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THEATRICALIZATION AS A WAY OF EXPANDING THE COMMUNICATIVE SPACE
OF FASHION SHOWS

The purpose of the work is to analyze the process of theatricalization of fashion shows in the context of the
socio-communicative space of culture, which is conditioned not only by the ability of this cultural phenomenon to reflect
some of the features of modern society, but also to enhance these properties against the background of transformations
of the cultural context. The research methodology of the research is based on the paradigm of theatricality of socio-
cultural processes. This approach has allowed not only to establish that theatricality has always been characteristic of
the displays of new fashion collections, but also to identify trends in the emergence of new forms, which main objectives
are: increasing the effectiveness of communication between designers and viewers as potential consumers of products
offered; the expansion of the communicative space of the fashion industry, which is due not only to commercial consid-
erations, but also an understanding of the role of fashion in socio-cultural processes. Scientific novelty. The scientific
novelty of the work lies in confirmation of the effectiveness of the application of the theatrical paradigm for the study of
communicative processes in the field of fashion. This is manifested in the fact that for the first time, it was possible to
explain not only the reasons for the emergence of new forms of fashion shows, but also their semantic transformation
with the strengthening of social orientation. Conclusions. The analysis of the impressions of new fashion collections
confirmed that they always had a theatricality which is gaining new forms for increasing the effectiveness of communica-
tion between designers and viewers and expanding the communicative space of the fashion industry.

Keywords: theatricality; fashion; social communication; cultural context.

CnpiHcsiH Bacunb eopeitiogu4, kaHOuGam mucmeymeo3Hascmea, 00UeHM, 3acryXeHull rnpauyisHUK oceimu
YkpaiHu, 3asidysay kaghedpu iHhopmauitiHoi disnbHocmi ma media-komyHikauili; LLlee4eHko OneHa BacunieHa, Ook-
mop Hayk 3 couyianbHuUx KoMyHikauilti, npoghecop kaghedpu iHgpopmauiliHoi dissnbHocmi ma media-koMyHikauit; lMpoko-
noesuy Jlada BanepiigHa, kaHOuGOam mexHi4HUX HayK, doueHm kKagheOpu Kyrbmyposoei, Mucmeymeo3Haecmea ma
inocoii kynbmypu O0ecbko20 HauioHaIbHO20 MoiMmexHiYHO20 yHigepcumemy

TeaTpani3sauis sik 3aci6 po3wnpeHHA KOMYHIKaTUBHOro NPOCTOPY NoKasiB Mop,

MeTa po6oTu. lNMpoaHanisyBaTy npouec TeaTpanisadii Nokasis Mo B KOHTEKCTi COLiOKOMYHIKaTMBHOro NpocTo-
py KynbTyp#, Lo 0ByMOBNEHO HE NKLIE CMPOMOXHICTIO LIbOro KynbTypHOro heHOMeHy BifgobpaxaTu Oesiki pucu cyvac-
HOro CyCninbCTBa, a " MOCUNIOBATU Li BMaCTUBOCTI Ha (hOHI TpaHcdopmaLi KynbTypHOro KoHTekcTy. MeToponorisa goc-
NiMKEHHS I'PYHTYETLCSA Ha napagurmi TeaTpanbHOCTI COLOKyNbTypHUX npouecis. Ller nigxig possonueB He nwvwe
BCTAHOBUTMU, L0 TeaTpanbHICTb 3aBxXau Oyna nputamaHHa nokasam HOBMX MOLHWUX KOMEKLiN, a N BUSIBUTW TEHOEHUIT A0
NosiBU HOBUX (POPM, OCHOBHUMU LLiNsIMU SKMX €: NiOBULLEHHST e(PpeKTUBHOCTI KOMYHIiKaLii MixX An3anHepamu Ta rnagada-
MU, SK MNOTEHUINHMMW CrnoXuBadYaMmy NpoayKuii, WO MPOMNOHYETLCS; PO3LUMPEHHST KOMYHIKaTUBHOIO MpOCTOpY iHAYCTPIl
MOaW, WO 0OYMOBMEHO HE NULLE KOMEPLIMHAMU MipKYBaHHSIMU, @ 1 PO3YMiHHSIM pOIi MOAM B COLIOKYNbTYPHMX Npoue-
cax. HaykoBa HoBu3Ha po6oTK nonsirae B NiATBEPAKEHHI €(PeKTMBHOCTI 3aCTOCYBaHHS NapaaurMmn TeaTpanbHoOCTI Ans
OOCriAXeHHA KOMYHIKaTUBHUX npoueciB B cdepi moaun. Lle nposiBNAeTbca B TOMY, WO BrepLlUue BAANOCb MOSICHUTU He
nuLe NpUYMHK NOSIBU HOBUX POPM MOKasiB MoA, a N iX CMUCNOBY TpaHcopMauito 3 MOCUMEHHSAM couianbHOi cnpsmo-
BaHOCTi. BUCHOBKM. AHani3 nokasiB HOBMX MOLHUX KOMEKUin nigTBepAuMB, WO iM 3aBxau Oyna nputamaHHa Teatparb-
HIiCTb, WO HabyBae HOBMX POPM AN MiABULLEHHS ePEKTMBHOCTI KOMYHiKaLii MiXX AM3aiHepamu Ta rnsgadamum, poswun-
PEHHS1 KOMYHIKaTMBHOIO NMPOCTOPY iHAYCTPIi Moau.

Knto4yoBi cnoBa: TeatpanbHiCTb; MOAA; couiarnbHi KOMYHiKaLil; KynNbTyPHUI KOHTEKCT.
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CnpuHcsH Bacunuti Neopauesuy, kaHOudam uckyccmeogedeHusi, AoUeHm, 3acily»KeHHbIl pabomHuK obpa-
308aHUs YKpauHbl, 3asedyrouuli kaghedpol UHpopmayuoHHol deamenbHocmu u mMedua-koMMyHuKayul; LlleeyeHko
EneHna BacunbegHa, d0KmMop HayK ¢ coyuarnbHbiX KOMMyHUKayul, npogeccop kaghedpbi UHGhOpMayUoHHOU dessmerb-
Hocmu u medua-kommyHukayul; lMpokonoeuy Jlada BanepbegHa, kaHOUOam mexHUYeckux Hayk, doueHm kagheopsbi
Kynbmypornoauu, uckyccmeogedeHusi U ¢huriocopuu Kynbmypbl O0eccko20 HayuoHaIbHO20 MoaumexHU4ecKoao yHuge-
pcumema

TeaTpanusauus Kak cpeacTBO pacluMpPEeHUA KOMMYHMKaTMBHOIO NPOCTPaHCTBa NOKa3oB MOJ,

Llenb paboTbl. NpoaHanuanpoBaTb NpoLECC TeaTpanu3aunmn Noka3oB MOA B KOHTEKCTE COLMOKOMMYHMKaTUB-
HOro MPOCTPAHCTBA KYNbTypbl, YTO OBYCMNOBMAEHO HE TOMbKO CMOCOBHOCTLIO 3TOr0 KyfbTYypHOro cheHomeHa otobpaxatb
HeKoTopble YepTbl COBPEMEHHOro ObLiecTBa, HO U yCunmBaTb 3TV CBOWCTBA Ha (POHe TpaHcdopMauWin KyrnbTypHOrO
KOHTekcTa. MeTogonorusa nccnefoBaHnsl OCHOBaHa Ha napagurMe TeaTpanbHOCTM COLIMOKYIbTYPHBIX MPOLECcCcoB. ITOT
NOAXOA MO3BOMUI HE TOSbKO YCTaHOBMTb, YTO TeaTpanbHOCTbL Beerga bbina npucylla nokasam HOBbIX MOGHbIX KOMNIeK-
LW, HO W BbISIBUTb TEHAEHUMM K NOSIBMEHUIO HOBbIX POPM, OCHOBHBIMW LieNsaMy KOTOPbIX SBMASIOTCH: NOBbILEHNe 3d-
(HEKTMBHOCTM KOMMYHMKaLMN MeXay An3anHepamMu 1 3puTensiMu, kak noTeHuuanbHeIM1 noTpebutenamy npeanaraemomn
NPOAYKUMM; pacLUMPEeHne KOMMYHUKaTUBHOIO NPOCTPaHCTBa MHOYCTPUM MOAbI, YTO 06YCNOBNEHO HE TOMNbKO KOMMepYe-
CKUMW COOBpaKeHUsIMW, HO U MOHMMaHWEM PONn MOAbI B COLMOKYNbTYPHLIX npoueccax. HayyHasa HoBu3Ha paboTbl
3aKnovaeTcs B NOATBEPXKAEHUN 3DMEKTUBHOCTM NPUMEHEHUSA NapagurMbl TeaTpanbHOCTU ANs UccneaoBaHUs KOMMY-
HMKaTVBHbIX NPOLIECCOB B cdhepe MOAbI. ITO NPOSBASETCS B TOM, YTO BNepBbIe yAanocb 060bACHUTL HE TOMbKO NMPUYNHBI
nosiBNeHns HoBbIX (OOPM MOKa30B MO, HO U NX CMbICIIOBYIO TPAHCGOPMAaLMIO C YCUIIEHNEM COLMarnbHON HamnpasneHHOo-
cTn. BeiBoAbl. AHann3 nokasoB HOBbIX MOAHBIX KOMMEKUMIA MOATBEPAMNI, YTO UM BCerga bbina npucyLya TeatpanbHOCTb,
41O NpuobpeTaeT HOBble HOPMbI AN NOBbILLEHNSA 3PPEKTUBHOCT KOMMYHUKALMN MEXOY An3aiHepaMun 1 3puTensamu,
paclumpeHne KOMMYHUKaTUBHOTO NPOCTpaHCTBa MHOYCTPUN MOAbI.

KntoueBble cnoBa: TeaTpanbHOCTb, MOAA, COLManbHble KOMMYHUKaLWKW, KYNbTYPHBIN KOHTEKCT.

Relevance of research topic. Fashion shows have become not only an integral part of the fashion in-
dustry, but also important socio-cultural events long time ago. Important not only in the context of the «con-
sumer society», but also in the broader sense: as artistic acts, as events of a certain social orientation, etc.
The study of this cultural phenomenon is relevant due to its ability to reflect some of the features of modern
society and, at the same time, to influence the process of their formation. This is facilitated by such a com-
ponent of fashion and fashion shows as theatricality.

Analysis of recent researches and publications. Theatricality is inherent not only in theater, but also
in various non-theatrical areas of human activity. This phenomenon is so widespread that the concept of
«theatricalization of life» is increasingly appearing in scientific works of various directions: in the field of art
studies, cultural studies, philosophy, sociology, social communications, etc. The European experience in
forming the artistic and practical competence of the person is explored by L. Kravchenko and O. Maevskaya
[3]. Aesthetic - educational technologies for the preservation of value components of works of art are in the
field of view of N. Myropolskaya [5]. Interest in the phenomenon of theatricalization of life by cultural scien-
tists and specialists in social communications is due to the fact that the communication processes acquire
the features of theatricality. In other words, theatricality occurs, when there is a conditional «actor» and a
conditional «public». It is under such conditions that theatricality manifests itself in public policy, subcultures,
and everyday life, which provided the basis for the substantiation of the methodological apparatus of re-
search of the socio-communicative space of culture within the framework of the theatrical paradigm.

Theatricality attracts the special attention of researchers in the field of fashion. For example,
J. Lipovetsky, using the notion of «the logic of theatricality», notes that the logic in question forms the fashion
as «a system inseparable from excess, exaggeration and extremesy, giving clothes an element of idleness,
which brings it beyond the limits of everyday life [4]. A. Hoffman reveals the aspects of the visualized com-
ponent of images and symbols of spectacle culture and fashion in their manifestations of universality,
demonstration and playing [2].

Actually, almost all studies devoted to fashion reflect its property - to be between everyday life and
«ephemerality».

But this applies to fashion as an idealized notion (by A. Hoffmann). If the fashion is regarded as an
industry, then its other properties and functions come to the fore. Particularly expressiveness, this specificity
takes on the practice of showing new fashion collections, in particular, in the theatricality of such events.

The purpose of the research is to analyze the process of theatricalization of fashion shows in the
context of the socio-communicative cultural space.

Presentation of the basic materials. Regular fashion shows pursue three main goals:

- commercialization of the ideas offered by fashion, advertising of fashion products;

- formation of behavioral schemes for the use of these products;

- establishment of communication links between all participants in the «fashion» process: designers,
producers, consumers, critics, etc.

Now podium fashion shows turned into a show, bright stage shows. Podium becomes some kind of
playground of the fashion, on which a specific performance is realized. This performance carries both cere-
monial features and features of theatricality at the same time.

O. Bakerkina appealed to the ceremonial nature of the fashion shows, claiming that «the fashion or-
ganizes its «ritual space» in the same way as the liturgy in the church: the back of the podium with the name
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of the designer, usually with three exits (the iconostasis), the «dialogue» of the designer (priest) with the
flock through the models (choir), the presence of a musical component to enhance emotional influence and
limitation of sacred action within the framework of the podium. Everything that is heard from the podium is
perceived as a commandment, the execution of which guarantees the «paradise pleasure» and approaching
the rank of «the elected» [1].

Here, perhaps, it is necessary to clarify: is it really about «commandments»? Or about «sermons»?
The commandments are not from the priest, but from God. It is not an exaggeration to say that every de-
signer feels himself not as a priest (mediator between God and men), but as God the Creator. Therefore, if
you continue this semantic game, the fashion shows should be compared not with the church ceremony, but
with the moment of Revelation.

In this case, the spectators who are on fashion shows should be considered not as a flock, but as
apostles, ready to carry the ideas of a new fashion season in the masses. However, this comparison does
not give a complete analogy with the communicative processes that take place on fashion shows. This indi-
cates that the shows gradually created their own artistic language.

And yet, no matter what the internal settings of all the participants of the performance called «Fash-
ion showy, its theatrical character remains obvious and indisputable.

The main thing in any fashion show - to create a full performance, in which theatrical effects are
called to make the necessary emphasis on products. For this purpose, a large arsenal of means is used,
among them prestigious space, carefully selected mannequins, spectacular lighting, sound design.

The first fashion designer, who offered a new display format was Paul Poiret. The special attention of
the researchers of the fashion history attracts his presentation «The Thousand Second Night» in 1911. Here,
for the first time, an attempt was made not only to create clothes and decorations in one subject, but also to
construct a theatrical-semantic space in accordance with a given theme. The platform for the arrangement of
such a space became his own home and garden. All invited should have come in Persian costumes (other-
wise they were not allowed to enter). The unity of the appearance of visitors with a certain design of the
rooms of the house created the integrity of the space: the participants of this «costume ball» visited the
rooms that were furnished with attributes typical of the Persian style: fountains, mirrors, sand on the floor,
carpets, pillows, etc. Paul Poiret admitted that he was enjoying, «playing the emotions of the guests, as if on
the keys» [7]. Thus, the fashion designer managed to create a situation, where emotionally perceived was
not only clothes, but also the context of its wearing, the conditions in which it may be relevant.

The desire to emphasize the relevance of his collection was guided by André Courréges, arranging
the show «Space Age» in 1969. To convey his ideas to the public, the designer attracted mannequins with a
new type of appearance, loud rhythmic music and a hall decorated under the style of a fashion show, - cov-
ered with white vinyl walls, white cubes for sitting, a lot of empty space.

Sometimes designers appeal to such an approach as the realization of creative design directly on
the podium, in front of the audience. So, during the show in 1992, the Japanese designer Yohji Yamamoto
experimented with a slanting cut, creating a new shape directly on a live mannequin (desacralization of the
«Act of Creation»).

An example of an attempt to combine the «language» of the theater with the «language» of a fashion
show is shown by the Ukrainian scholar O. Skalatska [8]. She describes the presentation of the Ukrainian
brand Domanoff collection of the spring-summer 2016 season called «Elastic». The presentation was im-
plemented in the form of a play consisting of five scenes. Each scene lasted about one minute, which al-
lowed not only to examine clothes, but also to comprehend the philosophical meaning of the performance.

The philosophical meaning of the collection was based on two positions: the color (here mostly the
yellow was present) and the semantic load of the category «elastic» (flexibility).

In the first scene, the man tried to put on himself a woman's dress, which had to demonstrate the
desire to feel the emotions of the girl (at least those caused by difficulties during putting on the dress). In the
second scene, two girls, with the help of motions, declared their same-sex relationship. The third stage de-
picted the individual's dependence on information technology, image stereotypes and fashion. The manne-
quin took various poses for the selfies, demonstrating that she was the «victim» of the Network. The fourth
stage reveals the theme of freedom as an axiological category. The girl is tied with yellow ribbons to the
chair. Breaking «shackles», she moves on stage, demonstrating release. The fifth scene showed the story of
a girl, who wants to change her life. In the last minutes of the show, all the scenes merged into a single dra-
matic picture, accompanied by the influence on the public alternating black and white colors.

This show-performance not only shows the attempts to create a new artistic language of fashion
shows, but also eloquently emphasizes the socialization of theatricality of such performances. And it is with
the help of such theatricality, designers are trying to convince viewers - potential buyers - of the relevance of
the products offered.

In addition, the social themes of such performances can significantly expand the communicative
space, overcoming the limits of a fashion show, a narrow circle of fans of the brand or designer.

Creators of fashion shows seek not only ways of expanding the communicative space, but also di-
versifying it.
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For example, in order to convey the atmosphere of the novel «The Shining» of Stephen King, de-
signer O. McQueen invited guests to his show at the transport depot. The space of the defile was limited with
a huge transparent cube, which contained a real snow-covered estate with a frosty pond (25 tons of ice was
used for its production). The sound accompaniment reproduced the curling of wind and wolves.

Museums are increasingly used to display new collections. This is due to the fact that, according to
R. Tkachenko, in this way the designers try to emphasize the connection of the fashion with «true art» [9].

The space of the museum hall has always been perceived as the territory of the most valuable works
of art, undoubtedly recognized masterpieces. Although some critics believe that it is the separation of works
of art from the natural environment of their existence, from the context, leads to the loss of cultural mean-
ings. But the process of loss or transformation of cultural meanings is irreversible, because contexts are con-
stantly changing. And at this stage, a new approach to the perception of works of art is formed, which is
based on ideology, where the emphasis is made on ideas and concepts of works. This, in fact, helps the
contemporary viewer to establish communication with the artistic product. This situation is also being sought
out by designers, «breaking» into the museum halls with their models.

In order to emphasize the equality of artistic ideas, regardless of where and when they are embodied
- on a canvas or on a dress, - Viktor & Rolf designers have offered a kind of performance-metaphor. The
starting point is the classic painting. The show took place in the walls of the museum, where the models ap-
peared in the podium in dresses-paintings. The mannequins moved in a logical sequence: from the model,
which embodied the idea of a clean, white canvas, to the finished picture taken in the frame (literally). In the
folds of fabrics, you could see watercolor essays, classic still lives, group portraits of the Renaissance [6, 10].

Of course, in the creative aspect the innovation in the presented models is not enough. Quotation is
always secondary, but one more example of theatricalization of the show demonstrates a steady tendency to
bring the fashion industry closer to art. So fashion through art, and art - through fashion, reach out to a wider
audience. Apparently, at this stage of cultural development, this is the most successful form of
«socialization» and the expansion of the communicative space of both areas of human activity.

Conclusions. The analysis of new fashion collections confirmed that they have always been inherent
in theatricality. But in recent years, it has been acquiring new forms to achieve such goals as:

- increasing the effectiveness of communication between designers and viewers as potential con-
sumers of the proposed product;

- expansion of the communicative space of the fashion industry, which is caused not only by com-
mercial considerations, but also by awareness of the role of fashion in social-cultural processes, which caus-
es a situation, where in this area not only the appearance of new forms of presentation of collections is ob-
served, but also there are semantic transformations of the communicative space with its intensification of
social component.
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KAMEPHO-BOKAJIbHU BUCHIB AK MPOLIEC XYOOXHbOI CAMOIAEHTU®IKALII
(HA NMPUKIALI TBOPYOCTI C. PAXMAHIHOBA)

MeTor poboTu € gocnigkeHHs TpaHcdopMaLlii )XaHPOBMX MOAENEN Ha 3nami iCTOPUYHMX enox. Y KOHKpeTHWUiA
icTopnyHuMn yac TBOpYe Ero xygoxHuka icHye B NEBHOMY HOPMaTUBHOMY MPOCTOPi, akTyarni3aoBaHOMY XaHpPOBO-
CTMNBOBOK KOHKPETUKOI. TBOpYa AiANbHICTL B BihopmMaToBaHMX 4aCoM >XaHPOBO-CTUIICTUYHNX YMOBAX CNPUAMAaETbCS
XYAOXKHVKOM SIK HEBaxKKe 3aBAaHHs. [lyMka, Lo pyxaeTbCs B pycni NEBHOI XaHPOBO-CTUMICTUYHOI MoAeni | YiTaeTbCs, i
notpebyeTbes, | 3p0o3yMmina, i BUKIUKAE XXBaBuUi rmagaubkuii iHTepec. CTunb akTyanisye iCTOpUKo-KynbTypHE MUCMEHHS.
MeToaonorif 4OCNiOKEHHS IPYHTYETLCS HA CMONYyYeHHi BUKOPUCTaHHSA BiorpadivyHoro, icTopuko-KynbTypHOro, KoMmnapa-
TUBHOIO, MUCTELTBO3HAaBCbLKOrO MeTOoAiB. Takui MeTOAOoNOoriYHUA Niaxia Oo3Bonse nornmbuTtyu Ta BcebiyHO Aocniantin
npo6nemy 3miHu XaHPOBO-CTUMNICTUYHMX YCTAaHOB MUTLSI B NpoLeci eBontouii TBopyocTi. HaykoBa HOBU3Ha LOCTiAXEH-
HS MonsArae y BUABMEHHI 3aranbHUX TEHAEHLUIN 3MiHU >XaHPOBO-CTUIMbOBUX OPIEHTUPIB B €MOXY «TEKTOHIYHMX 3CYBIB» Xy-
[OXHBOrO MPOCTOPY MepexiaHUX ICTOPUYHMX enoX Ha npuknagi kamepHo-BokanbHoi TBopyocTi C. PaxmaHiHoBa. Buc-
HoBKU. OBMipKOBYHOUM OfHY 3i CTOPIH TBOPYOI CMAaALUMHN BEMNUKOrO POCINCBKOro MUTLSI, CrocTepiraym cnagkoeMHiCTb
OyXOBHOro AocBigy — HeobxiaHOro atpnbyTy TBOPYOCTi, MM NPUXOAUMO A0 BUCHOBKY NMPO Mi(POMNOriYHICTb TBOPYOrO LIMK-
ny. Wnax camonisHaHHA MUTUSA CXOXUM i3 XPUCTUAHCBKOK MiPOMOriYHOK MOAENMI: rpixonagiHHs, NOKasiHHSA, CroKyTa.
Y PaxmaHiHoBa MichonoriyHni Lmkn camoigeHTudikauii Biga3epKkaneHo y KaMepHO-BOKanbHil TBopyocTi. Cnoyatky ue
loHaLbKa HEBMUHHICTb, CTPIMKICTb, Makcumaniam YyTTEBOCTI «rpixonagiHHa». [MOTiM YMUPOTBOPEHHS SK OeMOHCTpaLis
3roAu i3 XMTTAM, 3aXOMMEHHS BiAYYTTAM CMOKOK i NpUMUPEHHst 3 ByTTam. |, B pewTi pewT, «Cnokyta» - HECKIHYEHHUN
nyTb, «gopora ao boray.

Knto4yoBi cnoBa: kamepHO-BOKanbHa My3uvKa, Mipu4HUA BUCAIB, aBTOPCbKa NepcoHidikavis, aHpoBi niasuau,
€BOroLiS XaHpy.

XaHaHaee Cepeeli Bumanueeu4 kaHOudam uckyccmeogedeHus, doueHm, rpogeccop kagedpbl « Opkecm-
poebie uHcmpymeHmel» [JHenporiemposckol akademuu My3biku um. M. muHku;, XaHaHaeea AHHa BajsieHmuHoeHa
cmapuwut npenodasamernb [Henponemposckol akademuu My3biku uMm. M. [TuHKu

KamepHo-BokanbHoe BbiCKa3blBaHMe KakK NpoLlecc Xy4oXecTBeHHOM camougeHTudukaumm (Ha npumepe
TBOp4ecTBa C. PaxmaHnHOBa)

Llenbto paboTbl ABnAeTcA uccregoBaHue TpaHcopmauumn XaHpOoBbIX Mogenen Ha pybexe MCTopuyecKmx
enox. B KoHKpeTHOe uctopuyeckoe Bpemsi TBOPYECTBO XyOOXHWKa CyLLeCTBYeT B onpederieHHOM HOPMaTWBHOM Mpo-
CTpPaHCTBE aKTyanv3npoOBaHHOW XaHPOBO-CTUIEBOW KOHKPETMKOW. TBOpYeckas AeATeNnbHOCTb B OT(HOPMOTUPOBAHHOM
BPEMEHW, XaHPOBO-CTUIIUCTUYECKMX YCIOBUSIX BOCNPUHUMAETCS! XYA0XHUKOM, Kak He nerkas 3agada. Meicnb, 4To OBU-
XKeTCs B pycrne onpefeneHHon XaHpOoBO-CTUMMCTUYECKON MOAENU U YATaeTCs, U TpebyeTcs, U NOHATHA, U Bbi3biBAET
XMBOW 3puUTENbCKM MHTEpec. CTuMb akTyanuanpyeT UCTOPUKO-KyNbTypHOe MbiwwrneHve. MeTogonorus uccnegoBaHus
OCHOBaHa Ha CoYeTaHWM UCMNonb3oBaHNsa Guorpadn4eckoro, ICTOPUKO-KYNbTYPHOro, KOMMNapaTMBHOIO, MCKyCcCTBOBeaYe-
CKOro MeToaoB. Takow MeToA4oNorM4eckMin Noaxos no3sonseT yrnybuTe N BCECTOPOHHE uccnenoBaTtb npobnemy mame-
HEHWS KaHPOBO-CTUIUCTUYECKUX YUPEXOAEHNIA XYAOXKHUKA B npoLiecce 3BonouMn TBopyecTsa. HayyHas HoBU3Ha uc-
CcrnefoBaHWs 3aKnyaeTcsl B BbISBNEHUM OOLUMX TEHOEHUUA W3MEHEHUSI XaHPOBO-CTUIIEBLIX OPWEHTUPOB B 3MOXY
«TEKTOHUYECKMX COBUMOBY» XyAOXECTBEHHOro MPOCTPaAHCTBA MEPEXOAHbIX MCTOPUYECKUX 3MOX Ha NPUMEpE KamMepHO-
BOKanbHoro TeopyecTtsa PaxmaHuHoBa. BbiBoabl. O6aymbiBas ofHY M3 CTOPOH TBOPYECKOrO Hacreaws BENMKOro pyc-
CKOrO Xy[AOXHWKa, Habnwogas npeeMCcTBEHHOCTb AYXOBHOMO OMnbiTa - HeoO6XxoanMoro atpubyta TBOpYECTBA, Mbl NMPUXO-
OVM K BbIBOAY O MU(PONOrMYHOCTM TBOPYECKOro Lukna. MNyTe caMono3HaHus Xy40XKHUKA CXOX C XpUCTUAHCKON Mudono-
r'MYyeckom MoJenbio:  rpexonajeHne, nokasHue, WckynneHne. Y  PaxmaHuHoBa  MWUAOMOTMYECKUA  LMKN
camouaeHTUUKaLMM OTpaeH B KaMepHO-BOKanbHOM TBopYecTBe. CHavana 3To tHolleckasi HEMpecTaHHOCTb, CTpe-
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