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FEMALE HAIRSTYLE IN THE CONTEXT OF THE
ANCIENT PHILOSOPHY OF BEAUTY

The purpose of the article is to determine the features of the development of women's hairstyles in the
context of the specificity of the beauty philosophy of the era of Antiquity. The methodology consists of the principles
of objectivity, historicism, multifactorial character, systemic nature, complexity and pluralism; and to achieve the goal,
the following methods were used: problem-chronological, concrete historical, statistical, descriptive, logical-analytical.
Scientific novelty. An art history analysis of works of art was carried out in order to determine the specifics of the
stylistics of female hairstyles in Greece and Rome (5th century BC — | 5th century AD); the influence of visual images
of ancient Greek goddesses created by ancient masters on the formation of the ideal of female beauty and the
popularization of new styles of female hairstyles, according to the ancient philosophy of beauty. Conclusions. Based on
the study of female hairstyles of the era of Antiquity, it is proved that their style features are one of the aspects of the
modification of human beauty, according to philosophical views and aesthetic ideals. Combining utilitarian, aesthetic
and symbolic functions, the female hairstyles of the goddesses of the Olympic pantheon reflect the material, spiritual
and social position of society, meet the artistic and aesthetic views characteristic of the Antiquity, the beauty ideals of
which, despite transformations and modifications in the process of evolution, retained specific characteristics,
corresponding to the established mentality of ancient Greek culture.

Key words: female hairstyles, Antiquities, goddesses, Olympic pantheon, mythological scenes, visual arts.
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Meta po60TH — BU3HAYUTH OCOOJIMBOCTI PO3BUTKY KIHOYOI 3a4iCKH Y KOHTEKCTi crierudiku ¢inocodii kpacu
106u AHTHIHOCTI. MeTOoH0JI0TiI0 TOCIIHKSHHSI CKJIAIal0Th MPUHIUIN 00’ €EKTUBHOCTI, iICTOpU3MY, 0arato(hakTOpHOCTI,
CHCTEMHOCTI, KOMIUIEKCHOCTI Ta IUTIOpai3My; a [UIsl JOCSITHEHHS METH BHKOPHUCTAaHO METOIU: TPOOIEeMHO-
XPOHOJIOTIYHNN, KOHKPETHO-ICTOPUYHUH, CTAaTHUCTUYHWH, OMMCOBHUI, Joriko-aHamitTnyHni. HaykoBa HOBHU3HA.
3nificCHEHO MUCTEIITBO3HABYMH aHaJIi3 TBOPIB 00pa30TBOPUOTO MUCTEITBA 3 METOI0 BH3HAYCHHS CHETIM()iKH CTHITIICTHKI
xiHo4o1 3auicku B I'pemnii Ta Pumi (V cr. 10 H.€. — | CT. H.€.); BU3HAUEHO BIUIUB Bi3yaJbHHUX 00pa3iB JaBHHOTPEIBKIX
OOrMHb, CTBOPEHHX aHTHYHMMHU MHTISIMU, Ha (OopMyBaHHS iJeany >KiHOYOI Kpacu Ta MOMYJISIPH3allil0 HOBUX CTHJIIB
KIHOYMX 3a4iCOK, BIJIOBIIHO 10 aHTUYHOI (inocodii kpacu. BucHoBkH. Ha 0CHOBI HOCHI/KEHHS JKIHOUMX 3a4iCOK
J00M AHTHYHOCTI, JIOBEAEHO, IO iX CTWJIBOBI OCOOJIMBOCTI € OJHHMM i3 acmekTiB MoauQikalii J0AChKOT Kpacy,
BIZMOBITHO 110 (iIOCO(CHKUX MOTISAAIB Ta €CTeTHMYHUX imeaniB. [loeqHaBIIM yTHIITapHY, €CTETHYHY Ta 3HAKOBY
¢byHKIT, KiHOUi 3a4yicku 0ornHbp OJIMITIHCEKOTO MaHTEOHY BifOOpakaloTh MaTepiaibHUM, TyXOBHHH Ta COLaJIbHUM
CTaH CYCIIBCTBA, BIAMOBINAIOTh XyMOKHIM Ta €CTCTUYHUM YSIBJIICHHSIM, XapaKTePHUM JUI J00M AHTHYHOCTI, i7eamu
KpacH sKoi, He TUBJITYUCH Ha TpaHcopmarii Ta Moan(ikyBaHHA B MPOIECi eBOMIOMIT, 30eperiu crerudidni XxapakTe-
PHUCTHKH, IO BiAIOBITAIOTh C(HOPMOBaHil MEHTAIFHOCTI TaBHHOTPEIHKOI KYJIBTYPH.

KarouoBi cioBa: xiHodi 3a4icku, AHTHYIHICTB, O0rHHI, OMiMITIHCHKUI TaHTEOH, Mi(OJIOTIUHI CIOXKEeTH, 00pa-
30TBOPYE MHCTELTBO.

Munenxo Oxcana Anamonvegna, Kkanouoam uckyccmeoseoenus, Kommynanvroe svicuiee yuednoe 3agedenue
«Xopmuykasn HayuoHanbHas y4eOHO-peadunumayuoHHAs akademusy

7Kenckasi npuyecka B KOHTEKCTe aHTHYHOI puiocodun KpacoThl

Heap pa6oThl — onpeneautbh 0COOCHHOCTH Pa3BUTHS JKEHCKOM MPUYECKH B KOHTEKCTE CHEUUPHKH (HUIOCO-
(M KpacoThl AIOXH AHTHYHOCTH. MeTOT0JIOTMI0 HCCIIEIOBAHMS COCTABIISIOT MPUHIUIIBI O0ObEKTUBHOCTH, HCTOPU3Ma,
MHOTO()aKTOPHOCTH, CHCTEMHOCTH, KOMIUIEKCHOCTH M IUIIOPAIU3Ma; a JJIsl JOCTHXKEHHMS 1IN MCTIO0JIb30BaHbl METOMBIL:
npOOIEMHO-XPOHOJIOTUYECKU T, KOHKPETHO-HCTOPHUYCSCKUM, CTATHCTHYCCKUH, OIMCATENBHBIH, JTOTHKO-aHATUTHICCKHUIL.
Hayunas nHoBu3Ha. OCyIIECTBICH HCKYCCTBOBEIUECKUIT aHAIN3 MPOU3BEICHUH H300pa3UTEILHOTO HCKYCCTBA C LETIBI0
oIpesieNieHust CIeM(HUKN CTHIMCTHKY XKEeHCKOH nprdecku B ['penun u Pume (V B. 10 H.9. — | B. H.3.); ONIpeaeNneHo BiuU-
SHHE BU3yaJIbHBIX 00pa30B JAPEBHEIPEUECKUX OOTHHb, CO3IAaHHBIX aHTHYHBIMH MacTepaMH, Ha (opMupoBaHUE HIeana
KEHCKOW KpacoThl M MOMYJISPU3ALHMIO HOBBIX CTHJICH JKCHCKHX MPUYECOK, COTNIACHO aHTHYHON (pritocodpuu KpacoTsl.
BriBoabl. Ha ocHOBe ¥ccleOBaHMS )XCHCKUX NPHYESCOK SMOXH AHTHYHOCTH, JJOKa3aHO, YTO HX CTHJIEBBIE 0COOCHHO-
CTH SIBJISIFOTCSL OJTHUM M3 acClEKTOB MOJIU(HKAIMK YeIOBEYECKOW KPacoThl, COMIacHO (hHMIIOCO(PCKUM B3IIISAAM U ICTe-
THUecKuM upeanaMm. OOBbEIUHUB YTHIMTApHYIO, 3CTETUYECKYI0 M 3HAKOBYIO (YHKIMH, )KEHCKHE HPUYECKH OOTHHb
OnMMOMHACKOro MaHTEOHAa OTPaXal0T MaTepUaIbHOE, JyXOBHOE H COLHANBHOE MOJI0KEHUE O0IecTBa, OTBEYAIOT XYAO0-
KECTBEHHBIM M ICTETUYECKUM IPEICTABICHHUIM, XapaKTePHBIM IJIsl STIOXH AHTHYHOCTH, WJ€allbl KPacoThl KOTOPOH,
HECMOTpS Ha TpaHCHOpMalMU U MOIU(UKAIIMK B MPOLIECCE IBOJIOIMHU, COXPAHWIN CHEeM(UUECKIE XapaKTePUCTHKH,
COOTBETCTBYIOIINE CIIOKUBILEICS MEHTAIBHOCTH JIPEBHETPEUECKOM KyJIbTYPHI.

KiioueBble cj10Ba: KCHCKHE NPUYCCKH, AHTHYHOCTh, OOTMHH, ONUMIMHACKHN MaHTEOH, MU(OIOTHICCKHE
CIOXKETBI, N300pa3nuTENEHOE UCKYCCTBO.

The art of the era of Antiquity is a form of the collective memory of various real and mythical
events, an invaluable source for studying the little-known aspects of cultural traditions, religion, folklore,
spiritual and everyday life of the society of Ancient Greece and Rome. Comprehension of the stability of the
high spiritual ideals of Antiquity and understanding of the mechanism of their reproduction is positioned not
only as a sign of respect for the past but also as an appeal to modernity, with the goal of preserving the ideals
of beauty that are traditional for the European mentality.

In our opinion, the study of the goddess of the Olympic pantheon hairstyles based on the analysis of
works of art of the Antiquity era will not only reveal changes in the fashion of the designated period, but also
comprehend the main aspects of self-identification of individuals and ancient society as a whole, because
hairstyles were positioned as a form of self-assessment in the context leading cultural and political views.

The purpose of the work is to determine the influence of female hairstyle on the formation of the
artistic image of the goddesses of the Olympic Pantheon in ancient art and its interpretation as a marker of
social identification.

At the present stage in the scientific dimension, many fundamental works and studies are presented,
devoted to the study of various aspects of the creation of the ancient female hairstyle and the peculiarities of
its transformations and evolution. For example, M. Mannsperger “Artistic hairstyle. Fashion for the
hairstyles of Roman empresses from Libya to Sabina” [9], N. Heesa "Hairstyles in the art of Greek and
Roman Antiquity" [7], M. Gkikaki "Female hairstyles on coins and sculptures of the Classic and Hellenistic
periods” [5] and "Women hairstyle on Greek coins" [6], E. Vlachohanni "Hairstyles in the Greco-Roman
world and their semiotic meanings" [4] and others.
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However, the specificity of the hairstyles of the goddesses of the Olympic Pantheon and their
reflection in ancient art, the relationship between fashion for women's hairstyles and the formation of an
artistic image is a topic that is not well studied and requires further study.

Mythological images and plots were the basis of the work of most ancient artists. Over the centuries,
their understanding, perception, and understanding changed but remained a manifestation of the ancient
world view — until the 4th century BC. The most popular artistic images were the majestic and powerful gods
and goddesses, and then there was a significant change in the divine image — the ideal features softened,
purely human qualities were emphasized.

Ancient artists sought to recreate on earth the heavenly images of their gods — sculptures, bas-reliefs,
reliefs, painted vases and other works of art, which depicted various mythological scenes, were extremely
popular not only in Greece and Rome but also in the colonies. The sculptors reflected the ideal image of
divine feminine beauty, viewing the human body, in accordance with the prevailing philosophy, like a mirror
that reflects the unity and perfection of the world.

It was in ancient Greece that the main types of modern female hairstyles emerged, which,
experiencing certain changes, in accordance with objective and subjective reasons, evolved over many
centuries.

It is worth noting that the visual images of the ancient Greek goddesses, created by ancient artists
personified not only a sample of female beauty but also acted as vivid identifiers of personal characteristics.
Thus, for example, the supreme goddess Hera, sister, and wife of Zeus, the patroness of marriage, who was
distinguished by cruelty and jealousy, were traditionally depicted with hair firmly fastened in a knot and
decorated with a diadem, as well as curls that fell on her shoulders around her face; One of the most revered
goddesses of the Olympic pantheon — the goddess of fertility and farming, Demeter — was depicted as a
young girl, whose hair is decorated with a wreath of ears, or a mature woman with a diadem on a casual
haircut (an expression of sorrow and grief over Persephone, which Hades kidnapped) [7, R . 299]. Athena
Pallada — the goddess of wisdom, military strategy and tactics, knowledge, crafts and arts, a virgin warrior,
was depicted in a helmet, from which thin curled curls hung; Artemis — the goddess of the hunt — with hair
picked up on the back of his head in a bun, slightly disheveled, as if from active movement; Aphrodite's
hairstyle (partly similar to Artemis's hairstyle) reflected the seductive charm of the goddess of love and
beauty — long curled hair with strong curls held together at the back of the head.

In the context of this study, we consider it appropriate to consider in more detail the morphological
features of female antique hairstyles.

Hair in the era of antiquity play an important role in everyday life — this is evidenced by differences
in hairstyles. For example, M. Gkikekey claims that the short hair of ancient women was positioned as a
symbol of asexuality, so usually, slaves, Spartans, or women who were in mourning had a habit [5, 180].

But natural, long flowing hair is evidence of sexually free persons, usually prostitutes, dancers and
maenads (the Amazons and women of Thrace also preferred loose hair, displaying national identity). In
young girls, usually long, flowing hair was tied with a ribbon, or the ribbon was woven into a thick braid that
fell into the back.

Female hairstyles, in which hair was removed from the forehead and fixed in the form of a kind of
roller, were popular in the era of Antiquity despite their social and age identity, but still, their various forms
and styles were used to differentiate girls of marriageable age. Morphologically, these hairstyles had
common characteristics: the density and length of hair, emphasis on the forehead and braided beams.

Antique women copied hairstyles of goddesses, which are usually depicted with curls and blond hair.
Complicated hairstyles differed in a variety of zigzag and spiral curls [4, 305]. Archaeological finds indicate
the use of not only hairbrushes, scissors, hairpins, and hair dressings, but also wreaths in the shape of leaves
made of silver and gold, hair curlers from ivory and other attributes.

By the middle of 5th century BC the most popular female hairstyle for the image of goddesses, as
well as mortals, remained a “roller” — long hair is parted on a flat part and placed in wavy or corrugated
curls, curled around a neck in a small knot, or remain loose, falling on shoulders.

The statue of Corey Evtidiki (circa 480 BC) stands out for a skilfully made hairstyle with wavy hair
and reflects the typical female hairstyle — the hair is gathered back, opening the forehead in a straight part,
fixed on the neck, falling wavy strands on the back and shoulders. It is worth noting that Cora (Kopn — girl,
virgin) is the cult name of Persephone, the ancient Greek goddess of fertility and the kingdom of the dead,
the daughter of Demeter and Zeus, the wife of Hades.

The hairstyle of the goddess of the world Eirena, daughter of Zeus and Themis, is depicted by the
father of Praxiteles, the ancient Greek sculptor Kefisododot senior (Eirena's copper statue with Plutos in her
arms, approximately 370 BC) demonstrates the phenomenon of inventing a new hairstyle for the young
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goddess. Note that the long hair collected on the back of his head was used to depict both goddesses and
mortal women, but unmarried.

A hairstyle that resembles a modern "ponytail” in various moderation appears at the end of the 4th
century BC. and is used not only to depict young goddesses, for example, the Nymph, the goddess of victory
Nike, as well as the goddess of hunting and the nature of Artemis but also little girls and unmarried women.
The hairstyle in the form of a low knot or bundle is known as the typical hairstyle of the goddess Aphrodite,
evidenced by the statues of Aphrodite of Knidos (Praxitel, probably 350 BC) and Venus de Milo (130-100
BC) [5 R. 187].

Changes hairstyles of ancient goddesses indicate the transformation of modern fashion artists. For
example, from the middle of the 5th century BC the nymph of Arethusa, the patroness of the Greek colony of
Syracuse, hairstyle (the nymph was chased by the river god Alpheus, when Artemis opened a passage over
the sea, through which Arethusa, as a source, came to the surface of Ortigia island, near Syracuse): high
above the forehead, twisted around the tape and attached to the back of the head. The decadrachm (a large
silver coin, the largest ancient Greek denomination weighing about 43 g) by the famous engraver Evaynet
(probably 405-390 BC) shows that the image of the nymph is radically updated: short hair from the forehead
and temples is raised above the ears in lush hairstyle, and thick strands of hair on the back of the head are
wrapped with ribbon [6].

It is worth noting that Arethusa's hair (hair is picked up on the back of the head, wavy strands are
combed back, many small curls over the ears and temples) were popularized in northern Greece, Thessaly,
and Peloponnese from about 400 BC.

The hairstyles of Artemis, Apollo's sister, the ancient goddess of hunting, the patroness of the animal
and plant world, the image of which personifies the female innocence — typical of young unmarried girls.
Since the second half of IV century BC, the goddess was depicted with a hairstyle “slices of melon”, which
was characterized by the practically geometric distribution of hair according to an elaborate scheme, in
accordance with the ancient ideals of beauty [7, 299]. The bulk of the hair is divided into twisted strands,
curved from the forehead to the back of the head (like a piece of melon), tied in a knot. Perhaps the first
image of Artemis with such a hairstyle is considered to be the obverse of a coin made in the city of ancient
Thrace Ortagoria (OpBayopa) located on the coast of the Aegean Sea [8, 880].

It is worth noting that this hairstyle, a variant of which was hair styled with “lobes” from the face
and gathered with ribbons at the back of the head, becomes the main hairstyle in Greece in the last third of
the 4th century BC, prevailing in the image of the young goddesses — Artemis, Nymph, Grace, Persephone or
Queen of Ptolemies. According to M. Gkikekey, in the 3th BC this hairstyle “functions as a communicator of
ideological and propaganda messages” [5, 188].

From the middle of the 4th century BC popular in depicting Muse, Nymph, Hygiene, Artemis,
Aphrodite in the image of a nymph and young girls of marriageable age becomes a knot: long wavy hair is
divided into a straight parting, wrapped with a ribbon and tied in a knot, and two long strands are “tied” in a
bow.

No less popular female hairstyle "Lampadion” or "Hairstyle torch™ appears in Syracuse in the 5th
century BC. Spread in the ancient world, in various modifications, it acquires in the 4th BC dominating in
the images of young goddesses — Artemis, Niki, nymphs and teenage girls. For example, on silver staters (an
antique coin that was in circulation in Greece and Lydia. — Auth.) Of that period, Artemis was depicted with
a hairstyle that combined the traditional “bang” hairstyle and the pronounced features of the “lampadion” —
the front strands of hair are wound on ribbon, in the form of a small roller, which adorned a crown of petals;
other strands are combed on the crown and fastened in a bundle, which resembled the tongues of flame;
individual curls waves fall on the neck [6].

In the period of classical antiquity, the Roman women turned their hairstyles into a high-quality
visual product, a peculiar fetish — thin golden hair nets, decorated with precious stones (rubies and pearls),
coloring (ashes, henna or colored wax), lightning, curling or straightening hair — quickly became habitual a
phenomenon. The Romans had special tongs, the so-called “calalistrum” (the ancient Greek name, in our
opinion, confirms its widespread use in ancient Greece. — Auth.) And “strenneisen” — a metal tube that
warmed and curled hair [7, 299].

It should be noted that for the inhabitants of many Greek colonies, works of art were a source of
knowledge about the peculiarities of the life of the population of large cities: paintings on vases and
statuettes depicting gods influenced fashion. M. Rostovtsev claims that residents of the Northern Black Sea
Coast copied antique fashion — on holidays they decorated hairstyles with a diadem and wore a golden
stilegid. Evidence of this is the image of the queens Dynamia, Pytophorids and Hypepirae, “combed like
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noble Romans” [1, p. four]; Tanagra figurines of the end of the 4th—3th centuries BC, found in Panticapaeum
and Theodosia, depicting young women with long, wavy hair, gathered in lush hairstyles [2, 66].

However, we note that the art of the Hellenistic period (323 BC — 30 BC) is characterized by a
combination of visual representations of the Greek gods with images of gods of other cultures. This
contributed to the affirmation of the Olympic deities in the aristocratic environment of the colonies, as
evidenced by archaeological finds, for example, the rhytons of Nys — unique works of art from the Parthinian
state. Ritual cups of ivory, decorated with bas-relief compositions from the life of the gods of Greek
Olympus, which, although they have strongly pronounced scenes from Greek mythology, still reproduce the
characteristics of Parthian culture: Aphrodite's Bactrian helmet; high hairstyles with “Parthian roller” above
the forehead; a headdress with wings on the head of the goddess Hera (instead of the traditional Greek
diadem), etc. [3, 218].

Straight or curled, collected by roller, bundled or loose female hair was a characteristic sign of the
personal qualities of individuals, a specific figurative expression of morality and belief, evidence of
belonging to a certain age, social and class categories of the population of ancient cities. Women's hairstyles
are positioned as an inexhaustible source of inspiration in all types of art.

Scientific novelty is to identify the relationship between the fashion of women's hairstyles and the
formation of the artistic image of the goddesses of the Olympic pantheon in ancient art; the mutual influence
of the popularization of traditional antique female hairstyles on the territory of ancient Greece, Rome and
their colonies and visual representations of mythological goddesses; determining the criteria for interpreting
women's hairstyles as markers of social identification. Conclusions. Based on the study of female hairstyles
of the era of Antiquity, it is proved that their style features are one of the aspects of the modification of hu-
man beauty, according to philosophical views and aesthetic ideals. Combining utilitarian, aesthetic and sym-
bolic functions, the female hairstyles of the goddesses of the Olympic pantheon reflect the material, spiritual
and social position of society, meet the artistic and aesthetic views characteristic of the Antiquity, the beauty
ideals of which, despite transformations and modifications in the process of evolution, retained specific char-
acteristics, corresponding to the established mentality of ancient Greek culture.
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KOMYHIKATHUBHI KOHUEMNIII TA TEXHOJIOI'TYHI IHHOBAIIII
Y IU3AHHI CYYACHOT O IUIAKATY

MeTor0 po0d0TH € BHSB aKTyaJIbHUX TEHACHIIIH PO3BHTKY CYYacHOTO IUIAKATy; PO3KPHUTTS KOMYHIKATHBHUX
KOHIICTIIIIH Ta TEXHOJOTIYHUX IHHOBAIli y Au3aifHi mrakary KiHmg XX — mod. XXI ct. MeTomoJioris 1ociiKeH S
nependavyae 3aCTOCYBaHHS 3aralibHOHAYKOBUX (TCOPETHYHUX 1 EMIIPUYHUX) Ta CIEIialbHUX METO/IB JOCIIHKECHHS.
3acTocoBaHoO, 30KpeMa, METOIM abCTparyBaHHs Ta €KCTPAIOJIALl, METOA Bi3yaJ bHOTO CIIOCTEPEIKEHHS, METOJ] CHCTEM-
HO-TIOPIBHAUTEHOTO Ta (pOpMaNbHOTO aHaNi3y, METOJ IHAYKIIi [UII CHCTeMaTh3allii BisyanpHOro Marepiany. HaykoBa
HOBH3HA POOOTH NOJISATaE Y PO3LUIMPEHHI PO3yMiHHS CYTI Cy4aCHOTO IUIAKaTy Y KOHTEKCTI TEXHOJIOTIYHOIO MpOorpecy.
BucHoBkn. [oBeeHO, 110 IMiJ] BIUIMBOM PO3BUTKY TEXHOJIOTiH (KOMIT'IOTEPHUX 30KpeMa), 3 sBJSIFOTHCS HOBI 3aco0U
XYJ0KHBOT BUPA3HOCTI B IUIAKATI, 110 JO3BOJIAIOTH €(DEKTUBHO 3IMCHIOBATH IpadiuHy KOMYHIKAIIIO y CY4aCHHX yMO-
BaX. AKTyaJi3yeTbcsl 0araTOMaHITTsl TBOPYMX EKCIIEPUMEHTIB Ta aBTOPCHKHX METOJIB, L0 BILIMBAIOTh HA (OPMOTBO-
PEHHS TUIAKATy, Y TOMY YHCIIi B €JIEKTPOHHOMY CePEAOBHIILL.

Karouosi ciioBa: mnakar, 3aco0M BUPa3HOCTI, KOMYHIKAIisl, TEXHOJIOTIYHI IHHOBAIII.

Menvnuk Okcana Apocnagosna, kaHOudam uUcKyccmeoseoeHus, doyeHm Kageopvl Ou3auiHa u OCHO8 apXu-
mexmypvl Hayuonanenozo ynueepcumema «Jlveoeckan noamumexnuxay, IHlmeus Bukmop Anekceesuu, xanouoam
UcKyccmeoseOenus, cmapuwuil npenooagamens kageopsi ousaina u 0cHog apxumexkmypvl Hayuonanvhozo ynueepcu-
mema «J/Ibeo6ckas noaumexHuka»

KoMMyHUKATHBHBIE KOHIENIMHM M TeXHOJIOTHYeCKHe MHHOBAIUM B IM3aiiHe COBPEeMEHHOI0 IJIaKaTa

Ilesabro pa®oThI ABISAETCS BBIABICHHE aKTYalbHBIX TEHICHLIUH Pa3BUTH COBPEMEHHOTO IUIAKATa; PACKPHITHE
KOMMYHHMKATUBHBIX KOHLENILIUN U TEXHOJIOTMYECKUX MHHOBALUI B Au3aiiHe miakata koHua XX - Had. XXI Bexka. Me-
TOAOJIOTMS HCCIEIOBAaHUS NPEAIoaracT NMpUMEHEHHe OOIIEHAYYHBIX (TEOPETHUECKUX U IMIMPHYECKHX), a TaKKe,
CHenHaTbHBIX METOAOB UCCIe0BaHus. [[puMeHeHbl, B 4aCTHOCTH, METOBI a0CTPAarHpOBAaHUS U SKCTPATIOJIALINH, METO
BH3YaJIFHOTO HAOIIOJICHNS, METOIBI CHCTEMHO-CPABHUTEIBHOTO M (HOPMAIBHOTO aHAIM3a, METOJX MHAYKIWHU U CH-
CcTeMaTH3aluy BU3yajbHOro Marepuasia. Hayunass HoBu3Ha paOoTHI 3aKIII0YaeTCsl B PACIIMPEHUH TOHUMAHHMS CYIIHO-
CTH COBPEMEHHOIO IJaKaTa B KOHTEKCTE TEXHOJIOIMYEecKOro mporpecca. BeiBoabl. J[oka3zaHO, 4TO MOJ BIMSHUEM
Pa3BUTHSI TEXHOJOTUN (KOMIBIOTEPHBIX B YACTHOCTH), MOSABISIOTCS HOBBIE CPEACTBA XY 0XKECTBEHHO! BBIPA3UTENIBHO-
CTH B IUIaKaTe, IO3BOJISTIONINE () (PEKTHBHO OCYIIECTBIATH TpaUuecKyl0 KOMMYHHUKAIMIO B COBPEMEHHBIX YCIIOBUSIX.
AKTyanusupyercst MHOroo0pas3ue TBOPYECKUX HKCIIEPUMEHTOB M aBTOPCKUX METO/OB, BIUSIOMMX Ha GopmooOpa3zoBa-
HU€ IIJ1aKaTa, B TOM YHCIE B JJIEKTPOHHOMH cpefe.
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