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THEATRICALIZATION OF THE FASHION-SHOW AS A SEMIOTIC SYSTEM:
AN OVERVIEW OF SCIENTIFIC APPROACHES

The article is dedicated to a comprehensive analysis of the phenomenon of theatricalization in contemporary fashion-
shows through the prism of semiotic theory. The aim of the article is to investigate how the integration of theatralization
transforms the fashion-show from a commercial presentation into a multilayered artistic text that generates cultural
meanings and intensifies communication. It is argued that theatricalization creates a unique semiosphere (following
Y. Lotman) — a closed communicative space where every element functions as a sign within an interconnected system. This
system not only presents clothing, footwear, accessories, and jewelry but also constructs narrative, emotional experience,
and cultural codes. Based on a synthesis of classical works by R. Barthes on fashion as language and contemporary
studies of performance (F. Granata, M. Boucher, C. Evans), the article examines in detail four key semiotic subsystems
of the theatricalized fashion-show, which are in constant dialogical interaction. First, scenography as a semiotic field:
the show's space (location, runway architecture, light, sound, color, special effects) is analyzed as a powerful intertextual
sign that sets the primary codes for perceiving the collection and forms the events mythologeme (4. Rocamora).
Second, the model’s body as an active sign-performer: the focus is on the performativity of the body, where gait, facial
expressions, plasticity, gesture, and interaction with space serve as non-verbal codes that transmit the character, concept
of the collection, and the brand s socio-cultural positions (A. Goncharova, O. Buvalets). Third, clothing within the context
of stage action: it is demonstrated that the theatrical context radically alters the semiotic status of clothing, allowing
it to be used as a hyperbolized, grotesque, or metaphorical sign to express an artistic, social, or political idea, moving
far beyond its utilitarian function (O. Medvid). Fourth, the spectator as a participant in semiosis: the fashion-show
is considered a ritual and interactive practice where the audience, being involved in the action through mechanisms
of invitation, immersiveness, and direct communication, becomes a co-author of the meaning-making process,
and the event itself functions as a tool for legitimizing the brand and forming a community (J. Entwistle). The article
concludes that theatricalization is a powerful tool for semiotic enhancement and complication of communication. It
multiplies the codes for “reading,” activates intertextual connections with creative industries and the relevant socio-
cultural context, and transforms communication into an emotionally charged ritual. Thus, the fashion-show establishes
itself not merely as a format for presenting clothing, footwear, accessories, and jewelry, but as an independent synthetic
form of contemporary culture, which actively produces relevant meanings, cultural images, and identities. The research
is based on a critical analysis and synthesis of scholarly works by Ukrainian (O. Buvalets, L. Shevchenko, O. Medvid,
A. Goncharova) and international authors, ensuring a comprehensive view of the phenomenon. The scientific novelty
of the work lies in the systematic unification of semiotic and performative paradigms for the analysis of the fashion-show,
as well as in identifying gaps for future research, particularly regarding the influence of digital formats and neuroscientific
aspects of perceiving the theatricalized fashion-show. The scientific novelty of the work lies in the comprehensive semiotic
analysis of the theatricalization of the fashion-show, which is for the first time considered as an integral communicative
system with four interconnected subsystems. The article synthesizes international and domestic sources, and also identifies
gaps for further research in the field of digital and comparative semiotics of fashion-show.
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TEATPAJII3BAIISAA FASHION-SHOW SIK CEMIOTUYHA CUCTEMA:
OoIIs1] HAYKOBHUX I IXO/JAIB

Cmamms npucesuena KOMRJIEKCHOMY aHANI3y (heHomeny meampanizayii cyyacnoeo fashion-show uepes npu-
3my cemiomuunoi meopii. Mema cmammi — docrnioumu, K inmezpayis meampanizayii mpancgopmye fashion-show
3 Komepb;iﬁﬁoi' npesenmauii' 6 bacamopisHesuil xydoofmiﬁ meKcm, wo 2enepye KYIbmypHi 3HAYEHHA Ma IHMEeHCU-
pixye KOMYHIKAyto. ApeymeHmyembc;z Wo meampanizayis cmeoploe YHiKaavHy cemiocghepy (3a 10. ﬂomMaHOM) -
3AMKHYMUL KOMYHIKAMUBHUL RPOCMIP, 0e KOJICeH enemMenn d)ynkuzoyye AK 3HAK Y 83AEMONO08 A3AHIl cucmemi. 1
cucmema He uule NPe3eHmye 0052, 63ymmsi, aKcecyapu ma i08eiipHi eupobu, a il KOHCMPYIOE HAPAMUS, eMOYitHUL
00c6i0 ma KynomypHi koou. Ha ocnogi cunmesy kaiacuunux npays P. Bapma npo mody sk mogy ma cyuachux 0ociui-
Ooicenv nepopmancy (®@. Ipanma, M. Bywe, K. Eéanc) cmamms 0emanvHo po3ensioac Yomupu Kio4osi cemiomuymi
niocucmemuy meampanizoeanoeo fashion-show, wo nepedysaromsv y nocmiiHomy oiano2iunin 63aemoodii. Ilo-nepue,
cyenozpaqhia Ax cemiomuyne none: npocmip nokasy (1okayis, apximexmypa nooiymy, c8imio, 38yK, Koibopu, cneye-
pexmu) ananizyemuvcs Ak ROMYACHUT IHMEPMEKCHYANbHULL 3HAK, W0 3A0A€ NePEUHNI KOOU 05l CHPUUHAMMS KOLeK-
yii ma popmye mighonocemy nodii (A. Pokamopa). Ilo-0Opyee, mino mooeni Ak akmueHull 3HAK-6UKOHABEYb. AKYEHM
podumbcs na nepdopmMamusHoCmi miia, oe Xo0d, MiMiKka, NAACMUKA, HCeCm ma 63AEMO0is 3 NPOCHIOPOM GUCMYNA-
10Mb He8epOANbHUMU KOOAMU, U0 MPANCIIOIONb XApAKmep, KOHYenyiio KoieKyii ma coyiokynbmypHi nozuyii 6penoy
(A. T'onuaposa, O. Bysaneys). [lo-mpeme, 0052 y KOHMEKCMI CYeHIYH020 OIUcmEa: 00800UMbCA, W0 MeampairbHull
KOHMEKCH pAOUKaIbHO 3MIHIOE CEMIOMUYHUL CIMamyc 0052y, 003601A104U UKOPUCTHOBYBAMU 11020 K 2inepooni308a-
HUll, 2pomecKkHutl abo MemapopuuHull 3HaK 018 SUPANCEHHS XYOOXHCHbOT, COYIANbHOI YU norimuuHoi ioei, 6uxodauu
oanexo 3a pamxu ymuiimapnoi @yuxyii (0. Medgiov). Ilo-uemeepme, ensioau sax yuacnux cemiosucy: fashion-show
PO3210AEMbCS AK PUMYATbHA MA IHMEPAKMUeHa NpaKkmuxa, oe ayoumopis, oyoyuu eKaoueHolo 8 Jilicmeo uepes
MEXAHI3MU 3aNPOWEHHS, IMEPCUBHOCHT Ma NPAMOT KOMYHIKayii, cmae cnigagmopom npoyecy meopeHHs 3HAYeHHs,
a cama nodia hyHKYioHye AK iHcmpymenm necimumayii Opendy ma gopmyeanus cninonomu ([oc. Enmeica). ¥ cmam-
mi poouUmbCs BUCHOBOK, WO Meampanizayis € NOMYICHUM THCMPYMEHMOM CEMIOMUUHO020 NOCUNEHHS MA YCKIAOHEH-
HA KomMyHiKayii. Bona mnodxcums koou Onsl «34umy8anusay, AKmMugye iHmepmexcmyanvti 38 a3Ku 3 KpeamusHuMu
[HOYCMpIAMU MA AKMYATbHUM COYIOKYTbMYPHUM KOHMEKCMOM, d MAK0JIC NePemeopioe KOMYHIKAYil0 HA eMOYiliHO
Haganmaoicenuti pumyan. Taxum yunom, fashion-show ymeeposcye cebe ne npocmo sk popmam npezenmayii 00sey,
83yMmsl, aKcecyapie ma 108eiipHUX NPUKPAC, d K CAMOCMIUHA CUHMEMUYHA opmMa CYyYACHOT KyIbmypU, o aKmué-
HO NPOOYKYE aKMYanbHi CMUCTU, KYIbMypHi 0bpasu ma ioenmuunocmi. [ocaiodcenus 6a3yemovcs Ha KPUMUUHOMY
auanizi ma cunmesi Haykosux npays ykpaincokux (0. Bysaneys, JI. [llesuenxo, O. Medsiov, A. ['onuaposa) ma midxc-
HapooOHux asmopis, wjo sabe3neuye Komniekcre bavenus gernomeny. Hayxosa nogusna pobomu nonseac y cucmem-
HOMY 00 €OHaHHi cemiomuyHnoi ma nepghopmamusnoi napaouem 015 ananisy fashion-show, a maxoxic y 6uokpemienmi
npoeanun 01 MAuOymHuix 00CaiodHceHb, 30KkpeMa oo 6HAUsy Yupposux opmamie ma HeUpoOHAYKOBUX ACHEKNi6
chputinamms meampanizoganoeo fashion-show. Haykosa nosusna pobomu noisieae 6 KOMHAEKCHOMY CeMiOMUYHOMY
ananizi fashion-show, wo enepuie po3eniodaemvpcs K YiliCHA KOMYHIKAMUGHA cucmema 3 meampanizayii yomupma
63A€MON08 A3AHUMY RIOCUCmeMamu. Y cmammi cCunme308aHo MidCHAPOOHI Ma 8iIMYUSHANT 0dcepend, d maKodlic 6Uo0-
KpeM1eHO NPo2aniuny 018 HOOANbUUX O0CTIONCEHb ) 2any3i Yudpoeoi ma komnapamuenoi cemiomuxu fashion-show.

Knrouosi cnosa: meampanisayisa, fashion-show, cemiomuxa, KpeamugHi iHOycmpii, KyIbmypHuti K00, KOMYHIKayis.

its historical development, which demands a new

Statement of the Problem. In light of the com-
municative challenges of the digital era, the study
of the theatricalization of the fashion-show through
the prism of semiotics is driven by the need for
an in-depth understanding of this phenomenon of
contemporary culture, as it lies at the intersection
of creative industries, commerce, communication,
and social practice. Considering the context and
the fashion industry’s transition to a new stage of
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analytical toolkit capable of revealing new, pro-
found mechanisms of transformation and influ-
ence, the semiotic approach offers precisely such
a perspective.

To date, there exists a significant number of
fragmented studies: the semiotics of fashion is
examined separately (Barthes, 1990; Goncharova,
2019), while the phenomenon of performance and
theatricality is treated in isolation (Granata, 2017;



Fine Art and Culture Studies, Bum. 6, 2025

Skliarenko, 2016). However, there is a lack of
comprehensive works that would systematically
integrate these approaches specifically for the
analysis of the fashion-show as a single object.
Therefore, there is a need to consolidate interdis-
ciplinary knowledge. The relevance of this review
lies in bridging this gap through a synthesis of
theories, which allows for the construction of a
holistic model of the fashion-show as a semiotic-
performative system.

Analysis of Scholarly Literature. The review
of scholarly literature reveals three principal
paradigms in the study of the fashion-show.

The Semiotic Paradigm (originating from
R. Barthes) treats fashion as a system of signs, an
approach further developed in domestic scholarship
on costume analysis and brand communication
strategies.

The Performative Paradigm and studies of
spectacle (C. Evans, F. Granata, J. Entwistle)
focus on the event, the body, and the economy of
aesthetic labour, interpreting the show as an act.

The Paradigm of Theatricalization (M. Boucher,
O. Buvalets, L. Shevchenko) directly analyses
the evolution of the show into a total stage
performance, examining its scenography, direction,
and interaction with space (A. Rocamora).

The analysed sources highlight a trend towards
synthesizing these approaches and contextualizing
the fashion-show within the media environment.
However, a research gap remains for studies that
consider the theatricalized fashion-show as an
integrated semiotic-performative system, where all
elements (space, body, clothing, spectator) function
in constant dialogical interaction. It is precisely this
gap that defines the scientific novelty of the present
article, which aims at a comprehensive analysis of
such a system.

The aim of the article is to investigate how
the integration of theatricalization transforms the
fashion-show from a commercial presentation into
a multi-layered artistic text that generates cultural
meanings and intensifies communication.

Presentation of the Main Material. Contempo-
rary fashion has definitively moved beyond the
utilitarian production of clothing, transforming into
a powerful industry of producing images, identi-
ties, and meanings. The fashion-show, as a key
point of presentation, has evolved from a closed
commercial viewing into a large-scale public event
that aspires to the status of an independent artistic
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work. As scholars note (Shevchenko, 2019; Evans,
2001), the fashion-show has acquired the features
of a total theatricalized act, synthesizing stage art,
choreography, video art, and sound design. Theatri-
calized fashion-shows are increasingly becoming a
platform for expressing urgent social topics: inclu-
sivity, sustainability, gender equality, political pro-
test. The method of theatricalization and its com-
plex toolkit (dramaturgy, artistic vision, location,
scenography, models, music, lighting, video, spe-
cial effects, broadcast, etc.) make such messages
particularly convincing and emotionally charged.
Semiotic analysis makes it possible to understand
which linguistic and visual codes are used to con-
struct these new narratives and to measure their
cultural effectiveness. In this context, theatrical-
ization acts as a key mechanism for transforming
and immersing the fashion-show into a total artis-
tic text, while the semiotic approach provides the
toolkit for decoding its meanings.

As noted by Ukrainian researcher O. Buvalets,
«the stagecraft of the fashion show as a theatrical
event is defined by the presence of dramaturgy,
direction, and artistic design, which transforms the
runway into a stage» (Buvalets, 2017, p. 13). This
transformation can be viewed through the prism of
Y. Lotman’s (2000) concept of the semiosphere —
a closed space where meanings function and are
generated. Within such a semiosphere of the fash-
ion-show, every element — from the location to the
model’s movement — becomes a sign in an inter-
connected system.

The fundamental basis for the semiotic analysis
of fashion was laid by R. Barthes, who viewed it as
a language, a system of signs, where clothing acts
as a carrier of social and cultural codes (Barthes,
1990). However, theatricalization elevates this sys-
tem to a new level. As M. Boucher remarks, «the
fashion show is a visual spectacle where the semi-
otic codes of clothing are amplified and interwoven
with the codes of performance, music, and space»
(Boucher, 2018, p. 495). Thus, the fashion-show
becomes not merely a sum of individual costume-
signs, but a complex narrative text. This text is
constructed through direction, script, and drama-
turgy that unfold over time, creating an emotional
arc from start to finish (Shevchenko, 2019).

Scenography acts as the central semiotic field.
The show’s location is not a neutral background; it
carries powerful intertextual weight. A. Rocamora
demonstrates how urban space (a palace, factory,
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museum, etc.) becomes an active participant in
communication, adding meanings of heritage,
urbanism, or elitism to the collection (Rocamora,
2009). The stage space, according to C. Evans, is
«an arena in which the dream and authority of fash-
ion is constructed» (Evans, 2001, p. 78), and the
architecture of the runway (straight path, labyrinth,
circle) sets the mode of perception — from classi-
cal to ritualistic. Light, sound, and decor form a
syntagmatic chain that amplifies the core message.

The model’s body in the theatricalized show
transforms from a passive mannequin into an active
sign-performer. F. Granata, in her work on experi-
mental fashion, emphasizes that through grotes-
query, carnivalesque, and performative plasticity,
the body becomes a carrier of alternative meanings
that evoke aesthetic shock in the viewer (Granata,
2017). Ukrainian researcher A. Goncharova exam-
ines visual communication in the art of costume
precisely through semiotic analysis, where the
body, dressed in a garment, becomes a single sign
«read» within the context of the stage situation
(Goncharova, 2019). The walk, facial expressions,
gestures are non-verbal codes that convey the char-
acter of the collection: from mechanical impassiv-
ity as a sign of conceptualism to individual emo-
tionality as a sign of humanization (Mears, 2011).
Makeup and hairstyle act as connotative signs that
complement the primary meaning.

Clothing itself, within the context of theatrical-
ization, acquires new meanings. It becomes con-
textualized, and the same garment on a runway in
an opera house versus in a showroom will signify
differently. The theatrical lens allows designers
such as Alexander McQueen or John Galliano to
use clothing as a hyperbolized or grotesque sign,
creating not a utilitarian product but a powerful
artistic image (Granata, 2017).

O. Medvid, in her study of fashion show semi-
otics, notes that for luxury brands, theatricalization
becomes a key communication strategy for build-
ing myth and exclusive image (Medvid, 2021).

An important element of the show’s semiotic
system is the spectator. Theatricalization trans-
forms them from a passive observer into a partici-
pant in a ritual. As J. Entwistle shows, attending
a fashion-show constitutes aesthetic labour and
the performance of a specific social role (Entwis-
tle, 2009). The spectator, by receiving an invita-
tion (a sign of status), becomes a witness-initiate,
whose presence legitimizes the meanings being
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created on stage. Participants in the fashion-show
as an event collectively form a stylistic commu-
nity that deciphers the encoded messages. Interac-
tive techniques (models walking among the audi-
ence, direct eye contact) blur the boundaries of the
semiosphere, making the audience co-authors of
the communicative act.

Therefore, the theatricalization of the fashion-
show from a semiotic standpoint is a strategy
for enhancing and complicating communication
through the multiplication of codes (vestimentary,
performative, spatial, musical, etc.) and their inte-
gration into a single narrative. It shifts fashion from
the utilitarian plane into the plane of cultural expe-
rience and meaning-making, activating intertextual
links with creative industries and the social con-
text. As O. Buvaiets summarizes, «the synthesis of
arts in the space of the contemporary fashion-show
with the dominant theatrical aspect ensures its per-
ception as an integral artistic phenomenon» (Buva-
lets, 2020, p. 48).

The globalization of media and the dominance
of social networks (Instagram, TikTok, YouTube)
have transformed the fashion-show into trans-
national viral content. Clips of shows, highlight
moments, and backstage videos spread instantly
worldwide, becoming languages of global dia-
logue. Semiotics allows for the deconstruction of
this flow of images, revealing the strategies for
encoding messages aimed at diverse target audi-
ences (Boucher, 2018; Medvid, 2021). In these
conditions, understanding how meanings (brand
codes, social messages, aesthetic ideals) are con-
structed and transmitted precisely through theat-
ricalized forms becomes crucial for the analysis
of contemporary culture. Further research makes
sense to develop in the direction of analysing the
specifics of digital theatricalized fashion-shows
and their semiotics within the conditions of a
hypermedia environment.

Conclusions. The conducted analysis
demonstrates that the theatricalization of the
contemporary fashion-show is a complex system-
generating mechanism that transforms it into
an independent synthetic art form with its own
semiotic structure. Viewing the phenomenon
through a synthesis of semiotic theory and
performance studies allows for several fundamental
generalizations.

Theatricalization creates from the fashion-show
an integral semiosphere — a closed communicative
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space where meanings are generated, transmitted,
and interpreted. Within this semiosphere, the
traditional language of fashion is radically
complicated. To it are added powerful parallel
codes: scenographic, performative, musical, and
choreographic. Thus, the fashion-show becomes
a polycode text, where clothing, footwear,
accessories, and jewelry are merely one, albeit
central, element in the palette of signs. This
transformation confirms the thesis of the show’s
evolution from presentation to a total act.

The analysis of the identified subsystems —
space, body, clothing, and audience — reveals their
close dialogic interaction. Scenography not only
decorates the event but also acts as a meta-signifier,
setting the primary code for perceiving the
collection. In this context, the model’s body
ceases to be a passive mannequin and becomes
an active sign-performer. Its plasticity, walk, and
facial expressions are non-verbal messages that
either harmonize with or intentionally contrast the
space and clothing, creating tension and meaning.
Clothing loses its utilitarian nature within this
theatrical system, becoming an image-concept, a
hyperbolized sign of an artistic or social idea.

A key feature of the theatricalized fashion-
show as a semiotic system is its ritualistic and
interactive nature. The show constructs not only
images but also specific relationships with the
audience. The spectator performs the role of an
initiated participant, and the event itself functions
as a ritual legitimizing the new status of the brand
and collection. Interactive techniques blur the
clear boundary between stage and hall, shifting
the spectator from the position of observer to that
of an immersive co-participant in semiosis. This
fully corresponds to the logic of contemporary art,
focused on experience and participation.

The scientific novelty of the presented review
lies precisely in the systematic synthesis of two

powerful analytical paradigms — semiotics and
performance theory — for the study of the fashion-
show. This allowed not merely stating the fact
of theatricalization, but revealing the internal
structure of this phenomenon, its communicative
mechanics, and cultural functions. The
integration of domestic research into the context
of global theory is especially important, opening
prospects for further comparative studies.

However, the conducted analysis also reveals
obvious gaps in the scholarly discourse, which
form directions for future research. This includes,
first and foremost, the digital transformation
of the semiotics of the fashion-show, requiring
a deep analysis of how the mechanisms of
theatricalization and sign-creation function in
digital show formats, virtual reality, or hybrid
events. Secondly, the question of the economics
of semiotic theatricality, specifically, how an
expensive theatrical production converts into
concrete commercial results, and how to measure
the effectiveness of this sign capital. Research
into the local specifics of theatricalization to
identify cultural-identification codes in shows
of different regions, as well as studies on the
inclusion of models with diverse body types into
the theatricalized narrative as a semiotic shift,
also remain relevant.

Therefore, the theatricalization of the fashion-
show constitutes a powerful semiotic system that
acts as an engine transforming fashion from a sphere
of producing things into a sphere of producing
meanings, experiences, and cultural identities.
This system functions according to the logic of
synthesizing arts, ritual, and communication,
making each show a unique act of contemporary
visual culture. Further study of this phenomenon
requires an interdisciplinary approach combining
the tools of cultural studies, art history, economics,
and creative industries.
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