTOBYETLCA B Cy4aCHOMY YKpPaiHCbKOMY

xumBonuci.  Hanpuknag, 'y  NOPTPETHUX
komnosuuiax M. [loHomapeHko  30/10TO
3aMpoBaf>XeHo AK MaTepian, WO Bigirpae
BaX>X/IMBY pPONb Yy CTBOPEHHI MOPTPETHOrO

o6pa3sy. Vloro BrkopuctaHHa y TBopi «CimMeitHi
PenikBii»  XyAOXHMLA MOACHIE Tak: «f
3BEpHyNacad [0 PUTYyaNbHOTO MPU3HAYEHHS
30/0Ta Ta Harajana npo MNEepPBUHHUK —
cakpasbHWUA  3MIiCT  MOPTPETIB i3 1Oro
BUKOpPUCTaHHAM» [14, c. 163].

Ak Hamu Byn0 3a3HaueHo BULLE, BEAUKe
3HaYeHHs Ans po3BUTKY TanaHTy boxoro mano
NOTy>XXHe MucTeupke cepegoBue Opecw.
TanaHOBUTI XyAOXHWKM 3barauyyBann OAMH
oAHoro. MoxHa NomiTUTV onocepeaKoBaHUA
BMJIMB Ha CTUJICTUKY KapTUHW akajemika boxis
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"Oymn Mol aymun.." BigkpuTTiB  ALMaHu4yKa
(KM He MaB no4yecHWXx 3BaHb). OnekcaHap
MaBnosmu AuymaHuyk (1923-1974) HapoanBscs,
xuB i nomep B Ogeci. ¥ 1947 poui, nicas
3aKiHYeHHA OAecbKoro XyAOXHbOro yUYnauLLa,
BIH 3aBepLlUMB aKaAeMiyHy OCBITY B |HCTUTYTI
imeHi |. FO. PeniHa (1953). Y 1960/67 Xxyao>XHWUK
npautoe Hag nporpaMHMM nosotHom “Tonit"
(1960/67), pe 3akoxaHi nokasaHi Hag YopHuM
MOpPeM Yy MPOCTOPi 30/0TOTO CBITaHKOBOTO
Heba (in. 24). BpaxeHHA Big4 TBOPYOCTI
AumaHuyka nposBuMaoCA y KapTuHi boxis: y
MaclTabHin nobyaoBi MPOCTOPY, y 30/J10TOMY
Kynoni 6e3kpanHboro Heba, y HabAVXKeHHI
NMepCcoHaxiB A0 MepLIoro "BeAnkoro naany", y
BMKOPWCTaHHI MPUMOMY KOHTpacTy MacwTtaby
BWAINIEHOI Ha NepLni naaH Girypm Jo nersaxy.

Y komnosuuii O. M. AymaHuyka "Tapac
LLeBueHko. AAHinpoBcbKi gani” (1961) (in. 27)

Kob3ap nokasaHum y CTaHi CTaTUYHOI
meauTauii. [lpupoga cnpuimMaeTbcad  AK
6oxxecTBeHHE TBOPIHHS, OAYXOTBOPEHa

NOETOM-XyAOXHMKOM. oAibHO A0 BTiNEHOrO
CNOBa, BOHa Nepejac CTaH Aianory AANHN 3
HeboM. Ha3Ba KkapTVHM BM3HA4ae igeto
XMBOMWCHOrO 06pa3ly YkpaiHu, ocniBaHOi

NoeToOM-Xy4O>XKHNKOM.
Aymu mot, dymu mot, / Bu mot €e0uH,
He kudalime xo4 su meHe / [Mpu nuxili 200UHL.
Mpunimatime, cusokpuni / Mot 2ony6°ama,
I3-3a AHinpa wupokozo /Y cmen no2ynsmu

Hexali dywi ko3ayskit / B YkpaiHi sumarome

Tam wupoko, mam eecesio / om Kparo 00 Kparo

Y npocTopi KapTVHW NaHye CTUXiA BOAM,
nepeaaroun 3pummii obpas: JHinpo wupokuti —
Mope. Bitep >xeHe xMapw, NoaibHi 40 xBUAb. Pyx
XMap, KOHTPaCTV CBiTAa W TiHi, BUpa3HWI cuayeT
A,03BO/IAIOTL NMepesaTy NiAHECEHUA AyLUeBHUN
CTaH noeta. €4HaHHA MOTYTHbOI PIYKM i nocTaTi
LLleBueHkKa, LLLO BUAINAETLCA BIANM CUYEeTOM Ha
TEMHO-CMHBOMY i, hae BiAUYyTTA
mMacwrtabHocTti.  [HiNnpo, AkoMy  BigAaHO
LEeHTpa/sbHe MicLue B KapTwuHi, rnsgay 6auntb
ounma Kob3aps —3 BMCOTU KpyHi. TaKUM YMHOM
pocaraetbca  edpekt nischepn. Komnosmuia
AumaHuyka 3 npuTaMaHHUM i "MpOCTOPOBMM
NPOPMBOM"  LIEHTPaNbHOI  YaCTUHM  Mae€

CTUAICTUYHWIA 3B'A30K KOMMO3uLisM Hapoko.
MalicTep 3aCTOCOBYE TOUKY 30pY 3 "OPJANHOrO

nonboTy", BAAcTUBY  MuUCTeuTBy  6apoko,
30kpema, kapTvHam  [litepa  bpewrens
My>KuLbKOTO.

Crunictka nonotHa K. B. ®inatoBa
(1926-2006) "T. I. LLleBueHko Ha 3acnaHHI"
(1964) (in. 26), fe NOET-XyAOXKHMK NOKa3aHWU 3
anbboMOM A/1A akBapesi y CynpoBOAi XN10M4nka
Ka3axa, fKWWA Tpa€e Ha coniayj, cropigHeHa 3
TBOpamu boxia Ta AumaHuyka i nigTBEpAXYE
nipnuHy AomiHaHTy o6pa3y LleBueHka y
TBOPYOCTi Xya0XHUKIB Ogecn 1960-x pokiB.

KomnosuuiiHe pileHHA  pO3rasHyTMX
XUBOMUCHUX MONOTEH, AK |  CKYy/JbNTYPHUX
Nam'ATHMKIB, OPIEHTOBaHE Ha CNPUNHATTA

repos B rnobanbHoMy npocTopi. MNaHopamHun
XapakTep nensaxy, XapakTepHWW Ana YkpaiHi,
npocnaeneHnin T. LLieBYeHKOM y MantoHKax Ta
akBapensax Kniscbkoi apxeonoriyHoi ekcneguuii
(1843), y cepii odopTiB "ManboBHMuYa YkpaiHa"
(1844).

BucHoBKW. [10 pOKOBWH HapoOAKeHHs Ta
cmepTi Tapaca LleByeHka B 0bpa3oTBOpUOMYy
mucteutsi Ogecn 60-x pokie XX cTonitta 6yno
CTBOPEHO 3Ha4YHi KapTUHI | NaM'ATHUKWN, B AKMX
BiJ06pakeHO XxpoHoTOn.

Po3wunpeHHs NPOCTOPOBO-4acoBOI
MOAeni CBITy enoxu HayKOBO-TEXHIYHOrO
nporpecy, NoAbOTIB Y KOCMOC BifobpaxkeHO B
noetunui 06pa3oTBOPYOro MUCTELTBA.

CraH TBOpYOro HaTxHeHHs LlleBueHka
BUPaXeHWN Yy AMHaMIYHIM |  CTaTU4HIn
MeAuTaLii: y MOTMBaxX LUAAXY Ta CMOrAsAaHHA.
KoHTpact 6ypxavBoro pyxy oirypy (MOTuB
WAAXy) Ta ABAEHMM B 0OOAMYUI  AyXOBHOTO
30CepeiXXeHHA Ja€E MOXAMBICTb BUCNOBUTU

BHYTPILLUHIO  eKCrnpecito  noeta  A3MKOM
nnactmkn. Y nitepatypi  (T. LLeBueHko,
1. KocTeHko), XKMBOMUCY (M. Boxiwn,
O. AumaHuyk, K ®inatoB),  CKyAbNTYpPHWX

MOHYMEHTax TOro yacy 3aCTOCOBaHO MOETUYHY
meTadopy Kpwa. 3a3HauMMO, WO B KapTUHaX
MOEAHAHO TOPU30OHTaNb 3EMHOro LNAXYy 3
AYXOBHOIO BEPTUKAJIO.

Hanaxnusiwy posib Bigirpae
NaHOPaMHUIA nen3ax-kapTuHa. Yepes cTumxii
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NPUPOAN  nepesaHo  MeTadi3nyHM  CTaH
HaTXHEHHsA noeTta. KamepHi nensaxi eTOAHOTO
xapakrepy 3MIHIOHOTbCSA MacwTabHUMmM
KapTUHHUMK obpa3zamu, B IKUX repor NOCTaE B
NPOCTOpPi BEAMYHOI Npupoaun. Y KapTUHax-
NaHHO BiAOYBA€ETbCA MOEAHAHHA CTAaHKOBOIO |
MOHYMEHTaNbHOro MucTelTBa. 306paxkyroun
LeBueHka Ha Bapiauii n'egectany Ak
peanbHOro naHawaodTy, XY AOXKHUKN-
>KMBOMWUCL 3aCTOCOBYHOTb MPOCTOPOBI MoAeni
CNPUNHATTA CKYbMTYPHOro Nam'aTHMKa.

Y komno3uuiax Tunosorii  "Moer i
npvpoaa" Bax/IMBMM € CMiBBIJHOLIEHHA Qirypu
3 NPOCTOPOM 3eMi, Boan, Heba. Xnsonuc mae

MOX/IMBICTb MaKCVMMa/ibHOrO YyTTEBO
NepeKoHNMBOro  "roXxBsaBfieHHA" repoa Yy
BUTNAAI BKIKOYEHHA WOro Yy Cy4yacHiCTb |

KOHKPeTHUI Kpaesug. HaTxHeHHs LleBueHka
nepeAaETbca He JvWwe B MOPTPeTi 4epes
nepeAady eMOLMHOroO CTaHy, a ¥ y AMHaMiLi
XMap, NOTOKIB BOA, CUMBOI3MI 3010TMX Hebec.
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THE POET AND NATURE: CHRONOTOPE
TARAS SHEVCHENKO IN THE ART OF ODESA
1960s. European context
The purpose of the article is to study the image of Taras Shevchenko in the art of Odesa in the 1960s.

The topic is considered in the context of the poetics of European romanticism: “The poet and nature".
Methodology. Historical-cultural, comparative, iconographic, iconological, and hermeneutic methods

are used.

Results. Based on the study of the content in terms of ideas, iconography, and style of Shevchenko's
image in the paintings of M. Bozhiy, A. Atsmanchuk, and K. Filatov, it is shown in the sculpture that the nature
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of the interpretation of Kobzar's image is related to the time and place of creation of works of fine art. The
beginning of the Space Age, that coincided with the anniversaries of the poet's death (1861) and the poet's
birth (1814), which were celebrated in 1961 and 1964, respectively, expanded the perception of Shevchenko's
personality in space and time.

On the basis of the created typological series, it was revealed that the iconography of the path and the
image of the inspired poet in the composition of Bozhiy is related to the image of Beethoven and Hugo in the
art of Germany and France. The syncretism of the metaphor of the winged poet in poetry, painting and
sculpture was revealed.

The lyrical dominant of Shevchenko's image in the creativity of Odesa artists of the 1960s is revealed. It
was clarified that the work on the plein air in parallel with the creation of the picture form in the workshop
made it possible to achieve the unity of the colorful matter in the image of Kobzar and the elements of creation.

The scientific novelty of the publication lies in the fact that it shows for the first time that the place
and historical time of the creation of the artistic image of Kobzar —the chronotope — is reflected in the visual
art of Odesa. The interrelationship of the system of poetic and pictorial images of M. Bozhiy's painting "My
thoughts, my thoughts..." with Shevchenko's poetry is studied.

It is clarified that the supernatural (metaphysical) state of Shevchenko's poetic inspiration is expressed
through the portrait and the natural environment of the panoramic landscape of his native land. The role of
the Odesa landscape school in the creation of Kobzar's lyrical image is investigated. The relationship between
the picture-panel and the sculptural monument is considered.

Practical meaning. The presented materials, their artistic and stylistic analysis and generalization can
be used in scientific studies dedicated to the image of T. Shevchenko in visual arts and literature.

Keywords: Ukraine; painting; sculpture; literature, art criticism, romanticism; time; space; M. Bozhiy;
A. Atzmanchuk; K. Filatov.
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Y/IK [391+051/
055.2](438.32)
»18/19»

LVMBANA 1. 1.

Jlesiscbka HayioHaneHa akademis Mmucmeyms, /lesis, YkpaiHa

MO/A B YKPATHCbKUX XXIHOUYMX YACOMUCAX
NIBHIYHOI AMEPUKMU 50-x - 60-x POKIB XX CT.:
®EHOMEH «BUWWNBAHUX BEYEPHWLLb»

DOI:10.30857/2617-
0272.2023.3.15.

Memoto Haykosol po3sidku cmano okpecieHHa ocobausocmeli hopMy8aHHS MOOHUX meHOeHYil ma
mpaHcasayil emHo mpaduyili 8 nybaikayisx NposiOHUX XIHOYUX XypHanis NisHidHol AMepuku enpodoex 50—
60-x pp. XX cm., Kopensyia esosoyil MoOU 8 KO yKpAiHCbKO20 XIHOYUMea 3 emHo MOoOO0 MOo204acHO!
PadsHcbkol YkpaitHu ma ca8imosumu MOOHUMU MeHOeHYisaMU.

Memodonozia pempocnekmugHo20 onucy ma KOMNApamugeHO20 aHAAi3y y Haykoeili po3eidyi
sukopucmada 015 susiefieHHs ocobiusocmeli hopMy8aHHS heHOMeHy «BULLILBAHUX 8eHepHULb» Came 8 KO
XiHoymea ykpaiHcokol diacnopu MigHidHOT AMepuku i came 3a805KU NOWUPEHHI Yepes XIHOY( 4aconucu.

Pe3ynemamu OJocnioxxeHHs 0arome 3Mo2y npocmexumu XpOHO/I02i0 nonysaspu3ayii ceHomeHy
«BULIUBAHUX 8EYEPHUUb» 8 YKpaiHCbkux 2pomadax MisHidHoi Amepuku y 50-60-x pp. XX cm., egostoyito emHo
MOOU ma cmuaicmuku aHcambie XIHO4Y020 002y, WO NONyJAsApuU3y8aaucs y XIHOYIl npeci, NpUuYUHU [
Hacnioku sAeuwa 8 nocmyni  ykpaiHcekoi Modu 8 Jdlacnopi ma 8use/leHHs JI0OKAJbHO20 mMa
3a2a/1bHOYKPaiHCbk020 KOHMekcmy. XKiHo4i yaconucu, SKi GKmueHO po3noY4asau c8or Ois/IbHICMb Yy KIHOYUX
nonimuyHux i 2pomadcekux ocepedkax [lisHiYHOT AMepuku y nogoeHHUL nepiod («KiHoyul caim», «KiHka y
csimi», «Hawe xumms», «[IpomiHb»), OKpiM NPOJ0BXKeHHS «nNiekaHHs Mpaduyili yKpaiHcbkol Kyaemypu»,
CManu 8axausum MalidaH4YUKOM NOWUPEHHS MOOHUX meHOeHYil ma nonyaspu3ayil Hogux 8isHb c8iMoeol
ma ykpaiHcekol emHo MoOU, CNpuAaU NosAsi Ma po3no8CHOOXEHHIO eHOMEHY «BUWIUBAHUX 8e4OPHULb»
(MOOHUX nokasis) y KO/ Npo2pecusHO20 yKPAaiHCbK020 XiHoYymeaa.

Haykoea HoeusHa po3siOku nosszae y esedeHHi 8 Haykosul o06ie heHOMeHY «8ULLIUBAHUX
geuepHUYb», YHIKA6HO20 A8UWA 8 cepedosulyl YKpaiHCbko20 xiHoymea [igHiuHOT AMepuku ma 8ax/augozo
Y popMyBaHHI yinicHoi modeni icmopii ykpaiHcbkoi emHo Moou.

MpakmuyHa 3Ha4yywjicme pobomu NoONA2AE Yy MOX/IUBOCMSAX BUKOPUCMAHHA pe3y/emamis
docnioxeHHs y hopMy8aHHI YiTICHOT KapMUHU po38UMKY YKpaiHCbKOl emHOo MOOU nic/IIB0EHHO20 Nepiody sk
8 diacnopi, mak i 8 PadsaHcekili YkpaiHi, maznocmu mpaHcaayit mpaduyiltiHozo ykpaiHCbko2o Mucmeymea 8
Cy4acHoMy ykpaiHcekoMy Ou3aliHi.

Knryosi cnoea: ykpaiHceka moda, emHo mModa, mpaduyiliHa 8uUWUBAHKA, MOOHI NOKA3u, XIHOYi
yaconucu [1igHiYHOT AMepuKU; BUWIUBAHI Be4YepHUYL.

Beryn. YkpaiHCbKi XiHO4i Yaconucu, Lo
Haby/ M LIMPOKOro PO3MOBCHAXKEHHS B YKpaiHi,
i B laanumHi 30Kpema, y nepiog MiX ABoma
cBiTOBUMK BiHaMmn («Hawa xaTta», «XiHoua
[0N19»), Y MOBOEHHWUW Nepioj CTanu MPOBIAHUM
3ac0bOM NPOAOBXEHHA CNAaBHUX TpPaAuLLin
NAeKaHHA KyAbTypu Ta TPaAWULiA YKPaiHCbKOro
>XXIHOLITBA 3@ OKEAHOM.

3okpeMa, ue «Hawe xutTa», «KiHounn
cBiT», «[lpoMiHb», «XiHKa Yy CBiTI» Ta iHUWI
nokanbHi BugaHHs CLUA Tta KaHaan. Okpim
NOMTUYHUX, NiTEePaTYPHUX Ta KPUTUUYHUX CTaTen
B 060B'a3koBux pybpukax daconucis, WO
nigTPUMYBaNnCs Pi3HOBEKTOPHUMM y
NONITUYHIV NAOLWMHI XIHOUMMM OpraHi3aLisMm

— Coto3oM YkpaiHok Amepukn, OpraHisadi€to
YkpaiHok KaHagn iMm. Onbru bacapab, Jliroto
YKpaiHcbkmx Katonmubkmx >XiHok Kanaaw, —
060B'A3KOBI Py6pPUKM NPO NaekaHHA HaPOAHUX
TpaAuLi Ta HOBI BiIAHHA MOAW.

BiaTak Ha wnanbTax NONyAAPHUX XKIHO-
UMX XXypHaniB, 3 ogHOro 6OKy, «niekarTbCs
CNaBHi yKpaiHCbKi Tpaauuii» i nybaikytoTbCs
3pa3ky  TPAAWULINHOI  BULIMBKU 3 PI3HUX
€THIYHUX KpaiB YKpaiHW, 3 iHWOoro — 3'ABns-
FOTbCA 3Pa3kKM MOAHUX >KIHOYMX aHcambnis
OAAry, AeKOPOBaHi BMLUMBKOI 3 HacTaHOBaMMU
WOAO MPUCTOCYBAaHHA HapOAHOro MUCTeLTBa
A0 aKTyanbHOI CBITOBOI MOAM.
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®eHomeH 36epiraHHs, KONeKLiOHYBaHHSA
Ta HOBALLiN Y KOHTEKCTI Npe3eHTaLlii BULLMBaHOK
AK MapKepa YKpaiHCbKOCTM Yy CepesoBuLLi
NiBHIYHOAMEPUKAHCLKOI  Alacnopu  Cnpusaaun
dopMyBaHHIO YHIKanbHoOro ABMLLA -
«BVLUMBAHUX BeYepPHMLb», TOBTO Mnpe3eHTaLii
aBTOPCbKMX BULLIMBAHOK Y FPOMagi, @ yKpaiHChKi
XKIHOUI yaconucum cTanm NOTY>XHUM
IHCTPYMEHTOM nonynsapu3sauii Lboro ABuLLa He
Avwe B KOAi  MiBHIYHOAMepPUKaHCbKOro
XKIHOLTBA, a U cepes yKpPaiHCbKUX XIHOK Yy CBITI
3aranom, Wwo i $opMye aKTyasibHICTb HALLOroO

focnigHuupbkoro  auckypcy.  UWe  oauH
BaX/MBMA  dakTop, WO  CAOHyKae Ao
KPUTUYHOrO  aHanisy LbOro  sBUWA B

yKpaiHCbKi rpomagi [iBHiYHOI Amepuky, —
Kopensuis akTyalbHUX TEHAEHLIN eTHO MOoAM
50-x-60-x 'y KOAi yKpaiHCbKOro >KiHOLTBa
Alacnopwu 3 TOro4acHUMM CBITOBMMW MOAHUMM
TEHAEHLIAMW eTHO MOAM Ta napanenbHUMu
npouecammn B PagaHcbKin YKpaiHi.

AHaniz nonepepHix pocnigxeHb. [1o
npobaemaTtunkm HapaTnBiB YKPaiHCbKMX
XIHOUMX YaconuciB, WO aKTyani3yBaaucs Ha
noyatky XX cT. i3 ¢$OPMyBaHHAM >KIHOUMX
NONITUYHWX, PENITINHNX | TPOMaACbKMX OpraHi-
3alii, CNiNOK Ta aKTMBHOMO >XIHOYOro Pyxy Yy
XX cT., 3BepTaroTbCA CbOrOAHI AOCAIAHUKM 3
Pi3HOBEKTOPHOro ¢oKyCy: iCTOPUYHOro, MNOoJi-
TUYHOrO, KYNbTyPONOriYHOro, MUCTELITBO3HAB-
yoro. ®opma | 3MICT XIHOUMX 4Yaconucis —
inroCTpalia BifoMoro «zeitgeist» — ayxy aobm,
BMMIpy 4acy B YCiX MOro nposBax —
NONITUYHOMY, KYNbTYPHOMY, MPOCBITHNLEKOMY,
i y NposBi MOAHWX TeHAeHUiX 3okpema. Chig
3ayBaXKMTW, LLLO JOCNIAXKEHHSA XIHOYOro pyxy Ta
ocobnmBocTen popMyBaHHSA HapaTMBIB NPOBIA-
HUX YKPAiHCbKOMOBHWX, MOJIbCbKOMOBHUX |
POCINCbKOMOBHMX  >XKIHOUMX 4YacoMUCIiB, LWO
aKTMBHO PO3BUBaNNCA B FaNnMumnHi y nepiog mix
JIBOMa CBITOBUMW BiNHaMW, AOCTaTHbO MOBHO
npeacTaB/ieHe B YKPAiHCbKIM HayKOBIN AyMmLuy,
3okpema nicna 1991 poky:  cycninbHO-
MWUCTELbKI XiHOUi yvaconncn («HoBa xaTa»);
ciMenHi («Jlaga», «Pycanka», «Quar», «XiHoua
AONS») Ta CYyCNiNbHO-NONITUYHI ANA GEMIHICTOK
(«XKiHoue gino», «XXiHounii ronoc», «XiHka») [1,

383]. Came uinboBa ayauTopif, Ha AKy
CKepOoBYyBaNnCA XIiHOUi Yaconucu, cdopmyBana
BUPasHi  TMnosoriyHi  rpynn  pybpwukauii
BiJOMOCTEM NPO MOAYy Ta MNpeACTaBAEHHA
MOAHWUX TEHAEHLM ANA «eniTapHoro» um
«TPajMLIMHOrO» CNoXWBaya, NpPo Lo CBig4aTb
HayKOBi  PpO3BigkM NpPO MoAy XPUCTUHM
Actanuesoi [1], /A3BiHkn Bobpobkano [9].
Bizomunin uvaconuc «Hosa xata», abo >xypHan
ANA IHTENIFeHTHOro XIiHOLUTBa cTaB 06'ekToM
UMCNEHHMX HaAyKOBMX PO3BIJOK, 30KpemMa B
KOHTEeKCTi  npobnematnky  nonynspusaii
HapOAHOro MUCTELTBa, HaPOAO3HABYMX CTYAIN
[10], MncTeubKnX LiHHICHMX OpieHTMPIB [9].

BigomMocCTi  Mpo  aKkTMBHY  AiANbHICTb
PeAaKTOPOK XIHOUMX MOAHMX YaconuciB Jligito
BypaumHcbky, Codito  KicuneBcbky,  LWO
MOYMHaNIM  CBOKO  aKTMBHY  FPOMAaACbKY
AIANbHICTE B YKpaiHi Ta nNpoAOBXyBanu B
Aiacnopi, NoAaroTb Y CBOIX HayKOBMX PO3BiAKax
FannHa Crenbmaluyk [20], Hatania JleBeHeLlb-
Korycbka [13; 14]. 3 uncneHHmx biorpadiuHmx
[AOBILOK  Ai3HAaemocs  nNpo  0cobamBoCTi
rPOMaACbKOI AiANbHOCTI, TPOMaACbKOI MO3umLii
BiJOMMX npeAcTaBHNULb YKpaiHCbKOro
XiHo4oro  pyxy. BaxaumBum  cermeHTOM,
30KpemMa, B KOHTeKCTI TArNOCTi HapaTuBsiB
XYpHaniB ANA XIiHOLTBA, BBaXKAEMO 3HAUYEHHS
aianpHocTi  OneHn  KucineBcbKoi, crnouvaTky
peAakTopKn ABOTUMXHEBMKA «XKiHoua agons»
(1926-1939) B Konomwi, gani — y KepiBHALTBI
CeitoBOi  dyHAauUil  YKpaiHCbKMX  XXIHOYMX
opraHisauii  (1948-1956) Tta nonynapu3auii
yaconucy «KiHoumn cBiT» (1950) y >XiHOYMX
konax lMiBHIYHOT AMepukm.

Nigisa bypaunHcbka, BifjOMa pegakTopka
XiHo4yoro yaconucy «Hosa xaTa» (1926-1939)
TaKOX  aKTMBHO  MPOAOBXWAA  MNJeKaHHA
HapOAHWX TPAANLI B CEPefOBULLI YKPAiHCbKOT
aiacnopn B T[liBHIYHIM  AmMepwumui, 30Kpema
pejaryroum BNpoAoB HaratbOx pokiB BigOMUIA
XiHounn yaconuc «Hawe >xwutra. Our life».
AKTMBHY  TPOMaACbKy  aisnbHictb  Jligii
BypaunHcbkoi BucBiTAnAa MNanavHa Ctenbmaluyk
y HaykoBi po3Bigui 1999 poky Ha wwnanbTax
Jani  NpOrpecuMBHOrO  XIHOYOro  Yaconucy
«Hawe xuntTa» Coto3y YkpaiHok AMepukn [20].
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3Ha4yHO MeHLIe HayKOBWX PO3BIiJOK
TOpKatTbCs NPObAEMaTKN TATAOCTU TPasnLin
XIHOUMX vaconucis y  giacnopi.  KiHoui
Yaconucu AK ckiajoBa YKpaiHCbKOI AiacnopHOI
nepioAvKN AOCAIAXYOTb ICTOPUKM, NOAITONOTN
Yy KOHTeKCTi 306epexeHHA Ta MJeKaHHA
HaLioHanbHOI igeHTu4YHoCTi [2]. TaHopamy
PO3BUTKY CTUAICTMKM TpadiuHMx O6KIafMHOK
XIHOUYMX YaconuciB MNiBHIYHOAMEPUKAHCHKOT
Aiacnopw, fKy dopmyBanv BifOMi yKpaiHCbKI
muTyi  CeBAtocnaB  lopauHCbkniK,  MUpOH
JNleBnuybkni, XpuctmHa Kyapuk ta 6arato iHwmx
YBIB Yy AWCKYPC YKPAIHCbKOI iAEHTUYHOCTI B
rpadivHomy AV3anHI Bacunb Kocis,
HaroNoLWyr4M Ha CiNbHUX Ta BIAMIHHUX pycax
B MOCTYNi YKPAIiHCbKOI >YpPHanbHOI rpadikv B
PagsaHcbkin Ykpaidi Ta giacnopi [11].

Okpemi  BIJOMOCTI  XPOHONOFIYHOroO
XapakTepy, o TOPKaTbCA 3MiHU
pefakTopCbKol NOAITUKN, diHaHCcyBaHHA

XIHOUMX >XXypHaniB, MOAATHCA Y HOBINENHUX
3BiTax AiacNoOpHMX XXIHOUMX opraHizauin: Cotosy
YkpaiHok Amepuku, Coro3y YkpaiHok KaHagw,
Jirn ykpaiHcbknx Katonmubkumx XiHok KaHagw,
CeitoBoro  ®opyMy  YKpaiHCbKUX  XKIHOYMX
opraHisauiv [3; 7; 11; 12].

MNo3a yBarow AOCNIAHWKIB 3aAUNLLINANCH
iMEHa aKTMBHMX AIAYOK >XIHOYOro pyxy Ta
noctyny >iHo4yoi mogmn Casenii CreuninH,
IBaHHK 3enbcbkoi, Kemne-MnaBywak Bipwu
NlaBpiBHM Ha nceBgo Bipa Ke, Credanii
Llerenbcbkoi Ha nceeao Jlaga, €BreHii Tpicky,
Codii KywHip, IpyHn MenbHuk-HOpuak Ta
6araTbox IHWMWX aBTOPOK, fAKi He auwe
3auikaBstoBanu ynTayoK AOTEMHUMMN
BIZOMOCTAMM NPO HOBaLii B YKPaiHCbKIN
XIHOYIN Mogi, UnTyBanu TPajgnLinHi BULLMBKM
Pi3HWX €THO palroHiB YKpaiHW, a h cdopmyBanm
B CepeAoBWLLi  YKPAiHCbKOrO  XIHOLTBA
BNacCTVBUA  Auvwe  MiBHIYHOAMePUKaHCbKIN
AiacrnopHi  KynbTypi GEHOMEH «BULUMBAHUX
BeYepHMLb». ECKi3W  CyKOHb-MepemMoXXHULb
«BULIMBAHUX BeYepHULb» nNybaikyBaanca B
KOXHOMY YMCAI TOFO YW [HWOrO >XIHOYOro
yaconucy BnpogosBxXx 50-60-x pp. XX cT,
CTBOPHOKOUM  KOHKYpPeHLito, a Bigtak |
«6bopoTbby» 3a NeplicTb UM KpeaTUBHICTB,

MOLUMPHOIOUN NMAEKAHHA HapOAHOro MUCTeLTBa
Ta TPaHCAALiIKO MOAHUX HaLiOHAaNbHUX TPaAMULLIn
B LUMPOKMX KONAxX YKPaAiHCbKOro AiaCMoOpPHOro
>XiHOUTBA.

Pesynbtatm pocnigxeHHa Ta  iX
obroBopeHHa. Pokyc Hawoi  HayKoBOI
PO3BiAKM - deHomeH «BULUNBAHWNX

BEYEPHULb», WO TPaHCAOBaBCA Ha LuManbTax
niBHIYHOaMepuKaHcbknx vaconmcis 50-x—60-x
pp. XX CT. 3 HAaroJI0COM Ha YHiKalbHOCTI LbOro
fBVLLA Ta KOpenAuilo 3 npouecamu B LLapuHI
€THO MOAW B TOTOYacCHIN PajAHCbKI YKpaiHi.

MoTuBauis 3BEPHEHHA A0 TPaAWULiIAHOT
BMLUMBAHKM B MOZHOMY OZAA3I YKPaiHCbKOro
XiHouTtBa [liBHIYHOI Amepukn Mana Aewo
IHWWI XapaKTep, aHi>XX HaCTaHOBWU pesaKTOpPOK
enitapHoro yaconucy «HoBoi xatn» Ans
YKpaiHCbKOro rajmubkoro XIiHouTBa
Mi>KBOEHHOTO NepioAy, fKi Manu Ha MeTi «HoWy
— 8unepmy nocmynom yusinizayii 3 cena —
3awinumu 8 IHMenireHMcekoMy mabopi»,
«npucnocobumu 0o MoOepHo20 8XXumky» [9].

ANA 4NCNEeHHOro XiHOUTBa YKPaiHCbKMX
rpomas, wWwo 3aebinbworo 6yayBanvcs Ha
3acafax AifNbHOCTI TOBapWUCTB MpW LiepKBax,
YKpaiHCbKMX Kiybax, BKpau Bax/JIMBUM CTano
yepes 36epiraHHA Ta KONEKLiOHYBaHHA BULINB-
KW, HapOAHWX CBATKOBMX CTPOIB, MOBCAKAEH-
HOrO OAAry BWABUTM CBOK  HaLiOHaNbHY
IAEHTUYHICTE Y MY/AbTUKYAbTYPHOMY Cepeao-
BuLwi AMepukn Ta KaHaaw.

Onbra ®depak, UNEHKUHA My3EMHOrO
KomiTeTy JTirm YkpaiHCbKNX KaTONNLbKMUX XIHOK
KaHaan, ocepeaky B EAMOHTOHI, go 25-niTTa
opraHisauii 3ragyBana: «Bce Takm XiHOUTBO
NPOAOBXYBaNO MNAEKAHHA JAeAKUX AINAHOK
HapOAHOI TBOPYOCTI, fIK BULIMBAHHA, NMUCaHHA
MMCaHOK Ha BennkaeHb | agekopyBaHHA NeunBa,
fIK Macka 4m Koposau. BoHn BuwwmBann tenep
peyi Ans CBOro BXWUTKY i npukpacy TyT. Koan
noctann B KaHaai  ykpaiHCbki  >XiHOuI
OopraHizauii, TO BOHM  B3OpyBaauca i
nigaep>XXyBann L0 AINSHKY | BAAWTOBYBaAn
Kypcu Ta BWCTaBKW, A€ BUCTaBAAAM peui,
npuBe3eHi 3 YkpaiHu | BXxe BupobaeHi B KaHag,.
B Ti npaui >XiHouyi opraHizauii 6arato
KOpWCTyBannca XypHaioM «HoBa xaTa», wWo
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Buxoams y JlbBoBi Big 1925 po 1939 poky i
filaBaB B30OpMW | 3pasky BULLIMBAHWX pedven 3
oAAary Ta npukpacu xatun» [23, c. 78-79].

BiaTtak, B OpraHisauii  naekaHHs
HaLiOHaNbHUX TPaauLi y NoByTOBO-3BNYAEBIN
Ky/IbTypi >XIHKW B HOBOMY COLliyMi 3BepTanunca
4O OAHOTO 3 MPOBIAHUX >XXIHOYMX YaCOMUCIB

MiDKBOEHHOrO nepiogy - «HoBoi xaTw».
YncneHHi HOBOCTBOPEHi >XiHOWI oOpraHi3auii
KONEKLIOHYIOTb  BUWMBAHKY,  GOPMYyHOTh

My3€eWHi €eKCno3uuii Ta IHILiOFTb BMCTaBKM
TPaAVLIVHOIO YKPAiHCbKOrO CTPOHD 3 Pi3HUX
YKPaiHCbKMX ~ €THO  pauoHiB 3  iAe€to
36epeXkeHHs BAACHOT IAEHTUYHOCTI.

LLle ao apyroi CBITOBOI BiiHW, Ha APYyroMy
3i3ai Coro3y YkpaiHok 1927 poky BucTynana
Casens CreunwmH: «TpuBory cepes yKpaiHOK
BUKAMKANO Oyno Te, WO Ha KaHaAiNCbKnx
BMCTaBax py4HMX poOBIT, WO opraHisyBanu
KeHeaien Tenai Kpedt Tlwuna, 3Haxoanamcb
YKPaiHCbKi BULUMBKW MNij BiAAIIOM POCINCbKNX
pyyHux pobit. Lito oninHito Coro3 YkpaiHok
nepebopoB i 31ikBigyBaB TMM, LLO OpraHisayis
novana 6paTh yyacTb y Takmx BCEKaHAAIMCbKMX
BMUCTaBax, Jarouu  LWoHankpauwi BubpaHi
BULLMBKW | TKAHUHW» [19].

Ak baummo, npobaemartnka CeNAHCbLKOro
Ta MiCbKOTO efliTapHOro B >KIHOYIN Mogi
FannumHm 20-30-x pp. 3aMiHIOETLCA B Cepeso-
BULLI  YKPaiHCbKOI  Alacnopn  MOBOEHHOTO
nepiogy npobaeMaTtMkor  HaLioHaNbHOro
Mapkepa Ta Kopensuii eTHOHaLiOHa/bHOro B
IHLLOMY COLIOKYNbTYPHOMY CepesoBULL.

Ha Jonomory YKpaiHCbKOMY
AlaCNOPHOMY XXIHOLTBY, He AuLLEe Y KOHTEKCTI
3B'A3Ky 3 Benukoro YkpaiHow, a 1 y noctyni
aKTMBHOTO TPOMAZACbKOTO XWUTTA Ta €CTeTUKM
nobyty CTBOPHOHOTHCA Ta aKTUBHO
NonNyAAPU3YOTLCSA XXIHOYI YacoMmUcK.

Ak 3ragye CrenaHia bybHtok, pesakTtopka
nposigHoro yaconucy Coto3y YkpaiHok KaHagu
y 80-x pp. XX c1.: «OpraHizauia YkpaiHOK
KaHagu nicns BeaeHHs BNPOAOBX POKIB CBOEN
OKpeMoi  CTOpiHkM B «HOBOMYy  wwaaxy»
3Baxxmnacs 1950 poky Ha CMIMBUIA KPOK i
novana BMAABaTU CBill BAACHWK  XXypHan
«XiHouunn cBiT» (nepwe uncno B ciyHi 1950)...

Benvke  npu3HaHHA  Hanexutb  MNepLum
peaakTopkaM — KanuHi KaHambi Jlasop i a-pui
HiHi CuHABCbKINM, BOHW X 60 noknanv nepuui
OCHOBM  WOAO 3MICTy W ajgMiHicTpayii
«XiHOYoro cBiTy», Aani A fAK HaCcAiAHWUUA
(CtenaHia bybHIOK) Ta 3a MHOK peaakTopka
flpocnaBa 3opuy WA BXe 6Hinbli-MeHL
yTOpOBaHWM LWAsxoM...» [3, 86]. Cepea 3aBaaHb
XypHany, NogibHO A0 racen XiHOYMX Yaconucis
MI>XKBOEHHOrO rMepiojy, aBTOpKa BKa3lye Ha
npoBigHy MeTy — «3b6epiratu | naekatu
YKpaiHCbKi KyNbTypHi LiHHOCTI B KaHagi» [3, 86].

3  nepwux HOMEPIB Yy  4acomwuci
bopmyeTbCa NocnigoBHa pybpuka «Buwmeka»,
Ae nybnikyroTbca Ha 3pa3ok «Hooi Xatm»
3pa3ku TPaANLINHNX BULLMBAHOK 3 Pi3HUX €THO
perioHiB  YkpaiHM Ta MojaroTbCA  ecKi3n
NPWUCTOCYBaHHA TPAAWLINHOI OPHAMEHTUKIN A0
MOZAHUX (POPM TOroYaCHOrO XKIHOYOro OAArY.
Ecki3m BnwmnBOK i KOCTHOMIB NpeacTasaanay 50-
X pp. IBaHHa 3enbcbka, a gani —y 60-x Bigoma —
AOCNIAHNLSA TPaAMLIMHOT YKPaATHCbKOT BULLIMBKMN
KatepuHa AHTOHOBMUY.

Py6pwkoro «YKpaiHCbKi BULUNBKN»
BiZ3HauaBCA 3 NepLInx pokiB CTBOpPeHH: (1944)
NPOBIAHWI XiHounn Yyaconuc Cotoly YkpaiHOk
Amepukn «Hawe >uTTa». ABTOPCTBO ecki3iB
MOZHMX BWULUMBAHOK Ha wWnanbTax «Haworo
XNTTA» NOTPebye OKPeMOro AOCAIAXEHHA. 3
noyatkoMm 50-x pybpwuKy intocTpyBann Bigomi
XIHKM-MUCTKMHI  — Kemne-lMnaBywak Bipa
NaBpiBHa Ha nceBgo Bipa Ke, Codis
Llerenbcbka Ha nceBao Jlaga Ta €BreHia Tpicka.
MpukmeTHO, wWwo Bia4 KiHua 1950-x pybpuka
«YKpaiHCbKi BUWMBKM» B yvaconuci «Hawe
XKUTTSA» 3aMiHIOETBCA CTOPIHKOMO «I3 BULLMBAHMX
BEUEPHULb>.

3BIAKM MOXOAUTb TEPMIH «BULUMBAHI
BeuepHuUi» (aHrn. «embroidery parties»,
«embroidered dancing parties») i B uyomy
nonsrae uer GeHOMEH cepes YKPaiHCbKOro
AiacnopHoro xiHourtea? «[okasu BMWNBAHOTO
BOpaHHA», «MogHi nokasu: Fashion Shows» —
MUTeLbKi akuii, npo Aki JoBigyemocs 3
YKPaiHCbKOI  XIHOYOI npecu Aiacnopu Ha
nouvatky 50-x pp. XX ct. Mpn yomy cBigomo
BMKOPWCTOBYEMO TEPMIH «BEYEPHWULi» a He
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«BEYOPHMULLI» 3riJHO BXMBAHOTO B YKPAiHCbKIl
AiacrnopHiv npeci AianekTy Ta MoBM nybikauin.

XiHoui rypTku, 30Kkpema cekLii BULLNBKMN,
B AAKWX CTaplue MOKOJIHHA 3HaBLiB-ManNCTPUHb
3 YKpaiHu HaB4aso CBifOMY yKpaiHCbKy MONOAb
B Aiacropi, cnpuuvHMAMCA  JO  noTpeb
penpeseHTaLii cBOiX 3400yTKiB y Trpomagi.
BiaTak nepuwi HenpodecinHi (CTMXiMHI) nokaswu
MOZHOrO BULLIMBAHOTO BOpaHHA NPOBOAATLCSA B
YKPAiHCbKUX — LEPKOBHUX  IHCTUTYUisX,  Je
bopmyeTbCA yKpaiHCbKka rpomMaga.

Tak, OAMH 3 HaWJaBHIWIMX MOKa3iB
MOAHWX BMLUMBAHOK B Aiacnopi 3adpikcoBaHWI B
XpOHikax Jlirv YKpaiHCbKMX KaTOANLbKNX XXIHOK
KaHagn 1951 poky sk «Fashion Show» npwu
kategpi C.. IBaHa B EgmoHTOHI (in. 1). Cepeg
opraHizatopok nokasy — Osnbra Cemuyk -
MaMCTPUHA HapOAHOI BULUMBKM Ta OpraHisa-
TOpPKa >XIHOYOro rypTka BULLMBKM MPU LEPKBI.

Mounnaroum 3 1953 poky vaconuc «Hawe
XUTTS» Ha CTOPIHUI «YKpaiHCbKi BULIMBKMN»
nepioAgnYHO Nyo6iKy€E CBITAMHN HAaPI3HOMaHIT-
HILUMX 3aCTOCyBaHb TPAAWULIMHMX BULLMBAHOK
A0 CYy4aCHOI MOAM Y XIHOUYMX rPOMagax Pi3HUX
KyTOUKiB  CBiTy, 30Kpema 3  OcepeakiB
ApreHTuHn, bpaswunii. Hazen MogHuXx nokasis
BMLUMBAHOK, afanToBaHWX O Cy4acHOi MoAaw,
AK | MOTMBALLiT B NEBHIl JIOKaNbHIW YKPaiHCbKIM
XIHOUI rpomMadgi, Pi3HATLCS, ane
nonynapusauis LbOro fABULLA Cepes YCbOro
AIaCMOPHOro XiHOLTBa 3a MOCEPeAHULTBOM
XIHOYOI NepioanKN CTae BCEOXOMHOK. Biatoai
MOYNHAETHCA CBOEpPigHe ABaALATMPIYHE
3MaraHHA  MiXX KIHOYMMW  OpraHisauismu,
rpoMajamm 3a MNepuwictb Yy MPOBEAEHHI
«BULUMBAHNX BEYEPHULb», OTPUMaHHI Npu3is,
nNpeMin i, 3BWYANHO, OTPMMAHHI HaMBULLOT
Haropoan — nyb6aikauii B XIHOUYMX Yaconmcax
«Hawwe xutra», «KiHounin cBiT», «[poMiHb» Ta
IHLIWX NOKaNbHUX BUAAHHSAX.

Mepwi «BUWMBaHI BeyepHUUi» (a came
KOHKYPC MOAHWX aHCaMbiB BEYIPHbOTO OAAry
3a BKa3aHOK Ha3BOW), WO Janu noyatok
3ara/lbHOMY  PO3MOBCIOJ)KEHHIO  ABMLIA B
MiBHIYHIN AMepuui, Bigbyancs B yKpaiHCbKIn
rpomagi Jlirn yKpaiHCbKMX KaTONMLbKUX XKIHOK
KaHagn (EamMoHTOH, npoBiHuisa AnbbepTa,

Kanaga). Micna ny6nikauii Bigomocteh npo
«EAMOHTOHCBKI BeyepHULi» B Yaconuci «Hawe
KUTTA» 1955 poKy cnocTepiraemo
MOXBaBNEHHA Ta  HaCNiAyBaHHA  MOAHWX
nokasiB, CBOEPIAHMA HaraTopiyHnK AiTONNUC
«BULUMBAHWX BeYEPHMLb» B >XIHOYIN npeci
MiBHiyHOT AMepukm (in. 2, 3).

MNMoka3n BULWMBAHOTO BOpaHHA OpraHiso-
BYBa/JIMCA 3@ 3Pa3kOM TOrOYaCHUX MOAHUX
nokasiB y MPOBIAHUX TOProBeNbHUX LEHTpaXx,
K, Hanpukaag, BigoMa KomnaHisa MagcoH3 ben
y KaHagi. OueBngHoO, opraHisalia nokasis npu
3anax YKpaiHCbKMX LlepKoB BUrifjana 3Ha4yHO
CKPOMHILLOIO, ane 3aLikaBNeHHA cepes yKpaiH-
CbKOI rpomMaan — BceoxornHe: «/lo KOHKypcy
cTaHyno 28 ocib i3 cykHAMM, ©Oaro3kamu i
anTaunm ybpannam» [17, c. 12]. Baxansumn y
nokasax 6yam KOMeHTapi 4O MoAenen, 30Kkpema
y nokasi 1955 p. B EAMOHTOHI HapopgHe
B6paHHA nosAcHioBana IpuHa MNaBavkoBcbka Ta
Onena ®Pepak, a cepes Xypi KOHKypcy -—
MOBaXHi UNEHW TPOMagN Ha 4OoAi 3 BiJOMUM
MUTLEM FOniaHom byumaHroKoM. Yci
npeacTaBAeHi MOAEeni >Xypi BWU3HAUMAU  AK
3pa3KoBi Ta He MPU3HAYMAN OKPEMUX HAaropoA,
HaTOMICTb IHGOpPMaLLiItO NPO MOAIO Ta CBITANHM
nybaikyBann OAHOYACHO B YCiX AiaCMOPHUX
XiHOYMX Yaconucax lMiBHIYHOT AMepukm.

Y BepecHi 1958 poky Ha wnanbTax
«Haworo xutta» BnepLue 3'ABASETbCA CTOPIHKA
3 Ha3Bok «BuwmBaHi BeuepHuui». Jonucy-
Bauka 3a nignucom J1. b. (MmosipHo, Jligis
BypauvHcbka) Bkasye: «llopa3s  uacTiwe
UMTAEMO MPO Taki iMnpe3n. B nonepesHbomy
4YMCAi NOAANN MU CBITAMHY Takoro rnokasy, o
Moro BnawTyBaB My3enHnn komitet Jlirn
YkpaiHcbkmx Katoanubkimx XIHOK B EAMOHTOHI.
Ha cBiTAnHI 6aumnm Mn ciMm MoAeniB XiHOUMX
CYKOHb, 3 IKMX KOXEH NPOAYMaHO 1 eCTETUYHO
NPUMIHEHO HapoAHtO BMWKBKY. CBITANHA Taka
BUMPa3Ha, WO 3apucu KPO, LIMPUHA W
xapakTtep B30py fobpe Big3HauyeTbcA...» [4, 13].
TakoX aBTOpKa y JOMWUCI 3ragye Mpo MOAIGHI
iMNpe3un, NpoBeAeHi B APreHTUHI, BKasyroun Ha
Ba>/IMBOCTI «MPUMIHEHHA»  TPaAULINHOI
BMLUMBKMN A0 Cy4acHoro BbpaHHs. [NposoBxye
Nigia  bypaunmHCbKa aHani3oM  «BULUMBAHWX
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BEYEPHMLb» Y JKIHOUMX oOcepeakax Coro3y
YKpaiHok B AMepuui: «Ta He TiNbKK YKpaiHKn B
KaHagi n ApreHTuHi, AbatoTb Npo Taki imnpesu.
AmMepuKkn

Coto3  YkpaiHok BX€e  [JaBHO

In. 2. Codis BTI/ILI,bKa B CYKHi-MepeMOXHML
KOHKypcy «BuwnBaHi BeuepHuLi», EAMOHTOH, 1955

HactynHi ceHteHuii Jligii bypaumHcbkoi
OKPeC/oroTb  HacTaHOBM UM BEKTOpM
nonynapusauii  deHomeHy «BULLNBAHWNX
BEUEPHMLb» Y PI3HUX KOJax YKPaiHCbKOro
XiHouTBa: «Lli moumHW BKasyoTb Ha Te, WO
nepernaj BULIMBAHOTO BOPaHHA KOHEYHUN y
KOXXHOMY HalloMy LeHTpi. Hawe >iHOUTBO
PO3BWMHYO CBill €CTETUYHMI 3MUCA HaCTINIbKW,
WO BMI€ OpyAyBaTV PiAHOI BULLUMBKOIO Ay>Ke
fobpe. Lle gonomarae Momy BUMPISHUTUCH 3-
nocepeg Macu. | nokasye Hawii Monogai ckapbm
HaLLOl HAPOAHbBOT KyNbTYpU, AKNX BOHA AOCI He
Mornaa nisHatn. Yn He BapTO 61 Npmsagymartmca
i IHWKM  HawuWMm  LeHTpaM Hag Takumu
iMnNpe3amun?... BUPI3HEHI CyKHi Tpeba KOHue

BNIALUTOBYE 1X, TINbKW, Ha >Ka/b, He NOAaB A0Ci Hi
ofHi€i ceitamHm! Y Bigaini 22 CYA B Yukaro
BMLUMBAHI BeYepHMLI BXe cTanu
TpaguuiviHmun...» [4, c. 13].

In. 3. I3 noka3y HapoaHoro B6paHHsa B EAMOHTOHI,
1955. Hawe xxumms, rpyaeHb, 1955. C. 5

3aKpinaoBatM  Ha  CBiTAMHI.  Tak  BOHM
3anpe3eHTyroTbCA YCIM  HalWMM  YuTavkam i
CBIAUNTUMYTb  MpPO  CMaK | TpaauLito
YKpaiHCbKOro XiHoursa» [4, 13].

BiaTak, 3 mouatkom 60-x Ha LWNanbTax
>KIHOYMX YaCOMMUCIB He AnLle «MPOMOHYHTHCA»
3pa3ky BULLMBOK ANA «MPUMIHEHHA» Y Cy4ac-
HOMY 0AA3i, @ K NybAiKytoTbCA CBITAVHW nepe-
MO>KHMLLb MOBaXXHMX KOHKYPCIB Ta eCKi3n Beuip-
HIX | MOBCAKAEHHMX CYKOHb. Y yaconuci «Hawe
XUTTA» aKTyani3yroTbCA 3aManbOBKM aHcaMbnis
XiHouoro ogary MuctkmHb Codii Lierenbcbkoi
(nceBpo Jlaja) Ta €BreHii Tpicky, fAKi. OKpim
BUCBITIEHHA TeMaTWKW aKTyalbHOI >XiHOYOI
mMogau, 6e3nocepefHbO MPOEKTYBaAW CTPOI Ta
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6panu yyactb y MOAHMX NoKa3zax. [MpuUMITHO, Lo
3aBXAW Mg CBITIMHAMW 4YX  3amabOBKaMu
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in. 6. Codin Ll,-éreanbKa (Naga). I3
BULLVBaHWUX BeyepHULpb. KapHaBanbHi
CyKkHi. Hawe xummas. TpyaeHb, 1962.
C. 21

Tak, NpeacTaBAAOUYN MOAENI NepeMoXx-
HULI BMWMBAHMX BeYepHMUb y Ywkaro Ta
[Oetpouti Ha nouatky 1961 (in.4), Codis
Llerenbcbka eckizye MOAHI Ha TOW Yac cuayeTu
XIHOYOrO BeYipHbLOro naaTTa  obasrayoro
cunyety 3 A3BOHMKOMOAIBHOW — pOpMOtO
CNiAHWLI, WO rapMOHI3yHOTbCA KOHTPACTHUMMU
NO€EAHAHHAMKW  axpomMatuyHoro 6Ginoro Ta
YOPHOTO TOHIB. Y MepLioMy NpuKnagi CTpiuku
YOPHOI BUWLUMBKW 3 APIGHUX MOTUBIB pPyX
pO3TalIOBYHOTLCA ABOMa CMyramu no nepegy
CyKHIi, NiAKPecaorun nnaBHi NiHii  cuayety

BKa3yBa/IMCA IMEHA NEPEMOXKHMLLb KOHKYPCIB Ta
aBTOPOK MOAHMX YbpaHb (in1. 4-6).
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JOHAOHT ¥ ORIALENSH
i ¥ TOPOHTI Thal Mapin Sonsomin 13 @nansesbiE

In. 5. Coq>|ﬂ Ll,ereanbKa (Nlaga). 13 BMWIMBaAHMX BEUYEPHULb.

Hawe xumms. BepeceHb, 1961. C. 21

I3 Bummsanux Bewepriy y Hitpofiri
VaacHHU B yuacHHKI, wo annanes ¥ BHIMBAHOMY BODPIHHI

In. 7. 13 BuwWmBaHmx BevepHuub y [itponti. Hawe xxumms.

YepseHb, 1961. C. 29

nnaTTa, a KOHTpacTHa nigTpumka 6inoro i
YOPHOTO MIATPUMYETLCA MOAHUM aKCecyapoMm —
AOBIMMKW  pykaBuykamu. Ha  KoHTpacti -
HacTynHa Mogenb 3 [eTpointa Oyayetbca Ha
NO€EAHAHHI OCHOBW MAATTA 3 BaXXKOro YOPHOro
WOBKY 3 LWMPOKUMU BinvMM  LWIMPOHOBUMM
pyKaBamu, BCISHUMMW BiIbHO pPO3TallOBaHWUMM
KBITKOBUMMW MOTUBaMU. TyT MOXEMO NpPOBECTH
npsamMi aHanorii 3 GopMOK Ta KPOEM Tpaau-
LiMHOrO YKPaiHCbKOro CTPOKO | BUKOPUCTAHHAM
BMLUMBKM He JiMWe B SKOCTI AeKOPaTMBHOIO
eNeMEeHTY, a N KOHCTPYKTMBHOTO.
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Hoea mMoga Ha nouatky 60-x AunKTye
BKOPOUYEHHA >XXIHOUMX CYKOHb A0 [JOBXWHU
koniHa (in. 5). MpwuTtaneHi X-nogibHi cunyetn
YiTKO OKPECNHOKOTHCA FOCTPUMM MPAMOKYTHUMM
un V-nogibHMmm Bupizamu, WO NiAKPeCrorTh
Kpi nnatTa. [pMMITHO, WO NpeacTaBAfouM
MOZENi BeYipHiX CYKOHb YKPaiHCbKMX >KIHOK 3
Pi3HMX KyTOuYKiB CBIiTy: JIOoHAOHa, TOpPOHTO,
®inagenbdii, Jlaga HaronowWye Ha NPOSABAEHHI
BMCOKOrO CMaky HalUMX XIHOK y 3aCTOCYBaHHi
BMLIMBKM. BuwmBKa y BKasaHWX npuknagax
BUCTYMa€e CBOEPIAHMM aKLEHTOM KPOHO MAaTTs,
PO3MEXOBYHOUM KOHCTPYKTUBHI  0COBAMBOCTI
pykaBiB, dopmun BuMpi3y, Tanii Towo. 3Biacm —
BMLUMBKA CTAaE He JMWe AeKOPaTUBHUM
eNeMEHTOM, WO Hacnigye dopmy, a W CTae
dopmoTBOpUOto. B okpemux Bunagkax Ha
noyatky 60-x y dopmax Ta cumayetax BeuipHiX
CYKOHb 3 «BULLMBAHWNX BEUEPHULb»
36epira€TbCad  KNACUUYHWUA  CUAyeT  AOBroro
naatTa 3  PIBHOMaHITHUMK  MoandikaLiamn
dopM BUMPpI3iB, AKI 03400HOHOTLCSA CMY>KKaMU
BULUIMBKW. TyT BMLIMBKA BUKOHYE BUKIHOYHO
AekopaTuBHY QyHKLItO (i11. 6).

Pegaktopy | pepaktopkm  MOAHMWX
Yyaconucie He 3abyBann Takox nybaikyeaTu
CNiNbHI  CBITAMHW 13 KOXHWUX MpOBeAeHUX
«BULUMBAHNX BEYEPHWULb», CTUMYNHOIOUN TaKUM
UMHOM aKTUBHY AifNIbHICTb | TBOPUICTb YKPaAIHOK
y rpomagi (in. 7).

HactynHuu BaxxamBuin Hanpsam nybaika-
Uil MOAHWNX CYKOHb 3 «BULLIMBAHUX BEYEPHULIb»
i3 HaMBiaganeHiWmMx MiXK coboto XKIHOUYUX
ocepepkiB  giacnopu  JloHaoHa, TOPOHTO,
dinagenbdii um byeHoc Anpeca — nparHeHHsA A0
36epexKeHHs YKPaiHCbKOI i4eHTUYHOCTI YCbOro
CBITOBOTO XIiHOLTBa 3a NOCEPEAHMLITBOM MOAM.

A Moga, npeacTaBieHa B aHcamMbasx-
NEePEMOXHULAX  «BULIMBAHWUX  BEUYEPHMULb»
iNtOCTpyBana  WOAEKaHy  3araibHOCBITOBY

3MiHY MOAHWX KPOIB, CUNYETIB, TKaHWH i AeKopy.
UlonpaBga Aekop 3aBXAW  iHCNipyBaBcA
YKpalHCbKOK HapOAHOK BULLNBKOHO.

Mpo BaXAMBICTb | LIHHICTb YKpPaiHCbKOI
BULLVBKW Y A€KOPi MOAHUX aHCaMbAiB XiHOYO-
ro oAAry B 3MaraHHAX «BULLIMBAHUX Beuep-
HULb» Nuwe y pybpuui «Moga wykae» €BreHis

Tpicka 1964 poky: «[1pnemMHo 6aumTn AK MONOAI
Hali >XIHKW 3MaratoTbCs Y NPUMIHEHHI HaLol
BMLUMBKW A0 CBOIX ToasneT. Hepa3 BMXOoAATb i3
TOro u4ygoBi Mogeni, wo moram 6 cmino
noka3aTuCb Ha MoKa3ax BEeJNKOro CBITY MOAW.
Ta, Ha Xanb, JEMOHCTPYEMO Lie BCE Yy CBOEMY
cepezgoBuLLi... LLlachneumii BUNagoK (a Avw Taki
A0MnomaratoTb) Mir 61 3BepHyTU yBary AiKorocb
BE/NMKOro | 3HaHOro TBOpUA MOAM Ha Hauw
OpHaMeHT... Cy4acHa Moga Mae barato
OpHaMeHTMKH, 3ano3nyeHoi 3i Cxody. Homy He
3acTynuTy ii 6aratcTBOM Hawwmx MoTuBiB? [ns
LbOro MaeMoO BCi JaHi — Kpacy, ysaBy, CMaK |
eneraHuito. Ta LLie 1 OKpeMy MiCito — 3HaNoOMMNTK
Hale OTO4YeHHs 3i ckapbamMu Haloi AaBHbLOI
KynbTypu» [22, ¢. 19].

TyT aBTOpKa CAYLIHO 3ayBaXky€ MEBHUMN
i30/1ALi0HI3M YKpaiHCbKOI MOAM B Aiacnopi, Wwo

obmexyeTbCs BY3bKUM cepesoBULLEM
YKPaiHCbKUX TFpOMaj B MYyAbTUKY/JbTYPHOMY
cepenoBuLL, BKa3ye Ha Ba>kJIMBICTb

HaLiOHaNbHUX MepLoAXepes, ane 3 iHLWOoro
60Ky — nponarye BBeAEHHA YKPaAIHCbKOI MOAM Y
3arajbHOCBITOBUA KOHTEKCT. | 3HOBY XX Takw,
MOZHI  Yaconmcu  yKpaiHCbKOro  >iHouTBa
CTaloTb NPOBIAHNKOM BKa3aHMWX NparHeHb.

1964 poky B uyaconuci «Hawe XuTta» y
pybpuui «YkpaiHCbka BMLUMBKa» MOUYMHAKOTH
ny6ikyBaTUCA 3pa3kn MOAENEN MOAHOTO OAArY
3a eTHO MOTUBaMW, CNPOEKTOBaHI B PaasHCbKil
YkpaiHi:  «B  YkpaiHi  wopa3  binbwe
BMNPOBaAXYIOTb Tenep BULLMBKY Yy LWOAEHHE
B6paHHA. Kono TOoro 3axogsatbCs OyAWHKM
MOAENiB, BULIMBAHI MOZeni NOABAAKOTLCA B
XypHanax. BugHo, o 3aMuayBaHHA
YKPaIHCbKOI  >XIHKW A0 CBOrO HapOAHbOro
MUCTELITBA CUAbHILWWE, AK pycnbikaLinHi 3axoan
Bnaan» [5, 17].

OaHVMK 3 nepLunx Ha wnanbT «HoBoro
XNTTA» 1964 poKy NOTPanAatoTb eCKi3n BiAOMOT
YKpaiHCbKOi MUCTKMHI JTroboBi MNMaH4YeHKo, fAka
1965 poky we npaytoBana y «AOCAIAHBO-
TEXHIYHIM WBENHIN pobiTHI y KneBi», a Takox
MoAeni, cnpoekToBaHi y KuiBcbkoMy 6yauHKY

mMozenen Ta  JIbBIBCbKOMY  MPOEKTHOMY
iHCTUTYTI.  BucokonpodeciiHunii  niaxia Ao
iHTepnpeTauii  TpaguLUINHOTO  YKpaiHCbKOro
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OAAry B Cy4aCHOMY oaA3i Au3aiHepamMu B
PagsHCbKiM  YKpaiHi  cnpuuMHMB Heabusike
3auikaBNEHHA XXIHOYOI rpomaju B giacrnopi
(in. 8-10). Y mogenax WOAEHHOIO AiTHbOTO
BbpaHHa JlroboBi lMaHueHko (in. 8), 30kpema,
CNOCTEPITaEMO NETKUA HEBUMYLLIEHUIN Niaxig,
«BKpanaeHb» CMyracToi BULLMBKM rnaagro, abo
X Mepexkn (Ha BMOIp) B OKpeCaeHHi MOAHUX

VBKAEH

In. 8. Mogeni noBcakaeHHOro
XiHouoro oasry JltoboBi MNMaHueHKo.
Hawe xxummas. JluneHb-cepneHb,
1965. C. 21

HarpyAHUx ¢opM Ta BMPI3iB NPOCTUX 3@ KPOEM
CyKOHb. ¥ nybnikoBaHWX Ha wWwnanbTax Hawozo

Xxummsa  npoekTax  KuiBcbkoro — 6yanHKy
MoJenen, 30Kpema YOPHOI BOBHAHOI CyKHI
(in. 9), MOZAHWUM cunyet «MPUHLeca»

apTVKYHOETLCA CMYrOK BULLMBKWM MO MOAONY
LEHTPasbHOrO MOAs  MAATTA, MOZAENHOHUN
AOMIHAHTY KOMMNO3MLi.

In. 9. 3nmoBsa cykHs,
3aMpoeKTOBaHa y
KviBcbkomMy ByanHKy
mogenen. Hawe
Xumms. XOBTeHb,

In. 10. Mogeni XXiHOUMX CYKOHb,
3aMpOEKTOBaHI JIbBIBCbKNMM
AnzariHepkamun M. MNaHoBoto Ta
0. Kaznmupcbkoto. Hawe xxumms.
TpaseHb, 1968. C. 17

1966. C. 17

KpeaTBHiCTb TBOPYOI AYMKM MpPOEKTaH-
TIB TaKOX MOAAra€e y nMpono3nuiax pi3Ho-
BapPiaHTHOCTI 3aCTOCYyBaHHA OpPHaMeHTaNbHWX
MOTUBIB: «BapaHAUNX PIXKOK», 3an03MYeHUX i3
TpaauuinHoro mucteutsa MNyuynbwmHy, abo X
KBITKOBOI OpHaMeHTUKM [loNTaBWMHU UK
reomeTpm3oBaHux «pyx» lMoginna. Y mogaensax
JIbBiBCbKOI  WIKOAW,  NpPeACTaBAeHUX  Ha
Wwnanbtax Hawoz2o xumms, 3a NPOEKTaMu
M. MaHoBoi Ta O. Kazumunpcbkoi (in. 10) mogHi
bopmMM  XIHOYOro nAaTTA KOPENroHTbCA 3
okepenammn  «boOpLLIBCbKOT  BULUMBAHKM» Ui
reoMeTpMYHUMU OPHaMEHTOM [yLyAbLMHW.

OcobanBoro Nogi€ro, fAka YM He BrepLue
NPOAEMOHCTPYBasa  CMiNbHICTb  TEHAEHLIN
PO3BUTKY eTHOMOAM i B PagaHCbKin YKpaiHi, i B
Aiacnopi, ctana Bigoma BcecBiTHA BucTaBka

EKCMNO 1967 poky B MoHpeani go crtonitTa
AepxaBHocTi  KaHagn, Je B pamkax
YKPaiHCbKOro TW>XXHA Oyno MpoBeAeHO HU3KY
nokasie MogHoro ogary. Lle Bigkpuno HoBy
CTOPIHKY B3aEMWH YKpaiHCbKOI Aiacnopu 3
Benukoto YkpaiHoto.

Ha wnanbTax «Haworo XKUTTH»,
«XiHoyoro  cBiTy», «[lpomeHa»  fAcKkpaBO
INFOCTPYHOTLCA 3400yTKM YKPAIHCbKMX XXIHOUYMX
OopraHizauin Ta 0cobnnMBo nokasn Mogeneun
MOZHOro oAAry 3 PafsaHCbKOT YKpaiHU B MeXax
«Ekcno 1967»: «lUlonHo Tenmep npuctynue
KviBcbknin  ByanHok MogeniB  f0O  Takoro
3aBfaHHA. Bnepwe sunposague Ha EKCI10O-67
y MoHTpeani cTunizoBaHe yKkpaiHCbke BOpaHHS.
Hag HuM npauroBanu ykpaiHCbKi MUCTUi |
MOAeNbeEpPW, 4vepnatoum 3 baraTtoi ckapbHuu
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yKpaiHcbkoro ogary. IM nowactvno nogatu
cnpaBai pisHOMaHITHy KapTuHy. [Jobpe 6yno,
Konm 6 ue CTano MOCTINHWMM  3aBAaHHAM

In. 11. 3 BuwwmeaHunx BeuepHuub 63 Bigainy CYA'y
[OetponTi. EkpaH, pik VIII. TpyaeHb, 1968

ByaunHkiB mMogeniB, a He TibKM ANA NoKasy
nepeg ykpaiHuamun Kanagu» [6, c. 17].

In. 12. BnyCKHl/lu,i «PigHoT Wwkoam», KnisneHa,
1968. EkpaH, pik VI, uncno 39-40. TpaBeHb-
cepneHb, 1968

—

In. 13. OciHHilt 6an «BuwmBaHi BeyepHuLi», 1 ﬂMCTOHaAa_1969 p. LlepkBa CB. IBaHa, EAMOHTOH.
lMpomiHe, pik X|, cepneHb-BepeceHs, 1970, uncno 8-9. C. 23

Ane B nybnikauifix, NPUCBAYEHUX
BWUCBIT/IEHHIO  BXe  BIAOMWX  «BULUMBAHMX
BEYEPHMLIb», 3'ABNAIOTLCA HATAKWN Ha CBOEPIAHY
MEHLLOBApPTICTb Takmx nokasis y
3aralbHOHaLOHaNbHOMY Ta MiXHapOAHOMY
anckypci: «Pik 1967 6yB BUHATKOBUM AN Hac,
XuByunx y KaHagi. 36irnvcs B HooMy pivHULI i
CBATKYBaHHA ocobami. Cronitta  KaHagw,
CaiTOBa BMCTaBKa 3 yKPaiHCbKUM TUXHeM, [eHb
MOJIOAI Ta CBITOBUI KOHIPecC BiIbHMX YKpPaiHLiB.
Yci ui nogii abcopbyBanu yBary Halloro
rPOMajAHCTBA CW/bHIiLLE, TOMY HEMOB Y TiHi
3a/MWNANCA MeHWi 3a PO3MIPOM Ta 3acAarom
MicLieBi  iMMApe3n.. N0o3a  BWCTAaBKOK |
KOHL,epTamu nokas MOZEpPHOI  Houwi,
NpUKpaLleHol BULWKMBKOLO...» [24, c. 17].

Jdo kiHua 60-x pp. >XiHoui yaconucm
MiBHIYHOI AMEPUKN PACHIOTb MNOBIAOMAEHHAMMN
NpO  «BULWIWBAHI BEYEPHULI» Yy KOXHOMY
JIOKaNbHOMY OcepeaKy YKpalHCbKOI rpomaamn
(in. 11), ane 3 noyatkom 70-x pp. cnocTepiraemo
TEeHAEHUii A0 neBHOI HiBeAsAuii BKa3aHOro
bEHOMEHY Yy KOHTEKCTi rnobanizauimHUX MOAHMX
TeHAeHUINn. Micue «BULWIMBAHWUX BeYEPHULb»
nepebupatoTb MixKHapoaHi «Fashion shows», ski
YMOX/IMB/IIOROTb BBEAEHHA MOAHMX YKPATHCbKIMX
BULUMBAHOK Y KOHTEKCT «BCe3arasbHOi», CBITOBOI
Moan. O60B'A3KOBMMI 3a/IMLLAIOTLCA IOKa/bHI
BeUipHi «bani» Ha 3pa3ok  «BULIMBAHWUX
BEUEPHWLIb» Y JIOKaJIbHUX OCepesKax KypciB
«PigHOT wWwKonm», BennkoaHix um PizaBaHUX
npuiHATb Ta OciHHiX banis (in. 12, 13).
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MpoBiAHI MWCTKWHI, WO BWCBITAHOBAAN
yKpaiHCbKy MOZy B 4aconucax, 3okpema lpuHa
MenbHuk-HOpuak, y KiHui 60-x HamararoTbca
Aani nponaryBaTh «BULUMBaHI BeYepHULI» Ha
WnanbTax «Haworo XuTra», MOAHI Nokasu Aani
IHCNIPYHOTb  aKTMBHY YKPaiHCbKy MONOAb Y
Aiacnopi, ane  ¢deHomeH «BULLMBAHNX
BEYEPHMLb» MOYMHAE BTPayaTu KpeaTUBHICTb.
TpaauuiiHa BULWMBKA AK FNMOMHHE aAXepeno
iHCMipauin Ta TBOPYMX iHTepnpeTauin Aans

MUTLIB  MOYMHAE  Habupatn  xapaktepy
WwabnoHHOro  OyKBa/NbHOTO  LWUTYBaHHA Yy
dopmax MOBCAKAEHHOrO UM  CBATKOBOrO

XiHo4oro ogdAry. lNMy6aikauii XX Npo «BULWKMBaHI
BEUEpPHULi» B  AiaCMOPHUX Yaconmucax 3
KpeaTMBHOIro nocryny nonynapusadii
YKPaiHCbKOCTI Yy MOAiI MNepeTBOPHOIOTLCA Ha
nepeciyHi dikcauii KONitoBaHHA «BULUNBAHKMW».
Ule oaHum dakTopomM neBHOI HiBenAuil
bEeHOMEHY  «BULUMBAHWUX  BEYEPHULb» Y
Alacnopi cTanu couianbHi Npouecy AOMIHAHTH
MYIbTUKYAbTYPHOI ileHTUYHOCTI y CnonyyeHmnx
LLtatax Amepukn Ta Kanag,i.

Tak, 3i 3BiTy 25-T poOKiB AiANbHOCTI
Coro3y ykpaiHok B KaHaai B EAMOHTOHCbKOMY
ocepeaky npwu uepksi Ceatoro |BaHa
Ai3HaemocA, Wwo 3 10-Tm nNpoBefeHUX OCIHHIX
6aniB y rpomagi yKkpaiHCbKMM NPUCBAYEHO JBa:
«[Tepwi gBa 6ani (1965, 1966) poky 6yam
36araveHi Pi3HOBMAHOO YKpaiHCbKOO
TemaTtmkoro. B 1967 poui... Komiter Bupiwmns
OCiHHI 6ani iHTepHauioHanisyBatu... Jaa ycnixy
MaMbyTHIX pPOKIB BUPILIEHO B/ALLITOBYBATU
raBauCbKi, HiMeLbKi, iITanincbki, GpaHLy3bKi Ta
iHTepHaLuioHanbHi H6ani 3 BigNOBIAHUM AeKOpY-
BaHHAM, CTpaBaMu, My3MKO, po3Baramu Ta
KocTromamu, Wwob yce ue 36aravyBano Haio-
Ha/JIbHWIA HaCTPil JaHOro Beyopa» [24, 24].

OTxe, HaBiTb B YKpPaiHCbKUX TpoMagax
npu ykKpaiHcbkux uUepkBax y 70-x  pp.
yKpaiHCbka  TemMaTuka BXe He  byna
NpiOpUTETHOK.  YKpaiHCbKOMY  couiymy B
MYIbTUKYAbTYPHOMY AEMOKpPaTUUYHOMY
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TSYMBALA L.
Lviv National Academy of Arts, Lviv, Ukraine

FASHION IN UKRAINIAN WOMEN'S PRESS OF NORTH AMERICA
IN THE 50'S - 60'S: THE PHENOMENON OF "EMBROIDERY PARTIES"

Purpose of the scientific research is related to the features of fashion trends and the translation of ethnic
traditions in the publications of leading women's magazines in North America during the 50s and 60s., correlation
of diaspora women'’s fashion with the ethno-fashion in Soviet Ukraine and world fashion trends especially.

Methodology of the research has been based on the historical, analytical methods. The method of
retrospective description and comparative analysis is use in case to identify the peculiarities of the phenomenon of
“embroidery parties" within the women'’s culture of the Ukrainian diaspora in North America and precisely due to its
distribution through women's magazines.

Results of the study trace the chronology of popularization of the phenomenon of "embroidery parties" in
the Ukrainian communities of North America in the 50s and 60s., the evolution of ethnic fashion and the style of
women's clothing ensembles, published in the women's press, the causes and consequences of the phenomenon in
the Ukrainian diaspora’s fashion and its identification in the local and all-Ukrainian context. Women's magazines,
which began their activities in women's political and social centers of North America in the post-war period
("Women's World", "Woman in the World", "Our Life", "Promin"), in addition to continuing the "nurturing traditions
of Ukrainian culture", became an important platform for the spread of new fashion trends and popularization of
Ukrainian ethno-fashion, contributed to the the phenomenon of "embroidery parties " (fashion shows) within the
Ukrainian women'’s organizations.

Scientific novelty. For the first time, the study reveals the embroidery parties, popularized in the women'’s
magazines of North America in the 50-60-s as a phenomenon, unique to North American culture, but creative to all
Ukrainian Ethnic Fashion discourse.

Practical significance of research lies in the possibilities of using the results in the comprehensive vision of
Ukrainian ethnic fashion of the post-war period both in the diaspora and in Soviet Ukraine, the continuity of
broadcasts of traditional Ukrainian Art in modern Ukrainian design.

Keywords: Ukrainian fashion; ethnic fashion; traditional embroidery; fashion shows; women's magazines of
North America; embroidery parties.
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Xapkiscoka depxasHa akademis dusaliHy | mucmeyms, Xapkis, YkpaiHa

®JIOPUCTUYHA KOMMNO3ULLIAA B KUTANCbKOMY
OBPA3OTBOPYOMY MUCTELLTBI AOBU LIH (1644-1912)

DOI:10.30857/2617-
0272.2023.3.16.

Mema cmammi nonfzae y 8ucgimaeHHi (CMOPUKO-KYbMYypHO20 nidpyHMA y HOPMYBaHHI
daopucmuyHux komno3uyil, ix micys y XaHposo-sudosili cucmemi kumalicekozo 06pa3OMeBOPHO20
mucmeymea 006u LiH; 8uU3Ha4eHH( ix koMno3uyiliHux mModenel ma xy0oxHIil ocobiusocmed.

Pe3ynbmamu. Po32i15Hymo wupoke K00 MUucmeybkux meopig 3 nposioHux myseli KHP ma YkpaiHu,
sudileHo mi mucmeyski 2ay3i, SKi CMAau OCHOBHUMU O/ pO3pobku hopucmuyHUX koMnosuyiti ma ix
nodanswiol adanmayii 8 iIHWUX 8UOAx Ma XaHpax Mucmeymesa, 8usHa4yeHo nposioHux maticmpis. lMokasaHo
3apodku ma po3sumok gopucmuyHol komnosuyil 8id yacie ouHacmii TaH (618-907) do enoxu LliH (1644-
1912), i po3ksim ma OCHOBHI munu, Wo CKAAAUCs 3a 4acie npaesiHHsA iMnepamopa LaHeayHa (1736-1795).
BusienieHi penpeseHmamueHi 3pasku po32/isHymo 8 WUpPOKOMY KOHmekcmi penieliHux mpaduyid, noaimuku
MAHbYXYpCbkol QuHacmii, Kysaemypu niOHOWeHb [ npo2pamu KoJsekyioHy8aHHs pidkocmell. BcmaHoeneHo
38'A30K BUOKpeM/IeHHSI (h/IOpUCMUYHO20 HAMIOPMOPMY 8 OKpeMull XaHp 3 po38UMKOM cadisHuymeda ma
meHOeHyil iHmepiopusayii nelisaxy. MiOkpecneHo, wo He3anexHo 8i0 muny KomMnosuyii ma mipu docmo-
gipHocmi y nepedadyi 306paxxysHUX npedMemis, HAMHOPMOpM (3 keimamu 3asou Hece 0obpo3uyausul 3micm.

Haykoea Hosu3Ha. BuzHaueHo ocobusocmi hopmMysaHHs ghaopucmuyHol KoMno3uyii\ sk pesysemamy
(Hmepiopu3sayil nelizaxy, it 080MIpHI Ma MpeoxsUMIpHI pi3Hosudu — 8i0 cysoro 00 WUpMU Mma mMucmeymaa
Penjing i dexopamusHux KoMno3uyili.

lMpakmuyHa 3Ha4vyuwjicme pesy1bmamis 0OCIOXeHHsA NOJA2AE 8 MOX/AUBOCMI IX BUKOPUCMAHHS 8
po3pobuyi dusaliHepcokux ma XyOOXHIX pillieHb, y AKOCMi KOHYenmyaabHol 0cHo8u 0151 po3pobku 8(0N0B8IOHUX
Ha@euabHUX Kypcis, My3eliHux ekcno3uyiti, oopMy8aHHs 3a2a/ibHOL KapmuHU e8oIroyil XXUBONUCHUX XaHpie y

kaacuyHomy Kumat.

Knroyosi cnoea: mucmeymeo dobu LliH; propucmuyHa KoMnosuyis; HamwopMopm; XaHp «Keimu ma
nmaxu»; «k8imu y 8asi»; «kaimu y 20puwiuky»; Penjing; mucmeymeo Kumaro; ceMaHmuka keimis; kumatdiceka

Kepamika.

Bcryn. [llpouecn iHagycTpianizauii  Ta
nos’'sA3aHa 3 HUMK ypbaHi3auia KynbTypu 3aroct-
puan Npobaemn CTOCYHKIB NFOAMHN Ta MPUPOAM,
CTain iMMNYAbCOM AO PO3BUTKY €KOJOTIYHUX
HaNpPAMKIB y Pi3HMX cdepax NHOACbKOT Aifb-
HOCTI. Yce ue cdopmyBaso NonNuT Ha MUCTELLbKI
dopmu, nos'A3aHi 3 obpazamu NPUPOAHOro
cepegoBuLla. AKTyanidyBaBCa Mensax AK >KaHp
XMBOMUCY, MUCTELTBO cagy, MONyAApHOCTI
Habynn ANOHCbKI GOpPMM KOMMO3UL,ii 3 POC/IVH
(ikebaHa, 60Hcan). XyAOXHWKW, AM3alHepw,
MWCTELTBO3HaBL,, KyNbTypOJIOrM 3BepTaroThCA
A0 CXIAHOA3INCbKMX MUCTELbKMX NPaKTUK, Noby-
AOBaHMX Ha Aiano3i 3 MpUPOAOHD | BOAHOYAC
CYMICHMX i3 0COBAMBOCTAMM  XKMTTEBOrO
NPOCTOpPY B Cy4aCHOMY MICTi.

Apyrym Baxaneum GakTopom 3BEpPHEHHSA
A0 Ob6paHoi TeMW CTanu 1 TEHAEHLIT MoLlyky
MIXKKY/IbTYPHOrO (i, 30Kpema, MWCTeLbKOro)
Aianory, i B 3a3HayeHOMy cCeHCi GNOPUCTUYHI

KOMMO3WLii € TUM YHIBEPCalbHUM MOTUBOM,
AKWIA (NOMpW pO3MaiTTA BapiaHTiB) MPOCTEXYE-
TbCA y baraTbox Ky/abTypax, Moro Bepcii MaHapy-
FOTb CBITOM, JOEAHYHOTLCA A0 MICLIEBMX MPAKTHUK,
TpaHchOpMyHOTbCA, @ MOTIM MNOBepTatoTbCA B
36arayeHoMy BUrAAAi. TOX aKTyanbHICTb JOCAIA-
>KEHHA L€l KNTaNCbKOI TPaAWL,ii 3yMOBOETHCA
fIK 3arajlbHOKY/IbTYPHUMW TEHAEHLAMU PO3BUT-
Ky, Tak i notpebamu cy4yacHOI MUCTeLbKO-
AV3aHePCbKOT MPaKTUKK.

AHanis nonepeaHix  AOCHiIAKEHb.
OZHUM i3 NepLlmx KOMMNapaTUBICTCbKUX JOCAIA-
XeHb Y 3a3HauyeHin LapuHi € H13Kka nybnikauin
Ta Auceptauia Here Jlan «O6pa3 i cumBon
KBITKM Yy mucteutsi Kutaro ta €sponu» [1-3].
JoCcnigAHNKOM PO3rAaHYTO CeMaHTUKYy MpoBiA-
Hux y Kutai Ta €Bponi KBiTKOBUX 0bpasis, peni-
MHY i COLIOKYNbTYPHY OCHOBY iX CMIPUMHATTA.
AHanizytoum 3HauyeHHA KBITIB Yy 3arajbHiu
06pa3HO-3MICTOBHI CTPYKTypi TBOPY, aBTOp
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30Cepeaykye yBary nepeBaXHO Ha >XaHpi «Xya-
HA0» (KBITM Ta nTaxu) Ta OyAANCTCbKIN
ikoHorpadii, 3aaMwarouM  no3a  Mexamu
AOCNIAKEeHb Taki ABULLA, AK MNeHU3IH i popmu
KBITKOBMX HaTFOPMOPTIB.

3aranbHi NMUTaHHA PO3BUTKY KUTaNCbKOTO
TPaAULIMHOTO >XMBOMUCY PO3rNsAac y CBOIn
ctatti Uao lTyaH HOu «TpaauuinHe kutancbke
MUCTELTBO: NMUTAaHHA PO3BUTKY Ta 0COHAMBOCTI»
[7. BiH OKpecntoe OCHOBHI  BIAMIHHOCTI
KUTaMCbKoi XYAOXHbBOT Tpaauu,ii Big,
€BPOMENCHbKOI, MOJAE CTUCAI XapaKTepUCTUKM
NPOBIAHNX TEHAEHLIN Ta 3400yTKIB Y KOXHY
ICTOPUYHY ernoxy. XapakTepu3yroum pPO3BUTOK
>umBonucy nepiogy LLiH, gocnigHvK nogae pisHi
TOUKWM 30pYy. 3 OAHOro BOKY, BiH TPaKTyE yBECb
nepios AK 4acC BMAMBY 3axifHWMX KOHLEMLin
MucTeuTBa. 30KpeMa, BiH 3a3Hauyae€, WO,
nounHaroun 3 XVII €T, KUTAUCbKUA >XMBOMUC
«3a3Ha€ BCe CWIbHIWOIO BMAMBY 3aXigHWUX
KOHUenuin mucteuTsa. Liet BNivB NoB'A3yeTbs,
Hacamnepes, i3 AIS/IBHICTIO  iTaniCcbkoro
micioHepa Jli LWaH HiHa (1688-1770), skuu
3aCHyBaB HOBWI CTUAb — «CMiibHa AwMa Kntato
i 3axogy». 3aBAAYyrOUM MOMY, KWTANCbKI
MalCTpV MeH3NA Breplle MOo3HanoMUAnCs 3
TaKUMW MOHATTAMM, AK «CBITJOBUM MPOMIHb>,
«CBITNIOTIHb», «MOYYTTA MNpPOCTOPY» Ta IH. [7,
c. 177]. OgHak npoTuaeXxHa AyMKY WOoA0 BMU3HA-
YaNbHOrO BMJNBY €EBPOMENCHKOrO MWUCTELTBa,
BMC/IOBNIOETBCA  aBTOPOM Y HACTynMHOMy
y3araibHeHHiI: «yepes BiAXMNEHHS Bij 3BMYaANHOI
€CTeTMYHOI Mogeni 306paXKeHHs, Lji HOBOBBE-
AEHHA BaXKKO CMPUAMANNCA TBOPYOLO IHTENIreH-
uieto» [7, ¢.177]. Wo came 6yno cnpuinHsaTe
YYHAMM Ta  MNOCNIJOBHUKAMW  ITaNiCbKOro
MancTpa | WO 3a/MWKAOCA Mo3a TBOPUOHD
NPaKTUKOK, AOCNIAHUK B3arai He BU3HAUMB.

BtiM, He MOXHa He noroguTucs, WO
noctatb i AisnbHictb [xy3enne KacTinbiioHe €
BM3HAYHOM AN MUCTELbKMX NPOLECIB PaHHbOI
LiH. Came UMM | NOACHIOETbCA yBara A0 MOro
TBOPYOCTI 3 6OKy MWUCTELTBO3HABLiB AK Ha
Cxogai, Tak i Ha 3axogi. Cepea HanbinbLL BaroMmx
AOCNIAKEHb TBOPYOCTI MANCTPa, AKi CTOCYOTbCA
npobaeMaTnkmn 3anponoHOBaHOI CTaTTi, BiA3Ha-
4YMMO HUK3Ky nybnikauii He YxyHuxe [31-33].

BueHnM niarotoBaHO KaTasor TBOPIB MUTLS,
AOKNAAHO BUCBITAEHO WOro pobotn y BCix
XaHpax. Mpwuginaetbca n yBara noro daopuc-
TUYHUM KOMMO3ULiAM. 3aranbHa XxapakTepuctu-
Ka TBOPIB MUTLA NOAAETLCA AK CUHTE3 EBPOMEN-
CbKOTO Ta KMTaNCbKOro XmBonucy. He Baarounch
[0 AEeTaNbHOro aHanisy AOoCNigKeHb TBOPUOCTI
KacTinbiioHe, BigmiTmo ctatTio P. TeHa [12], y
SKIA BUCBITNEHO OCHOBHWU HayKOBWUN J0OPO6OK

Yy BWBYEHHI MWUCTELbKOI CMajlMHN  LbOro
BWAATHOrO MancTpa.
CTOCOBHO  MucTeLTBa  GNIOPUCTUUHUX

KOMMO3MLIN, Bif3HauYMMO, WO HinbLlUicTb npaLb
CTOCYETbCA MEpPEeBAXHO CaZOBMX aCMeKTIB L€l
ranysi CXifHOro MWCTeLTBa, 3aaMLLIaroYM no3a
yBaroto abo TOpKaruucb Ayxe MObBiIXKHO i
ACKpaBOl  >XMBOMUCHOI Ta  AEeKOpPaTUBHO-
yXUnTKOBOI cknagosoi. Cepeg npaub, Wwo 6yan
BUKOPWUCTaHI 419 PO3YMIHHA BUTOKIB Ta OKPEMMX
bopM L€l MUCTeLbKOT TpaamLiii — nybaikauii Xy
FOHxya [16], ¥ LWyugziH [35].

Y KOHTeKCTi TeMu BiA3HAYMMO W TaKki
KONIEKTMBHI ICTOPUKO-MUCTELTBO3HaBYI ny6i-
Kauii, fK «Tpu TWUCAYI POKIB KUTaNCbKOro
xusonucy» [10], «[MuwWwHicTb  iMNepcbKoro
Kurato: ckapbm 3 my3eto HauioHanbHOro nanay,
Tanben» [15], Ta AOBIAHWKOBI Npayyj, 30Kpema —
CNOBHMK KWTaNCbKOI KynbTypu KBITiB  [29],
JekcikoH 3 kynbTypu Kntato E. Kanganbcbki [17].

MoctaHoBKa  3aBAAaHHA. Bu3HaueHi
aKTyanbHICTb  Ta  CTyMiHb  JOCAIAKEHOCTI
npobnemy, 3ymMOBMAN MOCTAaHOBKY 3aBAaHHA

3anNpornoHOBaHOI  PoO3BigKM:  3'acyBaT  Ta
BUCBITAUTU  ICTOPUKO-KYNbTYPHI  NepeaymMoBu
dbopMyBaHHA  GNOPUCTUUHMX  KOMMO3WLLK,

BU3HAUUTW iX MiCLe Y XXKaHPOBO-BWAOBIN CUCTEMI
KUTaNCbKOro 06pa3oTBOPUYOro MUCTeLTBa J06m
LLiH; BM3HauMTK NPOBiAHI KOMMNO3ULiHI MoAeni
Ta eCTETUYHI NPUHLMMNW.

Marepianu Ta meToau pocnig>keHHs. Y
CTaTTi BWKOPWCTOBYHOTbCA METOAM KOHTEHT-
aHanisy, cucremaTtumsadii Ta TMnoaorisauii TBopis
MUCTELTBA. IX CeMaHTUUHWIA aHani3 Ta OCMUC-
NeHHA IHTepTeKCTyanbHMX 3B'A3KIB CNMparoTbCA
Ha npaui XipHa Makcsena K. [14, 15], lan HOere
Ta O. TapaceHnko [18], C. Pubanko [5, 6, 24].
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Y poboTi  BUKOpWCTaHi  MaTepianu
MOCTIMHUX ~ Ta  TUMYaCOBUX  EKCMO3ULLN
KMTaNCbKOro MuctelTBa HauioHanbHOro mysero
y Tanben, MNeKkiHCbKOro HauioOHaAbHOrO My3eto
(Manay, ToryH), LLaHxalcbKOro HalioHaibHOro
My3eto, Myseto BikTopii Ta Anbbepta (JIOHAO0H),
My3eto 06pa3oTBOPYOro  MUCTELTBA  IMEHI
BorpaHa Ta BapBapwu XaHeHkiB.

Pesynbtatn acnipyxeHHa. [nsa CxigHoi
A3ii  Ta KMTaMCbKOI  KyAbTypu  30KpeMma,
nputamMaHHe CTaBJeHHA 4O MPUPOAWN He auLe
fK 10 BMICTUAMLLA XXUTTEAAMHUX CUA, @ N 9K A0
AKepena TBOPYOro HaTxXHeHHA. Ak noet
BAAETbCA NepeBaXHO A0 0bpasiB, NOB'A3aHMX i3
NPUPOAHNM CepefoBuLLEM, TaK | XYAOXKHUK
BBaXAE MNeM3axk Haunepwmm cepes  YCix
>KNBOMUCHUX XaHpiB. BrokpemneHHs
GAOPUCTUUHUX MOTUBIB Yy >KaHpi «KBITU Ta
nTaxu» (Xya HS0), AKWUA NepesbayaB KpynHWN,
HabAVXKeHUN A0 rasgaya naaH 306paxkeHHs
rifKn gepea 3 NTaxaMu, abo KBIiTIB 3 KOMaxamu,
He B OCTaHHIO 4epry BigobpaxkaB npakTUKy
CafiBHMLUTBA,  fka  JaBana  MOXJMBICTb
crnocTepiratv kpacy npuvpogun 36au3bka. Llen
XaHp AK pi3HOBWA newr3axy, 3bepirae cBOi
nos3uuii y TPaauLIHOMY >XVMBOMWUCI W HWUHI,
OZHaK NopAZ i3 HAM NOCTyNnoBoO cHOpMyBanmCa
M iHWi  MucTeubki  Gopmu, nos'A3aHi 3
dnopuctmkoro. Po3rigHeMo ix MoCaigoBHO.

Mepw 3a BCe, BiA3HAYMMO, LLO Ky/NbTUBY-
BaHHA POCAWH i, 30Kpema, KBIiTiB Mano MilHe
nigrpyHTs y  OyaanCTCbKiA  Tpaamuii.  3rigHo
byaanctcbkivi - Midonorii, byaaa LWakbamyHi
HapOAMBCA y KBITWi NOTOCY, WMOro HambinbLu
BiJOMa MOBUYa3Ha «MpPoOMOBa» fABAANa COBOH
CUMBOJIIYHWNIA XKECT, WO BKa3lyBaB Ha foToc. Y
CxigHin  A3ii  cniny4o-6ini  NentocTkM  KBITKM
BMKAMKANW acouiauii 3 AyXOBHOK YMCTOTOHO.
ToMy NOTOC B KMTANCbKOMY MUCTELITBI — OAWH i3
enemeHTiB 6yaAaMCTCbKOI IKOHOrpadii, 3ano3nye-
HOI 3 |HAJI, Ae OAMH i3 NOLMpPEHNX BapiaHTIB —

"Mepiog TaH (618-907) — 406a PO3KBITY cepeaHbOBiUHOro Kntato,
«30/10Ta Aoba» KynbTypuW, Hayku, eKOHOMiKW; nepiog [M'atn
AvHactin (907-960) — 106a NoAITUYHIMX 3aKONOTIB, LWBUAKMUX 3MiH
npaBAsYMX UHACTIN, po3Koy KpaiHu Ha 12 (3a Tpaauuieto — 10)
OKpeMuX Aep>KaBHUX YTBOPEHb.

Bypsa Ha notocoBomy TpoHi (in. 1). Bigroai
306paXkeHHA NOTOCIB CYyNPOBOAXKYHOTb W iHLINX
nepcoHaxiB OyAANCTCBKOrO MaHTEOHY, AK OT
KapTvHa Ha cyBoi «[yaHbiHb K bBoaxicaTTea
[Jes'atn JloTociB», WO HanexuTb HEBIZOMOMY
KMTalNCbkOMy MauncTpoBi  (in. 2). Jlotocn y
ropLumkax npukpaLlaroTb XpaMu; KBIiTW, pa3oMm i3
bpyKTamMn BUKOPUCTOBYHOTLCA AK MiAHOLLEHHS.
Takum  umHoMm, y  Kwurtai  kBiTM  CTanu
CUMBOI3YBaTU «UYUCTI Japw».

3BigCK MOXOAWTb | MWUCTEUTBO MEHLU3IH
(abo neHs3al), AKe YyacTo B aHMNOMOBHIN Ta
YyKpPaiHOMOBHIW sliTepaTypi Ha3nBatoTb AMOHCb-
KM TepMiHOM 6oHcal. MeHL3iH K MUCTELTBO
bOpPUCTNUHOT KOMMNO3ULLT Y TOPLLUKY, BUHMKIO
y Kutai i nepeagbayano po3maiti BapiaHT — Bij
KapJMKOBUX AepPeB, KOMMO3WLLM i3 BUKOPUCTaH-
HAM POC/WNH Ta KaMiHHS A0 CKAAAHUX Melr3axis,
WO MOEAHYBaV NPUPOAHI Ta WUTYUHI eNeMeHTU
[17]. OgaHiero 3 HaWaaBHIWMX MNaM'ATOK, LLO
3adikcyBana uUe MWCTELTBO, € pPO3NUCKU Y
rpobHuMLI NprHLUa YxkaHxyas, Wo JaTyeTbCs 7 CT.
H. e. Ha dpecui 306paxkeHO cny>KHULKO, ika Hece
KepamiyHy Hernamboky Basy i3 ManeHbKMMMU
bpyKTOBMMU AepeBaMu Ta KaMiHUAMK (in. 3, 4).
MowmnpeHHA NPakTUKK BUPOLLYBaAHHA Ta CTBO-
PEHHSI POCANHHUX KOMMO3WULiM Yy CreLiasbHKX
Kawmno, CBiAYNTb MPO MNPOLLECU BKJIHOYEHHSA
nensaxy Yy LiHHICHI XapaKTepUCTUKM iHTenenex-
Tyana-TBopugs. Ak BifOMO, y nepiog AnHacTii TaH
i M'atn guHacTiin' GaopucTuHi komnosuuii i3
XWMBUX POC/IVH CTaln OKpacoro KabiHeTy, CBia-
YeHHAM TBOPUMX Ta iHTeNeKTyanbHUX 3Ai6HOC-
Tell rocrnogapa. Y Konax «iHTenekTyanis»? crae
MOZHVM BMPOLLYBaHHA PiAKICHUX COPTIB KBITIB,
LiHY€ETbCA BMIHHA po36bupatnca y pocinHax Ta
Pi3HOBMAAX KaMiHHSA. [ToWnpeHHA L€l NpakTuKn
CNPaBWJIO BIJIMB i Ha PO3BUTOK KepaMikK, agxke
bopMa, y AKIN PO3TaLLOBYHOTLCA POCINHUN, MUC-
nnaca aK BaXKaMBa CKnagoBa yCiei KOMMOo3uLii.

2 «lHTenekTyanamu» y Kntai HasvBaau Aitepatopis i BUEHUX, AKi
BE/IN He3aNeXHWI CNocib XWTTA, KyNbTUBYBaNN NPOBEAEHHS Yacy
y CMifKyBaHHI 3 APYy3AMKW, HaCONOAOKD KBITaMU, BUHOM, MOE3IEr0,
xusonucom. Llen igean LWnsxeTHOro J03BiNAA NOLWMPUBCA AK Y
Kwtai, Tak i B KpaiHax, wo nepebyBanu nig MOro KynbTypHUM
BnavBom [5].
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In.1. byaaa Ha notocoBoMy TpoHi. AuHacTis Mana, In. 2. HeBigoMmii xyaoxHuk. I'yaHbiHb sik boaxicaTTea
CxigHa IHais, 65. 1000 [19] [Jes'atn Nlotocis. Cysil. Lok, papbu. 1593 [13]

In. 3. ®pecka 3 rpobHULI NprHLA YxaHxyas. In. 4. ®pecka 3 rpobHULI NpUHLE YKaHxyas.
CiaHb. 706 p. H.e. [11] (®parmenT). CiaHb. 706 p. H.e. [11]

In. 5. 1li CyH (651. 1190-1264). Anbbom KBITIB. In. 6. MpuasopHi Muctui. JisnbHICTb yNpoaoBx

LWosk, Tyw, dapbu. 26,1 x 26,3. AunHacTis CyH. ABaHaALATU MicsLiB: AeB'aTUI Micsub. CyBin. Tyw,
HauioHanbHWI My3ein-nanau, Tanben bapbw, wosk. 175 x 97 cm. AunHacrtia LiH.
[22] HauioHanbHuWIA My3eii-nanau, Taliben [22]
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Y nepioau npasniHHA anHacTin CyH, FOaHb
Ta Min® Basv 3 KBiTaMU CTarOTb OAHVM i3
npegMeTiB  XuBonucy. fAK npuknag Mo>XHa
HaBecTV apkyw 3 anbbomy pobu CyH (in. 5), Ha
AKOMY 306paXKeHO MNIeTeHy KOP3UHY 3 KBiTaMu,
AKI CUMBOI3YIOTb NOYATOK POKY: Kamenis, KBiTH
C/IMBY, HapUMUCK Ta iHLWI POCANHWU BPaHILHLOT
BECHW. YCi pa3oM BOHM YTBOPHOKOTb A0OPO3MY-
NMBMM 3MICT, AK nobaxaHHA 6narononyyus,
npouBiTaHHsA. [MigHOWEHHA CE30HHWUX KBITIB 3
A06PO3MUMBMM MIATEKCTOM, CTANO TPAAULLIED Y
Kutai, a ix po3rnsgyBaHHsA, OUiHKa dopmy,
apomMaty — efneraHTHMM 3acoboM MpoBeAeHHS
BiIbHOro yacy. Hanbinbworo poskBiTy Muay-
BaHHA KBiTaMW 3a3Hano 3a vacis LliH, ocobanso
nig 4ac npaeniHHA iMnepaTtopa LsHbayH. Ha
TOro4yacHOMy CyBOi HEBIAOMOro MarncTpa 6aun-
MO 300pakeHHsi 4YONOBIKIB, fAKi PO3rNajatoTb
KBITWM y ropuieykax, abo nocniwaroTb NpPUE-
HaTucs Ao ToBapwctea (in. 6).

ONOPUCTUYHI KOMNO3ULT KOPUCTYBANNCS
nonuMToM MpPOTArOM POKY, 3BiACM W yBara Ao
LibOro MOTUBY 3 60Ky MaNCTPIB Pi3HMX rany3en —
Bif, CaAiBHMLTBA A0 XMUBOMWCY Ta JeKOPaTUBHO-
YXXWUTKOBOTO MucTeutBa. Manctpu-daopmctu
NPVAINAAN yBary Kk KOMMO3uLii KBIiTiB — 6anaHcy
PO3KBITANX POCANH, BYyTOHIB Ta ancta, banaHcy
KONbOPIB Ta GOPM, NMUIBHO CTEXMAN, WOo6 Ba3a
(abo kaLuno, ropLumk) 3a opmMoto, MaTepiasioM i
pPO3MMCOM BIAMOBIZANM HACTPOK | CEMaHTML
KomMno3uuii. MpeamMeTom 306pa>KeHHs CAy>XXNAK
AK KOMMO3MLUii 3 KBITiB y Bas3i, TaK i POCAMHMY,
BMCAZ)KEHI Yy I'PYHT y cneLiaibHUX ropLinKax yum
KaLuno.

KonekuioHyBaHHA CTapOXMTHOCTEW CTano
AOAATKOBMM 3acobom GOpPMyBaHHS YPOUMCTOI
BMLUYKAHOI KOMMO3MLii — KBITW Yy MOEAHAHHI 3
aHTUKBapPHUMK pedamy, GpyKTaMu, OBOYAMM.
Po3BWTOK NOpPLIENSHOBOrO BUPOBHWMLITBA | Npar-
HeHHs iMnepatopa LaHbayH* nigkpecntoBaty

3 Nlo6a CyH (960-1279) — HOBUIA Nepiog NOAITUUHOIO O6'€AHAHHS
Ta Ky/NIbTYPHOrO PO3KBITYy 3 LieHTpamu Ha nieAHi Ta lMiBHoui. [loba
FOaHb (1271-1368) — nepiog npasniHHA AuHacTii  HaHb,
3acHOBaHOI OHYyKOM YumHricxaHa; nepioj Besnkoro ob6'eaHaHHS
KpaiHu, kyam yBinwam paiHu CiHusaHb, FOHaHb, TibeT, 3acHyBaHHA
MekiHa. Jo6a MiH (1368-1644) — nepiog npaBaiHHs guHacTii MiH,
LL|0 OCTAaTOYHO BU3Haumna MekiH cTonuueto, Yac Beankoro 6yais-
HMLTBa, PO3BUTKY TOPTiBE/IbHMX 3B'A3KIB, NiANOMY EKOHOMIKM.

KYNbTYPHUI 3B'A30K 3 KWUTANCbKOK TPaAWLLiEro,
WO Mano CTBEPAXYBaTU IHO3EMHY AWHACTIIO Y
sKocTi npasuTenis MigHebecHoi imnepii, npu3BiB
He TiNbKWN AO CrAecKy KONeKLiOHyBaHHSA, a 1 Aa
KOMitOBaHHA CTapux B3ipUiB | HacaigyBaHHA
CTUAAM MWHYNOrO. 3anpoLUeHHA iMMepaTopoMm
€BPOMENCbKMX MUTLLIB JINLLE Ha MepLUNA NOTNAZ
NPOTUPIYNAO MOTO KUTAELLEHTPUYHIN MO3nLi.
Ons UaHbnyHa, AKMA He BigAiNfB NOAITUKY Bij
MWUCTELITBA, MWUCTeLbKi TBOPM YHAOYHIOBaIM
po3kBiT [MigHebecHoi iMnepii, Aka came Npu Noro
npaBAiHHI 6e3npeueseHTHO nowmpuaaca Ha
HOBI TepuTopii i, BIgNOBIAHO, A0 i cknagy
yBiMWAM HOBI eTHocWu. LisHbayH npe3eHTyBaB
cebe iMNepaTopoM fIK XaHbLiiB, TaK i MaHbUXy-
piB, TibeTuiB Towo [23]. B iMnepcbKin KapTWHI
CBITYy BiH MuUcAMBCA 6aTbKOM YCiX Hapoais, i
3aXifHUX — Yy TOMY umchi. AKTUBHe 3anyyveHHs
LiAHbNYHOM €BPOMNENCbKNX XYAOXKHWUKIB, Mano
AEMOHCTpYBaTK BeANY iMMepii, @ iXHi XyAOXHI
HaBUYKM — MPOCNaBAATV Ta ONPWUIIOAHIOBATU
MULWHICTb LIHCbKOT AMHACTIl.

OfHUM i3 TakMx 3anpoLlUeHMX MancTpiB
6ys iTanieys [xysenne KacTinbioHe®, AKWiA
npubyBs y Kutar B 1677 poui. XyA0>XKHUK onaHy-
BaB KMTaMCbKMI JOCBIA, YCMIWHO MpaLioBaB y
PI3HMX XaHpax i po3pobuB AeKisbka KOMMO3M-
LiMHUX CXeM HaTIOPMOPTY KBITiB y Basi, AKi, 3
He3HaYHVMM BiAMIHHOCTAMW, NMOBTOPHOBaB CaMm
Ta MOBTOPIOBAAW WMOrO YYHi i MOCAIJOBHUKW.
[leTtanbHOMYy BWCBITAEHHIO cnaawwmHyn  Kacri-
NIbAOHE 'y Trany3i HaTIOPMOPTY MpucBAYeHa
okpema po3Bigka aBTopa Liei ctatTi [8]. Tomy, He
yAAUMCb A0 3aMBUX NOAPO6ULb, BiA3HAUMMO
0Cco6amMBOCTI po3pobieHoi iTaNinCbkMM
MancTpoM Mogeni HaTiopmMopTa — KBITU Yy
CenafioHoBin Basi, fka BigOMa 3a pi3HOMa-
HITHAMW NOBTOPOBaHHAMM (in. 7). XyAOXKHUK
po3Mmilye Ba3ly B abCTpakTHOMYy MNPOCTOpI
dpoHTaNbHO. Y CBOI KOMMNO3KLIT BiH 00'eaHye

4Imnepatop UsHbayn (1711-1799) — oauH 3 BUAATHUX
npeaCTaBHUKIB MaHbUYXXYypPCbKoi AnHacTii LIiH, noert, xnBonuceup,
kanirpad, nonkosogeup. MNpasue 3 1736 no 1795 pik.

> Oxysenne KacrinbiioHe (1688-1766) — iTaniicbkuidi XuBonu-
ceub, Npubys A0 KnTato y cknagi KaToamLbKOoi MiCii Ha 3anpoLueH-
Hs imnepaTopa KaHci (1654-1722). OpHak BAacHe MiCioHepCbKoH
AIANBHICTIO He 3aliMaBCA: CY>XKMB TPbOM iMNepaTopam Ha Nnocagi
NPUABOPHOIO XyA0XHMKa Mig im'am JlaH LLUnHiH.
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npeameTy, fKi HecyTb AOOPO3NUNMBUIA 3MICT
(noToCK pPO3KBITAI Ta BYTOHW, KONOCKK, NNCTA).
OcobauBy yBary MancTep nNpuainse nepegavi
MaTepianbHOCTI Ba3W.

BiapogxeHHa npu LiaHbayHi nopuens-
HOBOro BMPOOBHMLTBA Ta Ky/bT MOPLIENFHOBUX
Ba3, Mpu3BIB A0 HaCUMYeHHA MaTtepianbHOro
cepezoBuLLa LMK BUpOobamu (NigTBEPAXKEHHS
MOXeMO 6aunTn y My3enHUX KONeKLifaxX CBITY i,
30KkpeMa, y konekuii Myseto obpa3zoTBopuyoro
MucTeuTBa iMeHi boraaHa Ta BapBapwu XaHeHkiB).
BianoBigHO,  UiINKOM  NpUpPOAHO, WO B
HaTtopMopTax KacTinibioHe Ta WOro Yu4HiB
NMOMITHE MparHeHHs TOYHOrO BIATBOPEHHSA TUX
uMm  iHWKx TmMNiB  dapdpopoBux cocyais. Y
3a3HayYeHOMY CEHCi BapTO MOPIBHATU COCyaM Y
HaTFOpMOpTax i3 kBiTaMu KacTinblioHe Ta Ba3u 3
konekuii My3eto XaHeHKiB, WO iX HaBOAUTb Y
CBOIN  AucepTauii  yKpaiHCbka  MMWCTeLTBO-
3HaBuuysa O. HosikoBa [4]. 3okpema, nomiTHe
nparHeHHs XyAOXHWKa nepeAat Ba3y IKOMOra
AOCTOBIPHO. MPUKMETHO BMKOPWCTaHHSA CBIiT/Aa
Ta TiHi. ik 406pe BiAOMO € ABa TMMW TiHi: BAacHa
TiHb NpeaMeTy Ta TiHb, WO Naja€ Bij CaMoro
npeAMeTy Ha naowuHy. Nepwmi TMn J03BONSE
3mMogentoBatn 0b6'em npeamerty, Apyrun —
CTBOPWUTW iNFO3IF0 pPO3TallyBaHHA Yy MPOCTOPI.
KacTinboHe BWKOPUCTOBYE TiHb Juwe AnA
MoZeNtoBaHHA GOpPMK, y TON Yac AK OTOYEHHS
npeAMeTy He Ma€E TUMOBUX AN EBPOMENCbKOro
HaTFOPMOPTY MPOCTOPOBUX KOOPANHAT 3 YiTKUM
BUAINEHHAM TOPU3OHTaNbHOI Ta BePTUKaNbHOI
NAOWMWHY,  AeTani3auii  nepworo  njaaHy,
NMOCTaHOBOYHOCTI, O3HaK MPWUCYTHOCTI NHOANHM
yepes nNpuUM'ATY cepBeTky, abo po3kputy
KpUleuyky roAuvHHMKa Towo. |, rosnoBHe,
BIACYTHA TiHb Bij nNpeaMeTy Ha MAOLLMHI.
MNpeameT nepebyBae B yMOBHOMY MPOCTOPI, BiH
CaMOZOCTaTHIM i, B Takuhi cnocib, uepe3
CMONlYUYEHHs peTenbHOl nepefadi Matepianb-
HOCTI Ta nAacTUKM nNpeaMeTy 3  YMOBHUM
OTOYEeHHAM, nepebyBac Ha MeXi peaniamy Ta
CUMBOI3MY. Pa3oM 3 TUM, y TpakTOBLi NpocTopy
NPUCYTHI HEHaB'A3AMBI  O3HakM TrANMBUHKM 3a

6 Al Liimen (1708-1780) — kaToauubkuin MicioHep 3 Boremii
IrHaTin 3ixenbbapt, npubys go Kutato y 1745 poui. Pasom i3
KactinbiioHe npawioBaB XyA0XXHUKOM NPU LIHCbKOMY ManaLli.

paxyHok  nobysoBu  npesMeTiB  Ta X
po3TallyBaHHs (banxkue — aani).

AHanisytoum XyAoXKHI NpakTUKy 4acis
KacTinbioHe Ta y HacTymHi 4acu, HecknagHo
MOMITUTU BMAMB ITaNINCbKOTO XyZAOXHMKa Ha
PO3BUTOK HaTtopMoOpTy. [lo-neplue, LbOMY
cnpwuana caMa opraHisaLis TBOPYOro npowecy y
MancTepHsx, ki 06'eaHyBann MNpPUABOPHMUX
XYZOXHWKIB, WO CYTTEBO MO3HAYanocA Ha Tex-
HONOrMYHOMY OBMIHI Ta nepesayi 306paxanb-
HUX MOTMBIB. XyAOXHUKN Ta PEMICHUKN Pi3HOTO
PIBHA MaWCTEPHOCTI, 3Hanommanca 3 pobotamm
Ta NpPUMOMaMM KONEr, BHACNIAOK YOro ix TBOpU
AEMOHCTPYHOTb O3HaKW B3aEMHOIO HATXHEHHS.
Mo-ppyre, 6yna abCcoONOTHO MPUAHATHOK W
npakTMka 6e3nocepesHbOro KOMitOBaHHA CXBa-
NeHNX iMNepaTopoM KOMMO3MLiA K KOMMO3u-
LirHO, Tak i naactnuHo (in. 8). Hanpwuknag, TBip
«KBiTn» Al LiimeH® — e oaHOro eBpOnencLkoro
XYAOXHMKa-MiCioHepa — BIATBOPIOE HAaTHOPMOPT
KacTinbiioHe «36ip fobpo3nunmnemx 3Hakis». Lle
NO3Ha4YaeTbCs y BUOOPI Ta KOMMOHOBLL KBITIB (Ti
caMi fBa pPOXEeBMX JIOTOCK — OAWMH HaniBpO3-
KBIT/IWW, IHLIMIA PO3KPWB CBOI MENFOCTKM MOBHIC-
THO; TOTOXHSA KOMOiHaLlis BEJIMKOro Ta MajieHb-
KOro /INCTS), Yy TOMy CaMOMy Tuni BasW, WO
MOKOITbCA Ha Takil came pi3bbneHint fepes'aHin
niactasui. BigMIHHOCTI y ABOX HaTHOpMOpTax
CNOCTepIraloTbCA Y BUKOPUCTaHHI Bibll HacK-
YeHMX 3a TOHOM KOJIbOpPIB: TaM Ae B OpwriHani
6ine 3 6nif0-poxXeBUM BIATIHKOM, abo neap
671aKMTHOHO TIHHIO — B KOMIi BMPa3HO poXKeBe Ta
Hacn4yeHo Cipo-baakutHe. MprKmeTHa 1 pi3HMLA
y CBITNOTIHBOBOMY MOZENOBaHHI. PenbedHi
KinbUsA Ha Basi y TpaktoBui AW LlimeH uiTko
OKpeC/eHi No BCiM OKPY>XXHOCTI, He3aNeXHO Bij
repexoay TiHi B HaniBTiHb. Te came CTOCYETbCS I
«BE/INKOI TiHI», WO 3a IHTEHCUBHICTIO € OIHAKO-
BOK fIK Ha BEPXHil YaCTMHI ONyK/Oi NOBEPXHI
Ba3W, TaK i Ha HWXHIN. BoueBnab, NpuHUMN
pO3TallyBaHHA CBiTNa Ta TiHi Ha MOBEPXHI
npesMeTy Ha TOW Yac Lie He By/an AOCTaTHbO
OCMWC/IEHI MOJIOALLIMM KONEFOH iTaNiNcbKoro
MancTpa.
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In. 7. Ax. KacTinblioHe. In. 8. Ain LlimeH. Keitu. In. 9. Hesigowm. In. 10. x.
Keitn y Basi. Cysin.  Cysili. 105x60. LLlosk, Tyw, mavictep. 36ip KacTinblioHe. 36ip
LoBk, Tyw, dapbu. dapbu. AnHacria Lin. [06pO3NUAMBIX 3HAKIB.  AOBPO3MUNMBIMX 3HAKIB.
1723. HauioHanbHn MpuBaTtHa koa. [37] Cysin. 164 x 77,5. Woek, Cysin. 173 x 86,1. LLoBk,
My3en-nanad, Tanbei Tyw, pap6bu. ba. 1900. Tyw, papbu.
[34] MpwvBaTtHa koa. [9] HauioHanbHWI My3eit-

nanau, Tanben [8]

In. 11. U3oy Iryn. In. 12-13. KBiTn y Basi Ta npemvlem ByeHoro. [ManHo. In. 14. YeHb YxaodeH.

XpusaHTema Ta 63 x 36. LLoBk, MeTanizoBaHi HUTKK, nepan. 18 c1. [21] Ba3sa 3 kBiTamu i yawwa i3
IciHCbKUMIA 30/10TUMU prbKamu.
yanHuk. Cysin. 82 x 38. Cysin. 231,7 x 117,7.
LoBk, Tyww, papbu. Manip, Tyw, papbu.
[JwvHaacTia Lin. OuHacria L.
MprBaTHa KoekL,is HauioHanbHWn My3eit-
[27] nanau, Tanben [22]
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[o cborogHi 36epirnmcs n 6a13bknin 3a
TMNoM HaTopmopT KacTinbiioHe «36ip gobpo-
3UMYNMBMX 3HAKIB» Ta MOro Mawvxe JOCKOHana
konia nouyatky 1900-x pokis (1.9, 10).
LLlonpaBaa Ni3HbOLIHCbKMA MalcTep Ha CBIN
pO3Cys 3MOZAENt0EBaB MOPLENAHOBY Ba3sy, AKiM
HaZaB BMPA3HOro 61akKUTHOTO KOAbOPY, TiHb Ha
CeNafjoHOoBIN Ba3i MepemiCTMB Ha iHWKK Oik.
Mo>kHa NpunycTUTK, WO BUKOHAaBeLb L€l BepCii
HaTFOPMOPTY OMaHyBaB CaMe €EBPOMNENCbKUM
>KMBOMWC, TOMY BiH BIJIbHO, 3 PO3YMIHHAM
NPUHLMMY PO3MOAiNy CBiTAa Ta TiHi, MOAENHOE
dopmy.

MpuWCyTHICTb KBITIB B iHTENEKTyaNbHOMY
XUTTI Knutaro, BeNMUesHn Kopnyc MOeTUYHMX

TBOpIB, WO OCMiBYOTb  KBIiTW, fK BXe
Bif3Hauanocs, 3pobuanm X  MOKa3HUKOM
OCBIYEHOCTI Ta BWLIYKAHOTO CMaky. ToxX

nojanblUM  PO3BUTOK HATHOPMOPTY  LLIKOM
noriyHo  BiabyBaBCA 3a paxXyHOK 3alyyeHHs
IHWKX NpeAMeTIB-MapKepiB iHTeNeKTyanbHoro
XKWTTA, e 3aBXAM € Micue ANf eCTeTUYHOro
cnornagaHHa. OAHWM i3 Takux NPUKAagie €
HaTIOPMOPT, WO HanexmTb neHsnto Lizoy Iryit’,
Aie 306paxKeHO MULLHI XpU3aHTEMU Ha BUCOKMX
ctebnax, YalHMYOK 3 ICIHCbKOI TINMHW Ta ABi
nianwn, noctaeneHi ogHa B ogHy (in. 11). 3pizaHa
riJika Xpu3aHTemu, L0 3aMUKaE MepPLUNA NAaH,
CBIAYMTb MPO Te, WO HEeBUAMMMWIA rocnogap
FOTY€eTbCA A0 YacTyBaHHA AOPOroro rocTa Yaem,

OCKibKM  Le nepeabavano nNpuKpaLlaHHSA
KiMHaTH CE30HHOK POCANHHICTHO Ta
NPUroTyBaHHS Bi4NOBIAHOTO nocyay.

MwucTeuTBO NPUroTyBaHHA Yato Big yacis Jly FOn
BBaXkanoca y Kutai 03Hakor BUEHOCTI.

Y 36epexeHin 40 cboroaHi BuwwmBL,i 18 cT.
BMKOPWUCTAHO MOAEeNb HaTIOPMOPTY «KBIiTU Y
Ba3i», JOMOBHEHYy npemeTamu 3 KabiHeTty
BueHoro (in. 12, 13). KBiTv po3nyckatotbcs Yy
CUHbO-6ININ  Ba3i; LWECTUKYTHUA TOpLUMK ANS
MEeH3MIiB MICTUTb CyBill, MyX0biliKy, ABi LLITKW,

"l3zoy Iryn (1686-1772), Hapoausca B Yci (npos. LizaHcy).
MpautoBaB A5 iMNepaTopcbKoi POAVHU. MNPOBIAHNMU XaHpaMu
AR HbOTO € «KBiTWM Ta MTaxu». HaTtopMOpT y MOro TBOPYOCTI
MOCTYNaeTbCA 3a KiNbKiCTHO TBOPIB | BOAHOYAC pPEMpe3eHTye
HacNifyBaHHSA  KOMMO3WLIMHUM  Ta  >KMBOMWUCHO-MAACTUYHUM
npuHumnam [x. KactinbliioHe.

CknagHe BifNO i ckineTp Xyui. Po3TawoBaHi Ha
nepeAHbOMY MAaHi  YOPHWIBHWUA  KaMiHb |
nigcTaBka Ans neHsns y Gopmi ropuw, HeMOB
yekaroTb Ha MOBEPHEHHs MancTpa. Ha upomy
KpacMBOMY MaHHO KBITU BUWWTI APiOHMMMK
nepsiamu, a He BINUMN HUTKaMMW.

BuykaHi KOMNO3muii 3 >XXMBKX KBITIB Yy
MOPLLeNIAHOBIM Ba3i BWKOPWCTOBYBAAUCA AK
NiZAHOLIEHHA iMnepatopy, abo UYMHOBHWUKaM |,
BiATaK, cnpumManmcs AK O3Haka
iHTeneKkTyaNbHMX 3af0BOJIEHb Ta po3kowi. Y
CYBOI. XyA0XHMKa Ni3HbOI LliH — YeHb YxaodpeH®
MOKa3aHo LivK Habip «BULYKaHOCTEN», FAHWX
BMCOKOT NOETUYHOI TBOPYOCTI Ta
iMNepaTopCcbkMX MOKOIB: BUCOKA MOPLENSHOBA
Ba3a, poO3nucaHa rpCbKUMUN KpPaeBMAAMM, TiKN
PO3KBITNOI  FAIUMHIT  Ta Mepcuka, KpPyrann
akBapiyM i3 3010TuMK pubkamu (in. 14). Mepcrk
€ CWMMBOJIOM JOBFO/ITTH, a [AilUWHIA, Ba3a Ta
30/10Ti pUBKM Bi3yanisyroTb ieH0 «CNPUATANBOTO
CBITY Y 3a/1aX, NepenoBHEHNX baraTcTBOM».

[ewo Biapi3HABCA 3a KOMMO3WULIED TUM
HaTFOPMOPTY, WO NPeACTaBAsAB POCAUHU Yy
ropwuky um Kawno. fAk BXe 3a3Haydanocs,
MOWMPEHHA  MPaKTUKM  CafdiBHMLUTBA  Ta
BMOKPEMJIEHHS MUCTELTBA NEHU3IH, J03BO/IAN0
npvKpallaTu iHTep'epy KBITYy4YMMU POCAUHAMM
npoTarom poky. IMnepatopu gobu TaH Ta M'at
AVHACTI monynapu3yBann MoOCasKy AepeB Ta
O3e/IeHEeHHA CajiB, WO CNpuUsai0  PO3BUTKY
CafliBHMUTBA.

ApucTtokpatia Ta iHTenireHuia fobu CyH
BBaXa/nM BMPOLLYBaHHSA KBITIB Ta 36ip KaMiHHA
OJHWNM i3 LLUAAXETHUX 3aHATb. 3@ YaciB AMHACTIN
MiH i LLiH BUpOBHMLTBO Ta OLiHKa NeHL3iH Byan
6e3npeLeaeHTHO  MONyAAPHI 3 BEJMKOK
Pi3HOMAaHITHICTIO KBITIB Ta AepeB (NicoBi AepeBa,
KBITW, ANCTA, TpaBuW), a TakKoX i3 6e3niyuto
ropwukie T1a 4aw. [leHU3iH MOXHa YMOBHO
PO34iNNTM Ha ABi KaTeropii, B 3aNeXHOCTI Bij,
Moro mMatepianisa Ta GOPM BUPAXKEHHS: «TOpPU-

8 YeHb YxaodeH (npautoBas Takox Mig iM'am MeHui) npautosas
3a vaciB npasiHHA TyHuxi (1861-1875) Ta lN'yaHctos (1875-1908)
HanpuKiHLi guHacTii LliH. Matoun HaBnyky 306paxkeHHA NTaxis i
KBITiB, BiH OYyB XYAOXHWKOM Yy Mpv ABOPi i AOCAYXWBCA AO
CbOMOTO paHry. MpocayXXnBLUN NOHaZA ABaAUATb POKiB, BUILIOB
Ha MeHCito y cTapocTi.
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KaMiHHA» Ta  «KBiTU-AepeBa». XyAOXHMKM

MUWHYNX AMHaCTiIZ BUKOPUCTOBYBaAN XUBOMUC,
KBagpaTHUX
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In. 16. Li3oy Iryn.
PocivHu y ropuumky.
Cysini. 125 x 65. Manip,
Tyw, apbu. 1749 [28]

In. 15. 3axigHa pocavHa,
o Bm3Hayae yvac. Cysil.
136,6 x 88,6 cm. lManip, Tyw,
bapbw. 1753.
HauioHanbHWin My3eit-
nanau, Tanben [8]
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ropLiMKax, Haainawoum KeiTM  Ta
€CTETUYHMMW  BIATIHKaMK  Ta

LiHHICTb XyOXHbOTO CMIPUMHATTA.
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In. 18. Y YaHwo. Koten
[iH Ha TpuHos3i. Cysin.
70,9 x 37,99 a Nanip,
Tyw, apbu. 1902.
Myzeli npoBiHL,ii
Uskeu3sH [26]

In. 17. O Yxnain.
BiuHo3eneHa pocivHa.
Cysin. lWoBk, Tyw,
bapbu. Mixx 1647-1709.
MpuBaTHa konekuia [20]

oW yoUshuhuB. com o yoUshURR com

In. 19-22. Li3oy Iryi, [xy3enne KactinbinoHe. Keitn. Yotnpu naxeni. Lok, ¢papbu [36]

Taknin  TMN  HaTopMopTy nepesbavas
yBaxkHy nepegavy 60TaHiYHMX OCO6AMBOCTEN
POCAVHK, BUCajyKeHy be3nocepesHbo Yy KaLluno
abo iHWoMy cneujanbHOMy Ba3oHi. Lle ¢poH-
Ta/NbHe 306paXeHHs, OCHOBHE 3aBJaHHA AKOro

BIATBOPUTM 3  Malke EeHUMUKAONEeANYHUMMU
noApoOGNUAMM  BUTAAL POCAUHK, SK MOXHa
6aunt y HaTropmopTi [>y3enne KacTinbioHe
(in. 15). logaHnin y KOMMNO3ULiNHE MOae TeKCT,
3MIiLHIOE  iHOOpMaLiNHY  Cki1ajoBy  TBOPY.
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LLlonpaBaa, Taki NnucemMHi BcTaBkM (KONODOHMN)
He 3aBXAW HanexXanu aBTopOBi TBOPY, a 4acTo

AOAAaBannCA  KoJekuioHepamMu  Ta  iHLWKMWK
nooujiHyBa4Yamm WMOro TanaHTy. Y AaHomy
BUMaAKy TeKCT  HaleXuTb  IMMNepaToposi

LaHbayHto, akmn, Ak aobpe BifoMO, 0cobanso
Bij3HaUMBCA TAKMMU «MOKPaLLEeHHAMMN». [lexTo 3
JOCNIAHVKIB MUWLUE, WO BiH HanucaB 6JM3bKO
4000 BipLiB AN XyA0XKHIX TBOPIB®.
KoMnosuuinHo  cxoxXxuin  Ha  TBOpW!
KacTinbioHe € 1N HaTIOPMOPT i3 POCANHOK Yy
roplmky, Wwo Hanexutb L3oy Iryn: Te came
bpoHTanbHe  po3TallyBaHHA B YMOBHOMY
NpPOCTOpi 3 peTesbHO MpPOonucaHMMM ocobam-
BOCTAAIMU POCANHM Ta GakTypu nocyanHu (in. 16).
HabyB nowmpeHHs i 6inblw cknagHWin Ba-
piaHT LibOro MOTMBY, AKNA BKJIKOUYAB 300paXkeHHs
KPYNMHOro Ba3OHYy 3 POC/ANHOIO, PO3TaLLOBaHOrO
Ha crevuiasbHiv NiacTaBL, i3 caHAANOBOrO AepeBa.
XYAOXHWK peTesibHO BUMUCYBaB AK OOTaHiuHI
NPVKMETN POCAMHW, TaK i Bi3epyHKM (NogeKkyam 1
LNl CHOXKETHI CLeHW), AKi NpUKpaLLany nocyavHy.
Po3BunTOK nopLeNsHOBOro BUPOBHWMLITBA
MO3HauUMBCA Ha MOCUNEHHI JeKOPaTUBHOCTI,
IMNO3aHTHOCTI PAOPUCTUYHMX KOMMO3MLin. [is
TOro4YaCcHOro rasfgaya >kKMBOMMUCHI  CyBOI i3
306paxeHHAM neHusiH (in. 17) gaBann Haconoay
CNOrNAJAAHHA Ta MOXMBICTb NMPOABUTU BMIHHSA
OLHNTK Kpacy MOpLensHoBOI Basu, il po3nucy,
3HaHHA POC/IVH, IX AKOCTEN Ta CUMBOJTIKM.
MocTynoBo Takui TN HaTIOPMOPTY HabyB
6inblL yCKNAZAHEHOI Ta YPOUMCTOI KOMNO3WLT, Y
BEPTUKaNIbHOMY MPOCTOPi CyBOKO BOHW pO3Ta-
LIOBYBa/M ABa Ba3OHW (BULLe Ta Hux4e), abo
NoeAHYBan 306paXkeHHA KBITIB y Basi Ta pocaun-
HW y ropLunKy. Hepiako 3amicTb nopuensiHoBoil
dopmu ana BykeTy Ta XXUBUX POCINH, BUKOPUC-
TOBYBa/ICA PUTyasbHi KOTAM Ha TPWHO3i, WO
AOfaBano  ypouuctoi  nigHeceHocti  (in. 18).
OfHUM i3 HaMbiNbL ACKPaBUX BapiaHTIB Takoro
TUNY HaTIOPMOPTY CAYXWTb Cepifi 3 YOTMPbOX
KOMMNo3uLii, po3pobaeHa [xxy3enne KacTinbio-

® Mo>Ha NpuyCcTUTK, WO YaCTUHY 3 HUX HAaNMcanm NOro MiHicTpm
3a JOpPYYEHHAM iMnepaTopa

0 Ban Yennei (?-1805) — xygoxHuk Loy Ln, skuit Takox
BifoMuWIA nig nceBgoHiMamu YyH HoHr, LUwn Yxals; HapoamBcs B

He Ta MOro TasaHOBUTUM YYHEM i MOCAIfOBHM-
koM Li3oy Iryw (in. 19-22). 306pakeHi npeameTn
BIATBOPEHI 3 MaKCMMaNbHOK AOCTOBIPHICTIO, |,
BOZHOYAC, 3aBAAKM  ACKPaBUM, MOKPUTUM
winbHo H6nakmTHOO dapboto doHam, aeTanizo-
BaHO MPOMaNbOBaHNM Bi3epyHKaM Ta CLieHKaM,
WO MpuKpallaTe MOPLENsHOBI BasyW, KOHT-
PacTHUM KOJ/IbOpaM, YTBOPHOKOTb MigKPECIEHO
AEKOPaTUBHUIN edekT.

MNoeaHaHHA B KOMMO3WLIMHOMY NPOCTOPI
obox Mogenien HaTOPMOPTYy 3 KBiTaMU —
POC/IMHA B ropLueyky Ta bykeT y Basi, LO3BONSE

YCKNAZAHWUTU  PUTMIYHY  CTPYKTYpy  TBOpY,
3iCTaBNAOYM  PIi3HI 3@ BMCOTOM, GOPMOLO,
ob'emamy  npeameTn.  3a3HauyeHi  AKOCTI

3yMOBWM BUKOPUCTAHHA LWUX HATHOPMOPTIB Y
SKOCTi JEeKOPYBaHHA PO3KJaAHOT LUIMPMU.

BuHaxignvBictb 'y  MucTeuTBi  NeHU3IH
LEMOHCTPYE FOPU3OHTa/IbHUIA CYBIl XYA0XHMKa
LiHCbKOT 06K BaH YeHnein'®, akuii 3adikcysas
Liny Konekuito GNOPUCTUUHMX KOMMO3MUi Yy
ropwmkax, ge 6aunMmMo i KapanKoBi AepeBug, |
KBITW, O NPOPOCTatOTb Y BULLYKAHWUX NopLens-
HOBWX KallMo — BUCOKWUX, HU3bKMKX, KPYraux,
NPAMOKYTHWUX, AEKOPOBaHMX OpHaMeHTOM abo
CHOXETHUMM cuUeHamm (in. 23, 24). B oaHin 3
KOMMO3ML BUKOPUCTOBYETLCSA HaBiTb MOPChKa
MYLLIA Y IKOCTi TOpLUMKa.

MparHeHHs po3KOoLLi Ta 3axonaeHHs ¢ao-
PUCTUYHUMM  KOMMO3MLIAMW  MpU3BENN A0
BWHaWAEHHA HOBOrO BMAY MEH3LiH — iMiTauis
KOMMO3WLii 3 >XMBUX POCAWH 3a AOMOMOroH
AOPOroUiHHMX MaTepianiB — 30/10Ta, Cpibna,
HebpUTy, AWIMK, NEPAIB Ta IHLWOrO AOPOrOLLiH-
HOro KamiHHs. Lier Bug manoi ckynbnTypm Takox
MaB BUCOKI XyA0XHI AKOCTi Ta BUKOPUCTOBYBaB-
cs B 038061eHHI nanauy anHacrii LiH, niakpec-
NIOOYM  MULWHICTb  XKUTIOBOrO  CepeAoBMLLA
(in. 25-28). Ha niBHOui, e 4oTMpPWU MOpU POKY
ByBatOTb XONOAHUMM abO CMEKOTHUMMW, KBITK,
NNOAN Ta POCAMHU LMX CXOXMX Ha XXMBI KBITU
KOMMO3MLiK, npuBabatoBann ACKPaBICTHO Ta
Manu CNPUATANBE 3HAYEHHS, 3aBAAKM HE TiJIbKK

LisHbTaHi, npoBiHuia YxeLssaH. 3axus cnaBum sk noer, kanirpad ta
XvBOMNUCeLpb.

200



Art and Design N23, 2023

HayKOBWI GaxoBUI XXypHan Mucmeymeo3Hascmeo. TexHIYHI HayKu.

CTIVKIN  AOBPO3MUNMBIN  CMMBOAILI KBITIB Ta  BoHu cTanm HeBiZ4'€EMHOO YaCTUHO
pyKTiB, @ Vi 4OPOrOUiHHUX MaTepianis TakoxX''.  NPUABOPHOI Ky/IbTYpMW.

P SO

S| s Iw | FEE

BEREEILN M

In. 23, 24. BaH YeHnen. KBiTKOBUIA LKA AOBroaiTTa. [Opn3oHTanbHUR cyBin. 37,5 x 49,. Manip, dapbw.
18 c1. HauioHanbHWn My3eii-nanad, Tanben [30]

In. 25. Mapa neHusiH. MNeperopogyacta eManb, In. 26. Mapa neHuziH. Hapuuncn. Hedput, swma,
HedpwT, Kopan. AuHacTia LliH, nepiog npaBaiHHA arat. [lnnacris Llin, nepiog npaeaiHHA LiaHbayH.
UsHbayH. HauioHanbHWIA My3en-nanad, Tanben [25] HauioHanbHWI My3en-nanau, Tanben [25]

In. 27. fepeso cameu. MeHu3iH. JuHacTisa LiH, In. 28. Jlotocu. MNeHuziH. NMo3onoueHa 6poH3a,
nepiog npasaiHHA LiAHbAYH. HauioHanbHWIA My3en- neperopogyacta emanb. Cep. gnHacTii LiH.
nanau, Tanben [25] HauioHanbHWIA My3ei-nanau, Taliben [25]

"Awma, Hedputr Ta 6araTo iH. AOPOrOUIHHMX KaMeHiB
BVMKOPWCTOBYBANNCA Y MEANUMHI, 3 HUX BUTOTOBIAAN amyneTH,
BBa>Xaanca cMuMBOaMU 340POBA, CUAN, ,D'OBFOJ'IiTTﬂ barartcTBa.
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Yepes BMCOKY LiHHICTb X
BMKOPWCTOBYBaAN AK Aekop B iHTep'epi abo y
AKOCTI BMpa3y nosaru Ta JapyHkis. [pukmeTHO,
O KOMMO3WLii BIATBOPIOBaAN y HanAPIOHIWNX
AeTanax 3pasku NeHsLiH: Tak caMo npuginanaca
yBara ropLiuky, Moro matepiany Ta BizepyHkam,
cama poC/aMHa MokasyBanacs 3 KIybHAMKM Ta
KaMiHLUAMW Y AKOCTI FPYyHTYy, Haye BOHa MU
HanpaBAy >kuBa. 3a3BMYal Taki KOMMO3uuji
pobuAn napHMMK, OO BOHW MoOram 3 06ox
60KiB 06paMATN NEBHUI €N1eMEHT iHTep'EPy.

Tpaguuia  TakuMx  WTYYHUX  MNEHU3iH
36epiranaca npotarom yciei gobu LliH ax ao
CiHbxaiicbkoi  pesontouii’®. Ix  BurotoBasm
Pi3HOrO pO3Mipy, fK HamoJsibHi KOMMO3MLii Ta
MiHiaTHOpW, LLO NPUKpPaLLaan MMCbMOBUI CTiN UM
poO3TalloByBa/MCA Ha noavyui  wadbkm y
kabiHeTi. Hanbinblia Ta HaMKpawa KonekLis
B3ipLiB L€l ranysi AeKOpaTMBHOrO MUCTELTBA,
wo 6yna BUroToBAEHa MNif KEePiBHULTBOM
BupobHuuoro  ynpasniHHA  nanaudy L,
36epiraeTbca y konekuisx ManawoBoro myseto.

BucHoBkwu. NpoBeaeHnin aHaniz daxosoi
nitepatypu Ta GAOPUCTUUYHMX KOMMO3MLLIN J06M
LliH, fO3BONISIE CTBEPAXKYBATH, LLIO HAaTFOPMOPT,
AKMMA CPOPMYBaBCA Y KNACUYHOMY KUTakCbKOMY
>KMBOMWUCI NEPEBAXKHO AK MOZENb «KBITU y Ba3i»,
MaB NPUHLMNOBO BIAMIHHI HX Y €BpOMi BUTOKM
Ta niarpyHTa. ChopmMoBaHMI B Mexax KynbTypu

Nitepartypa:

1. Nan HOere. XaHp xyaHso i 6ykeTn 6apoko:
mMeTamopdo3n bytta. Art and Design. 2019. N2 3.
C.89-96. DOI: 0.30857/2617-0272.2019.3.9 (paTa
3BepHeHHa: 06.06.2023).
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ZHANG Zhe
Kharkiv State Academy of Design and Arts, Ukraine

FLORAL COMPOSITION IN CHINESE FINE ART OF THE QING ERA (1644-1912)

The purpose of the article is to highlight the historical and cultural background in the formation of
floral compositions, their place in the genre system of Chinese fine art of the Qing era and to determine their
compositional models and artistic features.

Results. A wide range of artworks from the leading museums of the People's Republic of China and
Ukraine are considered. Art branches that have become the main ones for the development of floral
compositions and their further adaptation in other types and genres of art are singled out. Leading masters are
identified. The origins and development of the floral composition from the time of the Tang Dynasty (618-907)
to the Qing Dynasty (1644-1912), its growth and main types that developed during the reign of Emperor
Qianlong (1736-1795) are shown. The identified representative samples are considered in the broad context of
religious traditions, the politics of the Manchu dynasty, the culture of offerings and the program of collecting
rarities. The separation of floral still life into a special genre was established with the development of
horticulture and the tendency to interiorize the landscape. It is emphasized that a still life with flowers always
carries a benevolent meaning regardless of the composition type, the degree of authenticity in the transfer of
pictorial objects and the time of creation.

Scientific novelty. The features of the formation of a floral composition as a result of the landscape
interiorization, its two-dimensional and three-dimensional varieties from a scroll to a screen and Penjing art
and decorative compositions are determined.

The practical significance of the results of the study lies in the possibility of their use in the
development of design and artistic solutions, the conceptual basis for the development of relevant training
courses, museum exhibitions, and the formation of a general picture of the evolution of pictorial genres in
classical China.

Keywords: art of the Qing era; floral composition; still life; “flowers and birds” genre; “flowers in a vase”
genre; “flowers in a pot” genre; Penjing; flower semantics; Chinese ceramics.
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Dponoe ANA CTaTTi Ha cawTi
YKPaiHCbKOrO K0BEIiPHOro A0OMY
SOVA, 11.04.2022p.

BITAEMO BUMNMYCKHUKA
KWIBCbKOIO HALIIOHA/IbHOTO YHIBEPCUTETY TEXHOOTIV TA AVN3ANHY
IBAHA ®POJIOBA 3 HOBIJIEEM!

Bizomomy ykpaiHcbkoMy AunsaviHepy, 6e3 nepebifblueHHA AM3alHepy i3 CBITOBMM iM'AM
IBAHY ®POJIOBY, 3acHOBHWKY Ta BnacHuky 6peHay FROLOV, 26.10.2023 p. BUMNOBHHOETHCA
30 pokis!

Hapopauecs IBaH Bacunbomy ®posnos B KueBi; AeB'ATb poKiB 3aiMaBcs 6anbHMMM TaHLAMM
Ta OAHOYACHO, LLie 3 PaHHbOrO ANTUHCTBA, MOYaB LiKaBUTUCA MOAOH0. MNepLui cnpaBXHi peyi Wwns
BXe Ana 6anbHUX TaHUiB. 3a cnoBamu IBaHa, B CBOI 6 pOKIB BiH BX€ HamaraBCsl MOLWUTU CyKHHO
A9 CBOET CECTPU Ha BUMYCKHWM i3 KNAMTWKIB TKAHWHW, fKi 3HAWLLOB BAOMA.

Cein TBOpUM wnax po3noyaB 3 14-T pokiB: OyB CTUNICTOM TeNeBi3iINHWUX MPOEKTIB,
CTBOPIOBaB KOHLEPTHI 06pa3n yKpaiHCbKMM 3ipkaM fK XYAOXHWK 3 KOCTIOMIiB. Asie Lie Togj,
30BCiM MoNoAMM, |BaH 3po3ymiB BiAMIHHOCTI poboTn CTuAiCTa | AM3alHepa, 3a3HauvBLUK, LLO
«TCYETbCA TBIN CMaK, HULLUTLCA TBOA aWAEHTMKA, TV ifell Ha KOMMPOMIcK 3 coboto, 3 KaHanoM, 3
6ropxetamu, 3 ycima. Le ayxe BnavBae Ha TBOpYiCTb. [lapanenbHo pobuTtu Ti ABI cripasu
MOX/IMBO AvLLe BMPOAOBX Aeakoro yacy. Tomy y 2011 poui 3acHyBaB 6peHa oaary FROLOV i
noyaB pobOTy Haj CTBOPEHHAM KamncCyabHWUX Kosekuin. Tinbku-HO 6peHs moyaB MOBHOLIHHO
dyHKUiOHYBaTK, A 0fpa3y BiAMOBMBCA Big pobOTH CTWAICTa | HapeLTi CTaB AN3aHEPOMD.

HaBuaBca IBaH ®ponos B KMIBCbKOMY HaLiOHalIbHOMY YHIBEPCUTETI TEXHOIOTI Ta AN3alHY
3a CrneuiasbHICTIO MOAENbEP-KOHCTPYKTOp oaAary. lig yac HaB4YaHHA [BaH 3aBXAM MpifB Npo
BMCOKY MOZy, Mpo Te, Wo6 po3BMBaATMCA: MpaLoBaB MeHeAXepoM MPOEKTY «3ipka+3ipka»;
noyaB 6paTM yyacTb B OCHOBHOMY po3knagi Ukrainian Fashion Week; BcTur nonpautoBatu
KOHCTpyKTOpOM Yy Patoka STUDIO, CTUAICTOM TeneBi3iNHMUX MPOEKTIB Media-XonauHry «1+71»;
XYAOXHVKOM KOCTHOMIB ANf yKpaiHCbkmx 3ipok; y 2013 poui 3 apyroi cnpobu BurpaB KOHKYpC
«[lornag y ManbyTHe». | 3 TOro > poky NpOSBASE CBOK KPEaTUBHICTb y BAaCHOMY BpeHai oaary
FROLOV - dinocodia MOro MogHOro AOMy MOJAra€e y IHTENIreHTHIM NpOBOKaLii, BiAKPWUTIN
cekcyanbHOCTi obpasiB Ta rpi Ha Mexi J03BONEHOrO.
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B 2015 poui IBaH ®ponos 3akiHUMB MaricTpatypy Ha kadeapi eproHOMikv Ta AW3aniHy
KHYT/[, ta 3anuwmvBCcAa npautoBatv BUKNAZAYeM B HALIOMY YHiBepcuTeTi. Ane HaBYaHHA He
MOKWHYB, 3aLiKaBMBCA HayKoOk, MOCTyNuMB B acnipaHTypy oakynbteTy amsavHy KHYTA Ta vy
6epesHi 2021 poky OTpMMaB HayKOBMMK CTyniHb KaHAuAaTa MWUCTELTBO3HABCTBA 3 AW3aWiHY,
3aXVUCTMB AuMcepTaLito Ha TeMy «ABTOpPCbKa KOJEKLifi Cy4aCHOro OAAry: MeTOAM CTBOPEHHA Ta
3acobu igeHTndikauii» nig kepiBHMUTBOM npod. KonocHiveHko M.B, B TOW uac pgekaHa
dakynbTeTy An3anHy. 3ragyeMo CyMmiCHy npauto 3 [BaHOM — BAyM/VBe, NOrMbAeHe CTaBNeHHA 40
AVICepTaLiMHNX 3aBAaHb WOAO BUBYEHHA 3aKOHOMIPHOCTEW PO3BWUTKY CBITOBOI IHAYCTPIl MOAW,
TEOPETUYHOMY OOrPYHTYBaHHIO Ta MNPAKTUYHOI peanidauii npoueciB CTBOPEHHA aBTOPCbKUX
KOMEKLN OAAry JHOKCOBOrO CerMeHTy, a TakKOX MeTOAONOrii CTBOPEHHA, (POpMyBaHHS Ta
NpoCyBaHHA BJacHOro OpeHAy B yMoOBax QYHKUiIOHYBaHHA YKpaiHCbKOi fashion-iHaycTpii.
MiarpyHTAM HayKoBMX AOCAIAXeHb Ta iX NpakTM4HOI peanidauii byna HaratopiuyHa CUCTEMHa,
KponiTka poborTa. Tak, IBaH 3i cBoiM 6peHgom FROLOV y 2014 poui BXXe oTpMMaB Haropogy «Best
Fashion Awards» B HOMiHaL|i «BiAKPUTTA POKY» Ta CTaB PeKOPACMEHOM 3a KifbKiCTHO HOMIHaLil.
Mpotarom 2015-2019 pokiB TakoX OTPUMYyBaB Haropoay 3a «HaWkpally fashion-noctaHoOBKY», a
B 2016 Ta 2020 pokax — B HOMiHaLji «npopuB poky». PponoB CTBOPMB CLEHIYHMI 0bpa3 ans
BuCTYny [>Xamann Ha €BpobayeHHi, by odiliiHM am3ariHepom Ozecbkoro KiHopectnanto y
2018 poui Ta cTaB aBTOPOM BeCiNbHOI CyKHI MUcbMeHHULi IpeHn Kapnu. Ogar noro 6peHay B
Pi3Hi pOKM oadrann Taki Bigomi 3ipku, ak berioHce, Kanni MiHoyr, [logxa Kit, 'BeH CtedaHi, ya
Nina, rypt Maneskin Ta iHwi. FROLOV aktvBHO npautoe B konabopalii 3 ykpaiHCbKMMM
KOMMNaHisMK Ta bpeHAamn — cTaB MepLUMM yKpaiHCbKUM BpeHAOM-MapTHEPOM HaWBiAOMILLOro
toBeNipHOro cBiToBOro 6peHay Swarovski. | ceorogHi y konekuii LOVE HURTS Spring 2023 |saH
BMKOPWCTOBYE BUKJIHOYHO KpUcTanu Swarovski.

YkpaiHcbknin gnsariHep IBaH ®poaoB 3aiMae akTMBHY rPOMaAAHCbKY NMO3MLIt0 — MIATPUMYE
KvisMpang, opraHisauito HeForShe, doHa ponomorn meamkam SpanBond. CTBOptoe H6naroginHi
tOBENipHI KoseKLiT pa3oM i3 6peHaom Sova Ta poHaoM 100%XKunTTa, Bif AKMX YacTMHY NpubyTKy 3
npogaxy CnpsMOBYHOTb Ha 3aKymniB/ako LWBUAKMX TecTiB Ha BIJl. bpeHg FROLOV nepepobnse
Mavxe BCi BiAXOAN BMPOOHWMLTBA, BUKOPUCTOBYHOUM Yy CBOIM POBOTI TeKCTUAbHI dparmeHTn
po3MipoM noHag 5 cm. Pa3 Ha Micaub npauiBHWKM MNepearoTb 3aavWKM BUPOOHMLTBA A0
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AVTAUMX OYAWHKIB AN BUTOTOB/MIEHHA irpawok Ta ogary. [pibHi TeKCTUAbHI  3anuLKu
BMKOPWUCTOBYIOTb A8 MAaWWHHOI BUWMBKM Ta annikauin. Oaar FROLOV npogaetbca B
ekokopobkax. 3 nouatky BiMHM [BaH 3anycTmB 6naroginHnn npoekt «FROLOVHEART» -
NIMITOBaHy KOMeKLit0 CBITWOTIB 3 BUWNTMMW BPYYHY CepuaMn HUTKamMu abo bicepom. 3a vac
iICHYBaHHA NPOEKTY BeCb NPMBYTOK 3 Npogaxy nepeaacTbca y baaroaiviHi opraHisau,ii.

B 2023 poui IBaH ®ponoB ctBopuB 0bpa3m ana Buctynis yxamann, TiHn Kaponb, rypty
Tvorchi, a TakoX ANa BeAy4ux MiCEHHOro KOHKypcy €BpobaueHHa-2023 HOnii CaHiHOl Ta Aniwm
[JiKCoH.

Awn3anHep IBaH ®ponoB 6He3nepecTaHKy EKCNEPUMEHTYE, LIyKAE HOBI  METOAM
KOHCTPYHOBaHHA peyen, CMiMBO KOMbBIHye MaTtepiaan Ta daktypu. Came WOro CMinmBIiCTb Yy
BMbopi Tem pans Kosekuil Ta 6axaHHA TBOPUTM Ha MeXi JO3BOJEHOro 3pobuan Koro
yntobneHueM yKpaiHCbKOI MOAHOI iHAYCTpii. Ane Moza — He auwe ectetuka. Moga — ranysb
eKOHOMikW. B KuniBcbkoMy HaLjioHafibHOMY YHiBepCUTETi TEXHOOTIN Ta AM3aliHy — MPOBIgHOMY
HaBYa/bHOMY 3akfnady KpaiHW BBaX<atoTb, LLO MOZa BMBOAMTb Ha MOAiyM €KOHOMiKy, a IBaH
®ponos — ABYLLE He AuLe Y BITUM3HAHIW, ane 1 y CBITOBIW iHAYCTPIl MOAW. MU NMLWIAEMOCH TUM,
4O OCBITY MaiicTep 3406yB B HalUOMY YHiBepCUTETi, BiH Tenep HaBYa€ B Hac cTygeHTiB. Moro
CTPIMKMIA NPOPWB He AnLIe Ha NOAiyM, ane 1 y CBIAOMICTb rpoMasaH H6araTbox KpaiH — Npuknaz
uinecnpamoBaHoi pobotn. OgHa 3 MOro nNpekpacHUX pUC — BiACYTHICTb caMo3acnokoeHHsA. Cam
MancTep BBaXae, WO Moro «HaByaHHA y KHYT/ 6yno npodinbHWM i npaktnyHuMm. Le egnnunn y
HaLin KpaiHi NPpodiNbHNI BULL, 38 AKMM MaMBYTHE. AKLLO rOBOPUTU MPO YKPATHCbKMI KOHTEKCT,
10 nnwe B KHYT/L moxe icHyBaTK cneLjiafbHICTb «ju3alHep OAAry» 3a CBITOBMMMW LWabaoHamu.
YHiBepcuteT NocTynoBo pobuTtb BCe AA LpOro. | KepiBHULTBO HaBYa/lbHOrO 3aknagy po3yMie,
WO 3MiHM MNoTPibHI». Takox AoueHT KuiBCbKOro HaLuiOHaAbHOrO YHIBEPCUTETY TEXHOOTIM Ta
An3aviHy |BaH BacvnboBny ®PponoB kaxke, WO «LUiHYE BUKNAZaHHA AK LUAHC MO3UTUBHUX 3MIiH B
CUCTEeMi OCBITV 3HM3Yy — MEHi Ay>e IMMOHYE CTaTV ANA CTYAEHTIB JNIOAMHOI, AKa HaMaraerbcs
NOACHUTK, AK fashion-rany3b GYyHKLiIOHYE Y BCbOMY CBITi». 3ayBaxknmo, KMiBCbKMI HaLiOHaIbHUM
YHIBEPCUTET TEXHOMOMW Ta AW3anHy, AKWM 3aKiH4MB i Ae CbOrogHi BuKnagae IBaH Pponos,
BXoAnTb 20 TOMM-100 HarKpaLlmx AN3anHEPCbKMX LK CBITY.

OTxe, BUNYCKHUK PaKynbTeTy MUCTELTB | MOAW, KaHANAAT MUCTELTBO3HABCTBA 3 AN3aiHY,
AKIN MpifAB 3 AUTMHCTBA OAATaTU CBIT Yy KpacuBe — JAOCATHYBLUM BCbOTO LIbOTO MPOJOBXYE
HeBMWHHO pyxatuca gani. MNpo ue ceiguaTe nybaikauii BIiAOMUX MOAHMX >XypHaniB, CTaTTi Ha
MOAHUX cauTax: «baumtn HeBmamme. Yytn, 3agymaHe. [llparHyTm BAOCKOHaneHHA. Bce ue
CNoHyKae pobotn amsariHepa IBaHa ®posoBa. O3Haka noro 6peHAy — rpa Ha HanmiBTOHax: He
KpuyaTty, a wenoTitn. LLob 3asaBmTK nNpo ue, BiH KOMETOK YBipBaBCA y CBIT BUCOKOI Moau, 6e3
nepebiNblUeHHS, We ANTUHOK. A Koan 19-piyHUM nepemir y KoHKypci «[lornag y manbytHe», To
0Apa3y NepenLloB 3 Knacy «TOW, WO NOAAE HaAi» B «<MaUCTPU», i ONYUYMBCA A0 TaNaHTIB, NPO AKi
3apybiXKHi ekcrnepTn 3asaBAAOTb: «YKpaiHCbKi MOMOAI AM3alNHEepWU 34aTHI CTaTW 3aKOHOAABLAMM
moau B €Bponi». Lle npo IsaHa ®ponoBa y cTaTTi Ha CalTi yKPaiHCbKOTrO BWUAAHHA >XXypHany
VOGUE, 11.02.2022p. Takox FORBES Ukraine Bxe BueTBepTe pobutb cnuncok «30 go 30» —
MPOEKT 3 MPOCTOD 6A30BO iEEHD — 3HANTM HEMMOBIPHY YKPAiHCbKY MOAOAbL Ta iX MPUKAALOM
HaZMXHYTW iHWKnX. 2023-1 cTaB yCcnilWHWUM Ans ekcnaHcii 6peHay IBaHa ®ponosa - woy belioHce B
Ay6ai, Kainni MiHoyr Ha obaoxui 16-ro anbbomy Tension TakoX B KyTHOPHOMY BOpaHHi 6bpeHay
FROLOV, npeactaBneHHA HOBOI KosekLUii Ha TUXHI Mmoaun B JIOHAOHI — MepLIOMY CO/IbHOMY LUOY Y
CBITOBI MOJAHI CTOAWLII.
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HayKOBWA haxOBUIN XypHan Mucmeymeo3Hascmeso. TexHi4HI HayKu.

LlaHoBHWI konero, |BaHe Bacunbosuuy ®POJIOB, npuimiTe wmpocepaeyHi BiTaHHA 3
Harogu Baworo 30-piuHoro tosineto!

He3Baxkatoum Ha ycCi BUKAMKM CbOroAeHHA, Bu, Ak monoami gusanHep Ta, OAHOYACHO,
AOCBIAYEHNI BracHMK OpeHay, CBOEK BiAJAHICTIO 0Ob6paHin cnpasi, LWOAEHHOK npalero i
HECKOPEHICTIO, CMIJIMBICTIO W HaMONEr/MBICTIO, MOTYXXHUMW iHiUliaTMBaMK, BEeAEHHAM CBOET
KOMaHAM AO Mepemor, CTINKICTIO MO3WLIN Ha BITYM3HAHOMY PUHKY MOZAHOI iHAYCTpPIi, MOCTINHO
pobuTe 6e3LiHHNA BHECOK Yy PO3BUTOK Aep>KaBM.

YHiBepcuTeTCbKa CNibHOTa BUC/IOBAOE Bam ranboky nowaHy Ta BAAYHICTb 3a TypboTy npo
MamnbyTHIM wnsx fashion-monogi yHiBepcutety, Biakpute CEPLIE, sike € ronoBHOK 03HaKoMO
6peHay FROLOV, wmpo 6axkae MiyHOro 340poB'a, 6aarononyyus, mMupy, TBOPYOi HacHarw,
peanizauii aMbiTHUX NPOEKTIB, HOBUX 3BEpPLUEHb!

Fpuwenko I.M., a.e.H, npodecop, pexktop KHYT/A, akagemik HAIMH Ykpainu
KonocHiuenko M.B., A.7.H., npodecopkKa, rosioBHa peaaKkTopka, npogecopka

Kadeapu
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PEKTOP IBAH IrPULLEHKO
Ao AHA HapoA >KeHHA

MwucTeubka cninbHOTa YKpaiHu Wnpo BiTae PekTopa
KniBCbKOro HaLioHa/NbHOTO YHIBEPCUTETY TEXHONOTIM Ta
Av3anHy IBaHa MwuxannoBmua puwieHka 3 [Hem
HapoaxeHHs — omy 11 nmctonaga BCi Halli HalkpaLyi
nobaxaHHs!

[loKTOp eKOHOMIYHUX HayK, npodecop, akagemik
HauioHanbHOI akagemii nejaroriyHMX Hayk YkpaiHw,
HapoaHun penytat YkpaihHun | ckavkanHa (1990-1994),
[JepxaBHuin  cayxboseub 1 paHry, 3acny>xxeHui
npauiBHMK OCBITM YkpaiHw, Jlaypeat [ep>aBHoi lMpemii
YKpaiHn B ranysi Haykm i TexHiku, [loyecHuin pokTop
XMeNbHULBKOrO HaLioHaNbHOro yHiBepcuTeTy, lovecHui
rpomagaHvH KponeseuumHn Hapoameca y 1956 poui, a
TPYAOBY AiANbHICTb po3noyas Bxe y 15 pokiB. HaBuaBcs akademik I8aH [puujeHko
Ta YCMIWHO 3aKiHUMB YKpPaiHCbKY CilbCbKOrOCnoAapcbKy
akagemito y Kvesi (HUHi — HauioHanbHMI yHiBepcuTeT BiopecypciB Ta NPUPOAOKOPUCTYBaHHA) 3a
CNewiaNbHICTHO IHXXEHEepP-MeXaHiK Ta eKOHOMICT-opraHizaTop. CBiK yCRiWHWN TPYAOBUIA, HAayKOBO-
TBOPYMM WAaX |BaH MwuxannoBuu BCe XWTTA MPOXOAUTb CKAAAHUMM LAsXamu, obuparoum
HanbinblW AouinbHI 40 NOTpeb CycninbCTBa: KEPIBHUK KOHUEPHY, Biue-npe3naeHT kopnopadii,
NPOPEKTOP 3 EKOHOMIKM Ta PO3BUTKY, 3aCTYMHUK AMpekTopa IHCTUTYTY 3 HayKOBO-iHHOBALiIMHOI
pobotn, pektop KHYTZ 3 2010 poky. 3a noro 6e3nocepesHboi yyacTi B yYHIBEpCUTETI BnepLue
3aCHOBAHO HayKOBO-(MaxOBUW XypHan An3alHepCbKoro crnpamyBaHHA «Art & Design»: i3 aHA
3acHyBaHHA y 2017 poui o 2021 poky — BiH MOro rosI0OBHUA PeAakTop; CbOrOAHI — aKTUBHUN
UNeH pesakLinHol Konerii, a TakoX aBTop Haratbox cTaTew.

[ocBifueHNA MeHeaXKep, HaCTaBHUK MOJIOAI, KEePIBHUK HAyKOBLIB, BUMTENb KEPIBHUKIB-
nouatkiBuiB npodecop IBaH Muxannosny lpulleHKO BMEBHEHO 3aiMaE HaWBULLY Mnocajy B
YHIBEPCUTETI, KOPUCTytOUMCb be3nepeyHMM aBTOPUTETOM Ta noBaroto konektmey! Ha 1oro
AYMKY, «B OCBITi Tpeba 3MIHWUTK caM cnocib AoNyYeHHs 0COBUCTOCTI fO HaBYaNbHOTO MPOLLECy.
Cy6'eKTHO-06'€KTHI CTOCYHKM MK TUMW, XTO HaBYag€, i TUMW, XTO HABYAETbCH, MaOTb 3aMiHUTK
cy6'ekTHO-Cyb'ekTHI, Ae 0buaBa y4acHMKM HaBYaJbHOrO MNpouecy akTUBHI, PIBHOMPaBHI Y
B3aEMO|i | B3aEMHO LWaHOBaHI i BignoBiganbHi. Ha 3MiHy aBTOpUTapHi penpecunBHiv nejarorii
NPUXOAUTbL AeMOKpaTUUyHa neAarorika ToNepaHTHOCTI i cnisnpaui. LleHTpanbHMMK npouecamu
HOBOI AKOCTI OCBITU CTaHyTb KOMYHiKauii i TeXHO/Oril iHTenekTyanbHOI npaui, a ¢opmoto
AiANbHOCTI — KOMaHAHa pobota. OpraHisauiiHa posb npodecopa MNOBWHHA AOMOBHUTUCS
KOMYHIKaUiNHUMM TEXHONOTIIMU». | BNEBHEHO BBaXae, O «HaNbAMXKYMM YacoMm BiabyayTbes i
BXe Bif0yBatOTbCA 3MIHW TEXHOOTNIA HaBYaHHA BIAMNOBIAHO 4O Cy4YaCHUX TEXHIYHWUX AOCATHEHb,
ICTOTHO 3MIHUTBLCA NeKLiNHO-CeMiHapcbka MOAeb OCBITY, ByAyTb yNpoBajXeHi akTUBHI MeTOAM
HaBYaHHA TOLLO>.

IBaH MpYLLEHKO AK CyYaCHW KepiBHWK YHIBEPCUTETY YMINO aganTye CTapi cneuiaabHOCTI A0
HOBMX YMOB. A Lie He auLle BipHICTb TPaAWULIAM, a 1 BiANOBIAANbHICTb 3a MabyTHE. BiH 3aBXxau

W= =

Pexmop KHYTA,

211



Art and Design N23, 2023

HayKOBWI $axoBWi XypHas Mucmeymeo3Hascmeo. TexHI4YHI HayKu.

HaLiNIeHNA Ha PO3BMTOK, BMEBHEHO 3a3HAauyae, WO «PUHKOBI YMOBW BUMaratoTb, i M1 PO3BOAMMO
MexXi npodecin, AKi 3ahmaroTbCa npobnaeMamun XutresabesneyvyeHHAa NOAMHM — Hamaraemocs
36epertn nigrotoBky ¢axiBUiB IHXEHEPHMX CnewianbHOCTEN, afanTyBaTu iX A0 KOMMAEKCHUX
3HaHb Ta IT-TexHonorin, 3abe3neunTn iX pPO3BUTOK». HEBIA'EMHOK CKNAZOBOK Cy4acHOI
ANS Nerkoi NPOMMCAOBOCTI, IHAYCTPIT MOAN, @ TaKOX IHLWKX chep AM3anH-AiIANbHOCTI, MUCTELTBa,
KyAbTYPHOTrO pPO3BUTKY KpaiHn. Ha aymky yuyacHukiB Ukrainian Fashion Week, Bu3HauHunx
BMMYCKHWKIB, BIAOMMX Y CBIiTi gn3anHepis, KHYT/ — ronoBHUIM An3aniHepCbKNn BULW YKpaiHW.

[

| HALIOHA/TbHUW YHIBEPCUTET
(HOJIOTIN TA A2y

I YHIB
13ANHY

MixXHapoaHWI KOHKYPC OAHOro obpasy Ta HOBOPIYHO-PI3ABAHOrO aekopy «Cy3ip's «KawTaH»

OKpemoto NlaHKOK pPO3BUTKY AuM3ariHepcbkoro Hanpsmy KHYT/J ctaB 3agymaHuin Ta
peanizoBaHnin pekTtopoM [lpuweHko .M. HayKOBO-OCBITHI/ MPOEKT criBnpali 3 TeXxHONOorYHUM
yHiBepcuTeTom Lliny B Kutai. [lincHo, BennyesHa ponb 0COBUCTOCTI pekTopa Ha LUAAXY PO3BUTKY
yHiBepcuTeTy! 3aBasaku yHikanabHoMy gocsigy KHYT/ B iHTepHaLioHani3aLii OCBITHbOro npouecy
Ta HayKOBIM AiANbHOCTI, @ TaKoX Bean4yesHin poboTi ocobucto pekTopa IBaHa [puieHka,
CbOTOJHI B YHIBEPCUTETI HaBYa€ETbCA Hinbl AK YOTMPW TUCAYI cTyaeHTIB 3 Kutato. MocTiHa yBara
4O PO3BUTKY Ta YAOCKOHANEHHIO MMUCTELIbKOTO HampAaMy YHIBEPCUTETY, WOro KpomniTka,
NoBCAKAEHHA poboTa cnpsAmMoBaHa Ha Bu3HayeHHa KHYT/, ekcnepTHOK CRiNbHOTOK  AK
HaMKpPaLLoro YKpaiHCbKOro YHIBEPCUTETY 3 PO3BUHYTOK KPEaTUBHICTIO AM3alHy. EkcnepTHOtO

W

Mi>XKHapOoAHWI KOHKYPC MONOANX AM3alHEPIB-MOAENbEPIB
«[Meyepcbki kawTaHm», 2023
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AYMKOK BM3HAUYEHO YHIBEPCUTET Ha YOJi 3 MOro pekTopom IBaHOM [puLieHKO fK TBOPUUA,
HeCTaHAAPTHUN, YHIKaNbHUW, TakKMA LLLO XapaKTEPU3YETbCA HEMOBTOPHICTHO, OPUTIHANBHICTIO, a
TakoX 34aTHICTIO AMBYBATW Ta 3aXOMNJIOBATU NPOBIAHI iHTEepHAaLLiOHaNi30BaHi TafaHTW.

3aBAAKM HanonernanBocCTi IBaHa MuxannoBuya, MOro 34aTHOCTI 3rypTyBaTn HaBkoao cebe
KOMaHAy OAHOAYMLIB, HayKOBY CMiNbHOTY YKPaiHCbKMX Ta 3aKOpAOHHWUX BueHux, B KHYT/
Bnepwe B YKpaiHi CTBOpeHa AOKTOpCbKa Crneujani3oBaHa BYeHa paja 3a CneuianbHICTHO
17.00.07 — pu3ariH, fika W goTenep 3aiMLWAETbCA EANHOLO B KpaiHi — i KageHLit0 NOAOBXEHO Ha
HOBMI TepMiH. Cneupaja yCnilWHO MNpPaLtoE, OCTAHHIM MIBPIYYAM 3axMLEHO KaHAWAATCbKy Ta
AOKTOPCbKY AucepTauii. HaykoBi 3800yTkKM TakOX [JAEMOHCTPYHOTb IHO3EMLUi — CbOTOAHI B
YHIBEPCUTETI B acnipaHTypi 3 An3aliHy HaB4yaroTbca Hinbw Ak 60 iHo3emuiB 3 Kutaro; gesaki 3 HUX
BXE YCMIWHO 3axucTuam auceptauivHi pobotn. Ui nutaHHA TakoX 3aBXAM Nif 0COBUCTUM
KOHTposieM pekTopa!

AkagzeMmik IBaH lpulleHKO BBaXkae€, WO ANA aganTauii 4O €KOHOMIKM CBITOBOI LMPPOBOI
enoxu, ypaxyBaHHs notpeb kpaiH Ta perioHiB B OCBiTi, KMIBCbKMIA HaLiOHaNbHUI YyHiBEpCUTET
TEXHOJIONIN Ta AM3alriHy NpoTarom 6a13bko 95-piyHOi pobOTM aKTMBHO PO3BMBAE KpeaTUBHUM
AV3aiH — AK LWAAX iHTerpauii TBOPYOCTI, Haykn Ta KoMmepLii. YcnilwHa AifAbHICTb KONEKTUBY
YHIBEpCUTETY BM3HaHa MiXKHapoAHMMK ekcnepTamu iy 2023 poui ouiHeHa 54-m micuem vy
PENTUHTY Kpalumx AmsariHepcbkmx Lwikin ceity Ceoworld Magazine. MMigTBEepAXKEHHAM BUCOKMUX
3406yTKIB YHIBEPCUTETCHKOI CMiNbHOTK € BXoaXeHHA y 2020 poui go pentnHry World University
Rankings komnaHii QS (Benvka bpwvTaHis), a Takox 3a pe3synbTatamun 2022 poky BXOAXKEHHAM Y
npeametHuin pentnHr World University Rankings komnaHii QS (Benvka bputaHis) 3 mucteuTsa Ta
AN3aiiHy.

2

3axucT gokTopcbkoi ancepTauii H. CknapeHko  BigkpwTTa BUCTaBKM Y BUCTaBKOBOMY LIEHTPI
(Hayk. KoHC. M. KonocHiueHko) «Mwucteubknii npoctip» KHYT/,
B cneupagi [ 26.102.07, 2023 pik

lWnpo Bitaemo Bac, waHoBHMW IBaHe Muxannosuuy, 3 [lHem HapogxeHHs! baxaemo
MILHOrO 340POB'A, CUA, TEPMIHHA Ta BUTpMMKK! baxaemo, wob poboTa pektopa byna ana Bac He
Ve BaXX/JMBOK MOCaZo, a U NOBMMOK CNpaBoK XWUTTA, Ae KOXeH AeHb japye barato
MOX/IMBOCTEM Ta nepcnektus! baXkaemMoO HiKOAW He 34aBaTv BMEBHEHMX MO3WLIA, Xail 3aBXAW
6yae MyapicTb ANA NpaLi, @ HATXHEHHSA Ta KOXaHHA ANA XUTTS!

3 wmpolo NoBaroio Ta BAAUHICTIO, peAaKuifiHa Koseria HaykoBoro ¢axoBoro
)XypHany «Art & Design»
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