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CROSS-CULTURAL STORYTELLING IN MUSEUMS:
RESEARCH ON SILK-THEMED EXHIBITIONS
AND THEIR GLOBAL COMMUNICATION

Abstract. Museums perform as indispensable function in advancing
cultural transmission, fostering cross-cultural understanding, and
promoting international exchange. In the context of globalization, the
question of how exhibitions can effectively serve as instruments of
cultural narration and communication has emerged as a key topic within
contemporary museological discourse. This paper investigates the series
of international exhibitions organized by the China National Silk Museum
since 2020 across France, Belgium, Uzbekistan, Hungary, Serbia, and
Kazakhstan. Focusing on silk-themed exhibitions such as “Silk and Silk
Roads”, “Splendid Silk”, and “Beyond the Mulberry Fields”, it analyzes
the curatorial strategies and object selections that shape their narrative
structures. Through these practices, the study explores the ways in which
museums reinterpret and recontextualize exhibition content to generate
cultural resonance and emotional connection within diverse local settings.
The findings suggest that silk-themed exhibitions, characterized by
their adaptability, depth, and empathy, offer distinctive advantages in
facilitating intercultural dialogue, enhancing mutual understanding, and
providing innovative practices in the global museum communication.

Keywords: museum, international exhibition, cross-cultural
communication, Silk Heritage, curatorial narratives.

For citation: Hanlin Y., Chengming Zh., Fan Zh. Cross-Cultural Storytelling in Museums:
Research on Silk-Themed Exhibitions and Their Global Communication // Madeni Mura. 2025.Ne
4(111). Pp. 114-125 (in Eng.)
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Introduction

In today’s world, where cultural  cross-cultural dialogue and enhancing
interaction is becoming increasingly  global understanding. As a form of “slow
frequent, museums have evolved beyond media” in the dissemination of human
their traditional roles as repositories and  civilization, museums construct cultural
display spaces for cultural heritage. They = narratives through exhibitions, bridging
now serve as vital platforms for fostering  diverse cultures, evoking emotional
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resonance, and promoting broader mutual
respect and comprehension. In this context,
exhibitions as a form of visual storytelling
and cultural expression are taking on
expanding communicative functions (Yu,
2023). In particular, thematic exhibitions
rooted in regional characteristics face the
pressing question of how to effectively
translate cultural meanings, adapt exhibit
content to new contexts, and localize
curatorial practices on the international
stage. Curators and communication
scholars alike are increasingly concerned
with these challenges.

This paper draws on a series of
international exhibitions organized by
China National Silk Museum since 2020
in countries such as France, the Czech
Republic, Uzbekistan, Hungary, Serbia,
and Kazakhstan, to explore its curatorial
strategies and practical approachesin cross-
cultural communication. By examining the
exhibition themes, content presentation,
modes of dissemination, and forms of
local engagement, the study reveals how
silk culture is reinterpreted and received
within diverse cultural contexts. These
international experiences demonstrate that
integrating sensitivity to local contexts

while maintaining authentic cultural
expression can significantly enhance
both the communicative effectiveness

and emotional resonance of exhibitions.
Through this analysis of curatorial
practice, the paper aims to offer valuable
insights for museums across different
countries and regions in developing
cross-cultural collaborative exhibitions,
thereby contributing to the enhancement of
museums’ capacity for understanding, co-
creation, and influence in global cultural
exchange (Wu, 2023).

Materials and research methods
With the increasingly rapid global

MADENI MURA

cultural flow, museum exhibitions
for external displays, are increasingly
becoming a crucial instrument for cultural
dissemination and public diplomacy. These
exhibitions do more than present tangible
cultural heritage; they convey a nation’s or
region’s values, historical narratives, and
aesthetic systems, offering audiences from
different cultural backgrounds pathways
to better understand one another’s
civilizations. Through the multilayered and
visualized narrative form of exhibitions,
museums serve as mediators connecting
the past and present, the local and the
global, fostering cultural resonance and
mutual understanding across societies

(Shan, 2014).
In recent years, as international
cultural cooperation has deepened,

museums in Asia — particularly in China
— have been expanding their influence
abroad. By employing diverse strategies
such as thematic curatorial design,
inter-institutional collaboration, and
localized communication, several projects
have emerged as exemplary models of
international cooperation. For instance, in
2023, the Tianjin Museum’s Flowers on the
River: The Art of Chinese Bird-and-Flower
Painting,  1368-1911 was successfully
exhibited in the United States, becoming one
of the first major Chinese cultural heritage
exhibitions in North America in recent
years and receiving widespread acclaim
from mainstream media and the art world.
That same year, the Shanghai Museum, in
collaboration with the Xuzhou Museum
and the Chengdu Institute of Cultural
Relics and Archaeology, presented Indelible
Armour: Masterpieces of Han Dynasty Jade
at the Mora Ferenc Museum in Hungary.
With over 50,000 visitors, which is more
than one-third of the city’s population,
the exhibition demonstrated the enduring
appeal of East Asian ancient civilizations
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to European audiences. Notably, such
international exhibitions are no longer
solely focused on accurate content delivery;
they are also shifting toward cross-cultural
adaptability in their modes of expression.
Curators are increasingly attentive to
the comprehensibility and emotional
accessibility of exhibition narratives across
different cultural contexts, especially in the
design of displays and textual presentation.

Meanwhile, the rapid advancement
of digital technologies has significantly
expanded the boundaries of overseas
exhibitions. Virtual galleries, digital
reconstructions, and immersive interactive
tools provide greater flexibility and
wider dissemination. A notable case is
the Brilliance of the Silk Road: Dunhuang
Caves Art Special ~Exhibition curated
by the Dunhuang Academy. Through
digital modeling and VR immersion, the
exhibition toured various museums and
cultural institutions worldwide and offered
remote online access, attracting over 20
million participants from 78 countries — an
exemplary case of integrating traditional
heritage with digital communication.

Thus, the core value of international
exhibitions now lies not merely in cultural
“export”, but in building platforms for
multilateral consensus, shared experiences,
and mutual understanding. They serve
not only as showcases for material culture
but also as practices of cross-cultural
storytelling and mutual listening. Looking
ahead, the question of how to tell “each
other’s stories” through more inclusive, co-
creative, and digitally-enabled exhibition
forms will be key to deepening the
international communication mechanisms
of museums.

Discussion

In recent years, international
exhibitions and cultural dissmination have
become shared focal points in museology,

cross-cultural communication, and cultural
heritage studies, with researches largely
centering on cross-cultural curating,
exhibition narratives, digital technologies,
and audience reception, etc. International
scholars generally regard exhibitions
as platforms for cultural narration and
exchange. Benedict emphasizes the role
of co-curation and object exchange in
facilitating cultural flow (Benedict, 1991);
Guillot likens museums to “cultural
theaters”, focusing on the interactive
nature of exhibitions (Guillot, 2014);
Hoang proposes achieving cultural
accessibility in exhibition narratives to
avoid misinterpretation (Hoang, Cox,
2018). Digital technologies are widely
seen as important tools for enhancing
the accessibility and inclusiveness of
exhibitions (Giannini, Bowen, 2019). In
contrast, Chinese scholarship often focuses
on the effective expression of local culture
in international contexts and on strategies
for cultural adaptation. Zhao Junxiang
and colleagues stress the integration of
indigenous values with international
languages (Zhao, 2019), while Yang
Yueming advocates optimizing symbolic
systems based on the cognitive frameworks
of target cultural groups (Yang, 2020).

Despite these contributions, gaps
remain in exploring the depth of humanistic
narratives, analyzing cultural feedback in
digital exhibitions, and understanding the
psychology of diverse audiences. How to
“tell each other’s stories” through narrative
adaptation and the integration of local
cultural contexts remains an urgent area
for further research (Chen, 2021).

Results

Practices of China National Silk
Museum’s Overseas Exhibitions

As the world’s largest museum
dedicated to silk, China National Silk

116
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Museum (hereinafter “CNSM”) bears
the mission of collecting, preserving,
researching, exhibiting, and innovating
the cultural heritage of silk, textiles, and
costume. Its collections include more than
20,000 Chinese exhibits dating from the
Western Zhou period to the modern era, as
well as over 30,000 pieces of Western fashion
from the 17th century to the present.

Silk culture, as a symbol of trade,
craftsmanship, and civilizational exchange,
naturally possesses bridge-like qualities
across cultures. Silk-themed exhibitions
often employ images, textiles, documents,
and interactive installations to showcase

cultural connections that transcend
geography and time, transforming
exhibitions into genuine “spaces of

dialogue”. Since 1993, CNSM has organized
over 50 silk-themed cultural exhibitions
in 32 countries, showcasing the profound
heritage and superb craftsmanship
of Eastern silk (Xia, 2022). However,
beginning in 2019, the number of Chinese
international exhibitions declined due to
external uncertainties, venue constraints,
and the complexities of overseas artifact
loan approvals. In response, CNSM has
innovated its exhibition themes, formats,
and communication strategies, taking
into account cultural adaptability, needs
of overseas audiences, and depth of
dissemination, then gradually developing
a “refined, flexible, efficient” international
exhibition model. Since 2020, CNSM
has held multiple exhibitions in France,
Belgium, Uzbekistan, Hungary, Serbia, and
Kazakhstan, closely aligning with the Belt
and Road Initiative, situating silk culture
within the historical context of civilizational
exchange, and incorporating local cultural
elements to enhance regional resonance.

“Silk and Silk Roads” Thematic
Exhibition

The “3+X” Flexible Menu-Style Exhibition

MADENI MURA

Framework

Launched in 2021, “Silk and Silk
Roads: From Hangzhou to XX” adopts a
“3+X” menu-style exhibition framework.
The three core sections are: “Technique
of Silk”, presenting the complete process
from sericulture to weaving; “Art of Silk”,
showcasing silk patterns and aesthetic
craftsmanship; and “The Silk Road”,
narrating the history and cultural exchanges
along the Silk Roads. The “X” component
represents personalized content that can
be flexibly added according to the needs
of each exhibition, achieving a balance
between academic rigor and contextual
adaptability. This model breaks through the
fixed structures of traditional exhibitions,
offering a more open and inclusive pathway
for international cultural communication.

Deep Integration with Local Characteristics

This series emphasizes integration
with local culture by incorporating
locally significant artifacts and cultural
elements, curating exhibition sections
with distinctive local features to enhance
cultural recognizability and interactivity
(See Table 1). For example, in June 2025,
the “Silk and Silk Roads: From China to
Kazakhstan” exhibition at the National
Museum of Kazakhstan was divided into
three sections: “Origin of Silk”, “The Silk
Road”, and “Uses of Silk”, featuring 145
items, including 21 cultural relics (See
Fig. 1). In the “The Silk Road” section, a
highlight was artifacts closely related
to Central Asia, such as those from the
Northern Zhou tomb of Shi Jun (See Fig.
2). The exterior wall paintings of the
tomb display typical Central Asian styles,
and the figure of Shi Jun depicts scenes
of Central Plains envoys and Sogdian
merchants interacting along the Silk
Roads—imagery that resonates strongly
with Kazakhstan’s historical memory.
The exhibition presented the history

Ne4(111)/2025
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of friendly cultural exchanges between
China and Kazakhstan from a bilateral
perspective within the context of the Silk

Road, sparking local public interest in the
mutual learning among civilizations along
its route.
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Fig. 1. Poster of the Exhibition “Silk and Silk Roads: From China to Kazakhstan”

Fig. 2. Replica of Northern Zhou tomb of Shi Jun in the “Silk and Silk Roads”
Exhibition at National Museum of Kazakhstan

118

Ne4(111)/2025



Hanlin Y., Chengming Zh., Fan Zh.

MADENI MURA

Time Location Theme
2021.6 Paris, France From Silk to Silk Roads
2021.9 Confucius Institute, West Flanders | From Silk to Silk Roads
Province, Belgium
2022.7 Samarkand State Museum-Reserve, | Silk and Silk Roads: From
Uzbekistan Hangzhou to Samarkand (I)
2022.8 Prague, Czech Republic Silk and Silk Roads: From
Hangzhou to Prague
2022.11 William Paterson University, USA Silk and Silk Roads: From
Hangzhou to Paterson
2023.11 Samarkand State Museum-Reserve, | Silk and the Silk Road: From
Uzbekistan Hangzhou to Samarkand (II)
2024.12 Samarkand State Museum-Reserve, | Silk and the Silk Road: From
Uzbekistan Hangzhou to Samarkand (IIT)
2025.6 National Museum of Kazakhstan Silk and Silk Roads: From China to
Kazakhstan

Table 1. Overview on Development of “Silk and Silk Roads” Theme Exhibition Series

The
Exhibition

Building on the success of the previous
“Silk and Silk Roads” series, the “Splendid
Silk” exhibition introduced the “CNSM
Global Showcase” brand concept (Ji, Pang,
Zhang, 2024). Through content expansion
and model upgrading, the series not
only deepened the exploration of how
silk culture can adapt to diverse cultural
contexts, but also achieved innovations in
curatorial structure and communication
methods (see Table 2).

Standardization and Global Connectivity

“Splendid  Silk”  Thematic

The series adopts a “touring with
a USB drive” approach, centering on
“digital display + representative artifacts.”
With standardized design and modular
configuration, it adapts to diverse global
display = environments, significantly
shortening installation time, reducing
costs, and enhancing mobility, thereby
providing an efficient solution for the
global dissemination of silk culture.

The “1+4” Cultural Communication Model
The “1” refers to one main thematic
exhibition, while the “4” refers to four

Stage Time Location Theme

Birth 2023.7 China  National  Silk | Splendid Silk: 16th-17th Luxury
Museum Silks and Velvets from Hungary’s

Esterhazy Family

Development | 2023.10 Museum of Hungarian | Splendid Silk: Chinese Silk Art
Agriculture, Hungary Exhibition

Refinement 2024.6 China Cultural Center in | Splendid Silk: Chinese Silk Art
Belgrade, Serbia Exhibition

Maturity 2024.10 Musée  Guimet, Paris, | Splendid Silk: Chinese Silk Art
France Exhibition

Crossover 2025.1 Hangzhou Xiaoshan | Splendid Silk: Auspicious Patterns
International Airport, | Across Time and Space
China

Integration 2025.10 Haroldo Alvarenga | Splendid Silk: Chinese Silk Art
Cultural Center, Foz do | Exhibition
Iguagu, Brazil

Table 2. Overview on Development of “Splendid Silk” Thematic Exhibition Series
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complementary programs: an international
symposium, a fashion show, intangible
cultural heritage performances, and Silk
Road culture-in-school activities, creating
a multi-layered interactive system. In 2025,
this model continued to be implemented at
the National Museum of Kazakhstan, where
its supporting events enhanced audience
engagement and cultural immersion.

Exhibit Selection and Cultural Presentation

Adhering to the principle of “small
but refined, beautiful and novel,” the
physical exhibits include traditional
costumes, classic patterns, and innovative
designs—lightweight for transport and
reusable—balancing cultural depth with
visual appeal. In terms of storytelling,
the narrative design emphasizes the
cultural interconnections among exhibits,
enhancing cohesion and immersion. The
exhibition also integrates traditional silk
elements with modern design concepts,
showcasing not only silk’s innovative
applications in contemporary fashion
but also its sustainable development and
timeless relevance (See Fig. 3).

Through multi-dimensional
innovations in content, display models, and
narrative structure, the series “Splendid
Silk” not only shaped silk as a distinctive
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Fig. 3. The Exhibition “Splendid Silk: Chinese Silk Art Exhibition”at Museum of Hungarian Agriculture,

international cultural brand for China, but
also provided a practical model for the
preservation and revitalization of cultural

heritage.

“Beyond the Mulberry Fields” Overseas
Intangible Cultural Heritage Touring
Exhibition

Launched in 2024 by China National
Silk Museum, “Beyond the Mulberry
Fields” is an overseas touring brand for
intangible cultural heritage. Through
interactive demonstrations of sericulture
and silk weaving techniques, it showcases
to international audiences the profound
heritage and craftsmanship of Chinese
silk culture. In June 2025, the performance
was presented at the National Museum
of Kazakhstan, where Chinese arts and
crafts masters gave live demonstrations
of reeling silk, dyeing, embroidery, and
weaving. Visitors experienced the artistic
essence and contemporary vitality of this
heritage in an immersive setting (See Fig.
4 and Fig. 5).

As a new form of the museum’s
international outreach, the event broke
away from the traditional static exhibition
model by integrating  traditional
craftsmanship with modern technology.
It deepened cross-cultural engagement

A Kkiillitas helyszine: M:
(1146 B Vaj
{AHT,

Hungary
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Fig. 4, Fig. 5. “Beyond the Mulberry Fields” Perfo

and participation, not only expanding
the museum’s global communication
channels but also enhancing international
recognition and understanding of Chinese
culture.

Conclusion

Although China National Silk Museum
has accumulated valuable experience in
overseas exhibitions, the real practice
has also revealed a range of pressing
challenges—shared more broadly by
Chinese museums—in terms of exhibition
content and form, communication
strategies, and international collaboration.
The following suggestions are proposed
for future development:

1. Expand Exhibition Dimensions and
Integrate Modern Technology

Current overseas exhibitions largely
rely ontraditionalartifacts, lacking diversity
in presenting contemporary culture, folk
art, and intangible cultural heritage. The
format remains predominantly static,
with only superficial application of digital
technologies, making it difficult to engage
international audiences. It is essential to
break the limitation of singular content by
incorporating categories such as costume
and embroidery, jewelry and jade, religious
art, and numismatics to showcase cultural
richness. In terms of presentation, the

MADENI MURA
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application of digital, AR, VR, and PBR
technologies should be deepened to achieve
millimeter-level, life-size reproduction of
artifact details, enhancing immersion and
interactivity. For instance, China National
Silk Museum has recreated Silk Road
culinary scenes from the Western Regions
in VR (See Figure 6), used AR to present
sericulture and silk weaving techniques,
and staged dynamic digital fashion
shows to feature Song Dynasty-style
collections, significantly boosting audience
engagement and communication impact.

2. Innovate Narrative Approaches to
Eliminate “Cultural Discount”

The “cultural discount” remains
a prominent issue, largely due to the
tendency to adopt a domestic-centered
perspective that overlooks the cultural

background and  reception  habits
of overseas audiences, resulting in
misinterpretation or oversimplification

of cultural meanings. Some exhibitions
rely excessively on singular symbols (e.g.,
Chiense panda, the Terracotta Warriors)
without fully conveying the diversity and
complexity of Chinese culture. Curation
should therefore incorporate cross-cultural
communication concepts, tailor content to
the needs of target audiences, and employ
narrative methods that are story-driven,
emotionally engaging, and multisensory
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Fig. 6. VR application in the “Silk and Silk Roads” Exhibition at National Museum of Kazakhstan

to avoid rigid, one-way cultural export.
This requires curatorial teams with both
global vision and creative capacity, along
with the training of young curators and
cross-disciplinary experts whose creativity
and international experience can break
conventional  patterns.  Pre-exhibition
research on local cultural characteristics
is essential to design content aligned
with audience cognition, ensuring that
exhibitions serve as a bridge for two-way
exchange rather than a vehicle for one-way
output.

3. Optimize Communication Strategies
and Build Deep Collaboration Mechanisms

Current communication still relies
heavily on official media and diplomatic
channels, with insufficient precision
engagement on new media and social
platforms, limiting the ability to meet
the needs of diverse cultural groups.
Overseas digital platform development
should be strengthened with differentiated
and customized strategies. For example,

museums can use Facebook, Instagram,
and Twitter to share exhibition stories
and interact with audiences in real time,
thereby expanding international influence.

International cooperation remains at
a relatively superficial level, often limited
to exhibition loans, with little in-depth
collaboration in research, resources, or
talent. Moving forward, museums should
promote long-term co-curated projects
with international partners, organize joint
seminars, and share research outcomes
to establish sustainable collaboration
mechanisms. Meanwhile, it is crucial to
cultivate young scholars and professionals
with international vision, enhancing
their cross-cultural communication and
collaboration skills. This will enable the
exploration of new cooperation models
that balance academic and cultural
exchange, shape a global brand for
“Chinese museums”, and strengthen
China’s international discourse power and
influence.
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MY3ENAEPAETTI MOAEHUETAPAABIK BASTHAAY: JKIBEK
TAKBIPBIBBIHAATHI KOPMEAEPAI 2KOHE OAAP /1bIH
KAhAHABIK KOMMYHUKALINACBHIH 3EPTTEY

Anaarmma. Myseiiaep MoJ4eHM MypaHBl JKeTKidyge, OpKeHHueTrTep
apacelHAArbl ©3apa TYCIHICTIKTI HBIFANTyJa >KOHE XaAbIKapaAblK aAMacyabl
AaMbpITysda Oara >KeTIlec KbI3MeT artkapaabl. Kahangany >xargaiipiHga
KopMeaepAiH MajeHN DasgHiay MeH KOMMYHMKaIUs KypaAbl peTiHje TUiMAi
KBI3MET eTy ToCiAAepiH aHBIKTay — Ka3ipri My3elTaHy AVCKYPCBIHBIH HeTi3ri
MoceaeepiHiH OipiHe alfHaAABI.

bya makaaaga Kerraniaeiy ¥arTeik XKidek myseiti 2020 >xpragan Oacrar
®panuus, beaprus, ©szbekcran, Benrpus, CepOmsa >xoHe KaszakcraHaa
YIIBIMAACTBIPFaH XaAblKapaAblK KOpMeAepiHiH ToITaMachl KapacThIpblAdaAbl.
Aptop «XKibek >xone JXKibek >0abl», «Faxkaisin Kibek», «Kibek aakamTapsi-
HaH THIC» CeKiaai XiOeKk TaKpIpbpIObIHA apHaAfaH KepMeJepre Haszap ayJapa
OTBLIPBII, OAapAbIH OasHAay KYPBIABIMBIH KaABIIITACTHIPATBIH KypPaTOPABIK
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Kasakeran Pecnyfisukaceinin

bl, K
MU3EUI

CTpaTernsiap MeH DKCIOHATTapAbl ipiKTey epeKieaikTepiH KapacThpaabl.

3eprTey ocbl TaXipuOeaep apKblAbl My3eildepaiH opTypai >KepridikTi
MOHMOTIHAEPMEH MJJEHN PEe30HAHC >KOHe HSMOUMAABIK 0OallAaHbICTHI
KaMTaMachl3 eTy YIIiH KopMeaep Ma3MYHBIH KaHAall TacCiddepMeH KaliTa
nambIMAar, KaTa KYPblAbIMAQMTBIHBIH allKbIHAANABL. AABIHFaH HOTVKeAepP
Kibek TakKbIpBIOBIHA apHaAfaH KepmeaepaiH OeitiMaiairi, Ma3MyHABIK
TePeHAiri JKoHe ®MOUMAABIK aliKbIHAbLABIFBIHBIH apPKaCbhlHAA MdAeHMeTapaabIK
AVaAOTTHI iATepileTy, @3apa TYCiHICTIKTI HBIFANTY KoHe )KahaHABIK My3eiiaik
KOMMYHMKAIIVsIFa MHHOBALIMSIABIK TOXKipuOeaepai eHri3y yaepiciHae epexiie
AapTBHIKIIBIABIKTapFa M€ eKeHiH KopceTeai.

Kiat ce3gep: Myseil, XxaaAblKapaaAblK KepMme, MaJjeHMeTapaaAbIK

KOMMYHMKaIus, Xi0eK Mypachl, KypaTOpAbIK HappaTuBTep.

Aatiexces yuin: Xanaun f., 2Kanz Y., 2Kao ©. Myseiirepdezi maderuemaparol 0asmnoay:
kibex makxbipoiOviHdazvl Kepmerepdi xate oaapdoit, Kkahandvik KomMmyHuKauuscot sepmmey //
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MEXKYAbBTYPHOE ITOBECTBOBAHWE B MY3ESIX:
VNCCAEAOBAHME BBICTABOK HA TEMY HIEAKA
N NXTAOBAABHOUN KOMMYHUKALI NN

AnHOTanmst. Mysen  BBIIIOAHSIOT  He3aMEHUMYIO  (PYHKIUMIO B
IIPOABVIKEeHNI KyAbTYPHOM Ilepejady,, COACNUCTBUU MEXKYAbTYyPHOMY
B3a/IMOIIOHMMaHUIO ¥ Pa3BUTUM MeXAyHapoAHOro oOMeHa. B  ycaosumsax
raodaam3anyy BOIIPOC O TOM, KaKMM 0Opa3OM BBICTaBKU MOIYT 3PPeKTUBHO
CAY>KUTb MHCTPYMEHTaMM KyAbTYPHOIO ITOBECTBOBAHIS ¥ KOMMYHMKAIIUN, CTaA
O/AHOI1 U3 KAIOUEBBIX TeM COBPEMEHHOI'O My3eeBeA4ecKOIo AVICKypca.

B aaHHON craThe paccMaTpuBaeTcs cepus MeXKAYHapOAHBIX BBICTaBOK,
opranmsoBaHHplX Hanmonaspueim myseem meaka Kwuras ¢ 2020 roga Bo
®panuny, beasrny, VYsOekncrane, Benrpmm, CepOum u  Kasaxcrane.
CocpeaoTouns BHMMaHIEe Ha BbICTaBKaX, ITOCBSIIEHHBIX TeMe I1IeAKa, TaKMX Kak
«Heak n [TleAKOBBIV My Th», «BeanKoaenHbIN 11eAK» 1 «3a ITpegeaaMU 1€ AKOBBIX
1oJei», aBTOp aHaAM3MPYeT KypaTOpCKue CTpaTerMy U MoADO0p DKCIIOHATOB,
¢opmupyIomMX 1X OBECTBOBaTeAbHBIE CTPYKTYPHIL.

ITocpeacTBOM 9THX HpaKTUK MCCAeAOBaHUE BBIIBASET, KaK/M OOpa3oM
My3el IIepeOCMBICAMBAIOT U PEeKOHCTPYUPYIOT COAep>KaHMe BBICTaBOK A4S
CO3JaHNs KyABTYPHOTO pe30OHaHCa UM DMOILMOHAABHONM CBA3M C Pa3sAMIHBIMU
AOKaAbHBIMM  KOHTeKcTaMm. IloayueHHble pe3yabTaThl IIOKa3bIBAIOT, YTO
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BBICTaBKM, ITOCBSIIEHHBIE TeMe I11eAKa, 0Aarojapsi cBoell aJallTUBHOCTY, rAyOnHe
U ®MOIIMOHAABHON BBIPa3UTEABHOCTY, 001a4al0T OCOOLIMM ITpeMMYIecTBaMu
B COZENCTBUNM MEXKYAbTYPHOMY AMAAOTY, YKPelAeHUM B3aIMOIIOHMMaHMs U
BHeApeHIV HHOBAIIMIOHHBIX IPaKTUK B I100aAbHO MY3€/fHOV KOMMYHVKaLIVIA.
KarogeBble caoBa: Mysell, MeXAyHapOoAHas BBICTaBKa, MEXKYAbTypHas
KOMMYHMKaIVs, IIeAKOBOe HacaeAye, KypaTOpCcKue HappaTUBLL.
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