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INNOVATIVE APPLICATION OF CHINESE KUNQU OPERA

COSTUMES STYLE PRINCIPLES IN MODERN DESIGN

Goal: an in-depth study of innovative practices of contemporary design based on the values of China's
intangible cultural heritage, in particular, the use of formative and decorative characteristics and techniques
of the Kunqu Opera stage costume in the creation of modern models of clothing for dressy or casual use.

Methodology. The study uses historical, analytical and chronological methods, as well as methods of
formal and figurative-stylistic analysis.

Results. Based on the systematization of documentary materials, the unique features of the costumes
of the main characters in different scenes of the youth version of «The Peony Pavilion» opera have been studied.
Formative and stylistic approaches have been generalized, and the characteristics of the costume, such as the
Style of the main constituent elements (The headdress, Horse-face Skirt, Pleats, Cloak), as well as Colors and
Patterns, have been integrated into the author's own design solution for the design of modern costumes for
dress purposes. Based on the example of the contemporary Chinese designer MUKZIN's collection, the article
shows how the integration of expressive possibilities of stage costumes can shape aesthetic trends in
contemporary design and expand its creative potential

The scientific novelty of the study s to identify the expressive characteristics of the Kunqu Opera stage
costume and to propose an approach for its integration into modern clothing. The integration of intangible
cultural heritage values into modern trends not only expands the possibilities of design but also opens up a
way to preserve traditional culture.

Practical significance. The study of the artistic and aesthetic features of the costumes of the Kunqu
Opera in the Youth Version of «The Peony Pavilion» and the application of innovative design approaches is an
important area of creativity and research not only for designers but also for stage designers and art and fashion
historians. The materials of the research can be used in educational courses as well as in costume design
practices.

Keywords: Kunqu Opera costumes, innovative design, intangible cultural heritage, women's attire,
shaping, decorative finishing.

Introduction. The problem of using Operaasan artformin modern society. The focus of
intangible cultural heritage as a source of inspiration  the article is the Kunqu Opera «The Peony Pavilion»,
for the creation of new samples of fashion design  exploring it from the following perspectives: Firstly,
requires separate consideration and the search for it provides an overview of the research background,
rational design techniques. Kunqu Opera is one of innovative practices, and analysis in modern Kunqu
the representatives of ancient Chinese dramatic Opera costume design; Secondly, it investigates
literature and theatrical art, also known as Kunqu or  innovative applications in modern Kunqu Opera
Kungiang. It is acclaimed as the «ancestor of all costume design, examining aspects like style, colors,
operas» and was designated as a «Masterpiece of and patterns.
the Oral and Intangible Heritage of Humanity» by Analysis of previous research. The legacy of
UNESCO in 2001 [10]. Kunqu Opera has gone Kunqu opera costumes has been given attention by
through a long developmental journey, from its many researchers. Liu Yuemei's book «Chinese
origins to maturity, prosperity, and eventually Kunqu Opera Costume Box» meticulously
declire. introduces Kunqu Opera costumes through a

This article delves into how to pass down and  combination of text and images, showcasing the
innovate this unique traditional culture of Kunqu splendid and colorful stage costumes for different
Opera through modern costume design, offering roles and families. The book is comprehensive,
inspiration and insights for contemporary fashion systematic, and precise, explaining the primary
design, while ensuring the cultural vitality of Kunqu  purposes, size proportions, materials, styles, colors,
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patterns, and craft of wvarious
costumes [7].

Wang Lili's work, «Kunqu Costume from the
Aesthetic Perspective of Jiangnan Literati», analyzes
the strengths of Kunqu Opera, which combines
elements from Song and Yuan Nanxi drama and
Yuan-Ming period variety plays [12]. Over the
generations, it spread widely and developed within
the literati and gentry class of the Ming and Qing
dynasties. Kunqu Opera costumes are an integral
part of Kunqu performance art and possess aesthetic
characteristics rooted in the traditional Chinese
theatrical system. According to the author,
throughout the development of Kunqu Opera, the
refined aesthetics pursued by Jiangnan literati, such
as elegance, poetic beauty, and natural beauty, were
integrated into Kunqu stage art, guiding the
direction of Kunqu costume design. This resulted in
Kunqu costumes having artistic features such as
subtle and natural color palettes, intricate
composition, a balance between realism and
symbolism in patterns, and much symbolism.

Zhu Hengfu's work, «On Kunqu Opera
Headwear and Dressing Principles», discusses the
significant contributions of Kunqu Opera to the
construction of theatrical headwear [12]. The author
classifies Headwear in Kunqu can be broadly
categorized into four classes: clothing, helmets,
accessories, and props. Based on real-life aesthetics,
these costumes underwent aesthetic modifications
and were designed to reflect the time period and the
personalities and roles of the characters in the
stories. «The dressing principles for Kunqu costumes
are aimed at making positive characters more
beautiful and negative characters less appealing,
ensuring that the costumes align with the characters’
identities, facilitating the performance of roles, and
contributing to the portrayal of supernatural and
otherworldly environments», — the author notes [12].

The integration of style, form, and decorative
elements of opera costume into contemporary
design is increasingly evident in the work of
designers. Thus, Zhang Jinbin in his article this paper
analyzes the application of opera costume elements
in modern costume design [11]. The author
proposes a concept, and based on it under this
concept, four kinds of modern ready-to-wear
clothes with opera costume elements are designed.
Taking the works as examples, the whole process of
the application design of opera costume elements in
modern costume design is presented, which

techniques
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provides ideas and directions for the modern
application design of opera costume elements in the
future.

Based on a literature review, it was discovered
that systematic research on the characteristics of
Kunqu Opera costumes in a specific production is
relatively limited. Many questions regarding Kunqu
Opera costumes, such as their innovative design and
integration, have yet to be fully addressed.
Therefore, this study can provide guidance to
scholars in related fields, offering significant
reference value for the preservation, inheritance, and
development of Kunqu Opera costumes while also
promoting the research and dissemination of
Chinese theatrical culture.

Problem statement. The objectives of the
article are: to explore the distinctive characteristics
of the costumes worn by the female lead in the
Youth Edition of «The Peony Pavilion: A Startling
Dream» from the perspective of visual and design
studies; to track the methods of integrating
elements of theatrical costume into modern fashion
design; to analyze the significance of theatrical
costume potential in the creative expansion of
design features.

The results of the research and their
discussion. Kunqu Opera, a traditional art form with
a long and illustrious history of over six hundred
years, gained renewed global attention when it was
designated as a «Masterpiece of the Oral and
Intangible Heritage of Humanity» by UNESCO in
2001. This recognition rekindled widespread interest
in this art form. The prosperity of Kunqu Opera not
only kindled curiosity about the art itself but also
brought attention to Kunqu Opera costumes.

Of particular note is the Youth Edition of «The
Peony Pavilion», a collaboration between Mr. Bai
Xianyong and the Suzhou Kunqu Opera Theatre in
2004. In this version, not only were bold innovations
made in music and choreography, but traditional
Kunqu costume design, stage settings, and lighting
art also underwent fresh experimentation. These
efforts not only elevated the work's renown but also
rekindled enthusiasm for Kunqu Opera, profoundly
influencing the development of contemporary
Kunqu Opera.

In Wang Peixi's «<A Comprehensive Discussion
on 'Peony": An Analysis of Costume Design in the
Youth Version of Kunqu Opera's 'The Peony
Pavilion'», it is pointed out that theatrical costumes
are a crucial means of shaping the stage image in
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drama. In Western theater, realistic techniques are
employed to highlight the unique personalities of
dramatic characters through the individualized
differences in costumes. Chinese opera, on the other
hand, uses a more symbolic approach, shaping
stereotypical stageimages through the regulation of
costume types. Kunqu opera costumes are known
for their strict conventions, guided by the principle
of «better to wear out than wear wrong». Mr. Bai
Xianyong and his team created the youth version of
Kunqu opera's ‘The Peony Pavilion,' which, while
retaining the fundamental appearance of traditional
opera costumes, expanded the artistic functions of
opera costumes, updated the design concepts of
opera costumes, and showcased a new sense of
beauty in opera costumes [8].

Innovative Practices
Opera Costume Design

Through the analysis of the costumes worn by
the female lead in the Youth Edition of «The Peony
Pavilion: A  Starting Dream» in  various
contemporary versions, we can observe that they
generally adhere to the fundamental elements of
traditional Kunqu Opera costumes, such as the
wearing patterns of the headdress (1), horse-face
skirt (L E4E), pleats (8 F), and cape (3£). As a
result, traditional Kunqu Opera costumes have
evolved over the ages, displaying a certain degree of
standardization. This deeper understanding allows
us to grasp the evolution and development of
Kunqu Opera costumes.

Simultaneously, through the discussion of
costume styles, we can also uncover the emotions,
symbolism, and character portrayal embedded in
the female lead's attire. This research not only
enriches our understanding of Kunqu Opera but also
provides valuable insights and inspiration for the
preservation and development of Kunqu Opera
costumes. Let's analyze the main components of the
stage costume of the main characters of the Youth
Edition of «The Peony Pavilion».

1. Style of the main elements of the costume.
Through personalized tailoring and meticulous
sleeve adjustments, the Youth Edition accentuates
the character's waistlines and performance details,
infusing classic roles with a fresh and contemporary
allure. This innovative design approach not only
presents a more dynamic on-stage presence for the
audience but also opens new possibilities for Kunqu
Opera's development. The fusion of tradition and
modernity, as demonstrated in the costume design

in Modern Kunqu
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of the Youth Edition, breathes new life into classic
characters, rendering «The Peony Pavilion» even
more enchanting, as depicted in Figure

1.1. The headdress. In the Youth Edition of
«The Peony Pavilion» innovative costume design
breathes new fashion appealinto classic characters.
The headdress (i) worn by the female lead, Du
Liniang, stands as a prime example of the fusion of
tradition and modernity, radiating a distinct charm.

1.2. Horse-face Skirt. In the youth version of
«The Peony Pavilion» the design of the female lead's
horse-face skirt presents a style that is completely
different from the traditional version. The youth
version abandons the traditional horse-face design
and instead opts for a finely pleated horse-face skirt
This design places a greater emphasis on the
character's personality and fashion sense. The
carefully designed pleats on the skirt, both on the
left and right sides and in the middle section,
showcase the natural drape and beauty of the skirt
The skirtis worn in a wrap-around style, customized
to the waist measurements of the actors, ensuring a
snug fit that highlights the beauty of the characters'
figures. Additionally, considering the actors' slender
figures, the skirt circumference has been moderately
reduced to create a more elongated visual effect.

1.3. Pleats. Pleats, as an essential component
of clothing, play a significant role in the youth
version. They are typically located beneath the outer
robe and are categorized as male pleats and female
pleats. The length of female pleats generally extends
to the knee area, with variations in design based on
the character's age and role. Pleats for young
women feature small collars and delicate lapels,
emphasizing a graceful beauty, while pleats for older
women have larger collars and lapels, portraying a
more dignified and generous appearance. Pleat
designs often incorporate symmetrical pleat folds
that connect the lapels, and the skirts on both sides
are designed with slits to facilitate movement during
wear. Some pleats can be worn externally and
typically come with water sleeves, adding a dynamic
quality to the clothing. This design adjustment
provides a fresh and streamlined visual appearance,
avoiding the bulkiness that traditional outer robes
may bring. Additionally, this design enhances the
flexibility of actors during performances, allowing
them to more naturally express character
movements and emotions.

1.4. Cloak. In various modern adaptations of
the Kunqu opera «The Peony Pavilion: Startling
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Dreams», the costumes of the female lead exhibit a
rich and layered appearance, featuring a unique
design element of adding a cloak over the outer
robe. The cloak is an accessory in the Kunqu opera
wardrobe, alongside other accessories such as vests,
waistbands, rice scarves, «four happiness» belts,
straw raincoats, collars, auspicious symbols, tooth
ornaments, Buddhist beads, ceremonial beads, silk
sashes, handkerchiefs, bellybands, circular fans,
folding fans, feather fans, and headgear, among
others, contributing to a diverse array of character
portrayals.

The cloak, also referred to as the
«windcatcher», «bell-shaped cloak», or «fluffy robe»,
is a sleeveless outer garment that adds depth and
atmosphere to the characters. Depending on
gender, cloaks can be categorized as men's cloaks
and women's cloaks. They vary not only in length but
also in patterns, sometimes matched with fabrics of
the same or different colors to create a more
intricate effect. Cloaks play a vital role in shaping the
overall appearance of characters.

In the youth version, cloak designs utilize a
one-piece tying method and incorporate a back slit,
allowing actors to adjust them as needed. This
flexible design adds a dynamic element to the cloaks
during character performances, aligning with the
characters' emotions and actions.

2. Colors. The traditional color theory of
Kunqu opera costumes is based on the 'Five Upper
Colors' — red, green, yellow, white, and black — and
the 'Five Lower Colors' — purple, pink, blue, lake
(cyan), and fragrant (light purple). Typically, main
characters wear costumes from the Five Upper
Colors, while supporting characters wear costumes
from the Five Lower Colors to distinguish the
importance and status of the roles. In various
versions of «The Peony Pavilion» the costumes of
the female lead display a rich variety of
characteristics, breaking away from the traditional
Upper and Lower Colors scheme. This change isn't
just about color selection; it's more about adapting
to the character's identity, emotions, and the
changes in the plot.

Especially in the context of the female lead's
background as a young lady and a teenager
experiencing her first love, the color of her attire
emphasizes her personality and emotional state.
Costume color choices for the female lead in
different versions vary, often based on the needs of
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the plot and scene changes, in order to maintain
overall harmony and consistency in the color palette.
By using combinations of warm and cool colors,
complementary  color schemes, and even
incorporating  white, the costumes maintain
consistency while also showcasing a rich variety of
beauty through contrast. This innovative use of
colors not only adds depth to the female lead's
character but also enriches the visual effects of the
performance, allowing the audience to fully
experience  the  characters' emotions and
atmospheres while enjoying the play.

In the youth version of «The Peony Pavilion:
Starting Dreams», the female Ilead's attire
incorporates a unique youthful charm in different
scenes. Leveraging modern technology such as
lighting and stage design, the traditional elements
of Suzhou gardens are cleverly combined with
contemporary aesthetics. Lin Kehua, the stage
designer, considered the aesthetic trends of young
people at that time while creating the stage art for
the youth version. This integration allows traditional
elements of Suzhou gardensto engage in a dialogue
with a modern minimalist style, giving the
production a distinctive and contemporary appeal.

3. Patterns. Kunqu opera costumes showcase
a rich array of traditional decorative patterns,
drawing from various sources, including historical
patterns, symbolic patterns, religious patterns,
pictorial patterns, and text patterns. Additionally,
Kunqu opera costumes place a strong emphasis on
the symbolism of these patterns. For instance, the
clothing of emperors typically features a «Manchu»
floral layout, primarily adorned with dragon patterns
and complemented by water wave motifs,
symbolizing nobility.

In the youth version of «The Peony Pavilion»,
the male pleats worn by the character Liu Mengmei
have a 'corner’ floral layout with decorations of fresh
gardenia flowers. This design not only reflects the
character's scholarly and commoner status but also
highlights his reserved personality.

In modern women's fashion design
decorative patterns have become a common
technique, providing a straightforward means to
express the theme of fashion design. Today, the
techniques used for patterns in fashion are more
sophisticated, and Kunqu elements, as a cultural
symbol, carry the artistic style that has evolved over
hundreds of years.
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Fig. 1. Costumes of the main opera characters «The Peony Pavilion».
Suzhou Kungiu Opera House, Hong Kong, 2023 [13]

Fig. 2. Project proposal of modern clothing using style, form and
decorative elements of Kunqu Opera costume. Chen Shulin. 2024

Fig. 3. MUKZIN. Models from the collection «The Theater of Mao'er».
Fall/Winter 2017, Shanghai [4]
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By  consciously  beautifying and
innovating upon traditional pattern designs,
Kunqu elements can be effectively and
creatively incorporated into clothing, making
the most of their distinctiveness.

Innovative  Applications. Kunqu
costumes are an important part of traditional
Chinese opera, they notonlyreflect the identity,
personality and emotions of the characters, but
also show the artistic style and aesthetic
features of Kunqu. When designing Kunqu
costumes innovatively, we need to balance
beauty, practicality and functionality, so that
they can retain the traditional characteristics,
and also adapt to the modern aesthetics and
needs. This article takes the youth version of
«The Peony Pavilion» as an example, and
innovatively designs Kunqu costumes such as
female pao, female pleated skirt, and horse-
faced skirt, and explores and tries from aspects
such as cutting, structure, fabric and details,
striving to create modern women's clothing
that has both Kunqu charm and fashion sense.
The design drawings are shown in Figures 2.

First of all, we improved the cutting
method of the female pao, making it more
suitable forwomen'sbodyand movements.We
used the design of a cape and tassels to
increase the sense of layering and fluidity of the
clothing. The stand-up collar of the cape was
treated with pleats, making the collar more
three-dimensional and varied. The hem of the
skirt used a curved shape, echoing the arc of the
cape, forming a harmonious visual effect. The
fabric of the cape was chosen as crepe, which
has natural wrinkles and luster, and can reflect
the elegance and agility of Kunqu. When
sewing the cape, we paid special attention to
aligning the floral patterns, to ensure the overall
beauty of the clothing.

Secondly, we innovated the structure
design of the female pleated skirt, making it
more suitable for stage performance. We
referred to the shape of the water sleeves, and
designed loose sleeves, increasing the sense of
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elegance and movement of the clothing. The
lowergarmentstyle belongedtoa pleated skirt,
which hasa classical charm and also conforms
to modern fashion. We added floral and
butterfly patterns on the skirt, which have both
traditional meanings and modern colors. The
collartype of the top used a cross-collardesign,
with aword buckle, presenting a unique pattem
of flowers and butterflies, which matched the
skirt.

Finally, we optimized the fabric and
details of the horse-faced skirt, making it more
exquisite and gorgeous. We chose high-quality
fabrics, not only considering the appearance
and texture of the clothing, butalso the comfort
and breathability of wearing. We used
embroidery techniques on the horse face and
the lower edge, and made simplified floral and
butterfly patterns, echoing the pao above,
forming a mirror-symmetric layout. We also
added pattern changes at the edge, making the
clothing morevivid and layered. The length and
collar type of the skirt were also appropriately
adjusted, making it more in line with the
character's temperament and emotions.

In terms of color matching, we chose
suitable tones and contrasts according to the
characteristics of the characters and the
background of the stage. We used techniques
such as gradient, splicing, and embellishment,
making the color of the clothing more rich and
harmonious, and also more in line with the
artistic style and aesthetic features of Kunqu.
Through color matching, we not only enhanced
the expressiveness of the characterimage, but
also added a lot of fashion sense to the overall.

In summary, this article innovatively
designed Kunqu costumes, and explored and
tried from aspects such as cutting, structure,
fabric and details, striving to create modem
women's clothing that has both Kunqu charm
and fashion sense. We hope that through this
innovative design, we can make Kunqu
costumesmore adaptable to modern aesthetics
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and needs, and also make Kunqu art more
loved and respected by people.

Let us consider the experience of
contemporary designers who use style and
form elements of opera costumes in modem
collections.Chinese designer MUKZIN has been
committed to recovering the order of history,
influencing modern lives, and creating
possibilitiesthrough the media of costumes. He
restructured the traditional opera costumes of
Beijing and to present unique female images in
the collection with special contours, structures
and elements [5].

As we can see on the example of Fig.
models, the designer uses modern laconic,
slightly extended silhouettes. In turn, the decor
in the form of embroidery of floral and
zoomorphic elements actively fills the flowing
forms and is a reference to the decor of opera
costumes. The statement of He T. «Thus, Kunju
has undergone transformations while trying to
retain essentials» is fair [1].

Conclusion. A Kunqu opera costume is
not merely about the appearance of the
clothing; it is a product intricately woven with
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YiHHOCMsAx HemamepianbHoOl KynemypHol cnadwjuHu Kumaro, 30kpemMa — Ha 8UKOpUCMAHHI ¢hopmomeopyux
[ JekopamusHux xapakmepucmuk [ npuliomie cyeHiyHozo kocmiwoma Onepu KyHeuyrol (Kunqu Opera) y
CMBOpPeHHI cy4acHux modeseli 002y HapAOHo20 abo NOBCAKOEHHO20 NpU3HAYeHHS.

Memounonozia. Y JocnioxeHH(

8UKOpUCMOBYEMbCS  icmopuyHUl, aHaaimu4Hud,

XPOHOM02{4HU T

Memoodu, a makox mMemodu hopManbHO20 Ma obpasHO-CMUAICMUYHO20 aHANI3Y.
Pesynemamu. [pyHmyiouuce Ha cucmemamusayii OOKyMeHManbHux mamepianie, AocidxeHo

YHIKAGbHI 0c061UBOCMI KOCMIOMIB BUKOHABYIB 20/108HUX poJieli 8 pi3HUX cyeHax Mo00DkHOI eepcil onepHol
sucmasu «[lasinblioH nigoHili» («The Peony Pavilion»). Y3aeaneHeHo ¢ghopmMomeopyi ma cmuabosi hioxoou
wWodo makux xapakmepucmuk KOCMIOMA, SK CMUJb OCHOBHUX CK1adosux enemeHmis (20/108HI ybopu,
CNIOHUYA, HAKUOKU), @ Makox KoJip i 8i3epyHKU; OaHi Xapakmepucmuku [HMe2po8aHo 8 Cy4acHul KOCMIOM,
[ yepe3 yeli npoyec — 3aNPONOHOBAHO NPOEKMHe pIIeHHS CYy4YdCHUX KOCMIOMIB HApsSOHO20 NPU3HAYEHHs 8
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0372 200412 DESIGN OF MODERN CLOTHING BASED ON THE

TRANSFORMATION OF NATURAL SOURCES OF INSPIRATION

Purpose. The purpose of this research work is to develop new models of clothes in the artistic system
«collection» using natural sources of inspiration based on the application of the composition rules and methods
of artistic design of products.

Methodology. The basic principles of the systematic approach to artistic design of the author creative
collection such as literary analytical research and associative stylization of the source of creativity were used
in the process.

Results. The article shows that the development of the creative concept envisages the choice of the
inspiration source which occupies the central place in the artistic designing of the author's clothing collections.
A compositional analysis of the source of inspiration — wild dried flowers — was carried out. The choice of
compositional elements, principles and means of connection of the author's clothing collection is substantiated.
The transformation of the source of inspiration into forms of modern clothing was carried out. Various options
for artistic and compositional solutions of clothing collections based on one source of inspiration have been
developed. In the material, an ensemble of women's clothing was made and its approbation was carried out in
the conditions of contests of young clothing designers and scientific and practical conferences.

Scientific novelty. The characteristic artistic and compositional features of the source of inspiration —
dried wild flowers — have been studied and highlighted, and the principles of their use in the design of modern
women's clothing collections have been determined.

Practical significance. Author's collections of women's clothing have been developed using the
artistic and compositional features of wild dried flowers and modern fashion trends. The materials of this study
can be reflected in lecture courses on the disciplines «Fundamentals of clothing harmonization» and «Artistic
construction of design objects».

Keywords: clothing design; women'’s clothes; clothing collection; artistic image; a source of inspiration;
transformation of the source of inspiration, digital drawing.

Introduction. Each new clothing model ideas about harmony, beauty, perfection and
created by a designercan be seen as a means completeness of the surrounding world.
of reflecting the author's vision of the world. Spending a lot of time in the intense rhythm of
The imaginative associations that arise when a  the «stone jungle», fashion designers often tum
designer observes the surrounding world to the theme of nature as a source of inspiration.
become the basis for designing new clothing The analysis of various sources of
models. In order for the created garment to inspiration [1; 3; 4; 12-14] that designers use
have artistic value, it must meet the when developing clothing collections has
requirements of artistic harmony and carry a  shown that the artistic design of an author’s
unique artistic image, so the designer should collection of women's clothing using natural
always  search for  the  figurative sourcesof inspirationisrelevant.
expressiveness of the costume. Analysis of previous research. The study

A special place in the work of designersis  of literary sources showed that the sources of
occupied by natural motifs, which are an inspiration, which send the designera creative
interesting and productive source of inspiration.  impulse to create new clothing collections are
The extraordinary diversity of natural forms quite diverse. At the same time, each of them
serves as an inexhaustible creative source for has its own characteristics and qualities that
designing new unique models of clothes. It is serve as a compositional basis for creating the
from natural sources that the designer draws author'simage of clothingmodels [4, 12].
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The authors of the study [10] analyzed
various sources of inspiration and noted that
almost all design is made by transforming,
combining, and adapting elements of previous
designs,aswellas variouselementsandaspects
of other objects, images, and phenomena. The
authors conclude that literally anything can be
a source of inspiration for a designer.

Paper [16] states that sources of
inspiration help the designer to create both
interesting design elements and principles of
individual design. The author Fatma Mete
examined the main types of sources of
inspiration and noted that sources of
inspiration contribute to the creation of original
design and play an important role throughout
the creative stage of the process of creating
clothing collections.

Paper [17] is devoted to studying the
influence of the source of inspiration on the
development of the designer's main idea in the
process of creating new clothing models. Using
examples, the authors analyzed how
professional fashion designers develop their
creative idea through sketches and how the
sources of inspiration provided to them
stimulate their ideas. It was noted that each
participant in the experiment used sources of
inspiration differently. Some designers adapted
the inspiration through associations and
simplifications, working with photos of
inspiration sources, while others were inspired
by associations and memories from childhood,
as well as by the fabrics provided for the study.
The results of the study showed that both
intangible and tangible sources of inspiration
play a certain role in the process of designing
new clothing models. The authors also
emphasized the important role of social,
cultural, and technological aspects in the
process of finding new ideas.

Among the various sources of inspiration,
nature occupies a special place. The authors of
thework [19] paid special attentionto nature as
one of the most important sources of
inspiration. The article states that natural
sourcesof inspiration are something thatisvery
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close to people, which is why designers retum
to natural analogues again and again. The
article explores the possibility of using natural
sources, namely floral motifs, fordecorating the
surface of fabric. The authors conclude that the
diversity of the flora can be an endless source
of ideas for a designer.

Along with the attractiveness of nature,
fashion designers often look for inspiration in
the world of flowers. Article [18] notes that
flowers have long played an importantrole in
clothing decoration. This is especially
noticeable when clothing ceases to play a
purely functional role and rises to the level of
decoration and self-expression. The aesthetic
appeal of such clothescan be seen byanalyzing
the large number of clothes, both ancient and
modern, thatcontain flowersin some way. Over
the centuries, some flowers have acquired a
special symbolic meaning. The symbolism of
flowers is primarily used in various rituals, to
create floral or other decorations for holidays,
to express certain feelings, emotions, and
intentions.

Literary sources [11; 18; 20] indicate that
each flower carries its own symbolism. For
example, a rose is associated with love, an
orange flower symbolizes eternal love, a daisy -
innocence and purity, sunflowers — happiness
and optimism, lilies — purity and elegance, iris —
bravery, wisdom and faith, mimosa — chastity.
Therefore, flowers as a source of creativity not
only add aesthetic appeal to products, but also
have a certain symbolic meaning, allowing
designers to evoke emotions and tell stories
through their creative projects.

Study [15] focuses on the fashion trends of
the late 19th and early 20th centuries. The
authors analyze the images of clothing in the Art
Nouveau style, show how floral fashion made
revolutionary changes in design. The article
notes that the Art Nouveau style was inspired by
natural forms, in particular the curved lines of
plants and flowers. Swirling floral patterns that
integrated nature into clothing design were
popular during this period. Plant motifs can be
seen in fabrics, ornaments, decorations, etc. In
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addition to plant and flower forms, clothing
designers widely use the color palette of Art
Nouveau, insects and birds also have a great
influence.

Flowers were chosen as a creative source
of inspiration by the authors of the study [7],
resultingin aninteresting collection of women'’s
clothing in the classical-romantic style. The
source of inspiration for the collection is the
poppy — flowers with bright red large petals and
black spots of regular shape. The key features of
the source of inspiration, namely shape, color,
texture, silhouette, bring a sense of beauty,
elegance and freshness to the collection's
images.

The article [5] describes the stages of
designing and manufacturing a creative
collection of women's clothing, which uses the
author's means of decorative finishing of
products — perforation. The authors propose to
use perforations based on floral motifs to
decorate the products. The composition is
based on the metric order — repetition of the
same patternsatregularintervals. The proposed
perforation, which is made by hand with floral
motifs, harmoniously complements the simple
laconic form of the collection's products.

The authors of the article [2] consider the
design of the author's collection of women's
clothing in the romantic style with the use of
floral motifs in the artistic and compositional
solution of the collection's products. The
sources of inspiration for this collection are the
peony flowerand the romanticstylein clothing.
In the course of transforming the source of
inspiration, the authors highlighted its main
artistic and compositional features — delicate
colors, rounded flower shape, plasticity of lines
and texture of peony petals. The preservation of
the figurative and associative connection of the
products with the source of inspiration was
achieved by using smooth silhouette lines of
the products, silk fabrics with a soft texture and
delicate pastel colors. The silhouettes of the
products feature a voluminous shape that is
associated with the shape of peony buds, and
the multi-layered ensembles resemble the
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corolla of a peony flower, the source of
inspiration.

Thus, natural forms, in particular the
world of flowers, have always been a popular
fashion trend, often serving as a source of
inspiration. Therefore, creating an authors
clothing collection based on the use of natural
sources of inspiration is an urgent task
nowadays.

Statement of the problem. The purpose
of this study is to develop new models of
clothingintheartistic system «collection» using
natural sources of inspiration based on the
application of compositional rulesand methods
of artistic design of products. The main
objectives of the study are: compositional
analysis of the selected source of inspiration;
justification of the choice of compositional
elements, principles and means of connection;
transformation of the source of inspiration into
forms of modern clothing; development of
various options for artistic and compositional
solutions for clothing collections; production of
an ensemble of women's clothing in the
material.

Results of the research and their
discussion. For the design of women's clothing
collections, the source of inspiration is natural
motifs, namely wild dried flowers. Dried flowers
are desiccated flowers and herbs that do not
lose their beauty, but seem to «freeze». They
are free, wild, untamed, stable and
unpretentious, and also durable (Fig. 1).

Theoretically, any flowering plant can be
a dried flower, but florists believe that not all
plantspeciesare able to maintaintheirintegrity
and aesthetic appearance after drying. Usually
these are annual plants, less often biennials [8].

One of the characteristic features of dried
flowers is the presence of an inflorescence, that
is, a stem with many flowers, which, like small
modules, create a perfect composition.
Inflorescences can be simple or complex
Simple inflorescences are those with a single
elongated axis. Compound inflorescences are a
system of simpleinflorescencesthatbranchout
from the main axis (Fig. 1) [6].
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Fig. 2. Moodboard of future clothing Fig. 3. Stylization and simplification of dried flower shapes
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Fig. 4. Stylizing the lines of the inspiration source
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The stem of these plants is usually thin
andstraight, butcan be of different thicknesses,
depending on the species. The leaves are also
long and thin, but some species have toothed
leaves. These features of dried flowers inspired
the designing of an elongated silhouette in
clothing that gives the impression of graceful
simplicity. The inflorescences can also be
transformed into shapes of clothing or
accessories, as well as transferred into
embroidery on clothing details.

The simplicity of the shape of dried
flowers became an inspiration for the
development of new models of clothes. The
main idea of this project is to convey a sense of
calm and unity with nature in the products of
the clothing collections, and to express the
atmosphere of a quiet blooming field where
onlytherustle of dry herbsand flowersisheard.
It is a place of peace for the body and soul, a
place where you can be yourself, take a break
from the noise of the metropolis and feel the
presence of silence.

Based on the analysis of the source of
inspiration, a Moodboard was developed
(Fig. 2), which concentrates the main idea of
future clothing collections, namely, creating the
atmosphere of a wild field and a sense of
harmony and unity with nature.

Each collectionis created on the basis of
a number of creative means that are combined
into certain elements of shaping and are
founded on the principles and laws of
composition, creating a harmonious and
balanced solution. These elements are: shape,
color, pattern, line, decoration, texture, etc
Each of these elements makes it possible to
reveal the same source of inspiration from new
angles.

A shape is the appearance of an object
that can be described by its dimensions,
relationships between its various parts,
contours, and surfaces. A shape has a set of
properties that allow us to describe its
appearance and evoke certain emotionsin the
viewer. Among them are content, appearance,
and character. Since the chosen source of
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inspiration, namely wild dried flowers, has a
varying shape, which is mostly determined by
the type of inflorescence, the stylization and
simplification of dried flowers of different types
and shapeswas performed (Fig. 3).

Analyzing the shapes of wild dried
flowers, it is clearly seen that such a
compositional element as a line is an integral
part. After all, the stems of dried flowers are
lines that can be rhythmically repeated, grow
symmetrically or asymmetrically relative to the
main stem, form inflorescences (which also
consist of groups of lines), or be independent
lines.Therefore, aline can actasa self-sufficient
element or be part of other elements as
well (Fig. 4).

Looking at the complex inflorescences of
wild dried flowers, it should be noted that they
consist of many small flowers. Therefore, each
flower can be considered a module that is
repeated in the overall composition of the
plant. Stylized modules can be used as clothing
detailsorto create interesting variants of prints,
drawings, and ornaments (Fig. 5).

When combined, dried flower
inflorescences create a visual characteristic of
the surface, i.e. texture, which is determined by
theappearanceand structure. And by collecting
different types of wild dried flowers in a
separate composition, can be obtained a
unique texture that will differ in size, shape,
depth, pattern, color, and can be smooth,
porous, wavy, rough, depending on the type of
plantsin it (Fig. 6).

Color is one of the most important
compositional elements, as it can create mood,
influence emotions, and attract the viewer's
attention. Wild dried flowers have a variety of
colors, depending on the type of plant. The
color palette of dried flowers usually includes
warm, muted, faded colors (milk, yellow, beige,
sand, khaki, shades of brown and red). At the
same time, there are dried flowers that retain
their bright color over time (yellow, orange,
pink, purple, red). The stages of stylizing the
color palette of the source of inspiration are
shown in fig.7
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Fig. 7. Stylizing the color palette of an inspiration source

Decoration, as a compositional element,
creates aesthetically pleasing and unique
products using various techniques and
materials. Embroidery was chosen as one of the
types of decoration for the designed collection.
Embroidery has its own independent
composition, which consists of certain
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compositional elements, so the above-
mentioned compositional elements (shape,
module, color, texture) can become the basis
for designing new variants of embroidery.
Transforminga source of inspirationinto
shapes of clothing is an important stage in
designing a collection that allows a designer to
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create a unique and original product that
matches their vision and style.

After examination and analyzing the
shape of the source, we transformed the shape
of the dried flowersinto the shape of clothing
in the form of graphic series. The results of the
process are presented in fig. 8, which shows
schemes with five levels of transformation of
the shape of the inspiration source into graphic
series.

The first level of the transformation
scheme shows two versions of a generalized
and simplified representation of the shape of
the inspiration source.

The second level of the
transformation scheme presentsimages of the
geometric appearance of clothing silhouettes
that best match the chosen source of
inspiration—wild dried flowers.

At the third level of the transformation
scheme, various developed variants of
silhouette shapes are presented. They
correspond to the selected silhouettes at the
second level of the transformation scheme,
namely: straight, tight and semi-fitted clothing
silhouettes.

Thevariantsof the examples of silhouette
clothing shapes shown on the fourth level of
the transformation scheme. They reflect various
design techniques (formation of darts, reliefs,
othertypes of divisions) thatcan be used to get
the desired shape of the garment.

The fifth level of the transformation
scheme depicts various types of style features
using stylized compositional elements, selected
main compositional principles and means of
connection. These design featuresinclude: neck
shapes, collarvariants, types of fasteners, sleeve
and garment lengths, decoration, etc.

Fig. 8. A scheme of transformation of the inspiration source into forms of modern clothing
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Fig. 9. Preliminary design of the «Field Whisper» collection
(author Oksana Korinovska, supervisor Larysa Krasniuk)

Fig. 10. The «Free Traveler» women's clothing collection
(author Oksana Korinovska, supervisor Larysa Krasniuk)

Fig. 11. Preliminary design of the «Bloom with grace» collection
(author Oksana Korinovska, supervisor Larysa Krasniuk)
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As a result of using the inspiration source
transformation method, 44 different and
interesting variants of ideas for further clothing
collection design were obtained.

As a result of the inspiration source
transformation into the shape of clothing, 5
different variants of women's clothing collection
ideas were developed. They embody the chosen
source of inspiration, revealing its artistic image.

Adobe Illustrator and Adobe Photoshop
programswere used to create digital sketches of
the collections. Initially, line drawings were
created in Adobe lllustrator with a simple fill of
the base colors that were chosen to develop the
models. They became the basis that was further
used in Adobe Photoshop. In this program,
imageswith textures of fabricsand embroideries
were superimposed, and chiaroscuro and small
details were worked out. The final version of the
digital sketches was also worked on in this
program, creating a background with imitation
of papertexture, layering to achieve the effect of
watercolor and scuffs.

The collection «Field Whisper» (Fig. 9)
includes five models of women's dresses with an
extended silhouette of different lengths. The
main compositional element is the shape, the
principle is expressiveness, and the means of
connection is plasticity; the secondary
compositional element is embroidery and lace
trim. The plasticity of the shape inthe models is
achievedwiththe helpofa softshoulderlineand
voluminous ripples at the waist and wrists. The
source of inspiration is conveyed through floral
embroidery and a shape reminiscent of dried
flowers. The main idea of the collectionis to
convey the atmosphere of the quiet rustle of
dried flowers from the breeze of a light summer
wind in thefield.

In the «Free Traveler» collection (Fig. 10)
the main compositional element is the line,
which is enhanced by asymmetry and dynamics
of the shape, the main principle is motion. The
line is clearly distinguished by long braided
cords attached to the asymmetrical edges of the
garments, elongated silhouettes and vertical
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divisions. Each look resembles an elongated
stem of a dried flower. The main idea of this
collectionis to reflect the desire for freedom in
the image of a free traveler who walks slowly
through wide flowering fields at sunset and tells
mysterious stories and legends.

The compositional solution of the «Bloom
with grace» collection is characterized by clear
geometric shapes (Fig. 11). The main
compositional elements of the collection are
diamond-shaped decorative embroidered
inserts on the details of the products. The
embroidery reflects the coloring of wild dried
flowers with its texture and colors. The main
compositional means of the collection are
dynamics and asymmetry. The collection
includes skirts, pants, blouses, a dress, a jacket,
and a coat Theaim of this project is to show the
colors of the morning wild field in calm weather.
At such moments, wild dried flowers fully reveal
their delicate beauty.

The «Mother Nature» womenswear
collection (Fig. 12) is inspired by childhood
memories of long walks among the wild fields of
Podillia. The main compositional element of the
collection is texture. It creates blurred, indistinct
shapes of the products, which are intended to
create an image of a field with dried flowers. A
special feature of this collection is the use of
knitted openwork fabricwith voluminous flowers
and leaves, with hanging threads that form
uneven asymmetrical edges on the dresses.

Fig. 13 shows a preliminary design of the
«Presence of Silence» clothing collection. The
silhouettes of the models are elongated, like the
stems of dried flowers. The compositional
solution is based on a combination of beige (the
color of dried flowers) and black (a contrasting
background associated with the ground). The
peculiarity of the collection's artistic solution is
the embroidery on the details of the products,
which is based on stylized shapes of
inflorescences. Thecollection offersraw edges of
details, woven belts with long fringes that sway
with movement and are associated with the
movement of dry grass and flowers in the wind.
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Fig. 12. Preliminary design of the «Mother Nature» collection
(author Oksana Korinovska, supervisor Larysa Krasniuk)

Fig. 13. Preliminary design of the «Presence of Silence» collection
(author Oksana Korinovska, supervisor Larysa Krasniuk)

any
/1) L?

Fig. 14. The central model of the Fig. 15. Braided belt and bag -
«Presence of Silence» collection addition to the collection
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Thus, using the same source of inspiration
allows the author to interpret it differently each
time, creating a variety of interesting images.
The use of different compositional elements
allowsto create a large number of new ideas for
collections. Each of the designed garments
reflects the chosen source of inspiration — wild
dried flowers in a different way.

Thus, the developed collections have a
clear associative connection between the
chosen source of inspiration and models of
clothes; correspond to the main conceptual
idea of the project; are characterized by
adherence to the principles of compositional
harmony; take into account modern fashion
trends.

Conclusions. A compositional analysis of
the chosen source of inspiration — wild dried
flowers — has been performed. Its main features
have been analyzed and highlighted. The main
idea of the project, which reflects the authors
view of the source of inspiration, is determined.
Based on the analysis of the source a
Moodboard was developed, which
concentrates the creative concept of the
designed collections, namely the reflection of a
sense of harmony, peace, comfort, and unity
with nature in women's clothing collections.
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KPACHHKOK J1.B., FOPHWI . B., TPOAH O. M.
XmenoHuybkull HayioHaneHUl yHisepcumem, XmenbHuybkul, YkpaiHa

AN3AAH CYYACHOIO OAATY HA OCHOBI
TPAHC®OPMALLIi MPUPOAHUX AXKEPEN HATXHEHHS

Mema. Memoto daHoi docnidHuUYbKkoi pobomu € po3pobka Hosux modeneli 00a2y 8 XyOOXHIl cucmemi
«KOJIeKYi» 3 BUKOPUCMAHHAM NpUupOoOHUX OXepesl HAMXHeHHS HAa OCHO8( 3aCMOCY8AaHHA KOMNO3UYIIHUX
npasun i Memoodig xydoxXHbL020 KOHCMPYOBAHHA 8upobis.

Memodonoezia. B pobomi sukopucmaHo maki OCHOBHI NpUHUUNU cUCMeMHOo20 nidxody 00 Xy00XHb6020
oghopMmIeHHs asmMopPCcbKOl MBOPUOL KoAleKYll, K AimepamypHo-aHanimuyHe OOC/IIOXeHHs ma acoyiamusHa
cmunizayis Oxepesna meop4yocmi.

Pesynemamu. Y cmammi nokasaHo, wo po3pobka meopyol koHyenyil nepedbayae subip Oxepena
HAMXxHeHHs1, sike nocioae yeHMpasabHe Micye 8 XyOJOXHbOMY NPOEKMYBAHHI a8MOPCLKUX Ko/ekyili 00szy.
lposedeHo komno3uyitiHUuli aHania Oxepena HAMXHEHHs — Nnosbosux cyxoysimis. O6rpyHmosaHo eubip
KOMNo3UuyiliHUx —enemeHmis, npuHyunis [ 3acobis KoMyHikayil koaekyii asmopcbkozo o0sz2y. 30ilicHeHo
nepemeopeHHs 0xepesna HAmxHeHHs y opMu cydacHozo o00sey. Po3pobneHo piBHOMAHIMHI eapiaHmu
XYO0XXHbO-KOMNO3UYLUHUX pilueHb Koaekyili 00si2y 3a 00HUM OXepesioM HAMXHeHHs. Y mamepiani cknadeHo
aHcambs1e xiHo4020 00A2y ma nposedeHo (020 anpobayiro 8 ymoeax KoHKypcie Mosodux ousaliHepis ods2y
ma Haykoeo-npakmu4Hux KoHgepeHyid.

Haykoea Hosu3Ha. /[loc/nidXeHO ma 8uc8imsieHo XxapakmepHi Xy00XXKHbO-KOMNO3UyiliHi ocobausocmi
Oxepena HaAMxHeHHsl — NoJIbOBUX Cyxoysimig, 8U3HAYEHO NPUHYUNU 1X 8UKOPUCMAHHS 8 Ou3alHi Konekyil
Cy4YacHo20 XIHO4Y020 00s2y.

MpakmuyHa 3Ha4yuwjicme. Po3pobsieHo asmopceki Kosekyii XIHOYo20 0052y 3 BUKOPUCMAHHSAM
XYO0XHbO-KOMNO3UYitiHUX ocobausocmeli no/bosuUX Cyxoysimis ma cy4ydcHux meHOeHYili moou. Mamepianu
0aHo20 docnidxeHHs Moxyme 6ymu eidobpaxeHi 8 snekyiliHux Kypcax 3 oucyunaiH «OcHosU 2apMOHBayil
00s2y» ma «XyO0XHE KOHCMPYro8aHHs 06'ekmig Ou3aliHy».

Knro4uoei cnoea: dusaliH odsiey; xiHouuli 00s2; kosekyis o0sz2y; XyOoxHIl o6pa3s; Oxepeso HAMXHeHHs,;
mpaHcgopmayis Oxepena HamxHeHHs, yugposuli eckis.
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o e /21| PARAMETRIC MODELING AS AN INNOVATIVE APPROACH IN

GRAPHIC DESIGN

Purpose. The article focuses on exploring the possibilities and strategies of innovative integration of
parametricism into the field of graphic design and analyzing the main problems and potential solutions in
using parametric design in creating graphic objects.

Methodology. According to the research topic, the methods employed include comparative study,
theoretical analysis, and synthesis.

Results. The article discusses the definitions and characteristics of parametric design, examines its
applications for optimizing design thinking and creating personalized objects. Various levels of innovative
implementations are presented, offering several strategies for integrating parametric modeling into graphic
design, including visual element generation, layout optimization, design interactivity enhancement, and data
visualization in personalized design. Additionally, integration challenges related to the use of artificial
intelligence technologies are discussed.

Scientific novelty. The article analyzes various levels and effective strategies for applying parametric
modeling in the field of graphic design, exploring current aspects of interaction that are innovative and
emphasizing the importance of utilizing parametric design methodology, artificial intelligence, and
computational design in the paradigm of contemporary graphic design.

Practical significance. The materials presented in the article can be utilized for investigating the
innovative application of digital design, parametric design, and artificial intelligence in the field of graphic
design.

Keywords: parametric modeling, parametrism, parametric design, graphic design, artificial intelligence,
digital design.

Introduction. Parametric design works Analysis of previous studies. In the
notonlyasa designtool butalsoasa modelling context of the increasing emphasis on digitized
thinking method. Within the context of digital and intelligent design, parametric design, as a
design processes, parametric designassumesa  revolutionary design technology, methodology,
position of significance. Presently, parametric and design thinking methods, is exerting a
modelling is widely and deeply applied in the robust influence on the field of design.
realm of architectural design, utilizing Presently, a substantial portion of research and
algorithms and logic to undertake tasks such as  practice in parametric design is concentrated
design generation, design simulation, and within the realm of architectural design.
design optimization. Parametric modellinghas However, the diverse attributes of parametric
the potential to revolutionize graphicdesignby  design indicate the necessity to extend this
significantly enhancing graphic generation, advanced methodological approach to a
layout optimization, design functionality broader array of design domains, thereby

interactivity, personalization, and initiating an expansive revolution in digital
customization. Exploring the integraton design.
mechanisms and strategies between these There are kinds of descriptive definitions

fields carries notable importance. Yet, relative  for parametric design. Generally, Parametric
challengesshouldn'tbe disregarded. Thispaper design (PD) isan innovative approach to the
seeks to analyze and discuss these issues and  design process that utilizes parameters, rules,
explore the possibilities and strategies and algorithms to reframe and express
systematically for their integration. associative relationships of design elements
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and design problems logically. The parametric
design will automatically  generate
corresponding design alternatives by changing
input parameters, such as variables,
dimensions, or proportions, leading to a
dynamic and iterative design process affecting
shapes, proportions, and other attributes.
Eltaweel A. and Yuehong S. U. provide a
comprehensive literature review, tracing the
origins and evolution of the term «parametric».
They pointed out that the principle of
parametric design is mathematics [6]. The
review furtheroutlinesits extensive applications
in urban planning, architectural design, interior
decoration, fashion design, and structural
engineering. As the application domains of
parametric design expand, KandikjanT. et al.
suggested parametric design and additive
manufacturing  knowledge  should  be
Integrated into industrial design education [9].

Parametric modelling can be applied to
different kinds of design fields. All design is
parametric design. The essence of parametrism
lies in the process of redefining and logically
reconstructing design challenges through the
utilization of design parameters and
algorithms. Subsequently, these challenges are
transformed into design models amenable to
computer processing and programming
languages. From this perspective, opportunities
for integration with parametric design exist
across various domains of design.

Parametrism iscommonly associated with
computational tools and scripting languages.
Computer-aided design (CAD) software with
the function of parametric modeling is applied
to create designs that can adapt and respond
to various inputs and constraints. Caetano, I. et
al. defined parametric, generative, and
algorithmicdesign in the Computationaldesign
field [3].

Generation and form-finding are the core
functionalities of parametric design. Through
the utilization of parametric design tools,
designers can construct pertinent algorithms to
generate intricate and innovative design
solutions. In the article, the author developed a
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generation algorithm for masonry arch
bridgesand viaducts models by using
parametric software [8]. For the generation of
2D images, Zhang, J. et al. proposed a
parametric approach to model and generate
mandala thangka patternsto retain and digitize
the heritage [16].

Interactivity is one of the excellent
features of parametric design. Designers can
interactively adjust design parameters while
simultaneously observing and evaluating
prompt feedback of the generated results.
Through iterative refinement, optimal design
solutions can be identified. Kwiecinski K. et al.
proposed an interactive generative system for
house design allowing non-experts to obtain
designswithin limited time [11].

Design optimization is another core task
of parametric design. By adjusting parameters,
the optimal performance of certain design
parameters can be achieved. These
performance criteria may include factors such
as strength, illumination, thermal properties,
proportional relationships, etc. Such a design
methodology is also referred to as
performance-based design. Danhaive R. et al.
pointed out that There is a need for methods
that take advantage of computing intelligence
to augmentadesigner's creativity while guiding
not forcing their search for better-performing
solutions [4].

Parametrism is a kind of highly logical
design thinking method. Throughout history,
design has been characterized by its inherent
complexity and abstract nature. The
investigation of design thinking has
consistently remained a point in the design
domain.Byobserving the progression of design
history, it's clear that when design tools
undergo revolutionary changes, it doesn't just
affectthetechnical aspects.Italso changeshow
designers work, which in turn deeply influences
how design thinking evolves. An important
paper by Oxman R. proposed the temn
«parametric design thinking (PDT)», analyzed
the cognitive model of design knowledge in the
parametric schema in PDT, and explored the
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continuity and change within the evolution of
design thinking [13].

Parametric design offers personalized
and customized solutions. The design
outcomes are generated based on specific
parameter configurations. Designers can create
more personalized and customized designs by
addressing specific design requirements,
dimensions, and data.

Graphic design is a specialized field of art
and practice that focuses on conveying
information, expressing concepts, and creating
aesthetic experiences through visual elements
such as images, text, and color in various
graphic media. In this domain, designers
employ combinations and arrangements of
diverse visual elements to craft works that
possess visual allure and communicative
efficacy. Driven by the digital revolution and
intelligent technologies, digitization and
intelligence have emerged as pivotal research
directionsin contemporary and future graphic
design practice. Al, as the most crucial
intelligent design tool at present, holds
significant implications for the future
trajectoriesof graphicdesign.The paperbyGill,
S. etal. s pointed out the future directions of Al
generation. In the article the authors reviewed
the basic issues of intelligent layout
generation [7]. They pointed out that layout
generation was a crucial stage in Artificial
Intelligence-Generated Content (AIGO
task [12].

Statement of the problem. The
integration of parametric design and graphic
design has the potential to evoke great
innovation. However, prior to achieving that,
there are some problems that need to be
considered. Graphic designers lack a
comprehensive understanding of parameter
design concepts and features. Researchers
encounter confusion regarding the concepts of
parametric design, algorithm-assisted design,
and artificial intelligence (Al). Currently, there
exist several notable practices of integrating
parametric design into graphic design.
Nevertheless, comprehensive analysis and
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systematic synthesis are absent. Strategies on
how parametric design can revolutionize
graphic design are not proposed. Additionally,
potential challenges and difficulties haven't
been clarified. This paper aims to explore the
levels and strategies of the integration and
identifies potential challenges through
investigating and analyzing relative literature.

Research results and discussion.

1. Parametric Design, Algorithm-Aided
Design and Al

Parametric modellingis intricately linked
with algorithm-assisted design. Within the
realm of algorithm-assisted design, a dual
approach becomes evident. On one hand, it
involves the development of original
algorithmsin response to specificdesign issues,
while on the other, it entails the direct
integration  of  pre-existing  exemplary
algorithmsinto the design generation process.
The knowledge stemming from diverse
domains such as ecology, engineering,
chemistry, and physics can be methodically
organized and codified into algorithmic
frameworks, subsequently applied within the
domain of design. From this point, algorithm-
assisted design emerges as a pivotal facilitator
in promoting interdisciplinary design efforts.

Parametric  design and artificial
intelligence (Al) both serve distinct functions in
design generation, yet their underlying
principles diverge. Parametric design primarily
focuses on describing generative problems and
constructing algorithms from scratch, altering
parameters to achieve diverse outcomes. In this
process, designers themselves are responsible
for constructing generative algorithms, without
requiring extensive datasets for support. In
contrast, Al necessitates learning before
generating design solutions, relying heavily on
abundant training data, like existing real-world
design outcomes. Through techniques like
machine learning and neural networks, Al can
analyze this data and generate novel design
outputs. Notably, a substantial corpus of
existing design samplesservesas a prerequisite
for Al-driven design generation.



Art and Design N21, 2024

HayKoBWI GaxoBuii XypHa

MucmeymeosHascmeo. TexHiuHi HayKu.

From the aforementioned perspectives,
parametric design, relative to Al, exhibits a
more intuitive stance in terms of algorithm
construction and demonstration. It places
emphasis on the manipulation of design
parameters and the ensuing variations in
design outcomes. Al, however, relies on the
analysis of existing relevant designs. Although
this process is often intricate and ambiguous, it
involves designing based on extracted traits,
patterns, and features to yield novel solutions.
These solutions align with the characteristics
previously identified through analysis.

2. The Levels of Integration Between
Parametric Modelling and Graphic Design

By synthesizing parametric design
features, principal design elements of graphic
design, and digital design trends, four
hierarchical levels for the integration between
parametric have been found.

Integration of Design Tools

The design tools here referred to
primarily encompass graphic design software,
generative design software, and parametric
design software. The integration of designtools
represents the most direct and prominent way
to seamlessly integrate parametric design into
graphic design. Designers can directly utilize
parametric design software to create graphic
design works and elements, or they can
combine parametric design software with
graphic design software to collaboratively
accomplish design tasks. As an example,
designers can utilize parametric design
software to formulate generative algorithms
and fine-tune parameters, resulting in the
generation of graphic elements that
correspond to specificdesign criteria. Following
this, these elements can be imported into
graphic design applications like Adobe
Photoshop or Adobe lllustrator for additional
refinement. Currently, there is a greater
emphasis on the collaborative application of
these two design software categories. However,
it is foreseeable that as integration deepens,
there will emerge higher levels of integration
and more targeted parametric graphic design
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software, which will more effectively support
graphic designers in innovating their designs
using parametricmethodologies.

Integration of Design Process

Traditional graphic design processes
typically follow a linear structure, including
stages such as creative ideation, initial draft
creation, detailed refinement, and the final
design outcome. In contrast, the process of
parametric modelling exhibits pronounced
dissimilarity. It embodies a dynamic, non-static
linear design process that doesn't yield a
singular design outcome but rather an infinite
array of design possibilities. Design outcomes
continuously respond to alterations in
parameters. By incorporating this dynamic
design process into graphic design, the
conventional linear structure is effectively
disrupted.Designers' focusshifts from attaining
a solitary final solution to iteratively adjusting
parameters and selecting optimal solutions
within an infinite design space. Consider
graphic design as an example. Parametric
design initially identifies the essential design
parameters that dictate the shape of the
graphic. By iteratively modifying these
parameters, the generation of the graphic
evolves. Throughout this process, designers
evaluate and select patterns, ultimately
attaining a satisfactory result. Through the
integration of the parametric design process,
the exploration of graphic design solutions is
no longer confined to a linear trajectory but
transforms into a dynamic process of
experimentation.

Integration of Design Thinking Method

In the realm of graphic design, designers
often embrace a mindset of uninhibited
creativity characterized by its ambiguity and
randomness. However, the paradigm of
parametric design thinking demands the
establishment of a logical framework prior to
realization, not just considering the final
outcome, but formulating the groundwork for
it. This requires designers to contemplate the
kind of logical structure that needs to be laid
before achieving the end result. While graphic
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designers are naturally inclined towards
unfettered creativity, they might be hesitant or
less practiced in employing a structured logical
approach to dissect and articulate design
issues, despite the fact that logical thinking is a
crucial method for deconstructing complex
design problems. To bridge this gap, graphic
designers should selectively integrate logical
thinking methods into their creative process.
This entails infusing a more organized and
rational perspective into their understanding
and expression of design problems.

Integration of Knowledge Structure

The aforementioned levels of integration
are intended to propose that graphic designers
should embrace and comprehend the tools,
processes, and thinking methods of parametric
design. However, the learning curve for
designers in mastering parametric design
presents significant challenges. Learners must
grasp concepts related to programming,
algorithms, mathematics, computer vision, and
more in order to effectively utilize parametric
techniquesin design work. Despite the potential
value offered by parametric design, many
designers relinquish its potential due to the
mismatch between their existing knowledge
structure and the demands of parametric
design. Future graphic designers seeking to
wield digital and intelligent design methods
must not only possess essential design
knowledge but also acquire proficiency in
programming languages, algorithms, data
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structures, and related subjects. Through the
organic integration of their knowledge
structures, a genuine integration of parametric
designand graphicdesigncanbe achievedatits
core.

3. Strategies for the Integration

Graphic design encompasses
fundamental aspects such as crafting visual
elements, employing color schemes, and
optimizing layouts. Concurrently, as digital
design advances, an array of new design
concepts has emerged, including interactive
design, data visualization, as well as
personalized and customized design. These
ideas are gainingincreasing prominence within
therealmof graphicdesign. Theintegrationand
innovation of parametric design within graphic
design can be conducted with these aspects.

The Generation of Visual Elements

One of the core functions of parametric
design is generation. Various visual elements
such as lines, shapes, patterns, textures, and
fonts can be algorithmically constructed using
computational capabilities. The resulting
elements exhibit diversity and dynamism,
enriching graphic design with distinctiveness
and appeal. Parametric design facilitates the
generation of unique icons and logos for
personalized brand visual identities. In posters
and illustrations, it enables captivating pattems
andarrangements (Fig. 1).Italso can be used for
font generation, enhancing efficiency for
designers while maintaining precision.
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Fig. 1. Complex pattern generated with Grasshopper (a parametric software) by the author
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By tightly integrating parametric design
with layout design, designers are enabled to
achieve a more precise presentation of
aesthetics, functionality, and diversity in
content.Thiskind of integrationnotonly sparks
greater creativity in the design process but also
significantly ~ enhances  efficiency  and
adaptability. The application of parametric
design enables the realization of adaptive
layouts, dynamic typesetting, and precise
control over visual hierarchy within layout
design. Taking visual design for various screen
sizes and devices as an example, the same
design concept can flexibly adapt, providing a
more exceptional user experience. The
arrangement of textual and visual elements can
be intelligently adjusted based on specific rules
and parameters, thereby achieving a dynamic
and elegant layout effect. Precise control over
the size, spacing, and positioning of individual
elements provides a richer potential for visual
presentation  hierarchy and  balance.
Furthermore, parametric design empowers the
automatic generation of typesetting styles,
greatly enhancing the efficiency of layout
design. This innovative approach endows
layout design with greater autonomy and
creativity, achieving a dual benefit of design
effectiveness and production efficiency.

Innovative Application of Color

In the contemporary realm of graphic
design software, designers possess near-
boundless possibilities to utilize colors of
varying luminosity, hue, and saturation. The
digitized mode of color presentation has
ushered in substantial degrees of creative
freedom in design. While this autonomy
enhances the creative process, in practical
scenarios, designers often grapple with the
challenge of achieving extensive and precise
control over coloreffects. Forinstance, consider
animage composed of hundreds of grids; when
seeking to meticulously adjust the color
attributes of each individual grid, conventional
design software frequently falls short in
managing such intricate tasks. Conversely, the
application of parametric design readily
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enables the facilitation of this level of control.
By designating the color information of each
grid as a design parameter, the realization of
complex and precise color control becomes
readily achievable (Fig. 2).

Enhancement of Interactivity

In the context of graphic design, it is
imperative to acknowledge the growing need
to address scenarios encompassing dynamic
design elements. Simultaneously, the thriving
evolution of the interactive design field
presents fresh challenges and demands to the
realm of graphic design. Against this backdrop
of change, the evolutionary trajectory of
graphic design is increasingly emphasizing
design interactivity. This emerging trend aims
to cater to the expanding scope of design and
user expectations. Currently, the creative
process in graphic design requires heightened
interaction with users to achieve dynamic
design element portrayal and interactive
experiences. The unprecedented design
paradigm of parametric design offers designers
novel opportunities, holding significant
potential to enhance design interactivity.
Throughout the design process, designers
continuously adjust parameters and receive
feedback on design outcomes.

Application in Data Visualization

Data visualization is a method of
presenting abstract data and information
through visual elements such as charts, graphs,
and images. Its objective is to make data more
comprehensible, analyzable, and
communicable through visual means. The
essence of data visualization lies in
transforming complex datasets into intuitive
visual forms to assist in quickly identifying
patterns, uncovering trends, gaining profound
insights, and effectively conveying this
information to the audience. In data
visualization, the processing of data and the
visual representation of information are core
tasks. Parametric design, as a logical design
approach, is also data-centric in nature and can
precisely generate various types of chartsbased
on data (Fig. 3).
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Fig. 3. Data visualization generated with Grasshopper (a parametric software) by the author
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What's more, parametric design exhibits
notable advantages in handling extensive and
intricate data samples, generating diverse types
of charts, and similar tasks. Its representation
can dynamically change with slight parameter

adjustments,  further  enhancing  the
effectiveness of data presentation.

Application in  Personalized and
Customized Design

In the contemporary society

characterized by a pursuit of heightened
personalization, graphic design assumes a
paramount role in fulfilling the incessantly
growing individualistic demands. Graphic
design transcends its conventional role of mere
information presentation, evolving into a
pivotal medium for articulating individual
personas, brand identities, and ideological
stances. Through the incorporation of distinct
visual elements and bespoke design strategies,
it facilitates the cultivation of brand
distinctiveness, accentuates individual self-
expression, and provides tailored experiences
for products, thereby encapsulating the mosaic
of cultural diversity. Within this milieu, the
integration of parametric design emerges as a
sagacious paradigm. By leveraging parameter-
driven customization within the graphic design
workflow, a spectrum of distinct design
propositions can be generated, thus
manifesting design personalization. This
strategic approach endows graphic design with
augmented creativity and flexibility, positioning
it as an instrumental tool for addressing the
contemporary multitudinous requisites of
personalized design. For example, KNYTTAN is
a customized cloth brand that everyone can
interactively customize the generative pattems.
Then the patterns will be woven into the cloth
so that people can customize their own
designs (Fig.4).

Performance-based Optimization

The functionalities of graphic design
extend far beyond visual aesthetics,
encompassing the guidance of attention,
effectiveness and accuracy of information
delivery, as well as eliciting emotional feedback.
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The evaluation of these functional aspects
involves numerous influencing factors and has
long been a significant topic in design
assessment. In this context, the application of
parametric design holds value not only in
optimizing visual forms but also in addressing
these intricate functional issues to achieve
scientifically sound design outcomes. For
instance, the construction of parametric
algorithms can establish a dynamic linkage
between visual form parameters and visual
attention parameters, thereby achieving the
desired visual attention distribution through
the configuration of form parameters. Such
outcomesexhibita high degree of accuracyand
scientific rigor, providing a more objective
approach for the functional evaluation of
design outcomes. Through parametric design, it
is possible not only to enhance visual effects
but also to ensure the efficacy of information
transmission and emotional resonance. This
allows the design to exhibit a more
comprehensive and far-reaching set of
functionalities across various dimensions [1].

Materialization of Design Results

In practical applications, the outcomes of
graphic design often need to be presented
through materialization methods such as
printing, creating displays, or designing related
products. While designers engage in two-
dimensional visual creations on computers,
they must also consider how to materialize their
design results. In this process, parametric
design tools differ significantly from
conventional design software, as they construct
each design parameter and geometric element
with precise mathematical and geometric
definitions from the early stages of design. This
precision grants design files greater potential
for practical application. For example, lines and
patterns generated through parametric design
can be directly imported into computer
numerical control (CNC) processing equipment
like laser cutting machines for crafting tangible
displays. This seamless connection streamlines
the transition from design to production,
enhancing efficiency and accuracy without the
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need for additional conversion or adjustment
steps. This approach provides designers with
enhanced practicality and creative freedom,
while also bolstering the feasibility and
application scope of their designs.

Furthermore, due to the stochastic and
intricate nature of its design forms, parametric
design offers distinctive aesthetic styles with
certain visual characteristics, contributing to the
realm of design. The distinct «aesthetic styles»
can serve as valuable references for designers
when creating visual designs related to specific
themes, inspiring creativity and providing fresh
perspectives and inspiration.

In summary, it is evident that the
innovative integration of parametric design into
graphic design can be realized through a
multitude of strategies. The integration not only
demonstrates clear feasibility and necessity but
also holdsimmense potential for innovation.

4. Challenges for the Integration

The integration of parametric design with
graphic design indeed presents significant
design opportunities and innovative potential.
However, it also confronts a range of specific
difficulties and challenges that necessitate a
comprehensive consideration of how to
address these issues to achieve the goals of
innovative integration [18].

The first challenge to be addressed is the
gap between knowledge structures. In
traditional design education, the knowledge
structure of graphic designers often lacks
sufficient content in mathematics,
programming, and computer-related fields.
This results in significant difficulties for them
when learning and grasping the concepts of
parametric design. The absence of essential
technical background makesdesignersstruggle
to master parametric design software and,
consequently, may lead themto avoid its use in
practical design work.

Another challenge lies in the extraction
and determination of design parameters in
graphic design. This involves abstracting and
logically transforming graphic design issues,
ultimately constructing algorithms for form
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generation based on specific parameters.
Designers must translate design problems into
parameter and algorithmic problems and
validate the effectiveness and
comprehensiveness of such conversions. This
process is fraught with challenges and requires
considerable time and effort from design
professionals to accomplish. Clearly, this is not
an efficient process.

A fundamental challenge stems from
differing thinking approaches. Designers
typically favor creative, free-thinking, viewing it
as areflection ofindividual originality. However,
embracing parametric modeling necessitates
logical thinking, rational consideration, and
step-by-step algorithmic construction. This
discrepancy in thinking methods can make
designers feel confined, requiring time and
training to overcome [10].

The last challenge involves the
recognition of software tool precision.
Although design software relies on a series of
programming languages, a significant disparity
often exists between users' perception of
design precision and its actual application.
Consider Adobe Photoshop, where users'
geometric creations are subjective, as opposed
to parametric design where each geometric
object stems from precise parameters and
mathematical formulas, ensuring consistent
accuracy. This diverges significantly from
conventional design software. A lack of
awareness about this precision could impede
designers from fully adopting parametric
graphic design.

5. Al Empowering Parametric Design
Integration

Therise of Al presentsan effective avenue
for addressing the challenges and difficulties
arising from the integration of both aspects.
Al's capabilities in data analysis and pattem
recognition enable the extraction of valuable
insightsfrom extensive design data. It can assist
designers in identifying potential parametric
design opportunities, guiding them to
incorporate more precise and innovative
elements into their designs. Furthermore,
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leveraging the foundational principles of
parametric design, Al can recommend
appropriate parameter combinations based on
design objectives and requirements, thereby
reducing the technical barriers for designers.
This allows a greater number of designers to
engage in the practice of parametric design
actively.

Al also possesses the capability to assist
designers in overcoming challenges in
technology, processes, and thinking methods.
By providing training, resources, and guidance,
Al aids in accelerating  designers'
comprehension and application of parametric
design, thereby advancing the realization of
integrated innovation. This implies that
designers can employ parametric design
methods with greater confidence, leading to
more efficient and precise outcomes in their
designs.
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NMAPAMETPUYHE MOAE/IOBAHHA AK IHHOBALIMHUA NIAXIA
Y FPAGIYHOMY AU3AWUHI

Mema. Cmamms cnpsmoeaHa Ha 00CAiOXeHHs Moxuiusocmeli i cmpamezili iHHosayiliHol (HMmezpayii
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THE HISTORICAL EVOLUTION
AND INNOVATIVE DESIGN OF QIANG COSTUMES

Purpose. This paper analyzes the evolution process and cultural connotation of Qiang costume form,
discusses the application form of Qiang costume elements in modern clothing design, and provides a
theoretical basis for the innovative design of national costumes.

Methodology. The field research method, literature analysis method, and case study method are used
to analyze the evolution process, cultural connotation, and design application of Qiang costumes.

Results. By studying the development process and style design changes of the Qiang costumes, it is
concluded that its unique cultural connotation and design characteristics are closely related to the social
characteristics, production methods and religious beliefs of the Qiang people. It is the materialized expression
of the Qiang people's world outlook and national psychology. It reveals the reasons for the change of the
Qiang costume modelling and proposes the method of using ethnic elements in modern costume design.

Scientific novelty. This paper studies the development process of Qiang costume shape from the
perspective of design, history, ethnology and anthropology, and puts forward that Qiang costume is the
materialized expression form of local people 's world outlook, values and aesthetics, and clarifies that the
change of Qiang costume shape is influenced by religious culture and Han-Tibetan culture. Suggestions are
made in the form of integration of national costume elements with modern clothing design.

Practical significance. The Qiang costume has been fused with other ethnic cultures in the course of
historical changes, which is both inherited and changed, which is very inspiring to modern costume design.
Digging deeper into the cultural connotation and design language of Qiang costume, so that it can innovate
the design method and explore the design carrier while inheriting the national culture, so as to provide
reference for the creation of a costume design that can embody both the traditional Chinese culture and the
sense of the times.

Key words: Chinese costume, cultural heritage, ethnicity, clothing design, Chinese culture, national
costume.

Introduction. The Qiang costume hasits  for the creative transformation and innovative
own unique cultural characteristics and artistic  application of traditional Qiang costumes in
style, which can reflect the lifestyle, religious modern design, and allowing those distinctive
beliefs and aesthetic concepts of the Qiang ethnic costumes, which are disappearing from
people, etc. The Qiang costume has its own the people's view, to enter into the public's
unique cultural characteristics and artistic style, field of vision once again. This is of great
which can reflectthe lifestyle, religious beliefs  significance for the protection of traditional
and aesthetic concepts of the Qiang people. ethnic minority costume resources, the
By analyzing the morphological characteristics promotion of costume culture and the
and cultural connotations of Qiang costumes, development of ethnic costumes.
revealing the internal and external factors of Analysis of previous research. The
changes in Qiang costume styles, and Qiang nationality is one of the traditional
searching for points of convergence between  ethnic minorities in southwest China. Its rich
traditional Qiang costumes and modern cultural heritageand unique costume culture
costume design, exploring the design method  have attracted the attention of many scholars
of integrating ethnic costume elements with  and have done relevant research work.
modern clothing, providing a theoretical basis

46



Art and Design N91, 2024

HayKoBWI GaxoBuii XypHa

MucmeymeosHascmeo. TexHiuHi HayKu.

In terms of historical and cultural
research, China has organized a large number
of experts and scholars to conduct detailed
social and historical surveys and Qiang
language surveys in the Qiang region,
accumulating rich data. In 1961, the Sichuan
Qiang investigation team compiled «A Brief
History of the Qiang Ethnic Group» and «The
Qiang Ethnic Group», which conducted a
detailed examination of the social, historical,
and cultural life of the Qiang region at that
time. Since the 1980s, research on the Qiang
ethnic group has become active again. With
the efforts of scholars, research on the Qiang
ethnic group has gradually formed a
comprehensive disciplinary system covering
various fields such as ethnology, ethnichistory,
and ethnic language [1]. The «History of the
Qiang People», is currently an authoritative
work on Qiang research in China. It collects
rich historical materials from over 4000 years
ago to the eve of the establishment of New
China, systematically explores the origin and
evolution of Qiang development and its
branches, and is the most systematic and
detailed monograph on Qiang history to
date [2]. Wang M. K. [3] used «Qiang» as a
case study to deeply discuss the origin of
«ethnicity» and the integration and
transformation of marginalized ethnic groups
in China. He discussed the identification and
differentiation in the social structure of the
Qiang ethnic group, the exemplary narrative of
the Qiang ethnic calendar and the formation
of historical mentality, and the cultural
reconstruction and performance under ethnic
identity from the perspectives of defining
cognition, construction, and other analysis
using historical literature and field survey data.
In order to truly and objectively introduce the
perseverance of the Qiang nationality,
Geng S. J. [4] made a lot of new and useful
explorations on the history of the Qiang
nationality by using the knowledge of
archaeology, meteorology, genetics, sociology,
history and linguistics, and comprehensively
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and thoroughly demonstrated the long history
of the Qiang nationality .

Qiang costumes are closely related to
Qiang's history and culture, reflecting the
social identity, regional characteristics, and
cultural identity of the Qiang people. The
styles and decorative patterns of Qiang
costumes carry the inheritance and evolution
of Qiang's history and culture. The clothing of
the Qiang ethnic group is mainly composed of
robes, and in its historical process of
formation, it has been influenced by
neighboring Tibetans, Yi ethnic groups, and
Han ethnic groups [5]. Deng P. M. [6] tells the
basic characteristics of Qiang costumes in the
form of documentary, and the relationship
between costumes and daily life, festivals,
etiquette, beliefs and living environment. On
the basis of field investigation and literature,
Li M. [7] took the Qiang women's clothing in
Lixian County as an example to analyze in
detail the cultural features of the Qiang
women's clothing in Lixian County between
Han and Tibetan. Jiao F. [8] started with the
shape and composition elements of Qiang
costumes, and through an in-depth analysis of
the composition and elements of Qiang
costumes in the «Shualeri» map, in order to
interpret the aesthetic image and historical
and cultural heritage of Qiang costumes from
a new perspective.

The Qiang costume pattern takes clothing
asthe carrier, and its shape is beautiful, which is
a symbol of symbol and memory. It plays an
important role in enhancing the artistic value of
Qiang costumes. Zhong M. L. [9] studied the
classification and process of Qiang costume
embroidery itself and analyzed its cultural
connotation,  historical evolution and
background. Pan H.L [10] studied the
composition rules and design ideas of horn
patterns in Qiang costumes in the Minjiang
River Basin of Northwest Sichuan. So that
people can have a deeper understanding of the
origin, meaning and composition of the Qiang's
horn pattern elements, enhance people's
exploration and cognition of their designideas
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and make the Qiang's clothing pattern culture
better innovated, developed and inherited.
Qiang H. [11] borrowed the concept of
linguistics to understand the cultural
connotation and symbolic significance of
different levels of Qiang costume patterns and
gave a systematic interpretation of the types of
national costume patterns. In order to realize
the transformation from planarization to three -
dimensionalization of Qiang representative
patterns «cloud pattern» and «horn pattern»,
Chen S.S. [12] carried out pattern innovation
from both visual and tactile aspects, making
Qiang costumes present multi-dimensional and
diversified aesthetic effects.

It can be seen through the analysis of
the literature that the historical evolution of
the Qiang costume is understudied, and the
relationship between national costume and
modern clothing design needs to be further
deepened.

Statement of the problem. At present,
most of the research on Qiang clothing by
experts and scholars is limited to the
description and analysis of single clothing
elements, such as embroidery, patterns, style,
shape, aesthetics, etc, lacking a deep
understanding and exploration of the overall
historical changes of Qiang clothing culture.

This paper takes the Qiang costume
change and innovative design as the research
object, which has a strong relevance. By
systematically analyzing the manifestations,
factors and tendencies of the change of
clothing form, it is not only conducive to the
public's comprehensive understanding of the
Qiang dress and its cultural value as a whole,
but also beneficial to the designers to better
and more accurately apply the ethnic elements
to modern clothing design.

The results of the research and their
discussion. Qiang costumes are the
crystallization of the precipitation and fusion
of multiple culturesin the region, withunique
cultural and artistic characteristics, and are a
valuable resource for the modern fashion
industry.
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The changing process of Qiang costumes
shape

The origin of Qiang costumes can be
traced back to the prehistoric era. It can be seen
from the rock paintings of the northern
nomadic people and the ancient literature of
the Qiang people's «Buleri (lllustrated Sutr)»
that the ancients had long feathers on their
heads and beast-skin skirts at their waists. At
that time, there were stone rings, bone
ornaments and other accessories, which proved
that the northern nomadic people longed for
beauty a long time ago. The Qiang costumes
reflect the history and culture of the Qiang
people in different periods, such as the «draped
felt» of the nomadic people in the ancient times
to the robes in the agricultural period; from the
custom of winding heads to headbands with
different characteristics; fromtotemto clothing
patterns; from the process of leather, wool,
marijuana to modern cutting, etc.

The changes in the shape of Qiang
costumes began during the Qing Dynasty.
Before the Qing Dynasty, the most distinctive
ancient costume was «draped felt», and the
production process and process of felt were
relatively simple. According to the literature, in
the Han Dynasty, the Qiang people in Gansu
and Qinghai's «xwomen wore Dahua felt as a
decoration», and the aristocratic men of the
Qiang nationality such as the «Dian
nationality» in the same period also wore felt.
It can be seen that the «felt» was originally
one of the oldest costumes of the Qiang
nationality. During the Tang and Song
Dynasties, Qiang felt was more common,
«New Tang Book Dangxiang Biography» said:
«Men and women dress brown, felt». The
clothing is mainly composed of fur and collars,
and the production materials are mainly
animal fur. At this time, the clothing is still
non-structured clothing. After  the
establishment of the Western Xia Dynasty, the
Dangxiang people generally wore felt hats,
leather robes, girdles, hanging knives and
other accessories. Under the continuous
influence of the Han nationality, they gradually
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wore robes and long shirts. The Western Xia
Dynasty's wide-clothes culture was introduced
to the Qiang people. At this time, the
costumes were semi-structured costumes.

Since the beginning of the Qing Dynasty,
Qiang men's costumes have been gradually
«Manchuized» under the influence of the
policy, but women's costumes are still the
same as the Han Chinese costumes in the form
of tops and skirts. Specifically, women like to
braid their hairin a bun, mainly decorated with
turquoise and coral, and some of them like to
wear headgear, while men like to wear hats
decorated with pheasant feathers; men's
clothes are mainly brown, women's clothes are
mainly right-over-oblique blouses and long
pleated skirts, which are all embroidered with
exquisite embroidery. The Manchu cheongsam
of the Qing Dynasty had a greater influence on
the Qiang costume, and the structure was also
relatively similar, with an A- or H-shaped
outline, wide and straight, simple modeling
lines, ankle-length, sleeves and body even cut,
a standing collar, and a bias lapel with a right
overlap (Fig.1). At this time, the Qiang dress
pattern had already been formed, which was
roughly the same as today's Qiang dress, with
long shirts and robes as the main ones,
waistbands, kangs, blue or white pants, and
embroidered shoes or boots (Fig.2).

In the early period of the Republic of
China, under the oppression of the local
warlords, the economic development was
poor, and the poor Qiang people wore hemp
long shirts, straw shoes or cloth shoes; therich
and strong Qiang people wore sheepskin
shoulders, soil cloth or blue cottonlong shirts.
Clothing inherited the Qing Dynasty's robe
system, and the fabrics were mainly wool,
cotton, leather and hemp fabrics. At the end of
the Republic of China, Western clothing was
introduced into China. The traditional clothing
of the Qiang people was influenced by
Western clothing. Some people wore
Zhongshan clothing, jewellery, and leather
shoes.
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After the reform and opening up, China's
costume culture entered a period of
prosperity. Influenced by the Han culture, the
shape of Qiang costumes has also evolved
from the initial right-necked long shirts and
outer shoulders to Zhongshan suits, workwear,
and popular costumes. Shoes have also
evolved with the progress of the times into
leather shoes, high heels, etc.

Factors Affecting the Cultural Changes of
Qiang Costumes

Religious culture is the soul of the Qiang
people and the spiritual pillar on which the
Qiang people rely for their survival and
development. To a certain extent, religious
culture restricts and guides the cultural
development of the ethnic group, and also
influences the colours and patterns of Qiang
clothing. The Qiang peoplebelieve in Tibetan
Buddhism, primitive religion and polytheism,
and worship more than 30 kinds of deities,
including the sun god, the earth god, the tree
god, the mountain god, the goat god, the fire
god, the god of the family, the god of labour,
the god of the countryside and the god of the
place. Sheep, fire and sun in nature are the
main sources of Qiang costume pattern
themes. Sheep is an important animal in the
daily life of the Qiang people. The ancient
Qiang people trained sheep and herded sheep,
giving them sacred and noble significance, and
gradually formed a unique sheep totem
worship. Therefore, sheep patterns are
indispensablein Qiang clothing [13] (Fig.3).

White stone worship is the belief custom
of the Qiang nationality. The Qiang people
have believed in animism and polytheism since
ancient times, but they only respect white
stones in polytheism. The white stone
represents the Qiang people's love of life and
respect for life. It is the representative symbol
of all beliefs in God and the representative
symbol of a national spirit and belief. As the
representative of the god, «white stone» can
be seen everywhere.
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Fig. 1. Women's embroidery blouse in
Maoxian County in the late Qing Dynasty. .
China [14] China [15]

Fig. 2. Modern Qiang women's clothing.

Fig. 5. Ancel Chen's clothing design work. Fig. 6. Chen Shijiang 's clothing design work.
China [18] China [19]
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The Qiang people put white stone on
the mountain, the edge of the field, the door,
the roof, the window sill and so on, hoping to
get the shelter of the gods. The worship of the
white stone originated from the Qiang tribe's
migration from the northwest grassland to the
upper reaches of the Minjiang River, because
the ancestors, with the help of the gods, used
the white stone as a snow mountain and got
rid of the pursuit of the magic soldiers. After
reaching the upper reaches of the Minjiang
River, the Qiang people dreamed of the
enlightenment of the gods, and used the
white stone as a weapon to repel the Geji
people and rebuild theirhomes. They took the
white stone as the representative of the gods,
and gradually formed the concept of «white».
The Qiang people advocate whiteand regard
white as auspicious. The white worship in
clothing comes from the worship of white
stone. White symbolizes auspiciousness,
happiness, truth, goodness and beauty. The
cultural consciousness of advocating white
haslong been retained in the costumes of the
Qiang people, such as wearing white
headbands, wearing white linen long shirts,
wearing white sheepskin shoulders, and
playing white leggings.

The Qiang traditional costumes reflect
the aesthetic taste and aesthetic pursuit of the
Qiang people. Their costumes reflect the
mutual influence and traditional origin
relationship between the Qiang culture and
the Han and Tibetan culturesin the long-term
development process from colour, style,
pattern and pattern.

In the process of migration, the «Qiang
people» had close contact with the Han
people and the Tubo people, absorbed the
Han and Tibetan culture, formed a diversified
aesthetic consciousness, and created a unique
costume art. The Qiang costumes are mainly
divided into two regions: the north and the
south. Close to the Han nationality, the
costumes of the Han nationality are affected
by the costumes of the south. Close to the
Tibetans, the use of Tibetan costumes and the
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elements reflecting the grassland area are the
northern costumes [11]. The southern clothing
is influenced by the Han nationality. For the
convenience of daily life, people mainly wear
Han costumes, sheepskin coats, girdle waists,
long shirts become shorter, and wide clothes
become narrower, simplifying the complex
edging and pattern patterns. The northern
costumes are deeply influenced by Tibetans.
They wear costumes similar to Tibetans, such
as big collars, long sleeves, gowns, belt belts,
and high-rise leather boots. The accessories
are mainly agate, coral beads, and jade. They
also wearsilver rings, Tibetan knives, gold and
silver jewellery and other decorations.

Qiang costume elements and modern
clothing design

Qiang costumes have unique artistic
styles, national characteristics and artistic
charm. With the continuous evolution of
fashion and the intermingling of multiple
cultures, Qiang costume culture has gradually
attracted the attention of designers,
integrating the traditional elements of Qiang
dress with the innovative thinking of modern
design, bringing new possibilities for clothing
design.

The patterns of Qiang costumesarerich
and varied with deep meaning. In modern
clothing design, these patterns can be
borrowed and utilized to make the clothing
present unique cultural connotations and
visual effects. Whether the patterns of Qiang
costumes are directly applied to modern
costumes or reinterpreted and combined with
the patterns, artistic costumes can be created.
The pattern work «December Flower» by Yang
Huazhen, the inheritor of Chinese Tibetan and
Qiang embroidery, was selected by the luxury
brand Hermes, which applied it directly to silk
scarves. The work of designer Qin Xu's
«Dashan Zhitu» is based on modern dresses
and combines with the traditional patterns of
the Qiang people, presenting a perfect blend
of modern and traditional clothing culture.
She used pomegranate flowers and autumn
begonia to form a sheep's head pattern, which
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was used in dresses and sleeves, symbolizing
good luck (Fig.4).

The colours of Qiang costumes are
unique. The Qiang people believe in white
stone and fire, so white and red have become
the representative colours of Qiang costumes,
together with yellow, blue and green, which,
through clever matching, create a warm and
cheerful atmosphere, conveying the Qiang
people's love of life and reverence for nature.
Under the modern aesthetic concept,
combining traditional colours with popular
colours can create clothing that is both
fashionable and rich in national characteristics.
For example, through the fusion of colours,
traditional colours and popular colours are
naturally transitioned and articulated to create
a harmonious and unified visual effect. In
2019, Ancel Chen's «Qiang as Source»
collection was launched at Milan Fashion
Week. She extracted the highly saturated
colours of red, orange, yellow, and blue from
the headdresses, magic weapons, and totems
on the heads of goats used in the rituals of
the «Shibi» culture, blending them into the
main colours of the entire collection, which is
very ethnic (Fig.5).

The style and structure of Qiang
costume focus on comfort and adaptability,
and its loose and free design concept reflects
the lifestyle and aesthetic concept of the
Qiang people. This design concept has been
newly interpreted and innovated in modern
clothing design. When designing clothes, we
can improve, optimize and reconstruct the
traditional flat clothing structure combined
with modern three-dimensional clothing to
create clothes that meet modern aesthetics
and have functionality at the same time. In
2023, designer Chen Shijiang's «Crazy Magic»
works incorporate novel and avant-garde
design concepts, and her design style is
subversive. She breaks the traditional
structural framework of Qiang clothing,
combining traditional Qiang clothing and
cheongsam boldly, realizing the organic
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combination of Chinese style and Western
three-dimensional cutting method, and
designing works that are both subtle and full
of tension (Fig.6).

In the innovative design of clothing, the
application of ethnic elements can give
clothing a unique cultural flavour and sense of
art, expanding the designer's design space. In
the process of applying Qiang costume
elements, it is not only the borrowing and
innovation in design form, but also the
inheritance and promotion of cultural spirit,
which is an expression of inner emotion and
the embodiment of cultural identity.

Conclusions. As an important carrier of
Qiang culture, Qiang dress has become a
cultural symbol. People can understand the
lifestyle, values and aesthetics of the Qiang
people through the costumes. The changes in
the form of Qiang costumes are divided by
the Qing Dynasty. Before the Qing Dynasty,
the Qiang costumes are the most distinctive in
«draped felt» and belonged to semi-
structured costumes. After the Qing Dynasty,
the main form of men's clothing islong robes,
while women followed the Han style of upper
and lower skirts, belonging to the fully
structured clothing. Qiang costume culture is
influenced by religion and Han-Tibetan
culture. Sheep and white stone are the most
worshipped. Therefore, the pattern on the
costume is mostly a horn pattern, and the
white in the costume means auspiciousness,
happiness and beauty. Due to regional
differences, the costumes of villages are also
different in shape. The rich decorative
language of Qiang costumes can be a source
of inspiration and an important material for
designers to create, and it has brought a lot of
inspiration and influences to modern clothing
design. An in-depth understanding of the
changes and cultural connotations of Qiang
costumes will help designers integrate ethnic
elements into modern fashion, thus
promoting the inheritance and development
of Qiang costume culture.
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123BAH HO., "XMHEBIWY P.

"Kuigcokul HayioHaneHul yHieepcumem mexHosoeili ma dusaliHy, Kuis, YkpaiHa
2llleHbciticokuti yHisepcumem Hayku | mexHonozili, Ciab, Kumati
3CiaHbcokuti noaimexHiYHU yHigepcumem, CiaHb, Kumati

ICTOPUYHI 3MIHU TA IHHOBALLINHWIA AU3AAH KOCTIOMIB
HAPOJHOCTI LiiH

Mema: y cmammi npoaHanizogaHo npoyec egoaoyii ma KyJbmypHol KOHOmMayil po3sumky
KkocmroMmy kumaticekol HapodHocmi LisaH, ¢opmu 3acmocysaHHs e/seMeHmi8 emHiYHo20 Kocmioma Yy
cyyacHomy OusaliHi 002y ma HadaHo meopemuyHy OCHO8Y O/ (HHO8AUiliHo20 Ou3aliHy HAYioHAAbHUX
Kocmromis.

Memodonoeia. Y OocnidxeHHI 3acmocosaHo JimepamypHo-aHaaimu4yHuli  memod, Memood
KOMNO3UYLIHO-KOHCMPYKMUBHO20 aHanilzy 306paxxeHb HAapoOHUX KOCMIOMI8 ma coyioso2idHUl Memoo
(onumysaHHsi).

Pesynomamu. 3as0saku 00cCniOxeHHIO npoyecy po3sumky md 3MiHU cmusro Ou3aliHy Kocmiomis
HapoOHocmi LigH, ecmaHoesneHo, W0 X YHIKGAbHA KyJbmypHa KoHomauid ma  oOusaliHepcoki
Xapakmepucmuku MICHO No8’s3aHi 3 coyianbHUMu ocobausocmsamu, Memodamu 8upobHuymea ma
peniiliHumu  gipysaHHamu Hapody LaH. Kocmrom € mamepianizo8aHuUM BUPGXeHHAM c8imoaaady ma
HayioHanbHOI  Ncuxonoaii.  Po3kpumo NpUYuHU 3MIHU  MOOeNB8AHHS  HAYIOHA/IbHO20 KOCMIOMA ma
3aNpoNoOHOBAHO MemOoOUKY BUKOPUCMAHHS emHIYHUX eseMeHmi8 y Cy4acHoMy Ou3aliHi 00sey.

Haykoea HoeusHa. Ha ocHosi sugueHHs ego/I0YiliIHO20 po3sumKy opmu Kocmromie kumadlicekol
HapoOHocmi L{aH 3 mouku 30py Mucmeuymed, I(cmopi, emHoso2ll ma aHmMponosoai, 8uUCYHymMo
npunyweHHs, wo odse LiaH € nposasom cg8imoenady, yiHHocmeli ma ecmemuku MICYeso20 HaceseHHs.
HadaHo nosicHeHHs snausy penieii ma kumaliceko-mubemcbkol Kyfemypu HA po38UMOK HAYIOHAI6HO20
kocmiomy LiaH. 3pobneHo npono3uyii HMezpayii enemeHmMi8 HAUIOHA/ILHO20 KOCMIOMA 3  Cy4dacHUM
ouzaliHoM 00sey.

MpakmuyHe 3Ha4veHHA. BcmarossneHo, wjo 0052 HapoOHocmi LisH 36epizae pucu mpaduyitiHot
kumadicekol ecmemuku, Wo € Haoduxaro4um akmopom O Cy4acHo2o OusaliHy kocmroma. Mamepianu
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THE INFLUENCE OF SILK ROAD CULTURE ON MODERN DESIGN:

ARTISTIC FEATURES OF CHINESE BROCADE PATTERNS

Goal: this study aims to analyze the influence of Silk Road culture on the style of brocade patterns in
the Tang and Ming Dynasties of China, as well as to consider the practices of using brocade motifs of ancient
dynasties in modern design.

Methodology: based on the research of scientific literature, this article compares and analyses the
stylistic characteristics of brocade patterns: connected beads, curly grass, treasure and cloud; the analysis makes
it possible to trace the process of formation and evolution of brocade patterns in the Tang Dynasty. The

methods of figurative and stylistic, formal analysis, methods of systematisation, and processing of results are
also involved.

Results. The study pointed out that the opening of the Silk Road promoted cultural exchanges between
East and West, and the prosperity of politics, economy, and culture in the Tang Dynasty promoted the diversity
and development of patterns. The above-mentioned motives, through integration with foreign cultures, formed
symmetrical beauty, curvilinear beauty, and symbolic characteristics of Tang Dynasty patterns. In the example
of the creativity of the modern Chinese designer Chen Liwen, the transformation of the motif «Tiger Sniffs the
Rose» and the image of the Chinese tiger of the Ming Dynasty period in the development of modern design
products is shown.

Scientific novelty. This article reveals the historical evolution of the popular brocade patterns in the
Tang and Ming Dynasties of China, summarizes his unique artistic style, and provides inspiration for
contemporary clothing innovation design.

Practical significance. The significance of this study lies in providing historical data for the integration
of ethnic cultures and demonstrating the overall characteristics and evolution process of the Tang and Ming
Dynasties patterns.

Keywords: Silk Road; intangible cultural heritage, Brocade; Pattern; Art, contemporary design,
transformation, design practice.

Introduction. There are many types of cultures, butalso promoted the development of
traditional patternsin Chinese dynasties, which  traditional Chinese decorative patterns.
are the spiritual products of ancient people's Analysis of previous research. In recent
yearning for a better life. With the opening of years, the development and utilisation of
the Silk Road in the Han Dynasty, cultures from  intangible cultural heritage have become an
different countries blended together, and the increasingly important research topic. A visual
decorative patterns of the Western Regions analysis of the hotspots, boundaries, and
were also brought to the Central Plains. The research trends of this issue was presented by
open policy of the Tang Dynasty and the IvanovDangQ LuoZ, et al [6].
prosperity of the Silk Road made the politics, Textile and fashion issues were explored
economy, and culture of that time in his work «Clothes of the Time: Fashion in
unprecedentedly prosperous. Under the Tang Dynasty China (618-907)» by B. Chen B.
exchange and integration of diverse cultures, Chen.According to the author, during the Tang
the decorative patterns of the Tang Dynasty dynasty, an increased capacity for change
continued to develop, evolve, and gradually created a new value system predicated on the
matured, which not only provided good accumulation of wealth and the obsolescence
historical materials and physical samples for of things that are best understood as
later research on the integration of ethnic fashion [3].
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Individual themes and motifs in Chinese
art of ancient dynasties have been studied by
such authors as Y. Wang (The Origin,
Transformation, and Representation of the
Double Lotus (Peer-Reviewed)) [16], Y. Kuang
(Archeological Evidence: Embroidered Textiles
of the Han and Tang Dynasties (206BC-907AD)
Unearthed along the Silk Road [8], J. Mo,
X.Jiang, Z. Li (Analysis of the artistic
characteristics of lotus patterns and digital
innovative design methods. Frontiers in Art
Research) [11], L. Talbot (Ancient and Medieval
Chinese Textiles in the Cotsen Textile Traces
Study Collection, Washington)[14]. The issue of
using samplesof material artistic culture as part
of China'sintangible cultural heritagein design
creativity remainsincompletely explored. At the
same time, the demand for intangible cultural
heritage among contemporary designers
indicates the need for a special study.

Problem Statement. The objectives of
the study are: to analyse the artistic features of
brocade patterns from the Tang dynasty (618-
907) against the background of the Silk Road,;
to trace the influence of Chinese brocade
patternsfromthe Ming dynasty (1368-1644) on
modern design.

The results of the research and their
discussion.

The Silk Road is an ancient trade route
that connects China and the West, which is
divided into the Land Silk Road and the
Maritime Silk Road. The Land Silk Road
originated in the Western Han Dynasty. Before
Zhang Qian's embassy to the Western Regions,
economic and cultural exchanges had already
occurred between China and the West. Among
the many items exported by China at that time,
silk was the most popular and welcomed by
Westerners, which led Western countries to call
China «silk». The ancient Greeks and Romans
transliterated «silk» as «Ser» and called China
«Series», meaning «the country of silk».

The German geographer Ferdinand von
Richthofen first proposed the term «Silk Road»
in his book «China», which defined it as «a
transportation route connecting China and the
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Middle East (referring to the region between
the Amu Darya and Syr Darya rivers in Central
Asia) aswellas ChinaandIndiaandthe Westem
Regions,usingthe SilkRoad trade asa medium,
between 114 BCE and 127 CE» [9].

Multicultural exchange in the Tang
Dynasty. In the Tang Dynasty, Emperor
Taizong's «Zhenguan Reign» led to rapid
economic development, political
enlightenment, and cultural openness, laying
the foundation forthe subsequent prosperity of
the Kaiyuan era andrevitalizing the Silk Road.

The smooth flow of the Silk Road enabled
the Turkic, Sogdian, Tibetan, Great Yuezhi,
Uyghur, Khitans, and Mongolian people to
enter the Western Regions one after another.
With the prosperity of trade, cultural exchanges
became more frequent and close, and new
sparks were ignited in the exchanges. The
communication and collision of Eastern and
Western cultures contributed to the diversity of
culture in the Tang Dynasty.

The style characteristics of brocade
patterns in the Tang Dynasty against the
backdrop of the Silk Road. The exchange and
integration of politics, economy, and culture in
the Tang Dynasty promoted the formation of
diverse styles of brocade patterns and
contributed to the evolution of patterns.

Lianzhu pattern. The interlocking bead
pattern, the bird with a ribbon pattern, the ring
and band pattern, and the flower bud pattem,
is one of the traditional decorative patternsin
China andisalso a popular pattern in the Tang
Dynasty. The interlocking bead pattern is a
geometric pattern consisting of a continuous
sting of  spherical or bead-shaped
arrangements, usually in a straight, circular, or
S-shaped arrangement. The «beads» of the
interlocking bead pattern are either solid
circles, hollow circles, or concentric circles
embedded together.

Previous research has suggested that the
pearl-linked patternis a style of decoration in
the Persian art of the Western Regions, andis a
totem of the ancient Persian Sassanid Dynasty.
It is also a popular pattern in the Sassanid
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Dynasty. During the Sassanid Dynasty, the
pearl-linked pattern was used as a symbol of
the sun and often applied to the «bird with a
scarf» graphic.Because of itsrich religious story
content and symbolic meaning, there are many
types of patterns, including pearl-linked bird
and character patterns, pearl-linked duck
patterns, pearl-linked chicken patterns, pearl-
linked peacock patterns, pearl-linked horse
patterns; flower and tree patterns, deer and
bamboo screens, deer patterns; pearl-linked
phoenix patterns, pearl-linked lion and phoenix
patterns, pearl-linked lion and flower patterns,
pearl-linked wave and flower and gray valenan
silk, pearl-linked wave and lion and phoenix
patterns, etc. As shown in Fig. 1, a fragment of
pearl-linked lion and phoenix pattern [5], this
cultural relic measures 38.7*30 centimeters and
is made of silk. It is a Tang Dynasty (618-907)
group pearl- linked lion and phoenix pattem,
mainly in yellow and brown tones, with a
primitive and fresh feel. The overall fragment is
woven using the principle of symmetry, with
pearl-linked patterns on both sides, with a
symmetrical male lion in the center, head and
hooves facing each other. The surrounding
patterns are woven with leaping malelions.

In the Central Plains, the true populanty
of the Lianzhu pattern began during the Three
Kingdoms and Jin Dynasties, when it appeared
as a subsidiary pattern in other decorative
patterns, decorating the upper and lower sides
of the grid band pattern. During the Silk Road
period, the introduction of Western culture
brought the ancient Persian Sasanian Dynasty
totemic pattern of Lianzhu pattern to the
Central Plains. Through the exchange and
integration of Chinese and Western cultures,
the traditional Chinese geometric Lianzhu
pattern absorbed the decorative characteristics
of the ancient Persian Lianzhu pattern and was
widely used in the decoration of various
objects. During the Sui and Tang Dynasties,
celadon, white porcelain, and brocade were the
most popular decorative fields for Lianzhu
pattern. After the spread of the Silk Road,
Lianzhu pattern has developed greatly, and has
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been applied in later aspects such as brocade,
bronze mirror, jade, mural, etc,, with the most
widely used in brocade. Up to now, it is still
widely used in the folk decorative art of ethnic
minorities in Xinjiang [7; 17].

Tassel pattern. A circular group pattem is
composed of various plants, animals and
additional motifs. A circular motif with a
complexstructureand alarge diameteriscalled
a large group pattern; two group elements
combined into one composition are called
double group patterns. The colour retention is
relativelygood, theimageisdecorative, and the
compositionisagroup pattern witha diamond-
shaped structure. The core of the flower is red
and yellow, with scroll elements.

During the Tang Dynasty, the round
flower motif was also called the round nest
pattern. The original meaning of the word
«nest» is a bird's nest, and the round nest
pattern looks like a bird's nest, which appeared
in large numbers on silk fabrics and decorative
objects. The round floral element evolved from
an interlocking bead pattern imported from
West Asia during the Tang Dynasty and
developedinto three stylesbased on traditional
Chinese round floral patterns: the interlocking
bead «round nest», the «treasure-like round
nest» and the «round nest» with animals and
figures

In traditional Chinese culture, the circle is
endowed with special feelings and meanings.
«Roundness»  represents  completeness,
reunion and beauty, while «completeness» is
not only the most subjective implication of
regimental patterns, but also the ancient
people's pursuit and yearning for a better life.
The circular structure of the regiment pattem is
in line with the elegant aesthetic style of the
Tang Dynasty, and its pattern of blooming
flowers reflects the magnificence and
prosperity of the Tang Dynasty. Therefore, a
group ornamental structure can be defined as
an auspicious pattern filled with the meaning of
life, society and culture.

The circular pattern has a long history. It
appeared during the Northern Dynasties and
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reached its peak during the Tang Dynasty. The
size of a circular pattern on Tang Dynasty
clothing reflected the personality and status of
the wearer. The larger the size, the higher the
status. It is often used in handicrafts. After the
Tang Dynasty, the circular pattern gradually
evolved into an interlaced circular element. By
the Song Dynasty, it remained popular, but its
size had nothing to do with identity and status.
During the Ming and Qing dynasties, the
circular pattern evolved into other ornamental
motifs such as the round dragon, the round
phoenix, the happy meeting, and the flowers of
the four seasons.

Curling grass pattern. The curly grass motif
is also known as the honeysuckle pattern, and
honeysuckle is often referred to as
«honeysuckle» or «honeysuckle vine». Its petals
hang downwards and are yellow and white in
colour, hence the name honeysuckle. Because it
(s resistant to winter, it is also called honeysuckle.
This plant element was popular during the Six
Dynasties and is one of the most common artistic
symbols.

Because of its cold-resistant
characteristics, honeysuckle is widely used in
Buddhist art, transformed into honeysuckle
patterns, and compared to the immortality of
human souls and the eternal cycle of
reincarnation.In the Tang Dynasty, honeysuckle
patterns were introduced to China along with
Buddhist art and were valued by the Chinese
people. The opening of the Silk Road fused its
development and evolution with diverse
cultures from both East and West, making it an
early example of the «Western learning» in the
history of art.

A textile detail with floral medallions and
rhombusesfrom the mid-Tang dynasty, first half
of the 8th centuryis shown in Fig. 3. Thissilk is
rectangular. It is almost five feet long and two
feet wide, which is surprisingly large. Only one
of the vertical edges s a, so we know the loom
would have been over two feet wide
Considering that the textile was made more
than one thousand years ago, its state of
preservation is remarkable. It is decorated with
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yellow patterns on a dark purple background.
Lines of round floral medallions alternate with
lines of diamond designs, or lozenges. Both
patterns are formed by horizontal threads
(wefts). This differs from earlier Chinese
brocades whose patterns are formed by vertical
threads (warps) [1].Itisbrocade (jin):woven silk,
height 150.1 x 59.3 cm.

With the integration of ethnic groups, the
original form of honeysuckle patterns has been
less used, and they have gradually evolved into
scroll  patterns  with  unique Chinese
characteristics. As shown in Fig. 4, the scroll
patterns in the Tang Dynasty mostly used the
branches and leaves of grapes and peonies,
decorated with curved and varied lines, with
complex and beautiful flowers and rich layers;
theleaveswere curved and elastic; the leaf veins
were rotating and tumbling, full of dynamism.

The overall structure of the scroll pattem
is full, magnificent, and vibrant, reflecting the
richness of the crafts and arts of the Tang
Dynasty. It is known as «Tang grass» by the
Japanese. The scroll pattern of the this period
also became a template for later generations.
After the Tang Dynasty, the scroll pattern was
widely adopted in many porcelain kiln products
of the Song, Yuan, Ming, and Qing Dynasties.
Today, the scroll pattern of the Tang Dynasty is
used as an auxiliary pattern on porcelain
decoration, mostly seen in architectural
decoration and dyeing, furniture, ceramics and
otheritems.

Lotus pattern. The «treasure fairy flower»
and «treasure lotus flower», is one of the
traditional auspicious patterns in China.
Together with the «money tree» and the
«treasure bowl», it is collectively known as the
«auspiciousthreetreasures».Itisalso one of the
traditional decorative patterns of Han pottery,
which was popular during the Tang Dynasty.

The pattern of the treasure-like flower can
be seen in many unearthed objects and
Dunhuang frescoes. The patterns of the Tang
Dynasty treasure flower can be roughly divided
into four types: petal-shaped, bud-shaped with
strong decorative features, side-shaped with
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strong sketchy taste, and treasure flower with a
scene of birds, bees, butterflies and flies flying
around. As shown in Fig. 5, the size of this
cultural relic is 39*18cm (centimeters), and the
treasure-like flower pattern belongs to the bud-
shaped treasure flower, which is a typical
representative of the treasure-like flower in the
Tang Dynasty.

The treasure-like flower pattern is not a
single flower in reality, but a comprehensive
pattern composed of several flower images
through deformation and artistic processing. It
is embellished with petals of blooming flowers,
buds of budding flowers, and other leaves, and
is rearranged into newpatternsaccording to the
law of radial symmetry. The treasure-like flower
is usually modeled after the lotus, peony,
chrysanthemum, and pomegranate flowers. It
integrates the elements of plant ornamentation
from the Silk Road in the West and China, and is
one of the patterns that were frequently applied
to silk products after the Tang Dynasty, as well
as one of the products of the fusion of East and
West cultures.

The so-called «Bao Xiang» is a respectful
term for Buddhist statues in the eyes of
Buddhists, while the «Bao Xiang Hua» is also an
ideal flower type that is sacred and dignified,
known as the «ideal flower». In the Tang
Dynasty, Buddhism was introduced to the
Central Plains with the opening of the Silk Road,
while Western elements such as the lotus
pattern of India and the honeysuckle pattem of
Greece also enriched and developed the image
of the «Bao Xiang Hua». In the early Tang
Dynasty, the «Bao Xiang Hua» pattern was
mainly based on the «cross» shape, with the
overall shape mainly consisting of four petals. In
the heyday of the Tang Dynasty, the pattems of
the «Bao Xiang Hua» became increasingly
complex, with an increase in the number of
petalsandaricherlevel of hierarchy. The diverse
cultural fusion of the Tang Dynasty made the
«Bao Xiang Hua» pattern reach its peak. As a
typical pattern on the pipa's brocade, the «Bao
Xiang Hua» notonlyreflects the aesthetic habits
of the Tang Dynasty, but also embodies the
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characteristics of cultural inclusiveness at that
time. At the same time, the pattern of the «Bao
Xiang Hua» also appeared on the silk fabrics
unearthed in ancient tombs in Xinjiang, the
frescoesofthe Turpan Grottoes,and the caisson
of the Mogao Grottoes.

Cloud Pattern. The ancients believed that
«cloud» and «qgi» were one and the same,
implying vitality, spirituality, and auspiciousness,
and embodied the traditional auspicious
cultural concept of the Chinese nation, which
also runs through the entire history of China.
After the opening of the Silk Road and the
introduction of Buddhist thought, influenced by
foreign cultures, cloud patterns merged with
lion patterns, lotus patterns, and scroll pattems,
and were accompanied by Buddha light,
enhancing their religious artistic expression.
Under the influence of foreign patterns, cloud
patterns in the Tang Dynasty continued to
change, gradually developing into patternssuch
as cloud patterns and wishful cloud patterns.
Their basic styles are dominated by single-hook
scrolls and double-hook scrolls, with vortex-
shaped, S-shaped, and waveform pattems
forming their pattern skeletons, which are full of
auspicious clouds and Buddha-like forms.
Among the two, the cloud pattern is the most
commonlyused, whichisa pattern composed of
a cloud head dominated by hooked scrolls and
a graceful cloud tail (as shown in Fig. 6). It uses
a simple form to show the aesthetic
characteristics of «moderation», which isin line
with the specific aesthetic orientation and
aesthetic habits of the Chinese nation. It has
become a standard cloud pattern in the hearts
of the Chinese people and is widely used in
various daily utensils of the common people.
Traditional scroll patterns and treasure pattems
in the Tang Dynasty were also influenced by
cloud patterns, and the gaps were also
decorated with cloud patterns.

Overall characteristics of Tang Dynasty
patterns: The patterns in the Tang Dynasty have
the characteristics of symmetrical beauty.
Uniform symmetry has a special place in China's
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plastic arts and is one of the most common
traditional composition forms.

Fig.1.Tang Dynasty brocade with a pattern of
interlocking beads and lions. Collection of Lianzhu
on Lion Pattern Brocade. China Silk Museum [22]

Fig.2. Brown and round pattern brocade Tang
Dynasty. China Silk Museum [2]

Fig.3. Detail of textile with floral medallions and
lozenges. Mid-Tang dynasty, first half of the 8th Fig. 4. Greenland Grape Tang Grass Pattern Half-
century, brocade (jin): woven silk. China. Freer arm Tang. China Silk Museum [22]
Gallery of Art, Smithsonian, Washington [1]
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Fig.5. Fragment with floral medallion. China, 8th-
9th century. Silk. Cotsen Textile Traces Study
Collection T-1803b [14]

The patterns of the Tang Dynasty all exhibit this
characteristic. Professor Shi Chunshan once
described it as follows: «Symmetry is the use of
two identical or similar images along an axis,
which is a powerful traditional compositional
form» [13]. Symmetry is actually the regular
repetition of identical parts of an object
Symmetry is a diverse unity, and the repeated
pattern gives a dynamic feel, as if it were a
continuous activity.

The Tang Dynasty advocated symmetrical
patterns, which, from the overall effect, were
both varied and complex, with clear priorities
and a unified harmony, showing a sense of
order, rectitude, regularity, and solemnity. For
example, the aforementioned Lianzhu pattem,
curling grass pattern, and treasure pattern all
exhibit this characteristic. The symmetrical and
uniform patterns of the Tang Dynasty are a
major feature of the Silk Road patterns of the
Tang Dynasty, reflecting the Chinese nation's
pursuit of a stable, calm, calm, and serene
aesthetic psychology.

The patterns in the Tang Dynasty have the
characteristic of curve beauty. The patternsin the
Tang Dynasty not only emphasize symmetry
and uniformity, but also have a rich, varied, and
elegant curve beauty, such as the use of curved
and varied lines to depict the branches and
leaves surrounding the main flower in the
Buddha pattern. Because the curved lines of the
petals and branches themselves have a certain
degree of freedom, the curved lines on the
patternsretain the characteristics of the plants
to the greatest extent, forming a pattern with
fullness and bright colors, and also making the
patterns flexible and dynamic, with strong
ornamental and decorative qualities. When we
observe the gentle and graceful curve beauty of
the vivid flowers, birds, animals, plants, and
charactersin the Tang Dynasty patterns, a sense
of beauty arises spontaneously. This beauty
forms a harmonious unity of the static and
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Fig.6. Cloud Pattern Tang Dynasty. China Silk
Museum [5]

dynamic, the rigid and the soft, the solemn and
the lively, the magnificent and the beautiful in
the Tang Dynasty patterns.

Tang Dynasty patterns have symbolic
significance. The main purpose of patterns is
aesthetic decoration, but certain symbolic
meanings based on aesthetic decoration can
further enhance their value. Since the Zhou
Dynasty, a symbolically meaningful pattem has
appeared in China, such as dragon, phoenix,
bird, peacock, peony, which are unique
decorative images in traditional Chinese art for
thousands of years, and also symbols of
authority, will, and gods.

After the Tang Dynasty, with the frequent
exchanges between the ethnic groups in the
Western Regionson the SilkRoad, such pattems
with national totemic symbolism emerged in
large numbers. It is a symbol of imperial power,
dynastic authority, and national characteristics.
This type of pattern unifies the patterns and
decorative styles of ethnic characteristics, and is
widely used and retained in traditional Chinese
patterns. For example, the Tang Dynasty’s
Lianzhupatternisatotem of the ancient Persian
Sasanian Dynasty. It uses realistic techniques to
promote national momentum and express
people's thoughts and feelings.

The evolution of patterns in the Tang
Dynasty under the background of the Silk Road:
Causes of the evolution of patterns. With the
frequent exchanges between various ethnic
groups on the Silk Road, the politics, economy,
and culture of this period also experienced
unprecedented prosperity. Various pattems and
patterns showed a diversified development
trend based on different religions, regions, and
ethnic groups. As Mr. Lu Sixian mentioned in his
book «Mythological Archaeology»: «The symbol
of the sun god is represented by the sheep,
which originated from the Qiang and Rong
ethnic groups. The sheep worship of the Qiang
ethnic group, the totem god is named after the
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sheep,and the sunisnamed afterthe day,which  successively entered the Western Regions, and

is 'the big sheep'« [21]. After the Tang Dynasty, their pattern culture gradually became one of

various ethnic groups along the Silk Road the origins of the pattern art of the Silk Road.
v, T - T v 7 p
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Fig.8. A tiger pattern from the «Tiger Sniffs the Rose» collection by Chen Liwen. China, 2022 [18]

o

Fig.9. Candles from the «Tiger Sniffs the Rose» collection Photo: Chen Liwen [18]
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Influence of Chinese brocade pattems
from the Ming (1368-1644) dynasties on
modern design. Flames, beasts, weapons, and
stars flow from wooden looms to embellish
brocade, a 1,300-year-old fabric once reserved
for China’s elite and now popular with young
fashion designers. This art form is so complex
that even veteran craftspeople produce only
about two inches of textile a day. Traditional
looms can be 18 feet long, have thousands of
parts, and require dozens of stepsto operate by
artisans, who sing ballads to memorize the
process. From this creative matrix emerges
luminous cloth with patterns woven from silk,
gold, and peacock-feather yarn. The
complicated fabric cannot be replicated by
factories. "It can be woven only on the
traditional loom” — says Feng Zhao, honorary
director of the China National Silk Museum in
Hangzhou. This authenticity appeals to Chinese
people, who appreciate brocade “from their
hearts” — Zhao says, and view it as a proud
symbol of cultural heritage [10].

Increasingly, up-and-coming Chinese
fashion creators are collaborating with
traditional weavers to emblazon garments with
symbols such as phoenixes, clouds, and
dragons. Designer Chen Liwen 2022 year
launched a range of scarves oriented towards
modern consumers that feature the hu bu tiger
pattern. Taking inspiration from hu bu (Lit: tiger
patch), a tiger pattern embroidered on clothing
that was very popular in fashion during the
Ming Dynasty (1368-1644) among civil
ministers and military generals (Fig.7), Chen
decided to give the ancient tiger a
contemporary makeover. Chen told the Global
Times that the tiger pattern on Ming Dynasty
brocade looks graceful but unapproachable, so
she decided to change the tiger to look more
like a friendly curious cat by painting its fur
patterns in pink and setting it in a botanic
garden sniffing flowers with a bird on its
shoulder as bees fly around (Fig.8). «It seeks to
deliver a feel of nature-animal harmony, and
harmony with human beings too, but not feel
superior or distant. That's what China wants to
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deliver to the world today. We extract the
Chinese tigerto put it in new designs that can
resonant with global audiences» — Chen
said [18].

The expanded «Tiger Sniffing Rose»
collectionincluded other products with a tiger
motif, such as home fragrances and stationery,
most of which are convenient accessories
popularwith consumerswho like to create their
«young Chinese audience» and seekto recreate
cultural characteristics (Fig.9). Ancient brocade,
then, seems tightly threaded into China'’s
future.

Conclusion. Having analysed the
samples of brocade patterns of the Tang and
Ming dynasties, we can state that textiles were
of great importancein the Silk Road culture.
The multi-ethnic settlement on the Silk Road
made the ornamental elements of the Silk Road
culture diverse. It has been found that the
currently discovered patterns of Silk Road
culture include animals and plants along the
Silk Road, as well as totemic patterns that
symbolize the ethnic groups in the Westem
Regions. In terms of the characteristics of the
patterns, the Silk Road patterns themselves are
a manifestation of the cultural state of the Silk
Road. It has been established that from the
perspective of historical development, the
formation, development, and evolution of
patternsand designsare both limitedby natural
environments and influenced by social
environments and religions. The symbiosis and
integration of Han culture in the Central Plains
and Western culture have contributed to the
formation of the Silk Road culture, which is also
theresult of the collision and integration of two
or more cultures.

The evolution of ornamental motifs is
accompanied by the integration of ethnic
groups and the mixing of cultures. The
evolution of patterns is the result of the
collision of two or more civilisations. On the Silk
Road, in addition to absorbing and learning
from foreign ethnic cultures and patterns,
Chinese silk and porcelain were also widely
introduced to the Western Regions, and the
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patterns on the items further promoted the
spread of Han culture in the Central Plains. This
is also the reason why contemporary designers
are constantly studying and imitating the
patterns of ancient dynasties, as well as
contributing elements of this culture to the
patterns of products in recent years. Through
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"Kuiscokuli HayioHaneHull yHisepcumem mexHoaozili ma dusaliHy, Kuis, YkpaiHa
2lllaHciticokuti Haykoso-mexHidHuli yHisepcumem, Ciarb, Kumati

BMN/INB KY/IbTYPU LLOBKOBOIO LWAAXY HA CYYACHUIN AN3AWH:
XY A,0XKHI OCOBJ/INBOCTI BISEPYHKIB KNTAUCbKOI MAPYI

Mema: npoarHanizysamu enaus Kyaemypu LLloskogo2o wiisixy Ha CmMuaicmuky nap4esux ei3epyHkie
kumaticekux OuHacmili TaH [ MiH, @ makox po3eisiHymu npakmuku eUKOPUCMAHHs napyesux mMomusie
dasHix duHacmili y cy4acHomy Ou3alHL

Memodonoezia: Ha ocHosi docniOxeHHs Haykosol aimepamypu 8 yili cmammi nopigHOMbCA ma
aHANBYrOMbCS CMUAICMUYHI Xapakmepucmuku 8i3epyHKa 3'€OHaHUX HaMUCMUuH, Momugis keimig [ mpas,
mMomusis 10mocy ma xmMapu y KoHmekcmi npoyecy ¢opMys8aHHs ma egosiroyil napyesux 8i3epyHKig & enoxy
OuHacmii TaH. Takox 3any4eHo Memodu 06pa3HO-CMUAICMUYHO20, HOPMATbHO20 aHAA3Y, Memoou
cucmemamusayii ma obpobku pesynbmamis.

Pesynemamu: [locnidxeHHs nokasano, wjo 8idkpumms Lllogkogozo wiiAaxy cnpusiio KyJAemypHOMY
06MiHy mix Cxodom [ 3axodom, a npoysimaHHs NOJIIMUKU, eKOHOMIKU ma Kysemypu 3a 4vacig duHacmii TaH
CNpUso YpIBHOMAHIMHEHHIO Ma po3gumky opHameHmayil. HaseaHi suwje mMomusu, 3ae0sku iHmMezpayii 3
(HO3eMHUMU  KyZlemypamu, CEOopMy8anu CcuMempuydHy Kpacy, KpugsosiHiliHy Kpacy md CUMBOIYHI
xapakmepucmuku 8isepyHkie OuHacmii TaH. Ha npuxnadi meopyocmi cy4acHozo kumatlicekoeo ousaliHepa
Yen JliseHa nokasaHo mpaHcgopmayiro momugy «Tuep Hroxae mposiHOy» ma obpa3dy kumalicbkoeo muzpa
nepiody duHacmii MiH y po3pobky cyyacHux ousaliHepcbkux 8upobis.

Haykoea HoeusHa: Lis cmamms po3kpusde iCmopuyqHy egosItoyito NonysaapHUX ei3epyHkie napyi e
Kumai nepiodie OuHacmili TaH i MiH, y3aeaneHro€ ix yHikaneHUll XyQoXHI cmusb [ HAOdE HAMXHEHHs O
Cy4acHozo iHHosayiliHoeo OusaliHy oosey.
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302a/1bHUX Xapakmepucmuk [ npouyecy esostoyii 8izepyHkie ouHacmili TaH i MiH.
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o e /1| DESIGN OF APPLICATIONS FOR ACCESS TO DIGITAL ART

WORKS IN ONLINE MUSEUMS

The purpose. The research aims to explore the integration of digital art with online exhibitions in
museums, focusing on the design of application interfaces and museum exhibitions.

Methodology. The study uses a mixed approach that combines theoretical research, analysis of scientific
research with analysis of practical examples.

Results. [t has been found that the use of digital art has a significant impact on museum online
exhibitions, contributing to more interactive, immersive, and inclusive visitor access. The integration of ICT into
the museum sector, while primarily focused on digitization, virtual tours, and increasing visitor engagement
through augmented reality and virtual reality technologies, also encompasses important design aspects such
as color, typography, and interface design, which play an important role in the overall design of an online
museum. Examples of the Central American Museum of Art, the Dunhuang Online Museum, the Metropolitan
Museum of Art as well as the Bloomberg Connects application are analyzed. The study highlights the
importance of narrative design and user-centered approaches in the design of online museums to access digital
cultural heritage.

The scientific novelty lies in the fact that the design principles of the interface of digital applications
for visitors' access to the expositions of online museums were further developed in the work.

Practical Significance. The results of the study can be implemented in the modern practice of museum
design projects, contributing to innovations in the presentation of cultural heritage artifacts.

Keywords: digital art online museum, exhibition design, interface design, digital cultural heritage,
augmented reality, virtual reality, mixed reality

Introduction. The digital revolution is cybersecurity issues, and the need for
rapidly changing the cultural and museum continuous technological update. It also
landscape by infusing new life into heritage highlights how digital art and technological
preservation and sharing through Information advances are revolutionizing online museums
and Communication Technologies (ICT) [1]. This by increasing engagement, educational impact
shift has not only redefined museum operations and reshaping our interactions with cultural
and visitor engagement but has also created heritage, thus providing an important
online museums equipped with augmented perspective onthe developmentof museumsin
reality (AR), virtual reality (VR), mixed reality, the digital age.
and interactive archives that provide immersive Analysis of Previous Researches. The
experiences unaffected by the traditional integration of Information and ICTs into the
constraints of time and space. Museums' roles museum sector has been a focal point of
are now expanding into the digital realm, academic and professional discourse over the
fostering a more immediate, and intimate last few decades. This analysis delves into
connection between audiences and cultural previous researches, shedding light on the
artifacts. IT sights from prominent institutions  evolution, impact, and future trajectory of
demonstrate that digital tools are enhancing digital art applications in online museums.
visitor involvement, educational reach, and Drawing from a wide array of sources, this
equitable access to cultural resources [2]. They section synthesizes key findings from the
explored the challenges associated with digital  literature, providing a nuanced understanding
transformation, including the digital divide, of how digital innovations are reshaping
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museum practices and visitor experiences.

Early research in the domain highlighted
the initial forays of museums into the digital
realm, primarily focusing on digitization efforts
and the creationof virtual tours [3]. The seminal
work of Schweibenz on the «virtual museum»
laid the groundwork for understanding the
potential of the internet as a space for cultural
presentation and interaction.  These
foundational studies underscore the gradual
shift from physical to digital, emphasizing the
transformative role of ICTs in expanding access
to cultural content.

A significant body of research has
focused on the impact of digital technologies
on visitor engagement. Studies have explored
how interactive exhibits, AR, and VR enhance
the educational and experiential aspects of
museum visits [4]. We also explore the means
by which digital art presented in online
museum exhibitions will contribute to an
improved visitor experience of the museum
exhibition [5]. These findings suggest that
digital artapplications notonly facilitate deeper
engagement with the content but also cater to
diverse learning styles and preferences, thereby
broadening the appeal of museums to a wider
audience.

The democratization of access to cultural
heritage through digital platforms has been
another critical area of investigation
Researchers like Giaccardi and Ruggiero et al.
have examined the role of online museums in
providing educational resources to global
audiences [6, 7]. Their studies highlight the use
of digital archives, interactive learning tools,
and social media as means to overcome
geographical barriers and foster a more
inclusive approach to cultural education.

Preservation and Presentation of Cultural
Heritage. The contribution of digital
technologiesto the preservationand innovative
presentation of cultural heritage has also been
a focus of scholarly attention. Cameron and
Hou et al, in their work on digital heritage
demonstrate  how  advanced imaging
techniques and 3D reconstructions offer new
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ways to preserve and interpret cultural artifacts
[8, 9]. These technologies not only ensure the
longevity of fragile items but also allow for
creative  storytelling and interpretation,
enriching the visitor's understanding of cultural
contexts.

Statement of the Problem. The
proliferation of digital art applications within
online museums heralds a transformative shift
in the dissemination and engagement of
cultural heritage. However, this evolution is not
without its challenges. Firstly, the digital divide
poses a significant barrier, limiting equitable
access to digital museum resources across
various socio-economic and geographic
demographics. This disparity undermines the
potential of online museums to democratize
cultural education and appreciation fully.
Furthermore, the authenticity and experiential
integrity of digital reproductions of artifacts
come into question. As museums increasingly
rely on digital replicas to present their
collections, there arises a complex debate over
the value and impact of these reproductions on
the perception of cultural artifacts' authenticity.
This scenario complicates the traditional
understanding of museum experiences and the
role of curatorship in the digital age.

This research endeavors to dissect the
synergy betweendigital artand online museum
exhibitions, with a focus on elucidating the
manner in which such amalgamation can
amplify the caliber and profundity of visitor
interactions. Central to this investigation is the
examination of design aesthetics, including
color schemes, typography, and user interfaces,
and their integral roles in crafting immersive,
educational, and accessible digital
environments. Through a comprehensive
analysis of these design elements, the study
aims to offer insights into optimizing online
museum experiences, thereby enhancing visitor
engagement and broadening the spectrum of
cultural accessibility. This nuanced approach
underscores the potential of digital art in
redefining the parameters of museum
exhibitions and visitor experiences in the digital
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age.

This research aims to explore the
integration of digital art with online museum
exhibitions, aiming to reveal how such fusion
can elevate the quality and depth of visitor
experiences.

Results of the research and its
discussion. The expanded analysis of these
case studies highlights the transformative
potential of digital art applications in online
museums and the nuanced challenges they
present. Balancing  accessibility  and
authenticity, enhancing engagement and
educational outcomes, and expanding museum
reach againstsustainability concernsare central
to museums' ongoing evolution in the digital
age. These findings underscore the need for
strategic approaches to digital integration that
respect curatorship traditions and cultural
artifacts' intrinsic value. Future research should
focus on developing comprehensive strategies
to address the digital divide, exploring the
balance between digital and physical
experiences, and innovating sustainable models
fordigital content provision.

Overcoming the Digital Divide

The digital divide poses a significant
challenge to the universal accessibility of
cultural heritage, perpetuating disparities in
digital literacy and access. However, initiatives
like the Google Arts & Culture project have
emerged as pioneersin leveraging technology
to bridge this gap. By partnering with over
2,000 institutions worldwide, this project has
revolutionized access to cultural heritage
through virtual tours and high-resolution
imaging of artworks, particularly benefiting
marginalized regions [10]. This underscores the
transformative potential of digital platformsin
democratizing access to cultural resources.
Despite progress, disparities in access persist,
especially in rural and low-income areas with
limited internet connectivity. Innovative
solutions, such as offline access options and
mobile exhibition units, are essential to
ensuring universal access to cultural heritage
regardless of digital connectivity. These efforts
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align with the call for comprehensive strategies
to address the digital divide and equitably
distribute the benefits of digital cultural
resources.

During International Museum Day, the
Central Academy of Fine Arts (CAFA) Art
Museum collaborated with Google Arts &
Culture to launch a 3D virtual art gallery using
AR, marking a significant milestone in China's
cultural landscape. This virtual space, known as
the Pocket Gallery (Fig.1), features nearly 40
labor-themed artworks from the 1930s to the
1970s, providing a unique and immersive
viewing experience accessible via desktop and
mobile web browsers. The user-friendly
platform empowers museums to create
personalized virtual exhibitions effortlessly,
inviting a global audience to explore their
collections. Google Arts & Culture's Pocket
Gallery not only expands access to cultural
heritage but also revolutionizes curatorial
practices and exhibition planning. The
incorporation of virtual curation courses into
academic curricula, as demonstrated by CAFA,
highlights the transformative potential of
digital technologies in enhancing educational
experiences and preparing future curators. The
360-degree digital technology not only
enhances exhibition planning but also allows
for more comprehensive and strategic
curatorial decisions, ultimately enriching the
viewing experience for audiences worldwide.

The collaboration between the CAFA Art
Museum and Google Arts & Culture exemplifies
the transformative impact of digital
technologies in overcoming the digital divide
and advancing cultural accessibility. By
leveraging AR and innovative digital platforms,
museums can broaden their reach, enhance
educational experiences, and revolutionize
curatorial practices, ultimately democratizing
access to cultural heritage for audiences
worldwide. As technology continues to evolve,
initiatives like the Pocket Gallery offer new
possibilities for museums to engage with
diverse audiences and enrich cultural
experiences in the digital age [11].



Art and Design N21, 2024

HayKOBU GaxoBUW XypHan MucmeymeosHascmeo. TexHi4Hi HayKu.

= Google ZR 5321t Q

IIl

Google ZR 5374 Q

gy T

74

SRS TH: PRERPRIEMRER

#A Pocket Gallery

Fig.1. Pocket Gallery is an online exhibition project in collaboration with Google Art
& Culture and the Central American Museum of Art [11].

# fﬁ"f WE  RERE - RORRY  LmwH -

CAVES MURAL ~ SEARCH DIGTALLAB @ &

Enter MogaosGrottoes Here FrHEM
SRS -
I -

A430 0 e or

-
\/

AEXFATRS L (i'

N
s

KRR FE

C

Fig. 2. Digital Dunhuang Online Museum, China, 2024: a - Resource library, b - Open material library,
¢ - Display of the Sutra cave based on VR technology [12].

71



Art and Design N21, 2024

HayKoBWI GaxoBuii XypHa

MucmeymeosHascmeo. TexHiuHi HayKu.

Authenticity and Engagement

in the Age of Digital Replicas

In the age of digital replicas, initiatives
like Digital Dunhuang exemplify innovative
approaches to preserving and presenting
ancient cultural artifacts. By leveraging high-
resolution digital scans and VR experiences,
Digital Dunhuang not only safeguards fragile
murals but also extends their accessibility to a
global audience. However, this digital
engagement  raises  questions  about
authenticity in cultural experiences, prompting
a nuanced exploration of the relationship
between technological advancements and
traditional notions of cultural heritage.

Since the late 1980s, the Dunhuang
Research Academy has spearheaded the
«Digital Dunhuang» project, utilizing advanced
computer and digital imaging technologies to
preserve the cultural relics of the grottoes. The
launch of the Digital Dunhuang online resource
library in 2016 marked a significant milestone,
integrating VR, AR, and interactive experiences
to provide visitors with an immersive platform
for exploring Dunhuang's culture (Fig. 2, a). In
2022, a collaboration with Tencent led to the
introduction of the «Digital Dunhuang Open
Material Repository» (Fig. 2, b), a blockchain-
based platform offering access to over 6,500
high-definition digital resources, including
archives from the Mogao Grottoes and the
Dunhuang Manuscript Caves, facilitating
sharing and innovation among scholars and
cultural enthusiasts worldwide.

Digital Dunhuang  harnesses VR
technologies to offer an interactive cultural
experience of Dunhuang, transcending
geographical limitations and fostering global
engagement with its rich heritage. By granting
access to the intricate murals and vast caves of
the Mogao Grottoes (Fig. 2, c), Digital
Dunhuang enhances the social openness of
cultural artifacts and ensures the modem
inheritance of Dunhuang's intangible cultural
legacy. Through these digital initiatives,
Dunhuang's precious culture is disseminated
and preserved for future generations
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underscoring the profound significance of
integrating traditional culture with modem
technology.

Digital Dunhuang exemplifies the
transformative potential of digital technologies
in preserving and presenting cultural heritage.
While digital replicas expand accessibility and
foster engagement, they also prompt
reflections on the authenticity of cultural
experiences in the digital realm. Nonetheless,
initiatives like Digital Dunhuang demonstrate
the power of technology to protect tangible
heritage, enhance cultural engagement, and
ensure the long-term preservationof invaluable
cultural legacies [12].

The Role of Digital Platforms
in Expanding Museum Reach

The Metropolitan Museum of Art's bold
initiative to release over 400,000 high-
resolution images of its collection under a
Creative Commons Zero license exemplifies the
pivotal role of digital platformsin extending the
reach and impact of museums. This open-
access approach has facilitated diverse
engagements, from scholarly research to
creative endeavors, significantly amplifying
digital interactions with the museum's vast
collection (Fig.3) [13]. Notably, the initiative has
spurred a remarkable surge in website traffic
and social media interactions, highlighting the
transformative potential of digital platformsin
transcending physical boundaries and fostering
a more inclusive cultural dialogue. However, the
sustainability of providing free digital content
raises valid concerns, necessitating innovative
revenue models to sustain the ongoing
digitization and accessibility of museum
collections [14].

Bloomberg Connects, an innovative
application developed by Bloomberg, redefines
the museum experience by offering a
comprehensive suite of feature. Through its
digital guides, expert commentary, diverse
tours, and global exploration opportunities,
Bloomberg Connects revolutionizes the way
visitors engage with cultural institutions.
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Seamlessly facilitating access to both The
Met Fifth Avenue and The Met Cloisters (Fig. 4)
[15], the app empowers visitors to plan their
visits with ease, eliminating the need for
cumbersome  physical guidebooks and
enhancing overall visitor preparedness and
convenience. A key highlight of Bloomberg
Connects liesin its expert commentary, which
enhances  visitors' understanding and
appreciation of artworks. The audio guides
delve deep into the significance and context of
exhibits, providing a personalized and enriching
educational experience for visitors. Catering to
diverseinterests, the app offersa range of audio
tours, from general highlights tours to
specialized options tailored for families and
music enthusiasts. Multilingual support further
enhances accessibility and inclusivity, ensuring
that visitors from all backgrounds can fully
immerse themselves in the museum experience.

Beyond the confines of The Met,
Bloomberg Connects serves as a gateway to
cultural institutions worldwide, providing access
to over a hundred museums and galleries. This
global connectivity promotes cultural exchange
and fosters a sense of interconnectedness
among audiences worldwide. By leveraging
digital resources and identifying artworks
featuring Audio Guide content, visitors can
maximize their museum experience, delving
deeperinto exhibits and enriching their overall
visit.

As museums continue to embrace digital
innovation, Bloomberg Connects emerges as a
trailblazer, reshaping cultural experiences in
profound ways. Through its seamless
accessibility, expert commentary, diverse tour
offerings, and global connections, the app
elevates visitor engagement and heralds a new
era in  museum visits, reaffirming the
transformative power of digital platforms in the
realm of cultural institutions.

Analyzing the Design Features
of Online Museum Exhibitions

The integration of Information and ICTs
into the museum sector, while primarily focused
on digitization, virtual tours, and enhancing
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visitor engagement through AR and VR
technologies, also encompasses crucial design
aspects such as color, typography, and interface
design, which play a vital role in the overall
online museum experience. The evolution of
digital museums has not only been about
shifting from physical to digital but also about
how these digital spaces are designed to appeal
to and engage audiences.

Color Usage in Online Museum Design

The use of color in online museum
exhibitions is pivotal for creating visually
appealing  and emotionally  resonant
experiences. For instance, the Digital Dunhuang
project leverages color palettes that reflect the
historical and cultural significance of the
artifacts, employing warm earth tones to echo
the natural pigments of the ancient murals. This
thoughtful application of color not only
enhances aesthetic appeal but also aids in
storytelling, guiding visitors through the virtual
exhibitionin a way that is both informative and
evocative.

Graphics and Visual Elements

Graphics and visual elements are integral
to the digital representation of artifacts and
exhibitions. High-resolution images, 3D models,
and interactive graphics are utilized to offer
detailed views of objects that might not be as
accessible in  physical exhibitions. The
Metropolitan Museum of Art's initiative to
release over 400,000 high-resolution images
under a Creative Commons Zero license
exemplifies the importance of graphics in
making art universally accessible and engaging.
These visual elements are designed to be both
informative and immersive, allowing users to
explore artifacts in unprecedented detail.

Patterns and Textures

Patterns and textures in online museum
designs contribute to the depthand authenticity
of the digital experience. In the case of Digital
Dunhuang, the intricate patternsand textures of
the murals and manuscripts are meticulously
recreated digitally, providing a tactile sense of
the artifacts. This attention to detail not only
enrichesthe visual experience butalso servesan
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educational purpose by highlighting the
craftsmanship and artistic techniques of ancient
cultures.

Layout and Typography

The layout and typography of online
exhibitions are critical for ensuring a seamless
and intuitive user experience. Effective layout
designs facilitate easy navigation through the
exhibition, with clear hierarchies and logical
flows that guide the visitor from one section to
another. Typography is equally important, with
readable fonts and carefully considered text
placement enhancing the accessibility and
comprehension of information. For example,
Google Arts & Culture's platform showcases
exemplary use of layout and typography, with
clean lines, ample white space, and legible fonts
that make vast amounts of information easily
digestible.

Conclusions. This study synthesizes the
imperative role of design elements like color,
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"Kuiscokuli HayioHaneHUl yHieepcumem mexHosozili ma dusadHy, Kuis, Ykpaira
2lllenbcilicokuti yHisepcumem Hayku | mexHoaozil, Ciavb, Kumati

AVN3AAH AOAATKIB A1 AOCTYNY A0 TBOPIB
LLNDPOBOro MUCTELLTBA OH/IAUH-MY3EIB

Mema. /[locnioxeHHA cnpaMosaHe HA 8uB4YeHHS (HMezpayii yugposozo mucmeymsda 3 OHAGUH-
sucmaskamu 8 mysesx, ¢okycyroyuce Ha ousaliHi iHmepdbelicie dodamkie ma myseliHUx ekcno3uyid.

Memodonoezia. Y OocnidxeHHI 8ukopucmosyemecs 3MIWAHUU nioxio, UWj0 NOEOHYE MmeopemuyHi
docniOxeHHs, aHan3 Haykosux 0OCAIOXeHb 3 AHAM30M NPaKmMu4YHUX npukaadis.

Pesynemamu. BcmaHoesieHo, W0 3acmocys8aHHA yugdposo2o Mucmeymea 3HAYHO 8NAUBaE HA
My3elHi oHAalH-suCMasku, cnpusodu bilew IHMepakmusHoOMy, (MepcusHOMY Ma [HKA3UBHOMY docmyny
gidsidysauis. IHmezpayis IKT y myseliHuli cekmop, xo4a 8 nepuly uepey 30cepedXeHa HA OUUPPyBaHHI,
sipmyasnbHUX Mypax ma nidsuljeHHl 3anydyeHocmi 8i0gidysauia 3a OONOMO20H MmexHOJ102ili JoNoBHEHO!
peasbHoCMi ma 8ipmyasnbHOl peaibHOCMIi, MAakoX OXONJHE BAX/UBI acnekmu Ou3aliHy, maki K KOip,
munozpagika ma OusaliH iHmepdbelicy, saki sidizparome 8axiusy pojb Y 3d2a/bHOMYy OU3AUHI OHAAUH-
my3sero. [lpoaHanisosaHo npuknadu LleHmpansHOaMepukaHcokozo My3ero mucmeyms, OHAGUH-My3ero
AyHexyaH, Memponoaimer-my3sero, a makox 0odamky Bloomberg Connects. /JlocniOxeHHs niOkpecstoe
8aAX/IUBICMb HAPAMUBHO20 Ou3aliHy ma nidxodis, OpIEHMOBAHUX HA Kopucmysaya, y dusaliHi oHaaliH My3eis
015 docmyny 0o yugposoi Ky/ibmypHoi cnadujuHu.

Haykoea HoeusHa nosiszae 8 momy, wo 8 pobomi dicmanu nodansuio20 po3sUMKYy NpUHYUNU
ousaliHy iHmepgbelicy yugposux dodamkie 0na docmyny 8i0gidysadie 0o ekcno3uyili oHialiH-My3els.

lpakmuyHe 3Ha4yeHHA. Pe3ynomamu 0ocniOXeHHS MOXymb Oymu 8nposacXkeHi 8 CyqdcHy
Npakmuky npoekmis My3eliHo20 Ou3aliHy, cnpusodu iHHogayiam y npeseHmayil apmegakmie KysnbmypHol
CcnadwjuHu.

Knr4oei cnoea: yugppose mucmeymso, oHnalH-my3el, OusaliH sucmasku, OusaliH (HMepgelicy,
yugpposa KynemypHa cnadwjuHa, OonosHeHa peasnbHiCme, 8ipmyanbHa peanbHiCme, 3MIWAHA peanbHICMe
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YK 658.512.2 BEPANHCBKIX C. O., AKOBJIEB M. I.

HayioHaneHa akademia mucmeyms Ykpainu, Kuis, YkpaiHa

DOI:10.30857/2617 - . .
0272202417 AKOCTI EKCMPECIi MPOEKTHOI FPA®IKMN

Memorto docniOxeHHs1 € 8UAB/IEHH MA cUCMeMamusayis 8 cucmemi 8i3yasnbHol KOMyHIKayil 0OCHOBHUX
3acobig nidcuneHHs 8UpPAsHOCMI 300paxeHs, AKI Xapakmepusyromecs Cyb'ekmusHO OYiHKOH skocmel
meopy, 8CMAHoBJ/IeHHs 3aKOHOMIpHocmeli ma npiopumemie w000 3acmocysaHHs nputiomie 2epdgidyHoi
nepedaui ekcnpecusHUX AKocmel y penpe3eHMamusHUX Mma KOMYHIKaMUBHUX 3a80GHHSX.

Memodonoezia. B docnidxeHHi 8ukopucmaHo aHani3 iHpopmayiliHux Oxepen y cghepi epaghiHo20
ouzaliHy, ncuxosoeil cnpulHsmms, meopil KOMNo3uyi; cmpykmypHUli ma cucmemHull aHani3 2pagiyHux
meopis, cuHmes pe3ysemamig 00C/iOXeHHS.

Pesynemamu. [lpoekmHa 2pagika 8 cyqacHili ousaliHepcekili npakmuyi 8UKOHYE pOJib OCHOBHO20
3acoby OoHeceHHs 00 kopucmyeaya yiHHocmi 3adymy, po3kpusaroyu U020 Halieaxsiusiwi acnekmu Ha
emanax npeseHmayii esnacmusocmeli 306paxeHo2o 06'ekma. birbwicme 8udamHuUx 3paskie 2pdgiyHo20
mucmeymea 008009mMb me3y npo me, Wo ehpekmusHICMb 8(3yalbHOI KOMYHIKayii 3asexums He nuwie 8io
npasuneHocmi nobydosu 8UpPa3sy, U0 BUIHAYAEMbLCS HOMEHKAaMYypPOor 3acobis MoOeno8aHHs 06'ekmugHUX
ssacmusocmeli o6’ekma, a U 30amuicmio epaghiuHoi ¢opmu 8ukaukamu npoeHo308aHi emoyil. B OaHili
pobomi po3210aemeca 8nU8 Ha eCmemuyHy OUIHKY makux ckiadosux nobydosu 306paxeHHs, K epaghiuHi
mexHiku, pigeHb gopmanizayii ma cmuaidayi, KomMnosuyis npocmopy, o0bpaHi pakypcu ma ceimsaomiHe.
BcmaHoesieHi 3aKOHOMIpHOCMI 3aCMOCY8aHHA npuliomie MOOeN08aHHS ekcnpecusHUx skocmel y cucmemi
3a80aHb 2pagiuHO20 NPOEKMYBAHHSI.

Haykoea Hoeu3Ha. Y 0oCniOxeHHI CYmmeBO pO3WUpPeHo md CUCMeMamu3o8aHo HOMeHKAamypy
3acobig supazHocmi wjodo nepedaui cyb’ekmusHux esnacmusocmeli opmu y 2pagiyHOMy NPOEKMYBAHHI,
8CMAHOB/1EHO 3AKOHOMIPHOCMI Wj000 3ACMOCY8AHHS NPULOMI8 NOCUNIEHHs] eMOYiliHo20 8niusy.

MpakmuyHe 3Ha4YeHHA 00epPXAHUX pe3y/sbmamie noJfA2aE y MOXAUBOCMI 3aCMOCy8aHHA X Yy
npakmuyi 0u3aliHy, Has4aabHOMy npouyeci nid2omosku haxisyis xyO0oXHbO-meopyux 2ajy3el, a makox
nodanbuiux OOCAIOXeHHsX 3 KyJbmyposoeal, apximekmypu ma Ou3alHL

Knr4uoei cnoea. [lpoekmHa epacpika, epagbiyHuli oOusaliH, cyb'ekmusHi eaacmusocmi opmu,
si3yanizayis, emMoyiliHa peakyis.

Bcryn. Aipxutanizauin chepn  3aBAAHHAMMU XYJOXHLOTO GOPMOYTBOPEHHS —
Bi3ya/lbHUX KOMYHiKaLili Npu3Bena Jo0 3MiHM  PO3POOKOK iHCTPYMEHTapito Av3aviHy Ta
TPagULIVHNX yBNE€Hb MPO YCTaleHi MeTogM  BAOCKOHAaNEHHAM 3acobiB MPOEKTYBaHHA |
BUPILLEHHS TBOPYMX 3aBAaHb Y chepi AM3ailHy.  OLIHKM MPOEKTHUX PilleHb.

MpakTvka JOBOAMTbL HaABHICTb OAHOYAaCHOTO AKTyanbHICTb  MUTaHHA MonfArae y
bYyHKLIOHYBaHHA Pi3HMX NIAXOAIB Ta METOAMK  HeobXigHOCTI HayKoBOTro B[OCAIAKEHHA
LLOAO CTBOPEHHSA Ta Mpe3eHTaLii pe3ynbTaTiB  Cy4acHOI CMCTemMm 3acobiB NPOEKTHOI rpadiky,
TBOPYOI AianbHOCTI. [Ip HENOBHOTI LiNICHO,  30Kpema i GyHKLIOHaNbHUX Ta €eCTeTUYHMX
HayKoBO OBrpyHTOBaHOI TeOpii BUKOPUCTaHHA  acrekTiB, po3pobkn ePeKTMBHMUX MPUHLMNIB

NOBHOI HOMEHK/IATYPWU Cy4acHOro rpadivyHoOro  BMKOPMUCTaHHA Pi3HOMaHITHMX dopm
apceHany, BaXIMBUM TMUTAaHHAM € nOWyk OO'EKTUBHO  BMpaxkeHoi  Ta rpadiyHo
epeKTUBHUNX 3acobis nobysoBs  dopmanizoBaHOI Bidyanizauii B XYAOXHbO-

KOMYHIKAaTUBHOIrO BWpa3sy, WO BKIOYAaE TBOPYIM Npaktuyi. JouinbHMM 3aBAaHHAM Y
yCBiJOMNeHe  palioHaNbHe 3acTOCyBaHHS  KOHTEKCTi AaHOT npobieMaTukm € NPOBEAEHHS
NPUNOMIB 300 paxKeHHs. CUCTEMHOTO aHani3y WOoAO0 BUABAEHHSA 3acobiB

OkpecneHa npobrema Mae TICHAW  eMOLIMHOrO BNAMBY Ha CMOXMBaya NPOAyKLi
3B'A30K i3 BaXIMBUMW  MpPaKTUYHUMKU  rpadiyHOro AmM3anHy.
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AHani3 nonepeaHix AocnigKeHb.

Y poborti «Komnosuujs + reometpia»
(M.flkoBneB [6]) rpadika po3rnagaETbca Ak
3acib6 popmanizaLii 06'eKTMBHNX BNACTUBOCTEN
TBOPIB apXiTeKTypw, An3aiiHy, 06pa3oTBOPUOro
i AeKopaTMBHO-MPUKNAAHOTO  MUCTeLTBa.
BuaBnseTbcs ponb KOMMNO3MLIMHUX AKOCTEN Y
CUCTEMI  OLIHKM  MPOAYKTIB  XYAOXHBOroO
bOpMOYTBOPEHHS, 30KpeMa TreOMETPUYHWNIA
IHCTPYMeHTapin rapmoHisauii. AHanisyrotbea
OCHOBHI dOpMU NPOEKTHOT rpadikn. 3okpema
AOBOANTBLCA, WO MOLWYK Harbinblw NpOCTUX 3a
HaKpecNeHHAM Ta HaCMYeHUX 3a 3MiCToM
Bi3ya/JlbHUX MOJenen HanexuTb JO pPo3pagy
Ba>XIMBUX i CKNaAHUX npobnem
bopMOTBOpPEHHA.

Y punceptauii «CuHTE3 TpaguLUIMHWX i
HOBITHIX 3acobiB npoekTHOI rpadikn» [2]
cniBaBTopa AaHoi cratti C. bepauHCbKMX
nposeAeHoO aHani3 bYyHKLIOHaNbHO-
KOHCTPYKTUBHUX Ta KOMMO3ULLIMHMX
BNACTMBOCTEN HU3KN TPAAULIMHWX | HOBITHIX
3acobiB MPOEKTHOI Bi3yani3aLiii, BCTAHOB/IEHO
npiopuTeTN iIX BUKOPUCTAHHA Y XYAOXHBO-
TBOPYOMY MPOLECI, PO3MIAHYTO TEXHONOTIYHI
acrnekTV Ta iIHCTPYMeHTapiv cMHTe3y rpadiuHnx
3acobiB AnA  BWPILIEHHA MEeBHUX 3aBJaHb
dopmMoTBOpEHHA. 30KpeMa, BWCBITAHOETLCA
NMUTaHHA MOZAENHOBAHHA BMPa3HO-3MiCTOBHMX
Akocter GopmanizoBaHMX enemeHTiB i GopMm
NMPOEKTHOT rpadikm.

[AwncepTauis |. KysHeyoBoi «Mogento-
BaHHA Bi3yaJIbHOrO CMPUAHATTA 06’eKTiB
AM3anHy,  AeKopaTUBHO-MPUKNALHOTO i
obpa3oTBOpUOro mmcteuTsa» [5] npuceaveHa
CTBOPEHHIO Moaeni NPOrHO3yBaHHA
LMKNIYHOCTI Bi3yaNbHOTO CMPUMHATTA 06'eKTiB
AM3anHy,  AeKopaTUBHO-MPUKIALHOTO i
obpasoTtBopyoro  Mwucteutsa. Ha  6asi
Bi3yaNbHO-TpadiuHMX iHTepnpeTaLi iCHYr4YMX
TEOpi  KyAbTypOUMK/IIB  3anpOMOHOBaHa
3arasbHa Teopif COLIOKYAbTYPHOI AMHaMIKV,
BMXOAAYM 30COHMBOCTEN CNPUAHATTA aBTOPIB
TEOpin COLOKYNbTYPHOT ANHAMIKK. Ha xanb y
3raflaHunx BuLLe poboTax He Byno npuaineHo
AOCTaTHbOI  yBarn  3aBAaHHAM, Ha  AKi
aKLUEHTYETbCA yBara AaHoi CTaTTi.
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Cepes npaub 3  po3riagy nuTaHb
PaLiOHaNbHOCTI  BUKOPUCTaHHA  rpadiyHnx
3aco6iB y BUWpIilIEeHHI 3aBAaHb nepejadvi
iHpopMaLii He BTpaTMaa CBOEI aKTyaabHOCTI
KHWra, BugaHa we y 1968 poui, Bigomoro
aMepUKaHCbKOro XYAOXHWKa-rpadika
Y. boymeHa «IpadiuHe nogaHHA iHOpmMaLi»
[8]. ABTOp po3rasgac BisyanbHy MOBY, AKa, AK |
IHLI MOBW, Ma€ BAACHI pecypcun i MOXINBOCTI,
XapakTepHi came Ans Hei, TOH6TO CNOBHUK
enemeHTiB dopmMn, rpamaTvky NpOCTOPOBOI
opraHi3auii, iAloM1 NepcrneKTMBM Ta CUHTaKUC
dpa3yBaHHs 06pazis. bBoymeH BCTaHOBMB MeBHI
npaBuia Ta MNPUHUUNK 306padkeHHs, Lo

AO3BONAOTb  MakCMManbHO  epeKTUBHO
BMABAATWN MeBHIi BAACTMBOCTI MPOCTOPOBOI
dopmu, OyayBaTm edekTMBHY  Bi3yasbHy
KOMyHiKkaLjito.  AgpecoBaHa  Au3ailHepam

NPOMWCNOBOrO NPOEKTYBaHHA Teopia boymeHa
He po3kpuBana cneuudiky rpadiyHoro
AV3aWHYy | He 3MOr/ia BWUCBITANTU MUTaHHA
Bi3yanizauii  cy6'eKTUBHUX  BNaCTUBOCTEM
AN3aiHEPCbKMX rpadivHX TBOPIB.

Y «kHu3i WoranHeca ItTeHa «Hayxa
An3anHy Ta dopmun. BctynmHum kypc, skun a
BUKnajas y bayraysi Ta iHWWX wkonax» [4]
aBTOpP PO3rNfja€ BaXINBICTb LLOAO PO3YMIHHS
y MUCTELbKIK  AifANbHOCTI BMPa3HNX
MOXUJIMBOCTEN MaTepianiB, TekCTyp, Gopm,
CBITNNOTiHi i1 konbOpiB. V. ITTeH cTBepAXYE, WO
NO-CrpaBXHbOMY AKICHUI, HaZineHni
eKCMPEeCHBHICTIO TBip MucTeLTBa Ha3yeTbca Ha
TOHKOMY BiAYyTTi MUTLEM Npupoan ob6'ekTa,
nicna  TpuBaAMX TPeHyBaHb 306pakeHHs.
Bupa3sHi AkocCTi TBOpY, Ha AyMKy nejarora,
BUABNAIOTbCA came y pOopMi Ma3KkiB, LUTPUXIB,
NiHINA, pUTMIB.

Y npaui Teopetuka wkonn «bayrayc»
Bacuna KaHanHcbkoro «Touka Ta AiHiA Ha
naowWmnHi» [16] Ja€TbCsS OLiHKA eMOLiMHOro
CNPUNHATTA NiHIKN. Ha oro aymky, CBIT AiHIiR
BK/IOYaE B cebe BCi BIATIHKM BUPA3HOCTI — Bij,
XONOAHOTrO NiPU3MY Ha MOYaTKy 4O CMEKOTHOro
ApamaTtM3aMy B KiHUi. ABTOp MoB'A3yBaB
BUHUKHEHHSA NiHIT 3 AeAKMMW CUAaMU, L0 AikoTb
30BHi. [latoun eMoUiiHYy OLiIHKY TUNaMm NiHiu,
KaHAWHCbKUI OxapakTepu3yBaB ropU3OHTasb
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K XONOAHY | MAOLMHHY, BEPTUKANb — AK Tenay
i BUCOKY. [liaroHanb >e piBHOMIPHO NOEAHYE B
cobi xonoa iTenno.

HanucaHa we Ha no4aTtky CTONITA
pobota He Morna MiCTMTM iHPoOpMaLto,
noB'A3aHy 3  PO3BUTKOM  KOMM'HOTEPHMX
TEXHO/IOTI  Ta  OCTAHHIMW  HAyKOBUMM
pO3BiAKaMK B TEOPIi An3aliHy.

Y cratti «O6'eKTMBHI Ta eMOLiVHI
BNACTMBOCTI CyyacHOI Bi3yanisalii B AM3alH-
NpOoeKTyBaHHI» (bepanHceknx C.O,
fAlkoBnes M. I, KonocHiuenko O. B,
Mawkesnu K. J1) [7] BMABJIEHO Ta
CMCTEMATN30BaHO OCHOBHI Bi3yasbHi 3acobu
npeseHTaLii MPOEKTHOrO 3a4ymMy B Cy4dacHiu
dopMOTBOpPUIA NPaKTULL, BCTAHOBAEHO iXHHO
ponb y nepepayvi 06'eKTMBHUX Ta €MOL,iNHUX
BNACTMBOCTEN npeactaBieHoro ob'ekta. B
JaHIM  npaui  po3rnajarTbca Ta  AAETbCA
NMOpPIBHANbHA XapaKTepucTMka BAacTUBOCTEN
boTopeanicTMyHmnx 306paxeHb Ta 306pa>keHs,
nobysoBaHMX Ha MNpUHUMNIAX YMOBHOCTI
nepegaui BN1aCTUBOCTEN ob6’exTa.
Haronowyetbca Ha edeKTMBHOCTI OCTaHHIX y
nobyaosi BidyanbHOro Bupasy. OkpiMm TOro,
aBTOPW aHanNi3ytoTb BUPA3HICTb TaKMX POpM, fK
BEKTOPHI  NiHIVHI  3006paXkeHHSs, CKEeTUMUHT,
HedoTOpeanicTMyHa Bi3yanizauis, undpoBuA
konax. [lponoHoBaHy nyb6aikauito MOXHa
BBa>aT! NPOAOBXEHHAM 3raZjaHoi.

[Jeaki  HaykoBi  npaui  iIHO3eMHWX
JOCNIAHNKIB  OXOMOKOTb  MUTAHHA  OLiHKU
emMoLinHoro BnivBy 306paxeHb. EcteTnuHa
ouiHka NPR-306paeHHAM faeTbca Yy CTatT
«EMoujinHa peakuis Ta 30poBa yBara Jo
HedoTOopeanicTMuHmx 306paxeHb» (Moyng [,
MaHgpvk P. J1, Nli Xya) [11], y skin aBTOpWM
AN BUCHOBKY, LLO peHAepUHT 306paxeHb
NPR MoOXe 3MeHLINTM eMOLLiIHY peakLito Ha
306paXkeHHs, BUKINKAKOU M NAyTaHVHYy,
CTBOPIOKOYM  Bi3yanbHi  apTedaktn, Ak
BIABOANIKAOTb yBary, CNPUYUHAIOYW BTpaTy
3HauyWoi ceMaHTu4yHOi iHdopMaLii abo
3MYLLUYHOUM KOPUCTYBaYiB BTpayaTtu iHTepec Ao
OoTpUMaHoro 3o06paxeHHa. OgHak, Ha Hawly
AYMKY, NAyTaHVHY  BUKIWKAE  BAacHe
HeobrpyHTOBaHe  3acTOCyBaHHA  3acobis
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nepegayi iHpopmauii y nobyaosi 306paxeHHs.
Cami rpadiyHo popmanizoBaHi 306parkeHHs

HaBnakyM 34aTHi  NIABULMTM  SACHICTb Ta
eeKTUBHICTb MOBIAOMIEHHSA.
Cepes, OCTaHHIX HaykoBUX npaLp,

AOTUYHMX A0 NpobaemaTukm gaHOi nybaikaL,
cnip3ragatn TakoxX «MaTepiannTa iHCTPyMEHTM
fK  KaTafnizaTopu  BUHaxigHMUTBa  igew
rpadiyHoro amzanHy» (Ox. Tpir) [9], y skin
aBTOP NIATPUMYE TEOPIHO NPO Te, LLLO MaTepianm
HACTIIbKM XX PI3HOMaHITHI 3@ CBOEHD 34aTHICTO
[0 BUpPaXKeHHs, AK i cnoBa Ta 3006pa>keHHs,
OTXe CrpUAOTb OpraHisauii MOBU AM3alHY.
AKLEeHTyOUN pob maTtepianis y
nocTUMPPOBOMY MNPOEKTYBAHHI, MPOAYKTUB-
HICTb TEXHOJIOTIYHO BIiNbHOrO rpadivyHOro
AV3aWHy, CTaTTa MiAKPEeCAE  BaXJ/IMBICTL
NPaKTUYHMX 3HaHb Ta HaBWUYOK, MPaBUbHICTb
BMOOpPY Ta YCBIJOM/JIEHOrO BUKOPWUCTaHHS
IHCTPYMEHTIB.

Y pocnipxeHHi «ApxiTekTypHa rpadika ta

BiAUYTTA npocTopy. MantoBaHHA  Ta
doTorpadyBaHHa Aana NornnbaeHHs
KOMYHIKAaTUBHUX  AKOCTEA Yy  NHIWHIW

nepcnextuei» (B. Jlonec-Yao, M.Pogpirec-
lpena) [10] aHani3yeTbCa  BAACTMBOCTI
apXiTeKTYpHOro pucyHka. Po3rnagaroTbcs HOBI
MOXJ/IMBOCTI Ta BUABAAKOTLCA HEAONKN Y
BMKOPUWCTaHHI CTpaTerivi apXxiTekTypHOI rpadiku.
ABTOPU 30KpeMa CXMAAKTbCA AYMKW, Lo
NiHiiHa NepcnekTnBa He € EANHOID CUCTEMOO
npeAcTaBNeHHs, fKa MNepejaEe OMNUCaHHA
npocTopy. Ha iXHKO AyMKy, TO4uka 30py, KyT
ornagy, Bucotarasagaydata KOMNo3nLjsa € Takox
KNto4oBMMM dakTopamMu, AKi BMAMBAKOTb Ha
BMpa3. Tak camo, fK IiCHytoTb dopmu
npeseHTauii  Ana  nepegadi  peanbHOCT,
TEXHIYHMX acnekTiB Y 0cobNCTOro AOCBIAy.

Y nybnikauii «<Bnave npeseHTaLii gn3aniHy
Ha Bi3ya/ibHe CNPUWHATTA: MOPIBHAHHSA AaHWX
BIZICTEXXEHHA OYEWN apXiTEKTYPHUX CLEH MiX
doTorpadieto Ta MantoHkom» (k. Mapk, HO.
[>xuvn, C. AH, C. J1i) [13] aBTOpM Ha OCHOBI AaHKX
BIACTEXXEHHS ~ OYel  AOCAIAXYHOTb, AK
npeAcTaBAeHHS BM/WBAOTb Ha CHPUNHATTA
NIOAMHOIO apXiTEKTYPHUX CLieH. BuasneHo, wo
WTPUXOBUA  MaNHOHOK, MOPIBHAHO 3
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doTorpadieto, po3citoe Ta KOHLIEHTPYE yBary
3a/eXHO BiJ 3acob6iB BUPA>KEHHS, 3MEHLLYE
Pi3HULO B yBa3i MiX OCHOBHMMW Ta
HEOCHOBHWUMW rpynamu, 3MeHLUye yBary
BIANOBIAHO A0 3MiHW CLLEHM Yepe3 3MEHLLEHHS
KOHTEKCTHOI iHpopmauii. ABTOpM JAOXOAATL
BMCHOBKIB, fIK penpe3eHTaTvBHI BIAMIHHOCTI
MO>Ha MOM'AKLINTA 3@ ZOMOMOTr O TEXHIYHMX
3acobis. Ans KepyBaHHA yBarowo
NPOMNOHYIOTHCA BUKOPUCTAHHA Taknx 3acobis
BMPAXXEHHS: YITKICTb JiHIA, NIAKPECNEeHHA 3a
AOMOMOroH NOBTOPEHHSA abo BiATIHKIB Ciporo,
MOHOTOHHICTb Bi3€PYHKIB.

Y pocnigxeHHi «[1pouyec MmantoBaHHA Ta
CTBOPEHHS i4eV Yy HaBYaHHI  An3avHy.
cMcTeMaTnyHUM ornag nitepatypu»
(4.P. Hosika, E. Bianto 1a C.A. Kamnoc) [12]
NiAKPECHOETbCA BaXJ/IMBICTb  BUMKOPUCTaHHSA
MaJjoHKIB fIK BaXIMBOTO IHCTPYMEHTy B
npoweci po3pobku ifen an3anHy, He3anexHo
Bifl TOrO, BUKOHYETbCA BOHO Ha Mmanepi u/ B
undpposomy Buraagi. NMpote 3azHayaroTb, LLO
KOXXEH HOCIV Ma€ CBOI nNepeBarn 1a HeAoiKW, i
BMOIp cepesoBULLA MOXe BMNIVHYTU Ha AKiCTb
KIHL,EBOro pe3yabTaTy M3auHy.

Omxe, 3 aHanizy iHGopMaLiNHMX axxepen
MOXHa 3p06UTN BUCHOBOK, LLO AOCNIAXKEHHS
Cy4acHOI NPOEKTHOI rpadikn akymytoe y cobi
HWU3KY nUTaHb o0 3aCTOCyBaHHs
BNACTMBOCTEN K TPaAULIMHWKX, TaK | HOBITHIX
3acobiB Bi3yanizauii. [TMTaHHA WOA0 NOCUNEHHS
e€MOLiMHOro BNAnBY rpadiuHOro 306pakeHHs
MOKM LLLO 3a/IMLLIAETbCA HEAOCTATHbO BUBYEHVMM.

MocraHoBKa 3aBAaHHA. MeTa cTaTTi —
BUABMTM Ta  CUCTeMaTM3yBaT  OCHOBHI
npurvomMn nepegavi cyb’'eKTUBHUX AKOCTEW Yy
HOMeHKnaTypi dopm rpadiyHOi KOMYHIKaLj,
AaTV OLIHKY iXHbOrO BMAMBY Ha CMPUAHATTA
Bi3ya/lbHOTO  MOBIJOMJIEHHsA,  BCTaHOBUTU
3aKOHOMIpPHOCTI Ta  MpiopuTeTM  LWOJO
3acToCyBaHHA Taknx npunomis y
perpeseHTaTMBHMX  Ta KOMYHiKaTUBHMX
3aBAaHHAX.

Pesynbratn pocnigyxeHHa. CydyacHui
AV3aiH nparHe 4o CTBOPEHHS NPOAYKTIB CBOEN
AIANBHOCTI, 34aTHUX BUKAMKATW  Hanepea
0bymMOBAEHI MO3UTMBHI eMoLii. Agxe 4acro
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npu Bubopi BMPObGIB AM3anHy, nonpu
eKcrnayaTauiiHi AKOCTi, CMOXMBa4y KepyeTbCA
nepeBa>kHO 30POBOIO OLIHKO BPaXKEHHS, LLIO
BMHMKAE MiJ YacC MepLUOro KOHTaKTY.

BinbwicTb TeopeTukis An3aliHy
BBaXKakoTb, O NPOLEC MPUAHATTA pPiLlleHb ans
CNoXwuBaya MOYMHAETBCA BXE Ha CcTagil
Bi3ya/bHOI OLIHK/  JOCKOHanoCTi  popmu
06'ekTa, e Bxe GOpMyrOTbCA CyD'€EKTUBHI Ta
06'eKTUBHI acnekTu KOPWUCTyBaHHA
An3alHepPCbKMM BUPOBoM.

CnexkTp eMmoLi, AKi BUKIMKAE O6'eKT,
Moxe 6yTn abCONMOTHO Pi3HUM, 3a/1€XHO Bij
nokaaZeHoi B OCHOBY MOTO AM3alHy KOHLLenyji,
0CO6/IMBO, WO  CTOCYETbCA  CyH'€EKTUBHUX
acrnekTiB, MPO O NeBHi YABNEHHA Aa€E npaua
lloHa Apacmca [1]. BiH Ak HaykoBeup |
BMK/Iajau KanipopHiricbkoro KonemKy
CTBEPAXKYE, WO Ob6'ekT MOXe BUKINKATU
no4yTTa ePeKTUBHOCTI (AKLWO Y GOPMI YITKO i
ACHO BMpaxeHa OQyHKUiA) | 3aneBHA
cnoxwuBaya, WO Takmn ob'ekt  byge
dyHKuioHyBaTM 6e340raHHO, a CroXwvBau
OTPMMyBaTVMe 3aJOBOJIEHHA Bij npoLecy
ekcnayaTauii. A6o 6yTV HaCTIIbKN BMLLYKAHVM
Ta efNeraHTHMM, WO acouitoroun cebe 3 UMM
npesMeToM, BAACHUK BigyyBaTUMe BUCOKY
CaMOOUiHKy. HaBiTb MoOXe anentoBatnm Jo
ryMoOpy Ta >apTy, TaKuM UYMHOM 3any4daroum
rnagada Ao KOMyHikau,ii.

[OCNIAHUKN  CXMAAOTBCA  AYMKM,
obpas 06 'ekTa NPOEKTYBaHHS,
mMaTepianizoBaHu,  «OnpejMeTHeHW»  3a
paxyHOK 306paxkeHHs, BubyaoBaHMA 3a
MNPVHLUUMOM Bi3yaabHOI NOAIGHOCTI (PUCYHOK,
ecKi3, Hauyepk, KpecneHHs) O6inbwor un
MEHLLUOK MIPOK «3aMmillye» cam ob6'ekT [6].
Omxe, NeBHI AKOCTI 06'ekTa MOXYTb HYTK YiTKO
BMABNEHI Ha eTani rpadivyHoi npeseHTawyi,

o

3oKkpema B peknamMHin NpoAyKuii.
AcouiaTVBHWI PiBEHb CNPUIMHATTSA 306paxeHHs
AA€ neplwi yABAEHHA Mpo Te, AKAMMU

BNIACTUBOCTAMU HajiNneHo 06 eKT.

[ocBig MaHinynauii 3 TexHikamu Ta
3acobamum 306paxeHHs, KOMMO3WLLED
NJOLWMHW Ta iIHWWMW Pi3HOBUAAMM Bi3yanizaLii
CTUMYNIOE TAsgadva A0 MOTPiGHOI eMoLinHOI
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peakuii. CykynHiCTb Haworo Aoceigy Ta
pedepeHCiB BM3HA4aEe 3B'A30K i3 TUM, WO
HamararoTbCs JOHECTM y 306 paxkeHHi. Ha gymky
AOCNIAHWNKIB, oAU MatoTb  34aTHICTb
KOHLeNnTyanizyBaTu  KOJNEKTUBHWIA  AOCBIZ,
HaBiTb TakMW, WO BUXOAUTb 3@ MeXYy IXHbOI
CBIiJOMOCTI. TakMM  4YMHOM, KOMYHiKauis
nepekoHAMBaA TOAl, KOM Ha pedieKCrBHOMY
PiBHI MOB'A3aHa 3 IAEHTUYHICTIO, KyNbTYPOHO,
nepekoHaHHAMM Ta CBITOCNPUNHATTAM [1].
HesipHe TpakTyBaHHA 06pa3HO-eMOLiMHOI
cknagosoi  opMK, Ha piBHI rpadiyHoro
MOZEeOBaHHA MOXe MPU3BeCTU JO CTBOPEHHS
ManoedeKTMBHOrO, HaBiTb OMaH/MBOTO BMPa3Y,
acoLiNOBaHOTO 3 MOHATTAMW, HEBAACTUBAMM
06'exTy.

Omke, Ha OUiHKYy  Cyb'eKTMBHOrO
CNPUAHATTA 306paxkeHOro BM/MBAaE Te, K
306pa>keHo 06'ekT. TyT He nnLe NaeTbca Npo
MOJENOBAHHA MOro O6'eKTUBHUX SAKOCTEN
(bopma, po3mip, NMONOXEHHA B MPOCTOPI,
CTPYKTypa TOLLO) 3 NO3MLi PYHKLiOHANbHOCTI
N eKOHOMIYHOCTI 3aCTOCOBaHMX rpadiyHnx
3acobiB, a ¥ nNpo HaABHYy BMpPa3HiCb
CybO'eKTMBHUX  acCnekTiB, AKi  BM3Ha4akOTb
NPOCTIP CeHCIB Ta acoLiaTUBHWX MOHATb.

KoxeH i3 06'ekTiB MOXHa 306pasum

pisHUMKM cnocobamun. 3ob6paxkeHHs Moxe
cnigyBaTn  peanbHMM 3akoHam nepegadi
npocTopy, CBIiTNOTIHI, dopmn abo 6ym

npeacTaBaeHe cepesoBuLLEeM, abcTparoBaHm
BifIHOCHO LMX 3aKOHIB, B AKOMY
NiAKPECNIOIOTLCA EKCMPECUBHI AKOCTI Gopm.
Hanpwuknag, 3aCHOBHUWKM Kybi3My nparHyan y
CBOiIX poboTax BiATBOPHOBATH CBIT TaKUM, KM
BiIH MOro BIATBOPHOE Yy CBOIW CBIZOMOCTI.
LLnAXOM BMOKpPEMJIEHHA | MPUBEAEHHA BCIX
npeameTia i popM A0 NMPOCTUX FrEOMETPUYHMX
diryp Ta ix kKomb6iHaLiM BiANOBIAHO J0 3aAymy
MUTUA  KybicTM  Hamaranaucs  Aiutm - Jo
iHTENEKTyaNlbHOTrO M aHaNITUYHOIO XXMBOMNCY,
3laTHOrO PO3KPMBaTK CTPYKTYPY peyen i ixHro
BHYTPILWHIO CYTHICTb, BMpaXkaTu «KOHCTaHTU
6yTTA», MigHIMaTMCA 4O  PIBHA  BUMOT
Cy4acCHOCTI, BXOAWTU B Hei |1 cnpuatn i
nepebynosi.
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B enoxy po3suTky doTorpacdin ta 3acobis
doTOopeanicTMyHOro Moaento-BaHHs, 3HaYeHHs
dopmanizoBaHnx 3acobiB 306paxeHb He
AleBaNbBYETbCA, @ HaBnaku, HabyBae HOBOI
OLLIHKMW. 3BMYaliHoO, doTorpacdiuHe
306paxkeHHs, nojaHe 6e3 xoaHOT 06pobku Ta
pejaryBaHHA roBOpWUTb HaM MpPO BIACYTHICTb
obMaHy. | xoua 6inbLWiCTb NtOAEN PO3YMItOTh,
wo dotorpadia moxe 6yt chanbcmdiko-
BaHOO, BCE X OiNbLUICTb CXUABHI CNpUiMaT
doTorpadito aK BUAMMY peanbHicTb. BogHouac
AkicTb  poTtorpadii 3zatHa rosBopuTM Npo
NeBHMN KOHTEKCT. Bigomo 6arato BMNaAKis,
KONM He HaWBuwa AKiCTb GOTO  MOXe
akymystoBath B cobi 0cobamBui emMoLinHNM
BNAWB Ha rnajava.

padiuHO dopmanizoBaHi 306paxkeHHs
MatoTb BiNbWINNA KOMYHIKaTUBHMIA MOTeHLan
aHixx doTorpadii, 40 TOro X, y chepi BizyanbHuX
KOMYHiKauin HagMipHa o6'ekTuBizauis He
3aBXau € baxkaHoto [2]. IHoai BOHa 3aBaae
CNpUMAMaTL FONI0BHY iAet0 TBOPY. Y TpaAnL,iMHIN
rpadiyvHin KynbTypi, 3pa3kax 06pa3oTBOPUOro
MUWCTELTBA Pi3HMX KyAbTYp (0COBAMBO CXifHWX)
3aBXan OirypyBano He /vie MUTaHHA «LO
306paxaTtn», a h NUTaHHA <O He 306 paXkatm».
TakuM 4YMHOM Ue JaBajo  MOXIMBICTb
JOCATHEHHA  NIaKOHIUHOI, BUpa3Hoi Ta
fockoHanoi ¢opmu TBOpYy. OTXeE, Apyrui
NpPUHUMN nepeabayae CnpoLeHHA peanbHOCT
3a 4OMNOMOrOH0 3aCTOCYBaHHSA MEeBHOI CUCTEMU
rpadivyHnX eneMeHTIB (1iHif, TOYHa, N1AMa, TOH,
TeKCTypa TOLLO) Ta 3HakiB, 32 J,ONOMOTOHO AKNX
MOXHa NpeaCTaBUTU Oyab-AKNA  30POBUIA
o0bpa3 [2]. Onuc ob’exTa (aBuMLLa, NpesMeTa) Ta
MNOro BNacTMBOCTEN 3@ AOMOMOT OO BU3HAYEHOI
cnctemu rpadivyHnX 3HaKiB 3 MEBHUM CTyMeHeM
TOYHOCTI Ha3nBatoTb dopMmaizaLieto. OCHOBHa
Te3a dopmManisauii NoNArae B TOMy, WO HalLli
3HaHHA NpPO peasbHi 06'eKTN € HEeNnOBHUMVY,
TOMY XXOZAEH 3 HUX He Moxe ByTn onucaHwn
BnuyepnHo. OgHak, y MexXax HabyTux 3HaHb
6yab-aKnMi NpeaMeT abo ABMLLE MOXYTb By™
OnucaHi 3 BMCOKOK Mipo TOYHOCTI. Ak
BifOMO, B AeAKUX  BUMagkax AN
XapakTepucTmkn ob’ekta [OCTaTHLO 3POBUTU
noBepxoBuK onuc, ae OyayTb BigobpakeHi
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Ve HanBaroMiLli NOro BAacTMBOCTI. B iHLWMX
HeobXiHO HaBeCTW AeTaNbHiLli BiJOMOCTI Npo
ocobanBocTi 0b6'ekta, MPO WNOro CTPYKTypYy,
NPUHLUNN GYHKLiIOHYBaHH A, N1aCcTUKY MOBEPXHI,
TeKCTypy Towo. [loTpibHa TOuHICTb, abo,
IHWWMKW  cioBamMK, CTyniHb  dopmanizauyi
06'ekTa 3a1eXnTb Big MOCTaBAEHOI METH, TOBTO
BiZ TOro, AN BUPILIEHHA SKMX 3aBJaHb Le
ONMMCaHHA Npu3HayveHe. Ha aymky 6inbLluoct
daxisuis, npouec rpadiyHoi dopmanizaui
HOCUTb TBOPU M XapaKTep, Lo 3HaYHOR MipOHO
OOYMOBANIOETHCA  CYyD EKTUBHO-IHTYITUBHUMM
dakTopamu. Mowyk HanbinbW NAKOHIYHUX i
BOAHOYAC EMKMUX 3@ 3MICTOM POpPMani3oBaHNX
rpadivyHnx obpasiB € rONOBHUM 3aBAAHHAM Y
MuUCTeuTBI NPOEKTYBaHHA, peknamHoi
nNpoAayKuii, ToBapHMX Ta GipMOBMX 3HakiB. ¥
npoueci dopmanizauii BigdyBaeTbcA BCebiUHE
JOCNI AKEeHHS KOMMNO3MLiMHO -06 pa3Hmx
3aco6iB npe3eHTauii 06'ekTa, MoAil, ABWLIA
ToLwo [6].

Ctunizauif, Ha BigMiHy Big dopmanizauii —
Lue OAVH i3 MpMMOMIB BiyanbHOI OpraHisauji
obpa3sHoro BMpasy, Npu SKOMY BUABAAOTLCSA
HaWbiNbll XxapakTepHi pucn npeameTa i
BiAKMAQIOTbCA MeHLW cyTTeBi. CTunizauia sk
npouec pobotn ABnAE COH6OH AeKkopaTUBHE
y3aranbHeHHsa 306pa>kyBaHunx 06'exTiB (Piryp,
npeaMeTiB) 3a JAOMOMOTOK pPAAYy YMOBHMX
NPUMOMIB 3MiHU GOPMU, 0B'EMHUX | KON PHMX
CNiBBiAHOLWEHb. TBOPUYMA MeTOA CTUAi3aLl
nepepbavae 3aM03NYEHHS ICTOPUYHMX,
HaLiOHa/IbHUX, CHOXETHUX MOTUBIB  abo
XYAOXHIX MPUMAOMIB i3 yXe HasBHOro
KYy/IbTYpPHOTO foCBiay, TXHE TBOpYE
nepeocMuaieHHa | obpa3Hy nepegady
CyYaCHUMU XYAO0XHIMM 3acobamu.

JlroacTBO BNPOAOBX CBOrO  PO3BUTKY
HabyBano focBigy 306pakeHHA Ha MNJOLLMHI
OTOYYHOUOI MPOCTOPOBOI AIMCHOCTI 3aBAAKA
HanpaubOBaHMM MeTOo-A4aM i MpuUOMaMm.
BinbWicTb AOCAIAHNKIB CXWABbHI BBaXXatu, WO
rpadivHi cnocobu 306paxKeHHs K HeBij, EMHO-
CKllafioBa YacTMHa MNpouecy MPOEKTYBaHHS,
MOCTINHO  BMAO3MIHIOOTBCA  pa3oMm 3
€BOJIIOLIVHUM PO3BUTKOM BWAIB XYAOXHbO-
NMPOEKTHOI  AianbHOCTI. PaHHE  MuUCTeLTBO
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CTapOAaBHIX Ky/JbTyp CBiAYMTb NPO MNiAXi4 A0
306paxeHb MNpesMeTiB, 3aCcHOBaHWM  Ha
3HaHHAX NPO HWX. Taki 306paXeHHA Ha3MBaroTb
cumBoniYHMMKU.  CMMBOJIIYHE  306pa>keHHs
XapaKTepu3yeTbCA TUM, WO iges bepeTbca 3
peanbHOI AiNCHOCTI, ane BTINHOKOTbCA AuLle Ti
BUAMMI  XapakTepu-cTukn  O6’ekTiB,  LIO
HeobXigHI Ans iXHbOrO pPO3Mi3HaHHA Ha
306paxkeHHI. Bce HeBaxumBe AN BUAB/EHHSA
3MicTy 306pakeHHs Buaydaetbcs. Cam cumMBon
Moxe Oyt acouiaTMBHUM, TOBTO CBOEHO
dopmoro HaragyBatn dopmy ob’ekta, abo BiH
Moxe 6yTm yMOBHWUM, TOBTO BOJIOATM
He3anexHo Bif 06'ekta POpMOIO, 3HAUEHHS
KOTPOi  BW3HA4YaeTbCA 3a  JAOMOBJIEHICTIO
(kOHBeHU,inHi). KOHBEHLi-Hi (YMOBHIi) 3HaKM He
MaroTb HIYOro CMifIbHOrO 3 iKOHIYHMMMW, IO
MatoTb CXOXICTb 3 03HaueHuM [2]. Taki 3HaKy,
AKi Hepigko € abcTpakTHUMK 306 parkeHHAMMY,
BMKOPWUCTOBYHOTbCA 34e6inblworo ans
nobyaoBM PI3HOMAHITHMX CXeM, KPeC/eHb,
CUCTEM Bi3yasbHOI KOMYHiKaUil. s po3yMiHHSA
iHTepnpeTauii  KOHBEHLIOHa/lbHMX  3HakiB
KOPWUCTYIOTbCA AOAATKOBUMMW MOACHEHHAMM.
Ockinbkn  po3pobka byab-aKOi  cucTeMM
KOHBEHLIOHaNbH WX 3HaKIB MOBWHHA CNMpaTnca
Ha MPUHUMAW Bi3yanbHOI LINICHOCTI BCi€l
CUCTEMM Ta MOAIOGHOCTI CTPYKTYpU CKNaLOBUX
eNeMeHTIB, A4 iXx nobyaoBu, fK MNpaBwo,
BMKOPWUCTOBYHOTb mMozyni nNpoCTnX
reomMeTpuyHux ¢oiryp Ta ixHi noxigHi. Okpim
TOro, MCMXOJIOraMy JOBEAEHO, WO MpOoCT
dopMKn NOTPebytoTb HaMMeHLe 3yCUab ANs
CNPUMHATTA Ta 3anam’aTOBYBaHHsA [6].
ABCTpaKkTHI 3Hakn Ta CMMBOAN MOXYTb
BMKOPWUCTOBYBATUCh AN ONUCY 06'eKTIB, ABULL
Ha abcTtpakTHOMY (6e3npesgMeTHOMY) piBHI, B
OCHOBI CMPUMHATTA TakOro BUpasy NoiArakotb
CMiBBiAHOLLEHHS Mi>XK BNACTUBOCTAMM
eNeMeHTIB  KOMMo3uuii (po3mip, KilbKiCTb,
KOHbIrypauia, MONOXeHHA Ta OpieHTauia y
NPOCTOpI, KOAIpP TOLLO), WO MNpPU3BOAATL A0
dopmMyBaHHA MeBHOI acouiaTMBHOI Mogeni. 3a
JOMOMOroK  TaKoi cncTemu MOXHa
Bif0Opa3nTK Taki CNiBBIAHOWEHHA AK OAWH-
6arato, Mannn-BENVKWUW, [OBrUA-KOPOTKNN,
CTINKMN-HECTINKUI TOLLLO.
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3aBadaku 0CobANBOCTAM HaLloro
Bi3ya/sibHOrO CNPUAHATTS, Oyab-aka
npoctopoBa Gopma MOXe yni3HaBaTUCh JnLLe
3a A0MNOMOrO MiHIMaNbHOT KiNbKOCTI NiHIM Ha
NAOLLMHI, LLIO BU3HayaTb NEBHI XapaKTepUCTUKMA

JaHoOI  QopMM — CUJYeT, pPyx OCbOBMX
HarnpasJ/ieHb, OCHOBHI reoMeTpuyHo-
KOHCTPYKTMBHI  enemeHtT Towo. Jlocsia

CNPUINHATTA LO3BOJIAE CNPUAMATU KOHTYP He AK
CaMOCTIVHY NiHIt0, @ AK NiHINHE YTBOPEHHS, LLO
XapaKTepu3ye CTPYKTYpPHi SKOCTI NnpeameTa.
NliHinHe (KOHTYpHE) CNpUWHATTA npeameTa
nepegae iHdopmauito nNpo Taki  MOro
BNACTUBOCTI, AK PO3Mip, Maca, dopma, pakypc.
HannpocTiwmnn cnoci6 306paxkeHHs —
cunyetTHUn.  Yepes  crneuymdiky  HaWoro
30pOBOr0  CNPUNHATTA BiNbWwicTb 06'exTIB
HaBKONMLIHBOrO CepefoBULLId MW  MOXKEMO
iaeHTndIKyBaTM  came  3aBAAKM  CUAyeTy
(abpucy). 3aranbHun cunyer Moxe 6Hymwm
AndepeHLiNnoBaHMA Ha YaCTUHU — CUIYETU
noro cknagosux. Cunyet 6yBa€ BUpa>keHWin 3a
AOMOMOTrOH KOHTYPY (NiHiT) abo nasmoto.
BupasHictb  cunyety, AK  NpaBuio,
MOCUNHOETLCA NeBHUMM npuiomamm
306paxkeHHs, @a came — cTunizauiero (Mpo Hei
3raflaHo BMLIE), @ TakoX TpaHchopmaLjero

(3MiHM  dopMM  npesmMeTa 3@  MEBHUM
napaMeTpoM, Hanpukiag — OKPYrieHHs abo
HaZaHHA CTPOKaTOCTI, BUAOBXEHHS,

36inbLleHHs ab0o 3MeHLWEHHA OKPEMUX YaCTUH
ginoro towo). TpaHchopmauia cuayety Aae
3MOTy 0 BUHWUKHEHHS JOAATKOBMX acoLiaLil,
HEOAHO3HAYHOCTI TpakTyBaHHA dopMK, WO €
NOTY>XHWUM BUPa3HUM 3acob0oM.

Baromuin daktop, WO BM/IMBaE Ha
acoujiaTMBHICTb rpadikv— Lie TeXHIKa CTBOPEHHS
306paxeHHA.  BukopucTaHHA  pUCOBaHWUX
306paxkeHb BIAKPMBAE NPaAKTUUYHO He3MexHi
MO>XJIMBOCTI Ana nepegadi iHpopmau,ii. KoxxeH
IHCTPYMEHT CTBOpPEHHA 306paXkeHb  Mae
XapaKTepHU cnif Ta AO3BONSE AM3allHepy
dopmyBaTn cBOtO BizyanbHy moBy [14]. BupasHi
BNACTUBOCTI IHCTPYMEHTa pUCYHKa MatoTb
NOMITHWUW BNAMB Ha KOMYHiIKaTUBHWIN piBeHb
300paxeHHA, a He JuMe Ha Bi3yasbHi
XapaKTepUCTMKM eneMeHTiB. TeXHIYHUIA cnoci6
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BMKOHaHHA poboTM, OKpiM iHWKMX 3acobis,
CKNaAa€ CBi 3MiCTOBHUI PiBEHb — €MOLLIHWI
(M'AIKICTb, XXOPCTKICTb, THYUKiCTb, HAMPY>KEHHS),
a iHOAj HaBIiTb KOHLLENTyalbHUI, AKLLO TeXHIKa
BMKOHAHHSA MPOEKTY BiANOBIAAE cneundiuHin
TeXHILi perioHy uu iCTOpUYHOro nepioay, Ha
AKMN NOCUMNAETLCA aBTop, abo 06yMOBAEHUI
BNACTUBOCTAMU NpeaMeTa, WO 306payeTbea
Tak, HOXWUi, 306pa>keHi TeXHIKOK annikauii
NiAKPECNOrTb IXHHO BNACTUBICTb pi3aty nanip.

B pwucoBaHin TexHiui Taki Bi3yasbHi
onepatmBHI  KOHCTaHTW,  AK wpndm,
AeKopaTuBHI akcecyapw, abcTtpakTHi rpadiyHi
efleMeHTV, pi3HOBMAM Manepy Ta Crnocobu
APYKY Nerko MOEAHYHOTbCA Ha TEKCTYPHOMY
PiBHIi, YOO Malke HEMOX/IMBO JOCATTN B GOTO
peanicTUYHMX 306 paxKeHHAX.

BupasHictb niHiHOT rpadivyHoi MOBM
3aNeXuTb Bif, XapakTtepy Hapucy NiHIN (YiTkiK,
PO3MWUTUI, CyuiNnbHUKA abo nepepuBYaTUN,
ctanoi abo 3MIHHOI TOBLMHW Ta TOHY,
cTpokaTuii abo okpyrami), ix TOHaAbHOCTI Ta
KO/MIbOPY, TOBLUMHK, GakTypu. 3anexHo Bij
cnocoby nobyaoBu, TPaguLIMHO, BCi AiHIl
MO>Ha MOAININTN Ha ABa TUMW: KPeCAAPCbKi Ta
pucoBaHi «Big pyku». JliHii, cTBOpeHi 3a
AOMOMOrOH BEKTOPHUX aNroputMmie LindpoBoi
Bi3yanizau,ii, NOAIOHI 2O KPeCNsPCbKMX.

MpAmMa kpecnapcbka ANiHIA  BUTNAJAE
XOPCTKO, O3HayeHOo. Taka JiHIA Hanexurb
306pa>keHH0, N0bys0BaHOMY 3a AOMOMOroH
cneujianbHUX IHCTPYMEHTIB, TOA4I fK PUCYHOK
BMPI3HAETLCA 3@ PaxyHOK 6iNbLLIOI NPWPOAHOCTI.
lpeanbHO piBHI Ta uiTKi Kpecnspcbki AiHil

anenorOTb A0  acouiauin i3 BUCOKOH
TEXHO/IOTIUHICTIO Ta MaTeMaTUYHNM
pO3paxyHKoM, 6e340raHHICTHO  BUKOHaHHS,

HaAINHICTIO Ta QyHKUiOHanbHICTO. JTiHiT, AKi y
KpeCcNeHHi HeE3HaYHO BUXOAATb 3@ MeXXi KpawHix
TOYOK GOPMMU, MOXKYTb CTBOPHOBATK acoLliaLiito
3 nNeBHOKW  CBOGOAOK,  KpPeaTUBHICTHO,
He3aaHraXXoBaHiICTHO.

HatomicTb TpemTanBa NiHifA, yTBOpEHa Big,
PYKW, MOXe Ha eMOLinHOMY PiBHI MiAC1IIOBaTU
BPa>Ke€HHSA Bif, BUKOHAHOTO PyYHOIO MpaLeto
npeamMeTa, MOro npupogHicTb. [ligkpecneHa
rpybicTb Ta HegbanicTb PUCOBaHMX 306 paXeHb
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TaKoX MOXe CBiJUYNTM MPO MeBHY YECHICTb Ta
BiZABEPTICTb BUC/IOBY, HanayXicTb 4O AeTanen.
HatomicTb BUTOHUEHICTb, HagMipHa
CTapaHHiCTb, JeTanizauia y  306pa>keHHi
CBIAYNTb MPO 3axOMnJeHHA aBTOpa, LiHHICTL
06’ekTa, KN 306paxkeHo.

BiagkpuTiCTb HamManbOBaHWX Bij PYyKu
306paxkeHb Ay>ke npuBabavBa. ApxiTeKTypHUA
Ta IHLWI BUAM NPUKIASHOTO PUCYHKA — HE inLle
6axkaHHA Mi3HaHHA, AOCNISKEHHS NPUPOAN,
BIATBOPUTYM JOCAIAKyBaHe Ha apKyLUi nanepy, a
n OAMH i3 cnocobiB  BUCNOBAEHHS
Cyb'eEKTMBHOrO CTaBNEHHA A0 AINCHOCTI Ta
PO3KPUTTA AYXOBHOTO CBITy CaMOro aBtopa. ¥
Takunin MantoHOK aBTOP BKIaJa€ YacTUHY CBOTO
TBOPYOro noTeHuiany, | Tomy 3B'A3ye
BIpOrigHiLLe Ha eMOLIMHOMY PiBHI.

Y3arani, cepes dopmanizoBaHux 3acobis

nobysoBn  BUPI3HAKTb  JiHIWHI, TOHOBI,
CBIT/NIOTIHBOBI Ta MOAIXPOMHI, Ae NiHIfA, TOH,
CBITNIOTIHb | Konip € OCHOBHVMM

BMpakaibHMMM 3acobamu.

Byab-sike niHIViHe 306pa>keHHA 3a CBOEHO
NPUPOAOID CNPUMMAETLCA AK NEerke, NPo3ope,
oTXe JIHIMHUM  300paXkeHHAM  MOCUKOE
JIErKicTb Ta AMHaMIiuHicTb 06’ekTa. BoaHouac
Macy 306paxkeHHA MoXxHa 36inblyBaTn abo
3MEeHLYBaTN 3aBAAKN LiNbHOCTI N TOBLUMHI
NiHIN.

Okpim  cnocoby 306paxeHHA  Ha
€MOLiNHY OLiHKY BNAnBae komno3uuis. Cepes
6araTboX BiZAOMWX BNACTUBOCTEMN Ta SKOCTEM
KOMMO3ULIT Y/ He Halnbinblle Ha eMOLHYy
XapaKTepucTMKy BMJMBaE JAMHaMika, fka
BM3HAYAETbCA OCHOBHWUM HAMPSAMOM JiHii.
Hanpsam niHi MoXe NposBAATUCh He nLe Yy
BUAMMOMY KOHTYypi 306paxkeHoro, ane W
NiACMNOBATUCb 3@ JAOMOMOTOH LUTPUXOBKY,
KOMMO3ULIMHOI OpraHisaLii ZOMiHyruUMX ocen,
BMOOPOM pakypcy, HanpAMOM TekCcTy Ta
iHWWMM 3acobamu.

Y opraHisauii npocropy AiHii MOXyTb By
FTOPM3OHTalbHAUMYK,  BepTUKaabHUMKW  abo
AiaroHanbHUMKW. JocnifHMKM Teopii KOMNOo3mui
AOBOAATL PI3HI NPUKAAAN TOTO, AK MOEAHAHHA
BEPTMKa/NbHWX, TOPU3OHTANbHUX Ta MOXUAMX
NiHIK Ja€ LWMPOKNK CNeKTp MOXXINBOCTEN
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OfEPXaHHA  PI3HOMAHITHUX 3@  CBOEO
E€MOLMHOK  BMPA3HICTIO  KOMMO3MLINHNX
CTPYKTYp.  [OpM30OHTasbHI  AIHIT  MOXYTb

CTBOPHOBATM BigUyTTA CTabiNbHOCTI Ta CMOKOH,
CKNafatoTb BPa>keHHA cnabkoro, macMBHOrO
pyXy 3niBa-HanpaBo. BepTukanbHi  AiHii
BMK/INKAKOTb BIAYYTTS aKTMBHOTO PiBHOMIPHOMO
pyXy Bropy, HajaroTb Bi3yalbHOI BUCOTH, Lie
MOXe OyTM BuKOpWCTaHe ANA MOCUIEeHHS
BPa>XXeHHA TPaHAIO3HOCTI Ta  3HaYMMOCTI.
[liaroHanbHi, NOXWAi NiHIT 4OAA0TE AMHAMIKY Ta
PYX: 3a71€XKHO Bifj KyTa Haxuay i BUCTynaroTb AK
«crnagatodi» abo X  «BUCXIAHI» MOXYTb
no3HauaTtu TpeTin BMMIp. [liaroHanbHi ANiHii
MOXYTb CTBOpIOBaTH KOHTpacT 3
FOPU3OHTaIbHUMM Ta BEPTUKANbHAMM
eneMeHtamn. Bubip Ta NOEAHAHHA Pi3HMX
AOMIHYHOUMX HanpsAMmiB JiHIK B Bigirpae
Ba>JIMBY POJib Y CTBOPEHHI KOMMNO3uLii [6].
Mcuxonorm CTBepAXyoThb, WO  HifbLu
CKNafHi NOYyTTA BUK/IMKAE y rajava BUrHyta
NiHif. Ha BiAMIiHY Big npAMMX NiHIN T Bi3yanbHe
«MPOYMUTAHHA» XapaKTepu3yeTbCs
HepiBHOMIpHICTIO. JiNfAHKN NA1aBHOTO Nepexoay
KPUBWMHW CMPUAMatOTbCA NOFNAL0M Nerko 6e3
HanpyxeHHA. Pi3ki okpyrneHHa abo 310mu
noTpebyroTb 3yNMUHKM PyXy OKa. 3a/iexHO Bij

KPUBMHW  BWHUKaKOTb  PI3HI  acouiaTuBHI
Xapaktepuctmku.  Taki  BM3HAUEHHA  fK
«yBITHyTa», «BWUMNyKNa», «jlamMaHa» [JaBHO

3aHANM CBOE MicLe y Teopii POPMOTBOPEHHS.

MepeTuH A4BOX NPAMMUX NiHINA YyTBOPHOE KYT,
rPaHNYHI MeXi AKOrOKOIMBAKOTLCA Y MeXaX Bif
0 po 180 rpagyciB. Kyt 30poBa
XapaktepucTmka naowmHn.  «focTpuiny,
«TYMUN» — AKOCTI, MPUBHECEHI acoLiaTVBHO Ha
OCHOBI  JOTMKOBWUX BigYyTTiB. CNpUAHATTA
NAOWMHHUX QIryp BU3HAYaETLCA XapaKTepom
NiHIN, WO yTBOPHOHOTH Ui irypu.

Ha emouivHy ouiHky
ob'ekta BN/AMBAE oOpraHisauia rpadiyHoro
NpoCTOpPYy, WO BW3HA4yaE 3arajsbHy AKICTb
KOMMNO3WMLii, @ TaKOX MOJNOXEHHA Y NPOCTOPI
BNnacHe ob'ekta. Y cniBBigHOLWEHHI dopmMK i
KOHTPHOPMU PO3PI3HAIOTb TPU OCHOBHUX TUMK
opraHisauii — goMiHyBaHHA 06'ekta (dopmn),
6anaHC MixX 0bB'ekToM | OTOYYHUMM

306 paxeHHs
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NPOCTOPOM, AOMiIHYBaHHA npoctopy. KoxHe i3
LMX CNiBBIAHOLIEHb BU3HAYa€ Pi3HY eMOLnHY
OLIHKY KOMMO3KLji, CMay «3By4aHHsA» 06'ekTa
(ryyHnin abo TUXMWK), akueHTyauiro popmu.
KoHTpdopMma iHOgi BUPi3HAETbCA 3@ abpurcamn
AK CAMOCTIMHWUI €IeMEHT, | € aKTUBHUM HOCIEM
A0AATKOBOrO CEHCY.

KinbkicTe npocTopy, fika poO3TalloBaHa
HaBKOJIO 06'ekTa, MOB'A3YHOTb TAakOX 3 BjlacHe
LiHHicTHO camoroob’ekTa. LLLo 6inbLue npocropy
HaBKONO e/fleMeHTy, TO bi/blue 3HaUeHHsA BiH
Mae. MNpocTip po3mexoBye 06'ekTH, Hajaroum
[[Y] 3HayeHb CaMOCTIMHWUX  eNeMeHTIB
Komno3uyii. HaToMicTb MiHiIMaabHa KifbKiCTb
npocTopy abo ii BIACYTHICTb MiX eseMeHTaMM
roBOPWTb MPO B3aEMO3B'A30K MiXK HUMM.

OcKinbk/M  Ha  AKICTb  OUiIHKM  Macm
306pa>keHHA Hacamnepe BNAVBaE 3akoH CUan
TAXKIHHA, AKOMY NiANOPAAKOBaHe Hale
CNPUNHATTA MaTepianbHOro CBITYy, TO e/IeMEeHT,
PO3TallOBaHUM Y HV>KHIW YacCTUHI MAOLWMHM,
OLIHIOETbCA AK BaXKW, a 306paxkeHHs, ae
LEHTP Barm 3HaxoAMTbCA 3HWU3Y, CNpaBAse
BPa>XeHHA CTINKOCTI Ta BaromocTi. EnemeHT y
BEPXHIW YaCTUHI  MNAOWMHN  306pa>keHHs
3la€TbCA MEHL BaroMuMm, Nerkum, Cripasnise
BPa>KeHHS JeTy, BOAHOYAC NEerko i HeBaromo
OLiHIOETbCA 306pakeHHs, B AKOMY LIeHTp Baru
3HaxXOAMUTbCA Bropi M eNeMeHT He TUCHe Ha
HWXKHIO OCHOBY NJIOWMHW. BogHouac Bepx i H13
NPOCTOPY MakoCh We W CUMBOAIYHMIA acnexT,
yocobitoroum 3eMHe | HebecHe.

EnemeHT, po3TalloBaHui B ONTUYHOMY
LUeHTpi niowuHM abo Ha BepTMKaibHIN OCi
CUMeETPIl, CNpUNMaEeTbCca  AK  CTaTUYHUM,
nosbaBneHn  BIAYYTTA  PyXy, HaAiNeHUM
BNACTUBICTHO KOHUEHTpaLii yBarn. BogHouac
eNleMeHT, po3TalloBaHMK 360Ky  LWOJ0
BEPTMKa/JbHOI OCi MJOWMHN 306paxkeHHs,
CNPUAMaETbCA AK ANHaMiYHMK, 60 B gaHOMY
pa3i BigbyBaeTbcs acumeTpuyHa nobygosa
BCbOro rpadiyHOro NpocTopy, No4in Moro Ha
HepiBHI Macu, a nepej eneMeHTOM HeMOB
BIAKPUBAETbCA Oinblle MPOCTOpy ANA  PYXY.
Taknin  KOMMOHYBa/NbHUMA MPUAOM  Yacto
3aCTOCOBYIOTb MpPU  3006pa>KeHHi PyXanBMX
06'€eKTiB, AMHAMIUYHNX Ta aKTUBHUX GOPM.
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feomeTpnuHa dopmMa, 3anexHo BIj
Opi€HTaLii, MOXe MOo-pi3HOMYy BM/AMBATK Ha
rnfajada, BUKAMKAKOYM  Nigdac  LiJIKOM
NPOTUAEXHI acoLiaLii. BracTmBicTb AnHaMiku
PYXy MpPOCTEXYETbCA, KO OCHOBHI HanpaMKu
NiHIA  enemMeHTy He  NigNOpPAAKOBYHOTHCA
OCHOBHMM HanpsamKam MaOLLMHN 306 parkeHHs,
abo y pasi BUHWUKHEHHS MNOXWANX NiHiK TOLO.
Toai BUHMKAE KOHOAIKT NiHIK, HANPAMKN AKX
nepebyBatoTb y KOHTPACTHUX CMiBBiAHOLLEH-
HAX, BHACNIJOK YOro MOCUIOETLCA Bi3yasbHe
Hanpy>XeHHH.

Ha ouiHky BupasHOCTI TBOPY BMN/AMBAE
TakoX  cnoci6  Bi3yanbHOI  opraHizauji
maTtepiany, WO MOXe NiANopAaAKOBYBATUCH
3aKoHy cumeTpii, abo ByTn npeacTaBAeHUM Y
ACUMETPUYHUX CMiBBIAHOLUEHHSX.

Cnmetpis nepepbavae HaABHICTb
abconroTy, 3aKOHy, HaTAKAE Ha HaABHICTb
cucTemu, oci, AKin Bce NigNOpPAAKOBYETbCA. Y
KyNbTypax 3 OAHOOCIOHON BaAOK MOHapxa
abo >KOPCTKOK i€Epapxi€t0 B ynpaBAiHHI
(ToTaniTapHi CMCTEMM) LEN MPUHLUN 3aBXaM
AOMiHYyBaB Yy nobyaoBi KynbTOBMX Ta
aAMiHICTpaTUBHMX criopyA. ACMMeTpia HaBnaku
anentoe JO THYYKOCTI CUCTeMU, feMOoKpaTNy-
HOCTI, TOMy Habyna NnonyaapHOCTI B MUCTELTBI
A061 MOAepHI3MY, a TaKoX B Hall yac. 3apa3

CBiJOMO BMABAEHY  CUMETPI0O  4yacio
BUKOPUCTOBYIOTb A1 CTBOPEHHS TeaTpasibHOro
edekry.

CeiTnoTiHb, Ak 3aci6  rpadiuHoro

MOZENIOBAHHA, BIAIrpae KIHOUYOBY pPoOab Yy
npeseHTalii He Auwe MNAACTUYHUX AKOCTen
(magaroui  TiHI  POpPMYOTb  MPOCTOPOBI
B3aEMO3B'A3KM MixXX ob6'ektamu), a ¥
acouiaTMBHOro acnekTy o6'ekTa, BN/MBarOuM Ha
Moro Bi3yanbHe CNPUWHATTA. BupakeHnn
HanpsM OCBITIEHHA  CTBOPOE  AMHaMIKy
306paxkeHHs. Ceigome BMKOPUCTaHHA
CBITNIOTIHI JONOMarae CTBOPUTL rapMOHINHWUI
Ta epekTMBHUIM NPOCTip. KoXXeH TN OCBITAEHHS
MOXe CTBOptOBaTM pi3Hy atmochepy Ta
NiZAKPeC/toBaT Pi3HI acnekTy cepesoBuLa.
CBIT/IOTIHB MOXe BWKOPMCTOBYBAaTUChH
ANA CTBOpPeHHA  akueHTiB.  KoHTpactHe
OCBIT/IEHHS CTBOPKOE Bi3yaNbHy Hanpyry,
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NMOCUAIOKOTECA MPOTMpPIYYUA, a dopma Moxe
BTPaTUTW CBOIO 34aTHICTb 40 PO3Mi3HaBaHHA. 3a
PaxyHOK KOHTPACTHOI CBITNOTIHI BAAETLCA
npuxosaTtu Ageski getani popmu. lpa 3i cBITAIOM
i TIHHIO 34aTHa NPMBHECTW NEBHY 3araAKoBICTb,
eNeMeHT TaEMHWLLI, He3aBepLUEHOCTI BUpasy.

KoHTpacT y 3arasibHOMy OCBIT/IE€HHI Beje
Bifl CMPUNHATTA TOHAIbHOTO MOZAENHOBaHHS O
NOKaNbHUX NAAM.

Cepea nobyaoBaHWx 3a AOMOMOrOH
NOKaNbHUX MAAM TOHaNAbHUX 306paxkeHb Cig
OKPEMO BWAIUTU OJHOTOHHE, epekT AKOro
NONArae y BIAHOWEHHAX Ha  MJAOLMHI
KOHTPaCTHUX eNeMEeHTIB, 60poTbOi
NPOTUIEXHOCTEN — NMO3UTUBHOIO Ta HeraTume-
HOro NpOCTOpYy (HanW4acTile BMpPaXeHOro
YOpHWUM | BinMM KonbOpamu), cuayety Ta
oToueHHs. EcteTvka Takoro 306pa>keHHs
nonfara€ y  KiNbKICHWX  CMiBBIAHOLLEHHAX
OCHOBHMX Mac, iXx po3nogini y rpadiyHiv
naowmHi. EmMouinHe BpaxkeHHs Big 60poTHOM
ABOX MPOTUNEXHOCTEA BUPAXKAETbCA NMEBHUM
ApPaMaTU3MOM, HanpPy>XeHICTH, CUOHO.

3 iHworo 60Ky, BiACYTHICTb TOHa/bHUX
KOHTPAcCTiB, MPO30pPiCTb HaMIBTOHIB  MNpw
nobyaosi 306paXkeHHs Bi3yani3ytotb
«APYXHIN» MPOCTIp Ta Nerkictb CNPUNHATTA
cepeaoBuLLa.

Ha 3MICTOBHiICTb Ta acouiaTUBHICTb
306pa>keHHs TakOXX BMJMBAE XapakTepuctvka
rpadiyHOro  nmpoctopy  3a  rMBUHOM.
MAOWMHHWY npocTip BBa>Ka€TbCA
HalleKOHOMHILIVMM 3 MOrAsjy BAACTUBOCTEN
HaWoro CNpUWHATTA, TOMY Heobr'pyHTOBaHe
BMKOPWUCTAHHA TPUBMMIPHOCTI B 300pakeHHi
BBaXa€Tbca nomuakosum [8]. TmbuHa B
306pa>keHHi € NOTY>KHMM 3aCOBOM eMOLLIIHOTO
BNAMBY. Ha rambuHHICTE NpoCTOpy BMJ/IMBAE
BMbip cnocoby NpoekLiiHOro 306paxkeHHs, Lo
BKItouae B cebe He nuwe BubBIp Micud
cnornsfaHHa 06'ekta, a h cnocoby NpoeKLiHOI

nobyaosu.

Haruacriwe 3a4.14 ofep kaHHA
HaWMOBHIWOrO  yABAEeHHA nNpo  dopmy
BMKOPUCTOBYHOTb pi3HOT NpoeKL,iNHOI

nobyaoBu ii 306paxkeHHs, YacTMHa 3 AKX Aa€E
3arasbHe yABAeHHA nNpo o06'em, a iHwa
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06'ekTMBHO Bigobpaxae Gopmy CknajoBuX
AaHoro o6'emMy (NOLLMH, MOBEPXOHb TOLLO).
3anexHo Big 06paHOro pakypcy, MoxHa
rOBOPUTW MPO 3MiHY ANHAMIKM 306paXkeHHs,
Moro MacwrtabHocTi, macu. fAK BigomMo, 3a

cnocobom NpoeKLUinHOI nobyaosu
NPOCTOPOBOT mMogzeni 306pa>keHHs
NOAINAKOTBCA Ha CTBOPEHi MapanenbHVM

NPOEKLiFOBaHHAM (KOJIM MPOEKLLi FOOYi MPOMEHi
napanenbHi MiXX co60) Ta LEeHTPaabHUM
MPOEKL,iFOBAHHAM (KOJIM MPOEKLLi FOHOU | MPOMEHI
CXOAATbCA B TOYL criocTepiraya) [6].

OpToroHanbHi nNpoekuii AarTb  3MOry
30cepepeanTncb Ha 06'ekTMBHOCTI dopmy,
nobauutn ii Takoro, fika BOHa €. AKCOHOMETpIA
CTBOPHOE YMOBHWIN TPUBMMIPHUA MPOCTIpP, Y
AKOMY HeMa€ TOYKM CMoCTepeXeHHs, Bd
BMMIipPUW MOXYTb HaBIiTb AELLO CMOTBOPHOIOBATU
36epiratorb MacLTab. AKCOHOMETPIA MOPIBHAHO
i3 LeHTpasbHUM MPOELiOBaHHAM 3Ja€TbCS
6iNbll  CTaTMYHOK, Ha 3MICTOBHOMY piBHI
NMOCUIKOE BIAYYTTA LITYYHOCTI, BWUragaHocTi,
«irpaLuKoBOCTI», 6&3eMOLiNHOCTI NPOCTOpPY.

Komno3uuia 306paxkeHHs, B AKOMY JliHii
MatoTb AOLLEHTPOBMW Hanpsmok (y pasi
LEHTPasbHOrO MPOEKLitOBaHHSA), BUPI3HAETbCSA
6iNbWIOKD  AMHAMIYHICTIO Ha  npoTuBeary
306paXkeHHto, fie 36epiraeTbca NnapanenbHictb
NPAMUX, OAHaK XapaKTepuU3yeTbCA MPUCYTHICTHO
NKOAMHM, cnocTepirava.

Y pa3i OGpOHTaNbHOI  MepCcrnekvam
306paxkeHHs € BinblW CTaTUYHMM, (HasABHICTb
LEHTY, nepesbavae CNOKil i
CKOHLIEHTPOBAHICTb) aHi>XX npu  nobyaosi
nepcnekTMBuM 3 JBomMa Toudkamu 36iry, y
KOMMo3uuii 36epiraeTbCd rOpPM3OHTa/bHICTb
NiHIW, NepneHAVKYAAPHUX A0  HanpAMKY
nornsgy.

Ha auvHamiuHicTe 306pakeHHA npu
LEeHTPa/IbHOMY MPOEKL,iFOBaHHI BMNBAE OKPIM
TOrO rocTpoTa pakypcy, BOHa MOCWIOE
ANHaMI3M, MacLlITabHiCTb. Bnactusicto
LeHTPa/IbHOrO NPOEKLiFOBaHHA y CBOIO Yepry €
34aTHICTb Npy NOBYyA0BI NpOeKLin NnepesaBat
MaclTabHicTb 306 paxkeHoro. MacluTtabHicrb, a
TakoX Bpa>XeHHA MOHYMEHTaNbHOCTI Bij
306paxkeHoro, MO>XHa MOCUAKOBATU  LU/ISXOM
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3aHMXKEHHA TOUKM CNOCTepiraHHsA, To6Tto npu
HabNMXKeHHI iT 40 HUXKHBOTO PiBHA 306 padkeHO-
ro ob6'ekta. 3 iHWoro 60Ky, Npu BUH6OPI BUCOKOI
TOUKM  CnocTepiraHHA  ana  nobygosu
KOMMO3ULIT 306paxeHnin 06'ekT 34a€TbCA He
TaknuM BarOMWM i MeHLINM 3@ MacLLTabom.
BucHoBKkW. MpoBeaeHNM aHani3
BMPa3HO-eMOL|iH WX acnekTis 3acobis
Bi3yasizauii JO3BONAE CTBEPAXKYBATH, WO Ha
CbOTOAHIWHBOMY  eTani  PO3BUTKY  came
CMHTE30BaHe  MOEAHAHHA BJ1aCTMBOCTeN
TPaAWLIMHNXTa CydacHUX rpadiyHmx 3acobis €

HavedeKTUBHIWMM  MeTOAOM  BMPILLEHHS
MOBHOrO  CMNeKTpy  3aBjaHb  rpadiyHoi
npeseHTauii.

B cyuacHin Teopii An3alHy BMBUYEHHS
AKOCTeN eKCNPeCcMBHOCTI MPOEKTHOI rpadik/ €
HegocTaTHIM, ToMy noTpebye A0AaTKOBO
pO3p0obKM HaykOBO-OOIPYHTOBaHOI  TeOpi.
AKICHI eMOULiNHO-BNIMBOBI TBOPW MOB'A3YHOTH
yacTiwe i3 IHTYiLi€ErO Ta TBOPYUM HayveHHAM
MUTUA, @ HE 3 BUKOPUCTAHHAM TEOPETUYHMX
NONIOXKEHb HaYKOBUX AOCAIXKEHb.
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BERDYNSKYKH S. O., YAKOVLIEV M. I.
The National Academy of Arts of Ukraine
PROPERTIES THAT REVEAL THE EXPRESSION OF PROJECT GRAPHICS

Purpose. The research aims to identify and systematize the primary means of enhancing the
expressiveness of images within the system of visual communication, characterized by a subjective evaluation
of the quality of the work, establishing patterns and priorities for the application of techniques of graphic
representation of expressive qualities in representative and communicative tasks.

Methodology. The research utilized analysis of information sources in graphic design, psychology of
perception, composition theory, structural and systemic analysis of graphic works, and synthesis of research
results.

Results. In contemporary design practice, project graphics serve as the primary means of conveying the
value of an idea to the user, revealing its most important aspects during the stages of presenting the properties
of the depicted object. Many exemplary works of graphic art prove the thesis that the effectiveness of visual
communication depends not only on the correctness of the expression, which is determined by the spectrum of
means of modelling the objective properties of an object, but also on the ability of the graphic form to evoke
predictable emotions. This work examines the influence on the aesthetic evaluation of such components of
image construction as graphic techniques, level of formalization and stylization, spatial composition, chosen
perspectives, and lighting. The patterns of the application of techniques for modelling expressive qualities in
the system of graphic design tasks are established.

Scientific novelty. The study significantly expands and systematizes the nomenclature of expressive
means for conveying the subjective properties of form in graphic design and establishes patterns in using
techniques to enhance emotional impact.

The practical significance of the obtained results lies in the possibility of applying them in the practice
of design, the educational process of training specialists in artistic and creative fields, and further research in
cultural studies, architecture and design.

Key words. Project graphics, graphic design, subjective properties of form, visualization, emotional
response.
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YK 7.041.5(=214. || BOWKO B. I.

58)(439)«19/20» HayioHaneHa akademia kepigHux kaodpis kynemypu | Mmucmeyms, Kuig, YkpaiHa

DOI:10.30857/2617 -
0272200418 POMCBKI OBPA3U Y TBOPYOCTI MIXASl MYHKAUYI

Mema: OocnidxeHHs CMUAICMUYHO-CrOXemHUX ocobausocmeli pomcekoi memu 8 pobomax Mixas
MyHkaui (1844-1944) — e8udamHo20 npedcMAsHUKa peanicmuyHo20 HANPsMKY 8 €gponelicbkomy
obpazomeopyomy  mucmeymsi Opyeoi nonosuHu XIX cm., ypoOxeHys M. Mykauyego2o  HUHIWHbLOL
3akapnamcekoi 061.

Memodonoeia OocnioxeHHs  rpyHMyemoCs  HA  ICMOPUKO-XPOHOI02IYHOMY, — biozpaghiyHomy,
aHanimu4yHoMy ma ikoHozpaghiuHomy memooL

Pesynemamu. Y cmammi nodaHo cmucay 6ioepacpiuHy 008iOKy ma oxdapakmepusoeaHo emanu
cmaHoeneHHa Mixas MyHkaui Ha mai icmopu4HOi enoxu AK XyOOXHUKA, AKUl 3ano4amkysas y20pCoKy
HAYioHabHy WKOAYy peanicmu4yHoz2o xusonucy 8 XIX cm. AkyeHmosaHo Ha iHmepeci Mumuys 0o neli3axHol
ma 6i6aiiHol memu. Cmuc/a0 0NUCAHO 8UCMABKOBY Ois/IbHICMb [3 8UWAHYBAHHA XYOOXHUKA HA MepeHax
YkpaiHu, cmyniHe po3pobku memu y 8IMYU3HAHOMY HaykogoMmy npocmopi KoHcmamosaHo eHecok Mixas
MyHKa4i 8 WUpPOKUl Chekmp POMCbKUX CHOXemHUX JiHIli 8 06pazomeop4oMy peanicmu4yHoMy Mucmeymai.
Leoeo OocsizHymo 3ag0sku aHanizy makux pobim, sk «Kaszaw» (1864), «bypa e [Nywmi» (1867), ma
«lueaHcekuli mabip» (1873). Bido3HadeHo, wjo Mixali MyHka4i 306pasue Xumms poOMCbKUX 2pomad i3
snacmusum (o020 meopuili MaHepi ACKpagum Opamamu3mMoM, NCUXOA02IYHOH 21UOUHOK XAHPOBUX CyeH ma
okpemux o0bpasie, 8UCOBULYHICMIO Neli3axkH020 mMJd, WO 3a2a10M XdpdkmepHo 0715 pobim Mumuys.

Hayxoea Hoeu3Ha OocniOXeHHs NO/s2AE 8 MOMY, WO asmop snepule 8800UMb 8 Haykosuli 0bi2
Mamepianu, npuceayveHi sus4eHHo cneyugiku pomcekol memu 8 pobomax nobymosoeo XaHpy 8cec8imHs0
sidomo20 xydoxHuka-peasicma Mixas MyHkaul

Mpakmuyna 3Ha4vywyicme O0CNiOXeHHs noJsisede 8 po3wupeHHi Hpopmayil wodo xyOoxHix ma
CMUICMUYHO-CHOXXemHUX 300paxkeHb pomis, IXHb020 Xumms, 38u4ais ma mpaduyili y meaopyocmi Mixas
MyHkaui. OmpumaHi pe3ynemamu 00800SmMb nepcnekmMugHIicme  OOCAIOXeHHs POMCbKOT memMamuku y
meopax obpazomeopyo20 Mucmeymsa. Mamepianu OocniOXeHHs MOXYme 6ymu eukopucmani 0ns
ampubyyii meopig xxusonucy.

Knrouosi cnoea: pomu, peanicmuyHuli xxusonuc, obpazomsopye mMucmeymaso, XyOoxHil maip.

Bcryn. Mixali MyHkaui (Mihaly Munkacsy, BcTaHOBAEHO, WO B CTaTTAX, MOHOrpadisx Ta
Michael von Lieb) (1844-1900) — oavH i3 HayKOBO-MOMYNSAPHNX nybaikauiax,
HaMBIAOMILINX Y CBITI XyAOXHUKIB-PEaNicTiB, MPUCBAYEHUX TBOPUOCTI BUAATHOTO XyAOXKHMKA
AKMA 3aaMWwmB No cobi TBOpu nopTtpetHoro, Mixas MyHkaui BKkpa ManoyBaru npuaineHo
nobyToBOro  Ta  ICTOPUYHOrO  >XaHPY. POMCbKIA TeMi B MOPIBHAHHI 3 (HLWMMM
XuBonucHa cnagwmHa Mixas MyHkaui. CknagoBMMW  MOrO  TBOPYOro  JOpPO6KY,
BMCTaBKM MOrO KapTUH BUKIMKAKOTb >XXBaBUW  He3Ba>Xarouu Ha Te, LLIO MUTELb HEO4HOPA30BO
IHTepec y BifBifyBayiB KyNbTypHO-MUCTELLKMUX  3BepTaBca A0 Hel. Cepes 3a3HaueHmX npaub, AKi
IHCTUTYLiM Ta € OB6'ekTOM [A/i1a HayKOBWMX  CTOCYHOTbCA OKpeMuxeTaniBbiorpadii MuTus,
AOCNIAXKEHb MUCTELTBO3HABLLB 6aratbox kpaiH.  Moro MOXMTTEBOTO BLUAHYBaHHA 7z
Monpu Ue, XWBOMWC MUTUA Ma€E 3HAYHUM  XapaKTePUCTUKUN XyJOXHIX pOBIT, BMOKpeMaeHO
noteHuian ana  BMBYEHHA  daxiBuamu  geski. [lepeBaxkHa 6inbWwictb i3 HUX —
MUCTELTBO3HaBYOI cdepn. 3okpema TakMi  BITUU3HAHI, LLIO AaN0 HaM 3MOry MPOCAiAKYBaTU
TeMaTUYHUMA HanpsaM, AK XUTTA POMCbKMX  yBary Ao noctaTi Mixas MyHkaui B YkpaiHi Ak
cninbHOT B €Bponi B XIX cT, sike Mixai MyHKaui  XyA0>XKHWKA, YNA XXUTTEBUM LLNAX PO3MOYaBCH

He OMMHYB yBaroro CBOro yacy. Ha 3akapnarri. J1. bikcei Ta J1. Kobanb B 2009 p,
AHania nonepeaHix AocNimKeHb. Ha XBWAI 3POCTaHHA iHTepecy A0 3406yTkiB
MNMpoaHanizoBaHO ictopiorpadiuHy 6a3y i  muTyd, onybnikyBaam ctarTio 2o 110-pivus Big,
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AHA roro cmeprTi [1]. MpobaemaTtnkotro CTaTTi
B. MonHapa € gianbHicTb Mixas MyHkaui sk
XYAOXHWKA, WO MpaLtoBaB y peaniCTUYHInN

MaHepi [6]. B.TaparoHnuy 'y 2017 poui
npoaHanilyBas TBOPY MM fileJoToloYe]
NOCNILOBHWNKIB XYAOXHMKA, Masioro

6aTbKiBLWMHOK AKMX, AK | Mixas MyHkaui, €
M. MykaueBo [3]. ¥ TOMy X poui y cratTi
«MwucTeupknii Typmn3m Ha 3akapnaTTi: 3406yTKM
i nepcnektnen» O. 306eHKO 3BepHyna ysary
rPOMaACbKOCTI Ha 3Ha4yeHHs 0CobuCToCTi
XyZflOXXHWKa B NODOYA0BI KOHLENL,ii 3pOCTaHHA
TYPUCTUYHOIO NOTEHLiaNny perioHy [4].

[lo  OCHOBOMONOXHUX  3apybixXHUX
mMaTepianiB, AKi MiATBEPAKYOTb MacwTab
ocobuctocti Mixaa MyHkaui, BWCBITIIOHOTb
eTann MNoro >KWTTEBOrO LIAAXY, HajexaTb
YMCNeHHi  GakTONOriyHi  AaHi  YropcbKoro
ictopuka mucteutsa [. Manons, akun 6ys
cekpetapem xygoxHuka. Y 2005 p. M. OcmaH
npoaHanisyBaB YaCTUHY LUX MaTepainiBy CTaTTi
«Kutra | TBOpYicTb Mixaa MyHkaui» [9].
BizeHCbkMiA Nepiog, KMNTTSA XXMBOMUCLLA OXOTJIHOE
cratTa |. NoneHsk «Mixan MyHkaui Ta cyvacHa
efniTa yropcbkoro >wuBonucy Ha BcecBiTHin
BucTaBui 1873 poky y BiaHi» [10]. 36ipui Myzeto
iMm.  Mixaa  MyHkaui B  Yyropcbkomy
M. bekewyaba, npucesayeHa npaua |. IpiHa i
|. Catmapi, BuzaHa o roro ctopivusa [11].

MocraHoBKa 3aBAaHHA. AHanis
icTopiorpadii 403BOASE HAM MPUNYCTUTY, WO
TeMi pomcbkux obpasiB y TBOp4YoCTi Mixas
MyHKaui He NpuAINEHO HaNeXHOTyBarun, ToMy
3a  MeTy JochifXeHHs obpaHO aHani3
peanicTM4Horo XKNBOMUCY POMCbKOro
CHOXXETHOTO HanpsMKy B TBOPYOMY JOPObBKY
Mixaa MyHkaui.

Pesynbtatm pocnig)keHHs Ta  iX
obroBopeHHsA. Mixai1 J1i6 (Michael von Lieb) —
cnpaBxHe iM'a  Mixas Mynkaui (Mihaly

Munkacsy), sknin obpaB Leil NCeBAOHIM 3a
Ha3BOO CBOEI Manoi HaTbKiBWMHM, M. MyHKaui
(HMHI M. MykaueBo 3akapnaTtcbkoi 0ba.), ae
HapoanBsca B 1844 p. 3aLikaBMBCA XXMBOMUCOM
y AUTUHCTBI, 3rogoM HaB4yaBca B byganewriy
BIAOMOrO XyA0>HvKa AHTana JlireTi, nicna yoro
3p06yBaB XyAOXHIO OCBITY Yy BigHi B Akagemii
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MUCTeLTB, Jaji BAOCKOHafOBaB CBiN dax y
MtoHxeHi, lroccenbaopdi Ta Mapwxi, Ae 20BN
Yyac MpoXwBaB i MpalroBaB, OTPUMaBLIN B
1870 p. 30n0Ty Meganb 3a poboty «Kamepa
CMepTHMKa».

Y 1880 p. 1ioro «..obpann novyecHUM
YNEHOM KoponiBcbkoi akagemii
obpa3zoTBOpUOro mucteuTea y MioHxeHi. [NoTim
YropcbkuUi ypsz HaropoavMB MOro OpAEHOM
3anizHoi kopoHwu lll ctynens, a 4 ancronaga
TOro > poky MykauiBCbka Mepia Ha CBOiX
3arasbHUX 36opax obpana MOro MoYecHUM
rpoMagaHnHOM Micta. Hanbinbwe noTiwmao
XYAOXHWKA OCTaHHE piweHHa. LWlonpasaa,
yepes  pPi3Hi  NPUUYMHKM  BiH  TiJbKK
2-4  bepe3Hs 1882 poky nobyeaB vy
Mykauesi...» [7]. [lomep B 1900 p. B M. EHAEHIX
(HimeuunHa), noxoBaHui y byaanewri.

LLle 3a >nTTA OTpMMaB CBITOBY CnaBy AK
OAMH i3 HaWbiNbLL TaNaHOBUTUX XYLOXKHUKIB-
peanicTiB. YBibpaBLUM TpaamLii Ta HOBAaTOP CbKi
€BPONENChbKI TeHAEeHLIi ToroyacHoi €sponu,
Mixah MyHkayi CTaB OCHOBOMOJIOXHUKOM
TOro4YaCHOl YropcbKOl LWKOJW  HanpsamMKy
peaniamy — NOro nemnsaxi, NobyToBi CLLeHN Ta
ICTOPUYHI NOPTPeTV AMBYBaNN Cy4YacCHWKIB
CBOEI NPABAMBICTHO | HEABNAKOK €MOLLIMHICTHO
(4acTo — TparisMom), BUpIi3HAIMCb KOHTPacTOM
TEMHUX | CBITAUX KOAbOPIB. YMCNEHHUX
XYAOXHWKIB-MOCNIJOBHWKIB  He  3anuwwano
6anay>kMuMm MOro 3axonjeHHs CcouiasbHO-
ICTOPWUYHOIO Ta PEeNIriiHOK TEMaTUKOHO, LLIO ANS
TOro4yacHoro o6pasoTBOPYOro MUCTeLTBa By10
pigkicTio. € aBTOPOM BpPaXkatouoro CBOEKD
BEMYYID  po3nucy Kyrnona  XyAOXHbO-
ictopuyHoro  Mmyseto  (Kunsthistorisches
Museum)y BigHi.

Cepes Hamsigomiwmx TBOpIiB Mixas

MyHkaui — «Kamepa cmepTHuka» (1870),
«[loBepHEHHA JOAOMY YONOBIKa-N'AHNLI»
(1873), «YuyeHb nosixae» (1869),

«Yonosik-n'aHnya» (1872), «Xpuctoc nepeg,
Minatom» (1881), «®epeHy Jlict» (1886),
«BigHanaeHHa 6aTbKiBLLMHW» (1894), «CTpanik»
(1895).Y 2016 p., Ha Toprax AyKLIOHHOro A0 My
«Christie's» poboty Mixas MyHkaui «Monoga
XiHKa Ha codi» byno npogaHo 3a 245 Tnc. gon.
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3a3Havaerbca, Wwo «...Llum camum BoHa cTana
HarAOPOXUYMM NOTOM Cepes, 3anpornoHOBaHM X
Ha peanisauito B TOW JeHb MOJNOTEH
XIX cTonitra. HanbinbLuy X cyMy 3-nMoMixK pobiTt
Miraa MyHkaui y 2003 poui B bysanewri
oTpuMana moro kapTvHa «KypHui wnsx» —
220 MinbMOHIB GOPUHTIB...» [5].

3HauyHa 4acTnHa kapTvH Mixaa MyHkaui
HWHI 36epiraetbcd B ¢dOHAAX NpPOBIAHOIO
XYZAOXXHbOIO 0CepeaKy YropLuimHm — YropcbKil
HauioHanbHin ranepei. Y 2018 p. 30 noro pobit
i3 uiei iHcTUTYUii 6yno npeacTaBAeHO B
M. KiwBapaa (YropwuHa). Ak 3a3Haumna
KypaTopka BMCTaBKW, tO. bopouy,
«...BUCTaBKOBUN MaTepian 6yB nigibpaHum
TakMM 4uMHOM, abwm nokasaTu BCi eTanu
cTaHoBAeHHA Miraa MyHkaui ak MuTua — 3
MONOAOCTI Ao 3pinocti» [2]. Adeski poboTtn
Xunsonucua 36epiratotbca B 3akapnaTtcbkoMy
ob61acHOMy XyA0XHbOMY My3ei iMmeHi Mlocmna
bokuwas.

Y pigHomy wMmicti Mixaa MyHkaui,
MykayesoMy B 1943 p. BCTaHOBJ/IEHO
MeMopianbHy gowky, a B 1994 p. Tam e
AVTAYIN XYJOXKHIW LIKOAi 610 MPUCBOEHO NOTO
im'a. Tlpo BcecBiTHIM MacwTab ocobucTocTi
XYAOXHWKa CBigYMTb Tou dakT, wo go 150-i
PiYHMLI 3 AHA HAPOAXKEHHS XYAOXKHMNKA, TOM Xe
1994 p. 6yB oronoweHun HOHECKO pokom
Mixaa MyHkaui. locTiiHO aitoua ekcnosmuis,
npuceayeHa BMAATHOMY MiCTAHUHY,
3HaxoanTbca B lManaui kHA3iB Pakoui. Y 2007
poui B MyKa4iBCbKOMY iCTOPUYHOMY My3ei
(3amok ManaHok) 6yno npoBeseHO BUCTaBKY 3
48 TBOpiB  Mixaa MyHkaui, fKy BiAKpMAN
Mpe3naeHT YkpaiHu Biktop HweHko Ta
Mpem’ep-MiHicTp YropumHn ®epeHy, [lropyaHb.

LlikaBuM sBULLEM Yy TBOPYIN CNaALlmHI
XUBOMUCLA € pomcbKka Tema. lNonpu Te, Wwo
BOHa He € MPOBIAHOK B AiA/IbHOCTI XyA0XXHMKA,
Bpa>ka€ ABHUM 3aLikaBaeHHAM Mixaa MyHkaui
XUTTAM KOYOBUX POMIB, MOFO eKCMPeCcUBHNM
6ayeHHAM pOMCbKOro nobyty, 6axkaHHAM
nokasatMm WMOro Ha 3naMi  6yaeHHOCTI,
POMaHTUYHOCTI Ta Apamatusmy. Y poborTi
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«KazaH» (1864) Xyf0>XXHVK Ha MepLIOMY MaaHi
306pasvB  MULWIHOTINY POMCbKY MOAOAY
KpacyHto, fAka 6opeTbca 3 ncoMm, LWoO
nepeBepHyB KasaH 3i CTpaBoO (MMOBIPHO,
NPUroTOBaHO ANA TPYNU NHOAEN Ha 3aAHBOMY
nnaHi, AKi NpayoroTb Ha noai. Komnosumuis
AOBOJI AMHAMIYHa, MPO WO CBIAYNTL HE e
CTpaBa, WO BWIMBAETLCA 3 KOTAQ, @ U PyXu
POMKM, fika Npobye BigirHaT1 Nca, Wo noncysas
0b6ia Ta naetbca Ha TBapuHy (puc. 1). Tpoxu
fani, Ha cepefHbOMY nnaHi 3niBa Mixan
MyHKaui BBIB y CFOXXeT QIrypy e OAHIEl pPOMKHX,
nuwHe B6paHHA AKOI PO3BIBAETLCA 3@ BITPOM,
Ha Tai fsicHoro 6e3xmapHoro Heba. [liBunHa
niZHANa Bropy NiBY PyKy 3 XyCTUHKOIO | HEMOB
KAn4Ye rypT NHofew, WO CTOATb HaBNPOTH Hel.
Be3TypboTHa poMcbka KpacyHsa He 6aunTb, WO
Ka3aH 3i CTPaBOMO MOLIKOAXKEHO i iM He byae
4yuMm 06iaaTn. I3 YaCTyHKIB 3a/M LIAETHCA N LLIE
rnek i3 (MMOBIPHO) BWHOM, Ha AKe aBTOp
HaTAKaE YePBOHOIO XYCTUHOKO 3 MOHETaMK, LLLO
NnexuTb 6ina nocygnHw.

Lle nonotHo € TWNOBUM 3pa3koM
nobyToBOro >aHpy B AianbHocTi Mixas
MyHkaui. Konopuctuka cnpsaMoBaHa Ha Te, LLob
NiAKPEeCANTN PaaicTb Big 6yaeHHWX crpaB, Bij,
CNEKOTHOI /THbOI Mopw, Koau Bypo->KOBTi
TpaBM W BUNaneHa COHUEM 3eMA XOou i
BTOM/IIOIOTb, aje  JapyloTb  Tenao i
po3ciabneHnin cTaH €AHOCTI 3 HaBKOJMLLUHIM
CBITOM, MOrO KnonoTamu 1 pagowamu. Takui
NOBCAKAEHHWUM APiBHMI apamaTn3M nepebyBae
B LINKOBWUTIN €AHOCTI €MOLiA Ta POMCbKOI
kKpacu. Tak, BOpaHHA pPOMOK 3a CBOIMMU
3aralbHMMM  O3HakaMn € yocobaeHHAM
HapOAHOro KOCTFOMa POMCbKMX XiHOK. Cinyya
6inn3Ha COpPOYOK, eKCcnpecis YepBOHOrO
KONbOPY XYCTUH | CRijHWLb, AOBEpLUEHNX
eNeMeHTaMu 3eEMANCTUX 3e1l€HO -KOP MYH eBUX
KONbOpPIB TKaHWH GapTyxiB, 6e3 3anBoi
AeTanizauii AaroTb 3MOry 3pO3ymiTu: nepes
HaMW caMe POMCbKI XIHKM, KBIiTy4i Yy CBOIW
NPUHAAHOCTI Ta eMOLiNHIN BigkpuTOoCTi, 6e3
3aMBUX OOMEXeHb, TakuX MOWNPEHNX Y
TOroyYacHmX EBPOMNENCHKMX CYCMiNIbCTBAX.
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Puc. 2. Mixah MyHkaui «bypa B Mywti» (1867)

[t =am -

Puc. 3. Mixan MyHkaui «LlnraHcbkmin Tabip» (1873)

Y>Ke He TaKMM NO3UTUBHUM, @, HaBMakKw,
3Ha4yHo Hinblue ApaMaTUUHUM € TBIp «byps B
MywrTi» (1867) (pwuc. 2). XyBOXHUK, fK | B
nonepeaHin  poboTti, 306pasvB  €AHICTb
POMCBKOrO XMWTTA 3 NPUPOAOHD, B MIBHIYHO-
CXiZHOMY YropCbKOMYy CTENOBOMY pPerioOHi
MywrTa. Mpun LbOMY NaniTpa KoNbOPIB (CUHBO -
3€N1€HO-YOPHMX,  TEeMHO-KOPUYHEBUX, i3
BKpanaeHHAM YepBOHMX Ta BiAnx akLeHTHMX
naam) nigibpaHa TakMM YMHOM, LWO6 NokasaTtu
il UinkoBWUTY BRagy Hag 6e33axvcHuMm
pPOMCbKMM Tabopom, SKUW Bif CTpaLLUHUX
NOpwVBIB BITPYy OT-OT BTPATUTb CBIV EANHUN
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NPUXMUCTOK — KNBUTKY, ika roTOBa PO3NETITUCH
Ha ApiOHI Apy3KK.

Po6oTa 3a CBOIM 3MiCTOM | HEBUMOBHUM
Tpariamom Haragye cueHu 3i CtpawHoro Cyay,
Akmm  [ocnogp BepwWUTb Hajd TPILLHUM
NoACTBOM. JTAUHO BCIM — i IH0AAM, | TBAPUHAM,
afe BOHM He MOXYTb HIYOro BAIATU NPOTH
rPO30BUX XMap, AKi KNyO6AATbCA Hag iXHIMUK
ronoBaMu. 3a/MULLAETLCA ANLLE YeKaTh... TUMm
Ginblue, WO Aecb Aaneko Ha FOpPM3OHTI BXe
BUAHIETbCA fAcHe Hebo. Lla aneropis, fky
BMKopucTtaB Mixan MyHkaui, cnpsiMoBaHa Ha
Te, WOo6 NokasaTu, WO POMCbKe KOYOBE XNTTH
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€ 60poTbbOI0 3a ICHYBaHHSA, ajse BOHO TOro
BapTe, 60 nonepesy — LWaCAVBI MUTI.

Poborta «LinraHcekmin tabip» (1873), aky
Mixan MyHkaui CTBOPMUB yepe3 LIICTb POKIB
nicnsa «bypi B MyLwTi», BXXe 3HAUHO CMOKIMHILLA
3a eMOLMHUM HaCMYeHHAM, NpoTe Tak CaMo
AEMOHCTPYE BiUHE POMCbKE XMUTTA Ha Koaiecax,
Ha noHi npupoan (pwc. 3). I nputamaHHa
TMNOBa  peanicCTM4YHa  KOJAOpUCTMKa 3
AOMIHAHTOO TbMAHUX KOJIbOPIB, 3
bparmeHTamn 6inoro Ta CBiTANO-6exeBOro
KOJIbOPIB (NAAMW COHAYHOrO CBITAA | XMap,
O4Ar Ta 06AMYUA POMIB, HaKMAKA KOHSA), AKi
«OXMBAAOTb» KOMNO3uLito. CtoXKeT NoNOTHa €
Jewo craTMyHMMm Ta 306paxae  cueHy
BIAMOUYMHKY POMCHLKOI POAMHW, YNEHU AKOI
CNAATb Ta CTOATb — KOXeEH nepebyBae y Cnokoi,
HaBITb KiHb.

Mixah MyHkaui fy>xe TOHKO BiAMITVB
34aTHICTb  pOMIB  MignawToByBaTUCL  Mif
06CTaBMHW, BYTU THYUKMMU Y PI3HUX XXNTTEBUX
cutyauisx. [lo-nepwe, B UbOMYy pakypci
npvBepTac yBary 3aTuLuHa rasfaBnHa, oToueHa
ryctTum Jslicom Ta ropbamun — Le NnpupoaHun
NPUXNCTOK KOYOBMUKIB BiZ CUAN HEFOAW, AKa, AK
npoAeMOHCTpyBana nonepeaHa pobora, Mmoxe
3acTaTv 3HeHaubka. [1o-apyre, ronoa poAuH 1
CTOiTb, CMeplWwunCb Ha TOroYacHWA Ayxe
NporpecMBHU  3aci6  nepecyBaHHsA
Besocunes. Lmum Mixan MyHkaui nigkpecans
AVBOBMXHE  BMIHHA POMCBLKOrO  €THOCY,
3bepiratoum CBOKO CaMODYTHIO  Ky/nbTypy,
neperiMat Hamkpalle Ta HaW3py4dHile Ans
cebe 3 TUX Ky/bTyp, B AKX BOHW OMUHANNCH Y
KOUYOBOMY BMXOPI XXUTTA.

Takum YMHOM, HaykOBa HOBM3Ha CTaTTI
BM3HauyeHa ii npobaemMaTrkoro — BIACYTHICTIO B

Nitepartypa:

1. bikcen J1. Mixain MyHkaui: 110-piyua Big
AHA cmepTi BuaatHoro xusonucus (1844-1900).
KaneHdap kpaesznasyux nam'smdux dam Ha 2010
pik. 2009. C. 96-100.

2. B yropcbkii KiwBapgi Bneple Bigkpunacs
Be/vKa BUCTaBka KapTuH Miraa MyHkaui. HoguHu
3akapnamms ma Mykauesa. URL:
http://www.mukachevo.net/ua/news/view/314261
(nata 3BepHeHHA: 02.03.2024).
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HayKOBOMY MO AOCAIAXEHb 3aLlikaBAeHHS
Mixaem MyHKa4i pOMCbKOK TEMOIO, AIKY BXe
6inbw  HiXX 100 pokiB HaykoBLi OMWHanu
CBOEHO yBaroto.

BUCHOBKW. Y CTUCHIA XapaKTepucTumLi
OCHOBHMX eTaniB 6iorpadii xygoxHnka Mixas
MyHkaui (1844-1900), Ak dyHAaTOpPA YrOPCHKOI

HaLliOHaNbHOI LLIKOAN peanicTM4HoOro
xusonucy  XIX cr, aKLLeHTOBaHO Ha
HaUiOHaNbHIK  MPWHANEXHOCTI,  CTyneHi

PO3pPObKMN TEMU Y BITYM3HAHOMY HAyKOBOMY
npocTopi. 3rafjaHO OKpeMmi BWUCTaBKOBO-
MUCTeLbKi ~ MpOeKTW,  CApsAMOBaHI  Ha
BLU@HYBaHHSA NOro 0CobUCTOCTI.

3acobom aHanizy Tpbox TBOpPIiB Mixas
MyHkaui («Kasan» (1864), «bypsa B [MywTi»
(1867), «UuraHcekmin tabip» (1873) moxHa
KOHCTaTyBaTW, LLO B TBOPUOMY AOpOb6Ky Mixas
MyHKkaui pomcbka Tema, fAKka He €
BigocobaeHoto, a, HaBMaky, Bba4aeTbCca Hamu
AK CTPYKTypHa 4acTuHa TBOPYOI CrajwuyHu
MUTUSA. TBOPW BWKOHAHI B peanicTUyHIn
MaHepi, KOXEH i3 HUX AEMOHCTPYE Cnpoby
XYAOXHMKa nepegaTu CNOCTepEeXeHHSA
XyZOXHMKa MNPO rapMOHIHO POMCbKUX FpOMaz
i3 HaBKOJILIHIM NPUPOAHUM CePesOBULLEM,
AKMM 61 CyBOPUM A0 HUX BOHO He Byno. lsom
nonoTHaMm npuTamMaHHa AOBOJI  TbMAHA
KOJMipHa rama, TpeTe XapakTepusyeTbca Hinb L
CBITNIOKO W XMUTTEPAZAICHOO ManiTpoto. Takox
BiAUYTHE  neperykyBaHHA 3  6ibaiNHO-
MIbGONOrIYHO HACTPOEBICTIO Ta BEJMYYLO
Moro TBOPIB MOOGYTOBOrO W iCTOPUYHOrO
>KaHpPY, BUKOPUCTaHHA BUAOBULLHOIO Nemnsaxy
fK TNa, WO NMOCUIOE ApaMaTU3M i ACKPaBUN
NCUXONOTi3M — AK OKpeMux obpasis, Tak i
CHOXETIB 3arajiom.

3. laparoHunu B. MykauiBcbki NOCAIJOBHMKM
Mixas MyHkaui. PMG.ua. URL: https://pmg.ua/
life/57541-mukachivski-poslidovnyky-mikhaya-
munkachi (sata 3BepHeHHs: 26.02.2024).

4. 306eHbko O. B. 3p06ytkn i nepcnektsm
PO3BUTKY MMWCTELLLKOTO TypmM3My Ha 3akapnartri.
BicHuk Yepkacbkozo yHigepcumemy. 2017. N2 5.
C. 46-54.

5. KaptvHy Buxigua 3 MykauyeBa Miras
MyHkaui npogann 3 aykuioHy 3a 245 Tucad
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BOIKO V.
National Academy of Culture and Arts Management, Kyiv, Ukraine
THE ROMA IMAGES IN MIHALY MUNKACSY’'S WORKS

Purpose of Article. The purpose of the article is to study of the stylistic and plot features of the Roma
theme in the works of Mihdly Munkdcsy (1844-1944), an outstanding representative of the realist direction in
the European fine arts of the second half of the XIXth century, who was born in Mukachevo of the
Transcarpathia region.

The methodology of the research is based on the historical-chronological, biographical, analytical
and iconographic methods, which allow to analyse the specific features of the Roma images in the artist's
works.

Results. The article highlights Mihdly Munkdcsy's brief biography and the stages of his creative
formation as the founder of the Hungarian national school of realistic painting in the XIXth century in the
context of the historical era. The artist's interest in landscape and biblical themes are shown. The exhibition
activity in honor of the artist in the territory of Ukraine is briefly described, as well as the degree of
development of the topic in the national scientific space. Mihdly Munkdcsy's contribution to a wide range of
Romani themea in fine realistic art has been proved. The analysis of such works as "Kazan" (1864), "Storm in
the Pushta" (1867), and "Gypsy Camp" (1873) has allowed us stating that Mihdly Munkdcsy depicted the life
of Roma communities with the bright drama characteristic of his creative style, the psychological depth of
genre scenes and individual images, the spectacle of the landscape, which is generally characteristic of the
artist's works.

The scientific novelty of the research is the author’s introduction of the materials, dedicated to the
study of the specifics of the Roma theme in the works of the domestic genre of Mihdly Munkdcsy, the world-
famous realist artist.

Practical significance. Practical Significance. The practical significance of the study is to enrich the
information about the artistic, stylistic and plot depictions of the Roma, their life, customs and traditions in
the works of Mihdly Munkdcsy. The obtained results prove the perspective of the Roma themes study in works
of fine art. Research materials can be used for the attribution of works of art.

Key words: Roma, realistic painting, fine art, artistic work.
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YAK 76:655.3.027]: BAH X.
087.5(477+510) Jlbsigcbka HayioHanbHa akademis mucmeuyme, /lesis, YkpaiHa

0010308572617 | TPA®IYHI TFOCTPALIT KUTAMCbKMX TA YKPATHCbKMX
0272.2024.1.9 ANTAYUX KHMIKKOBUX BUAAHD KIHLLA XX CT.: IHCMIPALLIT
TA XY,0)XHI OCOBJINBOCTI

Mema: Haykose sucsimsieHHs1 xyOoxHIxX ocobausocmeli kumalicbkol ma ykpaiHcekoi Utrocmpayii 8
OuMAYUX KHUXKOBUX BUOAGHHAX KiHUS XX cm. 3 npogedeHHAM NOpIBHA/IbHO20 GHA/BY asmopCbKux nioxodis
w000 hopmaneHO-06pasHUX, KOMNO3IUYIUHUX, CMUICMUYHUX, KOJOPUCMUYHUX MA IHWUX npUuHYUNis, SKuMu
asmopu 060x kpaiH onepyrome Yy 8i0no8IOHIli meopuili eany3i Mucmeymaa.

Memodonoezia. /[ns eupieHHs nocmasieHoi Memu y Haykogomy OOC/IOXeHHI B8UKOpUCMAHO
3aeabHOHAyKoe( Memoou: Kyl MypHo-icmopu4yHud, CMpYKMYpHO-munoJio 2i4HU U, Haykoso-
(HmepnpemamusHuli, gopmanbHo-onucogul, Memod NOPIBHAIbHO20 aHAAI3Y aBMOPCbKUX KOHUenyil
meopyocmi. pu 6e3nocepedHboMy po32/a0i 3paskis KHUXKOBUX ULmrocmpayili y pobomi sukopucmaHuli
Memo0d MUCMeymaeo3Hasyo20 aHanisy, akuli ek10HaE 8 cebe po32ia0 CMpyKMypHUX enemeHmia KoMno3uyid,
CMUNICMUKU, KOJIOPUCMUYHUX pilleHb mMoujo.

Pesynemamu. Tema inrocmposaHux oumsadux suddHe npugepmae ygazy 6azameox 00CAIOHUKIB fK Y
Kumai, mak i e YkpaiHi, Hamomicme si0cymmHi nybaikayii, 8 skux 6u 6ys0 cucmemMamu3o8aHo maeopuyi nioxodu
mumuyie 06ox KpaiH 8i0nos8iOHO20 CKepysaHHs y nopisHs/ibHOMY dchekmi [nas peaniBayii yboz2o 3a80aHHS
NnpoaHanizosaHo JaimepamypHi Oxepend, WO OKpec/me ICMOPUYHUL  pO3BUMOK XXaHpy Unocmpayil
oumauux kHUXok y Kumai ma Ykpaini HanpukiHyi XX cm. 3aedauyrodqu ysomy O6ysn0 8useseHo
KoHYyenmyaasHy nodibHicme abo X YHIKAJbHICMbE asmopcbkux hioxodis Uirocmpamopis OUMSAYUX KHUXOK Yy
080x KpaiHax. BiOnogiOHO npoaHanizo8aHo npuliomu 2paghiuHo20 eupiuleHHs LIICMpayiliHUx yukaie ma
Y302a16HEHO X XyOOXHI Xapakmepucmuku.

Haykoea HoeusHa. Bnepwe y mucmeymeosqaecmsi Kumaro ma YkpaiHu 6yde 30ilicHeHa cnpoba
nopisHsHHA nidxodis mMumyie 060x KpaiH 00 XxyOoXHbO-06pa3HO20 eupiweHHs Uirocmpayili dumsayux
KHUXKOBUX 8UOAHb KiHYs XX cm., a makox 30ilicHeHa Haykosa keanigikayia psdy nam’smok epaghiyHo2o
Mucmeymea 8i0nosi0Ho20 pi3BHOBUDY nosizpaghiuHoOl NPodyKyil.

Mpakmu4Ha 3Hadywjicme. 36azayeHHs 0bpazHol Mosu Uirocmpayil OuMAYUX KHUXOK KUMalceKumu
ma  ykpaiHcbkumMU  XyOOXHUKaMmu  8i0bysanocs 3a80AKU  No2IUb/NeHHIO  KOHUenmyaabHo20 — 38°A3Ky
dopmansHo-supaxansHux 3acobie 3 8ION0BIOHUMU  HAYIOHANbHUMU  KyAbmypHUMU mpaduyismu. Lle
niomeepoxye O0oyulbHICMb NPOO0BXKEHHA CUCMeMHUX OOCHIOXeHb Yiel Mucmeymeo3Has4oi npobiemamuku
Ha@ Mamepiani meop4yocmi Cy4acHux urrocmpamopie Kumaro ma Ykpaiu.

Knruoei cnoea: obpazomeopye mucmeymso XX cm., Kumad, YkpaiHa, epacpika, oumsyi KHUXKO8!
8UOAHHS, 2padbiuHi Urocmpayi, xyO0OXHUKU KHU2U, meopyi iHCnipayil, xyOoxHi ocobausocmi, HayioHaabHA
mMucmeybka mpaduyis, NopisHANbHUL aHAN3.

Becryn. KHuxkoBa rpadika — TBOpYa  ICTOPUUHMX, IAEONOTTUHUX, KyJbTYPHO -OCBITHIX
ranysb, po3BMTOK fikOi B XX CT. MOCTIMHO Ta daxoBux nogpasHukie. B ubomy acnex
3a3HaBaB AVHAMIYHVX NEePEMiH, CTaBLLUM OAHMM  AMTAYA KHUXKA — Le MNPOAyKT couianbHOI
3 aieBnx GakTopiB aKTMBHOI MIXKYAbTYPHOI  KyAbTypW, 30KpeMa MaHyro4oi igeonorii.
KOMyHiKkauii. Intaya KHMra B LbOMY NpPOLEC BoagHouac BOHa € TakoX HeBiJ'€MHONO
3aiMa€ 0cobvBe MicLe, OCKINbKM 1T aAPEeCcHICTb  CKNaj0BO TEeHAEHUIN pPO3BUTKY
ManeHbKOMy CMOXWBayeBi BMMara€ ocobamBy  HauiOHaNbHOTO mMucreutea. Y  cTaTTi
BiZANOBIAANbHICTb XYAOXHMKIB WOAO  3AIMCHIOETLCA cnpoba HayKOBOI iHTepnpeTaLyi

Bi3yani3aLii 3MiCTy niTepaTypHUX TEKCTIB. AK B reHe3n XyAOXHix o6pasiB AUTAYOI KHUTWY,
KMTAWCbKiN, TaK | B YKPATHCbKI MUCTELbKI  HalnepLle B CUCTEMI B3aEMOZAIT MiXK YacTMHaMM
NpakTuLi NPOABAANOCA Le Ha MepeTvHi  3arajbHOro XyAo>XXHbOrO Li0ro, aHa i3yoTbes
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Taki CKNagoBi, fAK «KHWXHICTb» (Tekcr /
MajsoHOK) Ta «aHcambnesictb» (popmar /
Tmnorpadika / 30HyBaHHA). KoHuenuii Ta
TeHAEHUiT pO3BUTKY MOHATb «AUTAYA KHUXKa-
OMOBIAAHHA» Ta «ANTAYA KHUXKKA-KapPTUHKa» Yy
ABOX KpaiHax € noAibHUMUK. XyAOXHMKM Ta
intoctpaTopu B Kutai Ta B YKpaiHi BNpoAOBX
TpuBanoro nepiogy  nepebysanv  nia
iLEONOTIYHMM KOHTPONEM, a «HaLiOHa/bHa
nosunuis» Ta «MPOCBITHULIbKNIA
IHCTPYMeHTaniam» 6ynn Ba>/IMBVMU
YNHHUKaMVU dbopmyBaHH# Bi3yaNbHOI
penpe3eHTaLii ANTAYOI NiTepaTypw.
MornnbneHHA KynbTypHOI BiAKPUTOCT,
rnobanizauia Ta Komepujianizauis, 3pOCTaHHsA
yBarm A0 PeHOMEeHy HaliOHaNbHOro Yy
MWUCTEUTBI, PO3WMPEHHA MEX  TBOPYOI
cBobOAN, MOUMHAKUM 3 APYroi NOAOBUHU
1990-x pokiB, b6ynn xapakTepHUMW fK A4S
Ykpainn, Tak i gna Kutaro. Hessaxaroum Ha
yHidiKkaLito 3aranbHWX NiAXOAIB Y ranysirpadiku
ANTAYNX KHUXKKOBUX BWUAAHb, AKY MpUHewa
rnobanizauif, XyaoXHUKM-intocTpatopy 060x
KpaiH TAXIFOTb 40 BUKOPUCTaHHA HaLIOHaNbHOI
«MOeTnYHoi» rpadiyHOi MOBMW, 30Kpema
BIANOBIAHOI CMMBOJIKM, FaMW KOJIbOPIB Ta
KOMMAO3WULIMHUX  pilleHb, a TakoX J0
BMKOPUCTaHHA  300paXkeHHA  MepCOHaxiB,
XapaKTepHWX A4 HauioHanbHOI KynbTypu. Le
AO3BONAE  BIACTEXUTU  UYMMANo  Ba>XIUBMX
XYZLOXHIX 0COBNNBOCTEN Yy TBOPUMX MPaKTUKaX
KMTaMCbKMX Ta YKPAiHCbKMX iHOCTPATOPIB Ta
MOPIBHATAU  iX  JAOCATHEHHA Yy  ranysi
INFOCTPYBAHHA ANTAUMNX KHUXKKOBMX BUAAHb.
MocraHoBka npo6nemu. 3 HanbibLL
aKTyalbHMX Ha CbOTOAHI AN MUCTELTBO3HABYOI
Haykm € cucTemaTmsauia  Ta  daxosa
kBanidikauia Takux ABMLW, 06pa3oTBOPUOro
MUCTeLTBa, AKI PO3KPMBaKOTb MUTOMI PUCK
KyNbTyPHUX iAeHTUUYHOCTeN. [padika AnTaumx

KHUXXKOBUX BUAAHb HaNexXmTb il
NPIOPUTETHUX LWOAO BMICTY ETHIUHKX |
HaUiOHaNbHUX  CKIAZOBMX Tpaauuin, Ak
reHepyloTb | TpaHCAKOTb Yy  MaunbytHeE

XyLOXHUKN. Bbarato opuriHasbHUX TBOPYMX
inen peanisyerbca rpadikamu-inrocTpaTopamm
Kutato Ta YkpaiHu, Npo Wo CBiAYNTL BEAUKAM
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MacuMB AUTAYUMX KHWUF, BUAAHWUX PI3HUMM
BMAABHMLUTBaMN 060x KpaiH ynpoaosx 1960-
2000-x pokiB. Hag CTBOPEHHSAM KHW>XKOBMX
LUMKNIB NpauoBanv BiOMI MUTL, WO AOCATAM
YCMixiB B OCHALLEHHI BUAAHb OPUTiHaIbHUMN
INFOCTpaLifaMu, WO 3 NepcnekT1BM vacy ctanm
KNAaCMKOK  UbOro  >aHpy  rpadiuHoro
mucteytsa. Lle  3ymoBAOE  AOLINBHICTL
po3raagy Takmx acrnekTiB KHUXKOBOI rpadikn,
AK ApKepena IHCnipauii aBTopiB-it0CTPaTopIB,
KOMMO3WLINHI Ta XYAOXHbO-CTUNBOBI PUCK
TBOPIB KWTAaWCbKUX Ta YKPAIHCbKUX MUTLIB
BIANOBIAHOI YaCOBOT XPOHOJIOTII.

AHaniz ocrtaHHix AocnigKeHb i
mxepen. [JnHamika poO3BUTKY KHUXXKOBOTO
puHKy y Knutai ta B YkpaiHi HanpukiHui XX — Ha
noyatky XXl cT. 3ymMOBWAa aKTMBI3aLjo
HayKOBUX  AOCAIAXeHb rpadikv  AUTAYMX
BMAaHb, 30KpemMa B acnekTi cneundikv
aBTOPCbKOI XyA0>XXHbOT MOBW. B yKpaiHCbKoMy
MMUCTELTBO3HaBYOMY  AUCKYpPCI  HayKOBLY
O. lamoHoBa, FO. biptonbos, J1. Cokontok Ta iH.
ranboko npoaHanizyBanm PO3BUTOK
rpadiyHOro MucteuTBa B YKpaiHi ynpoaoBx
Aapyroi nonosuHn XX — noyatky XXI c1. [13,
c.102-106]. Mpobnrema ANTAYOI KHUIN YacTo
pO3rnajaEeTbca B cuctemi 06pa3oTBOPUOro
MUCTELUTBaA, TaK, 30Kpema, fAK AncepTauis
O./laMmOHOBO], WO npucesaveHa npobaemi
KHU>koBoi rpadikn y Kuesi 1950-x — nouatky
1970-x pokiB [4, c. 20]. MNMpoeKkTHO-XyAOXHI
NPUHLMMIN AN3aNHY AUTAYOT KHUTU AOCAI KEHO
y auceptauii M. €dimosoi [3]. LikaBum i
aKTyaNbHUM AN TEMUW HALWOTO AOCNIAKEHHS €
anceptauia M. Tokap «[lepoiuHi o06pasm
YKPaiHCbKOT ANTAYOT NiTepaTypu B KHUXKKOBIN
intocTpauii gpyroi nonosuHM XX — noyatky XXI
CT.», Yy fAKIA aBTOpKa aHafi3ye eBOJIOLj0
XYAOXHbOrO TPaKTyBaHHA repoiyHoro obpasy y
KHV>KKOBWX INtOCTPaLLiax. BaXkanBoro 4actmHoro
Lboro AOCNIJKEHHSA € 3'ACyBaHHA
«MepeBaXkatoumx KOMMO3ULIMHUX pilleHb Yy
NpakT1Li XyA0>XHbOT BidyanizaLii TBOpiB» [9, C.
16]. Pag BaxxamBmX NuUTaHb XyAOXHbLOT MOBU
iNFOCTPALLM Y ANTAYIN KHU3i, @ TaKOXX Npobiemu
ANTAYOTO YMTAHHA B aCMeKTi COLiOKyNbTYPHOI
KomyHikauii posraaHyam K. KacbaHeHko [9],
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M. KomnaHosuuy [10],
O. IBaHueHKo [7] Ta iH.

Y KWTanCbKOMY HayKOBOMY AMCKYPCi
AOCAIAHVIKM A@aBHO NOYann po3raajatv KHUM
XaHpy AsaHbxyaHbxya (Lianhuanhua)' sk xaHp
06pa3oTBOPUOro MUCTELTBA, LLO MOEAHYE MK
cobotro xmonuc i nitepatypy [1. p. 307].
MwucteutBo3HaBui L3a Benny [19], XyaH
FOaHbaiHb [18], /li CiHb [22] Ta iHWI npoBenn
KOMMAEKCHNUN TEOPEeTUYHUIN aHani3  KHUT
nAHbXxyaHbxya. HanpukiHuyi XX c1. 3'aBunoca
foCNifKeHHA «MucreyTBO iNKOCTPaLi ANTAYMX
KHUXOK»  3a  CniabHOK  pepakuiero  Jli
LroaHbxya, JTi /i Ta Yy Jlana [5], aBTOpm sikoro
30CepesXyroTbCs Ha AOCAIAKEHHI XyAOXHBOI
dopMmu intoCcTpaLin y ANTAUMX KHUTAX 3 TOYKN
30py YHIKa/JIbHUX KyNbTypHO-ECTEeTUYHUX Ta
MCUXONOTIYHNX  XapaKTepUCTUK  AUTAYOro
CNPUNHATTA MUCTELbKNX TBOPIB. TalBaHCbKUM
BUeHWW Xao [yaHuall Hanucae po3BiAKy
«Hackinbku xopoua KHU>KKa 3
KapTMHKaMu» [16] i cTaB MiOHEepPOM BMBYEHHS
ANTAUMX KHUXKOK i3 KapTMHKamMu Ha TanBaHi.
«KHWUMM 3 KapTMHKaMU: YNTAHHA Ta Knacuka»
[11] = BaxxnmBa TeopeTnyHa npausa y Kutai, aka
npucBAYeHa ANTAYNM KHUXKKaM i3 KapTUHKAMMU.
JocnipHvkn  ®aH  BewniH (aBTOp npayj
«HaconogxynTtecb KHUXKaMW 3 KapPTUHKaMK —
MUCTeUTBO  Ta oLiHKa KHUXOK 3
KapTuHKamm») [8] Ta YUy LI3iuaH (aBTOp npadi
«Habnn>KeHHS A0 KHMXKOK 3 KapTUHKaMn») [21]
npoaHanizyBanun Xyao>xxHi 0CoBaMBOCTI KHXOK
3 KapTMHKaMW y pakypcCi MCUXONOTMIYHMX
XapaKTepuCTUK PO3BUTKY AiTeu. [1poTe, HaBiTb
Ay>Xe 3aranbHWiA ornag ictopiorpadii Ha
AOTUYHY TEMATUKY CBIJUYNTb MPO Te, O XKOZJeH
aBTOpP He MOpPIBHIOBAB XyAOXHI 0CO6AMBOCTI
KMTaMCbKOI Ta YKPAiHCbKOT ANTAYOT KHMXKKOBOI
intoctpauii novatky XX cr. Le BM3Hauvae
aKTya/NbHICTb HaLLIOro AoCAiA)KeHHA. Briepiue
y MucTeuTBO3HaBCTBI KnuTato Ta YkpaiHu byze
3piMcHeHa cnpoba MOPIBHAHHA  Migxoais

O. Xapuenko [17],

1 NlaHbXyaHbXya —y BMAABHMYIN npakTuui Kntaio XX cT.
ue pisHoBUA ManodopMaTHUX iNHOCTPOBAHMX anbboMmiB.
2 PedopMM Ta BIAKPUTICTb — L@ NOAITUKA BHYTPILLHbOI

pedopMu Ta 30BHILLHLOT BiAKPUTOCTI, AKY KnTal noyas

rpadikiB 060x KpaiH A0 XyAO>XKHbO-06pa3HOro
BMPILLUEHHS iNOCTPaLiN AUTAUYNX KHUXKKOBYX
BUAAHb KiHUSA XX CT, a TakKoX 3AiACHeHa
HaykoBa  KBanidikauia  pagy  nam'atok
rpadiyHoro MUcCTeLTBa Bi4MOBIAHOrO
pi3HOBMAY noirpadivyHoOl NPOAYKLil.

Ana uporo 6yayTb BMKOPWUCTaHI TBOPU
Takux rpaoikis-intoctpatopis B KHP, axk fAH
FOHUH («HOBeHanbHe Ta AnTade
BUAABHULITBO»), Yxkoy CaH (amTaui
BMAaBHMUTBA «LI3aHcy», «CxigHa nanbka»), BaH
Li3ymiH (anTaue BnaaBHULTBO «Li3aHcy»), YxaH
Wnmin («LLlaHxancbke anTave BUAABHULTBO»)
Ta iH.Cepeg iHWNX BIAOMUX MUTLLIB, AKI aKTUBHO
npoasuau cebe B ranysi itOCTpyBaHHSA, 6yan
[an OyHbbanr, fly LeHuxyH Ta iH. Ix TBOpPYK,
yactkoBo,  byayTb nopiBHIOBa™MCA 3
KHV>KKOBUMMU intocTpauismm 3HaHWX
YKPaiHCbKMX XYAOXHWKIB, 30kpema BikTopa
ManuHkun, Codii Kapaddun-Kopbyt, BaneHtmHM
MenbHunueHko, FOnia Kpuru, HiHn JeHncosoi,
€nn3zaset MnMpoHoBOI Ta iH.

Buknag ocHoBHOro martepiany. Y 1920-x
i 1930-x pokax ANCKYCii PO ANTAYI KHUXK/ B
Kutai BigbyBanmca nig 3Ha4yHUM BMAMBOM
AOCBiZy  INOCTPATOPIB  AUTAUMX  KHUXKOK
€sponu, Amepukm Ta AnoHii. Ha noyatky 1950-
X POKIB, B YMOBax XOJIOAHOI BiMHW MiX
CxonoM |1 3axoZoM XyAO>XKHWKW-IArOCTpaTopu
nepebyBann  nig  BMAMBOM  XYZAOXHIX
HanpawroBaHb NPOBIAHWUX MUTLiB PaasaHCbKoro
Coto3y Ta CxigHoi €Bponu. Cepes LOMIHYHOUMX
Ha TOW Yac KOHLEeNUii B iIFOCTPYBaHHI ANTAYMX
KHUT Byno 36aMXeHHS peanicCTMYHOI MeToA0-
norii 3 pekopatmiamoM. Y 1960-x pokax
KATaWCbKi AUTAYI KHUTKM Oyan CBOEPIAHUM
BIAOOpaXXeHHAM  TOro4acHoOi  Ky/JbTypHO-
couianbHOI MONITUKA Ta TMaHiBHOI igeonoril.
Tpeta  nneHapHa cecid  OAMHAALATOrO
LleHTpanbHOro KoMmiTeTy, wo Bigbynaca B
rpyaHi 1978 poky, nporonocuna MoAiTUKy
pedopM i KynbTypHOI BigkpuTocTi® [12], wo

BMNPOBaZKyBaTM Ha TPETIN NieHapHin cecii
ognHaguAatoro LleHTpanbHOro Komitety B rpyaHi 1978
POKYy.
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CNPUYNHUAO OYpPXIMBUMA PO3BUTOK  PIi3HMX
BMAIB MWUCTeUTBa, Tak 3BaHi «85 Hanpawmis
mucteutsa»® [6]. EcteTMka, MOTMBOBaHa
«J1IBOIO» IA€0NOTIED, 3MIHNAACA Ha ecTeTuKy
ryMaHictmyHoro  nibepaniamy.  CTBOpEHHS
iINOCTpaLLiv ANA AUTAUMX KHUXKOK nepebysano
nig BMJVBOM HOBUX BUMIPIB eCTETUKY,
Ky/NbTYpW, NCUXONOTII, €eTUKMK, WO AonomMarano
NoAONATU XYAOXHI OOMeXeHHs B intocTpauyi
ANTAUMX KHUXKOK, IKi JIOBTMIA Yac nepebysanm y
B'A3HWMLUI igeonoriyHoro amckypcy, KiHeup XX
CTONTTA CTaB 4acoOM 3MiH Yy KMTaNCbKin
KynbTypi, fAKki Bigobpasuaica y xapakrepi
AVNTAYOT KHMXKOBOIT i1FOCTpaLi.

BignoBigHO  PO3BMTOK  YKPaAiHCHKOI
anTayol kHurn  1950-1980-x  pokiB  Takox
nepexveas nepiog ICHYBaHHS AK
3aranbHoOpajsHCbKa COLLiOKYAbTypHa MOZENb, Y
AKIV ifeonoria ToTaNbHOAOMIHyBaa. BizyanbHa
BMPAa3HICTb JliTepaTypHUX repoiB | XyAOXHE
nepexunBaHHA eMouinHoro ymtanHs [10, ¢. 55]

6ynm xapakTepHi And  Kpawmx — 3paskiB
iIOCTpauiv  AUTAYMX  KHUXKOK.  BisyasnbHa
KynbTypa 3a3Hana 3Ha4yHoi TpaHchopmauyji
HampPUKIHLI 1980-x poKiB Ta y
nepiog HesanexHocri YkpaiHu. [lpouem
AemMokpaTm3ayi, Lo BigbyBanmca B
YyKpaiHCbKOMY  CyCMiNbCTBI  Ta  Jep>kasi

B 1990-x pokax, iCTOTHO OBMeXMAn LeH3ypy,
nopoaunn 6axaHHa ajanTyBaTu Te, LLO paHille
6yno Hepo3BONAEHE B YKpaiHi, @ TakOX 3aHOBO
BIAKPUTM  HaLiOHaNnbHi  XYAOXHI Tpaamuiji.
BogHouac, kprxka eKOHOMIKa 3HU3KNa AKICTb
APYKY AMTAUYMX KHUXKOK, a BIAMOBIAHO W
intocTpaLivi. Ane XyA0XXHUKN He BTpayaim CBOEN
XYAOXHbOI camobyTHocTi. OkpiMm  daxoBux
IIOCTPATOPIB ANTAUMUX KHUXKOK, XYAOXHUKM-
CTAHKOBICTM Ta XYAO>XXHWKN-MOHYMEHTaNIC!
aKTMBHO Bpann yyacTb y npoekTax inrocTpauii
ANTAUMX KHUT, WO TaKOX MPUBHOCKIO HOBY
XYAOXHIO AKICTb Yy intocTpauii. HanpukiHui
1990-x pokiB 6ynn BCTaHOBJIEHI HibLU MeHLL

3 85 ArtTrend BigHOCUTBCA 10 MUCTELBKOTO PyXY, LLO
XapaKTEPU3YETHCA MOLEPHI3MOM, AKUIN BUHUK Y
maTtepukosomy Kutai B cepeanni 1980-x pokis. Monogi
XYLOXHUKM TOTO Yacy 6ynu He3agoBoNeHi /1iBOtO NiHieto
TOrOYacHOro CBiTY MUCTELTBA, HE3340BOJIEHI
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YiTKi NpaBuaa Ta b6isHec-Moaeni y BUAABHNYIM
cucTemi 1 BIAMOBIAHO INHOCTPATOPU 3MOMU
BIAHOBWUTN YAOCKOHaANTL CBOKO MpodecinHy
pobory.

| Kwutain, i YkpaiHa TakoXX Mponm
TpaHchopmaLito  Bi4  eCcTeTUKM  «NiBOI»,
TOoTaniTapHOi  igeonorii, Ao eCTETUKN
rymaHictmuHoro nibepaniamy. Obuasi kpainu
BigZann nepesary nMOAITALI  KyNbTypHOI
BIAKPUTOCTI, iA€0N0riYHMX 3MiH Ta pedopm,
noumHatoum 3 1980-x pokiB, a TakOX 3yMminu
CTBOPUTYM yCNiWHi 6i3Hec-moaeni y nonirpadii.
Y  nowykax  Bi3yaNbHOTO  BWMPa>KeHHs
XYAOXHbOrO 06pasy AUTAYOI  KHWXKKOBOI
ifOCTpaLii HalioHalbHE MUCTELTBO ABOX KpaiH
CTaNoO OpraHiYHOK YacCTUHOK, a uYacto |
BMPA3HOKO JOMIHAHTOKO LbOro Mpouecy.
O6wuaBi KpaiHW aKTMBHO BWKOPWCTOBYBaIM
ANTAYUY KHUXKKOBY I/1FOCTPaLLito B 060X KpaiHax
ana BIAHOBAEHHSA Ta bopmyBaHHA
HaLiOHaNbHOI IAEHTUYHOCTI Yepe3 BiAMOBIAHI
XYAOXHi 06pasn y ANTAUIN KHMXKL.

YkpaiHceka gocnighmus M. €dmmosa
HarosiowyBana Ha HeobXiAHOCTI noLyky
KOHLeNnTyalbHMX pilleHb ODOPMIEHHS KHMUT,
XYAOXHS MOBa AKUX anetoe A0 ETHIYHMX Ta
HauiOHaNbHUX Tpaauuin. 30Kpema, aBTOpkKa
3a3HayaE, WO KUIBCbKE BUAABHULITBO ANTAYOI
KHWXKKK «A-BA-BA-TA-JTAMA-TA» Brkopumcro-
BYE Ha MPaKTUL,i YiTKy NaTPiOTUYHY NO3ULiHO Ta
HapoaHi motmem [3, c. 20]. ¥ po3sigui npo
ANTAYY KHUXKKY 3axigHoi YkpaiHn M. Tpucrok
TOPKHYBCA MUTaHHA 3acobiB  BMABJEHHA
HauiOHanbHWX 3acaj Yy AniTepaTypHUX TBOpaXx.
MpoaHanizyBaBwn BMOIPKY AUTAUMX KHUXKOK,

BUAAHUX Yy  BWAABHWUTBI  «BmaaBHWMLTBO
Craporo JleBa» 3a OCTaHHI POKW, AOCAIAHVKM
BCTAaHOBWAW, WO  BOHa  «BWMKOPWUCTOBYE

perioHanbHi 0COBNMBOCTI Ta KyNbTypHIi Tpaanuii
CTapOBMHHOIO MicTa» [2, c. 27-29]. KHWXKoBI
INtOCTpaLii, CTBOPEHI KOMaHAaMu intoCcTpaTopis
BE/IMKMX YKPATHCbKMX AUTAYMX  KHUKKOBMX

MUCTELbKUMU CTEPEOTUMAMN PASAHCBKOTO
COLiaNiCTUYHOrO peaniamy Ta A4eAKMMMU LLIHHOCTAMM B
TPAAWUIMHIN KyNbTypi Ta HAMaranmca 3HalTU «HOBY
KPOBY» i3 3aXiZAHOro Cy4acHOro MMUCTELTBA, Lo
3aMno4yaTKyBaso HaluioHaNbHUIA MUCTELbKUI pyX.
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BMAABHMLUTB, CNPAMOBaHI Ha BWKOPUCTaHHA
6araTtoi cnaflWyHM HauioHaNbHOI XYZAOXHbOI
KyNbTYpW.

MoAibHMM  LWNAXOM  WLWOB  TBOPYMIA
PO3BUTOK KNTaMCbKMX rpadiuHnX An3aliHepiB Ta
intoctpaTtopie. 3 1956 poky fAH  HOHUH
NOCNIAOBHO NpaLoBaB XyAO0XHIM pesaKTopom
BMAABHULTB ANTAYOI NiTepaTypu Kutato. PaHiwe
BiH 6yB aupektopom KomiteTy auTavyoro
mMucteyTBa Acouiauii XyaoxHukis Kntato. BiH
CTBOPMB MOHaA 250 AUTAUMX KHUXKOK i3
MantOHKaMM Ta 19HbXYaHbXya, 3 AKMX NnoHag, 20
6yno onybsiikoBaHO Ta PO3MOBCHAXKEHO MO
BCbOMY CBITYy. BiH Takox ctBopuB noHag 1000
TBOPIB TPAAWLINHOTO KNTalCbKOTO >WBOMNCY
Ta noHag 100 rpastop. Vloro Teopu 6ymm
HOMIiHOBaHi Ha MixHapogHy npemito laHca
KpictiaHa AHAepceHa, oOTpuMaaM nepLy
npemMmito 3  06pa3oTBOPUOrO  MWUCTELTBA
HauioHanbHOI ANTAUOI KHMXKOBOI Npemii Ta
6arato iHWKXx Haropog. Y cratTi «[l'ataecar

POKIiB  Kpalloro  AWTAYOro  KHWXXKOBOTO
MucTeuTBa B Kutai»,  ony6nikoBaHoOI
AH FOHUiHOM Y «BnbpaHmx  poborax

06KIaAMHOK KMTAaMCbKMX AUTAUNX KHUXKKOBUX
iNtoCcTpauiv»,  3aNpoOroOHOBaHO  «BMBYATU
IHO3eMHMA [OCBI4 Ha OCHOBI YCMajKyBaHHSA
Tpaguuii» [23]. Yxoy CAH 3apa3 € rosioBHUM
pesaktopoM «CXiAHOT NANbKU», AUTAYOTO
BMAaBHMUTBA Ll3AHCYy, BCECBITHLO BIZOMUM
aBTOPOM INKOCTPOBAHUX KHUXOK. Yxoy CaH
CKa3aB B eKCKIHO3MBHOMY iHTepB't0 «TBOpL
MOBWUHHI BIAYYTU XXWUTTEBY CUAY XUTTA», LWIO
«...TPaANLINHNI XNUBOMUC — Le peaniCTMUYHUA
3anmnc 3a AOMOMOTOK TeXHIK, Lie Knacuka, a
TakoX Crnocib BUpaxeHHs, AKUA MOXYTb
BMKOPWUCTOBYBATW  INHOCTPATOPU  KHUXKOK 3
kKapTuHkamm» [20]. Ak 6Haummo, nornsam
YKPaiHCbKMX Ta KUTANCbKUX AOCNIAHUKIB Ta
XYAOXHWKIB-iItOCTpaTopiB ~ 36irarotbca Y
NUTaHHI BUKOPUCTAHHS HALiOHaNbHWX TPaANLM
B IFOCTPALLiAX Y ANTAUMX KHUKKAX.
YKpaiHCcbknin - xyaoxxHuk . fAkyToBuy
CTBEPAXKYE, WO MOro MOLyKM BMPA3HOCT B
CTaHKOBIV rpadiyi 6a3ytoTbCA Ha CUHTESI
«HAPOAHMX MUCTELbKMX AXepen» i Naactmki
MOHYMeHTabHUX popm [17]. O. IBaHYEHKO B

JOCNIgKeHHI eTaniB dopmMyBaHHA cTpaTerii
AIANBHOCTI AUTAYOTrO BUAABHULTBA «Becenka»
onybikyBaB 3HaUHY YaCTUHY aHaNITUKW LWLOAO
XYAOXHbO-TEXHIYHOrO OPOPMAEHHA KHUT Y

1972 p. Kputnku 3a3Havany, WO «.B
ODOPMAEHHI KHUXKM AN YKPATHCbKUX AiTen
"Becenka" HamaraBcsi 3HaWTU NpaBWIbHUM

wnax» [7, c. 104]. A. lUnakoB KOHCTaTyBas, LLO
npv NpoeKTyBaHHI «BecenkoBoi» BepCii «4OCBIA
nepexoAy Ha TBOPYICTb MaWCTPIB HAapPOAHOrO
MUCTeLTBa AOCUTb MNO3UTUBHUW» [7, c. 104].
Antauya KHUra crana «TBOPYUM MOSEM
HaBYaHHA» 419 MOAepPHi3aLyjirpadiyHmX pilleHb
i HECTaHAAPTHMX XYA0XHIX HOCIIB. A TpaamLjiHe
MMUCTELTBO TaKOX CTa€ CMOCOHBOM uUMTaHHS,
AKMM TNMBOKO MPOHVKAE B CepLs AiTen.

B intocTpyBaHHI yKpaiHCbKUX AUTAYMX
KHWXXOK KiHUsA XX CTONITTA aBTOPCbKUM CTWb
NPOSABMBCA B Haratbox «KapTUHKax» 4NN AiTeu
YKPaiHCbKUX BUAABHULTB, AK-OT: «A-BA-BA-TA-
NTA-MA-TA», «BunaasHuuteo Craporo JfleBa»,
«Becenka», «KameHsap», «borgaH», «PaHOK» Ta
iH. IntocTpauia Biktopa MannHkmn «Bonogap
BITpy» (1977) (puc. 1), Codii Kapadpu-Kopbyr
«KHura obeperis» (1982) (puc. 2), BaneHmMHM
MenbHNYeHKO «Xoasaua KonmckoBa», «CoHs»
(1983) (puc. 3), FOnia Kpura «KataHHs ancuui B
nici» (1984) (puc. 4), «Micaunmin 6pat» (1989)
(puc. 6), HiHnm [eHuncoBoi «Becena my3uka»
(1985) (puc. 5), €nuzaset MupoOHOBOI
«[iBunHa-BecHa» (1990) (pwuc. 7), «TaemHMLA
JlecnkoBoi ckpunkm» OkcaHn JinceHko (1992)
(puc. 8) — yce ue nNpuknaam BUKOPUCTAHHSA
HapOAHWX TpPaauuiA AN KOHCTPYHOBaHHSA
CMUCAIB HaLjOHaNbHOI i€ HTUUHOCTI.

TekcTv  onoBigaHb, Ka3oK, BipLUiB,
HapoAHWX nepekasiB, JereHs, YpwWBKIB 3
OnoBiJaHb, HapOAHWX MiCeHb 34e6inbworo
IOCTPYHOTLCA Yepes 3aKpinieHi HaLiOHaIbHOKO
Tpaguuiero 300paxkeHHA Nrofen,  TBapWH,
pocinH TOowo. CTAaHKOBUA >XMBOMUC LMX
aBTOpIB TAXIE A0 KONbOPOBOI, rpadivHoi
NAOWNHWY, A0 BUKOPUCTAHHA «MPUKIALZHOM
TEXHONOTi,  yTBOPHOHOUM  HOBY  dopmy
XYAOXHbOrO OQPOPMJIEHHS, a iHHOBALlHI
TEXHONOTIi BHOCATb KOPEKTMBWM B MeToaM
MatOBaHHA.
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Puc. 1. Biktop MannHka. ObknaguHka Ta intocTpadia 4o KHUXKW «Bonogap BiTpiB».
Kwis, «Becenka», 1977.

QTEI'IBH RACHNBYEHKO
7 o

Puc. 2. Codis Kapadda-Kopbyr. ObknagnHka Ta intoctpauis
Ao kHuxkn CtenaHa BacunbueHka «YapiBHa KHUXKa». JIbBiB, «KameHsap», 1982.

A e
Puc. 3. BaseHTMHa MenbHUUeHKko. OBkaaAnHKa Ta iNFOCTPaLif A0 KHUXKN «XOAM, COHKY, B KOJIMCOHbKY».
Kwis, «Becenka», 1983.

A \XAB uc
uyere3 I"ca

Puc. 4. lOniii Kpura. O6knaanHka Ta intoctpalii 40 KHUXKM «ixaB MC yepes ic».
Kwis, «Becenka», 1984.
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Puc. 6. tOnint Kpura. O6knagmHka Ta itoctpaLia o KHUxKuM Muxanna KourobuHcbkoro «bpatu -micau,i.
Ka3ka». Knis, «<Becenka», 1989.

Puc. 7. €Ennzaseta MupoHoBa, JleoHia ABopcbkuin. MantoHKM i TEKCT A0 KHUXKM «BecHsAHKa».
KwiB, «Becenka», 1990.

BT .7 L

Puc. 8. OkcaHa JlnuceHko. ObknaanHKa Ta inrocTpaLis 40 KHUXKN Apemu fosHa «TaemHuus JlecukoBoi
Ckpunkun». Kuis, «Becenka», 1992.
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, aganTauisa Axb LU3i. ObknagmHka Ta intoctpauis
[0 KHUXKN «[leB'ATMKONIpHUIA oneHb». LLaHxan, «AuTaue BugaBsHMuTBO», 1983,
Mopaetbea 3a pxepenom:
URL: https://baijiahao.baidu.com/s?id=1588464128514464120&wfr=spider&for=pc

Puc. 10. fiH HOHUiH. ObknagnHka Ta intocTpauis Ao KHUXKKN JTy BiHb, «Ko3eHaTko i TurpeHs». LaHxan,
«BngaBHnUTBO A8 MOso4i Ta AiTel», 1984.

Puc. 11. Jan AyH6aHrom. ObknagnHka Ta intoctpauii 40 KHMXKU Agxunsa «Mantoemo koHen». LLaHxal,
«BugaBHMUTBO Ans Monogi Ta aiter», 1990.

PEIZRAME

Puc. 12. Yxoy CaHa. ObknaanHka Ta intoctpauis o kHUXKK Li3saHcy «Ni Afu». MNekiH, «Kntalicbke gnTaue
BMAABHMLTBO», 1990. Mogaetbca 3a pxepenom: URL: https://auction.artron.net/paimai-art5163121521
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Puc. 13. BaH L3ymiH. ObknagnHka Ta inrocTpaLis 4o KHUXKKN «opa Xyuto». XaHuxkoy, «Auntaue
BMAaBHWUTBO Li3aHcy», 1991.

Puc. 14. /1. leHwkyH. ObknaamHKa Ta inroCcTpaLii 4o KHUXKM «bor n'atv 3epeH». HaHkiH, «AnTaunii
6yanHoK YeussH», 1991.
Moaaetbes 3a gxepenom: URL: httpswww.xiaohongshu.comexplore6314c0b20000000011034bf8

Po3wuptoeTbcs  nanitpa KONbOPIB,
Bi/JIbHiLLEe BUKOPUCTOBYHOTLCA €KCMEPUMEHTU 3
MOXJMBOCTAMU Pi3HMX TEeXHIK,
YPi3HOMaHITHHOETLCS CTUAb  XXMBOMMUCY.

Cy6'eKTMBHI y3araibHeHi CMMBOAW Ta MiTKi
HaUiOHaNbHI CMMBOJIM MparHyTb 3aMiHUTU
06’eKTMBHI AeTanizoBaHi HapaT1BK Ta NOHyTOBY
AOCTOBIpHICTb. MoBa naacTM4HO-06pasHMX
mMeTadop cTana BU3HAYaNbHOK B €CTETUYHUX
pileHHAX 6aratbox TOroYacHWX AUTAYMX
KHW>XKKOBWX BUAAHb.

OpHaMeHTV Ta CMMBOAWN TPaAMLIMHOIMO
HapOAHOro MMCTeUTBa CTakTb [XKEepPesoM
XYAOXHIX IHCNipauin, fAki BigobpaxkeHi y
rpadiui, 30KpemMa NPoUNTYHOTLCA Y KOJIbOPOBIM
rami, KOMMNO3MLINHUX MOAensx, a TakoX Yy
XyJOXHIA  iHTepnpeTauii BOpaHHA repois.
Hanpuknag: xyaoxHi ob6paswn intocTpauiv
(pnc.1-8)  rpyHTyrOTbCA  Ha  CUMBOJILY
YKPalHCbKOI  HapoOAHOI  KyAbTypu  (OAsr,

apxiTekTypa, MOTMBM 3 POCANHAMWU TOLLO).

XYJOXHIN  CTUAb  AUTAYUX  KHUXKKOBUX
iNtOCTpaLii y Len nepios BKAKOYAE TaKOX
KOHKPETHI  peanicTuuHi  dopmu, rpadivHi

opHameHTW. ObpasHa Ta peanicTMyHa yknaaka
noeaHye B cobi abcTpakTHi Ta AeKopaTuBHI

eNeMeHTH. Ocobamsum B6araTtcrBom
Bij3HAUAETbCA  KOJNIOPUCTMYHA ramMa  LuxX
intocTpaLin.

[ns npocTopoBMX KOMMNO3MLLN 3a3BUYa
BMKOPUCTOBYIOTb 6HaraTolapoBy KO/JbOPOBY
AEeKOPaTUBHY NJIOLMHY, JOAAKOUM TEXHOOTIHO
rpasieHTHOrO rpadivHoro cuayety, Wob Hagatn
intocTpauii - into3ii npoctopy Ta  0b6'emy.
Big3HauMmMo TakoX poOAb  YMOBHOCTI B
306paxeHHI. Ake cTae 6inbw rpadiyHuM i
TiCHILLe NOB'A3aHMM i3 6iNOK MAOLLMHO
nanepy. 3MiHM NPOCTOPOBOI iepapxii Ta
3aCTOCyBaHHA KOMbGiHOBaHOI rpadikm MoxHa
npocTexuTn B puc. 1- 4, 6-7.
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InrocTpauii, BUKOHaHI y Pi3HUX TEXHIKaX,
30KkpeMa, akeapennro (pwuc. 3-6, pwuc. 8),
ryawwro (puc. 7), TEXHIKOK rpaBipyBaHHS
(puc. 1-2) € LOMIHYHOUUMU Y AUTAUMX KHUKKAX.
BapTo BiA3HAUMTN TaKOX MAOCKNIA MANFOHOK i
KOHTYPHWI rpasieHT (puc. 4, puc. 6), NA10OCKNA
MaNOHOK | NiHIMHWA KOHTYp | TpagieHT
Kosbopy (puc. 3). TMnoBOw € rpagieHTHa
KOJIbOPOBa CU/IyeTHa TeXHiKa, Aka Ma€ pPi3Hi

cnocobun  BuMpaxeHHA.  Hanpuknag, vy
306paxeHHAx  (puc.2-6) BUKOPUCTOBYHOTb
TEXHIKY  TPajIEHTHOrO  KOHTYpy. MoxHa

CTBEPAXKYBATH, LLIO Bi3yasibHa MOBA KHM>KKOBOI
rpadikm € po3maiToro i Mae barato PisHWX
CNocobiB BMpPaXKEHHA 3MICTOBHOI CK1aj0BOI
TOrO UM IHLLOrO JliTepaTypHOro Teopy.

Kutan cnpaBeanvBo BM3HAaE BUAAHHSA
ANTAYNX KHUT YaCTUHOMO CBOEI HaLiOHaNbHOI
KynbTypHOI nonitukn. OcHOBHI dopmManbHO-
obpasHi pucn rpadikv KUTaUCbKOi AUTAYOL
KHUXKN BU3Ha4YMaM TBOPW LIECTU BiJOMMX
intoctpatopie.  [Jo  TakmMx  BIAHOCATHCA:
«[leB'aTMkoNipHMn oneHb» (puc. 9) YxxaHa
WimiHa, aganTauia penirinHnx midis AHb Li3i.
TyT aBTOp BMKOPWCTaB 3acajn KOMMNO3WLMHOI
nobyaoBn, KONip TPaAWULINHMX KUTaUCbKVX
AYHbXYaHCbKMX Ppecok, y AKMX 3ajifiHi TOBCTI

nokputta  ¢dapboto  pucoBoro  nanepy.
«ManeHbknMin KO3IMK | ManeHbKUn TUrp»
(pnc. 10), cTBOpEHUM inrocTpatopom  fAH

FOHUiHOM, €  TYMOPWUCTUYHUM  TBOPOM,
agantoBaHuMm Jly BiHOM Ha OCHOBI HapOAHWX
Ka30K. BOHW BUKOpMCTOBYBanu Taki TEXHIKM, K
«Hu jiao dian» - «nepueBi Kpanku»
(«KpanKoBM MaNkoOHOK», TexXHika «Ran» Ta iHLLi
TEXHIKM  KMTAWCbKOTO >KMBOMMWCY  TYLULLHO.
306paxeHHa «koHa (puc. 11), cTBOpEHe
KMTaCbKUM XyaoxxHukoM fJan [yHbaHrowm, €
iNOCTPaLLIED  BMKOPUCTAHHA  TpajuvLinHOro
KATaWCbKOrO MasitoBaHHA TYLWILIO Bif PyKK,
30KpeMa, pPO3Ma3yBaHHA MEH3/eM i TYLULLH,
bapbyBaHHA NiHIT NOABIMHUM raukoMm. Takox

4Y anHacTii XaHb JOHr YKyHLWY BiANOBIB Ha oaHe
JINCTYBaHHA 3 Teopi€to IHb Ta AH «[’ATb enemeHTIBY, a
NOTiM MOACHMB TPAZMLiINHI CTOCYHKM MiXK
TPaAMUiHMMUK «N'ATbMA KoNbopammu» y «’atn

MUTELb MaWCTEPHO BUKOPMCTOBYE KOAIP
YOpHWIA Ta MOAIN KOJbOPIB, BCTAHOB/OE
KOHTpacCTHe CMiBBiJHOLIEHHA MiX BIpTyalbHUM
I peanbHUM. 3 Toukm 30py GOpMMK  BIH
MPOJOBXYE  CTUAb | XapaKTepucvkm
ner3a>KkHOro XMBOMNUCy N'ATN ANHACTIN. lcTopis
«Ni Afu» (puc. 12) intoctpatopa Yxoy CsHa
afantoBaHa 3 ¢onbknopy XyuvwaHb B Ydi
Li3sHcy. XyAO>XXHWK-itOCTpaTop BUKOPUCTaB
FrapMOHIMHY | HeHaB'A3/MBY TpaAWLinHY
HapOAHY KOJIbOPOBY ramy, ACKPaBO -4epPBOHNIA
i HIXKHO-3e/1eHMI KOIbopW. Y KOMMNO3MLAHOMY
BIAHOLLEHHI B TBOPi BUKOPUCTaHO XapaKTepHi
PUCKU KNTaKCbKOrO HapPOAHOTO MUCTELITBA, He
0bMexXeHOoro peaniCTMUYHUMM MPOMOPLINHMM
CNiBBiAHOLWEHHAMN. Y TOW e uyac, BiH
BIATBOPIOE  CLEHIYHY MOBY  TpajuWLiVHOI
KMTaMCbKOI CiNbCbKOT ApaMu, amnentoryun Ao
MPOCTOro i HailBHOTO CTUO XMBOMUCY. «[opa
Xyutro», HamanboBaHa BaH LizymiHem (puc. 13),
CTBOPEHa Ha OCHOBI MidiB i nereHg naropba
XywaHb y L3zaHcy. OnosigaHHA agantysas Jli
XyauntoaHb. B inwocTpauii  BUKOpUCTaHO
KOMMO3UL,itO Ta KONOPUT TPAAULIMHOI €THIUHOI
BuwmBkM. Cnocib6 opraHisauii komno3umuii —
dirypn nnacki, a 710 ob’emHe. BukopucraHi
KOMIbOPW, AKi BIiJOMiI fK HApPOAHI «M'ATb
6ape»* [15], cepes AKX 6AaKUTHUIA, YUEPBOHUIA,
XOBTUW, 6innk i yopHui. Ui konbopu €
CMMBONIAMW FapPMOHIi. Y TpaanLIVHIN HapOaHiV
BMLUMBLL Taki 306pa>keHHs, iK TON0BU TUTPIB,
deHikCiB 1 YOBHU-APaKOHYW, MatoTb Be/UKe
3HaUeHHA ANA BiAraHAHHA NPUBWAIB | 3/KX
AyxiB.  Ilmoctpatopn  nepebinbwmam U
TPaAnLInHI obpasn, wob CTBOpPUTU
NepPCOHaiB, NPUAATHUX ANA CMPUMHATTA AITEN.
Y cepii «IcTopii 60riB i UyA0BUCHK Y KUTANCKIN
KnacuuHin nitepatypi» Jly LLleHuxyH cTBOpVB
«bora n'atm 3epeH» (puc. 14), y akomy
NOEAHAHO TPaaMLii KMTaCbKOro HapOAHOro
BMPI3aHHA 3 nanepy i3 Cy4acHUM XyAO0>XHIMU
3acobamu. OTxe, KMTacbka ANTAYA KHNXKKOBA

enemeHTax». «M'aTb KonbopiB» Ta «IHb AH N'ATb
e/IeMEHTIB» - LLe 3arasibHa Ky/AbTypHa CBIAOMICTb Ta
dinocodin KMTaNCbKOI Hawii.
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intocTpauia  KiHua XX cTOAiTTA  CBIZAOMO
NPOAOBXYyBana TPAAVLIMHUA  KUTaNCbKUA
XUBOMMC  Tywwo  (peTefibHUK,  TOHKWN

MaJIFOHOK 3 HaCMYeHUM KOJNbOPOM), HapogHe
MUCTEUTBO (BMpi3aHHA 3 nanepy, BULLIMBKA
Ta iH.), peniriviHi peckm (AyHbXyaHCbki Gpecku
Ta iH.), @ TAKOX TPAANLiNHI rpadiuHi TEXHIKN.

Y XX ctonitTi, 3 nornnbneHHamM BnavBy
3axigHoi  Bi3yanbHOI KyAbTypW, MOCTINHO
BMNpoOBaj)XyBanacs KOHUeNuis 3apybixHmxX
«AUTAYNX KHUIKOK-KapPTUHOK» | TpaHCchOopMyBa-
naca cTpyktypa onosigHoro tekcty. Y 1950-x
pokax PaHr ILoHb BiKPUB METOZ CTBOPEHHS
ANTAYNX  KHUXKOK-KapTUHOK. Toai BWWLLNG
APyKOM kHura «Jluc» (astop [yaHb Xya,
intoctpaTop AHb leridaH, 1957). BugaHHs «Xto
nepwumM 3ycTpiHe BecHy» (aBTop LUn ®en,
intoctpatop YxaH Yxwndan, 1957) 3namano
TpaguLIiVHYy MOZe/Ib OHI€EI KAPTUHKWN Ta OAHOTO
peyYeHHs, WO BUKOPUCTOBYBaJAaCA KuTau-
CbKAMW aBTOpaMW B TOW 4ac, i BiAKpWIO
NPoOCTip ANA  XYAOXHBOTO BUPAXXEHHA B
KHUXKKaxX-KapTUHKax. 3ano3nyeHHs Muctelp-
KOro JOCBiAY i3 3apyDidKHUX KHMXKOK-KapTUHOK
TakKoX BMJIMHYNO Ha CNpUIHATTA DaHr lutoHb
XYJOXHIX AKOCTEM KHWUXKOK-KapTUHOK. BiH
BBaXaB KHUXKN-KaPTUHKM «HOPMOIO AUTAYOI
niTepaTypy, B AKIM  MaalOHKM  3aliMaroTb
UeHTpanbHe Micye». [14] Xo4ya MantoHkM €
AOMIHYHOUMMM, TEKCT TakoX 3aMlMa€ Barome
MicLe B 3arasbHii CTPYKTypi 06pa3HocTi.
«CnoBa Ta intoCTpauii MOBMHHI ifeanbHO
NOEAHYBATUCS; INtOCTPALl HE MOBUHHI ByTn
rapHipomMm Ao CniB, Tak caMO fiIK i C/lOBa He
NOBMHHI ByTV onucom intocTpauiii. | Te, i iHLWe —
AK OCHOBA | ra4oK Y LUOBKOBOMY MAETiHHI» [14].

B YkpaiHi TpaguLiiHa ykpaiHCbka AnTaya
NiTepaTypa po3BumBanacsa HanpwkiHui XIX-XX cT.
i NpoKLwna CKNaZHUN WASX PO3BUTKY. Y Apyrin
NONOBWMHI XX CTONITTA iNtoCTpaLii B AUTAUIN
KHUXKLI Byan cknafoBOO XyA0XHbOrO 3ajymy
KHWUXXKW B LLINOMY. Y LIbOMY KOHTEKCTI rpadika
6yna HeBiA'€EMHOK YaCTUHOK NiTepaTypHOro
TeKCTy i Mana BCi O3Haku 06pa3oTBOPYOro
MucteyTBa. Y 1980-x pokax xyAoxHi obpasny
ANTAUNX KHUXKKAX TPAKTyBalaca AK KOMYHiKaLya
MIXK YaCTUHaMM EANHOTO XYAOXHbOTO Liforo:

«KHUXKOBICTHO» (TeKCT / MaJtoHOK) Ta
«aHcambnesicTio» (popma / TmMnorpadika /
30HYBaHHA). [1epLUOr0 KHUXKKOK-KapPTUHKOKO B
He3anexHin YkpaiHi 6arato focnigHvkiB
BBaxatotb  «Ko3y-gepesy»  (1994), saky
intoctpyBaB Oner [NeTpeHKO-3aHEBCHKUA.

HanpwkiHui XX ctonitra B Kutaita YkpaiHi
TEPMIH  «AUTAYI  KHUXKM 3 KapTUHKaMK»
TpaKTyBaAWn SK KHUXKW Y BY3bKOMY CEHCI, TOBTO
ANTAYI BUAAHHA PI3HUX NiTepaTypHUX XaHpiB
ANA AiTen, aKi He BMIiKOTb YMTaTM abo Tinbkn
HaBYalOTbCA UNTATK, aBO AN AiTeN, AKi BMitOTb
CaMOCTIVHO unTath. B 060x BMNagkax nossa
XYAOXHIX 06pasiB y AUTAUMX  KHUXKKaX
TPaKTyeETbCA AK IHTeprnpeTalia B CTPYKTypi
€JMHOTO XYA0>XHbOrO LjiN0ro.

BucHoBKM. JocnigkeHo XYAOXKHI
0COBAMBOCTI  KMTAWCbKOI Ta  YKPaiHCbKOI
INtOCTpaLiil B ANTAUMUX KHUXKKOBUX BUAAHHAX
KiHus XX CT., 34INCHEHO NOPIBHANBHWA aHani3
aBTOPCbKMX MiAxo4iB  woAo dopmManbHO-
06pasHMX, KOMMNO3NULINHMX, CTUAICTUYHKX Ta
iHWWX ocobamsocten rpadiyHmMx TBOPIB. Y
pe3ynbTaTi BUABNEHO, WO KUTaWCbka AMTAYA
KHM>KOBA iNtocTpayis KiHua XX CT. CBifOMO
NPOAOBXyBana PO3BUTOK Yy  Mapajurmi
TPaANLIVHOTO KNTAaMCbKOTO XXMBOMMUCY TYLLLLKO
(peTenbHWIW, TOHKUN MaNtOHOK 3 HaCM4YeHUM
KOJIbOPOM), HAPOAHOIO MUCTELITBA (BUpi3aHHA
3 Mmanepy, BAUWMBKA Ta iH.), 3 akKTyani3aLiero
penirinHmx Gpecok (fyHbXyaHCbki naM'aTku), a
TakoX TPaguLinHMX rpadiYHUX TexHik. B
YKPaiHCbKUX AUTAYMX KHUXKKOBUX IHOCTPaLyax
BMKOPUCTOBYETbCA  «MpPUKAagHa»  TexXHika
KOJIbOPOBOI NMNOCKOI KOMMNO3ULii (HaknajeHHsA
Pi3HOMaHITHUX  diryp Ha  OAHOTOHHWM
OCHOBHUI GOH). Take NIOLLMHHE TPAKTyBaHHS
dopmuM nos'A3aHa 3 HAPOAHUM (TPaAMLINHIM)
MUCTeLTBOM. BogHouac AK yKkpaiHCbKi, Tak i
KMTaWCbKi XYAOXHWUKN-INKOCTpaTOp He pa3
3BepTa/MCb A0  HOBATOPCBKMX  XYAOXKHIX
3acobiB B LIMPOKOMY giana3oHi dopmanbHO-
0b6pa3HUX piLLeHb.

B  pe3synbTati HaykoBOro aHanisy
3'AcoBaHo, WO KHUXKKU-KapTUHKM ~— —
BeIMKOPOPMaTHI IFOCTPOBaHI BUAAHHA, LWO
XapaKTepu3yoTbCa MOEAHAHHAM  TeKCTy |
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MaIOHKIB, @ TaKOX XYAO>HbO-AeKOPaTUBHMX
3acobiB  BMpasHoOCTI, CTaAn OJHier0 3
MUCTeLbknx GopM, CMHepria AKnx 3abesnevye
Bi3ya/sibHi Ta MOBHI €1eMeHTU, NpuaaTtHi A
[OLWKINIbHOTO Ta CEPEAHBbOTO LWKINbHOrO BiKY.
IntocTpaTopm B 060X KpaiHax, AK MpaBwio,
nepegaroTb  HaUiOHaAbHYy  TeMaTuky |
BMKOPWUCTOBYIOTb «MOETUYHY» rpadiuHy MOBY,
HaLiOHaNbHI CMMBOAN, CMMBOJIbHY
KONOPUCTUKY Ta YHiKasbHi  KOMMO3MLINHI
pilLUEeHHS.

Mpn BIAMIHHOCTI AXepen eTHIYHUX i
HaUiOHaNbHUX [HCMipaui, a TaKoX CUCTEM
daxoBOi OCBITM XYAOXHWKIB, Y KHWXKOBIN
rpadili KMTAMCbKMX Ta YKPaAiHCbKMX MUTLIB
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WANG H.
Lviv National Academy of Arts, Lviv, Ukraine

GRAPHIC ILLUSTRATIONS OF CHINESE AND UKRAINIAN CHILDREN'S BOOK
EDITIONS OF THE LATE 20TH CENTURY: INSPIRATIONS AND ARTISTIC FEATURES

Purpose: scientific coverage of the artistic features of Chinese and Ukrainian illustrations in children's
books editions of the late 20th century with a comparative analysis of the author's approaches regarding
formal-figurative, compositional, stylistic, coloristic and other principles, which the authors of both countries
operate in the corresponding creative field of art.

Methodology. To solve the set goal, the scientific research has used general scientific methods: cultural-
historical, structural-typological, scientific-interpretive, formal-descriptive, the method of comparative analysis
of author's concepts of creativity. When directly examining samples of book illustrations, the work uses the
method of art analysis, which includes consideration of structural elements of compositions, stylistics, color
solutions, etc.

The results. The topic of ilustrated children's publications attracts the attention of many researchers
both in China and in Ukraine, but there are no publications that systematize the creative approaches of artists
of both countries of the respective direction in a comparative aspect. To implement this task, literary sources
outlining the historical development of the genre of children's books illustration in China and Ukraine at the
end of the 20th century have been analyzed. Thanks to this, the conceptual similarity or uniqueness of the
author's approaches of illustrators of children's books in the two countries is revealed. Accordingly, the methods
of graphic solution of illustrative cycles have been analyzed and their artistic characteristics are summarized.

Scientific novelty. For the first time in the art history of China and Ukraine, an attempt will be made
to compare the approaches of the artists of both countries to the artistic solution of illustrations of children's
books editions of the end of the 20th century, as well as a scientific qualification of a number of monuments
of graphic art of the corresponding type of printed products.

Practical significance. The enrichment of the figurative language of the illustration of children's books
by Chinese and Ukrainian artists has been taking place due to the deepening of the conceptual connection of
formal expressive means with the corresponding national cultural traditions. This confirms the expediency of
continuing systematic studies of this art history issue based on the work of modern illustrators of China and
Ukraine.

Keywords: Fine Art of the 20th century, China, Ukraine, graphics, children's book editions, graphic
illustrations, book artists, creative inspirations, artistic features, national artistic tradition, comparative analysis.
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Y/IK 004.8:741. EPEHKO C. C.

021.4. Kuiscokuli HayioHaneHUl yHiBepcumem Kynemypu [ mucmeuyms, Kuig, YkpaiHa
por1030857/2617- | TPA®IYHUA  ANSANHEP B EMOXY  IHAYCTPI 4.0
0272.2024.1.10 PEOPEMMIHI KOMMETEHTHOCTI B KOHTEKCTI HOBITHIX

BUK/IUKIB

Mema: a+ania ma ocmucneHHs pegbpelimiHey komnemeHmHocmi epaghiyHozo OusaliHepa 8 enoxy
IHOycmpil 4.0., 8idwmosxyrouuce 8i0 HOBIMHIX MeHOeHYili ma 8UKAUKI8 y 2ays3L.

Memoduka. 3acmocosaHo mMemodu CUCMeMHO-CMPYKMypHO20 aHANI3y, CUHMe3y mMd y3a2a/bHeHHs,
BUKOPUCMAHO KOMNemeHMHICHUl ma npobsieMHo-0iazHoCMU4YHUL niOxo0u, a MAKoX aHaAai3 eekmopis i
emanis yugposoi mpaHcgopmayil

Pesynemamu. JocnidxeHo posb mexHosoeili IHOycmpii 4.0. y mpaHcgopmayii cmpykmypu
KkoMnemeHmMHocmi epaghiyHoz2o dusaliHepa 8 nepuwiili ysepmi XXI cm. AkyeHmosaHo ysazy Ha HeobxiOHocmi
pegpelimiHzy (nepe2nsidy, nepeocMucsieHHs;) KoMnemeHmMHocmi 2pagikis nid enau8oM HOBIMHIX Yugpposux
mexHos102ili, WO € B8UMO20t0 4Yacy. BuseneHo ma onucaHo npobnemy «keanigikosaHi cpaxisyi versus
dpinaHcepu» 8 eanysi [NpoaHanidoeaHo nepesazu ma HeOONIKU BUKOPUCMAHHS WMYYHO20 [HMeaekmy 6
pobomi du3aliHepa-zpaghika HOB020 NOKOJIHHS.

Haykoea HoeU3Ha nosifede y cucmemMHOMy aHAAi3i npobremu pegpeliMiHey KoMnemeHMHocmi ma
800CkoHaeHHs ksanigikayii dusaliHepa-zpaghika y 38'A3Ky 3 HOBIMHLOK J102KOH YUPPoBo20 poO38UMKY:
ycgioomaeHHss  HeobxiOHocmi 3MiH [ moeo, wo MaltbymHe epaghiuHo2o Ou3aliHy 3a 2apMOHIUHUM
cnigicHy8aHHAM Jito0cbkol meopyocmi ma L, 8 sAxkomy mexHonozil IHOycmpil 4.0. sucmynamumyme
«meopyum napmHepom» U OonomMazamumyme — po3WUp8AMU  Mexi 8(3yasbHOI KOMyHikayii ma
XYOOXKHb020 BUPAXKEHHSI.

Mpakmuyna 3Ha4dywjicme OocCaiOXeHb NOJA2AE Y 8UCBIMJIEHHI aKmMyasbHO20 MmpeHOy 8 2asnysi
epagiuHozo Ou3aliHy, Oe mpusarome mMeopYi ekchepuMeHmMu 3 nepedosumu Yu@dposuUMU MexHOM0IAMU,
wo, y ceor uepay, [HiYyitoe pegpelimiHz koMnemeHmHocmi Ou3aliHepd-epagika ma 3MiHU 8 0C8IMHIX
npakmukax U Ou3alH-MUC/eHHI akyeHm Ha npogpeciliHoMy npozpaMHoMy 3abe3neyeHHi 8 2any3i Ha 6asi
LWl (InDesign,  lllustrator), komMn'tomepHUX 3HAHHSAX [ HABUYKAX KPEAMUBHO20, KpUMUYHO20 mMa
CMpameaiyHo20 MUC/IEHHS.

Knr4uoei cnoea: zpagiynuli ousaliH, yugposuli ousaliH, IHOycmpis 4.0., wmyyHul (HMenekm,
KoMnemeHmMHicme, keanigikayis.

Bcryn. ln3aniH iHAyCTpia Ta NoB'A3aHn  chopmyBaamca y  npodecinHomy  Ta

3 Her AMCKYpC BAPOAOBX ICTOPIi 3a3Hann
LWLOHaMMeHLIe TpW ICTOTHI TpaHcdopmauii:
neplla NoB'A3aHa 3 NOABOK B €MOXy HEONITY
Homo faber, BupobHuka peuels; papyra
acouiroeTbca 3 GopMyBaHHAM ifel NOANHU AK
TBOPUSA MaLUVHW; HY i, HapeLUTi, TPeTa TpMBae
AOCI Ta MnO3HayaeTbcA AK enoxa Homo
Gubernator (aBTopom TepMiHy € JleBi
YekeTTc), abo ntoaMHKW, NOACTBA AK MifoTa
(kepMaHuya), WO 3AINCHIOE  BIAMNOBIAHI
pO3paxyHKnm Ta MpOKIajae KypC Yy CBiTi
KibepHeTMKM Ta BUCOKUX TEXHONOTiM, NOCTaE
CBOEPIAHMM «HaBiraTopom ManbyTHboro» [9].
Kepyroumnchb Li€ro 10TiKOK, MOXHa OKPeCanTm
KOHTEKCT CTaHOBNIEHHSA ranyseun Au3anHy, Aki

akaZemMiyHOMy cepefoBULLAX Ha MoYaTKy
MUHYAOro ctonitra. CTaHOBAEHHSA AM3alHY AK
Cy4acCHOI  AVCUMMNAIHU  CYNnpPOBOAXKYBanocs
bopMyBaHHA TakMx MOro HanpsAMKIiB, AK
rpadiuHMI Ta NPOMUCIOBUIN AM3alH, | TOMY

6inbLicTb AVN3aNHEePCbKUX MPOEKTIB,
CTBOPEHWX 3@ OCTaHHI CTO POKIB, MOXHa
3pO3yMiTM Auwe B3ABWM A0 YyBarm Ui

HanpAMKUW. K Togi, Tak i Hapasi HaA3BUYalHO
aKTyaNbHUM  3a/ULIAETBCA  JOCAIAXKEHH S
KOHTEKCTY Ta BHYTPILUHbOI NIOTikM enoxu, 6e3
AKUX KOMMNEKCHWUI aHani3y AM3ailHY B LiIOMY
YN OKPEeMUX MOro HanpsiMKiB HEMOXXIMBUM.
IlHCTUTyani3auis Ta KOHLenTyani3aLis
rpadiyHOro Ta MNPOMMUCAOBOrO  AWM3alHY
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3aBepwuanca B enoxy IHayctpii 2.0,
OpIEHTOBAHOI Ha MacoBe BMPOOHULTBO
TOBapIB i 3ro40M NOCAYT, Yepes WO BUBYEHHS
mMaTtepianiB Ta BUMPOOGHMUMX npoueciB 6yno
HeobXiJHOK YMOBOK AN MPOMUCIOBUX
AM3aniHepiB, BAacHe, fAK | PO3YMIiHHSA
MaTepianis Ta nosirpadiyHoi NpoayKuii Ans
rpadikie. HactynHa npomucaosa peBosoLis,
wo Bigbynacs B Apyrii NonoBuHi XX cT. i B
pesynbTaTti  AKkoi BuHWUKAA IHAycTpia 3.0,
Xapaktepu3yBasaca JOMIHYBaHHAM e/IeKTpo-
Hikv  Ta  iHPOPMaLIAHUX  TEXHOAOTIN,
KoMn'toTepu3alieto  Ta  AifkuTanisaLieto,
nepenporpaMoBaHICTO | aBTOMaTU3aLi€rD,
NMOABOKD Mepex Ta  MIKPOENEeKTPOHHNX
KomnoHeHTiB Towwo. CnigoM 3a Heto YetBepTa
NPOMMUCAIOBaA PEBOJIOLIA, 3BICHO X, €
HagbysoBOKO — Haj — MonepeAHbolo, Ta
CynpOBOAXYETbCA, AK Harosowye K. LlBab
«3/INTTAM TEXHOJOTIN, CTUPAHHAM KOPZOHIB
MiX di3nyHo, UMdpoBoto Ta HiosOriYHOMO
cbepamm» [19]. «Otxe, niACYMOBYHOTb
T.lanaxosa Ta €.[lanaxos, KibepdiznyHi
CUCTEMU € OCHOBOI BMPOBHMUTBaA PpopmaTy
«lHaycTpis 4.0.», abo «PO3YMHOTO
BMPOOHMLTBa», AKe KapAWHaNAbHO BiAPI3HA-
€TbcA  Big BupobHmutea 1.0 (mepwoi
iHAyCTpianbHOI peBoAtoLii), BUpobHuuTBa 2.0

(apyroi  iHAycTpianbHOI  peBoatouii) i
BMpobHuMutBa 3.0 (TpeTboi iHAyCTpianbHOI
peBostouii).  TexHoNOriYHun  dyHAaMEHT
lHaycTpii  4.0. CTBOPHOKOTL  IHTE/NeKTyaNbHi,
undpoBi Ta  MepexeBi cucTemu,  AKi
OpIEHTOBaHI Ha peanizauito He NpPOCTO
aBTOMaTMYHMX  MNpoOLeCiB, a  CKAajHUX
CaMOCTIMHO KepOBaHWMX BUPOBHMUMNX

npouecis» [1,c. 1477-1478].

BpaxoByroun 3a3HaueHe, Bigpa3y NocTae
LLOHaMMeHLUEe ABa BaX>JIMBUX 3annUTaHHA: NO-
nepLue, K came Cy4yacHi TeHAeHL,iT, NoB'A3aHi
3 IHaycTpiero 4.0., BRAVHYAM N NPOAOBXYHOTh
BMAMBATW Ha NpPaKTUKy AW3auHy, i, No-apyre,
4y BiZOOPaA3MNOCA Lie Ha KOMMETEHTHOCTI Ta
npodecii an3anHepa, 3okpema rpadivyHoro,
AKLWO TaK, TO NPO fKi 3MiHW naeTbesa. Cyaaun 3
TOro, WO YMMano 3apybixkKHUX BYEHUX M1
eKkcnepTiB HIbW B OAMH ron0C 3aroBOPUAN HE

JVLLIe NPOo iCTOTHI TpaHChOPMaLiNHI «3CyBU»,
afe MW Npo Kpw3ly B ranysi, CNpUYUHEHY
YeTBEpTOO MPOMMUC/IOBOKD  PEBOJIIOLIEHD,
MOBNAB, BOHa He MOXe pPO3BMBATUCA fAK Y
XX cr. [13, €. 2630], ue nvwe niATBEPAXKYE
aKTyaNbHICTb AAHOI CTATTI.

AHaniz nonepegHix  AOCNIAKEHD.
OcKkinbkn MPUNHATO BBaxaTu, WO enoxa
IHaycTpii 4.0. po3noynHaetbca 3 2010-x pp.,
TO CaMi B Lii pOKM | NOYNHAOTLCA 3'ABAATUCA,
pednekcii, cTaTTi, OrnAAM TOWO, MPUCBAYEHI
Temi BN/MBY CydacHUX LMPPOBUX TEXHONOTIN
(wtyyHnm iHTenekT (Al), IHTepHeT peuel (loT),
kKibepdiznuHi cuctemn (CPS), poboToTexHika
Ta 3D-apyk TOWO) Ha MpaKkIMKy Ta Teopito
An3anHy. Lle pocnigHuubka Tpaguuisa 6yna
3ano4yaTkoBaHa Knacukamum MegiaseTepMi-
Hi3my (M. MakKntoeH, [. YeHnanep, I. IHHIC,
M. Kactenbc Ta iH.) Ta po3BMHeHa y poboTax
TakMx CyyacHWx aBTopiB, AK H. AwepsH,
T.Ten, M. MauyuoHe, C. ®apamapsi, B. YeH Ta
iH. OcobanBo xoTinocs 6 BIAMITUTM PO3BIAKM
C.OxaHka T1a P. Metr [15], npucBayeHy
HOBOMY MNiAXOAOBI A0 BNpoBagXeHHA 3D
UMdpPOBMX TEXHOJOTIA Yy AM3aNH-OCBITY, T.
®eppapi [13], AKMA PO3rNAHYB BUKIUKM Ta
MOX/IMBOCTI «MYTYHOUOI» (3a NOro cnoBamm)
AVCUMNAIHM AM3aliHY B yMOBax YeTBepToi
npomucioBoi pesoarouii, ornag P. Jaca [11]
NpPO PO/b Cy4aCHUX LMPPOBUX TEXHONOTIN Y
TpaHcdopmauii IHAYCTPIT rpadiuHoro
An3aniHy. He MeHW UikaBMM € JOCAIAKEHHA
kosnektusy aBTopis (L. H. 6iH Baxapom, M. LL.
6iH Aba Pawwug i X. 6iH Moxa Taxip), B skOMy
BOHW 3aNpONOHYBaAM ABi KOHLEeNLii An3anHy
B enoxy IHaycTpii 4.0.: An3aiiH, OPIEHTOBAHWNM
Ha JIIOAWHY, Ta €eMOUiNHUKA aun3anH  [8].
YKpaiHCbKi aBTOPU TeX aKTUBHO AOCAIAXKYHOTb

3a3HayeHy  npobnematuky:  NPUMIPOM,
C.Kncunb, O.lMonakosa Ta T.bynrakosa
aHanisyrTb TeHAeHUii BUKOPUCTaHHA

UMOPOBMX TEXHONOTIN Yy NPOLLeCi CTBOPEHHS
IHTepakTMBHUX dopm Npn GOPMyBaHHI HOBUX
eCcTeTUYHNX MNapagurM Cy4yacHoOro Au3anHy
iHTep'epy umBinbHMX byaisens [3]; A. Touantok
i P.MuxannoBa OCMUCAIOIOTb MOXJINBOCTI
3aCTOCYBaHHSA HOBITHIX LUGPOBUX TEXHONOTIIA,
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y TOMYy 4ucai WTy4yHoro iHTenekty (LI vy
AN3aiHi CydacHOro cLeHiyHoro npoctopy [2];
T.PemeHeEBa OKpEC/NHOE HOBI TEXHOJOTIYHI
TpeHan B Av3auH-npaktiuyi  (cuHTe3
nepesoBux GiOTEXHO/ONIA Ta aBaHrapAHOro
AV3alHY AK anbTepPHATUBHOI MepCrneKTMBY

HOBUX  AM3aMH-MPOAYKTIB,  3aCTOCyBaHHS
nepepoBux IT-TexHonoriv 3a AOMNOMOTOHO
unodpoBux  matepianis, 3D-npuHTiB  Ta

aHimauinHoro 3D-nporpamHoro 3abe3neyeH -
HfA, aHIMaTPOHHNX PO6OTM30BaHNX cUCTeM) [5]
Ta iH. [puBepTac yBary HOBITHE JOCAIAKEHHA
YKpalHCbKMX  BUEHMUX, AKe [puceaveHe
Herlpomepexi fAK IHCTPYMEHTY reHepyBaHH#A
An3anH-rpadikn Ha npuknaai Midjorney [4].
MocraHoBKa 3aBAaHHA. BpaxoByrouu
BIAYYTHWMA  Ta  6e33anepeyvyHu  BNAUB
TexHonoriv IHayctpii 4.0. Ha MaWxe BCi
CEKTOPU KpeaTMBHOI €KOHOMIKM, BKIHOYAKU M
AV3alH IHAYCTPitO, MEeTOK JaHoi CTaTTi €
cnpoba aHanizy Ta OCMUCNEHHA pedperMiHTy
KOMMETeHTHOCTI rpadiyHOro amsanHepa Yy
3B'A3KYy 3 HOBUM eTanoM  uudposoil
TpaHchopmaLii ranysi, SKMA pPo3noyYaBcs 3
apyroro  pecatmaitta XXl cT. 3aBAaHHAM
AOCNIAXEHHA  TaKOX CTalo  BWUCBITIIEHHSA
CKNAAHWUX | CyrmepeyamBmMx BIGHOCUMH MiX
TpaguUiHUM  rpadiYHUM  AM3aNHOM |
UMOPOBMM  AM3alHOM, fKi € BaXXINBOK
CKNajoBOKO KOHTeKCTY npodecinHoro
CaMOBW3HaYeHHSA AnsariHepa-rpadika
CbOTOAHI, @ TaKOX BMOKPEMEHHA LUAAXIB
YAOCKOHaNeHHA NpodecinHOi KOMNETEeHTHOCTI
rpadivyHoro amsanHepa IHayctpii 4.0.
Pesynbtatm  pgocnigkeHn Ta X
obroBopeHHA. CborogHi rpadiuHuU gM3anH
AOMIHYE B HALWIOMY XMWTTi | 3aKOHOMIPHO
BMHMKA€E 3anuTaHHA: AK Le cTtanoca? Akwo
NPOCTEXUTU ICTOPIKO CydacHOro rpadiyHoro
AV3anHy, TOo BIiH BMHMK B 1920-x pp. fK
eNeMeHT peknaMHOI KOMMNaHii Ta 40AaTKOBUN
cnoci6 npuBepHYTM yBary rpoMaACbKOCTI.
3BicHO, rpadiyHi au3ariHepu icHyBann W
paHille, Wwe Ha no4aTtky MWHY/JOro CTONITTS,
npote avwe B Oypxamsi 20-Ti pp. uAa
cybranysb Ta AucuMnIiHa noyana akTMBHO
po3BMBaTMUCA (KOHCTPYKTMBI3M | yTypusm,

apT-4eko, fajaisM Ta iH.). «[lparHeHHs Ao
BMKOPUCTaHHA HOBUX MaTepiaiB i TEXHONOT
npu3Beno A0 TOro, WO MOJAEPHI3M CTaau
po3rnagatm  AK  CTWAb  TEXHONOTIYHOI
epu» [6, c. 14]. 3 NOABOK HOBMX KOMMaHil
rpadiuHnI An3aniH cTaB 6inbLu 3aTpebyBaHMM.
Y 50-60-x pp. XX cT1. Bigbynaca nopanblua
Komepuianizauia npuHUMAIB  rpadivyHOro
AN3aliHY, BPaxXOBYOUYW TEOpPil0 KONbOPIB,
HeraTMBHMI NpocTip, TMNorpadiky Ta 6anaHc
306paxeHHs. Koan y 80-90-x pp. komn'toTepu
NepeTBOPUANCA Ha HEBIA'EMHUA aTpUBYT
TBOPYOCTI Y rpadiyHOMY AM3aWHi, OCTaHHIN
BXE MILHO 3aKpinNnBca y NpoCcTopi BidyasbHWX
MucTeuTB. B nopganbwomMy TeXHONOTIYHWMI
noctyn npuv3BiB O TOro, wo undposi
IHCTPYMEHTM LWUBUAKO 3aMiHWAW TPAAMLINHI, a
uMdpOBMMA AM3alH MPOAEMOHCTPYBaB CBOI
nepesarn: y XX| CT. cTano ouyeBUAHO, LWO
BMCOKOAKICHI MPOEKTN JOCTYMNHI He nuvLe Ans
TWX, XTO BOJIOJIE cnewialbHUM 0bnagHaHHAM
Ta HOy-Xxay Ans iX CTBOPEHHS, | BigTenep 6yab-
XTO MOXe CTBOPUTK AN3aNH 3aBAAKN 3PYHHUM

cavTam, Takum AK Canva
(https://www.canva.com/). Hapa3si, 3aBasku
Wl Ta iHWWMM  HOBITHIM  LMOPOBKX
TEXHO/IOTIIM MeXxi MOX/IMBOrO

PO3LNPIOOTLCA Y peaNbHOMY 4aci, Koau
MaWWHW 3aaTHi OMNepaTUBHO reHepyBaTu
rpadiky Ta 306pa>keHHA. XOu Bce Lie 1 iCHye
notpeba B kBanidikoBaHMX  rpadiuHMX
An3anHepax, LWl 3pobue undpoBun amsanH
HabaraTto 6inbL JOCTYNHUM.

€ Ti, XTO OTOTOXHIOKOTb LNGPOBUN i
rpadiuHnI AM3aiiH, NPOTe € N MPOTUBHUKM
Takoro nigxody, WO aKUeHTytoTb yBary Ha
dyHAaMeHTanbHMX BiAMIHHOCTAX. Mo-nepuie,
rpadiyHnM  AM3alH Mae cnpaBy auvwe 3i
CTaTUYHUMK  306pa>keHHAMKW, a He 3
PYXOMUMW Ta IHTEPAKTUBHMMWU eneMeHTaMu
yn aHimauieto. [lo-gpyre, TpaguLiNHWA
rpadiyHn ansaniH 6asyeTbcs | obepTaeTbes
HaBKOJIO PO3paxyHKiB, MPUMIPOM, HaCKiNbKM
faneko ofzHa Big OAHOI MaroTb ByTM nitepwn,
abo AKi KobOpW MOXyTb KOHGAIKTyBaTV B
pamMkax MeBHOro 306paXkeHHs. Le
MOSACHIOETbCA TUM, WO MWOro BUTOKU Yy
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nonirpadiyHin  npomucnosocti, 60 vy
MUHY/AOMY BiH acoLiroBaBCA 3 APYKOBaHUMU
3MI T1a peknamoto. [lnAa  NOPIBHAHHSA,
undpoBUMA AM3aniH HabaraTo THyukiWWK Ta
afanTuBHIWMNIK: BiH CTOCYETbCA OYyAb-AKMUX
eNneMeHTiB rpadiyHOro An3ariHy, CTBOPEHUX Yy
uMPpoBOMY NPOCTOPI, | TOMY Mij Yyac poboTn
Hag undpoBMMM TBOpaMu He OBOB'A3KOBO
BOIOAITM 6a30BMMM 3HAHHAMM 3 rpadiuHOro
An3anny [13].

Ockinbkn uMdpPOBUNA AM3aNH OXOMJIOE
6arato Ppi3HMX TUNIB  KOMMO3WULiK, TO
BMPI3HAOTb Taki MOro BUAW: IHTEPAKTUBHUM
AM3anH (KOAW rnagad Moxe B3aEMOAIATA 3
TBOPOM, 3MiHIOKOUYN MOTO BIANOBIAHO A0 CBOIX
AaHWX), TPMBUMIPHUIM An3alriH (BMXig 3a Mexi
ABOX BMMIpIB, 3 AKMMMW 3BUKAN MpaLOBaTL
rpadivyHi  AnsariHepwn, NPUMIPOM, MOXHa
CTBOPIOBATW KiMHaTV Ta ByAiBAi y BipTyaabHiu
peanbHocTi (VR), aki Arogn gocnigxysatMmyTb
y umdpoBOMy NpPOCTOpPI), aHiMauia (AKWwo
TPagULUIVHUIN rpadiuyHNn AN3alH IMITYE pyXm
3a AOMOMOTOH LWTPUXIB i PO3MUTUX AiHIN, TO
undpoBi AM3aviHepwu niwAnM Jani Ta 34aTHI
aHiMyBaTu TBip, WO6 BOHO 3MiHIOBaNOCA 3
4yacoM), CTaTUYHUI An3alnH (Mopaj 3 iHWUMK
KOMMOHEeHTamMu UMGpOBUA AM3alH  TaKOX
BIJIIOYAE CTAaTUUHI 306paxkeHHA Ta rpadiky,
AK-OT, UMOPOBUIM MiakaT TakKoOX MOXe
BMKOPWCTOBYBATWN Ti CaMi OCHOBM rpadiyHOro
AN3anHy, Wo 1 ¢iznuHuni). LLle ogHa nepe.ara
undpoBOro Am3amHy B TOMY, WO 3 MOro
JOMOMOrod  MOXHa ob6'egHaT  Kinbka
BapiaHTIB B €AVHE Line, NPUMIPOM, MOXHa
CTBOPUTM  IHTEPAKTUBHWUIA  KOHTEHT, SIKUW
BIATBOPIOE aHiMaLilo, KOAW KOPUCTyBaui
HaTUCKatoTb KHOMKy abo BigNOBIAAalOTb Ha
3anuTaHHA.

Mpaktnk b. doH pgep OcTeH, MipKytouu
Haj akTyalbHUM HUWHI MUTAHHAM «AK CTaTu
rpadiyHuM  An3anHepoM-dpinaHcepom?>»,
anene Jo  ocobuctoro 6peHanHry,
YHIKaNIbHOTrO AM3alHepPCbKOro nopTdosio Ta
aKTMBHOI NPUCYTHOCTI B IHTepHeTi. FpadiuHmn
AM3anHep, AKWA  OMaHyBaB  MUCTELTBO
Bi3ya/NbHOro CTOPITENNIHTY, CbOTOAHi
KOPWCTYETbCA BEVKUM MOMWUTOM Y BiAginax

undposoro MapKeTUHTY [18].  Taka
cneuianbHICTb € MNOMYAAPHOK B KOHTEKCTI
Bi3ya/sibHOI npe3eHTauii 6peHay, CTBOpPEHHS
peknamu Ta po3pobku npuBabaneux Beb-
canTiB. FpadiuHNI an3ariHep — NpodecinHnM
Bi3ya/IbHUN XYAOXHWUK, AKNWA MOEAHYE PIi3HI
306paxkeHHs, itocTpaLii Ta Tunorpagiky, wob
nepegaty iHbopMaLito, 3aay4nTn ayanuTopito
Ta HaANXHYTW Ha Aii. 3a LONOMOrOHO KObOPIB,
dopmu, TekCcTypu Ta AiHIM  BiH MOXe
3aMpornoHyBaT  YHIKaAbHUA  Migxig Ao
AeMoHcTpauii  6peHay uu  koHuenuii. fk
npaeuao, keanidikauia Takoro ¢axisua
nepegbavae cneuianizoBaHy ocBiTy Ta/abo
HaBYaHHA, 3HaHHA KOMM'toTepa (cepTudikauin
HeoboB'A3koBa) Ta NOPTHONIO rOTOBUX
3pa3kiB. TakoX Ba>JIMBO W BapTO OTpMMaTH
AK MiHIMyM CTyniHb 6akanaBpa Yy CyMiXHiW
ranysi, Hanpwuknag, rpadiyHu amsaviH abo
obpasoTBOopye MuCTeuTBO. 3a3BuMyal He
060B'A3KOBO, NPOTeE, AKLO HAABHWNM CTYMiHb B
iHLWWIiW ranysi, To noTpibHa gogaTkoBa TEXHIYHA
niAroToBKa 3 rpadiuHoro AN3anHYy,
BPaxoBylOUM  LWBWAKI  TEMMNU  PO3BUTKY
cyvacHux umnbposux TexHonorin. Kpim Toro,
0OOB'A3KOBMMM € KOMM'HOTEPHI 3HAHHA, AKi,
NMOBIpHO, BKItoUaTMMyTb Adobe Photoshop,
lllustrator Ta InDesign, a Takox 6yno 6 fobpe
MaTn ceptudikayito B chepi MporpamHoro
3abe3neyeHHs rpadiuHOro AM3anHy, OCKiNbKN
y Hall Yac YMmMano an3aHepiB Ta LMPPoBMX
XYAOXXHWKIB BMKOPWUCTOBYHOTb iPad,
KoMn'roTepu A8 CTBOPEHHA  LMNPPOBUX
MaJItoHKIB, AeAKi MOTYy>XHi npucTpoi Apple ans
CTBOPEHHSA KpecsieHb, Hanpuknag Autodesk
Sketchbook, Procreate, Adobe Creative
Suite 6 Master Collection, CAD, Rhinoceros,
3D-ppyk i CoreDRAW.

Baxxnney ponb y po3BuTKY LIMPPOBOro
rpadiyHOro AmsaviHy Ha CyyacHomy etani
BIAIrpaE nosfBa reHepaTMBHUX 3MarajbHUX
mepex (generative adversarial networks,
GANs) — knacy anroputmis LI, aki moxyTb
CTBOPIOBATU Ay>XKe peaniCTMyHi 306pa>keHHs
Ta rpadiky, npauroroTb 3a AONOMOroH ABOX
HEMPOHHUX Mepex, reHepatopa Ta
ANCKPUMIHATOpa, fKI KOHKYpPYHOTb OJHa 3
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OAHOIO: reHepaTop TBOPUTb 306paxkeHHs, a
AVNCKPVMIHATOP OLIHIOE iX AOCTOBIPHICTb. 3
4YacoM reHepaTop cTa€ Bce 6i/ibLL BNPaBHUM Y
CTBOPEHHI nepekoHAnBMX 306paxeHb [10]. Y
3B'A3Ky 3 UMM, noasa Wy poboTi rpadivHoro
AV3aiHepa MOXe po3LiHoBaTUCSA, K 61aro i

Joromora, Tak | BUKAWMK AAA ranysi Ta
npodecii. Waetbca npo aBTOMaTM3auito
MOBTOPIOBAHMX 3aBjaHb (3MiHa poO3Mipy

306paxkeHb, 3aCTOCyBaHHA QiNbTPIB i HaBITb
AV3aH MakeTy), WO A03BOJIAE AM3aliHEepaMm
3o0cepeamnTmca Ginblue Ha TBOPUMX acnekTax
CBOEI pobOTK; HaTXHeHHA Ta gonomory (LI
MO>Xe AOMOMOITU AM3ariHepaM, NMPOMOHYH-
Y KOJPHI Cxemu, WpndTM Ta enemMeHTu
AV3aiHY Ha  OCHOBI  BUMOT  MPOEKTY);
edeKTBHICTb i LWIBUAKICTb (3aBasAKmM
nporpamMHOMy 3abesneuyeHHro Ha 6asi LI
6aratbOoM rpadikaMm BAAETbCA  LIBUALIE
CTBOPIOBATW BMCOKOAKICHI poboTn, Wo €
KOHKYPEHTHOI MepeBaroto); MNoKpaLleHHS

akocti (Wl nokpalye fAkicTb 306paxkeHb
WASXOM MiABULLEHHS PIi3KOCTI, YCYHEHHS
HeJOoNIKIB i HaBiTb  MacwTabyBaHHSA
306paxeHb); kacTomizauia (LUl po3sonse
CTBOPIOBATN MePCOHaNi30BaHi An3aliHe pCbKi
PilUEHHSA, aHafi3yrun JaHi Ta CMaku
KopucTyBauiB ans CTBOPEHHSA

IHAMBIAYaNIbHOTO KOHTEHTY). OCb InLLe KiNbKa
npvknagis IHCTPYMEHTIB i 3pa3kiB
nporpaMHoro 3abesneyeHHa Ha ocHosi LI,
Lo JornomaratoTb y pobori, AK
npodecioHanam, Tak i amaTopam:

—Adobe Sensei (mexaHism LI Adobe,
iHTerpoBaHui y pi3Hi nporpamu Creative
Cloud, aknin gonomarag, 3okpema, nigbupaTm
wpudt, po3nizHaBaTM 306paxeHHA Ta
34iICHIOBaTM aBTOMaTUUYHe 0bpi3aHHs);

—Canva (Bukopwucrtosye LI, nponoHytoumn
eNeMeHTU AM3aiHy, MakeTu Ta wabaoHu, Wo
noJserwye CTBOPEHH#A Bi3ya/sbHO
NpuBab/IMBOro KOHTEHTY);

—Runway ML (us nnatdopma po3Bonse
An3anHepam ekcnepumeHTyBat 3 GAN i
CTBOPHOBATU YHiKaNbHI reHepaTUBHI An3aliHu
Ta aHiMaLito);

—Designify  (iHctpymenT LI, sakui
NnepeTBOPIOE eCcki3n Ha UMOPOBUA An3alH Ta
BEKTOPHY rpadiky, CnpoLlytoun nepexig Bij
TpaanLINHOro An3arnHy A0 undpoBoro);

—Deep Dream Generator (anpobye
Helrpomepexi ana TpaHcdopMaLlii 306 paxeHb
y CHOppeaniCTMyHi KOMMO3uLii, AEMOHCTPY-
FOUM TaKMM YMHOM XYAOXKHI noTeHuian LLI).

PazoMm 3 TuM, Wnpoke 3actocyBaHHA LU
y rpadiyHOMY AM3aiHI BUKIMKAE 3aHEMOKOEH-
HA Ha paxyHok poboumx Mmicub. [Jedaxi
AOCNIAHUKUTEXHOOMNTUMICTM MepeKkoHaHI, LWo
ua  TexHosoria  IHpycTpii  4.0. 3paTtHa
BMKOHYBaTW  3aMiCTb  JIIOAMHW  MEBHiI
AV3anHepcbki  poni, ocobamBo  Ti, K
30cepeaXXeHi Ha PYTUHHUX | MOBTOPHOBAHUX

3aBgaHHAX. Lle akTyanizye Ta akTMBi3ye
pedperMiHI  KOMMNETEHTHOCTI  rpadivyHoro
Av3anHepa, AkuMK, Wwob He  BTpaATUTK

KOHKYPEHTOCMPOMOXHICTb Yy MepLUin YBepTi
XXI c1, Mae pos3BmBaTUCA 3 aKUEHTOM Ha
HaBMUKaX KpeaTMBHOrO, KPWUTUYHOrO Ta
cTpaTeriyHoro MmncaeHHs [6]. Moranbaorotecs
i eTUYHI Aunemu, 30KkpemMa noB'A3aHi 3
nnariatom  (3reHepoBaHi Wl npoektn
HEHaBMWCHO MOXYTb BIATBOPOBATU BXe
iCHyto4i  pob0oTK, 3axuLeHi aBTOPCbKUM
npasoM), ynepeaxeHHamu (mogeni LI
MOXYTb  YCnajKyBaTV YynepeaXeHHs, AKi
NPWUCYTHI B A@HWX, LLO BUKOPUCTOBYHOTLCA Mif,
Yyac HaBYaHHSA, i Lie MOXe CMPUYNHNTU MOABY
WKIANMBUX CTEPEOTUNIB Y AM3alHi), BTPATOHO
opuriHanbHOCTI (HagmipHe BukopuctaHHa LW
34aTHe NPU3BECTUN A0 FOMOTeHi3aLlii An3arny),
AenepcoHanisauiero (3anexHicte Big WI nig
4yaC MPOEKTYBaHHA MOXe Mpu3BecTn Ao
BTPaTWM OCOBUCTOro KOHTaKTy Ta €MOLiHOro
3B'A3Ky) Ta MODOINBHICTIO (Ay>Xe BaXIMBO
3abe3neunTn  AM3alHepaM  MOXJIMBICTb
niABMLLYBaTVM KBanidikaLito Ta ajanTyBaTUCS
A0 MiHAMBOro naHawadTy ranysi).

LU Ta rpadivyHnm AN3anH
nepeTHaroTbCA Y TPbOX acnekTax: aMaToOpPCbki
(B IHTepHeTI) IHCTPYMEHTW AM3alHy Ha OCHOBI
wabnoHiB, aBTomatnsauis B npodecinHomy
KOMepLiHOMY NporpamMmHoMy 3abe3neyveHHi
Ta eKCnepuMeHTalbHO-HaYKOBI AOCAIAXKEHHS
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rpadivyHoro amsanHy. BpaxoByroum BUKINKM,
noe'asaHi 3 daxom W” ksanidikaLiero, TO,
BJacCHe, OCTaHHIN BWKJIWKAE Haubinblue
3aHENoKOEHHSA, ajxe npodecinHi nporpamu
rpadiyHoro amsamHy (taki sk InDesign Ta
[llustrator) 3anuwaroTbCa CKAAZHUMU  ANS
HOBau4KiB-AN3alHepIiB, Yepes Lo OCTaHHIMU

poKamu 3pocTae NONYAAPHICTb
NerkoAoCTynHMX OHNANH-IHCTPYMEHTIB
rpadiyHoro  amsaviHy. [pumipom,  Taki
npogyktn, Ak Canva Ta Adobe Spark

(https://spark.adobe.com), npu3HaueHi ans
HenpodeciHux  rpadiyHMX  AnM3anHepis.
AMaTopcbki nporpamu rpadiyHOro gmsaviHy
nepegbavatotb WabaoHW, a y npodeciiHoMy
nporpamMHoOMy 3abe3nedyeHHi rpadivyHoro
Aav3anny LI, ak npaBmio, 30cepeaxyeTbca Ha
aBToMaTM3auii  TPyAOMICTKMX 3aBAaHb. Y
Photoshop € iHCTpymMeHTV ana cnpolieHHA
i30/1bOBaHMX CKNAAHWX 3aBAaHb KOMMNO3MLT
(ak-o1, «healing brush» abo neH3enb
BIAHOBNEHHA) Ta &yHKUia aBTOMaTu3auii
noBTOptoBaHUX edeKkTiB pegaryBaHHs And
KinbKoX 306paxkeHb. AKLo He bpaTtn A0 yBaru
nogibHi uinecnpsamoBaHi peanisauii TeEXHOOTII
W, 1o B Uuinomy npodeciKHi nporpamHi
3acobun rpadiyHOro An3aMHy 3axuvLieHi Bij
BN/NBY uiei undposoi TEXHONOTII:
AO3BONAKOTE  daxiBUAM KOHTPOJIOBATH
npoLec TBOPYOCTI, 34INCHIO-BaTK noeTanHe
KepyBaHHA KepPHIHrOM wpudTiB Ta
yrnpaBaiHHA KonbopoMm. Omxe, npodecinHi
An3ariHepyn NO3UTUBHO OLLiHIOKTL aBTOMAaTK -
3aLir0 CKTaAHUX | MOBTOPHOBAHMUX «XYA0XKHIX»
3aBJaHb, WO Aa€ Binblue yacy Ana TBOPYOCTI, i
HaBMnaky, KPUTUYHO CTaBAATbCA A0 PilleHb,
rPyHTOBaHUX Ha wabnoHax [16]. Lle pobpe
YCBIJOMJIFOE Ha PiBHI BUPOOHMYMX iHiLiaTVB
nigep PUHKY nNpodecinHUX NpOorpaMmHumx
3acobiB ana BisyanbHoro amsariHy Adobe,
npawroroun 3i cBoeto TexHonorito LI «Sensei».
LlikaBo, LLLO TEXHONOTIYHI Ta HAayKOBI HABUUKM,
HEeOOXigHI Ana NpoBeAeHHA NpPaKTUUYHUX
pocnigkeHb y chepi LI, nepebyBatoTb ganeko
nosa cdeporo  KomneTeHUii  BiNbLWIOCTI
daxoBux rpadikiB W An3aniHepiB, agXe Ha
NPaKTULi BOHW MalXe HiKOAW He onepyroTb

MaTeMatUyHUMN GOPMyaaMmM 3 METORD OLLiHK/
Ba>/INBOCTI e1eMeHTIB AM3aliHy Ha CTOPIHL,
AK ue pobaatb M. O'JoHoBaH Ta iH. [17] nig
Yyac AOCNIAXKEHHSA OAHOCTOPIHKOBUX MaKeTIB.

Y3aranbHOKOUM BMLLIE3a3HAUEHE,
BMOKPEMMMO  Kilbka  pekoMeHJauin 3
YAOCKOHANeHHA NpodecinHOi KOMNETeHTHOCTI
rpadivyHOro AvM3amHepa Ha CyvacHOMY eTani
undposisauii:

—nepLle i KIHoYOBe — akLLeHT Ha NOAONaHHI
BIAYY>)KEHHA TEeXHONOriN BiA4 NHOANHM  3a
paxyHOK KOHBepPreHLii TEXHONOTIYHNX ONLN i
AN3aNHEPCbKOrO MUCNEHHS, BMiHb | HABUYOK,
CUHeprii TBOPYMX pilleHb Ta aBTOMaTM3aLi;

—NigBULLEHHA KkBanidikalii  Av3anHepa-
rpadika BigNOBIAHO [O OHOBAEHOTO [lnaHy
Ain 'y ranysi umdposoi ocsitn (2021-2027)
abo undposa rpaMoTHiIcTb [12];

—TBOpPYE  BUKOPUCTAHHSA  TEXHOJOTIN
lHaycTpii  4.0. AnAa  CTBOPEHHA 3HaHb |
BHECEHHS HOBATOPCbKMX 3MiH Yy mpouecu Ta
NPOAYyKLUit0, reHepyBaHHA AM3alH-rpadikv Ta
iH.

—AKWO MOBa Wae He npo «opinaHc», a
npodecinHn piBeHb, TO 0H60B'A3KOBO MaTu
BMLLY rany3eBy OCBIiTy Ta cepTudikauito B
chepi nporpamMHoro 3abe3neyeHHsn
rpadivyHOro An3anHny;

—CTUMYAALIA Ta 3aCTOCYBaHHA iHTENeKTy i
AVN3aHEPCbKOrO  MUCINEHHS Yy  MpoLecCi
cnifibHOiI  pobotn poboTiB | nrogen B
undpoBOMY CcepesoBULLI, LLO NPU3BOANTL He
NPOCTO A0 YAOCKOHANEHHS KOMMNETEHTHOCTEN,
a pagwe go GOpMyBaHHA TOro, WO Hapasi
Ha3MBarOTb 06'€AHAHNMMN KOMMETEHTHOCTAMM
(fusion skills) [15];

—PO3BUTOK KPUTUYHOrO, CTpaTeriyHoro Ta
THY4KOro MWCNEHHS, Wo 3abe3neuunTb, no-
nepwe, 6e3nepepBHy CaMOOCBITYy B ranysi, a,
no-apyre, AOTPUMaHHA OAHOro 3 6a30BuKX
imnepaTtmeiB cycninbctBa 5.0. — umdposi
IHCTPYMEHTM € Anwe 3acobom, a He MEeTOoH,
Ta iH.

BucHoBku. Takvum u4mHOM, YeTtBepTa
NPOMMNCAOBa PEBOAIOLIA | MOABa HOBITHIX
UMdPOBUX TEXHONOTIN (LWTYYHUI iHTenexT (Al),
IHTepHeT peuen (loT), kibepdizanyuHi cuctemum
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(CPS), pobotoTexHika Ta 3D-apyk TOLLO)
KapAWHaNbHO 3MIHWUAWM «NpaBuaa rpu» B
AV3alH IHAYCTPIl, NPO WO CbOrOAHI MULIYTb
6arato 3apybiXXHUX N YKPAIHCbKMX BYEHMUX.
HactynHa xBuns uudposizauii, BTineHa Yy
lHaycTpii 4.0, nvwe 3aroctpuna i 6e3 Toro
iICHytOUe MPOTUCTOSAHHA MiX rpadiyHUMK Ta

UMPpoBMMM  AM3aillHepaMu, MoB'A3aHe 3
nuTaHHAM  daxoBocTi Ta  KBajidikauii:
NPUXUABHUKN TpaAuLinHOro nigxoay

BbauatoTb y rpadiyHOMY AM3aliHi Okpeme
pemMecno Ta MWUCTeUTBO, fAKe MNoTpebye
CEPMO3HUX MPaKTUYHUX HABWMYOK | 3HaHb,
cpopMOBaHMX BMPOAOBX TPMBANOro Yacy,
HaTOMICTb NpUBIYHMKM LMPOBOro AM3aniHy
BBaXaroTb, WO Yy chewiasbHi OCBITI HEMaE
notpebu i MmoxHa 3 gonomoroto Wi Ta iHwnx
TEXHONOTIN lHayctpii  4.0.  (Autodesk
Sketchbook, Procreate, Adobe Creative Suite
6 Master Collection, CAD, Rhinoceros, 3D-
apyk i CorelDRAW TOLW0) WBMAKO ONaHyBaTu
uen dax 1M BUPOOUTM NOTPIOHI BMiHHA. Lie
akTyanizye Ta npobnemaTtnsye pedpenmiHr
(nepernag, BuXiA 3a MeXi, NepeoCMUCTEHHSA)
KOMMEeTeHTHOCTI An3anHepa-rpadika y 38'a3Ky
3 HOBITHbOO JIOTIKOK LMPPOBOro PO3BUTKY.
Yumano agenTiB TpagnLIHUX METOAIB, BCE X
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4.0, a peaxi rosopAtTb npo lHayctpito 5.0,
6yayTb «TBOPYMM MapTHEPOM» 3a NIATPUMKM
AKOro LMGOPOBI XyAOXHUKA MPOAOBXYBaTU -
MYTb  PO3LMPIOBATU  MeXi  Bi3yalbHOI
KOMYHiKaLii Ta XyfOXHbOro BUpPaXeHHS.
CbOrogHi Av3anHepu OMUHUANCA B CUTyauii
BMOOpPY Ta POpMyBaHHA CUCTEMU KOOPAUHAT
y HoBoMy uubpoBomMy naHAwadTi, WO
3arocTproe He nnwe npobnemy
«KBanipikoBaHi daxisLi versus dpinaHcepu», a
A CNPUYMHAE pajukanbHi 3MiHW Yy cucTemi
OCBITU, Ae NMOpPAA 3 XYAOXKHbO-MPaAKTUYHUMMU
HaBMuUKaMu 3 rpadiyHOro AM3aHy BaxXN1MBO
TakoX onaHyBaTu npodeciiHe nporpamHe
3abe3neyeHHs B ranysi Ha 6asi LI (taki Ak
InDesign uwn lllustrator), matn komn'toTepHi
3HaHHA, pPO6UTM  aKUeHT Ha  CuHeprii
aBTOMaTM3aLjii Ta TBOPYMX PilLieHb, PO3BUBaTU
HaBUUYKM  KpPeaTMBHOrO, KPUTUYHOTO Ta
CTpaTeriyHoOro MucieHHd, wWwob 36epiratn
KOHKYPEHTOCMPOMOXHICTb Yy AWHaMiYHOMY
peanbHOMY yaci.
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GERENKO S. S.
Kyiv National University of Culture and Arts, Kyiv, Ukraine
GRAPHIC DESIGN IN THE ERA OF INDUSTRY 4.0:
REFRAMING OF COMPETENCE IN THE CONTEXT OF THE LATEST CHALLENGES

Goal. An analysis and reflection on reframing the competence of a graphic designer in the era of
Industry 4.0, based on the latest trends and challenges in the field.

Methodology.

Methods of system-structural analysis, synthesis, and generalization were used;

competence and problematic-diagnostic approaches were applied, and also the analysis of vectors and

stages of digital transformation.

Results. The role of Industry 4.0 technologies was studied in the transformation of the graphic

designer’s competence structure in the first quarter of the XXI century. The attention was concentrated on
the necessity of reframing (revision, rethinking) graphs competence under the influence of new digital
technologies, which is a requirement of the time. The problem of “qualified specialists versus freelancers”
in the industry was identified and described. The advantages and disadvantages of using artificial
intelligence in the work of a new generation graphic designer were analyzed.

Scientific novelty is in a systematic analysis of the problem of reframing the competence and
improving the qualifications of a graphic designer in connection with the latest logic of digital
development: awareness of the need for change and the fact that the future of graphic design lies in the
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harmonious coexistence of human creativity and Al, in which Industry 4.0 technologies will act as a
“creative partner” and help expand the boundaries of visual communication and artistic expression.

Practical significance of the research is to highlight the current trend in the field of graphic design,
where creative experiments with advanced digital technologies are ongoing, which, in turn, initiates a
reframing of the competence of a graphic designer and changes in educational practices and design
thinking: an emphasis on professional software in the industry based on Al (InDesign, Ilustrator), computer
knowledge and skills of creative, critical and strategic thinking.

Keywords: graphic design, digital design, Industry 4.0, Artificial Intelligence, competence,
qualification.
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38) «19»

FAX 1. C.

Jlesigcbka HayioHanbHa akademis mucmeyms, /losis, YkpaiHa

DOI:10.30857/2617 -

0272.2024.1.11 EKC/NIBPUC Y TBOPYOCTI JIEBA F'ELLA

Memoro Haykoeoi po3gidku € 02190 ekcaibpucie yKpaiHCbKO-NobCbko20 XxydoxHuka flesa leya, Aki
snepuwie npedcmassieHo nNpedMemomM MUCMeymeo3Ha8y020 OO0C/NIOXeHHs.

Memodonozia rpyHmyemoca Ha 8UKOPUCMAHHI KOMNO3UYILIHO20, CMUAICMUYHO20, CMPYKMYPHO -
J102{4H020 Ma ICMOPUYHO20 aHAAi3y. Y cmammi 3acmoco8aHo KOMNaekcHUl nioxi0 0o 02140y 8i3yasbHUX
0xepesn XpoHO/I02{4HO20 [ OXepesno3Has4yo2o mMemoois.

Pesynemamu QdocnidxxeHHa Oarome 3Mo2y He Juwe OONOBHUMU ICMOpi0  po3sumky ma
nonysnapusayii kHuxkoeozo 3Haka 1930-x pp., a U esecmu 8 ykpaiHcekuli mucmeymeosHagyuli oucnym
ekcaibpucu Jflesa [leya, npedcmasumu (i020 8HECOK y MBOPEHHS MAa NOWUPEeHHS KHUXKO8020 3HAKA 8
nepwili nonosuHi XX cm. JocnidxeHo memamuky ma ocobausocmi maeopeHHs XyOO0XHUKOM eKcaibpicy,
BUSIB/MIEHO  OCHOBHUL  popManbHO-3MiCmosuli  KOMNOHEHM 8  KOHMeKCmi 8ucmaskosux npoekmis
YKpaiHCbko20 Mansgpcmea nepwol noaosuHi XX cm., 3okpema — OdisabHocmi lypmka [Jisyis YkpaiHcekozo
Mucmeymea ([[AYM). Yeazy 30cepedxeHo HA mux KHUXKo8UX 3Hakax /1. leya, wo penpeseHmyromes
asmopceky MaHepy, npedcmagsifgrome 06pa3HO-3MICMOBHUU Xapakmep meopie mda 8Ka3yrome HA 8UCOKUl
¢haxosull pigeHb xydoxHuka. BuceimaeHo ocobaugocmi (020 XyOOXHLOI MaHepu MpakmyeaHHs Hopmu,
nobydosu  KOMNO3uyii, KOMOPUCMUYHOMY  piwleHHI 2pagiku manux ¢opm. Bnepwe npedcmasseHi
ekcaibpucu flesa leya sucmynarome Gk 00uH 3 Haliyikasiwux emanie OPMyBaHHS MUCMUS, WO CYMMEBO
no3Ha4usnoca Ha Go2o nodanswiili meopuili Oiaa6HOCML

Haykoea HoeusHa nosiszac y seedeHHi manogidomux epagidHux meopie Jlesa leya & ykpaiHcbke
MUCmMeymeo3Hascmeo ma cnpobi, onepyroyu apxieHumMu OokymeHmamu ma gomomamepianamu ¢oHOi8
IcmopuyHozo mMy3ero CaHoka (lMonswa), apxisis IHcmumymy HayioHaneHol [lam’smi (Mosnvwa) ma
6ibniomexku oo. Bacunian y Pumi (Imaniq), enepwe npedcmasumu ekcaibpucu XyOoXHUKA AK npedmem
00C1IOXKeHHS.

Mpakmuyna 3Ha4vywicme. [IponoHoeaHuli Mamepian cay2yeamume NOYAMKOM  HACMYNHO20
emany rpyHmoeHozo OocidxeHHs meopdocmi fleea leya ma onpumodHeHHs Manogidomux 2pagiuHux
meopig xyOoxXHUKA.

Knruosei cnoea: excaibpuc, fles leu, kHuxkosuli 3HAK, epagika, sucmaskoga igbHICMb, PUCYHOK,
xyO0oxHili obpas, memagpopa, Kybism.

Beryn. IM's  xygoxHuka Jleea [eua HamnoBHEHICTIO He Bignosiganw igeosorii Ta

(1896-1971) Bisgome B icTopii 06pa3oTBopUOCTI
Ykpainn, MNonbui, AmMepukun, KaHaan Ta i1HLWKX
KpaiH, Lonpasaa, OKPeMi CTOPIHKM XWUTTA |
TBOPYUM CMAAOK XyAOXKHMKa Bynun BUKpPeCneHi
3 icTopii pasfAHCbKOro MUCTeLTBa.
BiciMHaALATUAITHIM tOHaKOM el 6paB yuacThb
y Mepuwin cBiTOBIN BiWHI, NnepebyBaB y naBax
YkpaiHcbkmx  CivoBmx  Crpinbuyis  (YCO),
cnienpauroBaB i3 [lpecoBoro  KBaTUPOHO,
nepexunB Heslerki Yacu B Tabopi iHTEPHOBaHMX
y [Jowmb'e, pe noctanu nepui Ccepro3Hi
MUCTELbKI HanpawtoBaHHA — KHUTM-anbbomu
«AHTONOrIA CTpineubkoi TBOpYOCTI» (1915-
1917) T1a «/lom6'e-1919», 9aki  CBOEM
ICTOPUYHOIO, MONITUYHOK Ta MWUCTELLbKOIO

nponarangi paaaHCbKoi igeonorii.

1925 poky lew 3akiHume KpakiBcbky
akagemito mucteuts i ao 1944-ro xuB Ta
BuMtentoBaBs y Micti CaHok (TepuTopis
Monbwy). Okpim  negaroriyHoi  poboTuy,
aKTMBHO 3a/iMaBCA ManapCTBOM: bpaB yyactby
BMCTaBKOBIN  gianbHocTi  Typtka  [Jisauvis
YkpaiHcbkoro Mucteurtsa (FTAYM), Acouiauii
HezanexHunx YkpaiHcbkux Mwuctuis (AHYM),

ToBapwucTBa Mpusatenis MwucTeuTBa
(Towarzystwo  Przyjaciot  Sztuk  Pieknych
(TPSP)), 6yB 3agisHUM B eKCNO3MLiNHO-

MUCTeLbknx npoektax JlbBoBa (1928, 1929,
1930, 1932, 1934,1935,1936, 1939), bepniHa
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(1933), Mparn (1933), Mapwuxa (1934), Puma
(1938), Canoka (1940) ta iH.

Micna 3aBepweHHa /[pyroi cBiTOBOI
BINHM  XYAOXHUK ocenmBca B Kpakosi,
npauroBaB B AKageMii MUCTeLTB, MPaKT1KyBaB
pi3Hi BuAan obpasoTBOpYOro mMwucreutsa. Y
1950-x pokax 3a3HaB yTUCKIB Ta Cnpob
BepbyBaHHA cnyxboto 6e3snekn HapopgHoi
Pecny6aiku MonbLwi, wo ¢atanbHO Bigbunocs
He JiMwe Ha 340pOB7T Ta CTano MPUYMHOLO
BTPaTV KOXaHOI APY>XVMHW, a N NMPU3BENO A0
6araToniTHLOro nepecnifyBaHHA [
3BVMHYBaY€HHA B HaLjioHani3Mi. el My>XHbO
nepexvs yci BunpobyBaHHA: nicna [pyroi
CBITOBOI BiNHM 6arato pokiB BuKIagaB Yy
KpakiBcbKin akagemii, 3annwums no cobi Benmky
KiNbKICTb Manapcbknx pobiT, 30Kkpema, 1eBOBY
4yacTky rpadiuHNX TBOPIB XYAOXHWUK NPUCBATVB
AaBHboMy Kpakosy.

MpOTAroM XMTTA UM He Halbinblue ey
3aimaBcA rpadikoro, CTBOPWBLUM YWUCAEHHI
PUCYHKM, LePEBOPUTIN, HauepKu Ta iH. Ane npo
Te, WO B MOro TBOPYOMY CMaAKy Tpanasaamca
ekcnibpucy, 6yno BigoMO nobiIXKHO — Leu
Hanpsam AIANBHOCTI  XYAOXHMKa  AoCi
3a/IMLLABCA HEPO3KPUTUM.

Yepes Te WO NPOMOHOBAHI A0 aHanily
19 ekcnibpucis Jleea leua 36epiraavcs B
apxiBax 6ibniotekn 0o. BacuniaH pasom 3
BesMKor 36ipkoto rpadikm 1915-1919 pocis,
AOCTYN O LbOro HaA3BUMYAWHO LiHHOIO
MaTepiany AecaTuniTTaAMM 6yB OOMeEXEHMM.

AHaniz nonepeaHix AOCNIAKEHD.
OkpeMi nybnikauii KpUTUKIB  MUCTELTBA
nepwoi nonosmHU XX c1. Mukonn lonybus
[10], IeaHa IBaHua [15], CesAToCnaBa
lopamHcbkoro [11], Masna KosxyHa [16] B
1920-1930-x pp. BWCBITAOBaNWN YKPATHCbKY
rpadiky Ta il eKCMOHYBaHHA Ha MUCTeLbKUX
BMCTaBKax JiMlle 4acTKOBO, B KOHTEKCTI
XUTTENUNCY XYA0XKHWKA M Ornsgy MOro paHHbOT
TBOpYOCTi. B 1950-x l'ey-rpadik 3ragyetbcs y
nepeniky yKpaiHCbKMX  MUCTLIB  nepLioi
TpeTnHm XX CT., AKi NpU3Ben JO «BENNKOro
pO3ULBITY rpaBepcTBa, 0COHMBO lePEBOPUTY »
Ta «NPUTPUMYBaNNCA 3ara/ibHO-eBPONenCbKNX
Tedir» [16]. 3a OCTaHHI AECATUNITTA MAEMO

BaPTICHI BUAAHHSA, MPUCBAYEHI KHUXKKOBOMY
3HaKOBI AKi MLIe MOBEPXHEBO PO3MOBIAAOTH
npo Tteopuicte JI. Teua [2,14,18,20]. Metpo
HectepeHko y cBOi po3BiALi 3rajye, WO
XYJOXHWUK 3aMaBCs  KHUXKKOBMM  3HAKOM;
HaTOMICTb  OKPEeMOro  AOCAIAXKEHHA 4w
nybaikauii Npo uen Hanpsam Noro TBOPYOI
AiANbHOCTI AOHWHI He 6yno [21].

Y NONbCbKMX BUAAHHAX Ta OKpPemMumXx
nybnikauiax [25, 26, 29] npo ekcnibpucm Jl.
eua He 3ragyBanocs, a B KaTaJaorax BUCTaBoK
[27, 28] KHUXXKOBWIA 3HaK He NybikyBaBCs.

Y 2000-x TBOpPUICTb XyAOXHWMKA CTana
o6'ektom pgocnigxenb | C. Tax [3-9]. Temy
ekcnibpucie y TBopumx aopobkax Jlesa leua
6yn0 Bneplle O3BYYEHO Ha MIXHAPOAHIW
HayKOBO-TEOPETUYHIN KOHbepeHU,i
«MwucTeubka i neparoriyHa cnagwuHa Jlesa
feua y KOHTEKCTI MUCTELbKOi OCBITM Ta
KyNbTypOTBOPUYMX npouecis y €sponi 1919-
1960-x pokiB» y JIbBIBCbKIN HaLiOHaAbHIN
akagemii mucteuts y xoBTHI 2021 poky, ae
KaHAnAAT MUcTelTBO3HaBcTBa Jlaga Liumbana
npeactaBmna JonoBigb «KHUXKOBUW 3HaK Y
TBOpUOCTi J/leBa eua: XyA0XKHbO -BUp aXxa b Hi
NowyKM  MIXXBOEHHOro  nepiogy». Cnig
3a3HauuTK, WO uA KoHdepeHuis (iHiLiaTopom
Ta opraHizaTopom sikoi 6yna Ipuna lax) ctana
nepwmMM HaykOBUM 3axOAO0M, MPUCBAYEHUM
XUTTHO | TBOPYIN [AiANBHOCTI  yKpaiHCbKO-
NOJ/IbCbKOTO XyAOXHMKa [24].

Pesynbratn pocnigxeHHa. Y 1930-x
pokax J1. el VB Ta NpautoBas y AajiekoMy
BiZ4 /IbBOBa MpPOBIHLIMHOMY MicTeuky CAHOK,
yBeCb BiJlbHWW YacC MPUCBAYYBaB MaiApCTBY.
BiH 6yB 0cob6amBO cnparanm Ao cnifikyBaHHS 3
TakUMW X MOJOAMMMW, CMOBHEHUMU TBOPUOT

HacHary,  eHeprii-HUMKU  BUMNYCKHUKAMU
€EBPOMENCbKNX  MUCTELbKUX  HaBYaJbHMWX
3aknagis, roctpo notpebyBaB y4yacTi Yy

BMCTaBKOBMX NPOEKTax, 30KpeMa 3 Acouiaui€to
HezanexxHux YkpaiHcbknx Muctuis [9]: «[Mpaugs
AHYM'a  po BNojoOW  MeHi  ayxe.
MpoknasaroTb BOHW HOBI LWAAXM MUCTELTBA |
cTeXaTb 3a PO3BOEM HOBMX HaAbaHb Yy CBITi —
Ha 3axogi. € uUe oAMHOKa oOpraHilauis B
FafnMUnHIi, @ MOXe HaBiTb i Ha 3eMAaax Linoi

124



Art and Design N91, 2024

HayKoBWI GaxoBuii XypHa

MucmeymeosHascmeo. TexHiuHi HayKu.

Ykpainn» [13]. 1931 poky AHYM po3-noyana
CBOKO €KCMO3ULINHY AiSAbHICTb BiAKPUTTAM
Mepwoi BuctaBkm Acouiauii HesanexHux
YKpaiHCbkMX MUCTLIB 3 y4acTo 3anpoLUeHnx
bpaHLy3bKMX, ITaNiNCbkMX | Oenbriicbkunx
XYAOXHWKIB Ta yKpaTHCbKOI Napu3bKoil rpynu,
fika npoxoaumna B CTiHax HauioHanbHOro
my3eto y JIbBOBI. BuctaBka 6ynarpaHaio3Horo
€KCMO3ULLIEFD Cy4aCHOro €BPOMENCHKOro Ta
YKpaiHCbKOro ManapcTBa i BUKANKana XaaBui
iHTepec 'y rpomaacbkocTi JlbBOBa, WO
CNOHYKaNOo BCiX y4acHMKIB AcoLiauii 4o aepani
aKTWUBHILLOT eKCMO3MLiIMHOI NpaLi.

[Apyra BuctaBka AHYMy, sika Bigbynaca B
yepBHi 1932 poky B My3ei HaykoBoro
TosapwuctBa im. T. LLleBuerka y SisBosi (HTLL),
npeacTaBasna MmcreutBo rpadikm: «A.H.Y.M.
X0oue AaTu LWMPOKOMY YKPaiHCbKOMY 3aranosi
Harogy OrFAAHYTW TBOPYICTb OAHOI Haoil
MUCTELbKOT AiNAHKW AKOMOra B MOBHIW
KapTWHI 1 MokasaTtu, WO cyvacHa yKpaiHCbka
rpadika pgocarna BUCOKOTO MUCTELKOrO

piBHs» [1]. Ekcno3uuito BuctaBkn 6yno
nojineHo Ha oKpeMi niapo3ainu:
«OpwuriHanbHa rpadika» (BepesopuTy,

MOHOTMNIi, YOpHO-6ina Ta koNbopoBa rpadika),
«Ekcneaunuii 3aroToBkM aAep>kaBHWX nanepis
YkpaiHn» (NPOEKTN YKPATHCbKMX TpOLLEN,
MOLWTOBMX MapoK, GaHKOBUX | BeKCeseBUX
JNCTIB, TpanbHUX KapT i T. iH.), «KHWXKOBa
rpadika»  (kHura, obknaamHka, 031064,
intocTpauif) Ta «Ekcnibpuc». [o BigkputTa
BMAAHO iNFOCTPOBAHWIA KaTasor i3 nepenikom
yCiX y4aCHMKIB Ta 3 Ha3BamMu TBOPpIB,
AOKNAAHVMWN  PO3'ACHEHHAMU TMPO  KOXEH
npeACTaBAEHUIN BiAAIN | KOPOTKY aHOTaLito 3
rpadiyHOO TEPMIHONOTIEND. YBeCh MaTepian,
NPOMNOHOBaHWA A0 orasay, 6ys pisHOBIUHUM Ta
HaA3BMYaMHO LikaBMA. BogHouac ocobamso
BaroMuM N5 XyA0>XXHWKIB Ta BiABiZyBaYiB CTaB
bakT npncyTHOCTI TBOPIB MUCTLLIB PaAAHCbKOT
YkpaiHu.

OguH i3 HauuikaBiwmx po3ginis 6ys
NPUCBAYEHUA KHUXXKOBOMY 3HAKOBI: «BiaAin
eKCNibpiciB — eKCKIFHO3NBHMX, XapaKTepuCTNY -
HUX MUCTeLbKNX TBOPIB ... € 109 ykpaiHCbKMX
ekcnibpicis 24-ox aBTopiB (MiXX HUMK byToBNY,

KoexyH, B.Kpunuescbkun, O.Kynbumupbka,
|. Mo3aneBcbkuin, FO. Hapbyrt, IN. XonogHwn i Ta
iHWi)» [22]. BucrtaBka ykpaiHCbKOi rpadiku
y J/IbBOBi 6yna HacTiNbkW YCMiLWHOW, WO Ha
agpecy AHYMy Haginwno 3anpoLleHHs Ao
y4acTi B MiXKHapOAHNX BUCTaBKax: «AcouiaLis
Aictana 3anpoLueHHA opraHisyBaTtu
YKPaiHCbKMI BIAAIN Ha MiXKHApPOAHI BUCTaBL
B Jlboc AHaKeneci, B AMepuu,, Wo BiabyaeTbca
B Mato 1933 poky» [9]. 3a okeaH ekcnoHaTu
BMCTaBKM He Moixaan, ane ycniwHo 6yau
npegcrasneHis €sponi 5-26 ntotoro 1933 p. y
Bepnini, ge pasom i3 yyacHukamu Acoujiauii
eKCroHyBannca TBOpU YKpPaTHCbKMX
XYAO>XKHWKIB XIX CT. (T. LeBueHka,
J1. XKemuyxHunkKoBa, K. TpyTtoscbkoro,
|. CokonoBa, M. Camoku-wia Ta iH.), a Jdani
12-26 6epe3Ha B noBHOMY 06caA3i y [pas3i
(1933) 1a Pumi (1938). be3 cymHiBy, Takmu
PO3BMTOK MOAIN HajaMxaB KepiBHULTBO Ta
yyacHukiB Acouiauii 4O akTuBi3auii TBOpYOI
npaui Ta MOAaNbLIOrO  MOLWYKY HOBWX
MO>/IMBOCTEM OpraHi3aLi BUCTaBOK.

Nes Teu, scrynuBwm o AHYMy 3
TpaBHA 1932 poky [17], oagpa3y AonyyumBca 40
ekcno3mu,i Ha Apyriv BUCTaBLy,
3aMpornoHyBaBWN Kifbka rpadiyHmx poobiT:
ABTonopTpeT (MigepuT), MagoHHa (MigepurT),
Manap (cyxa ronka), aBi  nitorpadii
«TaHeYHMLA Ha NINHBI» Ta CiM gepeBopwuTiB [9].

Y TBOpYiA AisnbHOCTI B3arani, a B
MiXBOEHHWIA Nepioa 30kpema, el npuainse
6arato yBaru rpadiui. PucyHok nobus we 3
pokiB HaBuaHHA B KpakoBi, ge 3a KOXHOI
CNYLWHOT Haro4y Ha CEMeCTPOBUX Neperaagax

BUCTaBNAB aKajeMiuHi PUCYHKW, KOPOTKI
Hauepky, rpadiyHi  komno3umyii. [licas
3aBepLUEHHSA CTyAin NpOJOBXYBaB
YAOCKOHANOBATU  MaWCTepHicTb | barato

eKCMepyMEHTYBaB i3 PI3HMMW TeXHIKaMK, a B
MPOMIXKY 4acy MiX JBOMa BiiHaMu
npuknagHa rpadika crana Ana XyAOXKHMUKa
HanbinbLUe eKCMOHOBAaHOH.

Yuactb y [pyrin BucTaBui Acouiauii
HaOYHO no3Hailommia leua 3 MUCTEUTBOM
ekcnibpucy, nonpu Te WO A0 LbOro vacy B
MNOro TBOPUMX HafbaHHAX KHUXXKOBUA 3HaK He
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3yCTpiyaemo. bes cyMHIBY, YHIKaNbHICTb LbOT O
MUCTeuTBa, fAKe 3 YacoM 3MiHWAoCa 3
PYKOMWUCHOrO  MIAMWCY Ha  MajeHbKOoro
dopmaTty XyaoxHin TBip (MiHiaTiopy), WO
BK/€tOBaNaca y KHUTY, BM3Hayarunm Ii
HaNAeXHiCTb BNACHWKOBI YW  YCTaHOBI,
BMKANKANA OCOBNNBNI IHTEPEC XYA0XKHMKA.

MucTeuTBO  TBOPEHHA  KHUXXKOBOTO
3Haka — Lie BMHATKOBE fiBULLE B YKPaATHCbKIN
KynbTypi 3 JaBHbOK Tpaguuieto. B icTopii
HauioHaNbHOT 06Pa30TBOPYUOCTI BKIHOUYHO 40
cepeanHn XIX cT. HeBeAUKMN 3a PO3MipOM
MantOHOK 34e6inbloro rpaeipyBaBcA  Ha
MeTani. 3 noaBoro poTounHkorpadii pucyHoK -
nignnuc TpaHcdOpMyBaBCA B OpWUriHajbHe
rpadivyHe Kiiwe, WO 3HAYHO CNPOCTUIO
BUFOTOB/NIEHHA  XYAOXHbOTO  KHMXKOBOFO
3Haka. flk XaHp Manoi rpadikm ekcnibpuc
HabyB ocobmBoi nonyaapHocTi B XX CT., agxe
3 Meplworo AecaTUAITTA Leh BUA TBOPYOI
AIANBHOCTI OTPVMaB BMPa3HI PUCK XYAOXHbO-
obpa3HoOro  TpakTyBaHHA Ta  ACKPaBO
npeaACcTaBAsAB aBTOPCbKY CTUICTUKY.

Y 1920-1930-x pokax ekcnibpuc craB
HaCTINbKM MOLUMPEHMM, IO BMOKPEMUBCH B

OpWriHaNbHWUMW  HanpaM  —  CBOEPIAHY
HauiOHaNbHYy TPaauuito, 3 aBTOPCbKMMMU,
rnmboko 0COBUCTICHNUMMU MOJEPHUMMU
XyZOXHbO-BMpPaXKaibHUMM 3acobamu,
obymMOB/NeHMMN nepebirom  TOro4acHoro
noctyny 3406yTkiB | TBOpPYMX HajbaHb

YKPaiHCbKUX  XYAOXHWKiB-rpadiki.  [ns
MWCTLIB MOYaTKy MUHY/I0TO CTONITTA TBOPEHHS
KHWXKOBOrO 3Haka CTafo MEeBHOK Mipoto
eKCNEePUMEHTOM, Y AKOMY B ManopopmMaTHOMY
306paxeHHI noTpibHO 6yno He auwe
npeacTaBUTU YiTkMIA 06pa3s, BpaxyBaTu MeBHi
XapakTepHi pucu, HanpaMm 4m npodecinHi
ocobamBocTi AiANbHOCTI, a n
NpPOAEMOHCTPYBaTH BHYTPILUHI AKOCTI
3aMOBHMKa. BukopuctoByroun  aBTOPCbKI
306paxkanbHi MeToan, XYAOXHWUKM-Tpadikm
[OBOAMAM  eKCNibpuC A0 BMCOKOrO piBHA
ecTeTM3My, e KOMMNO3MLif, NiHIf Yn NaoWwmMHa
TpakTyBannca Ay>e NakoHiYHUMM 3acobamu,
aKUEHTytouM  Ha  BWM3HAYaNbHWUX  puUcax
3aMOoBLA.

AKWwo B nepeniky 4acTo BXMBaHMUX
3acobiB  TBOpeHHA ekcnibpucy XIX cT.
HaMyacTile CnoCcTepiraEMo CTUAICTUKY AaBHIX
ICTOPUYHUX TEM: MUCTELTBO Pycn-YkpaiHun un
AEeKopaTUBHOI NAACTUKM 6apoKo, TO B NepLUii

ygepTi XX CT. nonyaapHuMK  CTaBaau
aBaHrapaHi MUCTeLbKI HanpaMu
abcTpakuioHismy, Kybi3my, byTypusmy,

KOHCTPYKTMBI3MY, LLIO CYTTEBO MOJAEPHI3yBano
A AOMOBHWIO iCTOPItO PO3BUTKY KHMXKOBOTO
3Haka B TOM 4ac.

Y mucteutsi ekcnibpucy cyydacHi Ctuni

6ynm npeactaBneHi Ha [pyrin  BucTaBui
AHYMy 1932 poky, wo, Ha Hawe
MepekoHaHHs, nigwToBxHyio Tleua go

CTBOPEHHSA CBOEPIAHOTO KHUXKKOBOIO APANKA.
Y TBOpUOMY CraaKy XyAO>XHMKa 3adikcOBaHO
19 KHWXXKOBMX 3HakiB, WO, HaWiMOBIpHiLle,
YBIALLAWN A0 Nepeniky TBOPIB, MpeACcTaBAeHNX
aBTopoM Ha [lepcoHanbHi BuUCTaBLi, AKY
opraHizyBasa AHYM B 1934-my. 3rigHo 3
Katanorom BuctaBku, po ornagy 6yno
nponoHoBaHo auwe 14 ekcnibpucis 6e3
BKa3zaHWx Ha3B [12], a B nepesMOBi 3a3HayeHo,
WO XYAOXHUK BWUCTAaBMB «JBa KOMMJIEKCH
MUCTELbKOT TBOPYOCTI: HEAaBHO MUHYOI, LWe
XMBOT — W HAMHOBIWOI, AKiA Micue e B
ManbyTHboMy» [12]. Ha Haw nornsg, 36ipka
eKcnibpucis, eKCNOHOBaHWX Ha [NepcoHanbHiIn
BWCTaBL,, MicTuna «HaNHOBILWi»
HanpauloBaHHSA, AKi 6ynn CTBOpeHi came ans
ekcrno3uuii NepcoHanbHOI BUCTaBKM.

Bigomi Ha CbOTrOAHi aBTOPCbKi
(nignwncaHi) ekcnibpucn i3 TBOpPUOro crnaaky
Nesa Teua - ue 13 yopHO-6innx Ta 6
KONIbOPOBMX  KHUXKOBMX  3HakiB,  AKi
NPU3HaYeHi rON0BHO A4 BiacHoi 6i6niotekun
XyAOXHWKa. [0 HMX HanexaTb 306pa>keHHsA
MONOAOT XXIHKM B YKPaiHCbKOMY CTpOi 3
nianucom «Exlibris, Jles Tleu» (puc.1), asi
TeMaTU4Hi  KoMno3uuii 3 aTpmbytamu
XYAOXHWKA:  AEKOPATUBHUMWU  TAevYmnKamu,
NeH319MU, ANCTaMN Nanepy, O4Ha 3 AKUX MaE
Hanuc «3 kHur fleea leua», iHWa — anwe
niAnncaHa aBTOPOM, LUe Ba KHUXXKOBI 3HaKN 3
Hanncamun «Exlibris» Ta aBTOMOpPTpPeTamu
XYAOXHMKA (NIHIVHWA | TOHaNbHWUIA, BUJ, 360KY).
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Puc. 1. fles l'ew. Ekcnibpuc. 1930-1i pp.  Pwmc. 2. fles l'ew,. Ekcnibpuc. 1930-1i pp.
3 apxiBy IctopnuHOro myseto 3 apxiBy IctopnuHoro mysetro
B CaHoky (Monbuia) B CaHoky (MoabLia)

Puc. 3. Jles l'eu. Ekcnibpuc 3uHosis Jincka. Puc. 4. fles ey, Ekcnibpuc. 1930-Ti pp.
1930-Ti pp. 3 apxiBy IcTOpyHOro My3ero 3 apxiBy IcTopnuHOro My3eto
B CaHoky (MonbLua) B CaHoky (MonbLuia)

Puc. 5. Jles ey, Ekcnibpuc. Puc. 6. Jles l'ew,. Ekcnibpuc. 1930-Ti pp.
1930-Ti pp. 3 apxiBy IctopuuHoro 3 apxiBy IctopnuHoro my3seto B CaHoky ([MonbLua)
Mmy3eto B CaHoky (MonbLa)
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Bci ui sopobku 3acBifuyroTb CyTTEBUIA
MOCTyNn TBOPYOCTI XYyAOXHMKa B HanpsaMmKy
MOZEPHOrO NIaCTUYHOTO MUCAEHHS Ta BMiHHSA
BAYYHO W edeKTMBHO BTINOBATW BACHUM
06pas y KHUXKOBMIA 3HaK: el y XyAOXHIN

bopmi  nmigkpecntoe  CBO€E  HauiOHajlbHe
NOXOAXEHHA  (306paXKeHHA  XiHKM B
YKpaiHCbKOMY CTpOI), 3aBAAKU
MIHIManiCTUYHUM XYAOXHIM 3acobam
AeMoHCcTpye cebe Ta cBOl npodecinHy
HanexHicTb  (ekcnibpucn 3 ManapCcbkuM
3Hapaaaam) (pwuc.2). Mwucteub 3acTOCOBYE
Pi3HMWA  Nigxia A0 TpakTyBaHHA obpasy:

MOZENOBAHHA NepPCoHaXxa TOHKUM NiHINHUM
PUCYHKOM, IKWA OTOUYEHWUI Tpyboto, HOPHOro
KOJIbOPY PamMKOHo, O BMPA3HO KOHTPACTYE 3i
300paxKeHHsAIM Y  LUEeHTpaAbHIN  YacTuHI
koMno3unuii. KHUXKOBUI 3HaK, TeMa SIKOro
npuceayeHa npodecinHin gisabHocTti leua,
KOMMOHOBaHWA i3 npeaMeTamu  Ans
Ma/tOBaHHA: NEH3/MKaMu, AMcTaMn nanepy,
rAeyvkamu, Aki BMpaBHO YepryroTbCs 3 Pi3HOI
BEJIMYNHUN NITEpamMM.

Y 3aranbHil  KOMMNO3MUINHIA  Cxemi
OKpec/ieHa BMPAa3HICTb | NaKOHI3M KOHIrypaLii
dopMu, rapMOHiliHe 3iCTaBNIEHHA YOPHOr O Ta
6inoro  KONbOPIB  BUABNAIOTbL  O3HaKW
KOHCTPYKTMBI3MY, @ PUTMiYHE YepryBaHHS
rEOMETPUYHMX MAOLWMH | KOHTYPHUX NiHIA
PI3HOI TOBLUMHM MOCUNOKOTb  BPaXXeHHSA
MPUCYTHOCTI HOBUX MUCTELIbKMX HanpsmiB B
ekcnibpucax leua.

CXOXUM  KOMMO3NLIMHO-MUCTELbKUM
TpaKTyBaHHAM CTBOPEHO e OAVNH
MOHOXPOMHMUI KHU>KKOBWI 3HaK,

NPUCBAYEHNN 3MHOBItO JINCKY — TOBap U LLIEBI -
YCyCiBLIHO, 3HAHOMY MY3MKaH-TOBI, A€ BMIiNO
CKOMMOHOBAHO HOTHWIN CTaH, parmMeHTn
MY3WYHUX [HCTPYMEHTIB | Beauki nitepu
BMNCAHOro IMeHI Ta Mpi3BuLLia BAaCHWUKA
(pnc.3).

MigKpecneHo NakOHIYHVMMMK € YOTMPH
KHWXKOBI 3Hakv 3 BWPa3HMMWU O3HaKamu
HaNeXHOCTI A0 NOMyAApHOi B TOMY uaci
iHAycTpianizayii. Xy40XKHUK Yy 3BUYHIV MaHepi
MaWcTepHO O06'egHaB Yy EAWHY PUTMIYHY

3HaKOBO-CUMBOJIIYHY
KOHOIrypauii  4opHO-6ini  naoWMHK,  AKi
BMPI3HAIOTbCA  pauioHanbHIcTiO  dopmo-
TBOPEHHS, YITKICTIHO CUAYETIB, aCoLitOI0TbCA 3i
CTUNI30BaHUMUN MEXaHIYHUMUK AeTansaMu 1
HajaroTb 306 pa>keHHAM KOHCTPYKTUBI CTCbKNX
ANHaMIYHMX pUc (puc. 4).

Y 3ragaHux ekcnibpucax e y XyA0XH
dopmi nepeocMuncatoe rpadivHO-NAACTUYHY
XapaKTepuCTUKY MUNCTeLLbKOro ob6pasy, HOBUM
niaxi4 A0 KOMMOHYBaHHSA Ta OOMEXEHiCTb
KOJIbOPOBOI ManiTpu BWAAKOTb 3axXOMJEHHSA
Feua MWUCTELbKMMMW TeYisMU eBPOMencbKoro
aBaHrapav3my rnepLioi NoAoBnHU XX CT.

LLlicTb KONIbOPOBUX €KCNIBPUCIB CMINNBO
MOXHa BIAHECTW A0 TBOPIB, WO B XYAOXHIN
dopmi  yocobnrorOTb  aBTOPCbKi  eMOLi,
IPYHTOBaHI Ha OCOBUCTICHUX NepPEXMBaAHHAX
ANTUHCTBA (MMOBIPHO TaKOX NPU3HaYeHi Ans
BAACHOI 6ibnioTekn): «3 FipKu Ha ripKy», «IBacs,
Borau, Ckynap», 4/ KOMNO3MKLii 3 «<Ka3KOBUM»
300paXkeHHsAM MaJieHbKOro XJ0MyuKa, SKUN
CTOITb MepeA BeneTHeM, Yy AKUX XYAOXHUK
NPOMOHYE CLUEHW, KI MOXXEMO YHANIEXXHUTUN 0
MeTadop, B30POBaHWMX A0 MuHysnoro. ley
CBIZJOMO M LLiNecnpsiMoOBaHO BBOANUTb Y CHOXKET
3rajaHnX TBOpiB 06pa3 roHaKa, AKNI BUCTYyNaE€
FONIOBHUM MEpPCOHaXeM — MPOTOTUMOM
aBTopa: TrO/N0AHE AUTUHCTBO, CMOBHEHE
60NiICHNX HENOPO3YMiHb i3 6aTbKOM-NMUNAKOM,
ApamMaTUYHUIM  AOCBIA  BUXKMBaHHA  Ta
MaTepianbHOI CKpYTK y BiaHIN GaraToAiTHIN
POAMHI, y4yacTb Yy BINCbKOBMX Aiax Ta
HeoAHOPAa30Bi NOpPaHeHHA 1 iH. MabyTb, came
yepes BaXKi CMOMWHU XYAOXHWK Haja€
CHOXKETHUM 306paxkeHHAM Jewo MidiuHe
eMOL,iNHO-3MiCTOBHE Ta XYAOXHbO-
BMpaXxkasbHe TpakTyBaHHA, JAe  XJOM4Yux
MY>XHbO BCTyrna€e B 60poTbby NpoTn pi3HOro
posy TpyAaHowiB Ta nepewkos. Llo6bwu
3abe3neunT TBOpaM binblW  3MICTOBHE
HanoBHEHHS, aBTOP BUKOPUCTOBYE MeTadopy
(xaW | HecknagHy) Ta BIATBOPHOE i1 HACTINbKMK,
HacKiNbKM Aae 3mory 3pobutn obpasHo-
XYAOXHIW Ta 3MicTOBMIA GopmMaT KHUXKOBOTO
3Haka.

LiMICHICTE  pi3HOI
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[o metadopuuHmnx obpasiB JOpeYHO
LONYYNTU LLE OAMH KONIbOPOBUIM eKcnibpuc 3i
306paXkeHHAM YO/OBIKa, WO CUANTb nepes
monbbeptoMm. Lle TBip i3 O3Hakamu
cXeMaTU4HOro  @irypaTmMBiaMy XxapakTepu-
3YETbCA KOMMO3ULiHOK BUPA3HICTIO, YiTKO O
OpraHisaliero  MAOWMHKM, NiA-KPEeCeHOo
AEeKOPaTUBHICTIO 3006pakeHHA, fe ACKpaBoO
NPOABAAOTLCA PUCK KyDI3MY: reoMeTpuYHI
dopmMKn  3i 3aroCcTpeHMMU KyTaMu, Bennka
KINbKICTb  MPAMWX  JiHIW,  AKI  CyTTEBO
NIACUAIOOTL  BIAYYTTA  PO34/I€HOBAHOCTI
306paxeHHs. KonopuctnuHe Ta rpadiuHe
BUPILLUEHHS LbOro ekcnibpucy HaBiBae fymKy
MpO eKkcrepuMeHTabHi NoLwyku Feta B HOBUX
MUCTeLbKNX TeYisX, LoHannepLiey Kybi3mi Ta
KOHCTPYKTUBI3MI (punc. 5).

CMMBOIIYHO-aNeropuUHui obpas
CNOCTepiraeMmo Ha OAHOMY 3 eKCNiBPUCIB, AKNK,
Ha Haluy AyMKyY, TaKoX 6yB Npu3HauYeHn ana
ocobuncToi 6ibaioTekn, N03asK HAATO BMPA3HO
AEMOHCTPYE  MoYyBaHHA Ta  rAmMboko
0cobucTicHI nepexumsaHHs l'ela (purc.6).

Ha nepesHboMy naaHi ropu3oHTaNb -H Ol
Komno3nuii 306paxkeHO irypy BMCOKOro
4oJI0BiKa AOBOI XYAOI CTaTypw, B pUcax aAKoro
Nerko BMI3HAEMO CaMOro XyAOXHWKa, Lo
Tpumae B pykax 6atir. Tao 3agHOro naaHy
HanoBHeHe dirypamn OroNEeHUX >KIHOK.
Komnosuuia uporo TBOPY MNO3Ha4yeHa
HaMpPyrok CHOXKETHOI  JliHii, KOHTpacTamu
TEMHUX | CBITIMX  KOJMIPHWUX  MAOLUMH,
XapakTepHO  3aroCTpeHMMM  KOHTypammu
pucyHka. Maemo nigctaBu BBaxatw, WO
XYAOXHUK Yy  dirypaTtuBHO-306paxkanbHil
MaHepi 3MaNbOBYE JIFOACbKI  MPUCTPACTI,
POMaHTUUHI B3aEMUHUK, yocobatoroum cebe 3
4YoNoBIKOM-NpubopKyBauem, wWo 6Hatorom
«BramoBYyE»  MpWUCTpacTi, MnoBs'A3aHi  3i
CKNajHUMW Ta HeBAaNUMWU BIAHOCMHAMW 3
XiHkaMn. Y 1930-x pokax, Melkarouum Ta
npaLyorym B CaHoky, XYAOXKHUK
HEOAHOPA30BO  MNEPEeXMBaB POMAHTUYHI
npuroau, agxe 6yB BPOANMBUM YONOBIKOM i
BIAOMUM Yy MICTI XYAOXXHUKOM: MICTAHKM
uikaeuamce ocoboto leua, npusHayanu
3yCTpiyvi, MPOMNOHYyBaAn CBOE TOBAapPMCTBO.

CroxxeTHa Ta 306pa>kasnbHa dabyna ekcnibpucy
— POMaHTUYHI NPUroan Ta rANBOKO IHTUMHI
nepeXxuBaHHA aBTOPa, BAYYHO BTI/IEHI Y LK
poboTi.

Y KHWXKOBMX 3Hakax [eua npo-
CTEXYETbCA  MPEeTeH3iMHe CTaBAeHHA [0
WwpudTiB, AKI BUKOHYHOTb BaX/IMBy POJb Yy
TBOpax. Llle B paHHIK rpadiui XysoXHWKa
1915-1919 pokiB, HaATO B KHUrax-aabbomax
«AHTOAIbOrIA CTPiNelpKoi TBOpYOCTN 1915-17»
Ta «[Jomb’e 1918-9», XyAOXHWK aKTMBHO
NocNyroByBaBcA MMCbMOM. lew,
BMKOPWUCTOBYHOUM PI3HI  Hamwucu, CTBOPUB
aBTOPCbKy Kanirpadito, Lo Heabusak 36aratnna
W npukpacuna KHUrKn, rpadiyHi  TBOPM,
ekcnibpucn  Towo. BwuragaHi, peTtenbHO
onpalbOoBaHi iTepy BAYYHO AOMOBHIOKTb YCi
KHW>KKOBI 3HaKM XYAOXHMKA: BOHW OPraHiyHo
BMJAeTeHi B KOMMO3WUiMHY W ob6pa3Ho-
XYAOXHIO ~ CXeMy  MNIiAMMCaHUX  aBTOPOM
eKkcnibpucis, ZOPEYHO NIACUIOIOTL XapakTep,
03406-/11010Tb  306pakeHHs. el BNeBHEHO
KOMMOHYE NiTepy B 3arajdbHy XyAOXHIO
CTPYKTYPY KOXHOFO  KHMXKOBOTFO  3HaKa,
Hajaroumn WpndTOBI JOPEUHOCTI Ta MUCTELIBKOI
BUpa3HocTi. Ekcnibpucy nignucaHi BuragaHum
aBTOPOM HaMMCOM, CKNaJeHMNM i3 MOYaTKOBUX
nitep «» Ta «J1», WO OPUriHabHO BHECEHUIA Y
KOMMO3U-LiiHY CXeMy Ta NO3ULLIOHYE MUCTLA
Ak daxoBoro avsaviHepa. BapTto 3ayBaxutn,
Lo Takuni nianuc-asTorpad 6yB
BUKOPUCTAHUIA [eLoM sinwe B KHUXKKOBMX
3HaKax.

Ycim ekcnibpucam Jlesa leua npu-
TaMaHHI O3HaKM XYAOXHbOrO MWUCTeuTBa
nepwoi nonoBMHM XX CT., WO CTaHOBUTb
BMCOKY  eCTeTMYHY  BapTiCHICTb.  BoHu
BMAINAIOTLCA  IaKOHI3MOM,  MaWCTepHUM
BMKOPWUCTAHHAM CydacHux rpadiyHmx 3acobis,
AOBEPLUEHNM XYAOXHIM PilUEHHAM: KOXeH
TBip NO-CBOEMY JOCKOHANI Ta OPUTiHaNbHU,
HadiNeHnn ACKpaBMMMW pucamu aBTOPCHKOI
MaHepun. PoboTtam XyaoXHwuka BaacTvMee
b6aratctBO  06pa3HMX  Ta  XYAOXHbO-
BUPaXanbHUX 3acobis. l'el, A4eMOHCTPYE He
nmwe daxoBy 06i3HAHICTb LWOAO HOBITHLOTO
HanpAMy — MOAEPHI3MY, @ 1 CMiNNBO BAAETHCA
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A0 EKCMepVMEHTIB B aBaHrapan3mi. XyA0XKHMK
nposBuBCA NPodeciHUM rpadikom, MaricTpom
MOJZeNtoBaHHA o0bpasy, KOTpuMh yMino Ta
BJYYHO XapakKTepusye NepcoHax< | AOpPeYHO
BBO/AMWTb MEBHY rPOTECKHICTb 306 paXeHHA.

B ycix 6e3 BuHATKY ekcnibpucax ley
NMepekoHAMBO MNPOAEMOHCTpyBaB  daxoBe
BONOAIHHA aBTOPCbKUMM XYAOXHbO-
BMpPaXanbHUMKU 3acobamu: BIH AOCKOHaNO
onepye Mucteutsom rpadikn, npesgMeTHO
BMKOPUCTOBYE 06 pa3He MUCIEHHS, AOCTaTHbO
3arnnMbt0ETbCA B CHOXET. YCi npaui muTuA
CBifjYaTb MPO NOro HEOPAMHAPHE aBTOPChKE
cBiTOBaYeHHs.

BucHoBKN. B  yKpaiHCbKiM  KynbTypi
nepwoi NofoBUHM XX CT. TBOPUMMK CNafokK
Nesa leua NepeKkoHIMBO AEMOHCTPYE BMCOKUIA
CTyMiHb  PO3BUTKY rpadiknu MIiXKBOEHHOrO
nepiogy. N'padiuHa obpasoTBOpYa CNasLwmHa
XyAOXHWKa nocigae BigocobneHe Micue B
nepeniky  BIAOMMX  IMEH  YKpPaiHCbKMX
XYAOXHUKIB-rpadikiB MUHYAOro cropivysa —
Mwkonun byTtoBuua, IBaHa IBaHuAa, [laBna
KoexyHa, OneHn Kynbuuupkoi, CBaTOC/NaBa

TOPAMHCBKOrO Ta iHWMX, fAKi 3alManncs
ekcnibpuncom.
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GAKH I. S.
Lviv National Academy of Arts, Lviv, Ukraine
EX-LIBRIS IN THE WORK OF LEV GETS

Purpose of the Ukrainian-Polish artist Lev Gets, which are presented as the subject of art historical
research for the first time, are the object of scientific exploration.

Methodology is based on the use of compositional, stylistic, structural-logical and historical analyses.
In the investigation, a comprehensive approach to the review of visual sources using chronological and
source-scientific methods is applied.

Results allow us not only to supplement the history of the development and popularization of the
book sign of the 1930s, but also to introduce Lev Getz's bookplates into the Ukrainian art historical debate, to
present his contribution to the creation and dissemination of the book sign in the first half of the twentieth
century. The article investigates the themes and features of the artist's bookplate creation, identifies the main
formal and substantive component in the context of exhibition projects of Ukrainian painting in the first half
of the twentieth century, in particular, the activities of the Circle of Ukrainian Art Workers (HDUM). The
attention is focused on those book marks of L. Getz that represent the author's style, represent the figurative
and semantic character of the works and indicate the high professional level of the artist. The features of his
artistic style of interpretation of form, composition, and coloristic solution of small forms graphics are
highlighted. For the first time, the bookplates of Lev Getz are presented as one of the most interesting stages
of the artist's formation, which significantly influenced his further creative activity.

Scientific novelty consists in the introduction of the little-known graphic works of Lev Gets into
Ukrainian art history, and, operating with archival documents and photographic materials from the funds of
the Historical Museum of Sianyok (Poland), the archives of the Institute of National Remembrance (Poland)
and the library of oo. Basilian in Rome (ltaly) for the first time to present the bookplates of the artist as a
subject of research.

Practical presented material will serve as the beginning of the next stage of thorough research of Lev
Gets work and the publication of little-known graphic works of the artist.

Keywords: bookmark; Lev Gets, graphics; exhibition activity; drawing; artistic image.
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YOK 7.036+7.025.5
1:069.5«199/202»

TEHAEHLIT B EKCMOHYBAHHI CYYACHOIO MMCTELITBA Y
KOHTEKCTI MPOLECIB TPAHC®OPMALLII (3A MATEPIAJIAMU
3APYBDKHUX AOCNIAXKEHDb 1990 - 2020 PP.)

DOI:10.30857/2617 -
0272.2024.1.12

Mema po6omu: npoaHanisysamu cmaH po3KpUMmMA eKkcno3uyiliHo-eucmaskosux npakmuk y
3apybikHili Haykosili nimepamypi y koHmMekcmi mpaHcgopmayili ma nowyky Hosux ¢opm penpeseHmayil
Cy4acHo2o0 mMucmeymea

Memodonoeia. Memodosozis OoCNiOXeHHS BK/IHOYAE BUKOPUCMAHHA Memody NOPIBHAIbHO20
aHanisy, akuli 00380/1U8 8UABUMU CNUTbHI MA BIOMIHHI 8/1acmusocmi 8 esosroyil ekcno3uyiliHux nioxodis.
Baxnusy pose eidiepas mMemod munosio2i3ayi, AKkull cmas 0CHOBHOKW O/ O6rpyHMy8aHHs OCHOBHUX
meHOeHY(li 8 ekcho3uyiliHux npakmukax kiHys XX — nouamky XXI cm.

Pesynemamu. B JocniOxeHHI gUS8/IeHO mMa NpoaHanizoeaHo OCHOBHI MeHOeHYll, sAK( xapakmepHi
ons po3sumky 3apybikHO20 Haykosozo Ouckypcy. lokasaHo, wjo meHOeHyis HmepakmusHoOcCmi sucmasku
CMana npuHYUNoOBUM NOYAMKOM 8 MmpaHcopmayii ekcnosuyiliHux nioxodis. Y ceor uepey, mpeHO
excnepumeHmaneHo2o («1abopamopHozo») nidxody Cnposokysas Hosi AKoCcMIi ekcno3uyi, Ak Mmoodeni
docniOxeHHs  xyOoxXHbo20 meopy. HacamkiHeyb, meHOeHYiA yHigepcaibHOl opeaHi3ayil  ekcno3uyil
npodeMoHCMpy8ana CXUMbHICMb  Cy4acHUX eKCno3uyiliHux npakmuk 00 y3aed/bHeHHs ma  3MiHU
macwmaby iHmepnpemauyii. B akocmi okpemozo OocniOHUYbK020 mpeHOy po321sHymo koHyenyio «binozo
Kyby», mpaHcpopmauii Akoi guseuau Hogi popmMu penpezeHmauii mucmeymea.

Haykoea Hosu3Ha. Y cmammi 8u3Ha4yeHi ma akmyasai3o08aHi OCHOBHI meHOeHYil aHanizy npobiemu
8 KOHMeKcmi 3axiOHo20 HAykoeoz20 OUCKYpPCY; NOKA3Hi OOCAIOHUYbKi mpeHOU, ki € 8NnAUBOBUMU Y MeXax
Cy4acHo20 cmaty 00CiOXeHHs npobemu.

lMpakmu4yrHe 3Ha4eHHA OoCNiOXeHHA. Pe3ysnemamu JocnioxeHHa MOXyme Oymu 8ukopucmasi 8
eKcno3uyitiHili npakmuyi 0415 06rpyHmMyeaHHs KOoHUenmyasasHol CnpsMO8aHOCMI KOHKpeMHOI aucmasku.

Kmouoei cnoea: ekcnosuyis, sucmaska, apm-npocmip, Cy4acHe Mucmeymso, mpaHcgpopmayis
XyO00XHE020 MEopy.

Bcryn. HanpwukiHui 1990-x—Ha noyatky
2000-x  pokiB  XyAOXHS  BUCTaBKa  AK

HanpsAMKKW, AKI MO PI3HOMY OLiHIOTb
MacwTaby Ta 3HaYeHHA 3MiH. Y Mexax

yHiBepcasbHa cuctema penpe3seHTauii
MUCTELTBa NepeXrBaE Nepios akTUBHUX 3MiH
Ta TpaHchopmauin. BucraBkoBi npocTopi
CTaloTb MalhjaHuunkamu, ae H6es3nocepesHbo
nepeTMHaKTbCA  TpaguuinHe  akageMidHe
MWUCTEUTBO Ta akTyalbHi KOHLENTyanbHi
npaktmkn contemporary art. Jlocutb 4acto
TaKMMU TOYKaMM B3aEMOZIT CTatoTb OAHI i Ti X
cami npoctopu (AK, Hanpukiag, My3eun
lyreHxaiMa abo BWCTaBKOBMIK MpPOCTip San
Francisco Museum of Modern Art), uwpo

NPUPOAHO MOPOJXKYE MNUTAHHA  CYTHOCTI
BMCTaBKM SIK MUCTeLbKOI nogii, il poni Ta
3HayeHHA y npouecax TpaHchopmauii
Cy4acHOro MucTeLTea.

Ha wuen nepiog dacy B 3axigHin
ictopiorpadii npobnemMn AOMIiHYHOTb ABa

nepLioro, eKkcno3nuis NPOAOBXYE
po3rnajgatnca AK Bi3dyasbHa OMOBiAb MNpPO
MUCTELTBO, aje i3 HOBUMMU XYAOXHIMU
dopmMamu, HeTpaauUiHUMUK «TIBPUAHUMMN>
BMAaMu. [Jpyrmin HanpAMOK MpPOro/oLlye
OCTaTOYHY 3MiHy CaMOi MPUPOAMN XYAOXHbOT O
NPOCTOPY, LLIO MPOBOKYE LNy HU3KY aKTyalbHWX
NMUTaHb: MOYNHAKOUW Big CTATYCy XyAOXHbOrO
TBOPY | 3aBepLUyroYM 3MIHEHHAM 3HayeHHA
ayauTopin  Ta MeX BMJMBY  XYAOXHbOI
ekcno3nuir.

Meta po6otu: npoaHanizyBatv CTaH
PO3KPUTTA eKCNOo3UnLiNHO-BNCTaBKOBMX
NPaKTUK Yy 3apybixHii HayKoBil niTepaTtypi y
KOHTeKCTI TpaHcdopmMaLin Ta NOLyKy HOBUX
dopm penpeseHTaL,ii Cy4acHOro MUCTELTBA.
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AHaniz nonepeaHix AOCNiIAKEHb.
Mpobaematnka BUCTaBKOBUX MPaKTUK akTUBHO
npeacTtaBleHa B JOCNIAXEHHAX OCTaHHIX
TPUALATA POKIB, WO 3acBiguye cTabiNbHUN
IHTepeC BUYEHMX A0 MUTaHHA pernpeseHTauii
cyyacHoro mwucrteurtsa. [1poTe, 3a Hawummu
CNOCTEPEXEHHAMM, YNPOAOBX KiHUA XX —
noyatky XXl cT. uer npouec He O6ys
PiBHOMIPHVM Ta HE MaB CUCTEMHUX GOPM.

Cepeps, 3apybixXHUX AOCNIAHMKIB, LLO
34IMCHUAN BaroMnii BHECOK Yy mpobaemartuky,
AKa cbopMyIbOBaHay 3arosoBKy, C/ij, y nepLy
yepry, Hasatm P. Croppa. Cam BuYeHUM
XapakTepusye BAAcHUW MNiaxig AK NocT-
CTPYKTYpPaniCTU4HUIK, MpOTe, Ha Hall NOrnag,
BapTO OKPEMO 3BEPHYTW yBary Ha Moro posib K
AEKOHCTPYKTOpa TPaguLUINHKX YyABAEHb MPO
LiNICHICTb MPOCTOPY BUCTaBKW, LLO AOMIHYBanu
Yy MOBOEHHUX HayKOBUX CTyaiax [31].

BaxxnnBe 3HaueHHA Ma€e HayKoBWWA
popobok b. O'floepTi, skmin 3 kiHua 1970-x
POKIB € aKTMBHMM YYaCHWKOM HanbinbL
3HAUMMUX aKALZEMIUHUX ANCKYCIN Ha Temy
beHomMeHonOrii  MUCTeLbKOI ekcno3umuii Ta
HeoZHOpPa3oBO BUCTynaB i3 crnpobamu
06rpyHTYBaHHA NPOobaeMaTUKM eKCNO3ULL NH OF
KyNbTypW fK akagemiuHoi npobaemm [25].

Cepea BYEHMX, WO 3arocTproBanu
npobnematnky  BMBYEHHA  BMCTaBKOBO-
€KCMO3ULIMHOI KyNbTypW, OKpeMo 3rasaemo P.
MpiHb6epr. BueHa ynpoaoB>X BinbLue HiX AecaTu
pokiB (y 1980-x Ta 1990-x pokax) Bena akTMBHY
poboTy Haj po3pobKO  akageMiyHOoro
(OCBITHBOrO Ta HayKoBOro) 6aueHHA npoecy
TpaHchopMaLLii eKCNo3nLIMHUX NiAX04iB, Wo,
3pewTord0  6yno migcymoBaHO Yy LMKAI
aBTOPCbKMX cemiHapis [13].

Pesynbtatm pocnig)keHHs Ta  iX
obroBopeHHs. Y poboTtax 2000-x pokiB JOCUTb
4acTo 3ycTpivaroTbCcAa Ccnpobu y3aranbHUTH
MHOXWHY ~ aKTyalbHUX poOJeu, LWo K1oro
nepebpana Ha cebe BMCTaBKOBa MPaKTNKa, y
bopmaTi HOBOI XYAOXKHBOT CMCTEMM.

Hanpwuknag, Taknm € JOCAIAKEHHA TPY NN
BueHux 3 CLUA (2006 p.), wo cnpobysanu
BM3HAUYNTM KOHLEMLFO CY4aCHOTO XyAOXHbOT O
LEHTPY AK MOEAHAHHA TPbOX MapanenbHuX

MUCTELBbKNUX  AncKkypciB: 1) BUCTaBKOBO-
penpe3eHTaTMBHOrO, fikMi He3nocepesHbO
peani3ye eKCno3uLiviHy AiSNbHICTb; 2) MPaKTUK
PO3BUTKY Ta KOOPAMHALIT KOMYHiKauii i3
COLiyMOM (KOBOPKIHIM, MarfaHuvKkvn Ans apT-
TOKIHTIB, Micua HedOpManbHUX 3ycTpiven
MUTUIB 3 rasgadamu, Beb-cantm Towpo; 3)
AOCNIAHMLBKNA ANCKYPC, LLIO 30Ce Pe Ky ETbCA
HaBKOJIO BMAABHUYUX Ta eAnLinHMX NoTpeb
mucteutsa [22, c. 11]. AsTopu npoekty
A.MapkyceH Ta A [I>XOHCOH HarosioLysany, Lo
CyvyacHa ranepesa He MOXe irHopyBaTV /Ba
ANCKYPCU 3 TPbOX, MPOTE MOKM WO 34aTHa
obupatm neBHy cTpaTerito MpeAcTaBAeHHA
mucTeutsa y GopMi HapaTtusy, AOCNIAKEHHSA
abo couianbHoOro goceigy (TobTo NpusHavaTn
wocb 6yTM ronoBHMM, ane mnapanenbHo
KOpMCTyBaTMCA yCimMa iHWunmmn) [22, c. 15-18].
TaknM YMHOM, BUCTaBKOBUIM NPOCTIP K
«MHOXWHa 3B'A3KIB» MI>X PI3HUMM y4aCHUKaM U
XyJOXHBOrO >XXWUTTA AOCWUTb  LUBUAKO CTa€
AOCNIAHVLBKM LUITAMMOM, KU MPOHMWKAE
HaBITb B akajeMiuHe cepezgoBuile [27, c. 2-3].
MprpoAHOIO peakLiero Ha Lie CTaE CBOEPI AHNI
putopnyHmMin  niacymok J1. Xbrogxec, fka
aKkTyanidyBana nUTaHHA: 4YX MOTPIOGHI HOBI
npocTopn A9  eKCMOHYBaHHA  HOBOTO
MUCTeLTBa; UM MOTPIBHO 3MiHIOBATU AKICTb
eKcno3uuii nig BNAMBOM bBifbll «MeAinHOT»
AKoCTi o6 pasorBopyoro mucreuraa? [17].
KoHuenTyaibHUM NPOPMBOM Ha LibOMY
eTani TpaHcopMmaLiii yaBaeHb NPO NpUpoay
Cy4YacCHUX  eKCMO3WULiNHWUX MpPaKTUK CTa€
pocnipxeHHa P. Ctoppa wWopao aHanorii Mix
BMCTaBKOBMM MPOCTOPOM Ta CUHTaKCUCOM
TekcTy. [lparHeHHs BYEHOro CTPYKTypyBaTu
3MIHW Y BMCTaBKOBOMY MpoLieCi CMOHyKaau
MOro A0 MOPIBHAHHA NIHINHO-MPOCTOPOBOro
pPO3MilleHHs KapTuH abo apT-ob6'ekTiB i3
TeKCTOBMM HapaTvBOM, WO GOopMye OMoBiap. 3a
noro cnoeamu: «Fanepei — Le ab3auy; CTiHK Ta
noxiAHi PopMabHi NiAPO3A4iAM — € pEUEHHAMMU;
CYKYMHOCTI TBOPIB — € MYHKTaMW, i OKpemi
TBOPM B PI3HUX CUTyaLiax BWCTyNnaroTb
IMEHHUKaMW, AIECNOBaMWN, MPUKMETHUKAMMU,
NPUCAIBHUKM, @ AOCUTb 4acCTo — AK BibLlue HixX
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0AHa 3 unx GyHKLIN BiAMOBIAHO A0 3araibHOT O
KoHTekcTy» [31, c. 23].

3a 3rogoto  6aratbox  3aXxigHMX
AOCNIAHWKIB, Taka KOHUENUiA «Mpo4YnTaHHA
BMCTaBKW» Ha MEeBHWUIM YaCc Hajana CTPYKTypHe
NOSICHEHHA TpaHCGOpPMaLLiMHMM NnpoLecam, Lo
BiAOYyBanMCA: TPMBAE YEProBUi eTamn 3MiHU
MOBW MUCTELLTBA, TOMY YHaACHMKN Xy[,0XHbOr O
KNTTS WyKaroTb  aAekBaTHI  cnocobwu
npeAcTaBieHHSA LiEl HOBOIMOBM MUCTeLTBa Y
HOBOMY €KCMO3ULIHOMY NPOCTOPI.

Mpote Bxe Ha nouatky 2010-x pokis
npobnemy nigcymysa K. YeH, BigomMuu
KypaTtop Ta apT-Kputunk. BiH Haronocme Ha Tomy,
LLIO KONNCb PyHAaMEHTabHa POJb «BU CTaBKM,
AK  MO4ii», fAK «UEHTPasbHOro IHCTUTYTY
NOLUNPEHHS HOBUX MUCTELIbKMX I, MO3UL,iN
Ta  AWCKYCiM»,  BiagTenep  y3ypnoBaHa
«TeXHONOriYHUMKN  GopMamMM  KOMYHiKauii»
(BKNIIOYHO i3 KOMEPLIMHOK  Mpecoto,
TenebayeHHAM Ta Mepexero |HTepHeT». 3a
cnoBamu K. YeHa: «MacwtabHa BUCTaBKa, AKa
BCE Le ICHYE, | fAKa KOJMCb BBaXkanacs
edekTMBHUM 3acoboM Gi3nyHOI TpaHcaAuii
HOBMX 3HaHb Yepe3 AeMOHCTpauito, Ternep
HeedeKTMBHA MOPIBHAHO 3 MaM>e MUTTEBOIO
TpaHCAALiE0 306paXkeHHs, TEeKCTy, 3BYKYy Ta
Bigeo vepeslHTepHeT» [9, c. 28].

Takmm YnMHoMm, ctTaHOM Ha noyaTtok 2010-x

POKIB CTano OYEBUAHWUM, LO He ICHYE
yHiBepcanbHOro Ta  LIBMAKOTO  CNOCOBy
nepeocMuCIEeHHS CyTHOCTI CyYacHMX

€KCMO3ULIMHUX NPaKTUK M03a MeXaMu IXHbOr O
TPWBaNOro Ta NOIZOBHOIO AOC/I AXKEHHS.
3BaXkatouM Ha HaA3BMYANHO LUMPOKe
npeacTaBAeHHs npobaemn B 3axigHOMY
HayKOBOMY AMCKYPCi, MW 30CepeanMOocsa Ha
HambiNbll BMANBOBUX TeHAEHLUIAX, fAKi B
3arasibHOMY Linomy NPeACTaBAsAOTb
yHiBepcanbHe 6aueHHs npobaematnkm
TeHOeHYyin iHmepakmueHocmi:
eucmaexa ik npocmip 83aemMooit. TeHaeHL,is
IHTePaKTMBHOCTI NOB'A3aHa 3i 3MIHO CTaTyCy
XYAOXHbOI ~ eKCno3uuii  AK 3aMKHEHOrO
cepefoBuLa, Ake QYHKLIOHYE AN NEBHOrO
TMNY XYAOXHbOTO KOHTEHTy. Hanpwuknag,
TpajguuiiHa  BWUCTaBka  0bBpa3oTBOpPYOro

MUCTeLTBa — Le Habip niowmH, aki € GoHaMu
ANA Hanepez OKpec/seHUX Onuin MucTeuTBa:
KapTWH, NaHHO, CKy/NbNTypW TOL0. HaToMiCTb,
Ak ctBepAxye M. b'aHKi, cydacHa ekcno3nuia —
ue He ¢i3MyHe Mmicue, a NoAif, AKa iCHyeE B
Pi3HMX penpe3eHTaL,i MHNX BUMIpax OZHOYaCHO.
BueHa 3BepTa€ yBary Ha Te, WO A0 aKTUBHOI
ctagii  «unppoBOoro nosBopoTy» (MovaTtok
«HYNbOBWX» POKIB. — B.3.), icHyBasia fOCTaTHbO
yiTka agndepeHuialis MK «<MUCTELTBOM Yacy»
Ta «MWUCTELTBOM MPOCTOPY», WO BUMarano
Pi3HWX MogZenenh BUCTAaBKOBOI CEMaHTUKM.
Hatomicte, BxXe y 2010-x pokax B
06pa3oTBOPYOMY  MMWCTEUTBI  BUCTaBKOBI
KOHTEKCTH BiABEPTO KOHKYPYHOTb i3
IHTEPaKTUBHMM MPOCTOPOM  KOMEPLiMHNX
MepexxeBMX NpoaykTiB: Big Google Ta YouTube,
A0 couianbHUX Mepex. Mnagadi ouikyoTb Bij,
BNCTaBKMN CXOXO0ro €MOLiNHOTOo Ta
aTpakTMBHOro AOCBiJy, WO BM/MBA€E Ha
TpaHcpopMaLLito NPUPOAN BUCTaBKW. ABTO pKa
AOCUTb MEePEeKOHANBO JEMOHCTPYE Le Ha
npuknagi «nepetnHy obpa3oTBOpYOro Ta
BMKOHaBCbKOrO  MucTeuTBa», WO  CTa€
CNpPaB>XHbOK TeXHOoTiero bopoTbby 3a yBary
rnapava [4,c.87].

flk 3a3Hauvae M. bappi, BUCTaBKa y Mmexax
LUMPPOBMX BUKIWKIB HIKOIW HE € «IPOKO Ha
PiBHMX», TaK fK IHTEPaKTUBHICTb 3aBXAu
BMCTYMaE Ha Ynemycb boui—abornagava, abo
XyAOXHWKa [3, c. 223].

Ba>xnmBiCTb LbOro BUCHOBKY NOAATAE B
TOMY, LWO 3BEPHEHHA A0 rafjava, fAke
BiAOyBaeTbCA B MPOCTOPI IHTEPaKTUBHOI
B3aEMOZIi, YacTO € HaMipOM MOAIANTUCA i3
rnagjavyeM yMOBHMUM CTaTyCOM XyZAOXHMKA.

Hanpuknag, Haw ocobuctmii pocsij
€KCMOHYBaHHS POBIT XapKiBCbKOTO XyAOXXH 1ka
Muxarina KalwkapoBa, € RigTBEPAXEHHAM
CnNpaBeAAMBOCTI L€l KOHUenuii. KapTrHu MuTus
€ Cy4aCHVMW ONlIHUMM TBOPaMMU, AKi BUKOH aHi
B aKTOPCbKiN «MiKCENbHIM» MaHepi. 3aMicTb
Maska M. KalukapoB BMKOPUCTOBYE KBaApaTHI
mogayni Gapbwu, fiki yTBOpPHOOTb POpManbHy
YaCTUHY KapTUHU. TEXHONOTiA eKCMOHYBaHH#A
KapTMH  nepeabavae  3MiHy  pexumis
OCBIT/IEHHSA, fIKe MPOEKTYETbCA Ha MOLMHY
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306pa>keHHs. B KOXXHOMY CBITIOBOMY peXunmi
KapTWHa NPOABAAE Pi3HY XyAOXXHbO-06pa3Hy
ier0, MponMcaHy B MIKCENbHUX MOZAYAAX
6a3o0B0oi popmu. Mo cyTi 3MiHa CBiTN1a, 03Hay ae
3MiHY KapTVHW, WO MOPOAXYE YUMaNo
AOAATKOBUX CUTYaLLiN AN TfAaYa: MOUMHA UM
Bij 6aHanbHOrO BUHOPY KOHKPETUKM 06 pa3y i
3aBepuwyoun bBinbll  CKNAAHOKD AMNEMOKO
IHTepNpeTaL|ii KAPTUHM AK «>KMBOTO» 06'eKTa.
Y3aranbHeHi Hacnigku iHTEPaKTUBHOrO
nigxody B €eKCNOHYyBaHHI 06pa3oTBOpPYOro
MUCTeLTBa NOKasaHi 40CAIAHMKOM 3 ABCTpanii
P. MakmepTpi Ha npuknagi aHanizy npobaemum

BMCTaBKOBOro npocTtopy. [Jns BuYeHoOro
OCHOBHMM  TMOHATTAM €  «MPOCTOPOBUN
Aianoriam», 3a JAOMNOMOroH  AKOro BiH

TUNOAOTI3yE MiAXOAN Yy B3aEMOAII ayAnTOPIN
(rnapgaviB) Ta BUCTaBKN  (XYZAOXHbOro
3BepHeHHA). P. MakmepTpi AeMOHCTpye fK
TMNOBUM  AOCBIA  CyyaCHOro  3axiAHOro
XYAO>XXHbOrO MY3€t0, WO BONOAIE MPOCTOPOM
ANA 3BEPHEHHA 40 ayAMTOPIV, NPOEKTYETbCA AK
«KOMYHIKaTWBHa nogia», Ae Ti abo iHwi dopmu
CMNiNIKyBaHHA MatoTb BUABNATU cebe y KOHTEKCTi
Hanepea cbopMOBaHOro MeAiaTMBHOr O 3a4yMy
(kypaTopa, ranepwcra, gocnigHuka). Jocutb
4yacTo BMWCTaBKa Bi4 CaMOro Mo4vaTtky
CTBOPHOETLCA AIK Harepes BUC/IOBAeHa Ta YiTKO
3adikcoBaHa Touka 30py, WO CTaBUTb nepeq,
aBTOpaMn  Ta  KypaTopaMu  3aBJaHHA
«nponucatn» il y peasbHOMY NPOCTOpI ranepei.
MpoTe IHTEpPaKTUBHICTb, AK KOMMOHEHT
B3aEMOZII KapTUHW Ta raajadva, MopyLlye
noAibHWA «TUCK NpocTopy». Ak nigkpecatoe P.
MakmepTpi, ranepes, uUuKW NpoCTip €
AianoriyHMmM, nNiATPUMYE TONEPaAHTHICTb A0
JBO3HaYHOCTI, nojicemir, a TaKOX
ANA  anbTepHaTMBHUX MNEPCneKkTB i TOYOK
3opy [23, c. 182].

YacTMHOKO 3a3HauyeHoro TpeHay €
3aNyyYeHHsa raagada 4O YMOBHOrO nMpoctopy
XyAO>XXHbOTO TBOPY. B gocnigHMUbKOMY acrekTi
uA TeHAeHUia HabyBae 3HaueHHs y 2010-x
pokax, nicna ryyHux nogin BeHeuincbkoi
6ieHane cyyacHoro mucteutea 1a Apt-basens,
ski, 3a cnoBamu C. [tonb, HAOUHO NiATBEPAUAN,
LLLO B €KCMO3MLiMHOMY ANCKYPCi «4OCNIAKEHH 5

ayamTopii HabyBae
3HaueHHs» [16, c. 154].

Y none 30py AOCNIAHMKIB NOTPaNAALOTb
Pi3HOMaHITHI  acnekTn Uiei npobaemw.
Hanpuknag, y cratti [. bpibep 6yno
3aMponoHOBaHO HeCTaHAAPTHUM ANA CBOTO
Yyacy Mornaj Ha raajaubkKy ayauTopito, K Ha
NMOBHOLIHHY YaCTVHY BUCTaBKOBOI CTETUKN, LLO
He MOXe MPOCTO iIrHOPYBATUCS B 3arajbHil
IHTepnpeTaLii eKcno3uuyi, OCKIJIbKM CNMParoTbCa
Ha OAWH | TOW CaMWK penpe3eHTaLiHNK
KOHTEeKCT. fIk nigKpecntoBaB BYEHUMW, came
XYAOXHIM KOHTEKCT «3MIHIOE CNiBBi4HOL e HHSA
MI>X MUCTELbKMM LOCBIZIOM i YaCOM CNPUNHATTA
Xy[JOXXHbOrO TBOPY», a Le, y CBOK 4epry,
NOACHIOE GOPMU B3AEMOZIT, AKI BUHUKAIOTb
ynpoAOBX BUCTaBKM [6].

Hatomicte ans T. A3eBefo 3a3HaueHa
npobnema ctana rpyHTOM AN MipKyBaHb LLOJAO
TpaHchopmaLii  KypaTOpCbKOi  BMCTaBKOBOI
MoJeni, fAKy BYEHa Ha3Bajsa KOHLLeNnTOM
«BUWCTaBKa, AK ecTeTunka 3ycTpiui» [2, ¢. 107]. Ana
BUYEHOI MPOroNoOLWeHHs BNCTaBKOBOTO
NPOCTOPY AK «HEUTPASILHOTO» | ANA XYAOXHMKA,
i ANA TNA4a4a, CTaNo CBOEPIAHO KO BiAMOBIAAK
Ha  Tpaguuito  noaapmsauii  XyAOXHIX
NOTEeHUiaNiB MUTLIB Ta iX ayAuTOpiN, WO Ha
cepeanHy 2010-x pokiB  dikcyroTbCs B
3axiAHOMY MUCTELIbKOMY CEPELOBMULL. Y CBOEMY
AOCNIfXKEH] BYUEHA HarO/10LLIYE, L0 eKCMO3MLLiA
HaZla€ IHCTPYMEHTU Ans B3aEMOAII 0o6om
CTOPOHaM, a TakoX [AO3BO/AE, B pasi
BMHWKHEHHA Takoi notpebun, cdopmysaTn
HOBWW JOCBIA IHTerpauii To4ok 30py. [HWuMn
CNOBaMU:  «MPOHWUKHYTM,  JOTOPKHITbCH,
aKTMBYBaTW Ta BIAYYTU MPOCTIP, AKUA BOHWU
AinATb MixX coboro» [Tam camo].

3peLuToto, cepes AOCNIMKEHb L€l rpynu
okpemMo BuAinMMo nybaikauii, NpucesaYeHi
aHanisy JoCBiy KOHKPETHUX IHCTUTYUin Ta

BMpPILLIAbHOTO

yCTaHOB, WO pPO3KPMBaOTb YCO MOBHOTY
npobremn AK B TEOPETUYHOMY, TaK i
NPaKTMYHOMY 3HaYeHHI.

Tak, posropHyta ny6aikauii M. JloTc
npuceayeHa TpaHchopMaLii  BUCTaBKOBOTO
npoctopy The Rutgers University Art Library
(2016 p.). BueHa Hajae€ AeTanbHy
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XapaKTepuCTUKy OCHOBHWX eTaniB iHTerpaii
€KCNO3WNLINHOro NpocTopy A0 HayKoBOro Ta
FTPOMajCbKOrO  XWUTTA  apT-yCTaHOBM  AK
3 TOYKM 30py raagadie, Tak i 3 no3uuii
XyAoxHuKkiB [20, c. 227-228].

TeHOeHyisn «nabopamopu3sayii»:
eucmaeka AK npocmip «CMEOPEeHHA»
mMucmeymea. [peactaBneHHA ekcno3uuii B
SIKOCTI MPOCTOPY A/ eKCMepUMEHTYBaHHA €
OAHUM 3 MONYAAPHUX  AOCAIAHNLbKNX
HanpsAMKIB B KOHTEKCTI 3aralbHOro TPeHJay
npobnematusadii Buctasku. Moro ictopmuna
OCHOBa  MNOB'Ai3aHa i3 BWUCTaBKOBUMMU
npaktmKkamn MucteutTsa MOAEPHI3MY Ha
nouatky XX CT. Ta y MiXXBOEHHWM nepiod. Ak
BBaXaroTb JOCAIAHVKM, NPUHLMMIOBA CXeEMa
ekcro3suuii-nabopatopii 6yna po3pobaeHa M.
ArowaHomM HanpukiHui 1930-x Ha nouatky
1940-x pokiB Ans KOHLEeNTya/lbHOrO NMpPoeKTy
«MepLwi AoKyMeHTU ctoppeasniamy» (Hibro-Mopk,
1942 p.) [21,¢. 115].

Ha Haw nornag, Ana cyyacHoro etany
AOCNIAXKEHHA NPOBIEMU MA€E 3HAYEHHA Te, WO
BMpOONeHi B paMKax KOHLeNTyalbHOro
MUCTeUTBa  IHCTPYMEHTM  penpe3eHTauil
MOCTyNOBO CTatoTb TUMOBUM 3aCO60M pobHOTH
i3 ayaMTOpiAMN B Cy4aCHOMY BUCTaBKOBOMY
NpOCTOpI, AKMA YacTo He No3uuioHye cebe B
KaTeropisx KOHLenTyabHOCTI abo
KoHTemnopapi. Takin nepexiz Bif OAHIEN AKOCTI
[0 THLWOI 3acBiguye cyTTeEBY TpaHCPoOpMaLito
CYTHOCTI aKTya IbHOI XyA0>XHbOI BUCTaBKM, fika
4aCTO He 3JaTHa 3a/IMLLATICA Y MeXax Hamnepez
BM3Ha4eHOrO BMAOBOTO KOHTEKCTY (Hanpukiaga,
TiNIbKW XXMBOMUCY abo TiNibku rpadikm).

1. Kappenpa po3rnsgae 3a3HaueHy

npobiemy AK «8umMozy nocmitiHoi
pekoHgi2ypayii», fKy BUCTaBKOBI MpPOCTOPI
NPOroaoLLYHOTh 3a AONOMOTOH0

«nabopaTtopHoro» iHCcTpymeHTapito [7, c. 18].
JocnigHnua aHanisye NpakTUKy BUKOPU CTaHHA
NporpamHoro 3abesneyeHHs y pisHOMaH ITHUX
eKCMOo3ULINHMX  cuTyauisx, Ae  y4dacTb
rPOMaACbKOCTI € eNeMEeHTOM XYAOXHbOro
3MICTy  BWUCTaBkM  (MPUMIPOM,  XYAOXHA
€KCMo3unuif, LLIO PO3KPVBAE BiAHOLLIEHHS H0AeM
[0 peHoBaLii TepuTopin abo A0 iHLWKX

«IOKaNbHO BaxnmBux» TeMm). Jl.Kappenpa
3BepTaE yBary Ha Te, LLIo Cy4YacHa ekcrno3uujinHa
KynbTypa BUpobuna gekinbka TMNosux Gopm
nabopartopm3alii, ane yci BOHM HEOAMIHHO
noBepTaloTb rAfjava A0 «METPUKMU y4acTi
rPOMazACbKOCTI» B €KCMO3ULLIMHMX 3axozax, ska
€ KJIHUYOBUM NMokasHukom [7, c. 19-20].

IHWW acnekT npobaemn po3rnagae .
3apobenn, aHanizyrouu TEHAEHL,it0
nabopartopuzauii  3a Mexamu  cTparterii
nybniyHoro mnocepeaHwnuTtBa ranepei abo
My3ero. BueHoro uikaBuUTb Te, K XYAOXHi
IHCTUTYLiT  TpaHcdOopMyOTb BMCTaBKOBI
npoctopn B Qopmarti ekcnepumMeHTanbHUX
MawnJaHuUuMKiB, LLLO MatoTb AiATU | cami no cobi
(K peanbHa BWCTaBKOBa KOHLeNUis), i fK
npobiemHe Nose Cy4acHOro MUCTeLTBA, KyAun
rnagay MoXe JoJaTu BAacHYy aBTOPCbKY
no3smuito [33, c. 55-56]. AHani3 KOHKPETHMUX
NpOeKTiB NPUBOAUTbL aBTOPa A0 HEObXiAHOCTI
3BEPHYTW AeTasbHy yBary Ha 3MiHy B TPaAMLiAX
penpe3seHTauii MucTeLuTBa 0COBAMBO Yy TWX
BMMaAKax, KOAM BWCTaBKOBA KOHLEMLis
FPYHTYETbCA Ha KONIEKTUBHMX MUCTELLbKNX AifX.
[>x. 3apobenn nigKpecnoeg, WO Ccy4vacHa
€KCMo3unLiHa KynbTypa BXE He OPIEHTYETbCA
Ha BepTMKaabHi 3B'A3KM BMAOBOrO Ta
>KaHPOBOTrO pernepTyapy Mucreutsa (BYeHUN
Ha3MBaE Le iICTOPUYHMM Nigxoaom «top-down
process»), HaTOMICTb Ha neplwuh nnaH
BUXOANTb KOHUENLUiA «BiggaBatn i 6patun»
(«give-and-take process»), WO NpoAyKye He
pe3yabTaty, a npouecn. nsgavy MNoOCTIMHO
nepebyBae B aTMochepi akTyalbHVX NUTaHb, A€
ranepes abo, y 6inbw BY3bKOMY CEHCI,
BMCTaBKa, MpPOMOHYe He Habip roToBumx
BiZAMNOBIZEN, a NPOCTIP i CMTyaL,ito AN TX MOLLYKY
[Tam camo].

TeHOeHyin anobanizayii koHmekcmy:
ekcno3uyia Ak yHieepcym. [10 «undpoBOro
NOBOPOTY» eKCNOo3unLif NpeacTaBasna coboro
CUCTEMHE MOEAHAHHA 3acobiB penpeseHTau,ii
XYAOXHIiX TBOPIB, Ae MpPOCTip BIAMNOBIAAB 3a
MacwTab nogii, a epekT CNPUNHATTA BUCTaBKM
BMHWKaNWN Y BiAMNOBIAb HA OUiKyBaHHI cnocobu
CNPUMHATTA CaMUX XyAOXHiIM TBOpIiB. 3a
cnoBamu K. MpiHGepra Taka no3uuis oTpumMania
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Ha3BY «MacMBHOI BUCTaBku» [13], npoTe BOHa
B>Xe Ha noyatky 2000-x pokiB MicTuna B CBOIN
eKCrno3unuivHin dinocodii o3Hakm rnobanizauii
KOHTEKCTY, 30KpemMa Yy nuTaHHAX 6inbL
aKTUBHOI pOANi rNA4aua, @ TakoX B O4EBUAHOMY
OUiKyBaHHI IHWOro pesy/abTaty Bij CamMoro
dakty ekcno3uuii. Ak nigkpecntoe K. biwon,
BMCTaBkn 06pa3oTBOPYOro MmUcTeLTBa LibOro
Yacy BXe He CNVpaamca Ha AUKTaT XYAOXKHbOro
TBOpPY [5, C. 180].

B uisnomy 3a3HaueHu eTan NoB'a3aHnN i3
y3araJ/ibHouMMY Npauamy, e npobaemaTvka
eKCro3uuii  BXe He po3riajaErbca Ak
MegiaTMBHa CTPYKTypa, WO nepebyBae «Haa»
MucTeuTBOM abo onepye MUCTELTBOM fAK
«FOTOBUMW» eneMeHTaMn Aia  CKAajaHHA
BJIACHOTO MPOCTOPOBOrO YABJEHHSA.

Hanpuknag, y poboti [Ix. Bypxic «3a
MeXXaMu NpeAMETHOCTI: BUCTaBKa AK KPUTUY Ha
dopma 3 1968 poky» (2017) po3rnagaerbca
iCTOpif 3axiAHOro BMCTaBKOBOrO ANCKYPCY AK
LiNIKOM CaMOCTinHa popMa «apaH>XyBaHHA»
Cy4yacHOro mucreurtsa. ABTOpKa MoKasye AK
eKCNo3uLiifa B CBOEMY YHiBEPCalbHOMY 3HaYEHi
3apojxyBanacb Yy MPOCTOPI aKTyaJbHOro
XyZOXHbOTO BMCIOBJIFOBAHHA, MPOXOAAYN Pi3HI
eTann TpaHchopmauii, MNOBEPHEHHA Ao
aKaZleMiYyHOi CTPYKTypu Yy ApPYrii MONOBMHI
1970-x Ta, 3pewToto, 3806yna npaBo Ha
CaMOCTIVHY XyAO>XHIO aBTOHOMI O Ha Moy4aTky
2000-x [32].

JocnigHuKIB, WO BMBYAKOTb BUCTABKOBI
npoekTn, yce binblwe LiKaBUTb He KapTWHa
camo o cobij, a Te, AK BOHa BigobpaxaeTbca Ta
CNPUINMAETbCA B KOHKPETHOMY NMpPOCTOpi Ta B
MeXax B3aeEMOJil i3 iIHWWMWN BUCTaBKOBUMMU
efemMeHTamu.

Hanpuknag, Jl. NatepcoH B cepeauHi
2010-x pokiB 3BepTa€e yBary Ha Te, LWO
«eKCro3uuiiHe  apaHXyBaHHA»  BUCTaBKU
nNpunNyckae ypaxyBaHHA i AK AWHAMIYHOI
CTPYKTYpW, WO He Mae 6yt OAHAKOBOK B
PI3HUX CUTyauiax Ta PIi3HMX cucTemax
npeacraBaeHHa. Kypatopy MOXyTb nparHytv
AO  OKPECNeHHA  JIOKaNbHOCTI  KOXHOTMO
OKPEeMOro MicLA penpe3eHTalii, Ake «OCBIXaE,
ycknagHe abo nNiACUAIOE  KOXEH TBIp

MUCTeLTBa», MPOTe Le He € YHIKalbHUM
PilLEHHAM. 3a0XOYEeHHA rnsjava «wykaT B
eKCro3unu,ii 3B'A3KN1, KOHOAIKTM Ta 3HAYEHHA»,
AKI BUHMKAIOTb He B KOHKPETHWX TBOpax, a B
IXHBbOMY CMiBICHYBaHHI, NPU3BOAUTbL A0 e DEKTY
NOCWMAEHHA  CUAW  BNAWBY  XYAOXXHBOTO
TBOpY [28, €.19].

B sakocTi mpuknagy, AKMin NigTBEPAXKYE
BMABNEHY aBTOPKOK 3akKOHOMIpHICTb, Jl.
MeTepcoH po3rnsaae ekcnosmuito «OB6iLAHKM
MuHynoro, 1950-2010: pospus» y LleHTpi
Momniay B Mapuxi (14 kBiTHA — 19 annHa 2010
p. kypatopwu KpictiH Macel T1a Joanna
Mytkowska) aka o6'egHana TBOpUiCTb HinbLue
HiXXK 50 XyAOXHWKIB AeKiNIbKOX MOKOAiIHb 3
LleHTpanbHoi Ta CxigHOI €BpONM, AKI NOB'A3aHI
CNINBHUMW NEPEXMBAHHAMM LWOAO NajiHHAM
BepaiHcbkoi cTiHW [28, €. 19-21].

3a3HauveHa TeHAeHU i npoaBase cebe B
pocnipxkeHHax  cepeamHun  2010-x  pokis
nepeBaxHO  Ha  npukiagi  npobaemum
CNiBiCHyBaHHA Gi3NYHOro NpocTopy ranepei i3
YMOBHWM MPOCTOPOM TBOpPIiB 06pa3oTBOPYOro
MucTeuTBa. ik 3a3Hayae B. MpiaBong, ¢pismuHe
ICHYyBaHHS BWCTaBKW Ta KOTHITMBHa JloKauif
TBOPIB Y KOHKPETHOMY MicCLi ranepei B3aEMHO
YTBOPIOHOTb OAHA OAHY, MOPOAKYHOUM 3B 'A30K,
Ha AKWIM KPUTUYHO BMAMBatOTb TPU MEXaHi 3MMU:
MacLTabu, penpeseHTaLlif Ta OpieHTyBaHHSA [14,
c. 360]. IHWKMN cnoBaMn, KapTUHa Y NPOCTOPI
ranepei € KPOKOM Ha3ycTpiy rnsgayeBi, AKNM
MO>Ha NPeACTaBUTU AK XYAOXKHIO B3aEMOZAIH0.
JocnigHuA po3rnagac yHiBepCanbHICTb LLbOr O
3B'A3Ky AK CBOEPIgHY «dopMyny»: no3uLis
CNPAMOBYE MICL@3HaxXOKeHHS,
a MiCLEe3HaxoAXKeHHSA CNpsAMOBY€E CTBOPEHH A
XyAOXHbOrO CeHcCy. BuctaBka dAK «micue
B3aemogii»  3abe3neuye oaHi  edekTn
CNPUNHATTA MWUCTeLTBa, @ MapriHanisye iHLwWi
[Tam camo].

flk 3a3Havae K. I. KactennaHo, Bxe 3
Aapyroi nonosuHu 2010-x pokiB cniBnpaus y
BCIX CBOIX MHOXWHHUX MposABax CTa€
«HeBif'EMHOIO  pucoto  0b6pa3oTBOPUOro
MUCTELTBa», SAKWO XYAOXHMKM HaxatoTb
6yt  npeacTaBaeHUMW B MNyBAIYHOMY
npoctopi[8, c. 32].
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Konuyenyia «6inozo kyby»: eid
¢daxoeozo aHanisy 00 NOOONAHHSA.
[JocnigxeHHs 3axigHoi ictopiorpadii npobaemu
HE MOXEe OMWHYTM NUTaHHA HanbinbLl
NOLIMPEHOT eKCMO3ULINHOT KOHLeNLIT, Aka B
TOMY UM  IHWOMY KOHTEKCTI HEOAMIHHO
PO3rnajaETbCa B MeXax BUBYEHHSA BUCTaBKOBUX
NpPakTMK MuUcTeuTBa Yy Apyrii nonosuHi XX
CTONITTA.

KoHuenTtyanizauia igei BUCTaBKM fK
«binoro kyby» mos'a3aHa i3 AOCAIAKEHHAMM
aMepuKaHCbKOro MWUCTEUTBO3HaBLUA Ta apT-
kputuka b. O'JoepTi, AN y APYriA MONOBUHI
1970-x poKiB BUCTYNUB i3 Cepiero CTaTen Ha Lo
Temy. MeTapopunyHa Ha3Ba MOro 3BepHEHHA
(«BcepeauHi binoro Kyby») wenako 3a06yna
3ara/ibHOro TEPMiHOMOTNYHOr O 3HaYEHHS, a caMi
ifel aHanizy «HemTpabHOCTI» MPOCTOPY ranepei
ctann GyHAaMeHTOM AN NOAANbLUNX ANCKYCI .
Y 1980-x pokax cratti b.O'Joepti BXxe
npeacTaBaeHi B  ¢dopmaTti  okpemoro
AOCNIAKEHHA | NPaKTUYHO 6e3 CyTTEBUX 3MiH
6ynn 3anyyeHi go ictopiorpadii npobaemu
HanpwkiHui 1990-x— Ha noyatky 2000-x pokiB,
O 3aliBe XapaKTepu3ye pPOJib Ta 3HAUYEHHA
KOHLenwu,i.

BueHun posrnsgae npoctip ranepei sk
YMOBHUIN «Binnin Ky6»: CcTepuabHUIA NPOCTIp,
no36aBfeHNN NPUPOAHOrO OCBITIEHHSA Ta
MaKCVMManbHO BifJCTOPOHEHWI BiAyCbOro TOTO,
LLIO NOB'A3YE rasepeto i3 30BHILUHIM CBITOM. Ha
Hal nornaj, aHani3 Noro aBToOpPCbKOI MO3muii
BapTO PO3MAHYTM Yy ABOX MPOTUAEXHUX
acrnekrax.

Mo-neple, 3 TOUKM 30py aHANITUYHOI
poni aBTOpcbkux igen b. O'oepTi, fki Ha
MOMeHT nybnikauii dikcyBana peasnbHICTb
KOHKPETHOro BMCTaBKOBOTO eTany B 3aXifAHiu
ectetTnui 1970-x pokis. MpoTe, 3 iHWOro 6oky,
BUeHMM byna po3pobneHa MeToAVKa aHanisy, a
B MEBHOMY CeHCi i anapat AOCNIAXEHHS
yHiBepcanbHOi npobnemn, WO 3a CBOIM
3HaUeHHAM € HabaraTo 6i1blU 3HAUHOHO MOZAELD,
HIXK Lle MOXe 34aBaTuCs Y BY3bKMX paMKax
akTyanbHux anckycii 1970-x — 1990-x pokis.

Ha Haw nornsg, b. O'JoepTi po3rnagae
npobsemy ekcnosuuii 3a JOMNOMOroK TPbOX

HeBpery1boBaHNX Ha TOW MOMEHT MuTaHb, a
came: 1) BNMBY BWUCTaBKM Ha MpPaBWUIbHICTb
penpe3eHTaLii TBOPIB MUCTELTBE; 2) MUTAHHIO
NOLLYKY cnocobis KOHTPOAIO Hag
KOMYHiKaLisMu Mucteutsa Ta raajava; 3)
MUTAHHIO TONOCHOCTI 3ByYaHHA MUCTeLTBa Yy
MeXax MpocCTopy ranepel, «aka cama 3jaTHe
3Byyatn» [25, c.11].

BueHnin Haronowye Ha TOMYy, WO
HeWTpa/ibHa ecTeTuKa BUCTaBKM, Lie HanbinbLu
BMPAa3HWN Ta aKTyaNbHUM «CTUAb AE@MOHCTPa L
MUCTELTBa», AKNI 34aTeH 3abe3neuntnyci Tpu
KOMMOHEHTU MPUHAUMHI K HanpsMKWA Ans
noganbLuoi po3pobku. Cam TepMiH «6inni ky6»
BYEHUN BMKOPUCTOBYE AK MeTapopuuHe
y3ara/sbHeHHA AN eKCno3unuinHoro
cepefoBuLLA, AKE HABMUCHO (3a monepeaHiM
3agymoM) nosbasneHe Oyab-AKMX BiJHOLLEHD i3
AINCHICTIO| € «TOTOBUMW» (Npea'aBNeH M) AnA
«YUCTOrO» CMPUAHATTA 6e3  CynpoBigHMX
KOHTEKCTIB.

Y Mexax 3a3HayeHol TOo4ku 30py,
3BepTaroTb Ha cebe yBary aBi ocobamBocri. [1o-
nepwe, O'JoepTi  HaBMWUCHO  IrHOpPYeE
ICTOPUYHUIW BM/MB Ha MWUCTELTBO Ta 3a
AOMOMOrOK0  «HEWTPa/sibHOro»  MpPOCTopy
HaBMWCHO TMOPYLUYE iCHYHOUY  XYAOXHIO
iEpapxito LiHHOCTEN. XyAOXHMK Y MeXaX TaKoT
BMCTABKOBOI KOHLEMNLii HIBUTO No36aBas €TbCA
Bifi  yCbOro nonepeAHbOro  AOCBigy
iHTepnpeTaL|in, AKi NPOHNKarOTb 40 ranepei (a
TOMY | O CNPUAHATTA FrNsgaYa) pa3om i3 Moro
KapTMHamu. fIK 3ayBaXye BUEHWW, TiNbKK
nosb6aeneHuin ICTOPUYHOTO KOHTEKCTY
MUCTELbKUI TBIp MOXe ByTn npeactaBaeHUiA
JANA CaMOOLjHKM [24, c. 242].

Mo-ppyre, «6innin ky6» CTEPUNBHOrO
NpOCTOpy BIAAINAE MWUCTEUTBO Bif MPaKTMK
NOBCAKAEHHA Ta nobyty. HenTpanbHicTb
cepefjioBMLLA BWCTaBKA CTa€ CBOEPIAHUM
binbTpOM, WO JeakTMBYE [OCBIA Ta4aua,
HenoTpibHNN ANA CNPUWHATTA atmocdepu
MUCTeUTBA. 3a CIOBaMM BUEHOrO, TakuUi Niaxiz,
BCTAHOB/IIOE CTAaTyC-KBO 3 TOYKM  30pYy
couiasbHUX Ta MUCTELLbKMX LiHHOCTEN, KOau
XyJOXHE Ta TrpoMajcbke MOYMHAKOTb He
KOHPNiIKTYBaTW, @ OOMIiHIOBATUCA 3MicTamMu.
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LLlonpasaa, y Takomy BUMaAKy Bij raagada
OUiKY€ETbCA «3aHYPEHHSA B CAMOMEpPeXMBaHH f»
Ta MOBYA3HA TPAEKTOPIA pyXxy CAijoM 3a
AMHamikoro «binoro kyby» [25, c. 75].

Ak uinkom cnpaBeanBo 3a3HaydaB K.
MpiH6epr, koHUenNuis «6inoro kyby» AKLWO i He
byna 3agymaHa fK Taka, TO BCe OAHO
nepeTBOpUIACcA Ha LeHTPaNbHYy AOCNIAH ULLbKY
napagurmy «nabopatopHoro» BUCTaBKOBOTO
pyxy. Yci i xapaktepuctuku, 1 Ti WO
chopmyntoBaB O'[loepTi, i Ti, WO BUHUKIN
ni3HiLle B MeXax apT-KpuTnku, besnocepesHbo
NPOBOKYBa/W €KCMEPUMEHTaNbHY MOZAeNb
CNpunHATTA Mucteutsa. KaptnHa y npocrtopi
«binoro kyby» posrnaganaca Ak 06'exT
AOCNIAXKEHHS, O HEMMHyYe Ma€E 3aBepLUNTMCA
NMEeBHUM «BUCHOBKOM>», Pe3yNbTaToM, BUAVIMUM
diHanom. lepmeTn3Mm, i30aaLiA Ta BUMOra Bij
rnajava MMaTmca CKOHLEHTPOBaHUM, LUBWUAKO
CTaan cnpurimaTica Ak Gopma naatm 3a
0cob6MBI BIAKPUTTA MPUXOBAHOIO, HEABHOTO
3MIiCTy MWUCTeLTBa, WO HEMOXANBO 3406yTn
HiKUM iHWKWM MeTogoMm [1, c. 340].

lpiHbepr TakoX 3BepTa€yBary Ha Te, Lo
O'floepTi y CBOiX CTaTTAX AUCKYyTyBaB i3
«feKafeHTCbKOK» eCTeTUKOK penpeseHTaLii
mucteutsa y 1960-x pokax, aka Buraagana
«J1erKOBa>KHOHO», NMOBEPXOBOIO, HaATO
HernepeKoH/IMBOKO ANS CEPMNO3HOT PO3MOBW MPO
BMN/MBOBICTb MUCTeLTBa. KpiM TOrO, MOBOEHH
eKCrepuMeHTH Ta CybKyIbTYPHI XYAOXKHI ABULLA
CYTTEBO BMAMHYAM Ha penyTaLito TPaAWLIMHOTO
06pa3oTBOPUOro MUCTELITBA, IKE Y KOHTEKCTI
Takoro ekCcrno3uuinHoro nigxody 3a3HaBana
BTpaT. HaToMicTb, «cuMnamMyHa maris «6inoro
kyba» [25, c. 80] noBepTana rnsgava Ao
aTMochepm «BIYHOI LLIHHOCTI» MUCTELTBA, AKa,
Ha nepLwwwni norsag, He noTpebyBana AoKa3iB.

3a cnoctepexeHHamn . DininoBny BXxe
Ha cepeamnHy 2000-x pokiB KOHLenuif «6inoro
Kyby» € HaA3BMYAWHO YCMiWHUM NPOAYKTOM
3axifiHOro xyfoXHboro ekcnopty. Cama igen
Ma€ u4iTkO CHOpPMyNbOBaHIi METOAONOTIUHI
OCHOBW, BOJIOZIE LLiNICHOM penpe3eHTaTUBHO O
nparMaTMKoOrO, €  TMPOrHO30BaHOK  3a
XapaKTepoM TeXHIKN NpeACTaBleHHATa HaBIThb

141

TUMOBMM BPa>XEHHAM BiZ, HACNIAKIB €KCNO3 ML, ii
[11, c.65].

TakMM YnMHOM, cTaHOM Ha noyaTtok 2000-x
pokiB, kKoHuenuia O'loepT AMLWAETLCA OAHUM
i3 TONOBHWX KOHLEMTIB, HaBKOJO AKOro
dopmyeTbca BiCTpA Auckycin. lMpoBegeHWiA
HaMW aHani3 fiTepaTypy MOKa3ye, Lo KOHLeNnT
«binoro kyby» y TomMy abo iHWOMy acnekTi
aKTVBHO BMKOPWCTOBYHOTb B YCiX HaBeAEeHMNX
BULLE TeHAeHLiaX. 3pewToto, ANs npukiagy,
cam BYeHu B cepemHi 2000-x pokiB BUCTYNVB
i3 NporpamMHMM AOCHIAKEHHA Ha Temy
«naboparopmzaLii» eKCro3nLiMHUX NPOCTOPIB,
NiAKPECAVBLUN MPAMY B3aEMO3aNEXHICTb MiX
npakTMkamun CTBOPEHHA MucTelTBa Ta MOro
npeAcTaBAeHHA AK 38 MeXaMW, TaK | B KOHTEKCTI
inei «6inoro kyby» [26].

Ha Haw nornag, yce ue € 3avBuMm
NiATBEPAKEHHAM TOrO, WO CbOTrOAHI OKPEMOI
yBarn BWMara€ JOCNIAKEHHA KPUTUUYHOTO
KOHTeKCTy KoHuenuii O'loepTi. Y nepuuy vepry,
BMHMKaE NoTpeba y NoLyKy BiANOBIAeW Ha Ti
NUTaHHA, AKI  CTaan  akTyalbHUMW 4epes
UMPPOBI  BUKAMKM Ta IHTEPAKTUBHICTb B
eKcrno3unuinHux npaktunkax 2000-x pokis.

Tak, Ha nNWTaHHA, WO MNPUXOBYE
KOHLLenuis CTepuabHOCTI npocTopy «b6isoro
Kyby» Ta HaBiWO Cy4aCHOMY MWUCTELTBY
BIAMOB/IATUCA BiJ KOHTEKCTy, 3BepTaE yBary
amMepuKaHCbkM gocnigHuk 3. [Jamravorany.
BueHWn Haronolwye Ha TOMY, HEUTPaANbHICTb
cepefjoBMLLA He TiIbKN PO3KPUBAE MNEBHI
0CObAMBOCTI MUCTELTBA y MPOLLECi eKCNOo3uLii,
ane i BAAETbCA O MAaCKyBaHHA NONITUYHUX YN
IAEONOTIYHNX  CTPYKTyp, WO  HaBnaku
MOXYTb Oyt nobayeHMMW Tinbkn B
CNPaBXHbOMY KOHTEKCTi iCHyBaHHA MUCTELITBA
(38 MNpuHUMMOM, #AK CTBOPEHO, TaK i
npega'asneHo) [10, c.7].

He avBasauuce Ha Te, WO BYeEHWW
NpeACTaBAf€ AOCUTb PaAnKaabHY TOUKY 30pY,
MOro  MIpKyBaHHA He € OAVHUYHUMMW.
Hanpuknag, K.biwon nos'A3ye 3a3HauyeHi
BN1ACTMBOCTI MOLUYKY HEWNTPalbHOCTI BUCTaBKM i3
T.3B. MOJENNO «MPE3EHTU3MY». e OAHIEl
peakuieto Ha koHuenuito O'oepTi, fka
BMHMKkae B 2010-x pokax B 3axigHin
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ictopiorpadii  And NOACHEHHA BIACYTHOCTI
KOHKPETHMX pe3ynbTaTiB eKCNepuMEeHTIB i3
npoctopamu [5, ¢.181].

BigTak, He MeHLUy akTyanbHICTb B Me>aX
3axigHoi ictopiorpadii npobnremun Habysae
nuTaHHA eKkcnepumMeHTanbHol CYTHOCTI
KOHLenuii «6inoro kyby». Mu BXxe 3a3Hayvany,
O eKCrepuMEeHT HaB'fi3ye OOOB'A3KOBICTb
pe3ynbTaTy, WO NOPOAXKYE NMUTAHHA: AKUMWN €
pe3ynbTatM  CTEPWUIbHOCTI  MPOCTOPY Ha
NpPUKIaAi KOHKPETHUX €KCMO3M LI MHNX MPOEKTIB,
AKI 3@ OCTaHHI AeCATUAITTA BUKOPUCTOBYBaAN
MOJEeNb  «HEWTPaNbHOro»  CepeAoBuMLLA
eKcno3nwuii?

Hanpwvknag, M. Kapaorny po3srasgae uto
KOHLLenL,ito AK NacTKy ifAeanbHOI BUCTaBKN, AKOT
MPOCTO He MOXe ICHyBaTu, ane BUAMMICTb
0CO06IMBOr0 «4NCTOro» NPOCTOPY Lie BCE OAHO
NPOBOKyE. TOMY, 3 MOro TOYKM 30py, BapTO
PO3rAfHYTN «Binnin KyH» K CTyNiHb peani3ayii
i30/1bOBAHOCTI, Hanpukaag, KapTUHW BiA
ICTOPUYHOrO KOHTEKCTY, a He MaHinyaroBa-
TV HEICHYIUMMWN «1TabopaTOPHUMUN» igeaMu
ifeanbHol CTEPUNBHOCTI CNPUNHATTA
MucTeuTsa [18, c. 42].

XapaktepHUM NpukKaagoM MeToAoNorii
3aCTOCYBaHHSA «6inoro kyby» y BuNagky neBHoi
i30/1bOBaHOI Npobaemu, AKy MOXHa pO3B'a3aTn
abo NpuHanMHi akTyani3yBaT 3a 4OMNOMOTOLO
BUAANEHHA 3 KOHTEKCTY  iCHYyr4Oro
rnob6anbHOro NornsAy Ha MUCTeLTBO, HaBOAUTb
M. LLaBemenkep. Hanpuknag, y TakoMy acnexTi
BUEHa po3rnagae AianbHicTb  Binnema
CeHpbepra Ha nocagi apT-kypaTtopa Ctegenivk
(Stedelijk) B Amctepaami. Bukopucrosyroum
NPOCTIp MYy3€et0 AK TEPUTOPILO ANS OMNOBIA|, BiH Y
1970-x pokax HaBMWCHO MpPOEKTyBaB yMOBM
ANA NpeAcTaBNeHHA MapriHani3oBaHUX Ha TOMW
MOMEHT BUWAIB MuUcTeutsa (Hanmpukiag
doTorpadii) ana ix npeactaBneHHA B
MaKCMMaabHO BIiAKPUTOMY Ta O6'€KTMBHOMY
CBiT/I. TakKMM UYMHOM, cepefoBULLe, fKe «He
roBOpPMTbL Came No cobi» Ta Ma€ HenTpanbH U
Xapaktep, «JO3BOJMJIO T[OBOPUTU TBOpPaMm
MucTeyTBa» [29, c. 23].

KpuTnuHui anckypc koHuenuii «6inoro
Kyby» MOB'A3aHUM | 3 ifEED «eCTeTUYHOro

3aNyyeHHA» rnsgaya o NPoCTopy KapTUHK, AKY
aKTUBHO nponarysana 3axigHa
nocTMozepHicTcbka ectetuka y 2010-x pokax.
3a cnoctepexeHHamu T. JleyHr, HanbinbL
LiHHWM KOMMOHEHTOM KoHUenu,ii
«HeWTpanbHOro» CepesoBuLLIa eKCNo3unLi cTana
3MiHa HarosnocCiB Ta aKLUEHTIB y BUCTAaBKOBIN
KyNbTypI. Vile) umdpposoro NOBOpPOTY
penpe3eHTauis MucTeLTBa byna nepLio4eproBo
NoB'sA3aHi i3 MOro Qi3VYHOK NPUCYTHICTIO B
Me>XKaX MeBHOTO BM3HaHOro NpocTtopy (My3en,
ranepes, BUCTaBKOBa 3aja TOLO), Ae CTaTycC
MiCLA BM/IMBAaB Ha CTaTyC XYAOXHbOrO TBOPY.
MpoTe AOCBIA IHTEPAKTMBHOCTI Ta Mepexesi
BMCTaBKM BCE AOKOPIHHO 3MiHWAW. Ha Tni
3HWUKHEHHS Pi3NYHOro NPOCTOPY BUCTAaBKMN AK
TaKoro, cTanm BinbLu OYEBUAHUMMU
MEeTOA010rYHI 3aBAaHHSA «6inoro Kyby», a came:
CTBOPEHHS  YHIKaJbHOrO  Cy6'eKTMBHOrO
AOCBIAY, WO Hajae XyaoxHin tBip [19, c. 12]. Ak
NiAKPEeC/tOe BUeHUM, «binnin kyb» — Le ifea ana
AOCBIAY, AKMA «HEMOXJIMBO 0bpaMunTn», ane
MO>Ha nepeaat eMoLiHO. TBIp MUCTELLTBA He
iCHY€E nnLe B peasbHOMY di3MUHOMY NpOCTOpI,
NOro 3BepHeHHA He nLe Gi3NYHO OYeBUAHE, a
OTXe HeWTpanbHUIM NPOCTIp «HaTypanisye
pO3A4iNeHHs  MuUcCTeuTBa Ta COLia/sbHOrO
Xutta» [19, c. 2-3, 6].

Y TakOMY KOHTEKCTI CTa€ 3pO3yMianNM,
yoMmy B. TpoHemeliep po3rnagae «6innn ky6»
K, y nepLly Yepry, iHCTUTyani3oBaHWM NPoCTip.
Excno3uuis, Wwo BUKOPUCTOBYE LIFO KOHLLeMN Ui to
B AKOCTi MPaKTUYHOro MeToAy NpPeACTaB/eH HS
MWCTELTBa He MOXe BiAMOBUTUCbL BiJ MOro
IHTeNeKTya/lbHOro Ta eKCnepuMeHTaNbHOro
«wnendy», TaKk AK, Ha AYMKY JAOCNIAHWKA,
«BUWCTaBKW CBOIMU popMamMu BTATYHOTb risjaya
y npocTip» [15, c. 45].

Po3rnaHemo B AKOCTI  npwukiagy
peanizauito €KCMo3nLinHoro NpoekTy
AOCAigHVKIB Ta MuTuiB 3 Monbul A. Fasnak,
M. Kosanbumk Ta W. CredaHcbka. MMpoekT
TpuBaB y 2017-2019 pokax Ha dakynbTeTi
apxitekTypy [MO3HAHCbKOro TEXHOMOTIYHOro
yHiBEpCMTETY  Mif  3aralbHOK  Ha3BOK
«MucTeuTBO B apXiTekTypi».
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AK CTBEpPAKYHOTb aBTOPW, IXHIM FOJI0BHVM
3aBJaHHAM  Oyn0o  3A4iMCHEHHS  aHanisy
B3aEMO3B'AI3KY MiXX TBOPOM MWUCTELTBa Ta
apXiTeKTypHUM NPOCTOPOM B cCneviaibHUX
eKCnepuMeHTabHUX YMOBAX, O AO3BONANN
YHUKaTK 3BMYaNHKX, CXEMATUYHWUX BUCTaBKOBMX
piweHb [12 ¢. 21].

Mpoctopn i3 AKMMW  nNpaLtoBanu
[OCNiIAHUKM Bynn NoB'A3aHi i3 NpakTMkaMu
peHoBauii Ta CNMPannNCa Ha PI3HY CTPYKTYpy
ICHYHOUMNX HaBKOJIO couianbHUX
B3aEMO3B'A3KIB. Ak niAKpecntoe
I7I.CTeq>aHCb|<a, BXE Ha MOo4aTKoBiM cTagii
poboTun i3 KOHUenuiaMmn ekcnosuli crano
3po3yMinvM, WO «POH €  BaKINBOK
YaCTUHO KapTUH», a ICHYHUUW B Tpaauuii
aKaZeMiuHOT BUCTaBKM PO3MOAia Ha «06'ekTn
MUCTeLTBa» Ta «HaBKOJIMLIHI MNPOCTOpPU»
Oifiblle He € OUYEBUAHUMMU, OCKINIbKN «OAHE
CTaNo YacTnHoto iHworo» [30, c. 21].

OZHI i Ti XX KAPTUHW, PO3MiLLIEHI B Pi3HMNX
npocTopax, No-pi3HOMY BM/IMBaKOTb Ha r184a4a,
O HAOYHO JAEMOHCTPYE KOPEenAuito Mix
3MiHOO cepeZioByLLa Ta ePeKTaMM CMPUNAHATTS.
Hanpwknag, 3a BMCHOBKaMM BUYEHMUX,
MOHYMeHTa/sbHa apxiTekTypa ranepei «U
Jezuitdw», i penpeseHTaLiiHMA NoTeHLian Ta
ICTOPUYHWUI CTaTyC, BMAMBAOTb Ha CEMIOTUKY
BMCTaBKM, HajarTb nadocy XyAOXKHbOMY
KOHTeKcTy. HaTomicTb, nokanbHa «anepei 33»,
WO Ma€ HEe3PIiBHAHHO MEHLWWIN NpPOCTip Ta
XapaKTepu3yeTbCa NPOTUAEXHUMU
eKCMo3ULINHMMM  AKOCTAMKW  MacliTaby Ta
iCTOpUYHOCTI, POpMye BKpau YHiKasbHUM
[OCBIZ KOMYHIKaLii i3 MUCTELTBOM Ha PIiBHUX Ta
HaoAWHL.

TakMM YMHOM, 3@ BUCHOBKaMW BUEHMUX,
peuenuia KapTUHW 3a1eXNTb BiJ KOHTEKCTY, B
AKOMY BOHa BWHWKAE. | Xxo4ya HAABHICTb
MUCTeUTBa BMAMBAE Ha IHAMBIAyani3aLito
npocropy Ta nepeabavae noro
nianopsaAKyBaHHA, KapTUHa BCE OAHO
«pO3WKNPOE chepy CBOro BMNAMBY», CTarOumn
YaCTUHO apXiTekTypw, it cknagosoto [30, c. 24].
XMBOMUCHWI HapaTUB PO3KPMBAE HEOUE BU A Hi
LLiHHOCTI apXiTEKTYPHOIO MPOCTOPY Ta MOCW/IIOE
Moro  iHAMBIAyanizauito, WO  AO3BOJISAE

CTBEPAKYBATV NPO CUHEPTETUYHY B3aEMOAit0
XuBonucy Ta npoctopy [12, ¢. 26].

BucHoBKW. TakvMM YMHOM, PO3TAAHYTI
TEHAEHUIT B  AOCANIAXKEHHI  BMCTaBKOBO-
€KCMO3ULIMHOI KyNbTypW 03BONAIOTL BUABATU
MHOXWHHICTb GOpPM penpeseHTaLii npobiemu.
TeHaeHUif IHTEPAKTMBHOCTI, WO NPeACTaBASE
XYAOXHHO BUCTaBKY AK MPOCTIP B3aEMOAiT MUTLA
i3 ayanTOopiamMu, CTasa NepLUoHO BiAMOBIAAI Ha
BUKIVK «UMPpPOBI3aLii» MUCTEUTBa, AKUK
XYAOXHI CMiNBHOTW BiAYYAN BXe Ha no4aTky
2000-x pokiB. Ik NOKa3yrOTb NpoaHani3oBaHi
HaMW AOCNIAXKEHHS, BYUEHI 3BEpTatOTb yBary Ha
TUNONIOTitO 3MiH | TpaHcdopMaLiiv, a Takox
HamMararoTbCa MOACHUTM $opMu Ta crocobu

BXOZPKEHHSA mMeaiaTUBHOT KyNbTypu
npeAcTaBAEHHA  XYAOXHbOro TBOPY A0
3aranbHoi GeHoMeHOoNOorii TBOPY MUCTELTBA.

y KOHTEKCTI TEHAEHL, s

«naboparopwm3alii» BUCTaBKa aHaNi3yeTbCA AK
NPOCTIp «CTBOPEHHA» MuUCTeuTBa. MNposBom
3a3HayeHol TeHaeHu,i € dyHAaMeHTabHa 3MIHa
noraaay Ha SKOCTI eKCMO3ULIMHOTO MPOCTOPY.
Hanpuvknag, TpeHz nNpoBefeHHA BUCTaBOK Y
6yab-aKMX Micuax, ae € Nroan (Bif KaB'ApHI 40
NiANPUEMCTBA); 3aKPINIeHHs eKCNO3UL, i -HUX
byHKUin 33 nybaiyHMMKM  mpocTopamu
(6ibnioTekamu, r(POMaACbKUMM YCTaHOBa -M W);
NPOroNOLIEHHS «XYBOXKHIMU» Ta
«BWUCTaBKOBUMW» MOZIN, LLO HE aCOLLiOHThCA i3
npaktMkamm mMucteursa (MPUMIPOM, MiCbki
YPOUMCTOCTI) TOLLO.

BoaHouac ekcnepuvMeHTanbHUI CTaTyC
npoekTy € 3060B'A3aHHAM, ke Ma€E OYeBUAHI
HaCNIAKN: HEe MOXHa MPOCTO MPOroAOCUTU
AOCAIAKEHHS NEeBHOI YacTWHM ByTTA 3acobamm
MUCTeLTBa, MOTPIOHI 3ycnnns, AKi KOHBEPTYHOTb
yBary 0 NeBHOI XyA0XHbOT Npobaemu B iHLWY
AKICTb CMPUNHATTA A4iCHOCTI.

TeHaeHuis  rnobanisauii  KOHTEKCTY
npeaAcTaBAse y3araabHHHUNRN piBEeHb
AOCNIIKEHHSA BUCTaBKOBUX NpPaKTUK.

3 cepeanHn 2010-x pokiB 3axigHi BYeHI

nparHyTb po3rnsagaTtu YHiBEpca/ibHiCTb
eKcrno3uuii, K MEeTOAOJ/IOTi0 MOSCHEHHS
MOCTYNOBOrO 3HWUKHEHHID KOPAOHIB  MiX

XYZOXHIM TBOPOM, NMPOCTOPOM Ta FAsfauem.
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ZAVERSHYNSKYI V.V.
Kharkiv State Academy of Design and Arts, Kharkiv, Ukraine
TRENDS IN THE EXHIBITION OF CONTEMPORARY ART IN THE CONTEXT OF
TRANSFORMATION PROCESSES (BASED ON THE MATERIALS OF FOREIGN
RESEARCH IN THE 1990 - 2020)

The purpose of the article: to analyze the state of analysis of exposition and exhibition practices in
foreign scientific literature in the context of transformations and the search for new forms of representation
of modern art.

Methodology. The methodology includes the use of the method of comparative analysis, which made
it possible to identify common and distinctive properties in the evolution of exposure approaches. The
method of typology became important for substantiating the main trends in the development of foreign
historiography of the problem.

The results. The main trends are identified and analyzed in the study, which are characteristic of the
development of Western scientific discourse of the problem. It has been proven that the trend of exhibition
interactivity is a fundamental beginning in the transformation of exhibition approaches. In turn, the trend of
the experimental ("laboratory") approach provoked new qualities of exposition, as a model for the study of an
artistic work. Finally, the trend towards universal organization of the exposition demonstrated the propensity
of modern expositional practices to generalize and change the scale of interpretation. As a separate research
trend, the concept of the "white cube" was considered, the transformations of which revealed new forms of
art representation.

Scientific novelty. The research results can be used in exhibition practice to substantiate the
conceptual orientation of a particular exhibition.

Key words: exposure, exhibition, art space, modern art, transformation of an artpiece.
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«PO3YMHI» TEXHOMOMT Y TPOEKTYBAHHI CUCTEM
ENNEKTPUYHOIO OCBITNTEHHA
Mema: npoaHanisysamu  mpaduyiliHi  eneMeHmMuU  eeKmpomexHiYHUX  cucmeM  WMmMy4yHO20

0Cc8iMIeHHs npuMilyeHb pPI3HO20 NPU3HAYeHHs, 0brpyHmMysamu eHepaemu4yHy mda eKOHOMIYHYy OoYUTbHICMb
Hogux niOxo0ie 00 NPOEKMYBAHHA MA 3aNPONOHy8aMuU aa20pUMMU  NPOEKMYBAHHS  OC8IM/IH08AIbHOT
cucmemu Ha nidcmasi 8npo8AOXKeHHS «pPO3yMHUX» MexHOI02il, eHepao36epizaroyux eneKmpomexHiyHuUX
npunadie ma enekKmpuyHUX Mepex 3 00OMPUMAHHS HOPMAMUBHUX 8UMO2 W00 SKOCMI enekmpoeHepeii ma
plBHA ocgimieHocmi.

Memodonoezia. BukopucmaHo mMemoOu aHANI3y ma nOpiBHSHHS nepesdz md 8ad ceims00i00HUX
Oxepen oceimnaeHHs. [1i0 4ac aHanizy 8UKOPUCMAHO OCHOBHI NOJIOXEHHS C8IMI0OMexHIKU, ONMUYHi ma
€8IMIOMeXHIYHI Xxapakmepucmuku Oxepes c8imsa [ 8UNPOMIHIOBAHHA Y MamepianeHoMy cepedosuwyi ma
Memoodu C8IMIOMeXHIYHUX pO3PaxyHKis.

Pesynemamu. Y cmammi cgopmynboeaHo 64308 nNpuHUUNU NPOEKMYBAHHS YU MOoOepH3ayil
Cy4acHol 8HYmMpiwWHbOl cucmemu WMy4Ho20 ocaimeHHs Ha 6a3i koHuyenyii «Smart home», sika nepedbayae
asmomMamuyHe KepyeaHHs eHep2036epiearoyumMu  IHXeHEpHUMU CUCMeMamMu oceimseHHA ecepeduHi ma
noza npumiwjeHHAMU ©Oy0b-AK020 nNpu3Ha4eHHs. [IpOAHANIB08AHO HASABHI «PO3YMHI» MmexHoso2il 8
cucmemax 8HYmMpilWHb020 OCBIMAIEHHs, 8NPOBAOXeHH AKUX O0dE MOX/IUBICMb 8UPILUMU hocmaesJeHi
3a80aHHA — 3abe3nequmu  CYMICHICMb  HOPMAMUBHUX 8UMO2,  C8IMJIOMEXHIYHUX  Xdpakmepucmuk,
efleKmpomexHiyHUX — napamempie, (IHAHCOBUX MA  EP2OHOMIYHUX NOKA3HUKIg. 3a  pe3yibmamamu
NOPIBHSIHHA CBIM/I0BUX, eseKmpomexHiYHUX [ piHaHco8UX Xxapakmepucmuk Oxepen 0ceimseHHs 3pob6sieHo
BUCHOB0K W000 OoyIbHOCMI BUKOPUCMAHHS C8IMJ/100i00HUX OXepen cgima.

Haykoea Hoeu3Ha. Po3pobsieHO anzopumm npoekmysaHHs 0csims8asibHol cucmemu Ha nidcmasi
8NPOBAOXKEHHs] ~ «pO3YMHUX»  MmexHosoeil,  eHepao3bepicaroyux  enekKmpomexHiyHUX  npusiadie  ma
e1leKmpUYHUX Mepex 3 OOMPUMAHHS HOPMAMUBHUX 8uMo2 Wo0o AKoCMI esnekmpoeHepeii ma pigHs
oceimsieHocmi.

Mpakmuyna 3Ha4vywjicme. 3anponoHo8aHo nid 4yac subopy Npoekmy 4u MoOepHi3ayii cucmemu
ocsimsieHHs opieHmysamucs Ha koegiyieHm egekmusHocmi, AKuli 06'€OHYE OCHOBHI C8iMIo0MexHIYHI ma
hiHaHCo8I NokasHUKU.

Kmouoei cnoea: eHepeosbepexerHs,
eflekKmpuUYHi Mepexu, Ou3aliH 0Cc8imeHHs.

Oxepeno  ceimaa, C8IMJAOMEXHIYHI  Xapakmepucmux,

Bcryn. CTpiMKNI PO3BUTOK «PO3YMHMX»
TEXHONOTIN  nepegbayae  BUKOPUCTAHHA
HOBITHIX JpKepen OCBITAEHHSA, AKI MOXHa
peryatoBaT BNPOAOBX AHSA 3@ IHTEHCUBH i CTHO
Ta KONbOPOM CBiT/N3, 3abe3neuyroun 3HMXKEHHS
PiBHA €/1eKTPOCMOXMBAHHA Ta MiABULLEHHS
PIBHA Mpawue3faTtHOCTI Yepe3 CUHXPOHI3aLiro
pobouoro rpadiky Ta NPUPOJHUX PUTMIB B
opraHi3mi stoanHun. Mogiioceni 2022 ta 3umMn
2023 pokiB nig yac obMmexeHOronoctavyaHHa
eNeKTpoeHeprii Nokasann, WO OCBITAEHHA €
BaXX/IMBUM €/IeMEHTOM Cy4YacCHOro >XMWTTH,
CYTTEBO BMAMBAE HAa OCHOBHI NOTpebu ntoaen:

Bi3ya/IbHNUIM KOMPOPT, AKMIM NiABUALLYE BiAUYTTA
6narononyyus Ta  CMOKOK;  Bi3yasibHY
npauesfaTtHicTb, WO A€ MOXJMBICTb
3abe3neunT QyHKUIOHYBaHHA OpraHilauin
uinosoboBo; 6e3neky, 3MEHLUYHOUM PU3MKMK
TpaBMaTM3My Ta BWHWKHEHHA aBapin Yy
XUTNOBUX, aAMIHICTPATUBHUX | BUPOOHUUMX
byaiBnax.

BogHouac BaxiMBO pO3yMiTW, LWO
WTY4YHE OCBITNEHHA — BENVKE [Xepeno
eNeKTPOCNOXNBaHHA Ta MaTepianbHUX BUTPaAT.
BBaxkaeTbcs, WO B pO3BMHYTUX KpaiHax Big 10
% po 20 % enexkTpoeHeprii CNOXWBaKOTb
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CUCTEMM  30BHIWHBLOTO Ta
OCBIT/NIEHHSA [1].
OCBIT/IHOBaNbHUX  Mpunagie  34eb6inbworo
npunagae Ha TrOANHM  MaKCMMaabHOro
HaBaHTa>XX€HHA B €HeprocucTemMi, WO €
AOAATKOBUM YCKNAAHHOHOYNM YMHHUKOM LLOAO
NMPOXOAPKEHHA NiKOBMX HaBaHTaXEHb Y BEYipPHi
yacu i CTBOpHOE NOTPebM y AOAATKOBMUX
NiAKIFOYEHHAX TEMJIOBUX €N1eKTPOCTaHLin,
pobota akmx npoaykye Ao 30 % 3aranbHoro
BUAINEHHS CO; [32]. MixypagoBui
eKCNEePTHUIN KOMITET 3i 3MiH KnimMaTy AiNLWOoB
BUCHOBKY, 7o} €HEepProeKOHOMIUHICTb
OCBIT/IEHHSI € OJAHWM i3 3axo4iB, AKWMK
3abe3neuye HanjeleBLi BapiaHTV 3MEHLLUEHHS
BUKMAIB Aiokcnay BYr/ieLo (CO,).
HanedekTMBHIWMM  CcOCOBOM  3HUXKEHHSA
CNOXWBaAHHA eNeKTpoeHeprii B cuctemax
OCBIT/IEHHS € 3aMiHa JlaMN PO3>aprOBaHHSA
(JIP) i manoedekTMBHUX PTYTHUX Namn
BMcokoro Tncky (P/IBT) Ha eHeprosbepiratoui
namnuv, Jo SAKMX BIiJHOCATbCA KOMMAaKTHI
NroMiHecueHTHi (KJ1J1) ta ceithogioani (LED)
namnu [11].

AHani3 nonepeaHix gocnigkeHb. Tema
npoekTyBaHHA Ta MOJEpPHi3auii cucTem
LUTYYHOTO OCBIT/IEHHA BUPOOHMYMNX | XKUTNOBMX
NPVMILLeHb BeJbMW MOMNyAapHa, HaTOMICTb Y

BHYTPILUHbOrO
BukopucraHHs

okepenbHy 6a3y  AoCnigKeHHs BuBpaHOo
aKTyanbHi peneBaHTHi  nyb6nikauii  Ta
MoOHorpadil. OCHOBHUM HanpsamMom

JOCNIIKEHD € METOAW TMPOEKTYBaHHA, SKi
3abe3neuyoTb Nopag 3i CBITIOTEXHIUHUMM
HOpPMamu eHeprosbepekeHHs, EKOHOMIYHICTb
Ta EepProHOMIYHICTb CUCTEM  OCBITNIEHHA.
MUTaHHA PO3BMUTKY | Y4OCKOHaNIEHHA METOAiB
NPOEeKTyBaHH#A NPUCBAYEHO po60oTK
Conos'a A. I, Mapkosunua M. [14;10], B skmx
PO3rNAHYTO 3aranbHi TeHAeHUiT GOpMyBaHHSA
CBITNI0BOrO obpasy NPUMILLEHb [
HaBKOJIMLLHbOIO cepeoBuLLa. EKOHOMIUHICTB
JoKepen cBiTna BM3HAYaETbCA ePeKTUBHICTHO
BMKOPWUCTAHHA eHeprii 3agns OTPUMAaHHSA
CBITNIOBOrO MOTOKY , @ B JOBrOCTPOKOBIN
nepcnektMBi  —  TPUMBaAUM  KUTTEBUM
uyuknom [17]. Tpobaemam ouiHkM BiosoriyHoi
Al cBiTna npuceayeHi pobotn lodpde K. I,

YepegHiveHko |. M. [19]. BcraHoBneHO, wWwo
piBEHb OCBITIEHOCTI Ta ACKPABOCTI BN/IMBAEHA
BUPOO/SIEHHS TOPMOHY METaHONy B KPOBI:
6inblla ACKPaBICTb NaMMnM  MOCUMAKOE CTaH
aKTUBHOCTI, i BIANOBIAHO HW3bKWIA pPiBEHb
ACKPaBOCTI NpV3BOANTL hile) CTaHy
po3cinabneHHa Ta CHy. BcrtaHoBieHO, wWwo
3a/1eXHO Bif MapaMeTpiB OCBITIEHHA i KOro
CNEeKTPanbHOro Ckaagy MOXe 3MIiHHBaTUCA
caMonouyTTsa,  npaues3faTHICTb  JHOANHN,
KOHLLeHTpaLis yBaru, AKTUBHICTb,
NPOAYKTUBHICTb PO3yMOBOI Ta Gi3NYHOI NpaLi.
MuTaHHA po3pobkM Ta BAOCKOHANEHHA
Cy4acCHUX [pKepesn OCBITIEHHA PO3rNfHYTO y
ctatTax [32; 30], B AKMX BUCBITAEHO Npobaemu
eKONOriYHOro BMAMBY Ta 3anponoOHOBaHO
npoueaypn OUiIHKM TepMiHy cayxbu 3a
NOKa3HMKOM 3MEHLLEHHS CBITNOBOr O MNOTOKY.

ABTOpKU [28] HaronoLWyrTb Ha
Ba>XJ/IMBOMY  €/IeMEHTI  MPOEKTYBaHHA —
CBITNOAN3ANHI, 30CepeaXXyovncb Ha

0COBNMBOCTAX PO3MIlLEHHA Ta 034006/1eHHSA
NPVMIlLEeHb  CBITIOBUMW  Mpwuaagamun  Ta
«PO3YMHUMW» TEXHONOTIAMMW IX PETrYAtOBaHHA.
MuTaHHA nobyaosu edeKTUBHMX
eNEeKTPOTEXHIYHMX CUCTEM  BHYTPILIHbOrO
OCBITIEHHA po3rasHyTi B cTaTi [31], aze
3anpornoHOBaHO CUCTEMM aBTOMATM30BaHOro
yMpaB/iHHA OCBITIEHHAM.

MNpobnema MOJZepHi3aLii  cucrem
BMPOOHMYOrO Ta >KMT/IIOBOrO CEKTOpPIB €
HEBMPILIEHOI,  OCKI/JIbKM  OCBIT/NOBaNbHI
cuctemmn  3aeb6inblioro  He  BignoBigatoTb
CcyyacHuMM TeHaeHuiam [12]. Lle cnpuymHeHo
HWN3KOH YNHHUKIB, 3 AKMX HANMOLUMPEHILL UM U

€  Hegonikm y po3pobui  NPOEKTHOT
AOKYMeHTau,i; BIACYTHICTb pexunmy
eHepro3bepexeHHA 4Yepe3 BUKOPUCTaHHA

3acTapifinx Axkepen CBiTAQ; HEBIAMOBIAHICTb
PO3MilLEHHA CBITUAbHWKIB CBITAOTEXHIYHUM
BMMOTaM; BiACYTHICTb 3aXO4iB 3 NepiojNYHOI
byHKUiOHaNbHOI MiATPUMKKW. Taka cuTyaLis
CBiAUMTb, WO  MPOEKTYBAHHA  CUCTEM
OCBIT/IEHHA NOTpebye NOAANBLLIOTO PO3BUTKY,
BAOCKOHa/IeHHA Ta nonyaapuv3adii.
MocraHoBKa
MpoaHanizysatu

3aBAadHHA.

TpaguuinHi  enemMeHTH
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eNeKTPOTEXHIUHMX cncTem LWITYYHOTO
OCBIT/I€HHSA MPUMILLEHb PI3HOrO NPU3HAYEHHS,
ObrpyHTyBaTV €HEpPreTMyHy Ta €KOHOMIYHY
AOLINBbHICTb HOBUX MIAXOAIB 4O MPOEKTYBAHHA
Ta 3aNpPOMNOHYBaTV aArOPUTMMN MPOEKTYBAH HA
OCBIT/NItOBaNbHOI ~ CUCTEMM  Ha  MiacTaBi
BMPOBAZXKEHHA  «PO3YMHUX»  TEXHOJOTIN,
eHeprosbepiratoumnx eNeKTPOTEXHIUHMX
npuaagiB  Ta  eNekKTpUYHUX  Mepex 3
AOTPUMaHHA HOPMAaTMBHWUX BUMOT  LLOAO
AKOCTI eNleKTpOoeHepriiTa pPiBHA OCBITNIEHOCTI.

Pe3ynbratn Ta o6roBopeHHsA
AOCNiMKEHHA. B octaHHI pokn BaxxiMBow
YacTUHOO MoniTMkM EBpornencbkoro Corosy
(€C) B ranysi eHepreTnkM € KOMMAEKC 3aX04i B,
Aki  ob'egHaHi Ha3Boto Energy Transition
(eHepretnuHui nepexig) [4]. Energy Transition
— ue nepexis NPoBigHUX KpaiH A0 PO3BUTKY
€KOHOMIiKM yepes BMPOBa>KEeHHA
BIAHOB/OBaNbHOI €HEPreTMkn, MigBULLEHHS
eHeproedekTMBHOCTI, Ae KIHLEBOI METOH €
obMeXeHHA 3aMBoro BUpPOOHMUTBA Ta
CMOXNBaHHA eNeKkTpoeHeprii 3aBAAKN
eHeprosbepiratounm 3axogaM, 3pPOCTaHHIO
eHeproedeKkTMBHOCTI, iHTenekTyanisauji
enektpyuHmx  cuctem  [23].  OgHum 3
ePeKTMBHMUX KPOKIB Yy LbOMY Hanpami €
NPOEKTYBaHHA Ta peasi3auif noaoxeHb Smart
home (po3ymuui 6yamHok) [30]. Smart home
- LUe cucteMa aBTOMAaTMUYHOrO KepyBaHHSA
eHepro3bepiratounmMm IHXXEHEPHUMM
cucTemMamu i BcepeauHi, i No3a NpuMILLEeHHAMM
6yab-aKoro NPU3HaYeHHA (>kuTnosi,
aAMIHICTPaTUBHI, BUPOBHMYI TOLLO).

HuHi  nutaHHA  eHepro3bepexxeHHs
noB'a3ytoTb 3 npobaemamu NOTENAIHHSA
KJiMaTy Ta 3MEHLUEHHAM BUKWUAIB AiOKCUAy
Byrneuro. OauH i3 3axogiB — BiAMOBM Bij
BMKopucTaHHa JIP i P/IBT. 3rigHo 3 NpUnHATONO
noctaHoBoto [27] 3 1 ciuHa 2013 poky kpaiHu
€C NOBHiCTO BIAMOBUANCSA BiJ BUPOOHULITBA
Ta peanizauii JIP. IHWi KpaiHW CBITYy TakoOX
NOCTYNOBO BIAMOB/AOTLCA BifJ TaKNX AXepen
cBiTna. B I3paini i Knutai noetanHa BigmoBa Bij,
JIP i P/IHT peanizyetbca 3 2016 poky. Y CLUA,
KaHagi, ABctpanii, kpaiHax [liBgeHHOI Ta
MiBHIYHOT AMepuKkM po3pobaeHo nporpamum

MOCTYNOBOro Nepexoay Ha eHeprosbepiratoui
foKepenia OCBITNEHHS.
MpunHAaTTa B €C JOKYMEHTIB CTOCOBHO

eHeprosbepexxeHHs [24; 28] Mae
6e3nocepeaHin BNAMB Ha nepernsasg Ta
YTOUHEHHSA npioputeTiB Yy  Cy4vacHin

eHepreTMyUHin nonitmui YkpaiHn. Ha uyaci
NMUTaHHA eHepro3bepedkeHHs, Lo 3yMOBNEHO
BapTICTIO BUAODBYTKY eHepropecypcie Ta ix

aediuntoM, rnobanbHMMK  npobremamm
ekonorii  Ta 6e3nekm Ha JAepXXaBHOMY
piBHi [18].

3 METOK OLUiHIOBaHHSA, HOPMYBaHHS,
KOHTPOJItO, CUCTEM LUTYYHOTrO OCBITNEHHS
pPO3pPO6NEHO  KOMMIEKC  CBITNOTEXHIUYHMUX
nokasHukiB [21]. YMOBHO Taki MNOKa3HWKM
NoAiNAOTb Ha:

—OCHOBHI: CBIT/IOBMIM NOTiK, KOeiLiEHTOM
CBITN0BOI ebeKTMBHOCTI, OCBITNEHICTb, CuNa
CBITNa, ACKPABICTb, IHAEKC BiAONCKIB;

—dYHKLIOHaNbHI: TepMiH Cyxbu axepena
CBiTNa; CTabiNbHICTb CBITAOBOrO  MOTOKY;
KiNIbKICTb LUMKNIB BMWKaHHA A0 BiAMOBM; 4yac
3anantoBaHHA 1aMMK; Yac pa3ropsHHA namMnu
A0 60 BiACOTKIB CBITNOBOrO MOTOKY; PiBEHb
nepeayacHnX BiAMOB; KOEiLLiEHT MOTY>XXHOCTI
Namn 3 BMOHTOBAHMM MYCKOPEry/bOBaHUM
anapatom ([1PA);

—AOMOMIXHI: KoedilieHTH BiaOUTTA,
NPONycKkaHHA Ta MOrAWHaHHA, QOH, KoAip
CBITNA, KOHTpPacCT MiX 06'ektom | GOHOM,
BUAMMICTb, PO3Mip 06'eKTa PO3PI3HEHHS;

—CBITN0AM3aHY: ONTUMa/lbHa OCBITNIEHICTb,
koediLIEHT nepejayvi KOAbOPY, KONipHa
TemnepaTtypa, pO3noAin ACKpaBoOCTi CBiTAA Ta
TIHEYTBOPEHHS.

HaBegemo BM3HaYeHHA ANA OCHOBHWX
XapakTepuctmk gxepen ceitna. Ceimsosuu
nomik nokasye CKiNbKM cBiTNa
BMMPOMIHIOETbCA [oKepesom. Mo>xHa
CTBEPAXKYBATH, LLLO BULLMIA Y NaMMNK CBITIOBUN
noTiK, TO AcCKpaBille BOHa byae CBITUTW.
Ackpasicme  nosepxHi — Ue  €AWHA
boTOMETPUYHA BEIMUMHA, iKa CNPUAM AETbCA
OKOM (BpakeHHA ackpaBocTi). Oko nraNHU
CNPOMOXHE OLIHUTK ACKPaBICTb JxXepena
ceitnia y aianasoni (1-102..1-10") «ka/m%
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Hanpwuknag, AcKpaBiCTb FOMIHECLEHTHMUX 1AM
3HaxoauThca B Mexax (5:-103..2:10°) ka/m?,
famnu  posxaptoBaHHs — (4-10%.. 5,5-10°)
Ka/M?. 3aciinntoroua sickpaBicTb 3a1€XUTb Bij
pO3Mipy MOBEPXHI, AKa CBITUTbLCA, ACKPABOCTI
CUrHany Ta piBHA aganTavii 30py | 3HaXOANTLCA
B giana3oHi (6,4-10%..15,9-10* ) ka/m°. [na
edpekTMBHOro 6HauyeHHs o0b6'ekty ¢doHOBa
fICKPaBIiCTb MOBWHHa NepebyBaTn y AianasoHi
(10...500) ka/m% OcsimseHicms — CBITNOBUI
noTiK y BiAHOWeEHHI Ao nsowi. Hanpuknag,
NPU6AN3HI 3HaYeHHA NPUPOAHOT OCBITNEHOCTI
Taki: 6e3xmapHe Hebo B iTHIM geHb — 100 000
NK; Bynn4vHe ocBitTneHHs — (5...30) nK; NOBHWM
MiCAUb B ACHY Hiu 0,25 nk. BnacHe
MOKa3HWKN  OCBITNEHOCTI HOPMYHOTbCA B
CTaHAapTax ANs Pi3HWX NPUMILLEHb | BUAIB
BMKOHyBaHUXx pobit [5]. [ligTpumyBaHa
cepesHs  OCBITNEHICTb  MPUMILLEHHS  He
NoBMHHa OyTM MeHLe HiX BCTAaHOBIEHUM
piBeHb. Hanpwknag, KiMHaTKM BIANOYMHKY
MOBUHHI Matn oceiTaeHictb Big 100 Kk,
ayauTopii Ta MPUMILLEHHA A8 BUKOHAHHA
APIGHMX  MaWwWHHMX pobiT — Big 500 sk,
NPUMILLEHHA 33418 KOHTPOJO MaTtepianiB i
KONIbOPY B TEKCTUAbHIA MNPOMWUCIOBOCTI —
1000 nk [26].

Smart TexHonorii NnepesyciM CNpAMOBaHi
Ha YAOCKOHANEeHHA OCHOBHMX XapPaKTePUCTUK
mkepen ceitna. Cepes OCHOBHUMX Mepesar
HoBIiTHIX TMniB KJ/IJ1 i LED namn Mo>Ha
BMOKPEMUTH TaKi: CBITNOBY
eHeproedekTnBHicTb 36inblweHo y 5...8 pasis;
TEPMiH cny>xbu 36inbweHo y 8...20 pasiB i He
3a1eXnTb Bif KiNbKOCTI BKJIFOYEHD;
KOM@OPTHICTb Y BUKOPWUCTaHHI AocCAratoTb Mig
yac  AWCTAHUIMHOTO  4YM  CEHCOPHOro
yrnpaB/iHHSA; NOBEPXHA JAMMW HE HarpiBa€ETbCA
nig 4Yac BUMKOPUCTaHHSA, WO AAE MOXINBICTb
3aCTOCOBYBATH iX B 3aKPUTMX CBITUAbHMKAX |
CBITUAbHMKAX 3 NEerkoniaBKMX MaTtepianis;
KomnakTHi dopmu, cTaHAapTHI uokoni E14 i
E27 3 BbygoBaHum [PA gatoTb MOXAMBICTb
3amiHu JIP 6e3 3aMiHWN CBiITU/bHMKa; NpoLiec
BKIFOUEHHSA BiaOYyBa€TbCA 3 iHEPLINHICTIO A0
0,015 ¢, Wo NpakTMYHO He MOMITHO A1 OYeln;
nija Yac BKAHOUYEHHS HE BUHMKAOTb A0AAaTKOBI

MYCKOBI CTPYMM, LLIO HE CMPUYMNHAE KONMBaHb
Hanpyrv B eneKTpUYHI Mepexi; BiJCyTHICTb
MEepEeXTIHHSA Ta WyMy; NiABULLEHa CTIUKICTb A0
BibpaLii Ta MexaHiYHWX YyAapiB; BUCOKWWA
piBeHb KOoNboponepesadi (Ra He meHWw Ak 82)
AA€ MOXAMBICTb BMOOPY CBiTha pi3HOTO
CNEeKTPaNbHOro cknagy (Tenaum, AeHHnn, 6iann
XONOAHWW). 3aNeXHO Bif CnekTpa MOXINBO
nigibpatm namnu Ans NPUMILLEHb PI3HOTO
BMPOOBHMYOro npusHaveHHs [9].

BogHouac eHeprosbepiratoui gaxepena
CBiT1a MarTb MNEBHI BaAW: BWCOKa LiHa;
HecTabiNbHICTb CBITNIOTEXHIYHNX NapaMeTpiB B
yaci [30]; BiacyTHIM poCBig TpuBanoro
BMKOPUCTaHHA; BeAMKa Pi3HMUSA B LiHI Ta
AKOCTI y Pi3HMX BUPOBHWMKiB. K/1/1 MicTATb A0 4
MT  pTyTi, | uUe noTpebye BNpPOBaAXEHHS
3aX0AiB 31 3HUXKEHHA KOHLeHTpaLii napiB pTyTi
B MOBITPI MNPUMILLEHHA A0 TPaHUYHO-
AONYCTUMOrO PiBHA Ta AOTPMMAHHA NEBHUX
BMMOT Mig yac ix yruaizauii [21]. JocnigxeHHA
TeXHIYHUX xapaktepuctuk KJ/1IJ1 nigtBepanno,
LLLO B CMeKTPi iXHbOrO BUMPOMIHFOBaHHS, OKPIM
BMAMMOrO, MPUCYTHI ynbTpadionetoBuin Ta

iHppayepBOHMA  Aiana3oHM  OMNTMYHOTIO
cnekTpa.

Knn i LED  npamnm  noTtpibHO
BMKOPWUCTOBYBATU y KOMMAEKTI 3i
CBITUNIbHUKAMMU. TexHi4He  NpuU3Ha4YeHHs

csimu/ibHUKG — 3abe3neyeHHa HajiiHoro Ta
6e3neyHoro nNiAKIUYEHHA 4O EeNeKTPUYHOI
Mepexi, peryroBaHHA Ta HarnpaBaeHHsA CBITA3,
obMeXeHHA edekTy «3aCNiNNeHHA»,
3anobiraHHA 3abpyaHEHHAM | MexaHiYHOMY
MOLUKOAXXEHHI IaM MM Ta 3aXUCT Bij, BONOTOCTi,
BMOyxiB i noxex [19].

«PO3yMHi» TeXHONOrIT AatoTb MOXKIMBICTb
CTBOPUTM  fIKICHE CBIT/IOBE CepefoBuLLe
3aBAAKM  CBiTUNbHMKaM 3 A3epKaJbHUMMU
pednekTopamu Ta 3MiHIOBaHUMW KONIPHUMU
TemnepatypamMmu [15].  CBiTMAbHUKM 3
A3epkanbHUMK pednektopamm 3abe3neuyroTb
MaKcMMasbHe BIAOWUTTA CBITJIOBOrO MOTOKY
namnu, YTBOPIOHOTb npsme BY3bKO
CNpsAMOBaHe OCBIT/IeHHA nosepxHi (4o 90 %
CBITI0BOro MOTOKY), MiABULLYHOTb KOEiLliEHT
BMKOPUCTAHHSA, WO AA€E MOXJIMBICTb CYTTEBO
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3MEHLWWTX KiNbKICTb /1aMMN O OCBIT/IEHHS
aHanoriyHoi 3a posmipamu naouwi. Crenbosi
CBITUNBHUKN 3 napabonoigHMun
pednekropamm YTBOPIOHOTb LINPOKO
HanpaB/ieHe, MepeBaXHO  CNpAMOBaHe
ocBiTAeHHA nosepxHi (Big 60% po 90 %
CBITNIOBOrO MNOTOKY). MMigBICHI CBITUABHUKM 3
napabonoigHnmu pedaekTopammn yTBOpPHOHOTh
nepeBaxHo Bigbute ocsiTneHHs. CBiTaOBI
NPOMEHI CNpsAMOBaHi Ha cTento abo CTiHK, Wwo
BiAOMBAlOTb  CBITNIO, KOHLEHTPYHOUUCb B
OKPEeMMX 30HaX MPUMILLLEHHSA.

EnektpoHHa MNMPA € HOBITHIM HanpAMOM
nif Yac NpoeKTyBaHHA Ta peani3auji MoJ0>XeHb
Smart home. HavgouinbHiwnm BapiaHT — ue
NIAKNFOYEHHA A0 €EANHOI CUCTEMU KEPYBaHHA
(«multiroom», «multiway») ycix iHXeHepHNX
cuctem ByaiBAi: OCBITNEHHS, ONaNeHHs, BOAO -,
ra3onocrtavyaHHs,  KOHAMVLIOHYBaHHA  Ta
BeHTUAALII. KepyBaHHA OCBITIEHHAM — OHa 3
HavBaxnmeiwmx ¢yHKUiM Smart home, ska
CNpUAE CTBOPEHHIO KOMQOPTHMX  YMOB
CNOXWBayy Ta CYTTEBIN €KOHOMIT CMOXWUTOT
enektpoeHeprii  [3]. 3aBafkMm  CyvacHUM
MOJENAM pPerynaTopiB CTBOPHOKOTb  THYYKI
CUCTEMU YNpPaBAiHHA OCBITAEHHAM Yy Pi3HUX
NPVMILLIEHHAX Y1 OKpeMMX 30Hax. Hanpuknag,
MO>J/INBO OCBITUTU MPUMILLLEHHS MOBHICTHO YU

TiNbKM oKpemi Yyeprosi 30HMU 3
BiZeOCrnocTepeXeHHAM; naaBHO
BigperyatoBatu noTik  Ta ACKPaBICTb

OCBITN€HHS; BUMKHYTW CBIT/10 B MPUMILLEHHAX
y Hepoboui uacu. BcTaHOBNEHHA JaTyumkiB

MPUCYTHOCTI 4YM pPyXy B OKPEMWUX 30HaX
nepesbavae peryntoBaHHA  IHTEHCUMBHOCTI
OCBITNIEHHA 3aNeXHO Bij NPUCYTHOCTI B
NPUMILLeHHI ntogen. HOBITHI  €NeKTPOHHI
perynatopu €  [JOCTaTHbO  KOLUTOBHUMMW

npunagamu, nopsg 3 TMM No4YaTkoBi BUTpaTH
KOMMEHCYOTbCA yepes: €KOHOMIto
enektpoeHeprii po (15...20)%; 3MeHLWeHHA
BUTpPAT Ha nepioguyHe 06CAYroByBaHHS
efieKTpoanapartypu (cTapTtepis,
KoHAeHcaTopiB), 36inbweHHA o (20..25) %
TEPMiHY CyX6u namn 3aBAAKM OLLAAHOMY
pexxmmy poboTu Ta nycky.
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CyTTeEBUM  UYMHHWKOM Yy MiATPUMLI
eHeproedeKTMBHOCTI CUCTEMU OCBITNEHHA €
TeXHIYHe 06CnyroByBaHHSA, fike nepepbayvac:
nepiognyHe OUYNLLEHHA CBITUAbHWUKIB | BIKOH;
3aMiHy YLWKOAXEeHMX namn; ¢dapbyBaHHA
NMOBEPXOHb BUPOOHMUMX MNpPUMILLeHb Ta
yCTaTKyBaHHA Yy CBiTAi  KONbOPW  3a4/A
nigBuweHHAa  koediyieHTa  BUKOPUCTaHHSA
NPUPOAHBOrO Ta LWTYYHOrO OCBITNEHHS.
BukoHaHi BUMipn BTpaT CBITAOBOrO MOTOKY
yepe3 Hepbane TexHiYHe 06CAYroByBaHHSA
CknafatoTb: 3abpyAHEHHSA CBITUNBHUKIB — A0
13,7 %; 3abpysHeHHA cTiH Ta cteni — 18,2 %;
3MEHLWIeHHA  CBITAIOBOrO  MOTOKY 4epes
ctapiHHa namn — 23,1 %; HenpaBuabHWUA BUDIP
CBITUNBbHUKIB I pednekTopis — 24,8 % [14].

Cnctema WTYYHOro (BHYTPILWHBOTO i
30BHIWHbOrO) OCBITAEHHA — Le CYKYyMnHIiCTb
EeNeKTPUYHOI  Mepexi,  OCBITNHOBaA/NbHUX
npunagie i 3acobiB iX KOHTpoAO Ta
peryntoBaHHs. byab-AKnMM NpPOEKT cucTemum
OCBITNEHHS AOLiIbHO PO3rnsAaTv3 NO3nLiN i
BMMOT CTOCOBHO NPOEKTY 3
eHeproedekTMBHOCTI, AKUA CKIaJaETbCA 3
CYKYMHOCTI CKOOPAMHOBAHMUX Ail, peanisaLis
AKNX OXOMJHOE 0bMeXeHH# o0
HOPMaTUBHMX MOKA3HWNKIB, PeCypCiB, BAPTOCTI,
eHeprosbepesxeHHs, 6e3nekn ekcnyaTaLii Ta
eKoNorii. Yci HaBefeHi YMHHWUKN MOTPIGHO
BpaxoByBaTW Mif, 4aC MNPOEKTYBaHHA UK
MOZEpPHI3aLii CUCTEMU OCBITNIEHHA.

CyuacHi TeHpaeHUii nobyaoBu cuctemm
OCBITNIEHHSA 3yMOBAIOKOTb 4oTMpu 6a3oBi
noaoXeHHs [22]:

1. OYHKLIOHaNbHICTb. BianoBigHicTb
HOPMaTUBHMM BUMOraMm, NOKPaLLEHHA YMOBM
npaui Ta 6e3neky B NpUMILLEHHI, 061aaHaHHA
aBTOMATUYHUMM 3acobamMum ynpaBiHHS;

2. EHepro3bepexeHHsA.  3MeHLIeHHA
CNOXWBaHHA eNeKTPUYHOI eHeprii Ta BTpaT B
eNeKTPUYHMX Npunagax i Mepexax;

3. EKOHOMIYHICTb. 3HUXXEHHSA BUTPAT Ha

eNeKTPUYHI Mepexw, npunaam Ta
ob6cnyroByBaHHS, 3pOCTaHHA TEePMiHy
BUKOPUCTAHHS;

4. EproHoMmiyHicTb. [MpaBuabHMin BUBIp
CBITNIOPO3MOAINIEHHA OCHOBHUX | JOMOMIXHUX
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OCBIT/IHOBaIbHVX MPUNAAIB | KOHCTPYKTUBHOTO
BMKOHaHHA  CBITWIbHMKKIB, WO CTBOPHOE
MaKCMMasibHO MOXJIMBUIA piBEHb KOMOPTY Ta
3pYYHOCTI;

MpOEKT OCBITAHOBANbHOT CMCTEMU MiCTUTL
YOTMPW YaCTUHN: CBITNOTEXHIYHY, €EKTPUYHY,
biHaHCOBY, KOHCTPYKTUBHY.

CeimaomexHiYHA 4acmuHa nNpoekmy.
CucTeMun OCBITNEHHS 3abe3mneuye 3axmcT ouen
KOpPWCTyBayiB Bif NepeHaBaHTaXXeHHSA, Ja€
MO>X/INBICTb BMKOHYBaTK npodecinHi
060B'A3kM 6€e3 L0AaTKOBUX pU3KKIB. Buxoasaum
3 TaKMX NepeaymoOB, BCTAHOBNEHO TPU OCHOBHI

BMMOTU WwoA0 cncTem LWITYYHOTO
OCBiTNeHHSA [25]:

—KOMGOPTHICTb O  30pOBOI  npau.
3abe3neyeHHs BMCOKOrO piBHA

npaLe3faTtHOCTI Ta rapHOro caMonoyyTTa nig
Yyac BUKOHaHHA BUPOOHNUNX 3aBAaHb;

—OCBIT/IEHICTb Ta ACKPaBiCTb. MOXANMBICTb
BMKOHaHHA CKNajHWX 30pOBUX 3aBAaHb
YyNpOAOBX TPMBANOro vacy, 6e3 mepexTiHHA Ta
BifbNMCKiB;

—be3neka Ta HaAiNHICTb. HaainHicTb i
6e3neYHiCTb y BUKOPUCTaHHI, NPUAaTHICTb 40
peryntoBaHHs. MoTpibHO A0AAaTKOBO
NMPOEKTYBaTU aBapiMHe OCBIT/NIEHHA, fKe Aa€
MOXJ/IMBICTb BYAaCHO NOMITUTU Hebe3dneky Yu
3Haku, AKi monepeaXaroTb MPO Hel, a TakoX
CTBOPHOE yMOBMK ana He3neyHoi eBakyaLii y
pa3i aBapinHUX cnTyaLin.

JouinbHO B MPOEKTI  WTYYHOrO
OCBITI€HHA 0b6'egHaTV TpPW rpynu: 3araibHe,
30HasnbHe (MicLeBe) Ta Ueprose (eBakyaLlinHe).
3arasibHe OCBITNE€HHS € 6a30BMM CK1aAHNKOM
6yAb-AKOT CUCTEMM OCBITNEHHSA MPUMILLLEHHS, B
SKOMY IHLUI FPynn pO3rnaAatoTb AK AOAATKOBI.
3aranbHe OCBITNIEHH#A 3abe3neuye
PIBHOMIPHICTb ~ Ha  BCbOMY  MpPOCTOPI
NPUMILLEHHA, TpMBanuMM nepiogy poboTy,
BIZICYTHICTb Pi3kux TiHeW. [MoTpibHO yHMKaTK i
rambokmx TiHeW, i iX BiACYTHICTb. BigcyTHicTb
TIHEW  YCKNAAHIOE  MNpPOCTOPOBMK  3ip i
npU3BOANTbL hile) CTOMJIEHHA ouen.
MiHiMaNbHWI piBEHb CEPEeAHbOT OCBITNEHOCTI
3arajbHOrO  OCBITNEHHA Yy  BUPOOHUYMX
NPVMILLLEHHA BCTaHOBAEHO Ha piBHI 200 ak.

30HaNbHEe OCBITAeHHA 3abe3neuvyoTb
MiCLLeBI CBITUNIBHMKM Ha POBOUMX MicUAX, AKi
PO3AiNATb MPOCTIP MPUMILLEHHS Ha OKpeMi
30HW. MicueBe OCBITAEHHSA € 0HBOB'A3KOBOO
rpynoto 3a4/1a poboumx Micup, Aki BUMaratoTb
NiABULLEHOrO PiBHA OCBITIEHOCTI: WBAYKN Ta
PO3KPOOBaIbHWKA; NikapsA-CTOMaTonora;
Komn'toTepn3oBaHoro poboyoro Mmicusa Ta
iHWKnx. JouinbHO BCTaHOBAIOBATU MicLEeBe
OCBITNEHHSA 3 MIpKyBaHHA  €KOHOMIi
enektpoeHeprii [22]. Cnctemum 3araibHOro Ta
30Ha/IbHOTO OCBITIEHHA JAat0Tb MOXIMUBICTb
cTBOpUTM BaxkaHe CNpAMYBaHHS CBITJOBOrO
NOTOKY Ha BiAMOBIAHI NOBEPXHi Ta 3anobirtu
TiIHAM, AKi najatoTb BiJl 6/113bKO
poO3TalloBaHUX NpeAMeTiB abo nrosen.

Yeproee OCBITIEHHA MPU3HAYeHO A0
BUKOPWUCTaHHA B  Hepoboumih dac 3i
3MeHLWEeHMM piBHeM ocBiTaeHocTi (840 30 % Big
3arasbHoro). Mig yac NPOEKTYBaHHA AOLLINbHO
ob'egHaTM 4yeproBe OCBITNIEHHS 3 IHLWWMMU
byHKUiOHaNbHUMKW TpynamMu: eBakyaLiiHUM,
pe3epBHUM Ta OXOPOHWM. BignosigHo go
Air0umX HOPMaTUBIB, nepegbaveHo
NiAKIFOYEHHA UWX Tpyn Ta 3araibHoOro
pPO60YOro OCBITNEHHA A0 Pi3HMX PO3MOAIIBUMX
eNEeKTPUYHUX JNIIHIN | JXKepen >XUBAEHHS,
OCKiNIbkM MNOTPiIGHO 3abe3neunTtn poboumni
npouec, eBakyaL,ito Ta OXOPOHY Y pa3i BiAMOBM
3ara/sibHOi CUCTEMW eNnekTPonoCTayaHHA Y
noXexi.

MparHeHHA Jile) KOMMAEKCHOro
BMPILUEHHA 3aBAaHb Mij 4Yac NPOEKTyBaHHA
CUCTEMU OCBIT/IEHHA HAaTPaNJIAE Ha CKNagHo LW
Y3rOZ>KEHHA BEANKOI KiIbKOCTI BUMOT, AesiKi 3
AKMX MarTb CyrnepeyvnmBuin xapakrep. Y
nNpoeKkTyBaHHI  MOTPIOHO  AOTpPUMYyBaTUCA
BMMOI, HOPM | MpaBwa, AKi HaBejeHO B
Aep>XaBHUX CTaHjapTax [6, 2], BpaxoByBaTtu

pekomeHaauii  HagaHi y MixXHapoaHuX
CTaHZapTax, | BMPOBaAXyBaTW MpPaKTUYHI
HasbaHHS NPOBIAHMX BMPOOHMKIB

eNeKTPUYHMX OCBIT/IFOBaNIbHUX BUPOGIB.
EnekmpomexHiyHa 4acmuHa npoeKmy.
OcBiT/It0Ba/IbHa eNeKTPUYHa Mepexa MoBMHHa
3a/l0BOJIbHATM BUMOTaMm LOAO 3abe3neyeHHs
HaAIMHOCTI Ta MOKa3HWKIB AKOCTI Hamnpyru,
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cepes AKUX: PiBHI BiAXMNEHHA Ta KOJANBAHHSA
Hampyrn He MOBWMHHI  MepeBuLLyBaTh
BCTAHOBAEHUX MeX [7/]. BukoHaHHA Takmx
BMMOr 3abe3neuye CcTabinbHUK  pexuMmu
OCBIT/NHOBaNbHUX MPUNAAIB: 3HWKEHHA Hanpyru
NpuU3BOANTL O 3MEHLUEHHA CBITN0BOrO
MOTOKYy Ta BIAMOBIAHO PIBHA OCBITAEHOCTI
pobouyoro Mmicuys; 36inblUeHHA  Hanpyru
CNPUYNHAE  AOJATKOBI  BTpPaTM  eHeprii,
3pOCTaHHA ACKpaBOCTi Ta Biabauckis. [Mepepis
NPOBIAHMKIB OKPEMUX OCBITNHOBaIbHMX MEPEX
BMOMpPatoTb 3a yMOBW: Hanpyra HasaMmnax He
NOBMHHA 3MeHwWwyBaTnca MeHWw Ak 95 %
HOMIiHanbHOI Hanpyrn (209 B) i He
nepesuitysatn 105 % (231 B).

Mepepi3 NPOBIAHMKIB OCBITAOBANbHOI
Mepexi po3paxoByroTb 3a GOPMYOLO:

(L S;
poZs)
C-AU
ne F — nepeni3 nposoay; L, S; — poBXuWHa Ta
NMOBHa NOTY>XHICTb (-Toi AINAHKN
ocCBiTNtOBaNbHOI Mepexu; C — NOCTIMHUK

Koe®dIiLIEHT, AKNI 3aNeXnUTb Bij HOMIHaNAbHOI
Hanpyrm Ta MaTepiany npoOBiAHWKA, Yy
TpudazHin mepexi 380/220 B C = 77 y pasi
BMKOPUCTaHHA MigHoro nposogy i C = 46 —
Ana antomiHieBoro nposoay; AU — gonyctuma
BTpaTa Hanpyru, AU = 5%.

OctaTOYHO nepepi3 BM3Ha4arlOTb 3a
Han6AMXUMM  BiNblIMM  3HAYEeHHAM Y
AOBIAKOBIM  Tabauui. BubpaHy mepexy
noTpibHO  nepeBipATM 33  AONYCTUMUM
CTPYMOM HarpiBaHHfA Ta PIiBHEM KOJMBaHb
Hanpyrn. B eneKkTpoTexHiYHIn  YacTuHI
BMOMpatoTb  3acobym A0 BK/IHOUEHHS,
nepemMmKaHHS Ta peryntoBaHHA
OCBIT/ItOBaNbHUX NPUAAIB.

®iHaHcosa YyacmuHa npoekmy.
®iHaHcoBy OLiHKY NPOEKTY 3
eHeproedeKTMBHOCTI 34iNCHIOKOTb [8]
YMPOAOBX YCbOro «XKWUTTEBOrO LNKIY» — Bij,
noyaTtKy iHBeCTyBaHHA B MPOEKT A0 yTUAi3aLii
obnagHaHHA. AHani3 BUKOHYHOTb 3 PO3MOAIIOM
XXUTTEBOTO LMK MPOEKTY Ha LLOPIYHI eTanu, B
Mexax AKUX BigOYBaETbCA MOZAENOBAHHSA
rPOLWOBMX MNOTOKIB, fAKI CKJagaroTbca i3
3a0WWafkKeHNX Ta BWUTPAYEHUX KOLWTIB, |

pO3pPaxoByOTb TePMiH OKynHocTi. [lig yac
biHAHCOBOI  OLHKM  AOLINBHO €eKCNepTHO
BPaxoBYyBaTN TaKOX i HeeHepreTuyHi epekTu
(NnokpalweHHa ymMoOB npaui, MigBULLEHHSA
KOM®POPTHOCTI, 3py4YHOCTI, 6e3neku ToLo).

Mpoekt 3  MoAepHizauii  cuctemu
OCBITNEHHS 3a3BMYal nepepbayae 3amiHy
AKepen CBiTNa, PEeryaroovmnx npucTpois
CBITUABHUKIB (y pa3i motpebun) 6e3 3amiHu
HaABHOT eNekTpPUYHOI Mepexn. MogepHisawiro
CUCTEMM OCBIT/IEHHA NOTPIOHO BUKOHYBAaTM 3a
Takux YMOB: BapTICTb LWOPIYHOI CAOXUTOI
eNeKTpoeHeprii NepeBuLLy€e BapTiCTb 3aMiHU
namn;  CBITIOBMW MOTIK naMn Yy  XOdi
BMKOPUCTAaHHA CTaE MeHW aK 75 % Big
NepBICHOrO 3HaYeHHA.

AnroputM npoekTyBaHHA nepeabauvae
BMKOHAHHA KOMMNAEKCY 3aBAaHb: PO3paxyHOK
napameTpiB i KoOH®irypauii BHYTPILWHbOI
MepeXu Ta JpKepen XMBEeHH: Ana poboyoro
Ta rPynu 4YeproBoOro OCBITNEHHS; BapiaTUBHI
PO3paxyHKW CBITNOTEXHIYHMX MapameTpiB Nig
Yyac BMKOPWUCTaHHSA PI3HWUX AXepen CBiTAa Ta
CBITUNBHMKIB: BUBIip 3acobiB KepyBaHHS, yMOB i
CNOCobiB MOHTaXy; BU3HAUEHHA TEPMIHIB
06CyroByBaHHS Ta MOXINBOCTI NPUEAHaHHA
£,0 30BHILWHbOTHAABHOI €1eKTPUYHOT M e peXi;
diHaHCOBa oOLUiHKa NpPOEKTY. fAK npuKnag,
PO3rNAHEMO MPOEKT OCBITNHOBA/IbHOI MepeXxi
opiCHOro MpuMilleHHA 3 KOMM'toTepmn3oBa-
HUMW POBOUNMN MiCLAMM.

BuxigHi gaHHI. [TpUMiLLLEHHA JOBXXWHO O
10 MeTpiB, WUMPWHOKO 7 MeTpIB, BUCOTa CTeN| —
4 m, NoKPUTTA CTiH - CBiT/Ie,
10 komn'toTepm3o-BaHMX  poboumx  Micup
BM3HauUnTK KinbKiCTb namMn Ans OCBIT/JIEHHS
NPVMILLEHHA Ta poboumx MicUp. Y NpUMI LW eHI
NNaHY€ETbCA BCTAaHOBUTY BIAMOBIAHO O BUMOT
[5] 3aranbHe, 30HanbHe poboue Ta yeprose
(eBakyaujinHe) ocBiTAeHHs. HopmoBaHWM
piBeHb OCBiTAEHOCTI cTaHoBuTb 500 sk,
yeproe ocBiTAeHHs — 120 sk

3aranbHe ocBiTaeHHA (31 po3MiLLyETbCA
Ha cTeni, Wwo 3abe3neyye BUCOKY iIHTEHCUBHICTb
Ta PIBHOMIPHICTb OCBITI€HHA B MPUMILLEHHI.
3oHanbHe ocBiTaeHHs (30) po3rnajaeTbcs Ak
AOAATKOBE Ta PO3MIiLLyeTbCca 6infg KOXHOTO
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pobouoro micusg, yeprose (Y0) (eBakyaujinHe)
OCBITNIEHHS BMKOPWUCTOBYHOTb B Hepobouui
yac 3agns 6e3neky, y pasi Hag3BNYaNHOT NOAII.

CBIiTNOTEXHIUHWI pO3paxyHoK
BMKOHYEMO 3@  MeTOAOM  CBITJIOBOTO
notoky [13]. Llen meToz 3acTocoBytOTh 33415
OPIEHTOBHOIO  PO3paxyHKy KiNbKOCTI  Ta
NOTY>XHOCTI OCBIT/IFOBaNbHUX MPUAaAIB Nij vac
PiBHOMIPHOTO PO3MILLEHHS CBITUNbHUKIB Haj
FTOPM30HTa/IbHOO MJIOLMHOMD, 3@ BIACYTHOCTI
BEJINKMX 3aTIHEHNX MPOMIKKIB abo npeameTiB.
Y po3paxyHKy BpaxoBaHO npAMUL Ta
BigA3epkaneHuu (Big cteni, CTiH Ta nignorn)
noTik c¢BiTna. Po3rnaHemo Tpu BapiaHTK

nobysoBM CUCTEMU OCBITIEHHA 3 Pi3HUMU
namnamwu: J1P; K/1J1; LED.

E, K,-S-7
I B A )
F-0-y
pe E, — HoOpMOBaHa OCBITAEHICTb, JIK;

K, — «xoediuieHT 3anacy; S — naouwa, fKy
noTpibHO ocBiTMtOBaTW, M% Z — KoediuieHT,
AKNN XapaKTepusye HEePIBHOMIPHICTb
OCBiTNeHHSA; @, — CBITNOBUM NOTIK AaMmnu; © —
Koe®iLIEHT BUKOPUCTaHHA CBITNOBOIO MOTOKY;
Y — KoediLi€HT 3aTiHEHHS.

Pe3ynbTaTv po3paxyHKiB HaBeAeHO B
Tabn. 1.

[louiNbHICTb BNPOBaAXEHHS MPOEKTYy 3
eHeproedeKTMBHOCTI 3'ACOBYETbCA 3@ OLLIHKOKO
KaniTalbHWX  BuTpaT | BUTPAT  Ha
eHepropecypcn. Y npukaagi BpaxoBaHO
KaniTaibHi BWTpPaTW, AKi CKIajaroTbCca 3
BapTOCTI /laM, CBITUNbHWUKIB, perynaTopis Ta

MoTpibHY KINbKICTb  JKepesn CBiT/a
3araJlbHOTO  OCBITN€HHA BM3HaualTb 3a ©/EKTPUYHOI  OCBITAOBaNbHOI ~ Mepexi |
hopMynoHo: ekcnayaTauivHi - WOPpPIYHi  BMTpPaTM  3a
CNOXWBaHY efleKTpoeHeprito (Tabn.2).
Ta6bavusa 1
Pe3ynbTaTu CBITIOTEXHIYHOTO PO3PaxyHKy
Tun Ceitnosuin | Kinbkictb namn, Wt MoTyxHicTb, | Yncnoroamn | CnoxmeaHa
namnum noTiK 3r 30 4B Bt BMKOPWCTaHHSA | eHepris 3a
AaMnu, am 3a piK, rog PiK,
KBT-rog
1P 1200 123 20 33 17 600 910 15950
K1 1350 104 20 34 3 364 910 3058
LED 2 500 57 10 25 1950 910 1763
Tabanuysa 2
3BeseHa TabanLa NoKa3HUKIB GiHAHCOBOI OLLIHKM MPOEKTY
Tun TepmiH | BapTicTb CknafHWKIB CUCTEMW OCBITNEHHA Mepioa
namnu | cayx6bu, | flamn, | Enektpo- 3aranbHi CnoxuTa piuHa | OKyMnHOCT,
roa rpH obnasHaHHs, | IHBECTMLIi, | enekTpoeHepris, | Micaub
rpH rpH rpH
J1P 1200 3520 |20700 24 220 57 420
K11 8 000 16 900 | 16 750 33 650 11010 8,7
LED 20 000 10 880 | 8 850 29730 6 350 7,1

BoueBunab, WO 3a iCHYHOUMX TEHAEHLIN

BapTICTb  eNleKTpoeHeprii
3pocTaTy, ajxe

CMiBBiAHOLLIEHHS Mi>

byae
Ba>/IMBO

NOCTINHO
3HaTH
nepBiCHUMMN

IHBECTMLISIMMN
BuTpatamu (puc. 1).
Po3nogin 3aranbHuMX WOPIYHUX BUTPAT

Mi>X
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HaBeAeHO Ha puc. 2. popmaT KHUXKOBOro  3Haka.
ml =2 =3 =l =23 "1 =2 =3
MpoexT 3 JIP MpoexT 3 K/ MpoexT 3 LED

Puc. 1. CTpykTypa po3noginy WopivyHMX BUTPAT 3a BapiaHTamun: 1 — BapTicTb namn; 2 — BapTiCTb
enekTpoobnagHaHHsA; 3 — BapTIiCTb CMOXMWTOI eN1eKTPOeHEepTrito 3a pikK.

120
100
80
60
40
20

2 3

Puc. 2. CniBBigHOLLEHHA pPiUHMX eKCrnyaTauiiHUX BUTPAT y MPOEKTaXx, %:
1 — npoekt 3 JIP; 2 — KJ1J1; 3 = LED.

3aranbHa eQeKTUBHICTb  OCBITNEHHA
BW3HAYaETbCS BUMOTaMm LLoA0
eHeprosbepexeHHss Ta  HOPMaTUBHUMU
MoKa3HWKamm OCBITNEHOCTI. Hatomictb
NOTPIOHO 3a0x04yBaTW  CMOXMBA4YIB A0
BMPOBAaZXKEHHA  «PO3YMHWUX»  TEXHOJOTIN,

MarouM Ha yBa3i, Lo CNoXnBYa ePeKTUBHICTb
3a1eXUTb Bif CNiBBIAHOLWEHHS MiX BapTiCTHO
eNeKTPOTeXHIYHOro obnasHaHHA Ta BapTiCTHO
LLLOPIYHOT CNOXMBAHOI €N1EKTPOEHEPTII.
ABTOPW 3aMpoOnoHyBaAN HOBUI KpUTEPIK
BMbBOpY NpoekTy — koediuieHT edbeKTMBHOCTI,
AKMA NOEAHYE IHAHCOBI Ta CBITNOTEXHIUHI
NOKa3HWKW, | PO3PaxoBYETbCA 3a GOPMYNOHO:

K _I+w-C 3
ecl)_ CD'T ’ ()
ae Koy — KoediuieHT edekTMBHOCTI, rpH/

(M roa); | — noyaTKoBI IHBECTULIT B CUCTEMY
OCBiTNEHHA, TpH; W - piyHi BuTpatm
enektpoeHeprii, kBT+rog; C — wopivHa BapTiCTb
enektpoeHeprii, rpH/ (kBT-rog); ® — cBiTI0BU I

noTik namnu, Am; T — TepMiH cayxbu namnu,
rog.

Kpumepiti nputiHamms npoekmy. Y pasi,
AKWO obumncneHmnin koedilieHT edeKTUBHOCTI
BUABNAETbCA MEHLLUMM Cepes yCiX PO3rAHYTNX

BapiaHTIB, TakMh  MNPOEKT  BBAXXAETbCH
NPUMWHATHUM: WO  MeHwe  KoedilieHT
edeKTMBHOCTI, TO Kpalli BapiaHT BKAaJaHHA
iHBecTMUiM.  3a  TpboMa BapiaHTaMu
HaBeAeHOoro npuknagy KoediLieHTH
edektmBHoCTi  ctaHoBuan: K" = 0,031
rpH/(Am-rog);

Keo® = 00023 rpH/(nm-tog); Ke® =

0,00031 rpH/(nm roa). BapiaHT npoekTyBaHHA
OCBITNOBaNbHOI MepeXi 3 BUKOPUCTaHHAM
LED-namn 3a KpuTepieM TEPMiHY OKYMHOCTi Ta
KoediLieHTOM ePeKTUBHOCTI € HaNKPaLLUM.
bepyun po yBarn HaBegeHi B cTaTTi
BMMOTIM A0 CUCTEMW OCBITJIEHHA, AKa MICTUTb
BE/IMKY  KiNbKICTb  QYHKUIOHAAbHWUX  rpyn
CBITUNIBHUKIB | CXeM X BMWKaHHA, npouec
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NPOEKTYBaHHSA CYTTEBO  YCKIAAHAETbCA.
BoueBmab 3a TakMx YMOB 3aCTOCyBaHHSA
Cy4acCHUX  KOMM'IOTEPHUX  nporpam €
AOPEYHUM.

BucHoBKkK. Y cTatTi chopmynboBaHO
6a3oBi  MPUHUMNW  MPOEKTYBaHHA  Ta
MOZEpPHI3aLii CyyaCHOI CUCTEMMW LUTYYHOTO
OCBITIEHHA 3 BUKOPWUCTAHHAM «PO3YMHUX»
TEXHONOTIN: dYHKLIOHaNbHICTb,
eHeprosbepexeHHs, E€KOHOMIYHICTb  Ta
€ProHOMIiYHicTb. [lpoaHanizoBaHO HafABHI
«PO3YMHI» TeXHONOorI| B cmucremax
BHYTPILWHbOTO OCBIT/IEHHA, BMPOBAAXEHHS
AKUX AAE MOXAMUBICTb BUPIWMWTA MNOCTaBAEHI

3aBAaHHA — 3abe3neuyeHHA  CyMICHOCTI
HOPMaTUBHUX  BUMOT,  CBITNOTEXHIYHUX
XapaKTepuUcTumK, eNeKTPOTEXHIYHUNX

napameTpiB, GiHAHCOBUX Ta €ProHOMIYHMUX
nokasHukiB. /JloBefeHO, WO OCHOBHWM
cnocoboM peanizalii nocTaBieHVX 3aBAaHb €
BMKOPUCTAHHA «PO3YMHWX» TEXHOJOTIN Yy
NPOEKTYBaHHI 3 IHTeneKTyani3aui€eto
eNeKTPUYHUX MepeX. 3amiHa 3acTapiaux
AoKepen OCBITIEHHA (naMn po3XaproBaHHA,
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TRETIAKOVA L. D., MITIUK L. O., KACHYNSKA N. F.
National Technical University of Ukraine «Igor Sikorsky Kyiv Polytechnic Institute»
Institute of Energy Saving and Energy Management, Kyiv, Ukraine
SMART TECHNOLOGIES IN THE DESIGN OF ELECTRIC LIGHTING SYSTEMS

Objective: To analyse traditional elements of electrical engineering systems of artificial lighting of
premises of various purposes, to substantiate energy and economic feasibility of new approaches to design
and to propose algorithms for the design of lighting system based on the introduction of "smart"
technologies, energy-saving electrical devices and electrical networks to comply with regulatory
requirements.

Methodology. Methods of analysis and comparison of advantages and disadvantages of LED lighting
sources were used. The basic provisions of lighting engineering, optical and lighting characteristics of light
sources and radiation in the material medium and methods of lighting calculations were used in the analysis.

Results. The article formulates the basic principles of designing or modernizing a modern indoor
artificial lighting system based on the Smart home concept, which provides for automatic control of energy-
saving engineering lighting systems inside and outside the premises of any purpose. The "smart" technologies
in indoor lighting systems are analysed, the introduction of which allows to solve the set tasks — to ensure
compatibility of regulatory requirements, lighting characteristics, electrical parameters, financial and
ergonomic indicators. According to the results of comparison of light electrical and financial characteristics of
lighting sources, the conclusion about the feasibility of using LED light sources was made.

Scientific novelty. An algorithm for designing a lighting system based on the introduction of "smart"
technologies, energy-saving electrical devices and electrical networks to meet the regulatory requirements of
power quality and illuminance level has been developed.

Practical significance. It is suggested that when choosing a project or modernization of the lighting
system to focus on the efficiency factor, which combines the main lighting and financial indicators.

Keywords: energy saving, light source, light technical characteristics, electrical networks, lighting
design.
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CEMAHTUYHUN AHANI3 'MEPKA 3 PECTABPOBAHOI
BIBNNIOTEYHOI LLUA®WU APYrol MO/IOBUHM XIX CT.
HALLIOHA/TbHOTO YHIBEPCUTETY «J/1IbBIBCbKA
MNONITEXHIKA»

DOI:10.30857/2617 -
0272.2024.1.14

Memoro cmammi € ¢opmysaHHa 2inomesu NPo NOXOOXeHHS, CeMaHmMuy4He 3HA4YeHHs [ NpUYUHU
npucymsocmi cneyugiyHol cumgosiku rvepka Ha npukaadi ob'ekmy, HA0 AKUM nNposoouUMbCs KOMNIeKC
pecmaspayiliHux 3axodie.

Memodonoeia. [ins JOocseHeHHs Memu 3acmoco8aHO Memodu 8i3yasibHO20, icmopioepaghidyHozo,
CMUAICMUYHO20 aHANBY, G MAakoX: y3a2a/bHeHHs, (HmepnpemysaHHs, abcmpazysaHHd md onuc
docnidxysaHozo rmepka 3 6ibniomeyHol wagu 207108H020 Kopnycy HauyioHaneHo2o yHiBepcumemy
«/lbgiBCbka nosimexHika» 8 pamkax nonepedHL020 pecmaspayiliHozo OO0CAIOXKeHHS.

Pesynemamu. [locnioxyrodu 2epb 8 npoueci nposedeHHs pecmaspayil, skuli npukpawae OnopHi
cmosnyi 2anepei 6ibaiomeyHol wagu, suditeHo (i020 KIYOBI KOMNO3UYIUHI ghopmu [ cknadosi enemeHmu,
a came: kdpmyw, oeajibHe mJo [ eudiieHo Uio20 embaemy sk Halbiibw e8uUpasHy ocobausicme.
lpoaHaniBysaswiu  OCHOBHI  3GKOHOMIPHOCMI  8UKOPUCMAHHA  aGHAJ02(4HUX eMmbreM 8  2epanbouyl
wiisxemHux poois, pemIiCHUKI8, Kynyie ma MicmsaH, X ChUTbHUX pUC ma cemMiomu4yHo20 HABAHMAXEHHS,
3'Ac08aHO, WO O0OCNIOXYy8aHUll CUMBOJ € I'MePKOM — CheyugidyHUM munoM dsmopcbKo20 NO3HAYeHHs
8/1aCHo20 meopy abo eupoby.llicns ecmaHoseseHHs dasmopcmed ma icmopii cmeopeHHs 6ibaiomey Hol
wagu 3 20108H020 Kopnycy HayioHaneHo2o yHisepcumemy «/legi8CbKa NOAIMexHIka» 8UCyHymo 2inome3sy
npo ymeopeHHs CUMBOJIKU r'Mepka-MOoHo2pamu 3 nepuwiux aimep imeH HOsiaHa 3axapesu4a ma cKy/senmopa
JleoHapOa MapkoHi (8i0nosioHo: J — Julian ma L — Leonard).

Haykoea HoBU3HA no/iA2de y BCMAHOB/EHHI paHille Hegi0oM0o20 3MICMOBHO20 HANOBHEHHS
dekopamugHoz20 03006s1eHHs 8 OJdepes’sHili naacmuyl 6ibniomeyHol wagu Opyeoi nosnosuHu XIX cm.
20/108H020 Kopnycy HayioHaneHo20 yHigepcumemy «J/lb8i8CbKA NOAIMeEXHIKG».

Mpakmu4ry 3Ha4YywjicmMme cmMAaHo8UMb PO3WUPEHHSI PO3YMIHHA CeMaHmu4HuUx ocobsiueocmeli ma
{CMOpPUKO-KY/IbMYypPHO20  KOHMeKcmy, AKull ICHye ni0 4ac meopeHHs O0eKkopamueHO-yXKUmKog8ozo ma
06paszomeop4020 Mucmeyms, a MAakox 8CMAHOB/eHHs (hakmy MmicHO20 83AEMO38'A3Ky MK asmopamu ma
ix meopyum Hapobkom Ha npuknadi NbsiBCLKO20 apximekmypHO-Mucmeybko2o ocepedky 8 nepiod Opyeoi
nosoguHU XIX cm. Pe3ynbmamu OocnioxeHHs OOYLIbHO sukopucmosysamu 8 2djy3i icmopil mucmeyms,
ouzaliHy, @ makox 8 npouyeci po3pobku pecmaspayiliHux npoepam ma 0oc/1ioxeHs.

Knruoei cnoea: rvepk, asmopcokuli OusaliH, ceMaHmuyHul aHanis, HOniaH 3axapesud, JleoHapd
MapkoHi, pecmaspayiliHe 00CNIOXeHHS.

Bcryn. MNpoBeaeHH# nonepeaHix AlocnigHykw icTopli, cneyianictv B rany3i

HayKOBUX JOCNIAXEHb TBOPY MMWCTELTBA €
060B'A3KOBMM MPOLLECOM MPWU  BMKOHaHHI
pectaBpaLliHMX 3ax0A4iB, CNPAMOBAHUX Ha
uinicHe 36epexeHHs TBOpPY 6€3 BTpatn 1MOro
OopwuriHanbHOCTI. BaxknnBoro ckia-A0BO TakuX
AOCNIfKEeHb ABNAETbCA NpOBeAEHHS
MUCTELbKOro  aHanizy, igeHTndikauia 3
aTpubyLiero TBOPY MuCTeLTBa B LiAOMY Ta
OKPEeMMX YaCTMH, O MOXe 3HaUYHO NOMOUTH
PO3YMiHHS KyNbTYPHO-ICTOPUYHOIO KOHTEKCTY
niZ 4ac NOro CTBOPEHHS.
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MMCTeLTBO3HaBCTBa, pecTaBpalii, a TakoX
XYAOXHWUKN Ta Au3alniHepw, ki NpoBajaTb
TBOPYi  MOWYKM YacTO CTUKatOTbCA 3
Npo6a1eMOt0 pO3yMIHHSA Ta TPaKTyBaHHA 3MICTY
i CEMaHTUKM CUMBOJIIYHUX 306 pa>keHb, 3HAKI B,
repbiB, rmepkiB Ta 6HaraTbox  IHLWKX
XapakTepHuUx aTpubyTiB 06pa3oTBOPUOro
MUCTeuTBa.

Ha npwuknagi 6i6nioteyHoi
ynTanbHOI  3aiau roJ10BHOTO
HauioHanbHOro yHiBepcutety

waodwn

Kopnycy
«JIbBiBCbKa
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noniTexHika» MOXeMO O3HaMOMWUTUCb 3
BaX/IMBICTHO  PO3YMiHHA  ecTeTuku  Ta
CMMWCNOBUX BNACTUBOCTEN 06 €KTIB CTapOBUHY,
3 AOCTATHIM iX JOCNIAXKEHHAM | ZOTPUMAHHAM
BMMOT HayKOBOI OBrpyHTO-BaHOCTI NPOLECIB

nig yac npoBeAeHHSA KOMMaeKcy
pecTaBpaLiHNX 3aXOAIB CNPAMOBAHMX Ha iX
36epexeHHA. Apxe fAKiCHe NpoBeAeHHS

nornepezHix pecrtaBpaliiHUX AOCNIAXEHb €
OAHIED 3 YMOB A/A YCMIWHOINO BWUKOHAHHA
pecTtaBpaLiii B LiOMYy.

AHaniz nonepepaHix pocnigkeHb. B
6araTbox gocnigxeHHsx A. Fpeumna mictTutbca
LiHHa iHpopMaLia WOAO yKpaTHCLKOI icTOpIl
repanbavkn Ta embaematunku. [. JleBueHkoB
AOCNiAXYBaB Mpouec 3HaKOYTBOPEHHA Ta
iHTepnpeTauii 3HakiB B 06pa3oTBOpYOMY
MUCTeUTBI B CTaTTi «ECTEeTMYHNI CeMio3UC B

obpa3soTtBopyoMy  MucTeutBi».  KopucHa
iHbopmauia TakoX MICTUTbCA B Mpausx,
NPUCBAYEHNX CEeMaHTUYHMM  XapakTepam

cakpasbHOro o6pasoTBOpUYOro MUCTELTBA, AKI
okpecatoBaan H. Cronapuyk ta C. Kypraea. B
ctatti  «TBopui  ctoanyHoro  JlbBOBa»
HO. biptonbOB HAaBOAUTL LiHHI AaHiI CTOCOBHO
TBOpUYoro popobky HO. 3axapeBuua. O.XKyk
TakoX AOCNiAXY-BaB ocobucTicTb
FO. 3axapeBuua y BnacHiv npaui «Mucreyrso
An3anHy y TBopyocTi FOniaHa 3axapieBnya». B
yncneHHux nybnikauiax fA. [LWeHKo BUCBITAIOE
0COBANBOCTI MiCbKOI FepanbAVKu.

Metoto pobotTm €  BU3HAUEHHSA
MOXOAXKEHHA, CEMaHTUYHOrO 3HayeHHA |
NPUYNH MPUCYTHOCTI PO3MAHYTUX TMEPKIB Ha
ob'ekti  pectaBpauii. [Ana  AOCATHEHHA
3a3HayeHoi MeTn nepesbayeHo po3B'A3aHHA
HaCTyMHUX 3aBAaHb. ICTOPUYHWIA aHani3
06'ekTy AOCNIAXKEHHA, HAaTypHE AOCAIAKEHHA
CUMBOIKM rmepka, npoBeAeHHS
NMOPIBHANBHOIO aHanisy repanbivku Ta
PEMICHNYOI CMMBONIKW, BUCYHYTU TrinoTtesy
CTOCOBHO CEMaHTUYHOr 0 3MiCTy 'MepKa.

Pesynbtatm pocnigkeHHA Ta iIX
obroBopeHHA. B rosoBHOMy  kopnyci
HauioHanbHOro yHiBepcutety «JlbBiBCbKa
nonitexHika» po3TallOBaHa uUuWTasbHa 3ana
cTapoi 6ibnioTekn, an3anH AKOI, AK i yCbOro

KOpMnycy po3pobuB apxiTeKTop Ta MwuTeupb

HOniaH 3axapeBny. B paHiu 3ani
po3TalloByBanMcs  Ctoam  ana  pobotu
CTYAEHTIB 3 NiTepaTypoto, micue

KHUrosbepiraya i KHUXKOBI Lwadu.

Crento npukpaluac nigsicHa KOHCTPYKL,if
3 6bankaMu Ta 034061EHHAM B TEXHILI IHTapCiT,
Wo IMITYye AepeBO 3 HaHeCeHUMW MNOBepX
opHaMeHTanbHUMK pusamun. HuHi iHTep'ep
6ibnioTekn  ywkozaxeHo 6HaraTopas3oBuMMMU
pemoHTamu, npote 3 2018 poky po3noyanacs
akTMBHa pobota 3 ii 36epexeHHA Ta
PEKOHCTPYKL,iT nepBiCHOro BUTNALY.
PectaBpoBaHO pO3MMUCK CTIH Ta BCTAHOBJ/IEHO
HoBe  nokputta  nignorn.  CneuianbHo
BMIOTOBJIEHO PernJikKv OPUTIHANbHWX NiABICH WX
NKOCTP | HOBWU CTiN ANA YPOUMCTUX 3acCifaHb.

HalicknagHiworo 3ajaueto NS
pectaBpaTopiB  6yno  36epexeHHs Ta
BiATBOPEHHS nepBicHOro BUTAAAY

6i6nioTeUHMX Wwad, WO PO3TATHYAMCA B3A0BX
CTIHM YuTanbHOI 3aAn Ha 26 meTpiB. Koance
wada mMana ABa ApPYyCcH 3 cTenakamm KHUXOK,
HaXanb APYrMiA pyc BTpayeHo B KiHUi 80-x
pokiB XX CTONTTA, a OpwuriHajibHe nakoBe
nokpuTTa 6yno No-BapBapCbKM 34€PTO B POKU
PajAHCbKOro aAMiCTPyBaHHSA MOITEXHIKM.

Ha ctoBnuax nepwsn Apyroro nosepxy
wadu po3TaloBaHi KapTyLi 3 FMEPKOM, LLO
BK/IFOYAE NMEBHI CUMBOJIYHI 306paXKeHHs, AKi
A0 LUbOro He ifeHTMdikoBaHO. BOHN MatoThb
CknagHe ecteTMko-popmasibHe OGOPMAEHHA i
OYEeBMAHO HeCyTb MeBHYy IHPOPMaTUBHO-
3MICTOBHY QyHKLitO.

O.Xyk onucye TBOpUYy OCOBUCTICTb
OniaHa 3axapeBu4a, AK TAapPMOHINHO |
MaclwTabHO peanizoBaHy y 6aratbox Hanpsamax
mMucTeubkoro Xutra. HOniaH 3axapeBuny —
BMAATHUIA MUTELb, TBOPU AKOTO € ACKPaBOLO
CTOPIHKOK apxiTekTypn JIbBOBa OCTaHHbOI
yepTi XIX c1. CBOI apXiTeKTypHI CNOPYAW BiH
aKTVBHO HacM4yyBaB KOBaHWM Ta JIUTUM
MeTanoM, CKyJbMTYPHOIO NAACTUKORD, NIMHUM
OPHaMEHTOM, pO3Mncom, BiTPaXkem,
KepamiyHUMu Aetanamu, YyAOBMMM
cTonapHuMu  Bupobamu.  Tpu  ybomy
3aCTOCOBYBaB He TiIbKM KJIACUYHI ICTOPUYHI
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CTUAi, @ W CMINNBO €eKCNepuMeHTyBaB i3
HOBMMW ceueCinHUMK  dopmamu.  HOniaH
3axapeBny TBOPMB CaM Ta 3aidyyaB Jo
cnieBnpawi cBoro gpyra ckyabntopa f/leoHapaa
MapKoHi Ta Yy4Hf, SAKMA Mi3HiWe cTaB
KOMMaHbWOHOM — BAacHWKa OyaiBenbHOI
bipmn i kepamiyHOi  ¢dabpuku  |BaHa
JIeBMHCbKOro, a TakOX IHWMX BiAOMMUX
TBOpUYMX ocobucrocTeli [1, c. 216-218].

Y 1877 p. 3aBepLUMNOCb CNOPYAXEH-HA

6yaiBni JIbBIBCbKOI MONITEXHIKM — MNepLUOi
NbBIBCbKOI  peanizauii  npoekty HniaHa
3axapeBunuya, ae BIH 3anpoeKTyBaB

0dOPMAEHHA IHTEP'EPIB FOJIOBHOIO KOPMYCY.
barate gekopyBaHHS, po3NuUcK Ta NixTapi Ha
FONIOBHUX CXOAAax BpaxatoTb MUCTELbKOH
AOCKOHaNICTo. Bennky yactmHy gekopyBaHHA
po3pobnAB A06pMI TOBapuUL apXiTeKTOpa,
MUTeLb Ta ckynbnTop JleoHapa MapkoHi.

O.XKyk Takox ctBepaxkye, wo HniaH
3axapeBM4y € aBTOPOM AM3aNHEPCbKOro
BUPIWEHHA |  IHTep'epy  MOAITEXHIYHOI
6ibnioTekn, fika po3MicTUNACA Ha Apyromy
nosepci ronoBHOro Kopnycy. |i 6arate
AeKopaTMBHE 0340061EHHA | HUHI BUKIMKAE
3axonsieHHA. 3any KOAMWHbBOI 6ibnioTeku
npvKpaLlaroTe AyboBi NnaHeni, gepes’'sHa cTens
3 IMITOBaHOK OpPHaMEHTUKOK iHTapcii Ta
BesIvKa pi3bbsieHa bibnioTeyna wada B340BX
YCI€i CTIHW, BUKOHaHa y CTUAi pnamMaHACbKOro
peHecaHcy. ApXiTeKTypHI BUMOTN AWNKTyBaau
CTBOPEHHS  Hambinbworo ob6'emy  anda
PO3MilLeHHsA KHUXOK, Tomy HO. 3axapeBuy
BMPIWWB  KOHCTPYyKUitO  wadu  AocuTb
HEe3BNYHO, 3aMPOEKTYBaBLLUN i1y iBa MOBEPXM,
ane oAHMM ob’emoMm. MBUHTOBI cxoam 3 06ox
6okiB BMOHTOBaHi B wady | Beaytb Ha
aHTpecosi. Ha Ton yac ue 6yB HoBaTOPCbKMM
niaxis A0 MNPOEKTYBaHHA 6ibaioTeuHoro
obnagHaHHA. Poborta 6yna 3aBepweHa B
1883 p.[1, c. 216-218].

Ha nigTBepaXXeHHA LbOro MOXHa
HaBecTu nybaikauiro cTaTTi caMmunmMm
3axapeBnyem y BiCHUKY «ToBapwucTBa

nonitexHiyHoroy JleBogi» 3a 1880 pik (puc. 1),
Aie BKa3YyeTbCA, WO KOHCTPYKLiO BUKOHAHO 3
BigbipHOI gepeBuMHM agyba Ta npouec

CynpoOBOAKYBaBCA NEBHUMMW TPYAHOLLAMM, AKI
BMNpaBaeHi B npoueci pobotn. Takox
BKa3yeTbCA, Wo poboya nporpama Ta rpoLloBi
KOWwT He po3Bonsanm Bubpatn barate
NPUMILLEHHS, TOMY MYCUAM 3anuliatmca B
CKPOMHUX MeXax.

MigNpUEMCTBO  /IbBIBCbKMX  TeCAApiB
«bpatn Buenak» uygoso Brnopaaunca 3
AOPYYEHVM 3aBAaHHAM. BoHW B3AiM Ha cebe
BMTOTOBJIEHHA MacuBy 6ibnioTeuHoi wadm 3
AOAaBaHHAM pi3bbaeHMx TBOPIB MO AepeBy
naHa Tageywa CokynbCbkoro [2].

Fanepes agpyroro nosepxy 6ibnioteyHoi
wadwn oToueHa nepwiamu 3 24-Ma onoOpPHUMM
ctoBnuamu. Ha 22-x 3 HMX 3aKpinieHo
pi3bbaeHI 3 AepeBMHM KapTyLLi i3 306 pa>keHoto
CMMBOJIKOK HEBCTaHOBJIEHOTO 3MICTy (puC. 2).
B kapTyw BnucaHui oBasn, Ae po3TallOBaHO
embnemy, yTBOpPeHY 3 AeKi/IbKOX e/lleMeHTIB.
Tno oBany BMpi3b6eHO hakTypHO.

Ha nepwwni nornag 6yno BUCYHYTO
NPUNYLEHHA, WO KapTyw 3 embaemoro
YyTBOPHOKOTb repb, ane mnoxoaxeHHs repby
HeBigome. 3'ACyBaHHA MNOro CeMaHTUYHOro
3MICTy | MOXOAXEHHA SABASAETbCA AOCTAaTHbLO
CKNagHUM 3aBAaHHAM. BuBUYeHHAM nogibHMX
repbie i embsem 3aMmMaroTbCa Cneuianictn B
cdepi repanbankm Ta repbo3HaBCcTBa.

B apyromy Tomi «EHumknonegii ictopii
YKpaiHn» HaBeAeHO BU3HauUeHHA: «[epaibouka
(ecepbo3Hascmeo) — cneyiasabHa (CMOpPUYHA
ducyunniHa, Aka eus4yae 2eHe3uc eepbosol
mpaduyii, Aeuwa [ nodii, noe’a3aHi (3
30CB0€EHHAM Ma yHKYIOHy8aHHAM 2epbis, a
Makox cynymHti 0OKyMeHmMu, w0 Crmocyromecs
npu4uH ma obcmasuH 8UHUKHEHHS, €80yl
coylaneHol poni ma npasogozo cmamycy
eepbis. [epbosa mpaduyis cgopmysanace i
nowupusaace y €8poni 3a enoxu Xpecmosux
noxodie ma puyapcekux mypHipig 11-12 cm.,,
nid 4ac sakux 3akymi e 6poHro puyapi, abu
bymu  po3ni3HaHUMu, gdasasnucs 00
¢apbysaHHa ceoix npanopie [ wumie ma
pO3MIWEHHA HA WOo/IOMAax npukpac. 3 ylero
Memor 8UKOpUCMOBY-8AUCA PI3HOMAHIMHI
306paxxeHHs, Oedki 3 HUX 32000M Haby/au Hazsu
eepanvOudHux. HalieonosHiwior Cck1adosoro
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eepba € wum...» [3, c. 86-87]. IctopnuHo 6yau
NOWWNPEHUMN PI3BHOMAHITHI TEOMETPUYHO-
KOMMO3ULiNHI  dopmn  repbiB:  TPUKYTHI,
niBKPYrAi, oBanbHi, irypHi, pomboBuAHI Ta

YOTUPUKYTHI 3  Ha3BaMu  BIJHOCHO X
HanbinbLWOi  perioHanbHOI  MOMNYAAPHOCTI.
PomboBunagHa ¢opma wWwmTa HagaBasnacb

XiHOUYMM repbam.

lepanbgvka — ue UikaBa, ravboka i
ckiasHa €Bponencbka TpajunLis NPUCBOEHHS
POANHHMX, IMEHHMX, KOJIEKTUBHUNX
BUPOOHNUMX CUMBONIYHUX 306paxkeHb. B
LbOMY KOHTEKCTI JaHUWA CepeAHbOBIYHUM
KynbTypHUA  GEeHOMeH B MOBHIA  Mipi
npuTaMaHHWKW | Ha TepuTopii ICTOPUYHOT
YKpaiHu, Tak B «EHUMKNONegii icTopii YkpaiHu»
BKa3aHO  LWO: «..nepgiCHO  2epasbiuka
cmadosusaa cucmemy Ne8HUX 3HAHb, SAKI
ysibpaau npasuna cmeopeHHs 2epbis, ix onucy
ma B8UKOPUCMAHHA, 4 MAkox 8i0NosioHI
cnocobu 8UpI3HEHHA Ma HOpMuU 2pagiyHO20
gidmeopeHHs. Ha 8iOmiHy 8i0 3axody €sponu,
Nno3Ha4yeHoi OOMIHaGHMOK (HOUBIOYaNbHUX puC
KOXHO20 OKpemozo Hocis 2epba, eepbosa
mpaouyia Oeskux C/108'AHCbKUX HApodie —
YKpaiHyis, nosaskie, popmysandacs nepesaxHo
3a podokosekmusHUM abo mepumopiaabHUM
NPUHYUNOM, KOJIU CNOPIOHeH[ 4u CyCIOHI, a
32000M [ YUIKOM CMOPOHHI podu 2pynysanucs
doskosia 00HO20 CniIbHO20 3Haka. Bumoku
OCMAHHIX Hau4yacmiwe ebayarome y pyHax,
eocnodapyux  ksieliMax. Ynpodoex  KUlbKOX

cmopidye  2epanbOuyHi  mpaduyii  Habyau
nNowiupeHHs y pi3HuUx cgepax cepedHb08(4HO20
cycninecmea.  Okpim  podosux  2epbis,
3'aesaromecsa makox mepumopianbHi
(Oep>xasHi, 3emesbHI ma MICbK),
KopnopamugHi (pemicHU4UX yexie ma

Kyneybkux 2in160ili), KoHgeciliHi (yepkosHUX
ycmadoe Yu 06'e0HaHb, Cayxumenis Kysaemy) »

[3, c. 86-87].
Embnema repby, fka npukpalwae
6ibnioteyHy wady rosoOBHOro  Kopnycy

HauioHanbHoro yHiBepcutety «JlbBiBCbKa
noniTexHika» yTBOpeHa CMMBOJIOM, CXOXWUM Ha
akKip abo pyHy, a MOXIMBO MEBHOIO
KombiHaliero  naTMHCbkmMx  nitep.  Caig

PO3rAAHYTU TaKOX CMMBOJIYHE 306pakeHHs
T-nogibHOro xpecta Ha OCHOBI, WO 3JiBa
3arHyTa jo ropw, gae Big T-noaibHoro xpecTa B
60KV po3ropTatoTbCsi ABa 3aBUTKa — Jinis
(pnc. 3).

Cxoxi CYMBOJIN aKTMBHO
BMKOPWCTOBYBa/M MO BCi CepeAHbOBIUHIN
€sponi Ta 3okpema B YkpaiHi (Pyci) Ta MNonbLui
3 pPaHHbOro CepeaHboOBIYYA, AK OcCobucTi
CUMBOAN LWAAXTU AN NeyaToK Ta IHLWOoro.
306paxeHHa repba, WO pPO3rNfjaETLCA B
CTaTTi, BUTNA4AE HE HAATO BIAMIHHUM BIj TUX,
WO HaBefeHi B GnaMaHACbKOMY 36ipHUMKY
repbiB apyroi nonosuHu XV ct. — NepboBHMK
JNvHueHnx (Armorial Lyncenich), aknn mictute
iHpopmaLuito npo pogosi repbu Pyci (pwuc. 4)
[4, c. 18].

LLinaxeTcbka repanbAmka MOB'A3YETbCA
TakoX 3 MaHIBHOK MOHOMOJIEHD 3HATi Ha

BONOAIHHA repbamun. Y paBHin [Nonbuyi
MilLaHCbKMA  repb  Ha3MBaanm TpOxu 3
noropaoro «repbukom» (rmepk), i OKkpim

He3HaYHWX BMWMaAKiB, He MpPaKTUKyBanoCs
HajaHHA MilaHunHy repba 6e3 WwWaaxeTcrBa, Wo
AOCUTb YacTo BigbyBanoca B HimeuunHi uepes
Tak 3BaHi repbosi cnucku. barato MiwaHcbknx
poavH (abo ciMen) HacCnigyrouu LUASAXTY,
npurimanv repbm 6e3 odiLinHOro NPUCBOEHHS
(pnc.5).

YacTo Tak 3BaHi «I'MepKkn» (pemMiCHMYO-
Kyneubki  3Haky) nNigfaroTbCA  npouecy
repanbgmsadii, TO6TO pO3MIlEHHIO X Y
repboBomy WwmTi, ane 6€3 paHroBoi KOPOHM Ta
wonomy [5,¢. 9], ak i repb 3 6ibnioteuHoi
wadun ronoBHoro kopnycy HauioHanbHoro
yHiBepcuTeTy «JIbBiBCbKa MoOJiTEXHika». [e
CMMBOJI, BNINCAHWN B OBaJl PO3TallOBYETbCA Ha
WNTi y BUTAAI KapTyLua, ane 6e3 KOpoHMU.

3a pe3yabTaTamu Bi3ya/JlbHOrO
JOCNIIXKEHHA CUMMBOJIIB 3'ICOBaHO BENNKY
CXOXiCTb repba 6ibnioteyHoi Wadum ronoBHOro
kopnycy  HauioHanbHOro  yHiBepcuteTy
«JIbBiBCbKa MoOJiTEXHIKa», 3 aHaJIOTIYHUMU
CMMBOJIAMUN CXIZHOEBPOMENCHKOI LAAXTU Ta
MICLEBOrO PEMICHNYO-KYyMeLbKOro BXMUTKY.
Taki 3Haku (CMMBOJIM) Ha3MBatOTb — F'MEPKMU.
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Puc. 1. KpecneHHs 3axapeBunya. Hanuc Ha kpecneHHi: «LLlada Puc. 2. KapTtyw 3 embnemoro B
6ibnioTeuHa, WKOAN NOAITEXHIYHOT Y JIbBOBI, Npe3eHTyBaB npodod. HO. LEHTPI, 3 cTOBNUA 6antoctpaam
3axapeBuY, BUKOHann 6patv Buenak y JIbBoBi». (306pa>keHHA 3 6i6i0TeYHOT Wadun roNoBHOTO
BiCHWMKY «ToBapucTBa noJitexHiyHoro y JlbBoBi» 3a 1880 p.) kopnycy HY/M. (®doTo aBTOpPA).

15,

Puc. 3. EM6iema Ha kapTywi Ta ii 36inbweHe  Puc. 4. l'ep6m Pycbkoi Ta MoAbCbKOT WAAXTY, KapTKK 3
306paxkeHHs OKpeMo Big T/1a. lep6oBHMKa JInHueHux (Armorial Lyncenich) XV cT.

PIPAN Jan, aptekarz. (Pieczgtka: na
tarczy renesansowej krzy:z podwojny na
podstawie, zakonczonej po obu stronach
stupkami).

27|VII 1600, w Krakowie, zeznaje, #e

Puc. 5. MNeuatka AHa lMinaHa, 3 repboBHUKKY BikTtopa Bittura.

A b, K. S ks p 63 f. 2
WASZYTOWICZ Krzysztof, ormia-
nin ze Lwowa. (Pieczatka: na tarczy re-
nesansowe]j krzyz u dolu zakonczony pié
rem, i przekrzyZowany krzyzem uko-
$nym).
Puc. 6. MNMeuaTtka Kpuwrtoda Bawmtosunua, 3 rep60BHUKY BikTopa Bittura.

ALBRYCHT, pisarz miejski Iwowski. Go-
dlo: linia pionowa u dolu rozdarta i wygitgta,:k
u gory przekrzyZowana dzida ostrzem w prawo. Na
rekognicyi z r. 1546, (Mal. tabl. III. Nr 15).

Puc. 7. I'vepk nbBiBcbkoro nucaps Anb6pwxta, 3 repbosHmKy Biktopa Bittura.
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Omxe, MOXeEMO NpUNycTuTy, Wo 306paxeHa
CMMBOJIIKA Lie i € CBOEPIAHWNI «Mi3HIN» rMepK
Apyroi nonosuHm XIX cT.

Imepk (non. gmerk; 3 Him. gemerk) —
ocobuctnin  abo  CiIMEMHMA  3HAK, WO
PO3MillyBaBCA Ha NeyvaTkax, y>XUTKOBUX peyax,
BMpobax i cnopysax HanyacTile fK CMMBOA
aBTOpa CNpaBW, MEPBUHHO AK TOHYAPHWIA Y
KaMeHSAPCbKMA 3HaK. MOXOAXEHHA cCaMoro
TEPMIHY FMepK, AK | Te, WO BiH O3HaA4ae,
MOHATTA MaJIOBIAOME HaBITb CEPEL ICTOPUKIB.
dakTMyHO - rmMepknm €  0cobMCTMMM
pO3ni3HaBa/lbHMMW 3HaKaMM OKpPeMmx ocib Ta
poanH. CyyacHi AOCNIAHWKN NPOABAAOTb
HEBENVKUI IHTEPEC A0 LLi€l TeMW, TOX 3 Ornsagy
Ha Ue HWHI icHye O6inblue nuTaHb HiX
BiANOBiAeN.

FMepKM MOMILWAOTh Ha KaM'AHULAX Yu
AOMALLHIX OCHALLLEeHHSAX, AK 3HaK BAaCHWKA, a
TaKOX Ha pemicHMUuMx BuTBOpax y dopmi
3HaKy, aje, UM KOXH 3HaK MOXHa
OTOTO>XHIOBaTK 3 'MEPKOM — Lig, AK i CTOCOBHO
neyaTok, NuTaHHsA anckycivHe [5, ¢. 9-10]. Tak,
B repboBHuKy Biktopa Bittura «Znaki
pieczetne (GMERKI) mieszczan w Polsce w XVI i
zaraniu  XVIl  wieku» HaBegeHO Benuky
KiNbKICTb 3pa3KiB MeyaToK 3 AOKYMEHTIB MICTAH
XVI-XVII c1. Hanpuknag, antekap [MinaH fH
MaB MeyaTky 3 306paKeHHAM peHecaHCHOro

WMTa, MOABIMHOrO Xpecta Ha OCHOBI,
WO 3arHymin Ha b6okax nig npaMum
KyToMm (puc.5) [6, c. 87].

BipmeHuH 3i JlbBOBa BawwuTtoBuy

Kpuwtod MaB neyatky 3 306 paxkeHNM Ha LTI
XPecToM, O 3407y 3aKiHUYETbCA PYYKOHO |
nocepeanHi X-nogibHMm xpectom (puc. 6)
[6, c. 126].

JlbBiBCbKMY nncap AnbbpuxT
KOPWCTYBaBCA 'MePKOM y BUTAAI T-nogibHoro
XpecTa pO3/BOEHOrO 3 3aKpy4YeHHsAM 3401y Ta
nepexpellieHoro crpinoto (puc. 7) [6, c. 141].
O. OaHOpPOXEHKO B npaui «PopoBa
repanbgunka Pycbkoro koposiecrea Ta Pycbkux
3emenb KopoHwu [lonbebkoi XIV — XVI cr.»
HaBOAUTb BeANKY KiJbKiCTb POJOBUX 3HaKIiB
yKpaiHCbkux  MictaH  XVlcT, pge 4acto
3yCTpivaeTbCA 306pakeHHs CTUI30BaHOro

AkopAa abo po3LenneHoro 340y XxpecTa cepes,
'MepKiB BIPMEHCbKOro HaceneHHs JlboBa.

barato  rmepkiB  Maau  WMpoke
BMKOPUWCTAHHSA B Pi3HWX BapiaLifix i Ha BeNUKin
TepuTopii. [Mepkn  3arajoM  aKTMBHO

BMKOPWUCTOBYBa/NNCb, K B  LUAAXETCbKI
repanbamui, Tak i B 0COHNCTOMY BXXUTKY MiCTAH
I pemicHukiB. Baunmo cepes HWX BeAUKY
YaCTUHY JNIIHIMHO BWKOHaHWX 306paxeHb 3
npsMMMUM  Ta JlaMaHMMU  pUCKamMu, LWO
nepeTMHaKUNCb  YTBOPHOOTb  CTUAI3OBaHI
XpecTu, cTpinn, YoBHWM Ta HaraTo iHWOro M
HaragyrTb faBHI repMaHCbKi Ta CNOB'SHCbHKI
PYHiUHi cumBoan. [lpuknagomMm  NiHIKHAUX
CMMBONIB MPUCYTHIX B apxiTekTypi JIbBOBa €
pPOAOBI 3HaKu Ta repbwu, Taki sk repb MNunsea
Puc. 8 (a, 6) Ta Jlnuc Puc. 8 (B).

MoToubKi — OAWMH i3 HAWMOTYTHILUMX i
HaWMNOTY>XXHILUMX MarHaTCbkux poaiBy Mo b i
M YKpaiHi, AKNMA CTYNMB Ha NONITUYHY apeHy 3
kiHua XIV cT. | iXx posoBum 3Hakom 6yna
Munsasa. MNoAiTUYHOI MOrYTHOCTI LA poauHa
Habyna B cepeauHi XVI cT, KoM 4yeTBepo
6patie — Ako6, AH, CredaH i AHgpin Byan
HabAVXeHI A0  KOPOANIBCbKOrO  ABOPY
[5, c. 153].

Anbdpea MNoToubknin 3aMoBMB NOBYAOBY
pe3naeHuii, HUHI Manay MNMotoubkmx y JIbBOBI
Ha Byn. KonepHuka 15, napusbKomy
apxitektopy Jlyi 4'OBepHO, fiky 6yn0 3BeeHO
B 1889 pou,i. Ha uiv 6yaiBni, BUKOHaHINy CTUAI
dpaHLy3bKOro Kaacuumsmy, € HUMano AinHUHN
3 repbom TlMunABa, Ae B OBaJbHMX LMTax
PO3MilLEHNN ABO- 3 MOJOBUHOK PaMEHHUN
xpecT. Hag wwtoM 306paxeHa KopoHa
npuKpaLlleHa nip'am.

Canirn — wWnAXeTHUM pij, WO BiB CBOE
NOXOAXEHHS BiZl IMTOBCbKOro KHA3a leAnMIHa,
X pofoBUM 3HakoMm 6yB JIUC, MOrO MOXHa
cnoctepiratm Ha 6apenbedax nanauy Canir y
NbBoBI (Byn. KonepHuka, 40a) 3BegeHOro Ha
3amoBsieHHs fleoHa fltoposika Canirv B 1867
poui. ICHye BennuyesHa KiNbKiCTb Bapiauin
repby Jlnc (puc. 9). Y uepBoHOMy noAi wuta
nomiwieHa cpibHa ctpina 3 agsoma 6invmum
nonepeykamu i BICTpAM, CNPAMOBaHNM Bropy.
Lle 306paxeHHA Ma€ BUrAag xpecra
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3aKiHYEeHOro Bropi BIiCTpAM  CTpian 3
NoABINHUMU pameHamn. KneMHoa — 3 KOPOHU
Ha LWO/JIOMI BWHWKAE MCMLUA i3 3a4epTUM
XBOCTOM. TakuM € knacuuHmin rep6 Jinc.

lep6 JlIuc Hambinbw MOWMPEHUA Y
KpakiBcbkin 3emni, B Ma3ogii, Cinesii, a nicns
yHii 1 B JluTi. FTepbom Jlnc nocayrosyBanoca
noHag 270 pogis, cepes Hux BaHbkoBMUI
(Wankowicz), Bucoubki (Wysocki), /lykaweBuui
(Lukaszewicz), Miukesuui (Mickiewicz), Caniru
(Sapieha), Ceipcbki (Swirski) [5, c. 159].

dakTMUYHO, ICHYE Beanka KiNbKICTb
cxoxmx repbiB, ImMepkiB i iX OKpemux
e/leMeHTiB, ase 3a3BMyail BOHW HecyTb

IHAVBIAYyaNbHUIWA AN POAY, PEMICHMKA, Kynus
YW  MICTAHMHA 3MICT | IX MOpPIBHA/NbHE
AOCNIIKEHHA B HaAlOMy BMMAAKy € Mano
iIHPpOpMaTUBHMM. Towmy, 3'AcyBaHHA
NPaBWAbHOIO  TpakTyBaHHA  CeMIiOTUYHOI
6ynoBn rMepkiB Ta repbiB Ha iX OCHOBI €
3aBAaHHAM HaA3BMYalNHO BaXKKNM, @ MoAeKyan
HemoXMBMM. OCKINbKA  ICHYHOTb  3pasku
abCoNOTHO NOTIYHOT | OUEBUAHOT CEMIOTUKN,
[O  AKOI, Hanpuknag, BKIOYEHO iHiuianu
BNacHMKka rmepka 1575 poky nwucapsa 3
Bpounasa — Pbocnepa boHaBeHTypun (puc. 10
a). BogHouac mMaemMo bBinbLicTb r'MepkiB, fKi
HecyTb 3MiCT, WO BiAOMUI aMLle iX aBTOpaMm.
Hanpuknag rmepk NbBIBCbKOTO MiCTAHMHA
C3nmoHoBum4a 1576 poky (puc. 10 6).

lpeHTMdIKyrouM  CeMaHTUUYHUA  3MICT
rMepka 3 Wadu, CTUKAEMOCb 3 HEODOXIAHICTIO
BCTAaHOBJIEHHA  BCiX ocobuctocteur, WO
npaLroBanmn Hag Moro CTBOPEHHAM. TOMY WO,
K 6yn0 3'ACOBaHO rMepK — Lie CMMBOJI, AKUN
MiLHO MOB'f3aHU 3 ocobucTticTro abo
OCIBHMMM KONleKTUBaMMW. Po3rnsHyta
6ibnioteuyHa wada 3 roNOBHOTO Kopnycy
HauioHanbHoro yHiBepcutety «JlbBiBCbKa
nosiTexHika» 6yna 3akiHuyeHa B 1883 pou,i, npo
Wo cBig4aTb Hanucu Ha camin wadi. Jo ii
CTBOpPeHHs bynan 6e3nocepesHbo 3anyyeHi
Tapeyw Cokynbcbkui, JleoHapa MapkoHi, cam
FOniaH 3axapeBuny Ta MigNpMEMCTBO «bpaTtn
Buenak».

Tadeyw Cokynbcebkuli (Hapoduscs 0o
1846 — nicna 1916 p.) — BUKOHYBaB eleMeHTH
pi3bbneHHs, B TOMY uuncCai | AaHi KapTyuwi
PO3MilLleHi Ha OMOPHUX CTOBMUAX Mepun
ranepei wadun. 3 1876 poky BiH MaB ABi
MaWCTepHi Ha HUWHIWHIX Byauui JlnceHka y
JlbBOBI Ta HWHIWHIW Byanui JInctonagoBoro
UYMHY. Pi3bbn1eHHA BiH BUKOHaB 38 MOAENAMMY,
ctBopeHumMn  JleoHapgom  MapkoHi [6].
ManoBiporigH1UM € NpAMUIA 3B'A30K I'MepKa 3
ocoboto naHa CoKybCbKOTO.

JleoHapd MapkoHi (1835-1899 p.p.) -
CKyNbMNTOP iTaNiCbKOrO MOXOAXEHHSA, BUKOHaB
MOJeni MackapoHiB W pewTn pi3bbaeHux B
AepeBi eneMeHTIB ynopsagxeHHs wadwm [8]. BiH
TaKOX ABAAETbCA aBTOPOM  BeAMYE3HOI
KiNbKOCTI CKyNbNTYpP, 03406/1€HHA KaM'AHN b |
iHWunx O6yaiBenb Micta JlbBOBa, ane npo
HaABHICTb B HbOrO BNACHOTO repby um rmepky
BigomocTter He Maemo. Kpim Toro, JleoHapa
MapkoHi 6yB B ApYy>HiX CTOCyHKax 3 FOniaHoOM
3axapeBnyem i € dakTMYHMM CMNiBaBTOPOM
6ibnioTeyHoi wadwm.

OniaH 3axapesuy (1837-1898 p.p.) -
6e3nocepesHin pO3pPO6HMK NPOEKTY
6ibnioTeyHoi wadu. BiH mMaB WAAXETCbKUN
Tyn Jlnuapa 3 JleBurpagy (Ritter von
Lwigrod), ogepxxaHunin Hum B 1877 poui Bia
imnepaTopa ®paHua Mocnda | 3a eHepriiiHy
npato apxitektopa [9, c. 160]. Llen repb mae
Mano CMiJIbHOTO 3 TUM CKPOMHMM KapTyllem
rmepka 3 6ibnioteyHoi wadwm (puc. 11).

«bpamu Buenak» — Bennke Tecnapcbke
NiANPUEMCTBO B Apyrii nosnoBuHi XIX -
nouatky XX c1. 3 dpabpukoto B PacHomy Ta
MalcTepHero Ha Byauui Jinuakiscokiii [10]. Ix
NiANPUEMCTBO  BWKOHyBano  BMpobU 3
AEPEeBMHM Nig 4ac 3BeAEHHS BeNMYe3HOl
KINbKOCTI NbBIBCbKMX OyaiBenb. Haxanb He
Ma€EMO BiJOMOCTEN MPO BUKOPUCTAHHA HUMMU
rMepkiB, repbiB UM K€M NMpu BUrOTOB/IEHHI
CTONAPHUX BMPOHIB. TakoX ManorMoBipHa
MO>XJINBICTb 0340671€HHA  CUMBOJIKOKO
nigpaaHoOro nignpuemcTaa 6ibaioteuHoi wadwm
MonitexHiyHOi wkoan y JIbBOBI MNpPOEKTY
3axapeBuua.
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Lis Jerlicz m'Bot:‘hilllzn Makorowicz Samsom

Waslecowles  wicz

Reswe

Cyrus  Kosmowski Prmz;ze ‘Woronowicz Keszlor
5

Modekssa

Puc. 8. bapenbedu repbis MNMunsaea Ha MNanaui MNoToubkuy, /1bBiB — a), 6); Puc. 9. PisHoBuan repba

bapenbed repby Jinc Ha nanaui Canir, flbBiB — B). Jlnc 3 Tabanui repbis
X>xkoHcbkoro, 1909 p. [7]

ROSLER Bonawentura, pisarz miejski wro- ER
clawski, umarl w r. 1575. Godlo: monogram z li-
ter B i R. (Mal. tabl. I. Nr 36).

a)

SZYMONOWICZ, mieszcz. lwowski. Godlo: Z:l‘
motywy kreskowe, nie dajgce okreslenia. Na re-
kognicyi z r. 15676. (Mal. tabl. IV. Nr. 68).

6)

Puc. 10. a) I'mepk Pbocnepa boHaBeHTypu, 3 rep6oBHUKY BikTopa Bittura;
6) 'vepk C3vMoHOBKYa, 3 rep6oBHMKY BikTopa Bittura.

Puc. 11. Tep6 Jlnuapsa 3 /ibBurpagy FOniaHa OkTaBiaHa 3axapeBuya. (306paxkeHHs 3 canTy kievao.com.ua
180 pokiB 3 aHA HapoaXeHHA apxiTekTopa FOniaHa 3axapeBuya (1837-1898)).

a) 6)
Puc. 12. BisyanbHe No3HauYeHHA BKAKOUEHMX B F'MepK MepLunx nitep iMmeH aBtopis: a) KoniaH (Julian),
6) NNeoHapy (Leonard).
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O3HanoOMMBLWNCL 3 BIAOMOCTAMWU MpPO
0COBUNCTOCTi aBTOPIB, BMHMKA€E 3aKOHOMIpHa
rinoTesa, WO rmMepk 3 KapTywis wadun moxe
MiCTUTWN CTUNI30BaHi CUMBOIM UM KOMbBiHaLit0
NAaTUHCBbKUX NiTep (MOHOrpamMy?), MOXAMBO 3
NaTUHCBLKOTO BMpasy, noB'A3aHoOro
6e3nocepeaHbO 3 HaBYaHHAM abo HayKOBOHO
AIANBHICTIO, WO  CTBEPAXKYBATU  BaXKO.
HalhuikaBiwow € Bepcif, fKYy BWUCYHYB
3aBigyBay kKadeapu apxiTekTypu Ta
pecTtaBpauiinpod., 4. apx. M. beB3s, 3rigHO aKkoi
MacKapoHW, WO MpUKpawarTb KOHCOI
6i6ioTeyHOl Wadu ABAAOTLCA CTUNI30BAHNMU
noptpetamn  MapkoHi Ta 3axapeBuuya.
MiaTBEPAXKEHb AAHIN TiNOTe3i HE MAEMO, ane
AKWO PO3BMHYTM i gani, MapkoHi mMmir
BKJIFOUYNTW B 'MEPK NepLi iTepu iMeH aBTOpIB
wadn — Hnian (Julian) T1a BignoBigHO
JleoHapa (Leonard) (puc. 12). BoHn oToueHi
CTUNI30BaHMM CYBOEM (KPECNAPCbKUM?) AKNIA
pO3KpuBaeTbCcA abo BoAKOTaMM  KamiTeni
KONOHW, i MepLue i Apyre nacye apxiTekTopam.

BrkatoumBLUM nepLui IiTepy BAACHMX iIM€eH
A0 cninbHOI MoHorpamu KOniaH 3axapeBuy |
JleoHapa MapkoHi, MOranM TakMM UYMHOM
3a/MWNTK CMIAbHUK «NIANUC» 33 AaBHbOK
LLEXOBOH TPaAMLIIEHD MaNCTPIB, @ CTUI30BaHI
BOJIIOTU abo Kpecnapcbkuni cyBin
CUMBOAI3YOTb X  MPUHANEXHICTb Ao
apxiTektypHoro pemecna. bepyun o yeary,
KA MPUTONOMLWAMBUIA TBIp M BAanocs
CTBOPWTH, AaHa rinoTes3a BUrNAZa€e OCTaTHLO
MMOBIpHOIO. AxKe aHanoriB 6ibaioTEUHMX Wad
Takoro Macwraby Ta AKOCTi BWMKOHaHHA B
MULWHIA  CTUAICTMLI iCTOPU3MY Ha TepeHax
Cy4acHOI YKpaiH1 M1 HaBpSAA Yn 3HaNAEeMO.

BucHoBku. [MpoaHanizyBaBLWN iCTOPItO
CcTBOpeHHSA H6ibnioTeuHOl Wwadn 3 ronoBHOro

Nitepartypa:

1. Xyk O. K. MucteuTtso aAu3ailHy y TBOPYOCTI
FOniaHa 3axapieBnuya. AHTO/IOrIA apXiTEKTYPHUX
Wwkin.  BicHuk  HayioHaneHozo  yHigepcumemy
«/lbgigcbka nosaimexrika». 2008. N2 632. C. 216-
218. URL:  https://vlp.com.ua/node/1000 (aaTa
3BepHeHHA: 12.12.2023).

kopnycy  HauioHanbHOro  yHiBepcuteTy
«JIbBiBCbKa MOJIITEXHIKA», BCTAHOB/IEHO, WO 1T
AV3aiH po3pobuan NbBIBCbKMIW apXiTEKTOP
FOniaH 3axapeBwu Ta ckynbntop JleoHaps
MapkoHi i B 1883 p. 3aBepweHo i
BMIOTOBJIEHHA CMNamu nignpuemctea «bpaTis
Buenak» Ta CKynbnTOpa Tageywa
CokynbCbKoOro. MposiBLN Bi3yanbHe
BOCAIAKEHHA 'MepKa, WO MPUKPaLIaE OMOPHI
CTOBMLi ranepei 6ibaioTeyHoi wadw, BUAineHo
MOro  KIKOYOBI  KOMMO3WUUIVHI - dopmu i
CKNaZlOBi eNeMeHTW, a CaMe: KapTyLl, OBaJibHe
10, embnema. [na noganblloro 3'acyBaHHSA
NOXOAXKEHHA Ta CEMAaHTUYHOrO 3MICTY 'Mepka
BUAiIEHO MOoro embaemy Kk HanbinbLl BUpPasHy
ocob6amBiCTb. BMkOHaBLIM aHani3 OCHOBHUX
0Cc061MBOCTEN BUKOPUCTAHHSA Taknx embem B
repanbauui LWNAXETHUX POAIB, PEMICHUKIB,
KynuiB Ta MICTAH X CMiAbHUX puUc Ta
CEMIOTUYHOIO HaBaHTaXEHH$, 3'ACOBaHO, WO
embnema 3 repba wadw ye rmepk. bepyun go
yBarn  iCHyBaHHf  MNPUNYLEHHA  Npo
YBIKOBIYEHHA BWAATHMX MMUTLIB | aBTOpIB
H6araTbox WeAeBpiB apxiTekKTypn MictaJlbBOBa
—HOniaHa 3axapeBuua Ta JleoHapga MapKoHI,
WAAXOM  BMpIi3bbneHHA iX nopTpeTiB B
CTUNI30BaHMX MackapoHax 6ibaioteuHoi Wwadw,
PO3BMHYTO MPUNYLLEHHA B rinoTesy, a came,
BMC/OBNIEHO AYMKY NMPO MOX/IMBE CKNajeHHS
nepwux nitep iMeH aBTopiB b6ibnioTeyHoi
wadw (Julian - Leonard) J Ta L, i yTBOpeHH#A
TaknMM YMHOM I'MepKa-MOHOrpaMu. 3BaXkaroumn
Ha TicCHy npodeciiHy cniBnpauto aBTOpPIB
NPOEKTY Ta ix 6araTopiyuHy apy>xby, Taka Bepcis
He MOXe ITHOPYBATUCA, @ LLiIIKOM MaE MicLe Ha
ICHYBaHHS.

2. Dzwignia organ towarzystwa
politechnicznego we Lwowie. Lwéw, 20 Marca.
1880.

3. EHuwmknonegia ictopii YkpaiHu, Tom 2/
peakon.: B. A. Cmonin (ronosa) Ta iH. HAH Ykpainu.
[HcnTyT icTopii YkpaiHn. Kwuis: HaykoBa paymka,
2004. 688 c.
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4. OpHopoxeHko O. A. PopoBa repanbanka
Pycbkoro koponisctBa Ta Pycbkunx 3emens KopoHu
Monbcbkoi XIV - XVI c1. Xapkie: XapkiBcbke
obnacHe 06'egHaHHA BceykpaiHcbkoro ToBapucTaa
«Mpocsita» iM.T.I'. LUeBueHka, 2009. 312 c.

5. Manbcbka M. T, TypuctmuHe nbBOBO3HaB-
ctBo. YactmHa |. MiwaHcbKi rmepkun Ta LWAAXeTChKIi
repbu B apxitekTypi Micta JlbBOBa HaBYajbHWWA
nocibHuk. JlbBiB: «LleHTp yuboBOi niTepatypu»,
2017. 260 c.

6. Wittyg W. Znaki pieczetne (Gmerki)
mieszczan w Polsce w XVI i zaraniu XVII wieku.
Krakow: druk W.L. Anczyca i Spotks, 1907. 176 s.

7. Chrzanski S.K.T.A.,, Ostrowski J. (wyd.) Tablice
odmian herbowych Chrzanskiego. Warszawa: J.
Ostrowski, 1909.

8. Biriulow J. Rzezba Iwowska od potowy XVIII
wieku do 1939 roku: Od zapowiedzi klasycyzmu do
awangardy. Warszawa: Neriton, 2007. 388 s.

9. Biptonbos K. O. 3axapeBunui. TBopui
ctonnyHoro JlbBoBa. JflbsiB: LieHTp €Bponu, 2010.
336 c.

10. DZzwignia organ towarzystwa
politechnicznego we Lwowie. Lwow, 20 Grudnia.
1879.
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CHORNYI M.
Lviv Polytechnic National University, Lviv, Ukraine

SEMANTIC ANALYSIS OF A MARK FROM A CONSERVATED LIBRARY CABINET
OF THE SECOND HALF OF THE XIX CENTURY
OF LVIV POLYTECHNIC NATIONAL UNIVERSITY

The purpose of the article is to determine the origin, semantic meaning, and reasons for the presence
of specific community symbols on the example of an object undergoing a series of conservation measures.

Methodology. In order to achieve this goal, the method of visual, historiographical, stylistic analysis,
as well as the methods of generalization, interpretation, abstraction and description of the studied gem from
the library cabinet of the main building of the Lviv Polytechnic National University as part of a preliminary
conservation study were used.

Results. Having studied the coat of arms decorating the supporting columns of the gallery of the
library cabinet, we have identified its main compositional forms and constituent elements, namely: cartouche,
oval background, and its emblem as the most expressive feature. After analyzing the main features of the use
of such emblems in the heraldry of noble families, craftsmen, merchants and bourgeois, their common
characteristics and semiotic load, it was found that the emblem from the coat of arms of the cabinet is a
merchant's mark.

Having established the authorship and history of the Library Cabinet from the main building of the
Lviv Polytechnic National University, the author hypothesizes that the mark-monogram was formed from the
initial letters of the names of Julian Zachariewicz and the sculptor Leonard Marconi, respectively: J - Julian
and L - Leonard.

The scientific novelty of the article is to establish the hitherto unknown content of the decorative
decoration in the wooden sculpture of the library cabinet of the second half of the nineteenth century of the
main building of the Lviv Polytechnic National University.

The practical significance is to expand the understanding of the semantic features and the historical
and cultural context that exists during the creation of works of decorative and applied arts and crafts, as well
as to establish the fact of a close relationship between the authors and their creations on the example of the
Lviv architectural and artistic center in the second half of the nineteenth century. The results of the study can
be used in the field of art history, design, as well as in the development of conservation programs and
research.

Keywords: merchant's mark, author's design, semantic analysis, Julian Zachariewicz, Leonard
Marconi, conservation research.
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«M'AATOKO-PYTOIO BIAJIA HIYKA B BIKHO» PERA
NMICHA «HIYKO LIIKABAA» Y BUKOHAHHI Jonuary 14, 2224
NMOYECHOIO AOKTOPA KUIBCbKOIO

HAL,IOHA/IbHOTO YHIBEPCUTETY TEXHOJIOTI 7

Celebrating

TA AN3ANHY MUXAWNJIA BPYHCbKOIO » 40 years

diplomatic

OCBITUNA Y AYBAI COHLEEM YKPAIHY

Tpiymcp

Bnepwe y ueHTpi KynAbTypHWMX nogin apabcbkoro
CBITY, Ha TONOBHIV cLeHi 6an3bkoro cxogy —B lybancbkin

ornepi npo3By4yana ykpaiHcbka nicHA. Cneply 3an Big g / SR
HecrnogiBaHHA 3aBMep, OroBTYHUWCb BiJ MpPeKpacHoOro SPECIAL GUEST
NOTPACIHHA, a NOTIM BUOYXHYB LianeHMu oBauiamu. | ue MICHAEL BRUNSKY

NP TOMY, LLO HIXTO 3 MPUCYTHIX He 3HaB YKPaTHCbKOI MOBMW.
Ta 6ap'epy He BUHMKNO. [nagavi cepueM Biguyam Kpacy Halwoi conoB'iHoI. 3pobunB Le TaiHCTBO
HaWPIAKICHILWMM Yy CBIiTi YONOBIYMM TONOCOM (KOHTPaTEHOpP-a/ibTiHO) 3aCny>KeHWUW apTUCT
Ykpainu, NouvecHnn goktop KHYTA Muxanno bpyHcbkui.

AivictBo BiabyBanochb 3 Haroan 40-pivys AMNAOMATUUYHUX BiJHOCKMH MixX O6'egHaHMMK
Apabcbknmn Emipatamu 1a Pecniybanikoto Kutan. 3BiCHO, Ha KOHLLEPT 3anNpoCuan Ha W Bi 4O Mi LU X
apTUCTIB. 3 YCiX YyAOBWUX BUCTYMiB, UM He Haubinblle BpaXKeHHs CnpaBuB ykpaiHeub. Lle
ctBepaxyBana HavBigomiwa B OAE razeta «Khaleej Times». 3-nomix 28 HOMepiB, NpeacTaBaeHnX
y 3-rOAMHHOMY LLOY, BOHa 3rajana nunie Aekinbka iMmeH, B TOMy umncni Muxanna bpyHcbkoro,
OMMCaBLIN NOTrO BUCTYM AK «MOAOPOX Y 4aci, Wo BUKINKaNa 61aroCc/IOBEHHA Ta MOYyTTA
BASAYHOCTI».

Be3snepeuHo, ue Tpiymd. BiH He aunwe nigHic imigx ykpaiHus B OAE, se 3HatoTb 110Oro Ak
conicta [lybancbkoionepui aBTopa nepwoiy cBiTi Enektpo-Pok-Onepn «Opden Ta EBpigikax.
lomy Baanocs Te, L0 MOBOIO AWNAOMAaTIB 3ByUUTb Tak: «CNPaBUTY NepLUe BPaXeHHA A4pYyroro
waHcy He byae». A B OAE npo Hac mane HiYoro He 3HatoTb. TO X iHPOpMaLLif CUIOKD MiCHI
pO3MoBiNa NPUCYTHIM NPO YKpaiHy BinbLue, Hix 6yab-AK1A A0BIAHMK. «HiUKO LjikaBas» He nnwe
BMK/IMKaa eMOLIHWIA NOPVB CXBAJIeHH S, afe 1 3aLjikaBuia rocteil KpaiHoto, aika nogapysana im
pagaictb. MancTepHe aBTOPCbKE XYAOXKHE NEePEOCMUCTIEHHS TBOPY, BUTOHYEHICTb Ta BULUYKaHICTb
CTUIFO BUKOHAHHSA, PO3BUTOK roJ10Cy, PO3KpUTa CTPYKTypa NicHi 3abe3neunm TBopy MncTeuTBa
HEMOBTOPHeE 3ByYaHHs, a CNiBaKoBi ycrix. «HiuKko LikaBas» AKa «KBiTaMW Bifina, 30pAMMU cisna»
OCBiTWM/1a AOPOTY A0 B3aEMONMI3HAHHA HAPOAIB | B3aEMOMiI3HAHHA HAPOAIB Yepe3 My3uKky). Knutanui
He XOTiNIM OroNoLIYBaTH, LLO Lie YKpaiHCbKa NicHs, ane ykpaiHui Ix BMosuau.

CniBatoun, Muxanno bpyHCbkunin Npoknajae He MiCAYHY, a peanbHy CTeXKY A0 cepeLib
NtoAen ganekoi KpaiHu. BpaxkeHHa Npo ykpaiHCbke MUCTELITBO CpaBmB ikHakpatle. A Te, Wwo
NpoObyaXyrTb 30pi HIYHOro Heba 3 Noro MicHI, 6YANTb HECMOKIN Mi3HAHHS.

Y mepexi ®encbyk, us nicHA BXxe Mae€ 6inblwe 1 MAH. nepernagis. | BXXe 4OTUPU TUXKHI
nocninb € NiJepOM MO MOLIMPEHHIO cepes MY3MUYHUX TBOPIB Yy Ui Mepexi. BaauHun 3a
NiATPUMKY KOpPWCTyBadiB Mepexi Muxanno BpyHCbKnin NoginvBCA BTIXOK i pasicTio apTUCTa,
KO/ «MYy3MKa TOPKA€ETbCA AyLUi | 3irpiBae cepue cnyxauiB»: «CbOrogHi MeHe oxoritoe ocobnmea
PagiCTb, WO MW 3 BAMW Ha OAHIN HOTI».
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My3uka € HaVKpawmm MNPOBIAHWMKOM A0 GaHTaCTMUYHOrO CBITY FapPMOHIi Ta CMOKOHO,
HaMBULUMX AYXOBHUX MepexuBaHb Ta Mi3HaHHA. My3uka € HaWMOTYXHILWM BMPa3HUKOM
HECTPUMHO AMHaMIYHOI CyTHOCTI HaLoi AyLwi. 3aCTUratoum y 3ByKax Ta B MOETUYHUX TeKCTax,
6yay4n MepBUMHHOM, MEPLUIOOCHOBO, BOHA € HaWbiNbl BPa3AMBOK M BCEMPOHUKINBO.
My3uka QikCye iCTOPUYHI 31aMK, CMIOHYKAE A0 3MiH, afanTye NFOANHY A0 CMPUMHATTA paHille He
3HAHOTO, IHLWOro, A0 Mi3HaHHSA HEBIAOMOrO.

TOX XOUeTbCA BIPUTH, O apTUCT JOCAT FTOJIOBHOTO: CyXaui LWWyKaTUMYTb CBi 1 WAAX, AK TiT
30pi janekoi YKpaiHu, Npo fKi MWAOCA B MiCHI, gictaTn. bo > 30pi 1 CBiTATL Ana Toro, abwu
npuTAryBaTW A0 cebe i HacTaBaATU B JOPOTY.

CborogHi 3aBasku TanaHTy Mumxaiina bpyHcbKoro Ta WwacTo AoAi us nicHs Ha cueHi B OAE
BiAKPWMAACs CBITOBI Y My3WUL|i Ta TEKCTI, Y Hi BIATBOPEHI yKpaiHCbKa Aywa, ii 406poTa, WMpIcTb,
MpPiXAMBICTb. [Ins yKpaiHLIB Lie MOX/IMBICTb 3aHOBO 36arHyT 6e3uiHHe HagbaHHsA Halwol Ha LT —
NiCeHHY NipVKy, Ta 3 HENMPMXOBAHOK rOpPAICTO, NF0H6OB'HO Ta LLEMOM BMYCTUTM Y CBOT cepua Len
Boxxuni gap HaWoro TanaHoOBUTOrO HapoOAy.

Ox, Houi, Ho4i dieoyi

Tpeba BiagaaTv HanexxHe xxypHanictam OAE, siki onncanam Moro BUCTYN sIK «NOA0POX Y Yaci,
O BMKAMKaNa 61arocioBeHHA Ta MOYyTTA BAAYHOCTI». | He Tinbku B [ybai. Lle 6yB Tpiymd He
e cniBaka, ane n aBTopiB NicHi. «[lybacbka onepa BUOYXHyNa ACKpaBMMWU KONbOPaMu Ta
CUMQOHIEID KyNbTYpPHUX Npe3eHTauin» — nucaam y HoBuHax Khaleej Times, woaeHHOI
aHTIOMOBHOI ra3eTu, fika Buaaetbca B ybai 3 1978 poky.

BukoHaHHA AEMOHCTPYBao CUy TBOPY, AKNI XNBe BisibLue CTa POKiB aKTUBHUM XUTTAM.

«Hiuko uikaBaf, HIYKO NykaBas» Lie CPaBXHE ecTeTuUHe asuLle. Lle He npocTo nicHs, 3
SIKOKO MOB'AI3aHi flereHau, Le ocobamBumr TBIp, AKMN Bpaxkae A0 rmnbuH aywi. Lien pomaHc
AeKinbka pa3iB Maixe 3abyBaBcs, a NOTIM HapOAXKYBaBCsA 3HOBY.

«Hiuko uikaBaf» YacTo NPeACcTaBAAOTb AK HAPOAHY MicHIO. | ue, cnpaBai, Tak, Npo Lo 1
CBIAUMTL i AOBroOBIYHICTb. Ta HecnpaBea/MBO, KONW He 3aBXAW 3rajytoTb aBTOpiB. BoHn x
Bigomi. Cnosa Opapku PomaHoBOI. i X menogia y cnisaBTopcTBi 3 ciaBeTHUM MUKONOHO
JNlvceHkom. KoMno3unTop — BCECBITHLOBIAOMMIA. IM'A NoeTeck AeLuo npunsabyTe. XTO XX BOHa?

Hapoawnnacs 1853 poky B ceni CanaHe HixknHcbKoro nosity Ha YepHiriBwuHi. Xnna tam,
notim B Knesi. Ogapka IBaHiBHa Hyna B ApY>XHix B3aeMuUHax 3 poanHamu Kocauis, JlnceHkis,
Crapuubkux. ABTOopka 6araTbox NOETUYHMX | MPO30BUX TBOPIB, cepes AKNX banaamn, NOeTUYHI
Ka3Kw, NipUyHi NicHi, Ny6AILMCTUYHI CTaTT, Kinbka 36ipok onoBigaHb.
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Bipw «JliTHA Hiu» (Nnepwa Ha3Ba «HiYkM LikaBOi»), AK CTBEPAKYHOTb JOCAIAHNKM, KPUK 1T
Aywi. YaBiTb. BoHa yekana. BiH He npuiwoB. Munyam poku. Cnoragm noBepHyAn B MUHYE.
Hi>xkHa aylwa BuxaronHyAa BipLu.

ABTopka 1887 poky Hagicnana woro IBaHy ®paHky. BiH cxBanbHO BiArykKHyBCS npo
TBOPYICTb noeTtecn i BMICTUB Ti TBip B aHToqorii «Akopan» (1903 pik). Buaaseupb, BizoMuin
ykpaiHcbkmi noet Onekcivi KoBaneHko nogas Lew Bipw y obipuitBopis Ogapkn PomaHOBOI B
«YKpaiHcbkii My3i» (1909 pik). Yepe3 gecatkm pokiB im'as Ogapkn PomaHOBOI 3'ABMAOCA B
TPeTboMy TOMi «AHTONOrIT yKpaiHCbKOl noesii». Bipw 3auikasns Mwukony JinceHka. Tak
HapoAMAachk NicHA.

Ak 6a4MMOo, HOUi AiBOYI 3a/MLLAKOTb CAliJ He IMLLE B 3aKOXaHOMY CepLii, ane M HaCHaXyrTb
MUCTELTBO.

Bpa>xeHHA Bif nipyyHOro weaeBpy He3abyTHI Ta HermepeBepLUeHi, agxe YyTanBa Kpaca
nepeXnBaHHA KOXaHHSA, MOLUYKN CEHCy XWUTTA yepe3 MouyTTd, AKe Aornomarae nponTu BCi
BMNpobyBaHHA A0, CKNaAatoTb 3010Ty MY3UYHY CKapOHULIKO HapPOAHOT NiCeHHOT KyNbTypMU.

3opi eidkpusarome myadpi

[obpuii noyatok — nonoBuMHa cnpaBu. «Hiuko nykaBas» 3 TpiympoMm po3nodyana
3HanomuTtn apabebkmia CBIT 3 YkpaiHoto. BoagHouac «bpaso!» B [lybai ga€ npaBo NOBTOPUTY L€ |
BAOMaA, aje He B Onepi, a B OCBITHbOMY NPOCTOpPi Ha agpecy NKOANHWN, fika 3aknana dyHaamMeHT
ana Tpiymoy, naetbca nNpo pektopa KniBCbKOro HaLiOHaAbHOMO YHIBEPCUTETY TEXHOOTIN Ta
AN3anHy, AOKTOpPa EKOHOMIUHMX Hayk, Npodecopa, akasemika HAMH YkpaiHv IBaHa MpuweHka,
KM 3yMiB OpraHi3yBatn poboTy yHiBepcuTeTy Tak, Wwo BiH yBinwoB Ao TOM-100 HankpaLwmx
AM3alHepPCbKMX LWKIJ CBITY, CKEPOBYHOUM W Aai LWAAX A0 BEPLUMH MiXKHAPOAHOro olimMny deLuH -
iHaycTpii. KoxeH, xTo obupae KHYT/, mae MOXAMBICTb Mi3HaTVX CBOKO TBOPUY CYTHICTb Y CBITI
Hayku, MucTeuTBa Ta KynbTypu. Jocnignti T1a 36arHyTn ykpaiHCbke, MOAMBUTUCA Ta Mi3HATH
nepesoBMn MIXKHAPOAHWUA AOCBIA. «[JO MUHYNOrO — BAAYHICTb, O CbOTOAHILWUHBOIO — Aif, A0
ManbyTHbOro — BiAMOBIAANBHICTb» — OAMH i3 XXMUTTEBUX MPUHLUMNIB pekTopa IBaHa MNpuieHka.

Came KHYT/ nepLumm cepeg, yKpaiHCbKMX BMLLIB 3anpocunm Bigkputi B Kutai YkpaiHCbkunm
IHCTUTYT. PO3yMIHHA BaXMBOCTI OYHKUIT NPOBIAHOrO YHIBEPCUTETY Y CNPUAHHA iHTerpauii
YKpaiHu y CBITOBMIA EKOHOMIUYHMI NPOCTIp MOTMBYE kKonekTue KHYT/] BNneBHEHO pO3BMBaTMCA Ha
3acajiax CTaioro po3BUTKY, MOEAHYHOUM OCBITHIO, HAaYKOBY, iIHHOBAL,IHY Ta MUCTELbKY Aif/IbHOCTI.
HuHi KHYT/, € Mi>KHapOAHUM iHTe1IeKTyaIbHM LLleHTPOM HayKu, OCBITU | KybTypW.

Konn B [ybai rotyBann KOHLEPT, OpraHizatopy NpOMOHyBaan Oro/oLlyBaTK CriBaka
Mwuxanna BbpyHCbKOro mpeacTaBHMKOM CIOB'AHCbKOTO CBITy. KnTanui, aki gyxe 3aA0BOJEHI
po60TOH0 B HMX KMIBCHKOTO iHCTUTYTY, MepeKkoHann OpraHiaTopiB CBATa NPeACTaBUTY CniBaka i
MiCHIO yKpaiHCbKUMW. HaBiu cuTyauif, KOAM OCBITAHW CBOIM aBTOpPUTETOM HabyBarOTb ANSA
AepXaBu HOBMX, xova 6 i CMTyaTUBHMX, ane COO3HMKIB. A f06pMI MoyvaToK, Nam'aTaEmMo,
MoJIOBUHa CrpaBu.

MnigHa pobota KHYT/J po3sonvna He nvwe 3406yTW CBITOBMI aBTOPUTET B LAPUHI
niAroToBKM AM3alniHepiB Ta papmaueBTiB, ane U nogonatn Bennky Kntancbky CTiHy i npontu
yepes Hel B apabcbkum cBiT. Muxanno bpyHcbknii 3ymiB nepesatu B lybai 3ipkoBuid moTeHLian
YHiBepcuTeTY | 30psiHe CANBO YKPaiHCbKOI HOUI Ta YKpaiHCbKMX cepaeLib. Tak TBOpUMM npouec y
KHYT/Ay BigNOBiAHN MOMEHT MOCAY>XXMB TPAMMIIHOM Ha MiJHECEHHS IMiXKy YKpaiHu.

Lle MOMEHT BeaNKOT ropAOCTi, KOW KONervi Ta Apy3i AeMOHCTPYHOTb CBOI TalaHTU Ha Takiin
BE/IMKIM CLEHI, KONW 34iNCHIOTLCA TXHI MpIi, Ta KOAW BOHM 3a/MLLAIOTLCA BiPHUMUW CBOEMY
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ceputo, BigvyBarouun rAMOOKMIM 3B'A30K i3 KyNbTYPHUM KOPIHHAM, CTatouM MPOBIigHMKAMMU
KyNbTYPHMX OOMIiHIB MiX KpaiHamu.

Ycnix — ue TanaHT, MOMHOXEHUM CTOKpaT Ha TBOPYY Hanoaeravey npauto. Muxanno
BpyHcbkuin y ganekomy 2010 poui B 04HOMY i3 iHTEPB'HO, BiANOBIiAal0UM Ha NUTaHHA «Yn MpisB
xa0neup i3 NPoOCToi 340/10yHIBCbKOI POANHM, WO 3roj0M IHO3eMHI My3UYHI KpUTUKK ByayTb
Ha3nBaTW MOTO «yHiKaJlbHUM rOJI0COM CBiTy», AaB TaKy Mopady MOJNOAMM CriBakaM: «BapTo B
nobomy Bili 3aMMaTMCA MY3MYHOK CaMOOCBITON». Lliero BiANOBIAAD BUCTaBAEHUI YiTKNM
aKUeHT caMe Ha BaXK/IMBICTb PO3BUTY A4 TaNaHOBUTOI NHOANHU. Y CyvacHOro yHiBepcuTeTy €
3aBAaHHA | MOXMBICTb BNJNHYTM HA CTAaHOBAEHHA 0COBUCTOCTI, cnpuatk it po3sutky. KHYT/, ans
CTYZEHTIB Ta BUEHUX, NAapTHEPIBTa APY3iB € NPOCTOPOM MOXMBOCTEW, CNiNILHOAIT 3 MOTY>XXH OO
IHPpacCTpyKTypoto Ana TBOPYOCTI, Ae KOXeH obupae cobi BaacHM waAax camopeasnidauii.
FfoBOpAYM NPO 3HAYMMICTb MUCTELTBA YKPATHCbKOT IIPUYHOI NICHI B YKpaiHi, BapTO OLIHUTK Ti
BMXOBHE MiArpyHTA AnA Mosogi. B noTtoui HavHOBIWOI | HaWpi3HOMAaHITHIWOI IHbopmaui,
CTPIMKOMY PO3BUTKY MY3MYHOI Ta Bi3yaabHOT KyNbTypy MU MaeMo 36epertn Tpaguuiita ranbnHy
mucTteuTBa. o6 He 3arybuamca nicHi Hawwmx npawypis. LLo6 ix 6eperna Bas4Ha nam'atb
HawaakiB. MiyHi 3acaam yKpaiHCbKOT AyXOBHOCTI 36epiratoTbCa y NPOsABAEHHI WaHob6anBoro
CTaBNEHHI O TBOPYOCTI MOKONIHb.

«Hiuko nykaBas», WwWo npo3By4anay [lybai, on sk 6arato BucBiTAMAa 3pobneHoro B KHY T/,
| KON BOHa «KBiTaMW Bif/1a, 30pAMM Ciana» i 3anuTyBana «AK Til 30pi AicTaTb?», BiANOBIAb OAHa:
«Tpeba npautoBaTu. Tak, Wob 3pobaeHe CbOrogHi, Npokiagano MiCToK B nepcrnektnsy». Kpim
yCbOTO, Lie 1 BUCBITIMAO 30psaMmM «Hiuka LjikaBas».

NTHAHIM
Odapka PomaHosa
(1853 -1922)

Hiuko nykaBas,
Hiuko uikaBas.
Hawio noaei
yapyBaTtb?
KeiTamu Bisiia,
3opsamu ciana...
Ak Tii 30pi AocTaTb?
Ix He cnilimaemo,
Hiuky cnntaemo:
LLlo BOHa
nogam gana?
Mpieto HoBoOtO
MicHio vyaoBYtO,
Haue oTpyTy, BAvna.
Hi, He oTpyToto —
M’aToto, pyToro
Bisina Hiuka B BiKHO...
CnaTb He xoTinocs,
Ceputo npucHUAOCA
Bce, W0 MUHYIO AaBHO.

I'PHIIIEHKO I. M.,
o.e.H., npog., pekmop KHYT/], akademix HAIIH Ykpainu
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