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1. JIIHD SInpBeHb. O6pa3HO-CTUIICTUYHI Ta (POPMATbHO-ECTETHYHI ACIIEKTU JU3alHYy YOJI0BiYOT0 KOCTIOMA KiHIIS
XIX - novatky XXI cromnitTs. — KBanidikaniiina HaykoBa 1palist Ha [paBax pykomnucy. Jlucepranis Ha 3500y TTs
HAyKOBOTO CTyIEeHs loKkTopa (inocodii 3a crienianpHicTio 022 JlnzaiiH. — XapKiBCcbKa JlepKaBHA akajieMis Ju3aiHy i
MUCTELTB, MiHiCTEpPCTBO Ky/IbTypHU Ta iHGOPMaLifiHOI MOMITUKY YKpainy, Xapkis, 2024. V nociigxkeHHi
IIPOaHaJi30BaHO €BOJIOLIMHI 3MiHU JU3aliHy Y0JI0Bi40ro oAAary Bif KiHus XIX no no4aTtky XXI CT. y €BpONeNChbKUX
KpaiHax i B Kutai. BusiBieHO Xy[0>)kHbO-00pa3Hi, CTUIIiCTUYHI Ta POPMOTBOPYi 0COOIMBOCTI IM3aNHY KJIACUYHUX
dopM opry, BiicbKOBOi YHiI(pOpMH, iX CUHTE30BaHUX 3Pa3KiB, @ TAKOXK CTAHOBJIEHHS OISTOBUX TPAAULill KOCTIOMY B
CIIOPTMBHOMY CTWJIi, BAHUKHEHHSI He()OPMaJIbHOTO BOPAHHS 4OJIOBIKiB, sike cpopmyBasocs y XX CT. Mif, BIJIMBOM

pi3HUX cyOKynbTyp. CHCTEMATU30BaHO i 0XapaKTeprU30BaHO Cy4YaCHi TEHIEHLil pO3BUTKY AMU3alHY 40JIOBiYOTO



KOCTIOMA. Y Cy4YaCHOMY CYyCIIiJIbCTBi €MaHCUINaLisl 6€3>KaJbHO PO3MUBA€E KOPAOHU «MY>KHOCTI» i «KiHOYHOCTI». Kpim
IUXOTOMIYHUX MTOHSTh «MaCKYJIIHHOCTI» (My>KHOCTI) i «peMiHHOCTI» ()KiHOYHOCTI), Aemati yacTille 3BepTa€THCS
yBara Ha JIOLiJIbHICTb iHTerpallii B IOBEJiHKOBUX Ta €MOLIIHUX NPOsBaX «aHAPOreHHUX» gKocTell. OcobI1BO
rOCTpO BKa3aHa pobjieMaTrKa BiobpakeHa B 0f13i Ta oro Au3aiiHi, fe ii KpaiHi MposiBY MOXKHA MPOCJIiIKOBYBaTU
BiJl T04aTKy XX CTOJITTS ! [0 HAIIKX AHIB. BTiM, B M€Xax OKpEMUX CTUJIIB OZATY, 30KPEMA KJIACUYHOI0, apXETUIIN
MacKyJiHHOCTi 36epiraloTh BjIaCHY CTiMKiCTb i BingaHicTb Tpaguiii. CBo€lo 4eproo, CKOHCTPYHOBaHi CTEPEOTUNN
IIPOTSITOM CTOJIiTh BU3HAYAJIM CYTO YOJIOBIUMI aCOPTUMEHT OJSTy, ioro ¢popMu, MaTepianu 3 SKux Horo 0yso
BUTOTOBJIEHO, KOJIPHY ramy, JOIIOBHEHHS Ta aKCECyapH, iX CTaTyCHICTb. Jlo IbOro 4acy 4oJsoBida Moja
3MiHIOBasacs HaJToO MOBLNBHO, TOMY ii 3aBXXIM BBaXKaJIM «KOHCEPBATHUBHOIO» Ta «OYP)Kya3HOIO», «KJIACUYHOIOY.
OpHak, Ha 1o4aTky XXI CTOMITTS TEHIEHIII MOIY BKa3yIOTh HA 3HAYHY NUHAMIKy B PO3BUTKY, TaK 3BaHOI, «HOBOI
MAacCKyJIIHHOCTI» Ta ii ecTeTuKU B qu3aiiHi 4o10Biuoro BOpaHHs. BoHa TicHO nop’s3aHa i3 3MiHamu B 06pasi Hocist
MOJHOTO KOCTIOMY i CTHJIIO MOTO KUTTS, SIKi 3HAWIIN Bifo6paskeHHs 6€310ocepeiHbO B KOCTIOMI Ta IOTO CKJIAZJOBUX,
y IpUHLMNAaxX GOPMOYTBOPEHHS Ta B 3ac0bax peasisdaliii au3aiiHepchKux igeil. BkazaHa nmpobseMaTtyrka o0
IV3aliH-[1isIbBHOCTI pO3KPUBAETLCS B KOHTEKCT] €TUKO-€CTETUYHUX, COLLiOKY/IbTYPHUX i 06Pa3HO-CTUIIICTUYHUX
aCIeKTiB. BOoHU, CBO€IO 4eprowo, 06yMOBIIOIOTh (POPMabHO-CTUIICTUYHI, KOMIIO3ULIHHO-KOHCTPYKTUBHI Ta
TEXHIKO-TEeXHOJIOTIUHI IiAX0M B AU3alHi YOJIO0BIYOro ofsary. KoMIsiekcHo, yci mpo6ieMHi MUTaHHS CIIPUSIOTH
pi3HUM acnekraMm igenTudikanii. OTpuMaHi pe3ysibTaT y3arajlbHEHO Y BUCHOBKAX, Cepes, IKUX KII0UOBUMU €
HACTYyIHI: HanpuKiHLi XIX — Ha no4yaTtky XX CT. Y0JI0Bi4i KOCTIOMU Y 3aXiIlHOEBPOIENCHKIN OAATOBIN KyJIbTYpi Ta B
014roBill Ky/bTypi KuTaio Manyu kapauHaibHO BiIMiHHY aTpUOYILLiIO SIK 32 CTPYKTYPOIO, TaK i 3a 06pa3HO-
CTUJIbOBMMU Ta (POPMaIbHO-ECTETUYHNMHU XapaKTePUCTUKaMU. KOCTIOM €BpOIEIIiB BXKe 4iTKO cpOPMYBaBCS K
IIPOrpeCUBHA, IEMOKpaTU4HA (popMa OZsAry 1151 YOJIOBIKiB Oyp>Kya3HOTro CyCIibCTBa. BiH BOCKOHAIIOBABCS Y
KJIACUYHIl, MiJIITApU30BaHill Ta CIOPTUBHIN (popMax. KOCTIOMU BUTOTOBJISIIN 33 €MHUM CTaHIAPTOM:
€KCKJIIO3MBHO — y KpallluX TPaJuLisiX capToOpiabHOI MOIY, i MaCOBO — IIPOMUCJIOBUM CIIOCOO60M. JIakoHIYHiI popmu i
IOTPUMMAaHHS TEKTOHIYHUX 3aKOHOMIDHOCTEN Oy/IM SICKPaBUM CBilYEHHSIM IIPOIPECUBHOTO PO3BUTKY
€BPOINENCHKOro Iu3alHy KocTioma. HaToMiCTh, 40JIOBIiUMI OOST KATALIB 30epiraB apxaiuHi GpopMu y Mexax
CIOKOHBIYHOI Tpaauuii. [To ¢Boiii cyTi BOHUM Oy/1M a-T€HAEPHUMM i a-BiKOBUMU, CIOBHEHMMU 3HAYHOIO KiJIbKiCTIO
CHMBOJIIYHUX 3MICTIiB y popmax, TexXHilli JeKOPyBaHHs, KOJIbOPOBIil i 3HaKOBiN aTpubyLii. AKTMBHA iHTerpaLis
eBpoIenchKoi Moay y Kutai posnovasnacs nicss pesosonii 1911 poKy. 3a CTO pOKiB fy3aiH OJATY CTPIMKO
€BOJIIOL[iOHYBaB, 0c06MBO — Bif 1960-x pokiB. Ha novyaTtky XXI cTOmiTTS nM3aiiH ogAary B KpaiHax 3axogy i B Kurai
PO3BUBAETHCS TOTOXKHO, MiATTOPSIAKOBAHUH CITIIbBHUM TEHIEHI[isSIM 00Pa3HO-CTUIHOBOTO i (POPMaIbHO-E€CTETUYHOTO
acnekTiB. Kito4oBOIO TEHIEHIIIEI0 PO3BUTKY JU3aMHY Y0JI0BIiYOrO OLATY CJIifl BBAXKAaTU HOMAJLUYHUN TUCKYPC
Cy4acHOI MOy, KUl (popMye abCOJIIOTHO HOBI, BiIMiHHI 00pa3u Ta €CTETUKY KOCTIOMa. Ki1o4oBi cyi0Ba: oggr,
(OpMOYTBOPEHHS, CTPYKTYPa KOCTIOMY, TpaHC(popMallisi, AU3aliH-TIPAKTUKY, Y0JI0BiYa MOZa, iHIyCTpist Moau,
MOJHUH IPOIYKT, CTUJIb, aHCAMOJIb, 00pa3, TUII006Pa3, KpeaTUBHICTb, CaMo Npe3eHTallis, inAuBinyanisalis,
nepcoHigikallisi, KOMyHiKallis, TEHAEHLi MOJu.

2. LYN Yanwen. Figurative-stylistic and formal-aesthetic aspects of men's costume design of the end of the 19th -
beginning of the 21Ist century. - Qualifying scientific work on the rights of the manuscript. Dissertation for the
degree of Doctor of Philosophy in the specialty 022 Design. — Kharkiv State Academy of Design and Arts, Ministry
of Culture and Information Policy of Ukraine, Kharkiv, 2024. The study analyses the evolutionary changes in the
design of men's clothing from the late nineteenth to the early twenty-first century in European countries and
China. The article reveals artistic, stylistic and formative features of the design of classical forms of uniforms,
military uniforms, their synthesized samples, as well as the formation of clothing traditions of sports-style suits,
the emergence of informal men's clothing, which was formed in the twentieth century under the influence of
various subcultures. Modern trends in the development of men's costume design are systematized and
characterized. In modern society, emancipation ruthlessly blurs the boundaries of ‘masculinity’ and ‘femininity’. In
addition to the dichotomous concepts of ‘masculinity’ (masculinity) and ‘femininity’ (femininity), attention is
increasingly drawn to the expediency of integrating ‘androgenic’ qualities in behavioral and emotional
manifestations. This issue is particularly acutely reflected in clothing and its design, where its extreme



manifestations can be traced back to the early twentieth century and up to the present day. However, within
certain styles of clothing, in particular classical, the archetypes of masculinity retain their own stability and
commitment to tradition. In turn, the constructed stereotypes have for centuries determined the exclusively male
range of clothing, its shapes, materials used to make it, colour schemes, additions and accessories, and their status.
Until now, men's fashion has been changing too slowly, so it has always been considered ‘conservative’ and
‘bourgeois’, ‘classic’. However, at the beginning of the 21st century, fashion trends point to significant dynamics in
the development of the so-called ‘new masculinity’ and its aesthetics in men's clothing design. It is closely related
to changes in the image of the wearer of a fashionable suit and his lifestyle, which are reflected directly in the suit
and its components, in the principles of shaping and in the means of implementing design ideas. This issue of
design activity is revealed in the context of ethical and aesthetic, socio-cultural and figurative and stylistic aspects.
They, in turn, determine the formal and stylistic, composition and constructive, technical and technological
approaches in the design of men's clothing. In a complex way, all problematic issues contribute to different aspects
of identification. The results obtained are summarised in the conclusions, among which the key ones are the
following: in the late nineteenth and early twentieth centuries, men's suits in Western European clothing culture
and in Chinese clothing culture had a radically different attribution in terms of structure, as well as figurative,
stylistic and formal aesthetic characteristics. The costume of Europeans has already been clearly formed as a
progressive, democratic form of clothing for men of bourgeois society. It was improved in classical, militarised and
sporty forms. Suits were made according to a single standard: exclusively in the best traditions of sartorial fashion,
and mass-produced in an industrial way. Laconic shapes and adherence to tectonic patterns were a clear
indication of the progressive development of European costume design. In contrast, Chinese men's clothing
retained archaic forms within the primordial tradition. In essence, they were a-gender and a-age, filled with a
significant number of symbolic meanings in forms, decoration techniques, colour and sign attribution. The active
integration of European fashion in China began after the 1911 revolution. Over the past hundred years, fashion
design has evolved rapidly, especially since the 1960s. At the beginning of the 21st century, fashion design in
Western countries and in China is developing identically, following common trends in terms of image-stylistic and
formal aesthetic aspects. The key trend in the development of menswear design is the nomadic discourse of
contemporary fashion, which forms completely new, distinctive images and aesthetics of the suit. Keywords:
clothing, shaping, costume structure, transformation, design practices, men's fashion, fashion industry, fashion
product, style, ensemble, image, standard image, creativity, self-presentation, individualization, personification,
communication, fashion trends.
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