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narrative form and through which different points of view are brought to the forefront of their consciousness’
[6]. Thus, the formation of narrative thinking in exhibition design by means of interactive design is an actual
research problem and requires studying and searching for rational ways of solution. On the one hand,
interactive design can help integrate the information conveyed by the museum and better interact with the
audience in terms of content and environment; on the other hand, through the use of perceptual modes of
interactive design, it can maintain a bal ance between «education» and «entertainmenty.

Purpose of the article: to explore the possibilities of sensory experience and interaction for designing
amuseum exhibition space.

Summary of the main research material. The advent of the Internet era has prompted the rapid
development of the field of interaction design, the emergence of new media for museum display design has
changed the visitors' thinking mode, communication and the way of receiving information, which accelerated
the museum to reflect on its own means of display, and began to use a variety of interactive media to break
the limitations of the museum's traditional display, and to build a bridge between the museum and the
audience with a more open and free form [17]. At present, the more common interactive form of Chinas
museums are mostly found in the audio technology under the voice guide, touch screen browsing content and
knowledge quizzes, interactive games and other ways, to a certain extent, more interesting than the previous
planarization of graphic displays and closed display cabinets of the display mode.

Some museums pay more attention to visitor experience and participation, mainly by mobilizing the
audience sensory experience, increasing interactivity or relying on virtual presentation technology to enhance
the viewing interaction, so that the audience get a better feeling of visiting, reflecting the trend of more
immersive and interactive. Based on the emotional hierarchy theory of experience design, this paper analyzes
how museums can better interact and connect with audiences from three aspects: instinctive layer, behavioral
layer and reflective layer, taking into account the audience's needs and behaviors.

1. Fromthe point of view of the visitor's perceptual experience (instinctive level). The instinctive layer
brings direct sensory stimulation to the viewer, which is reflected in perceptual demands such as gaze and
sound. As early as the 1990s, the American Society for Non-Visual Arts (ABS) began to study how to allow
visually impaired people to experience museums and visual culture through perceptual tools, such as
touching pictures, tactile, auditory, verbal sound, and other multi-sensory modalities [8]. With the rapid
development of perceptual research in the last 20 years, more and more studies on perceptual strategies have
shown that multisensory learning is not only applicable to children, but aso has a significant effect on youth
and adults, which has inspired museum researchers to think about how to break through the limitations of
this informal learning venue and actively engage the perceptions of the audience. At present, museums with
multi-sensory experience are still a minority, and there is less research on the enhancement of different
sensory modes and sensory experience in museums. How to enhance perception, promote interaction and
realize immersive experience in museums is an important direction for the enhancement of museum design
in the future.
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Fig. 1. Model of human environmental behavior Fig. 2. Interaction between computers, people,

and the environment

From the point of view of the characteristics of visitors behavioral patterns (behavioral layer). Behaviora
layer contains easy to understand and easy to use, focusing on the audience's behaviora characteristics when
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interacting with the exhibits and spatial environment. Psychologist K. Lewin proposed the human environmental
behavior modd i.e,, the formula of human behavior: B=F (P-E), in which B is Behavior, F is Function, P is
Person, and E is Environment where B is Behavior, F is Function, P is Person, and E is Environment [1]. From
this formula, we can see that human behavior is the result of the joint influence of the individua and the
environment. Firgtly, human behavior isbased on certain individual needs and motives, which is the expression of
individual subjective will; secondly, according to the stimulation of the external environment, human behavior
will respond; finally, after the change of human behavior, it constitutes a new environment, which generates anew
stimulation response to human beings again, and so on (Fig. 1).

In the museum exhibition space, the external environmental factors are the objective factors affecting the
outcome of human behavior, which possesses uncertainty and unpredictability, and is also the main source of
influence on behavior. As summarized, the environmenta stimuli that people may be subjected to include: firgt,
the attraction of CMF, sound, light, etc. in the environment. In the exhibition space, people and the
environment are interacting with each other, and at the same time, people have formed specific instincts to
adapt to the environment [3]. Attractive colors, light, graphics, materids, etc. in the space will have a certain
degree of attraction to people, and these factors affect the visitor's experience to varying degrees. Second,
tendency. Tendency refers to the directional movement of people towards and away from a stimulus source in
an exhibition. Tendency, as a kind of guiding attribute, can guide or imply visitors psychology as well as
subconsciousness, as people usually expect to be able to touch things in the exhibition viewing behavior.

From the point of view of vidtors needs (reflective layer). The reflective layer is not just the sum of al the
functions, but aso needs to truly meet the fundamenta and potential needs of the audience. Traditional museums
favor the collection, protection and display of culturd relics stacked, while modern museums are gradualy
developing into aform of mass cultura consumption, from the point of view of audience demand, the transformation
of modern museums presents three trends: firs, the display content and mode more open and interesting [21].

Exhibit-oriented museums gtill account for a large part of the proportion of the museum display mode,
however, the monotonous environment and single viewing behavior can not meet the cultural consumption needs of
visitors, SO museums have to pay attention to the creation of the atmosphere and environment as well as a richer
interactive experience, whether it is the exhibits or the display environment, will be more interesting and vivid.
Second, changes in display moddity and viewing behavior. The exhibits in the museum have been detached from
their origind environment, which requires an appropriate way to remodd the essentia properties of the exhibits, no
longer confined to the gtatic and monotonous display, while encouraging the participation of the vidtors, increasing
the contact and communication between the visitors and the exhibits. Thirdly, the way of communication is more
interactive. Through the transformation of the display mode to influence the visitors' viewing behavior, cognition and
vauejudgment, o that vistors actively exploreinstead of unilaterdly receiving information [18].

2. The Necessity and Application Forms of Interaction Design in Museums.

The Necessity of Interaction Design in Museums. In interaction design, Frederick Herzberg's two-
factor motivation theory, demand mining theory, Masow's hierarchy of needs theory, the kano moddl, and
the five elements of interaction design related to characters, scenes, behaviors, goals, and media are all able
to provide theoretical and methodological guidance for experience design in museums. Interaction may exist
between people and people, or between people and objects, and the interaction design in museums is also
centered on audience experience, which can satisfy the materia and spiritual needs of the audience.
Especialy in the era of experience economy, museums need to use experience design thinking to provide the
audience with rich, energetic, relaxing and fulfilling exhibition experience.

Forms of application of interaction design in museums. Human-computer interaction design has roughly
gone through four stages of evolution, namely, the era of human manua work, the stage of programming
language, the stage of graphica interface, until the emergence of artificid intelligence interaction [9]. In
museums, the expression of interactive experience presents a variety of interaction methods based on different
technological stages, first, interaction based on traditional hardware devices. First, interaction based on traditional
hardware devices. Traditiona hardware interaction is usualy by means of ajoystick, keyboard or mouse, and the
user can click on acertain areaiin the interface with the help of the device to compl ete the operation.

Secondly, visual touch interaction expresson. Visua touch interaction as the current museum in the
information communication in one of the main forms, than the traditional mouse, keyboard input more
humanized, with the rapid development of intelligent mobile terminals, touch interaction is more likely to be
recognized by the public users, the user can be operated by different gestures, such as clicking, diding, zooming,
rotating, etc. [9]. The more common interaction methods in museums usualy use the screen as a medium, but
visitors facing the two-dimensional interactive interface is difficult to get amulti-dimensiond experience, and it is
easy to produce visud fatigue. Thirdly, sound and light interact with each other. As auditory and visua elements,
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sound and light can create the environmental atmosphere of the exhibition space, which has an important auxiliary
effect on the enhancement of the interactive experience. In addition, the interaction mode based on voice
recognition has a strong ability to process information, and the interaction efficiency is faster, but for the case of a
large number of visitors in the museum's exhibition space, there may be an environmental interference factor in
the process of voice recognition. Fourth, behaviora interaction technology. Through rea or virtual behaviora
interaction can enhance the viewer's participation and interactivity, such as somatosensory technology, which can
obtain real-time images of the scene, and motion capture system can obtain the key parts, andyze the user's
movements and convert them into information input commands, so as to redlize the interaction between the user
and the computer, as well as the precise docking between the interaction device and the physica eements.

In addition, based on the microscopic behavior of eye tracking, the subtle changes around the eyes
when the human eye gazes in different directions are precisely captured, the gaze point of the human eyeis
determined analytically, and the information about the gaze point, which is converted into electrical signals,
is sent to the computer, which realizes the interaction between the computer and the human eye, and does not
require manual input during the whole process.

In addition, immersive experiences and multi-sensory interactions can be redlized with virtual presentation
technologies. Among them, the application of holographic image technology in museums redlizes the
transformation from two-dimensional to three-dimensional, using the principle of interference and diffraction to
make the viewer perceive the virtual image in space; virtual redity technology (VR) creates a virtual environment
by using avariety of means, such as computer graphics, sensing technology and other means, and carries out real -
time interactions through multi-sensory channels, such as visua, auditory, haptic, and force senses, which is
characterized by a high degree of immersion; Augmented redlity (AR) technology superimposes the virtua world
and the rea world through the information provided by the computer system, thus enabling visitors to have a
sensory experience that transcends redlity, which isto a certain extent more advantageous than virtua reslity [16];
Mixed Reslity (MR) technology isafusion of the physical environment in AR and the digital environment in VR,
and is capable of realizing the switching between the virtua and the real.Mixed redlity enables content inputs in
different ways, such as environmental inputs, ambient lighting, spatia sound effects, and user identification and
locdization in real and virtual environments, thus enabling interactions and connections between people,
computers, and environments (Fig. 2). Among them, the interaction between the computer and the environment is
the understanding or recognition of the environment, and the application of sensors provides technical support for
the computer's environmental input. Input modes between users and computers have been explored in the field of
human-computer interaction, and user inputs are carried out in different ways, including keypad, mouse, touch,
voice, motion, and even Kinect bonetracking [10].

3. Museum Interactive Experience Case Sudies. Museum interactive experience is mainly embodied in the
wisdom museum, digital museum, virtua museum, the interactive experience of these museums with the help of
three-dimensiona graphic image technology, facia recognition, motion capture, stereoscopic display system, VR
virtud redlity technology, etc. to bring the viewer a rich interactive experience effect.In Smart Museums, the
Cleveland Museum of Art's Gallery One debuted the largest multi-touch MicroTile screen in the United States at
the time, festuring images of more than 4,100 renowned works of art from around the world to form a museum
where visitors can create their own ArtLens Wall, awall of favorites that visitors can save to their mobile devices
and share via sociad media or use for custom browsing [12]. The ArtLens Wall is a collection wall where vidtors
can save artwork from the wall to their mobile device to creste a favorite, and can share favorites via social media
or use them for custom browsing [12]. The exhibition also utilizes afacia recognition system that computationally
matches a visitor's facia expression with one of the 189 artworks in the callection, creating a direct link between
thevidtor'sfacid expression and the artwork, reinforcing the connection between the visitor and the artwork.

The exhibition integrates art, technology, design and personalized user experience to form an experientia
museum that is highly participatory and interactive (Fig. 3). In digital museums, The Museum of the World, an
interactive project produced by The British Museum and the Google Culturd Ingdtitute, has dramatically enhanced
the digital museum experience, alowing visitors to view exhibitions from miles away without having to leave their
homes (Fig. 4). The Museum of the World The exhibition shows the rich collections of the British Museum in an
information visuaization way, and takes time as the axis throughout, with five different colors representing the five
cultura regions of Africa, the United States, Asia, Europe, and Oceania, and placing them in the corresponding
spatial and tempora coordinates according to the geographic location and historical period of the collections, and by
clicking on the different points, one can see detailed information about the collections represented by each point and
link exhibits of the same type from the five culturd regions. By clicking on different points, we can see the detailed
information of the collections represented by each point, and the exhibits of the same type in the five cultura regions
arelinked, which strengthens the commonality and connection between the collections[20].
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Fig. 3 Cleveland Museum of Art's Collection Wall Fig. 4 British Museum online exhibition
and Facial Recognition Matching System

The viewer dides the page according to the evolution of time from ancient times to the present day, each
point sends out different rhythms, and many point-like rhythms form a rhythmic music, which provides the
viewer with an auditory experience. While appreciating the collection, the viewer can experience the devel opment
and evolution of cultures al over the world from 2 million years B.C.E. to 2,000 years A.D. through the
interaction of the visual and auditory effects. In the virtua museum, the Forbidden City in 2017 created the Ming
Chengzu Zhu Di built the Forbidden City VR interactive experience museum (Fig. 5), experience using the HTC
Vive headset system, visitors wear VR equipment, showing in front of the eyesis a magnificent panoramic view
of the Forbidden City buildings, visitors asif riding on horseback with the Ming Chengdu group Zhu Di, driving,
steering the horse with the tour, and then visitors were able to see the Ming Chengzu carefully review the
blueprints of the Palace building scene, while hearing explanations related to the Palace building, and can choose
from the five eements, astrology, rituals, and other optionsinterested in content.

Then visitors can see the scene of Ming Chengzu carefully reviewing the blueprints of the Palace
buildings, and at the same time hear the explanations related to the Palace buildings, and can choose the
content of interest from the five elements, astrology, rituals and other options. With the help of the VR
system, the Forbidden City Museum creates an interactive and immersive exhibition experience for the
visitors from the combined effect of multiple senses, such as physical, visual and auditory [5].

4. Enhancement of interactive experience in museums.

Perceptual experience: building narrative environments. The landscape and atmosphere of museum
display design directly affect the audience's perception of the display content, the construction of narrative
environment allows visitors and exhibits, space and environment for interaction and information transfer and
reception, and through the multi-sensory environment elements will be the material space and visitors to
establish a link between the behavioral patterns. Zhang Y onghe, director of the Department of Architecture
at the Massachusetts Ingtitute of Technology (MIT), once put forward the theory of «Trandation Narrativey,
which supports the use of space to «translate» the language.

The theory supports the use of space to «trandate» stories and narrate people, events and scenes. In the
stage design in the picture, the mountains, clouds and the moon in the set symbolize the mountains and
forests, the roof and the screen imply the interior, and a huge spiral is the inner struggle of the characters.
The audience moves through the environment and understands the content of the show through touch and
perception of the language of space (Fig. 6).
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Fig. 5. Scene of the Forbidden City VR Experience Hall Fig. 6. Zhang Yonghe's «Narrative of Translation»

Interactive participation: guiding audience behavioral patterns. Firdt, to establish behaviora identity.
Museum display design methods and display forms have been innovating, among which interactive and
experientia displays have become the most eye-catching focus in museum display design. Changes in the way
museums are displayed have facilitated a close integration between the audience, space, models, exhibits,
perceptua elements and equipment S0 asto increase interactivity and experience through the coordination of these
dements [2]. In the museum display design is more common is the two-dimensional planar form, however, the
planar display way to bring boring, passive visitors experience, the audience's viewing behavior is single and
repetitive, it is difficult to mobilize the audience's interest in the exhibition and emotions through rhythmic
perception and behaviorad changes, so the establishment of the participation behavior that can be recognized by
the audienceis an important link in the museum to achieve the interactive experience.

Second, from static display to dynamic display change. The display form of museum display space is
generally divided into two categories, one is the basic static display mode, and the other isthe relatively new
dynamic display. Static display methods usually include display cabinets, window display, lighting rendering
effects, props display, background atmosphere rendering, etc.; dynamic display methods usually include
interactive devices, interactive multimedia display, holographic projection, VR virtual reality technology,
AR augmented reality technology, etc. [4]. In the museum display space, in view of the visual needs of
visitors to the materia properties of the real existence of the space, static display mode is the form of each
museum space will be used, and dynamic display is the trend of museum design development [15], but due
to the limitations of the cost of budgeting and technological redlization of the factors, in order to be in the
museum in the wide range of applications still have certain difficulties.

In a museum display design practice, the author, when faced with a large amount of text content,
used a combination of graphic and interactive projection, the important information in the large text is
distilled and visualized, symbolized, graphic-based, text as a supplement to create a «graphic narrative»
of the overall space, and through interactive projection, using Iconic diagrams, to create the overall
space, and through interactive projection, using | conic diagrams. By means of interactive projection, the
Icon graphic is used to draw the interactive wall, on which small screens and LED lamps are embedded,
and visitors can touch the interactive switches to light up the graphic and text on the wall, and at the
same time, with the help of indoor acoustic and optical effects, a sense of technological and fashionable
ambience isformed.

Interaction modes: using multimodal interaction. First, touch interaction. For example, touch or
gesture, of which, gesture touch interface is a common way of natural interaction interface, the most
natural way of information transfer to let people interact with the device, in other words, the natural
interaction interface does not need a keyboard or amouse, and it is more natural and intuitive to help the
user to realize the exchange of information with the screen (Fig. 9). The natural interaction interface is
based on multi-touch technology, which can reduce the user's cognitive barriers to the operation
commands and minimize the user's learning costs. The design of gesture touch interface needs to pay
attention to the following three aspects, firstly, it conforms to the cognitive pattern of most people.
Intelligent system users are of different types, including users from different regions, different ages and
different education levels, and they have different learning ability and acceptance ability for new
products and new technol ogies.
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Fig. 9. Interface interaction gestures

Therefore, it is hecessary to establish a unified usage specification when designing gesture-touch interfaces,
and too much diversification will lead to confusing rules, which will confuse the users and increase their cognitive
load and burden of usage. Second, it respects the usar's memory patterns. Since the use of gesture interaction
interface cannot be clearly displayed on the interface, it requires users to memorize the specific operations
corresponding to different gestures, which takes up a certain amount of users memory cost, therefore, the number
of gestures designed should be avoided as much as possible, and at the same time, a certain amount of operation
guidance should be given on the interface, so that the users can memorize and use gestures according to the
specific use situation, thusincreasing the ease of use of the operating system.

Third, to ensure the contrallability of the operation. When users use the gesture interface, each operation
should be given a certain visud or auditory feedback, so that people know clearly whether the current operation is
correct, such as adding color feedback, sze feedback, vibration feedback or sound prompts. In addition, when the
operation iswrong, it is necessary to provide the user with options such as undo, restore, etc., which helpsto have a
clear controllability of the current use [7]. Second, non-contact interaction in the post epidemic era. For example,
gesture recognition, motion recognition, voice recognition, virtua presentation, etc. Among them, non-contact
gedture interaction intelligently recognizes commands through gesture movements based on visua sensing. In order
for visitors to be accuratdly communicated as well as for the recognition system to quickly receive signds, gesture
commands need to be smplified with gesture festures to reduce learning costs, while the recognition system needs
extensve training and machine learning optimization to achieve efficient communication of gestures and
recognition.In order to redize long-distance interaction, the computer is used to andyze and judge the actions of the
catching system. Especidly since the outbreak of the new crown epidemic, the public's awareness of sdf-protection
and public hedlth has increased, and the non-contact interaction is not only flexible and smple to operate, but also
reduces the contact, avoids the occurrence of cross-infection, and effectively reducesthe spread of the virus[7].

Summary. Perception is fundamentally a trandation of people's sensory and perceptua experience, and
museums give more consideration to the combination and interaction between “people” and visual, auditory,
olfactory, gustatory, spatial language and other perceptual experiences, pay attention to the audience's potentia
influence in aesthetics, thinking, cognition and emotion, and promote interaction and communication among
people, things, objects and environment. It establishes an environment with perceptua experience, promotes
interactive participation, utilizes multimodal interaction, and takes the needs and experience of the audience asthe
value embodiment of museum display design. The future museum will be a diversified space integrating
knowledge, aesthetics, socidization, leisure and reflection, which is both educational and enjoyable.

Through the systematic research on sensory experience and interaction, it provides some inspiration
for the experience design of museum exhibition space and will be continued by the author in subsequent
studies. On the one hand, the stimulation of the sensory feelings of the audience by the exhibition design of
the museum can promote the dialogue between the audience and the media of the exhibits and the
environment to form the mode of «objective feeling-behavioral process-subjective reaction and reflectiony.
On the one hand, the stimulation of visitors' sensory feelings in museum display design can promote the
dialogue between visitors and media such as exhibits and environment, and form the viewing mode of
«objective feeling — behavioral process — subjective reaction and reflection». On the other hand, the museum
display design based on perception and interactive experience is no longer a simple display and static
display, athough interactive experience plays a great role in the museum display design, the museum's
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interactive design should not be based purely on the innovation of equipment and technology as a means,
which does not fundamentally enhance the visitor's participatory experience, and does not deal with the
relationship between the interactive design and the needs and behaviors of the visitors, therefore, the The
role of interaction experience in museum display design needs to be more accurately interpreted and applied.

References

1. Fu Yang. Research on the visua application of two-dimensional elements in commercial display space fagade
[D]. Beijing : Tsinghua University, 2013.

2. Fu Yi, Wang Shixu. Research on digital media art applied to display space design [J]. Furniture and Interior
Furniture and Interior Decoration, 2021 (08): 116-119.

3. Han Xueying, Zou Guangtian. Behavioral interaction design strategy of tourists in exposition building space [J].
Journal of Harbin Institute of Technology University Journal, 2018, 50 (04): 160-166.

4. Hua Jian, Chen Qinghe. Immersive experience: a new business model for the integration of culture and
technology [J]. Journal of Shanghai University of Finance and Economics, 2019, 21 (05): 18-32.

5. Jin Xiaoming, Wu Chenghao. Research on visual tour guide of Bada Shanren Memorial Hall based on VR/AR
real-sense interactive design Research [J]. Packaging Engineering, 2019, 40 (06): 87-93.

6. Li Han. Yishan's Seven Stories under the Narrative Vision [J]. Journa of Shangha University (Socia Science
Edition), 2015, 32 (01). 114-125.

7. Liu Weixian. The use of Dieter Ramsay's «10 principles of good design» in museum exhibition design[J]. Hunan Packaging,
2021, v. 36; No. 196 (01): 140-143 [22]. Li Xiaofang. Desdgn and Development Mechanism of Museum Cultura Cregtive Products
Review of Research on Musaum Cultura Creative Product Development [J]. Industry, 2020, v. 57; No. 335 (03): 119.

8. Nina Levent et a, trandated by Wang Siyi, Chen Mengqi. The Multisensory Museum : Cross Disciplinary
Perspectives on Touch, Sound, Smell, Memory, and Space [M]. Hangzhou:Zhejiang University Press, 2020.

9. QinLanjun. Digita Interface:Virtud Redlity and Virtualized Redlity [J]. Literature and Art Research, 2014 (10): 96-108.

10. Ramy Hammady, Minhua Ma, Carl Strathearn. User experience design for mixed reality: a case study of
HoloLensin museum [J]. International Journal of Technology Marketing, 2019, 13 (3-4).

11. Song Yifan, Zhang Peng, Liu Libo. Human-computer interaction system based on visua gesture recognition
[J]. Computer Science, 2019, 46 (S2): 570-574.

12. Tong Fang. Digital Narrative:Research on Museum Design under the Background of New Technology [J].
Journal of Nanjing Art Institute (Art and Design), 2020 (03). Art and Design), 2020 (03): 165-171+210.

13. Wang Jing, Sun Qi. Research on the application of «scene reproduction» in museum display design [J].
Furniture and interior Decoration, 2019 (12): 102-103.

14. Wu Qiong. Domain and boundary of interaction design [J]. Decoration, 2010 (01): 34-37.

15. Xie Xiaoyu, Yang Chujun. Design research on intelligent interactive experience in museum exhibition [J].
Furniture and Interior Furniture and Interior Decoration, 2021 (01): 90-92.

16. Xu Xiang, Wang Li, Weng Jin. AR/VR technology and information dissemination mode reconstruction [J].
Publishing Wide Angle, 2018 (19): 65-67.

17. Xue Juan, Wang Y ue. Research on the innovative application of interactive experience in display space design
[J]. Furniture and Interior Decoration, 2021 (08): 120-125.

18. Yu Na, Lv Yue, Zhang Xiaofan, Xu Ke, Zhou Jieyu. A user experience research method for museum
exhibition design [J]. Furniture and Interior Decoration, 2021 (04): 84-87.

19. Zhai Jiequan, Yang Lianjie, Zhou Xiaolei. Science and technology communication in science and technol ogy
museums. conceptual update and capacity enhancement [J]. Journal of Beijing Institute of Technology (Social Science
Edition), 2012, 14 (01): 121-124.

20. Zhang Wen, Fan Kaixi. The Intelligent Development and Research of Museum Cultural and Creative Products
in the Age of Al by Exploring «New Design» and Translating «Homogenization» [J]. New Art, 2019, 40 (04): 117-120.

21. Zhang Zhen. The new trend of contemporary museum building function concept [J]. Journal of Architecture,
2004 (12): 22-25.

VK 7.012:659.1
CTPATEI'li PO3BUTKY IHTEPAKTUBHOI'O JU3AMHY B MY3EMHUX EKCIIO3ULIISIX
Wang Shuanghu — Postgraduate student of the Kyiv National University
of Technology and Design, Kyiv, Ukraine
541464641 @qg.com
Kporosa Tersina — Professor of the Kyiv National University
of Technology and design, Kyiv, Ukraine

JocnimkeHHsS TpHUCBSUEHE BHBYEHHIO 3ac0o0iB 30aradeHHS My3€HHOTO OCBiAy BiABiAyBadiB NUIAXOM
BKJIOUCHHS PI3HOMAHITHUX IHTEPAKTHBHUX Ta CEHCOPHUX MiAXOJIB, BUXOISIYM 3a MEXI TPaAWLiHHUX HapagurM
Memia-BizoOpaxeHHs B My3esx. CHHpalo4Yuch Ha CTPYKTYPY EMOIIHHOTO CHPHHHATTS, IHTEPAKTHBHHUHA AHW3ailH
OpIEHTYETHCSA HA ICUXOJOTIUHI Ta MOBEMIHKOBI IMOTpeOM BiJIBiAyBadiB y My3eHHHX BHCTABKOBHX IPOCTOpax, SKi
MOXKHa KiIacH()iKyBaTH Ha IHCTHHKTHBHI, MOBEHIHKOBI Ta pednexcuBHi BuMipu. Kpim Toro, mocmixyeThcs
€BOJTIONISI IHTEPAaKTHBHOTO AW3aiHy B My3€HHOMY KOHTEKCTi Ta HOT0 MPAaKTUYHI MPOSBH. 3 TOUKHU 30PY CHPUHHATTS
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JIOCBiJly, IHTEpaKTUBHOCTI Ta MOJAJIBHOCTI B3aeMoii, y poOOTi 3amponoHOBaHO CTpaTerii i MOKpaIlCHHS
IHTepaKTHUBHOTO AOCBiny B My3esx. IlizkpeciieHo, 1m0 1ei JOCBiJ NOBHHEH TapMOHIMHO IOEIHYBATH TEXHOJIOTIT 3
norpebamMM BiIBiAyBadiB 1 IXHIM TIONEPEAHIM JIOCBIIOM, YHHKAIOYM MPOCTOTO TEXHOJOTIYHOTO IpaiiBy.
AKIEHTYETbCS yBara Ha Napaurmi B3a€MoJiii 3 BHCTaBKOIO «Bij 00’e€kTa 10 Cy0’€KTa» Ta «BiJ 30BHILIHBOTO 1O
BHYTPIIIHBOTO», 1[0 AOCSATAETHCS IUIIXOM IHTErpauii BigBiayBaya, CIpUHHATTS Ta IOBEAIHKH Yepe3 MepLUenTUBHUH
nmocBia. Takuit miaxin cripuse TIHOMMM 3B'SI3KaM 1 pe30HaHCY MIXK ayJAUTOPI€I0 Ta My3eHHUM KOHTCHTOM.

Knrouosi crosa: iHTepakTUBHIN AW3aiiH, IM(POBI TEXHOJOTII, II3aifH My3eHHOI eKCIIO3HILii, BUCTABKa, IHTEpaKTHBHUI
JIOCBIiJI, Bi3yallbHI KOMYHIKaIlii, TEXHOJIOTI BIpTyaJIbHOI peabHOCTI, TEXHOJIOTI] 3MIIIaHO1 pealbHOCTI, My JIbTHME/IiHHi 3aCO0H.
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BucsiTieHo TBopui mimxoam itaiifickko-(ppaHITy3pKoi mmsaiiHepkn Mapii ['pamii K’topi y cTBopeHHi komnekmii Dior
Cruise 2024, npuCBSIYEHOI XKUTTIO Ta TBOPUOCTI MEKCHKaHChKOT Xynoxkuuii Dpimu Kano. JocnimkeHo pizHomManiTHI (opmu i
3aco0u Tpe3eHTallil Konekiii B TpaBHi 2024 p. it Mexiko, BUSBICHO KOMYHIKAI[iHI KOHTEKCTH, 3aKJaJieHl JU3alHEPKOIO Y
CTWJIBOBI Ta JICKOPATHUBHI XapaKTECPUCTUKK BUPOOIB, a TAKOXK y CIIOCOOH iX mpeseHTallii 3acodamu aediie ta demn-dororpadii.
3’sicoano, mo M. I'. K’ropi uepe3 mpoeKTHI PillicHHS Ta MOKa3 KOJIEKIIil BTUTIOE TaKi KOMYHIKAI[iiHI KOHTEKCTH: KyJBTYPHO-
MHCTEIbKI (TPE3EHTYE JABHIO Ta Cy4acHy PeMiCHHYY CraiuHy MeKCHKH), T3aiHePChKi (IEMOHCTPYE CHHTE3 Cy4acHOT MOIM
3 MotrBaMu TBOpYocTi D. Kano Ta eneMeHTaMy MEKCHKAHCHKHMX PEMICHUYHX MPAKTHUK); ICTOPHYHI (BIITBOPIOE Ta MPOIOBKYE
3’30k TBOpuocTi K. Jliopa Ta KymbTypm i MucTenTBa MeKcHKW); comiambHi (3aBmsaxu moctati ®@. Kamo memoHcTpye
MOXTMBOCTI TPUMHATTS CBOOOAM Ta BH3HAYCHHS ceO¢ HA BIIACHHX YMOBAX; TOPKAEThCS TAKHX TeM CTaTh, TEHICPHOL
IICHTHYHICT, 1HBAJTHICTD); NOCTITHUIEKI (PO3poOMiIa KOJEKII0 Ha OCHOBI BCEOIYHOrO BHBYCHHS apXiBHOI CITAIHMHH
K. iopa, >kxutTs, TBOPUYOCTI Ta KOCTIOMHOI criammuan ©. Kaio, Tpaauiiit Ta iHHOBaIiHf MEKCHKaHCHKHX PEMICHIYNX TIPAKTHUK).
Harononryerscs, 0 aHai30BaHAa KOJIKLis HE € JIMIIE O0’€KTOM MOIM Ta IH3aifHy; BOHAa € Pe3yJbTATOM DIIMOOKOro
JIOCII/DKEHHS COLIaJIbHUX Ta ICTOPHMYHMX acneKTiB >KUTTs 1 TBopyocti ®. Kamno ta ocoOGnmuBOCTEll peMiCHHYMX KyJbTYp
Mexkcuku. Memoro 0anoi nybrikayii € aHal3 KOMyHIKAI[ITHOIO MOTEHINATY Y TBOPYOCTI ITATICHKO-(PpaHITy3bKOIl U3aiHEPKU
M. T. K’ropi Ha npukiiajii kpyi3zHoi konekiii 2024 p., HATXHEHOT )KUTTSIM Ta TBOPaMU MeKCHKaHChKOT XynoxxHuii @. Karno.

Buxopucmani maxi memoou 0ocniodxcenus: ICTOPUKO-XPOHOJIOTIUHMM, Olorpadiynuit (mpu BiATBOpEHHI
xpoHotorii gocnimkenHst M. I'. Kropi tBopuocti @. Kaio), o6pasHo-cTiiricTHuHOTr0, GopMalibHOTO aHamizy (Iig yac
BUBUEHHSI 00pa3iB KOJEKIii), y3arajJbHeHHs (I BHUSBICHHS KOMYHIKALIIfHUX KOHTEKCTIB y TBOPYOCTI AM3ailHEPKH,
(opMyITIOBaHHA BHCHOBKIB), KOMIUIEKCHUH TMiAXia (IO3BOJMB OCMHCIHTH B3a€MOJII0 KYyJIbTYPHO-MHCTEIBKHUX,
U3aifHePCHKUX, COLialbHUX, ICTOPUYHHUX acmekTiB TBopuocti M.I. Kropi). Pesympratn mocmimkeHHS MOXYTh OyTH
BHUKOPHUCTAHI i/l 9ac MiATOTOBKYM HaBYAJbHHUX MaTepiaiiB 3 icTopii Tn3aiiHy Ta MOJIH.

Kniouosi crosa: nu3aitH onaTy, KOMyHIKaIliiHI KOHTEKCTH, MIPE3CHTAIIIHI TPAKTUKA B AM3aiHI KOCTIOMA, TI0Ka3,
(emrH-poTOrpadis, BUCTABKA.

THocmanoska npodaemu. PO3KpUTTA uepe3 NoKa3 KOJIEKL1 He JIMIEe BUPA3HOCTI TM3aiHEPChKUX BUPOOIB, a
W YHCIIEHHHUX CEHCIB — KYJIbTYPHO-MHCTEIbKUX, COIIAIbHUX, CBITOTJISAHUX, — 3aBJIAHHS, SIKE YacTO CTaBIISTh
niepe; cobo0 cydacHi AuzaiiHepn. TBOPYICTh KpeaTHBHOI qupekTopku Oymunky Dior Mapii I'pamii K’ropi €
SCKpaBUM TPHUKJIAZAOM YTUICHHS PO3MaiTHX IpaHed TBOpUOCTI Ta KoHTeKcTiB. ¥ 2016 p. ymepme B ictopil
JiereHIapHoro (PpaHITy36KOr0 MOTHOTO OYIMHKY Ha TI0Ca/y KPEaTHBHOTO JUPEKTOpA IiCIIsl CEMH YOJIOBIKIB OyIia
NpH3HAUYCHA JKiHKa. Dior — OpeH 1, BIIOMHH 1 TIpOCIIaBIIeHHI THM, 110 BU3HAYAB KYyJIbT (DPaHIy3bKOT )KIHOUYHOCTI
NPOTSIroM 6araTb0X MOKOJIiHb, aJle TIPH IIbOMY HIKOJIM HE MaB Ha FOJIOBHIN MOCaIi JKiHKH.

VY Mexiko 20 tpaBus 2024 p. BinOyBcs mokas kpyisHoi konekuii Dior (Cruise ‘24) aBropctBa Mapii
I'panii K’ropi. Bignocunu Oymuaky Dior i3 Mekcukoro MarTh 6araty ictopito — 3axormieHHs Kpicrtiana
Hiopa mogopokamMu 10 1HO3EMHHX KYJbTYp BHSIBUJIOCS B HOTO paHHIX KOJEKIIsIX: OAHA 3 HOTro MepLIux
CYKOHb Majia Ha3By «Mekcuka»; okpiM Hei Bigomi cykHi «Acapulcor, «Soirée a Mexico» i «Mexique» —
TIOJIEBA CYKHSI 3 KOJIEKIIiT «ociHb-3uma» 1951 p.

ITokaz Cruise ’24 M. T'. K’topi, npencraBnennit y MeKcuili, € CBOEPIIHHM BIIAHYBAHHSIM PaHHBOTO
ynonobanns K. liopa. o Toro , cama qu3aiiHepka Iiie 3 IOHOTO BiKy Majia 3axoruieHHs TBopuictio @. Kaio.
Po3srysin ocobnmBoCcTel KOMyHIKaLii TU3alHEPKH 31 CBITOM Yepe3 BTLUICHHSI MUCTELIBKHX, KyJIbTYPHO-CHMBOJIIUHHX
Ta COMiaJIbHIX 3HA4YeHb MPEJICTABIISE 3HAYHHH iHTEPEC CTOCOBHO MPAKTHKYU NPE3EHTAIlIH MOJIHUX 1HHOBAIIIH.

Ananiz ocmanuix docniodxcenv i nyonikayin. Ilpe3eHTaliiiHi NpakTUKX B AM3aiHI KOCTIOMa 3HAWIILIN
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