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EPISTEMOLOGICAL DIMENSION OF DESIGN CULTURE WITHIN KJETIL FALLAN HISTORICAL STUDIES

Article discusses basic epistemological questions related to historical studies of design provided by the well-known design historian Kjetil Fal-
lan. It is devoted to the analyses of the researcher’s investigation of ‘isms’ notion as a categorizing concept that can be described within cultural
modes (first of all, Modern, modernity and modernism). This leads to another dimension of the "design culture” notion that provides dialectic rela-
tion between ideology and practice, constructed with ‘isms’. The latter are presented as dynamic discourses, reflected in the ‘episteme’ concept by
Michel Foucault. Article analyzes Thomas Kuhn’s and Paul Feyerabend’s notion of paradigms as a structuring device in the history of science used
by Fallan to contemplate the dynamics of changes in the history of design. The main idea of the theory is to outline a differential paradigmatic sys-
tem in design history. That has to provide deeper investigation of design history terminology and its conceptualization principles reflection.
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Formulation of the problem.

Within the design culture studies the attempt of episte-
mological investigation has been provided by the re-
searcher Kjetil Fallan, who argues that a key concept of an
epoch ("ism") should be interpreted as a special mode of
design ideology and design practice dialectics. Article is
devoted to the analysis of Fallan’s exploring of this problem
with the help of main XX century epistemological concepts
— Foucauldian "episteme" and Kuhnian "paradigm". The
brief reassessment of the notions must bring to more con-
sistent exploration of some basic terms and concepts of
design history and its cultural dimensions.

Analysis of research and publications.

The epistemological framework of the design culture
conceptualization is built within the "isms" concepts begin-
ning with such as Modern, modernity and modernism (post-
modernism) by Jean Baudrillard, episteme by Michel Fou-
cault and paradigm by Thomas Kuhn and Paul Feyera-
bend. Kjetil Fallan is the researcher who performed thor-
ough historical studies of design evolution in connection
with meta-level (theoretical) concept of design culture.
Thus, cultural studies of design in its historical retrospec-
tive can be provided within Fallan’s investigation that in-
volves several interdisciplinary methods, using the ideas of
science philosophers in particular.

Purpose of the article.

The purpose of the study is built in epistemological
analyses within historical studies in design by Kjetil Fallan,
that investigates the modern "isms" notion as categorizing
concepts and cultural modes defined inside of design the-
ory and design practice dialectics.

Exposition of the main material of the study.

The term "design culture" has various definitions. It is a
complex concept that has to be investigated in different
contexts. In this article, there is a particular aim to analyze
the meaning proposed by Kjetil Fallan — as the phenome-
non that has its own history, as much as practical and theo-
retical dimensions. The researcher starts with different ap-
proaches, such as historiography, methodology and epis-
temology. The last one is the object of this analysis.

When talking about theoretical dimension of design cul-
ture studies, there is a need to find key concepts within a
particular investigation, that would also define the most
appropriate method and the formal aspect of it. Fallan
starts with the concept ‘modern’, complementing it with
‘modernity’ and ‘modernism’. The reason is that it is a
common rule in culture, social and philosophical discourse
to use these terms. They are given a priory while speaking
of contemporary issues concerning humanitarian sciences,
starting from Renaissance. The same is actual within de-
sign theory and design history discourse: "...exploring in

particular questions arising when modern design culture is
articulated as modernism. ... the history of design is ap-
proached as a history of ideas" [2, p. 105].

Actually, the one of the crucial philosophical responsi-
bilities is to provide research on meta level — to analyze the
instrument of analysis itself, the concepts used globally and
locally. It is commonly accepted that terms need to be in-
vestigated, that would help to analyze the facts more
deeply and thoughtfully. The general name of such crucial
concepts is "ism", and Fallan tries to define it — "...how is it
constructed, negotiated, mediated, consolidated and re-
composed" [2, p. 107].

Ism is viewed as an effective instrument to investigate
the most important theoretic questions within design domain,
its history and cultural core. Design in its complexity is based
on a special and meaningful terminology. That is why the
epistemological dimension of design cultural studies must be
based firstly on terminological analysis. The first issue con-
cerning this is what is the main source of design terminology
— aesthetical theory or social changes? The answer to this
question provides the first opening definition by Fallan: "...an
ism can be understood as a cultural mode defined by nego-
tiations between design ideology and design practice - a
notion that will underpin the rest of this study" [2, p. 108].
This various interchange between theory and practice can
be assessed as a specialty of design culture scientific do-
main. Starting here, Fallan goes on by investigating meaning
of each key term, its history and semantic transition in mod-
ernity. The crucial characteristic of this concept is the qualita-
tive change between the previous state and the new one,
where something is not like before in a dramatic way.

The important person referred by Fallan in this context is
Charles Baudelaire, the author of the new aesthetic pro-
gram, which denied the values and principles of the previous
poets and philosophers. The eccentric break-up with tradi-
tional ideas is the gate to the "modernity" concept under-
standing. This theoretical change is tightly connected with
the material basis and social changes in European countries
of that time. Without it there would be no theoretical changes
at all, that why Fallan puts accent on the duality of modernity
as it is, that totally involves the design issues. The ideas of
beauty changes together with the real manners, way of be-
having and surrounding oneself with certain objects. These
complex changes are unescapable, that why the novelty and
modernity is built in the culture essence.

The positive version of such a duality is proposed by
Matei Calinescu, who distinguishes two different types of
modernity: "The first is modernity as a rationale of society,
or a field of experience — characterized by scientific and
technological progress, the industrial revolution, and the
enormous social and economic revolts which followed capi-
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talism. The other is modernity as aesthetic concept" [3, p.
83]. Fallan interprets this idea within the design studies
issue — what is more important here, aesthetic line or social
and economic, theoretical or practical?

The answer can be found in the meaning of design
sphere itself, as long as it perfectly combines practical and
aesthetical dimensions. That is why, as Fallan asserts,
design provides the modernistic, completely new role of art
within the culture on all its levels. And here he stars dis-
cussing the third term — ‘modernism’, its history (the most
recently found of three) and specific characteristics. The
main is that modernism is a movement: "Modernism in de-
sign is, generally, can be seen as a constant quest for
modernity, or the wish to establish an anti-traditional tradi-
tion. ... a movement or a tendency which, it is often
claimed, can be defined as an epoch in history and is thus
not impaired by the constantly changing present" [2, p.
111]. Also, this is the concept with most variable meanings.
And at last, it has an antagonistic concept which is "post-
modernism" and which provides a new complexity within
design studies. To get through this complexity, Fallan uses
Foucauldian term "episteme" and a corresponding episte-
mological approach provided by the French philosopher.

Making a prolific effort to investigate the complex of
concepts of a certain "formation", Michel Foucault comes to
the specific term that would embrace it using a "archaeo-
logical" method: "...what | am attending to bring to light is
the epistemological field, the episteme in which knowledge

. manifests a history ... of its conditions of possibility ...
Such an enterprise is not so much a history ... as an ‘ar-
chaeology™ [4, p. XXIII — XXIV].

According to Foucault, episteme not just corresponds an
epoch, but rather forms its integrity and continuity with itself,
create conditions of its being, intellectually and creatively.

Then, Fallan distinguishes to types of qualitative historical
changes that divide epochs and periods: "the aesthetic-
ideological movement" or isms, and the epistemes — "the
deep, fundamental sociological structures". The former
change more frequently and the latter are deeper and last
longer. The former are signified with the new art and design,
new visual characteristics of society. The latter brings core
values that form base for these visual characteristics. The
change is made when there’s an essential need of new val-
ues, and first of all new isms arise. And that how we get the
meaning of modern and modernity: "Art history, intellectual
history, design history and all other academic disciplines con-
cerned with aesthetics and ideologies of form in one way and
in another have no choice but to deal with the phenomenon
of isms ... They are more or less consistent sets of beliefs
and arguments about what is correct, important and possible
at the given time within the given episteme" [2, p. 115].

That's how Fallan shows the meaning of isms — to define
the direction of thought of talented artists, architects and
designers, who use isms as the basic "ideologies" to prove
or to criticize and destroy. Though, isms are prescriptive
character concerning art and design, which shows their in-
strumental essence. Answering to the question what are
isms, the researcher deliberates between two positions: from
one hand, they describe pieces of art and design objects,
from another — they prescribe the creation of completely new
and different ones. So, the best ism definition is in between.

In this context, Fallan brings up one of the methods he
proposes within the design culture investigation — actor
network system that can be described with isms and make
them function in practice. An here he comes to the defini-
tion of the design culture concept meaning: "culture is most
fruitfully conceptualized as a dialectic between system and
practice and insisting on a necessary tension between the
two as the key to understanding cultural transformation and

development ... culture of design - as experienced and
articulated through isms - can be conceptualized as a dia-
lectic between" [2, p. 117]. According to this, the design
culture concept should resolve the problem theory (ideol-
ogy) and practice dialectics in design sphere by analyzing
the changes in design history and isms that serve as cul-
tural codes within it, as they are "...formed as a response
or the reaction to the existing praxis and governing ideas
within the prevalent episteme" [Ibid., p. 118].

That's why, it is crucial to analyze the reasons and quali-
tative characteristics of the isms changes: what provokes
them and how they are provided in practice and in ideology,
how society changes within it. Actor network theory can be
an answer: there is a certain need of multiple members of
culture changing and ism-creating and verification process:
"...art is created in the studio, while isms are created in the
galleries ... ...if galleries are interpreted in a broad sense to
mean the network of the social institutions, actors, and
mechanisms involved in the sociocultural reception, interpre-
tation, and domestication of art, buildings, and products"
[Ibid., p. 120]. One person, even the most talented can’t do
that — creative process has to be systematic, forming
schools, generations, periods, epochs, etc. This entire con-
cept include their temporality, in other words — every new
period brings a necessary change and shift after it, trans-
forming into old ("traditional" or classical) one. This transfor-
mation is unstoppable and is marked with the help of isms.

Fallan emphasizes on the need of analysis how this
changes happen, how this shift is processed, how something
new and innovative, crucial and scandalous becomes tradi-
tional, conventional, common and sometimes even kitsch —
"from avant-garde to arriere-garde". Answering this he uses
the method of domestication (next to the actor-network
method mentioned above). Domestication is a process when
an idea or an image get appropriated by mass, or vice versa
— when the common place gets appropriated by an artist or a
designer and gets a new, unexpected meaning depending
on context. To understand the history of design on epistemo-
logical lever, we need to analyze in details all parts and their
inter interactions within the networks and through the dialec-
tical process of domestication.

Fallan makes it possible with the help of Thomas Kuhn’s
"paradigm" concept, articulated in his book "The Structure of
Scientific Revolutions". This concept embraces the changes of
epistemes and isms within science historical development. So,
there is an interesting point in the possibility of using such an
approach in design history analysis. And we can find it in
Kuhn’s work: "To the extent that the book portrays scientific
development as a succession of tradition-bound periods punc-
tuated by non-cumulative breaks, its thesis are undoubtedly of
wide applicability. But they should be, for they are borrowed
from other fields. Historians of literature, of music, of the arts,
of political development, and many other human activities
have long described their subjects in the same way. Periodi-
zation in terms of revolutionary breaks in style, taste, and insti-
tutional structure have been among their standard tools" [8, p.
208]. Here we can see ground for such a transition, as long as
paradigm involve "ideas, values, models, techniques, meta-
physical assumptions, symbolic generalizations and so on
shared by a research community" [2, p. 130]. Also, it is impor-
tant to emphasize that paradigm is always dynamic, it has its
own period of lasting, though it can be long-lasting.

The second famous science philosopher, to whom Fal-
lan appeals, and who continues Kuhn'’s ideas, is Paul Fey-
erabend and his book "Against Method". The reason for it
is that Feyerabend brings new wave to the paradigm dis-
course: "opens up for a modified interpretation of Kuhnian
paradigms by suggesting the existence of several, coexist-
ing paradigms" [Ibid., p. 133].
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In social, art, design and even science development
process there is always more than one holistic vector, this
process includes certain synchrony, that's why paradigm
concept has to deal with it. Different paradigms involve
corresponding isms, as well as corresponding values, insti-
tutions and actors. The same picture can be seen within art
or especially design sphere: multiple schools, traditions,
styles, approaches coexist and interact gradually. Fallan
gives examples of paradigms in design history of the XX
century: "art deco, streamlining and deconstructivism". In
this context he addresses researcher John Heskett and his
idea of ‘layering society of design history’ explicating the
rules of design dynamic history: nothing changes com-
pletely, but layers one on another producing not totally
new, and renewed: "...Design is therefore simultaneously
about change, continuity and adaption” [6, p. 13].

We can see that for Fallan design and its dynamic to-
tally corresponds the principle by Feyerabend: "Knowledge
so conceived is not a series of self-consistent theories that
converges towards an ideal view; it is not gradual approach
to the truth. It is rather an even increasing ocean of mutu-
ally incompatible (and perhaps even incommensurable)
alternatives..." [5, p. 30]. Such a vision of any knowledge
sphere as multi-paradigmatic helps to grasp the specific
state of design history and isms circulation within it.

Remembering this, Fallan gets to the final question of
his design history epistemological analysis — how we can
grasp in mind and investigate to correspondence between
to general and main paradigms in design — modernism and
postmodernism? And how multi-paradigmatic system ap-
proach can answer that? Is modernism an episteme
("metaphysical paradigm, world view") or an ism ("(socio-
logical paradigm, design ideology")? From one hand, Jur-
gen Habermas says that modernity is still crucial and is not
finished yet. From another, Charles Jencks buried modern-
ism in his famous work "The Language of Post-Modern
Architecture": "Modern Architecture died in St Louis, Mis-
souri in July 15, 1972 at 3.32 p.m. (or thereabouts) when
the infamous Pruitt-lgoe scheme, or rather several of its
slab blocks were given the final coup-de-grace by dynamite
... Boom, boom, boom" [7, p. 9]. Both these positions were
criticized a lot, and various opinions have been given on
the topic of modernity and postmodernism interaction. All
these discourse may be enlightened with paradigmatic
approach in design. The question "is modernism as meta-
physical paradigm finished" might get a negative answer,
because this paradigm is still influential within contempo-
rary context ("in social, political, economic, technological
spheres", not only on artistic and aesthetic level).

For sure, there is a need to quote Jean Beaudrillard and
his vision of postmodernism: "...it is the baroque, with its
predilection for the allegorical, its new discursive individualism
based on redundant forms and tricked-up materials, and its
demiurgic formalism, that is the true inaugurating moment of
the modern age" [1, p. 113]. Concerning this, Fallan is not
ready to describe postmodernism as a metaphysical (aes-
thetical) paradigm, that is completely new comparing to the
modernism. It's rather an alternation, it exists in its negative
status, though somehow it is completely autonomous in its
intention, through the modernism constant transformation:
"Modernism as a world view, a metaphysical paradigm or an
episteme affords or restricts the isms as a - to paraphrase
Feyerabend - whole set of partly overlapping, factually ade-
quate, but mutually inconsistent movements" [2, p. 144].

Conclusion

As researcher Pigalskaya says, "The history of design
is a rather young field of humanities. As K. Fallan notes,
despite the existence of publications on the history of
American and European design, until 1977 it is hardly pos-

sible to talk about the history of design as an established
academic discipline" [9]. We can agree that design history
and cultural analysis is in the beginning of its development.
Though, the first important spteps have been already made
by K. Fallan, who actualized this subject by reintroducing
the complex and systematic structure of design develop-
ment: "...everyday processes that can become the key to
understanding design, primarily oriented to everyday and
customary actions" [Ibid].

After historical and methodological levels, Fallan pro-
posed an epistemological one, which appeared to be the
most consistent and complicated: different philosophical,
aesthetical and sociological theories have been combined
here. The central issue consists in the ism definition (as long
as design historians and theorists operate with isms) as cul-
tural codes that form the specific interaction between design
theory and practice: "Isms belong on this paradigmatic level
when they are primarily considered as styles or formal ex-
pressions. These isms are normally made up of a series of
prefigurative exemplars or models functioning prototypes, as
a repertoire or as a reservoir of possibilities" [2, p. 136].

The main isms within design history are modernism and
postmodernism (and other key works are modern and
modernity). The most appropriate way to analyze them, for
Fallan, is turning to Foucauldian "episteme", Kuhn’s "para-
digm" and Feyerabend’s "multi-paradigmatic" concepts and
theories around them.

The results of this analysis give us new possibilities of
design sphere, its ideologies, terms and concepts investiga-
tion: what is a real renovation and what is just "layering". De-
sign thus is corresponding to science and art as the subject
of philosophical and cultural studies, which gives broad per-
spectives in this field within an epistemological dimension.
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ENICTEMOJIOMNYHUA BUMIP KYNbTYPU AN3AUHY B MEXAX ICTOPUYHUX CTYAIN K'ETINA ®ANIAHA

Cmammsi npucesiyeHa po3asisidy OCHO8HUX 2HOCEOJI02i4YHUX NMUMaHb, o8 'a3aHux i3 icmopu4Humu docnidxeHHsIMU Ou3aliHy, npedcmassieHu-
mu eidomum icmopukom du3saliHy K'eminom ®annaHom. Bnpoeadxyembcsi aHani3 Haykoeo20 00CidxeHHs1 MoOHsImMms "-i3M" ik Kame2opu3yr4020
noHsmmsi, w0 Moxxe 6ymu onucaHe 8 KynbmypHux modycax (nepw 3a ece ModepH, ModepHicmb ma mModepHi3m). 3dilicHloembcs1 8usie HoguX
eumipie noHssmms "Kynbmypa dQu3aiiHy", wo 3abe3neyye dianekmuy4Hull 38'A30K MiXX meopemuYyHUM ma NpPakKMu4YHUM pieHsiMuU, subydoeaHul 3a
donomozor "-i3mie". OcmaHHi nodarombcsi siKk OuHamiyHi Ouckypcu, eidobpaxeHi e noHsmmi "enicmema" Miwens ®yko. Y cmammi
eanpoeadxyembcsi aHasni3 noHsmms napadusmu e iHmepnpemauii Tomaca KyHa ma [lMons ®eliepabeHOa sik iHCmpyMeHmMy cmpykmypyeaHHsl e
icmopii Hayku, 3ano3u4eHoz2o PannaHom 3adns crnocmepexeHHs1 OUHaMiku 3MiH e icmopii du3aliHy. OcHoeHa idesi 0aHOi KOHuenuii nonsizcae e
oKpecsieHHi dugbepeHuyianbHOi napaduemamuy4Hoi cucmemu e icmopii du3aliHy, wjo mMae Ha mMemi 3a6e3neqyumu 6inbw 21uboke AocnidXKeHHs
mepmiHonoeii icmopii du3saliHy ma pegpnekcito npuHyunie ii kKoHyenmyanizauii.

Knro4oei cnoea: kynbTypa An3aiHy, icTopis AnsaniHy, icTopis mucTeuTsa, "-ismu", napagurma, MoAepHiaMm, enictema.
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3MUCTEMONOMMMYECKOE U3MEPEHUE KYNbTYPbl AU3AAHA B UCTOPUYECKOM UCCNEQOBAHUN KbETUNA GANNAHA

Cmambs nocesiujeHa pacCMOMPEHUI0 OCHOBHbIX 2HOCEOJI02UYECKUX 80MPOCO8, C8si3aHHbIX C UCMOPUYECKUM uccriedoeaHuemM du3aliiHa, npedcmas-
JIeHHbIM u38ecmHbIM uccriedoeameniem Kbemunom ®annaHom. BHedpsiemcsi aHanu3 Hay4yHo20 uccriedoeaHusi MOHsIMust "-u3M" Kak Kameaopusupyrou,e2o
MoHsIMUs1, KOmopoe Mokem 6bIMb OMUCaHO 8 KyJIbIMypPHbIX Modycax (npexde ece20 MoOepH, MOGepHOCMb U ModepHuU3M). Ocywiecmesnsiemcs ebisie/ieHue
HOBbIX U3MepeHuli noHsasmusi "Kynbmypa dusaliHa", Ymo obecrieyueaem AuUasIEKMUYECKYIO C8513b MEXOY Meopemu4YecKuM U MpaKmu4ecKuM ypO8HsIMU,
8bICMPOEHHYI0 Npu nomowu "-usmos”. ocredHue nodaromcesi 8 kayecmee OUHaMUYECKUX OUCKYPCO8, OMpaXeHHbIX 8 MmoHsmuu "anucmema” Muwens
®Pyko. B cmambe ocywecmesnsiemcsi aHasu3 noHssimusi napaduasmbl 8 uHmepnpemauuu Tomaca KyHa u lNonsi ®eliepabeHda kak UHCMpPyMeHma cmpykmy-
pupoeaHusi 8 ucmopuu Hayku, komopoe 3aumcmeyemcsi dannaHom 0ns HabmrodeHuss OUHaMUKU u3MeHeHul 8 ucmopuu du3aliHa. OcHoeHasi udesi 0aHHoOU
KOHUenuyuu 3akiroyaemcsi 8 oyepyueaHuu dughgpepeHyuansHol napaduzsmamu4deckoli cucmembl 8 ucmopuu du3aliHa, Komopoe fpu3eaHo obecrnevyums

6onee anyb6okoe uccriedosaHue MepPMUHOI02UU UcCmMopuu du3aliHa u peghsieKCcUro MPUHYUIOS ee KOHUenmyanusayuu.
Knroveesble cnoea: kynbTypa Au3aiiHa, UICTOPUS An3aliHa, UICTOPUS UCKYCCTBA, "-u3Mbl", napaguMrma, MogepHv3m, anvctemMa.
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Ons docnidxeHHsI cmanu npayi makux xapakmepHux ¢icyp ModepHy ma nocmmodepHy, sik B. BenbsimiH ma X.-®. Jliomap. 3aedaHHsm po6bomu €
aHaniz ModepHicmcbKo20 ma MocmmooepHicmCcbKo20 OUCKYpcCie i ausienieHHs iX nepemuHaHb Ma 83a€MO3imKHeHb.
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MNoctaHoBKa npo6nemu. 3auikaBneHHA €eCTETUYHUMM
po3pobkamy MOAEPHY i MOCTMOAEPHY 3HAYHOK Mipol O0Y-
MOBIIEHO iX BU3HaYanbHVM BMMBOM Ha aBaHrapgHi Ta noct-
aBaHrapgHi  MucTeubki npaktukn. dinocodebki - pedorekcit
reHepyBanu HacTaHOBM Ta MOAESbHI NapaMeTpyu HOBITHBLOTO
MucTelTBa. AHani3 koHuenuin B. BeHbsimiHa Ta XK.-®. JlioTa-
pa [O03BOMSE AKLEHTYBaTW €CTETUYHI MPUHLUMNU MOZEPHY i
NMOCTMOAEPHY Ta BU3HAYUTM CTYNiHb IXHbOI KOrepEeHTHOCTI.

AHaniz pocnigpkeHb i ny6nikadin. B ocTaHHi
aecatupivysa XX cT. — Ha noy. XXI cT. o aHanisy npobne-
MaTUKM Cy4acCHOI ecTeTW4HOI cdepu B KOHTEKCTI npaub
B. BeHbamiHa, XK.-®. liotapa, VY.Eko, K. [Oenbo3sa,
XK. Boppisipa 3BepTanuca y CBOiX Npausx HaCTYMHi Cy4YacHi
HaykoBui: B. Benbw, b.BanbgeHdensc, M. EnwTenH,
B. ®ynba, B. Nogopora, B. Janiubkun, H. MaHbkoBCbKa.

Cepep, ykpaiHCbkux JocnigHukiB npobrnemaTuky dinoco-
il MoaepHy Ta NOCTMOAEPHY B KOHTEKCTi 3a3HadeHux
Teopint posrnsganu C. Kyuenan, O. Nominko, B. Kebynaagse,
J1. Neuyk, O. KonecHuk, B. JlnukoBax, €. binbyeHko, O. MNa-
Bnosa, M. Kyntaesa, B. MaH4yeHko Ta iH.

MeTta cratTi. Jocnigntn doinocodcbki 3acagu aBaH-
rapgHoro Ta noctaBaHrapgHOro MUCTELTBA B KOHLEMLisX
B. BeHbsimiHa Ta X.-®. JlioTapa.

Buknaa ocHoBHOro martepiany gocnigeHHs. XX cTo-
niTTa 6yno CToniTTAM XYOOXHIX PEBOSOLUIN, WO nopoavnu
Geaniy BapiaHTIB hinocodcbknx pedriekcii Ha ecTeTUyHi
3MiHM. MoxxHa cTBepaXyBaTy, WO came cdepa eCTETUYHO-
ro 6yna TMMm epmeHTOM, AKUIA akTuByBaB (inocodChbKi
nowykn. Cnig 3a3HaunTK, WO i MOAEPHICTChKI dinocodChki
peakuii, Wwo Biakpunm XX cTonitTa Ta cTanu BignoBigaw Ha
MNOro aBaHrapAUCTCbKi  BUKIMKW, | MNOCTMOAEPHICTChKI
pednekcii, Wwo 3aBepwmnu dypemHe XX cCTOMITTH, 30BCIM
He MOXHa po3rnsaaaTtu sk NiHIMHO po3TalloBaHi, SK Taki, Lo
HaKoMNMyyBanu 3HaHHA y BiANOBIAHOCTI 3 MPOrPECUCTCHKO
Wwkanot. | MOOepHICTCbKMIN, i MOCTMOAEPHICTCbKMIA ANC-
KypCu CKOpille € Takumu, WO MatoTb 6e3niy nepeTuHaHb,
ChinbHMX TOMoOCiB i KoHuenTiB. [ONs BUSABMEHHS iX
BifA3epKantoBaHHA, B3aEMOLIN i B3AEMO3ITKHEHb MU 3Bep-
Hynucst 4o pobiT Taknx xapakTepHux diryp mMogepHy i no-
cTMoaepHy, gk B. BeHbsmiH i XK.-®. JlioTap.

Ona BeHbaMiHa NOPOYHOIO BUrNSAana NpakTuka KOpPCTKOi
avcuvnniHapHoi Aemapkauii 3HaHHs, Wwo Oyna xapaktepHa
[Ons HayKoBOI AyMKM MUHYFIOrO, Ha NpoTMBary sKii BiH BU3Ha-
YaB SK OCHOBHY MeETy CBOiX [OCNiMKEHb CrpUsHHA
iHTerpauinHomMy npouecy B HayLi. Lle, 3 MOro Touku 3opy, MOX-
NMBO 30jlCHIOBATW 4Yepe3 aHanis "TBOpy MUCTeuTBa, SAKUA
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