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WAYS OF INTEGRATION OF TRADITIONAL CHINESE
EMBROIDERY IN MODERN VISUAL DESIGN

Purpose of the study is to identify innovative ways to integrate elements of traditional Chinese
embroidery into contemporary visual design and its significance for cultural heritage and design innovation.

Methodology. The research is systematic and interdisciplinary. The research methodology is based on
a combination of historical and cultural analysis and the case method. The historical and cultural background
of Chinese embroidery is studied through the analysis of literature, art historical and cultural analysis. The
article analyses examples of the use of embroidery in modern design fields, including fashion, graphics,
industrial design and digital media, which allowed us to assess the possibilities of their innovative integration.

Results. It has been found that the modern use of traditional embroidery elements in various areas of
design not only enriches visual images, but also plays an important role in the dissemination of culture and
the development of creative thinking. The innovative application of embroidery elements in fashion design (as
a decorative element, as a digital print, as a formative element of clothing), graphic (as a means of
communication) and industrial design (as a functional element), digital media (as an audio-visual and sensory
experience) and interdisciplinary integration not only demonstrates a wide range of possibilities for combining
tradition and modernity, but also provides designers with new sources of inspiration.

Scientific novelty. The article presents a new perspective on the understanding and use of traditional
Chinese artistic crafts in contemporary design. Combining the cultural and artistic values of traditional
embroidery with the needs of modern visual design opens up wide opportunities for innovative applications
and interdisciplinary collaborations, promoting deeper integration of traditional elements into various design
fields.

Practical significance. This research opens up new opportunities for using traditional culture in
contemporary design to preserve national identity. It will not only stimulate the creative thinking of designers,
but also increase public awareness and respect for traditional culture, and promote the prosperity and synthesis
of national traditions and design innovation. By preserving national culture and developing contemporary
national aesthetic concepts, it ensures that traditional artistic resources remain relevant and influential in a
globalised world.

Keywords: Traditional Chinese Embroidery, Modern Visual Design, Cultural Integration, Design
Innovation, National Culture.

Introduction. Chinese embroidery, as a history, and different schools of embroidery
traditional form of artistic expression with deep  have gradually evolved, such as Suzhou
cultural deposits, is an important carrier of embroidery [29], Shu embroidery [14], Hunan
contemporary national aesthetic concepts and embroidery [19], Cantonese embroidery [11],
artistic practices. With the continuous progress etc. These embroidery schools have created
of society and cultural evolution, traditional unique artistic styles, each with its own
Chinese embroidery has reached an extremely distinctive regional culture and aesthetic.
high level in terms of needlework, techniques The art of Chinese embroidery originated
and colours. This ancient art form not only inthe late Neolithic period, when people began
carries a profound cultural heritage, but also to use plant fibres and animal hair to make
shows the potential for development with the threads for sewing and decorating clothing [3].
times. The exquisite skills and rich colours of From the splendour and delicacy of the Qin and
embroidery have evolved over the course of Han Dynasties [25], to the refinement of
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techniques and variety of subjects in the Tang
and Song Dynasties, to the comprehensive
development of the art of embroidery in the
Ming and Qing Dynasties and its wide
dissemination in the international arena [21],
embroidery has demonstrated a rich and far-
reaching historical lineage at all stages of
history 18!, In terms of cultural value, traditional
Chinese embroidery not only reflects the artistic
creativity of the Chinese nation, but also
contains rich symbolism and deep cultural
connotations [20]. During the Qin and Han
dynasties, embroidery became an important
means of decorating the clothing of the
aristocracy as a symbol of status and
position [25], while in folklore embroidery was
more of an aesthetic pursuit of life and spiritual
support [21] The patterns and symbols used in
embroidery have deep cultural meanings, such
as dragons, phoenixes and lotus flowers, all of
which are important elements in traditional
Chinese culture [9].

In today's society, the use of embroidery
in contemporary visual design is becoming
increasingly popular as cultural diversity
expands and art forms merge, and these
traditional elements find new stylistic
interpretations in design. The creation of

products with historical significance and
modern  aesthetics is becoming more
prominent.

Through a deeper understanding of the
history and cultural significance of Chinese
embroidery, it is possible to better explore the
ways in which it can be used in modern design.
The combination of traditional Chinese
embroidery motifs with modern design
concepts plays an important role in fostering
respect for tradition.

Analysis of previous researches. In
recent years, as scholars and artists gradually
pay attention to this field of folk culture,
traditional embroidery is gradually being paid
attention to, and its research direction mainly
focuses on the characteristics of techniques [8;
18; 25; 26], artistic values [3; 6; 23] and historical
and cultural background [21].
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Traditional Chinese embroidery is not
only a decorative art, but also a cultural symbol
and historical testimony. The history of its
development is a vivid record of China's social
changes and aesthetic evolution [26]. Cen J. [3],
Yu X. [25], Lee M. [8] addressed the issues of the
origin of embroidery art, the evolution of
embroidery techniques and style of different
historical periods.

Through multi-angle and multi-level
analyses, researcher Yan X. H. have revealed the
rich connotation and cultural value of
embroidery as a traditional art form, and
emphasised its potential for application in
modern art design and the importance of
cultural preservation [23]. These studies lay a
solid foundation for understanding the
evolution of traditional Chinese embroidery
and its contemporary relevance.

The studies by Hu T., Xie Q,, Yuan Q,, Lv J.,
and Xiong Q. show that although embroidery
techniques remain complex and require a high
degree of skill, there is a growing trend to
incorporate these traditional elements into
modern visual design [6]. In response to the
challenges and opportunities of modernisation
and transformation, traditional embroidery
faces the challenge of how to integrate it with
contemporary design concepts.

Some researchers, including Zhou Y. [28],
Yang L., Hu H. and Zhou J. [24], have suggested
that the innovation and development of
traditional embroidery should be promoted
through  the introduction of modern
technological means and design concepts.
Traditional embroidery, with the help of
modern technology, has achieved improved
pattern accuracy and production efficiency
through computer-aided design (CAD), 3D
printing and AIGC technology [1].

Although researchers have paid great
attention to the artistic qualities and historical
significance of traditional embroidery and have
highlighted its complex technical and cultural
values, there are still many challenges in
effectively integrating traditional embroidery
into modern design.
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Statement of the problem. The
accelerated pace of modernization presents a
dual challenge to traditional embroidery art: the
need to preserve its cultural heritage while
adapting it to contemporary contexts [22]. In
the face of globalization and modern
technology, the question of how to reconcile
the preservation of traditional values with the
modernization of embroidery has become a
significant topic of discussion in academic and
design circles [2]. At present, under the
background of globalisation and the rapid
development of modern technology, traditional
Chinese embroidery faces new development
opportunities and challenges.

The purpose of this article is to examine
methods of modernising and transforming
traditional embroidery through innovation and
integration of contemporary visual design,
while upholding respect for traditional cultural
values. In light of the imperative to safeguard
and disseminate national heritage, express and
strengthen regional culture, and reinforce
national cultural identity in the context of
globalisation, it is essential to integrate
traditional Chinese embroidery into diverse
design domains. Concurrently, in order to
achieve the innovative advancement of
traditional embroidery through contemporary
methodologies, this paper proposes the
utilisation of modern technology to enhance
embroidery techniques and expand the
applications of embroidery art by integrating
contemporary visual design concepts. In the
context of globalisation and modern
technology, the question of how to balance the
relationship between tradition and innovation
is a key issue. It is therefore essential to
safeguard the fundamental cultural tenets of
traditional embroidery and guarantee the
distinctiveness and perpetuation of the art form
throughout the innovation process, thus
preventing the dilution of cultural identity.
Through comprehensive research and analysis,
this paper will establish a theoretical foundation
and practical guidance for the protection and
advancement of traditional Chinese
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embroidery, facilitating the preservation and
evolution of this venerable art form in the
modern era.

The results of the research and their
discussion. The incorporation of traditional
embroidery techniques into contemporary
design practices illustrates its versatility and
adaptability to a multitude of applications
across diverse fields, including apparel design,
visual communication design, industrial design,
multimedia design, and environmental design.
This interdisciplinary integration draws upon
the rich cultural heritage and aesthetic value of
traditional embroidery to provide innovative
and effective solutions to contemporary design
challenges. In particular, a systematic approach
to integrating ethnic embroidery motifs into
design products is able to address complex
design issues while simultaneously conferring
upon the design products in question a set of
cultural connotations, a visual appeal, and an
enhanced functionality and utility.

In the field of fashion design, embroidery,
as a traditional decorative technique, has been
used for a long time. By adding exquisite details
and culturally significant patterns to the surface
of garments, embroidery not only enhances the
visual aesthetics of garments, but also
strengthens the textural characteristics of
garments, giving them a unique competitive
advantage in the market. As a form of flat
composition, embroidery can not only beautify
the fabric, but also bring a unique tactile
experience through its unique texture. The
application of embroidery in apparel design not
only plays the role of aesthetic decoration, but
also plays an important role in conveying
cultural identity and traditional values.
Therefore, as a key element in the fusion of
traditional craftsmanship and modern design,
embroidery has an irreplaceable and important
position in modern clothing design.

Embroidery is a traditional craft with a
history spanning thousands of years in Chinese
culture. It has developed a rich vocabulary of
colours, patterns and techniques which
continue to provide inspiration for modern



Art and Design N23, 2024

HaykoBMI haxoBUI XypHa

Mucmeymeo3Hascmeo. TexHIYHI HayKu.

garment design. The integration of traditional
Chinese embroidery in fashion design can be
defined as a fusion and innovation of styles. As
time has progressed, the role of clothing has
evolved beyond its original functions of mere
protection and warmth. Instead, its aesthetic
value has become increasingly prominent,
becoming a vehicle for the expression of
personal style and cultural taste [13]. The
combination of traditional embroidery
techniques with contemporary fashion design
principles not only enhances the decorative
qualities of the resulting garments but also

optimises  their composition, revitalising
traditional embroidery techniques while
promoting their continued practice and

development. The resulting designs align with
both traditional Chinese aesthetics and
contemporary fashion trends. The integration
and innovation of this style not only ensures the
continued existence of the traditional craft in
the context of a new design background, but
also infuses modern clothing design with a rich
cultural connotation and a unique artistic value.

Incorporating  traditional embroidery
techniques into modern clothing design,
combining traditional embroidery elements
with modern fashion design concepts, can
enhance the decorative nature of the clothing,
while optimising the composition, giving new
vitality to traditional embroidery, promoting its
inheritance and development, and creating
clothing that has a sense of traditional Chinese
aesthetics but also meets the trend of modern
fashion [18]. For example, the designers of the
Dior brand reinterpret embroidery patterns,
materials, and colors in a modern way, skillfully
employing principles of contrast and balance to
showcase a unique fashion aesthetic (Fig. 1a).
The embroidery is finely spread along the edges
of the garment, creating a dynamic sense of
flow, and subtly integrating traditional art into
the language of modern garment design.

The use of modern embroidery goes
beyond a single ethnic style; it abandons the
practice of directly copying traditional patterns
and instead absorbs their spiritual essence to
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create a design that is both modern and
culturally deep. Such designs can be either bold
innovations in texture and colour, or in-depth
explorations in material and technique.

The digital transformation of embroidery
has had a significant impact on its integration
into clothing. By combining traditional
embroidery techniques with modern digital
printing technology, designers can display
traditional motifs in an abstract form. This
fusion gives the work a sense of globalised
fashion while maintaining the unique flavour of
the regional culture (Fig. 1b).

Embroidery in modern clothing design
manifests itself as an aesthetic translation in a
cultural context, where designers no longer use
traditional embroidery as an additional
decoration, but as a strong design element,
organically integrating it into the overall
conception of the garment. In this fusion,
embroidery breaks through the traditional
boundaries and dialogues with the modern
design language to form a new expression. Add
that embroidery as a source of inspiration
determines the shape of the garment and the
shaping of three-dimensional decorative
elements for example, lotus-shaped decor or a
hood in the shape of a dragon's head (Fig. 1c).

The combination of  traditional
embroidery craft and modern clothing design
represents an optimal synthesis of cultural
heritage and innovation [7]. The integrative
processes not only facilitate the diversified
development of modern clothing design but
also enhance the international influence of
Chinese culture, facilitating a deeper
understanding and appreciation of Chinese
culture among a broader global audience.

The concept of cultural visual integration
is fully embodied through embroidery, a
traditional Chinese craft, which, when
integrated into visual communication design,
can enhance the cultural connotation and visual
appeal of the work. The intricate and multi-
layered embroidery patterns serve to enhance
the overall texture and artistic merit of the work.
The use of traditional colours conveys a deep
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cultural heritage, while the variety of
embroidery techniques provides a rich creative
approach to the design. Through this fusion,
traditional craftsmanship is passed on, while
new vigour and creativity are injected into
modern design.

In the field of graphic design, the
introduction of traditional embroidery is seen
as an innovative practice of cultural visual
integration. This practice is aimed at
transferring elements of traditional embroidery
— such as patterns, colours and textures — into
the visual language of design, which is
becoming widespread in advertising, branding,
packaging design, etc. [10]. In this way,
traditional embroidery is transformed from a
simple handicraft to a visual narrative that
resonates with consumers.

In this process of integration, traditional
patterns are not just referenced on a superficial
level, but the cultural and historical meanings
behind them are explored to create designs
that represent the spirit of the brand and
convey complex concepts [1]. Embroidery
elements are expressed and extended through
the designer's artistic process. The designer
blends traditional embroidery patterns with
modern design concepts to create unique visual
effects, which appear across various media,
including print and digital formats.

To exemplify, the poster in Figure 2a
makes use of intricate embroidery patterns that
add depth and complexity through the
principles of symmetry and layering.
Contemporary poster designs are enhanced by
the chromatic and textural elements of
traditional embroidery, as illustrated in
Figure 2b, which evinces the adaptability of
embroidery techniques with vibrant hues and
geometric motifs. These designs maintain the
traditional elegance of embroidery while
infusing modern visual communication with
vitality.

Embroidered patterns are being used in
packaging design to create surfaces that are
both tactile and visually appealing, thereby
resonating with cultural heritage (Fig. 2¢). Fonts
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inspired by embroidery are becoming
increasingly popular in signage, as they imbue
text with a distinctive and nuanced cultural
dimension. In the context of book covers and
illustrations, embroidery fragments serve as the
foundation for the creation of images that
exhibit a multitude of layers of meaning and
texture within the visual narrative. Moreover,
icons and logos incorporate embroidery
elements to generate memorable, culturally
significant brand images. Ultimately, the
integration of embroidery elements into
contemporary  design  enhances  visual
communication while simultaneously
exemplifying the innovation and heritage of
traditional craftsmanship.

Moreover,  the incorporation  of
embroidery alters the composition and colour
scheme, thereby reinforcing the overarching
communication strategy. The application of
embroidery motifs is not merely an exercise in
visual splendour; rather, it is an effective means
of conveying messages, enhancing brand
identity and appealing to target audiences in
various cultural and market contexts. This
modern interpretation and recreation of
traditional cultural resources not only promotes
innovative design development but also
strengthens the role of design works as carriers
of cultural communication. It is an effective
combination of the aesthetics of traditional art
with the functionality of modern design, which
enriches the expression of graphic design and
conveys deep cultural values for the brand.

In  conclusion, this approach to
integrating culture not only enhances the
expressiveness of graphic design but also
conveys profound cultural values, thereby
contributing to the brand's identity and appeal,
enhancing  visual communication, and
demonstrating innovation and the preservation
of traditional techniques.

Embroidery patterns are employed in a
multitude of physical products to create
surfaces that are both tactile and visually
appealing. For instance, in packaging design,
embroidered patterns are realised through
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printing or embossing, imparting product
packaging with a distinctive texture and cultural
connotation. In the design of home furnishings,
embroidery elements serve as a conceptual
foundation for decorating pillows, bedding and
curtains, among other items, transforming
everyday products into decorative items with
artistic value.

In the case design of electronic products,
designers apply embroidery patterns of the
product through laser engraving or special
coating technology to increase the uniqueness
and cultural connotation of the product. In the
design of clothing and fashion accessories,
embroidery is not only used directly as a
decorative element, but is also applied to
fabrics made of various materials using
embroidery  pattern  transfer  printing
technology, giving the products a unique visual
effect and feel.

Furthermore, the  application  of
embroidered patterns to ceramic and glass
products via carving or spraying techniques not
only enhances their functionality but also
imbues them with a distinctive artistic charm. In
the context of furniture design, embroidered
patterns are integrated into wooden or metal
surfaces, thereby imparting historical and
cultural depth to the furniture.

In the field of industrial design, the use of
traditional embroidery serves to enhance the
aesthetic value and cultural significance of the
product itself. Injecting artistry into everyday
objects elevates them into cultural symbols and
expressions  of  aesthetics.  Traditional
embroidery is no longer limited to superficial
decoration in this process, but becomes an
important element in giving products specific
cultural attributes and deep artistic value. In the
concrete implementation of product design,
the use of embroidery is carefully considered to
ensure that it complements the practicality and
functionality of the product. While pursuing
artistic expression, the designers gave in-depth
consideration to the product's life cycle, the
user's interactive experience and the durability
of the materials. In order to be in harmony with
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modern living conditions and consumer needs,
embroidery patterns and styles are coordinated
with the product design concept to create
products that meet both practical and aesthetic
needs. At the same time, production costs and
process complexity are also factors that cannot
be ignored in the design decision-making
process. Designers have the opportunity to
preserve the traditional charm of embroidery
while taking into account the feasibility and
economic benefits of modern manufacturing.

A good example is the keyboard, which
combines culture and functionality using
traditional Chinese embroidery techniques
(Fig. 3). The embroidery on each keycap is
based on traditional drawings with exquisite
craftsmanship and a variety of colours. It is
designed as a unique and easily recognisable
symbol, and the main functions of the keys are
clearly marked on the keycaps in high contrast.
Standard letters or symbols are retained on
commonly used function keys, and these
markings are distinguished from the
embroidery pattern by high contrast colours,
ensuring that users can quickly and accurately
identify the keys visually. This design
demonstrates that cultural elements can be
infused into modern electronic products
through decorative additions and
craftsmanship innovations while maintaining
the functionality of the product. This
exploration of traditional Chinese
craftsmanship applied to modern design
reflects the adaptability and relevance of
traditional art in modern design practice. By
balancing aesthetic appeal and practicality, this
keyboard demonstrates how traditional
techniques can be harmoniously integrated
with contemporary product design.

A common way to integrate embroidery
into industrial product design is to combine a
fabric surface with innovative embroidery
technology. For example, a series of
embroidered audio products with a metal shell
has a fabric base with Henan Bian embroidery
elements, so as to make the audio products
more Chinese characteristics (Fig. 4).
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Fig. 1. Integration of traditional Chinese embroidery into the design of modern clothes:
a — embroidery as a decor, Christian Dior, Fall 2014 Couture Collection;
b — embroidery as a digital print, Christian Dior, Summer 2022 Fashion Collection;
¢ — embroidery as formative element of clothing, Cultural Creation of the Palace Museum, China, 2024

Fig. 2. Embroidery in visual communication design: a, b — Embroidery in Posters, China, 2024;
¢ —embroidery in the Packaging Design, Shu Uemura X Qiang Embroidery Cleansing Oil Packaging, Japan, 2015

Fig. 3. Keyboard using traditional Chinese embroidery techniques, China, 2024 [16]
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a
Fig. 4. Embroidery in industrial design: a — Embroidery sound, China, 2019;
b — "Qiang Hua" Lamp Design, Zhu Simeng, China, 2023.

MR AT RERE 3D

Fig. 5. Embroidery in digital media: a — Interactive 3D Virtual Display of Gu Embroidery's Han
Xi Meng Embroidered Birds and Flowers, Hibiscus and Kingfisher, Shanghai, China, 2022;
b — VR interactive embroidery display, Ganit goldstein, London, UK, 2021

C
Fig. 6. Cross-disciplinary integration of embroidery into the visual and communicative space:
a — Application of Embroidery Art in Interior Design, Li Bin, Central South
Forestry University of Science and Technology, China, 2014;

b — Suspended Landscapes, Amanda McCavour, Toronto, Canada, 2024;
¢ — The use of embroidery patterns in commercial spaces, CHAGEE, China
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This design not only enriches the
appearance of the stereo, but also reflects the
organic combination of traditional Chinese
culture and modern technology [17].

The method of stylising and simplifying
the elements of traditional Chinese embroidery
allows not only to visually express a unique
ethnic style, but also to reasonably implement
the functional side of the design product. The
design of this series of lamps breaks through
the definition of traditional embroidery, and
innovatively extracts the “Qiang flower”
element of Qiang embroidery as the hollow
decoration of the lamp shell, demonstrating the
interaction of light and shadow. By combining
the traditional embroidery craft with modern
design concepts, the work also embodies the
perfect fusion of cultural inheritance and
innovative development, further enriching the

artistic expression of contemporary lamp
design.
Therefore, the use of traditional

embroidery in industrial design represents a
modern  interpretation and  innovative
application of traditional craftsmanship, which
not only enriches the visual and sensory aspects
of industrial products, but also reinforces the
role of the product as a cultural carrier.

By incorporating artistically processed
embroidery elements into everyday products,
designers provide consumers with the
opportunity to experience traditional Chinese
aesthetics, while at the same time offering
design choices with deep cultural roots for a
globalised market.

The integration of embroidery with digital
technologies allows designers to enhance
traditional embroidery elements in product
design, creating intricate patterns with
precision and efficiency. The digitisation of
intangible heritage has become a popular trend
in the creation of design products.

Through high-precision digital scanning
and simulation technology [15], every stitch and
thread of embroidery can be accurately
captured and reproduced on digital media. This
not only provides unprecedented convenience

19

for the preservation and recording of
embroidery art, but also lays a solid technical
foundation for its inheritance and development.
Through digital media technology, embroidery
patterns, colours, stitches and motifs are
displayed in a layered, heterogeneous or
gradual way, so that the viewer can intuitively
feel its cultural connotation in the process of
appreciation. In addition, through in-depth
cultural analysis, it can reveal cultural diversity
and make up for the deficiencies in previous
designs, thus promoting the overall innovation
in the field of art and design [24].

The application of embroidery elements
in digital media creation, such as web design,
digital artwork creation, and even virtual reality
and augmented reality content production, has
become more and more widespread. For
example,  designers cleverly integrate
embroidery patterns, colours and stitches into
them, so that the works have a sense of
modernity without losing the charm of
traditional culture. And the interactive digital
display of traditional handicrafts can combine
human-computer interaction, animation
demonstration and video narration, allowing
users to experience the production process of
traditional handicrafts as the maker, providing
them with a new audio-visual experience [5],
and this method effectively promotes the
dissemination and promotion of traditional
handicrafts [27] (Fig. 5). The fusion of multiple
methods not only enriches the artistic
expression, but also gives traditional art a new
lustre in modern digital media.

The digitalisation of embroidery also
provides strong support for the dissemination
and promotion of embroidery art. With the
power of the Internet and social media,
embroidery works can be quickly spread
around the world, so that more people can
appreciate the charm of this traditional art. At
the same time, through virtual reality and
augmented reality technology, viewers can also
get an immersive art experience, further
deepening their understanding and love of
embroidery art. From a deeper perspective, for
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the protection and innovation of traditional
culture, the digitisation of embroidery is of
great significance. It not only provides a new
method and path for the inheritance of
traditional culture, but also builds a bridge for
its communication and integration with modern
culture [4]. Through this integration, we can
better inherit and develop traditional culture,
but also promote the innovation and
development of modern culture.

The integration of digital technology and
the traditional art of embroidery present a vast
array of design possibilities. It not only
enhances the artistic expression, but also
facilitates the preservation and advancement of
culture. With the ongoing advancement of
science and technology and the increasing
integration of culture, it is reasonable to
anticipate that this integration will result in the
creation of more remarkable works of art and
the introduction of more vibrant cultural
experiences for humanity.

In recent years, cross-disciplinary
integration has emerged as a pivotal strategy
for fostering creativity and innovation in the
field of design. This approach recognises that
the convergence of diverse perspectives and
expertise facilitates breakthroughs and more
comprehensive solutions.

Cross-discipline integration has become
an important trend in the multifaceted sphere
of design. It emphasizes finding commonalities
between different design fields, combining the
finesse of traditional embroidery elements with
the diversity of modern design to create
transdisciplinary innovative works [12]. This
integration transcends the boundaries of
fashion, graphic and industrial design and
extends to broader fields such as multimedia
art, interior design and landscape design. For
example, embroidery elements are widely used
in interior design (Fig. 6a). The integration of
embroidery into home décor serves to enhance
the overall aesthetic appeal of the space, while
simultaneously preserving the distinctive
character of the traditional craft (Fig. 6b).
Conversely, the utilisation of embroidery
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elements in installation art, such as the hanging
of embroidered landscapes, enables the
creation of a distinctive visual effect that
harmoniously combines the natural and the
artistic.

Interdisciplinary cooperation, especially
between the fields of science, technology,
medicine and art, is driving the innovation and
development of digital embroidery (Fig. 6c).
These interdisciplinary fusions not only open up
new spaces of expression for traditional
embroidery, but also provide a rich cultural
background and creative potential for modern
design, demonstrating the vast possibilities of
traditional embroidery in contemporary design.

Conclusions. The fusion of traditional
Chinese embroidery and modern visual design
demonstrates how traditional art and modern
design elements can enrich visual language and
cultural expression. The study shows that
applying traditional embroidery elements to
different design fields not only enriches the
visual image, but also plays an important role in
the development of cultural communication
and creative thinking. In fashion design,
embroidery, as a decorative and molding
element, injects new cultural connotation and
artistic value into modern clothing design. In
graphic design, embroidery elements enhance
the three-dimensionality and diversity of visual
presentation through the application of
symmetry and hierarchy, which makes the
design works have more cultural depth in
advertising, branding and packaging design. In
industrial design, embroidery combines with
the practicality and functionality of products to
enhance the wuniqueness and cultural
connotation of products. In digital media
design, embroidery is combined with virtual
reality and augmented reality technology,
which improves the fineness of artistic
expression and supports the protection and
promotion of traditional embroidery art. In
terms of interdisciplinary cooperation, the
prospects for wide application and rich creative
potential of embroidery elements in modern
design were demonstrated, for example, in
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interior design and art installations in
commercial spaces, reflecting the perfect fusion
of traditional craftsmanship and modern
design.

The study found that although
technological advances have opened up new
possibilities for the modern application of
embroidery, designers still need to maintain the
traditional essence of embroidery and fulfil
modern aesthetic needs when transforming
traditional elements into modern design
language. Future trends will focus on the
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124EH KAW, "3CKIAPEHKO H. B.
"Kuiscokuli HayioHanbHUll yHisBepcumem mexHosozili ma dusalHy, Kuis, Ykpaita
2UleHscilicokuli yHisepcumem Hayku { mexHonoeil, CiaHs, Kumaliceka HapodHa pecnybika
3/lyyekul HayioHaneHul mexHidHull yHigepcumem, Jlyybk, YkpaiHa

LUAAXW IHTErPALLIT TPAANLINHOT KNTAMCbKOT BULUMBKWU B CYYACHUW
BI3YA/ZIbHUN AUN3ANH

Mema. Memoro 0ocniOxeHHs € 8U3Ha4YUMU (HHoeayiliHI cnocobu iHmezpayii enemeHmis mpaduyiiHol
kumadicekol suwusku 8 cydacHuUl ei3yanbHuli dudaliH ma 1 3Ha4YeHHs 014 Ky/JemypHoOl cnadwuHu ma

du3saliHepcekux iHHo8ayil.

Memodonoeisa. [ocnidxeHHa Hocume cucmemHul ma MkoucyunaiHapHul xapakmep. Memodosiozia

00CNiOKeHHSA rpyHMYeEMbCA HAa NOEOHAHHI ICMOPUKO-KY1bMypHO20 AHAAI3y ma kelic-memody. IcmopuyHi ma
KyniemypHi  nepedymosu  KUMalcbkol esuwusku OOCAIOXYIombCa  WIAXOM — GHAM3y JAimepamypu,
MUCMeymMe03Has4yo20 [ Ky/bmypo/i02i4HO20 aHani3ie. ¥ cmammi npoaHasnizo8aHo npukaadu 8UKOPUCMAHHS
8UWIUBKU 8 Cy4yacHUx cgepax OusaliHy, 3okpema 8 Mo0i, 2pagiyi, npomucaogomy ousaliHi ma yugposux
media, wjo 00380/1U/I0 OYIHUMU MOXAUBOCMI IXHbOI IHHOBAYIUHOI iHMezpayil.
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Pe3synemamu. BusesieHo, Wo cy4acHe sUKOpUCMAaHHA MpaduyiliHux eneMeHmie sUWUBKU Y PI3HUX
cpepax dusaliHy He auwe 36azadye 8i3yasnbHi 06pasu, ane U 8i0i2pde 8aX1UBY pOJib Y NOWUPEHHI Kybmypu
ma po3sumky KpeamusHo20 MUC/eHHS. IHHo8ayiliHe 3acmocy8aHHsa eneMeHmis suliusku y ousaliHi odsey
(ak enemeHm dekopy, K yugposuli npuHm, sk opmomeopyuli enemeHm oodszy), pagidyHomy (K 3aci6
KoMyHIikayil) { npomucnosomy 0u3aliHi (K yHKYioHaAbHUl enemeHm), yugposux media (ak aydio-
gi3yasneHuli ma ceHcopHull 0ocgid) ma MDKOUCYUNAIHAPHIU iIHMezpayii He auwe OeMOHCMPYE WUpoKul
cnekmp Moxusocmeli NOeOHAHHA mpaduyili ma cyyacHocmi, ane U Hadae OusaliHepam Hosl Oxepesd
HAMXHeHHS.

Haykoea Hoeu3Ha. ¥ cmammi npedcmassieHo Hosuli noz2/is0 HA PO3yMIHHS Ma B8UKOPUCMAHHS
mpaoduyiliHux xyOoxHix pemeces Kumaro 8 cy4yacHomy Ou3alHi. [TOEOHAHHA Ky/1bmMypHO-MUCMeybKux
yiHHocmeli mpaduyiliHol suwusku 3 nompebamu Cy4dcHO20 8i3yasnbHO20 OU3aliHy 8I0KpUBAE WIUPOKI
MOXIU8oCMI 0N [HHOBAYIUIHUX 3ACMOCYy8aHb ma MIXKOUCYUNAIHAPHUX Koaabopayill, cnpusyu 2aubwil
{Hmezpayii mpaduyiliHux enemeHmis y pi3Hi cchepu Ou3sadiHy.

lMpakmu4Ha 3Ha4dywjicme. Lle OocniOxeHHs 8I0KpUBAE HOBI MOX/AUBOCMI O/ B8UKOPUCMAHHS
mpaduyiliHoi Kysemypu 8 cy4acHomy Ou3aliHi 3a0aa 36epexeHHs HAYioHa/bHOI ideHmuyHocmi. BoHo He
Jiuwie Cmumy/iroeamumMe meopye MucieHHs ousatiHepis, ane U nidsuwumse 06i3HaHicme 2pomadcekocmi ma
nosazy 0o mpaduyiliHoi Ky/sbmypu, @ Makox cnpusmume NpousimaHH ma CcuHmesy HayiOHANbHUX
mpaduyili ma ousaliHepcekux (HHosayil. 3bepiearoyu HAYIOHAbHY Ky/lbmypy ma po3susaroyu Cy4acHi
HAY{oHAIbHI ecmemuyHi KOHYenyii, BOHa 2apaHmye, o mpaduyiliHi MucmeuybKi pecypcu 3aautamumymecs
akmyasaeHUMU ma eniugosuMuU 8 ymoaax 2106anizayil.
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CHINESE ANCIENT FOLK TRADITIONAL AUSPICIOUS PATTERNS

IN MODERN CLOTHING DESIGN: AN EXAMPLE OF SU
EMBROIDERY

Purpose. The paper explores how traditional Chinese auspicious patterns can be innovatively integrated
into modern clothing design. It addresses maintaining cultural significance while adapting patterns to
contemporary aesthetics, making them appealing to modern tastes through simplification, stylization, and
updated color palettes.

Methodology. The historical and cultural analysis method, literature analysis method, and case study
method are used to analyze the evolution process, cultural connotation, and design application of traditional
Chinese auspicious patterns.

Results. The paper demonstrates that the integration of traditional Chinese auspicious patterns into
modern clothing design can be achieved through innovative methods such as simplification and stylization.
These approaches maintain the cultural essence of the patterns while making them relevant and appealing for
contemporary fashion, thereby enhancing their practical value in modern design contexts.

Scientific novelty. The paper introduces innovative methods for adapting traditional Chinese
auspicious patterns to modern aesthetics through simplification and modernization, preserving their cultural
essence while making them relevant for contemporary fashion.

Practical significance. The study provides practical techniques for integrating these traditional
patterns into modern clothing design, enhancing their appeal and usability in today's fashion industry.

Keywords: cultural heritage, traditional Chinese auspicious patterns, clothing design, Art, contemporary
design, transformation, design practice.

Introduction.  Traditional = Chinese sustainability and relevance of cultural
auspicious patterns are integral to China's heritage in modern contexts.
cultural heritage, symbolizing aspirations and Analysis of previous researches.
artistic  values  across  history. Amid Chinese traditional auspicious patterns have
globalization and evolving fashion trends, evolved over time, and the cultural
these patterns need reinterpretation to align  background and social environment of each
with contemporary aesthetics. This paper dynasty have had a profound impact on them.
examines the integration of ancient Chinese It's important cultural significance and
auspicious  patterns, focusing on Su significance in promoting unique costume
embroidery, into modern clothing design. Su  culture have attracted the attention of many
embroidery exemplifies how traditional art scholars and have done relevant research
forms can be modernized for today’s fashion  work.
industry. The study explores innovative In terms of historical and cultural
methods to preserve the cultural essence of research, China has organized a large number
these patterns while adapting them to modern  of experts and scholars to conduct detailed
design principles through simplification and collection and analysis, accumulating solid
modernization. By analyzing their historical foundation for the development and
evolution and cultural significance, the application of these patterns. The formal
research provides a framework for designersto  characteristics and connotations of patterns
creatively incorporate traditional elements into  have always been the focus of pattern research,
contemporary  fashion, ensuring  the and relevant research results are also very rich.
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The «History of Chinese Patterns» conducted a
systematic and comprehensive study on the
history and development of traditional Chinese
patterns. It discusses in detail the origin and
evolution of Chinese patterns, tracing back to
the Neolithic Age, covering various historical
periods such as the Shang and Zhou Dynasties,
Qin and Han Dynasties, Tang and Song
Dynasties, Yuan, Ming and Qing Dynasties. It
conducts an in-depth analysis of the artistic
value and cultural symbolism of patterns and
elaborates on the application of patterns in
religion, etiquette and daily life, revealing its
important position in traditional Chinese
culture. In addition, the inheritance and
innovation of traditional Chinese patterns in
modern design are also discussed [1]. «The
Beauty of Chinese Patterns» from Lei G.Y.
conducts an in-depth analysis of the
composition characteristics, application of
formal rules and aesthetic conception of
traditional Chinese patterns [2]. Zhu G. K
combined domestic and foreign cases to
discuss the origin in the «Principles of Pattern
Design», he studied composition and pattern
thinking of patterns in detail, which is an
important theoretical basis for studying the
formal characteristics of patterns [3]. «<The Way
of Decoration» from Li Y. Z. analyzed the
relationship between decoration and function
from the aspects of people and objects, people
and nature, and people and society, revealing
the cultural significance and social attributes of
patterns as cultural symbols in decoration [4].
Liu Y. [5] systematically summarized the
classification, meaning and expression of
traditional auspicious patterns in his research,
and conducted specific application research in

the design, craftsmanship, reference and
application of patterns, inheritance and
development of high-end fashion
customization. Li J. [6] discussed the

deformation techniques of artistic deformation
of traditional Chinese patterns, the deformation
and emotion of patterns, and conducted
separate research on the specific application of
traditional patterns in clothing. Deng Y. [7]
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explored the origin, characteristics and
application and development of traditional
Chinese auspicious patterns in the field of
modern design in his research. By analyzing
their generation and modeling characteristics,
he summarized the laws of formal beauty and
the laws of change, and explored their practical
value in product, packaging, jewelry and
clothing design.

The above analysis demonstrates a
comprehensive study of the topic. Still, the
research focuses mainly on historical and
cultural aspects, such as the origin and
historical significance, artistic value in specific
historical periods, etc. Still, more attention
should be paid to their adaptation to the
conditions of modern design. In those studies
that analyze the aesthetic and compositional
characteristics of patterns, researchers focus on
their classification and artistic transformation
possibility, but the issue of integration into
contemporary design remains unaddressed.
Thus, the relevance of the presented study lies
in the proposed innovative methods of
adapting traditional Chinese ancient folk
auspicious patterns to modern aesthetics,
which contributes to their actualization and
allows for increasing their practical value while
preserving their semantic meaning.

Statement of the problem. Scholars'
research on the application of traditional
patterns in modern clothing is mainly limited to
the analysis of single clothing elements such as
embroidery and patterns, lacking a deep
understanding of the historical evolution of
traditional patterns and the exploration of the
transformation of patterns into modern styles.
Traditional Chinese auspicious patterns, known
for their intricate details and culturally
significant color schemes, are facing challenges
in modern clothing design. Simplifying these
patterns while retaining their core elements can
make them more suitable for contemporary
aesthetics. Additionally, stylizing the patterns
into abstract or minimalistic forms can enhance
their appeal to modern tastes. Updating the
traditional color palettes to include modern and
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trendy colors can also make these patterns
more attractive to today's consumers while
preserving their cultural significance. This paper
will analyze, summarize, and conclude the
innovative ways of traditional patterns in
modern inheritance and attempt to put forward
its views on the application of traditional
patterns in modern clothing design.

Results of the research and their
discussion. The birth and development of
Chinese ancient folk traditional auspicious
patterns are the crystallization of the wisdom of
the ancient working people. They are closely
related to people's daily life, customs and
habits, as well as specific historical and cultural
backgrounds. Auspicious culture originated
from the early human worship and awe of
nature and gradually evolved into a cultural
form that conveys good wishes. In this process,
people subjectively processed elements such as
animals, plants, the sun, the moon, mountains,
and rivers in nature and expressed them in art
forms such as painting and sculpture, giving
these elements special symbolic meanings,
reflecting people's subjective reflection on
objective nature [8].

Origin of Chinese ancient folk traditional
auspicious patterns.

The history of traditional folk auspicious
patterns can be traced back to the emergence
of tribes at the end of primitive society. At that
time, to pray for nature's protection, people
began to carve ancient totems symbolizing
auspiciousness on stones. For example, the
"Double Dragons Playing with a Pearl" pattern
is expected in the tomb murals of the Han
Dynasty. This pattern uses the image of two
dragons fighting for a pearl, symbolizing power,
wealth, and auspiciousness. In traditional
Chinese culture, dragons have always been
regarded as symbols of power and dignity,
while pearls represent preciousness and
wisdom. Through auspicious patterns such as
"Double Dragons Playing with a Pearl," it can be
seen that ancient people placed their hopes for
power, wealth, and wisdom.
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In ancient society, auspicious patterns
were not only the objects of artistic creation but
also an important carrier of people's spiritual
sustenance and cultural heritage. Auspicious
patterns are so popular among people because
they have the fundamental connotations of
warding off evil, praying and congratulating,
and their essential characteristics  of
"symbolism" reflect people's yearning and
pursuit for a better life [9]. With the
development of history, these auspicious
patterns have been continuously integrated
into people's daily lives and have become
important elements in decorating objects,
clothing, architecture, etc., gradually forming a
unique folk art tradition that has been passed
down to this day. These patterns not only
beautify people's living environment, but also
carry rich cultural connotations and historical
memories, leaving precious cultural heritage for
future generations.

Traditional Chinese auspicious patterns
have taken on a variety of forms in different
historical periods, from the thunder-tortoise
pattern of the Shang Dynasty, the symmetrical
composition of the Warring States Period, the
complex patterns of the Qin and Han Dynasties,
to the luxurious round flowers of the Sui and
Tang Dynasties, the elegant flowers of the Song
and Yuan Dynasties, and the festival patterns of
the Ming and Qing Dynasties [10]. Each stage
reflects the social culture and people's beautiful
aspirations at that time, and has become an
important part of the cultural heritage of the
Chinese nation.

The visual language of traditional
auspicious patterns in ancient Chinese folk.

With the development and evolution of
the times, traditional auspicious patterns have
formed a unique visual language in the process
of continuous inheritance. These patterns are
not only decorative, but also integrate the
cultural connotation of auspicious meanings,
giving them clear theme symbols, carrying the
rich emotional expression and strong
auspicious vision of the Chinese nation. In the
process of the development of traditional
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auspicious patterns, the themes are rich and the
shapes are diverse. They are mainly divided into
seven categories: animal patterns, plant
patterns, text patterns, human patterns,
geometric patterns, object patterns and
combination patterns. Among them, animal
patterns, plant patterns and human patterns are
the most widely used [11]. These patterns
integrate the auspicious culture, religious
beliefs and folk customs in the development
and evolution of dynasties in Chinese history.
Through the artistic reprocessing of these
traditional materials, people have made the
traditional auspicious patterns with a sense of
age show a unique visual language. The specific
forms of expression can be summarized into
several categories, namely homophonic
representation, symbol representation, text
representation and symbol representation.
These methods not only enable auspicious
patterns to convey their original beautiful
meanings, but also can be widely used in
modern design.

Homophonic symbolism. Chinese culture
is extensive and profound. Homophonic
symbolism uses the similarity of pronunciation
of Chinese characters or words to imply
auspicious meanings. In the visual language of
traditional auspicious patterns, homophonic
symbolism is often combined with patterns of
auspicious animals and plants to draw patterns
that convey good wishes [12]. There are many
such examples in traditional auspicious
patterns. The pattern composed of lotus and
carp, "Year after year of abundance”, implies a
rich life and surplus every year. The pattern
composed of pomegranate and persimmon,
"Everything goes well”, symbolizes everything
goes well. Through homophonic symbolism,
auspicious patterns in clothing and apparel
design express people’s good expectations and
blessing visions for life.

Symbolic symbolism. As a typical
rhetorical device, symbolism conveys abstract
emotions and wishes through the image of
specific things. In traditional auspicious
patterns, symbolic symbolism can highlight
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auspicious meanings through the form of
specific objects or through their colors. For
example, the pattern with lotus as the theme
symbolizes purity and harmony; the pattern
with carp leaping over the dragon gate
symbolizes a successful career and rapid
advancement; the peony is regarded as a
symbol of wealth and prosperity because of its

bright flowers; while pine and cypress
symbolize longevity and tenacity. Through
these  symbolic  techniques, traditional

auspicious patterns in clothing design not only
beautify the appearance, but also convey rich
cultural connotations.

Textual representation method. Textual
representation method is one of the most
intuitive ways of expression in traditional
auspicious  patterns. By directly using
auspicious words as patterns or repeating
them, this method creates a strong visual
impact. For example, the individual display of
words such as “Fu”, “Shou”, and “Xi" conveys the
beautiful vision of praying for blessings,
longevity and joy. The “Hundred Blessings
Picture”, "Hundred Longevity Picture”, and
“Double Happiness Picture” enhance the visual
expression and auspicious meaning through

the repeated arrangement of words. In
addition, the combination of auspicious words
such as “plum, orchid, bamboo and

chrysanthemum” and “Fu, Lu, Shou” further
enriches the cultural connotation of the pattern.
The direct use of textual representation
methods not only conveys auspicious meanings
in a concise and clear manner in clothing
design, but also highlights the profound
heritage of traditional culture.

Symbolic representation. The symbolic
representation  technique abstracts and
simplifies the pattern materials with auspicious
meanings to form symbolic patterns, while
retaining their cultural connotations and
auspicious meanings. As a traditional
decoration, the Chinese knot, with its lines
looping and interlacing, implies continuous
vitality. Later, it was simplified into a symbolic
form and widely used in clothing and jewelry
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design. For example, auspicious patterns in
symbolic form such as auspicious cloud
patterns and ruyi patterns are not only
beautiful, but also carry profound -cultural
connotations and auspicious meanings. The
symbolic representation technique occupies an
important position in the visual language of
traditional auspicious patterns. Through simple
symbolic forms, it conveys rich cultural
connotations to the viewer. Traditional
auspicious patterns carry people’s good wishes
and auspicious meanings through a variety of
visual language expression methods. These
methods not only enrich the artistic expression
of the patterns, but also make these auspicious
patterns glow with new vitality in modern
clothing design, becoming an important bridge
between cultural inheritance and innovation.

The role of ancient Chinese folk
traditional auspicious patterns in the
inheritance of traditional culture.

Folk auspicious patterns play a key role in
the inheritance of traditional culture, and the
cultural values they record and convey are
particularly important for modern design art.
These rich and diverse pattern materials
provide a broad reference space for modern
clothing design, which can not only select
appropriate content for innovative re-creation,
but also enable these historical treasures to
continue and develop. For example, the
auspicious pattern of "Fu Lu Shou" is used in
jewelry design to pray for blessings, wealth and
longevity. "Dragon and Phoenix" is used to
express wishes for happiness and harmony.
“"Lotus Years" is used to convey the beautiful
vision of abundance and prosperity. The design
of folk auspicious patterns has always revolved
around the consciousness and beautiful
meanings of the traditional masses, providing
valuable reference for modern clothing design.

In today's rapidly changing clothing
design trends, taking the nationalization route
is a very innovative strategy. For a country with
a profound historical heritage like China, this
route can give its design a unique influence and
make it unique in international design ideas.
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The use of folk auspicious patterns in modern
clothing design can not only add classical
national flavor and historical and cultural
charm, but also is a perfect embodiment of the
inheritance and innovative development of
traditional culture. This is also the best strategy
for Chinese fashion design to occupy an
important position on the global stage. By
combining modern design elements with
traditional folk auspicious patterns, it can not
only inspire creative and personalized design
inspiration, but also enhance people's sense of
identity and belonging to traditional culture,
thereby promoting the inheritance and
development of culture. This approach not only
gives new vitality to traditional culture, but also
opens up new creative space and market
prospects for modern clothing design.

The problem of integrating ancient
Chinese folk traditional auspicious patterns into
modern clothing design.

There are still many problems in the
practice of integrating traditional auspicious
patterns into modern clothing design. First of
all, the extraction of traditional auspicious
pattern elements in the design is too similar and
lacks innovation. This convergence
phenomenon has led to the emergence of a
large number of clothing works with the same
design on the market, reducing consumers'
sense of freshness and brand identity. In order
to avoid this problem, designers should deeply
explore the cultural connotation of traditional
auspicious patterns and combine them with
modern design concepts to create unique
pattern designs. Secondly, the incompatibility
between pattern color and clothing brand style
is also a significant problem. Each clothing
brand has its own unique development history
and style positioning. This uniqueness allows it
to occupy a place in the highly competitive
fashion market. However, many designs fail to
fully consider the existing style of the brand
when applying traditional auspicious patterns,
resulting in a mismatch between the color of
the pattern and the overall style. This not only
weakens the uniqueness of the brand, but may
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also make the brand less recognizable in the
market. Therefore, when designers select and
apply traditional auspicious patterns, they must
combine the brand's color system and style
characteristics to ensure that the pattern is
highly consistent with the brand image [13]. In
addition, the matching of the layout and
craftsmanship of auspicious patterns with
clothing fabrics cannot be ignored. During the
design process, some fashion designers failed
to reasonably lay out the auspicious patterns, or
failed to choose a process that matched the
clothing fabrics, resulting in the aesthetics and
practicality of the finished product being
affected. For example, there are significant
differences in material and weight between
cotton clothing and knitted clothing, and the
auspicious patterns applied to these two fabrics
should also be different. Designers should
flexibly adjust the layout and craftsmanship of
patterns according to the characteristics of the
fabric and the requirements of the style to avoid

aesthetic  disharmony.  When  applying
traditional auspicious patterns in modern
clothing design, it is necessary to

comprehensively consider innovation, brand
style compatibility, and matching between
patterns and fabrics. By deeply exploring the
connotation of traditional culture, innovating
pattern design, ensuring the harmony and unity
of pattern color and brand style, as well as
rationally laying out patterns and selecting
appropriate craftsmanship, modern clothing
design can better utilize the aesthetic value of
traditional auspicious patterns and enhance
brand competitiveness. and market influence.
These measures not only help solve current
problems, but also inject new vitality into
modern clothing design, making traditional
culture shine in modern fashion.

The contrast between ancient Chinese
traditional folk auspicious patterns and modern
aesthetics.

Modern clothing not only emphasizes
functionality and comfort, but also pays
attention to the aesthetic performance of
clothing, which is determined by consumers'
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consumption concepts that change with the
times. There is a great degree of difference
between traditional aesthetics and modern
aesthetics. The source of the difference comes
from the different aesthetic consciousness and
taste created by different eras. People in the
same region will inevitably have different
aesthetic characteristics under different social
development backgrounds. An important factor
in judging modern clothing design is the
aesthetics of the design. As a broad expression
of fashion elements, modern clothing design
must take into account the aesthetics of the
pattern when displaying traditional Chinese
auspicious patterns. Traditional Chinese folk
auspicious patterns are significantly different
from modern patterns. Modern patterns
emphasize realism and verisimilitude and strive
to bring strong visual impact to consumers.
Traditional Chinese auspicious patterns pay
more attention to the symbolic meaning and
beautiful meaning contained in the pattern,
rather than realistic depictions of animals and
scenery.

When integrating traditional auspicious
patterns into modern clothing design,
designers should focus on the aesthetic value
of these patterns. First of all, ensure the
composition and beauty of the auspicious
patterns. Traditional auspicious patterns are
often characterized by symmetry and balance,
and these qualities can be integrated into
modern clothing through clever layout and
design. Secondly, the layout of the pattern
needs to conform to modern aesthetic taste.
Traditional patterns often focus on perfection
and symmetry, but in modern clothing design,
you can break these traditional layouts and
introduce more dynamic and varied designs to
make them more modern and visually
attractive. Designers can draw on elements of
traditional patterns, such as auspicious clouds,
flowers and birds, and recombine and interpret
them to give them new vitality in modern
clothing. In addition, the main background of
the development of the current era is also
another major factor that designers need to
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consider. This means that during the design
process, designers must not only maintain the
cultural connotation of traditional patterns, but
also consider the aesthetic needs and fashion
trends of modern consumers, creating clothing
that conforms to modern aesthetics. Color
matching, fabric selection, and adjustment of
pattern size and position can make traditional
auspicious patterns retain their symbolic
meaning in modern clothing while complying
with modern aesthetic standards. Therefore,
integrating traditional Chinese folk auspicious
patterns into modern clothing design requires
designers to innovatively use these patterns on
the basis of respecting traditional culture to
meet the aesthetic needs of modern
consumers. In this way, traditional auspicious
patterns can not only be revitalized in modern
clothing, but also enhance consumers' sense of
identity and love for traditional culture.

The inspiration of traditional Chinese
culture on the application of auspicious
patterns in modern clothing design.

The traditional Chinese Taoist thought
has the aesthetic idea of yin and yang harmony,
which is mainly reflected in the three aspects of
symmetry and balance, the use of natural
elements and the harmony of colors. In
addition, a series of moral requirements such as
modesty, prudence and restraint are always
implemented in Chinese traditional culture, so
we can see the personality characteristics
permeated by traditional culture in the formal
beauty of clothing, in which the implicit beauty
and the harmonious beauty  coexist
harmoniously [14]. This concept is reflected in
the clothing pattern as a symmetrical and
balanced composition. Traditional clothing
patterns often adopt symmetrical layouts, such
as symmetrical floral and animal patterns, which
not only reflects the beauty of form, but also
symbolizes the inner harmony. In modern
clothing design, designers can use symmetrical
pattern design combined with the cutting and
lines of modern clothing to make clothing have
both traditional harmonious beauty and
modern simple and fashionable aesthetics.
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Secondly, the harmonious beauty of nature is
also proposed in traditional aesthetics, so
natural elements are often incorporated into
clothing patterns, such as flowers, birds, fish,
insects, mountains, rivers and clouds. These
natural patterns not only decorate clothing, but
also express the concept of harmonious
coexistence between man and nature. The lotus
pattern in traditional clothing is not only
beautiful, but also symbolizes purity and
transcendence. Modern clothing designers can
combine traditional natural elements with
modern design elements to create unique
patterns. For example, combining traditional
cloud patterns and ripples with modern
geometric patterns not only retains the
connotation of traditional culture, but also adds
modernity and novelty. Traditional Chinese
intangible cultural heritage elements often
contain profound historical connotations and
emotional values, which provide designers with
rich creative inspiration. Highlighting the value
of intangible cultural heritage in the creative
process helps to expand the aesthetic level and
emotional resonance of the design [15].

Suggestions on the use of traditional
Chinese folk auspicious patterns in modern
clothing design.

In recent years, the development trend
has gradually tended to show more of the
cultural heritage contained in clothing, which
has given a place to the traditional Chinese folk
auspicious patterns. This also inspired fashion
designers to constantly study the use of
auspicious patterns in the process of designing
clothing, correctly understand the meaning of
folk auspicious patterns, integrate patterns
under the perspective of modern aesthetics,
and broaden their design ideas and innovative
design concepts.

First of all, the deconstruction and
reorganization method can be used to re-
match and organize folk auspicious patterns,
change the color composition, etc., so as to
form different forms of expression. In the
practice of modern clothing design, some
elements of these patterns can be extracted,
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and choices can be made according to design
needs, and finally a bright and free display can
be achieved. In the process of decomposition
and combination of patterns, different patterns
can be appropriately split and recombined to
form decorative patterns that conform to
modern design concepts. This method not only
retains the beauty of traditional elements, but
also gives them new vitality. Secondly, the
simplification of patterns should be considered
to adapt to modern design trends. For example,
the auspicious patterns in the Ming and Qing
dynasties were relatively complicated and could
not meet the aesthetic requirements of modern
clothing design. This requires simplifying the
auspicious patterns with cultural connotations
and trying to integrate them with modern
clothing. Abstract deformation mainly follows
the mainstream form of modern design using
geometric techniques, using straight lines and
curves to perform secondary processing on the
patterns, and concisely summarizes them.
Generalized deformation mainly refers to
omitting and simplifying complex shapes,
retaining the original main structure, making
the auspicious patterns simple, and retaining
the beauty of the original folk auspicious
patterns. Finally, the principle of color and
material coordination. In clothing design, the
coordination of the color of auspicious patterns
and the material of clothing is crucial. Different
auspicious patterns often have their specific
color meanings, such as red symbolizes joy and
yellow symbolizes nobility. When designers
choose the color of auspicious patterns, they
should consider their coordination with the
overall style of clothing. For example, when
designing a dress with a phoenix pattern as the
theme, you can choose symbolic colors such as
gold or red, and match them with noble
materials such as silk to enhance the overall
beauty and cultural connotation of the clothing.
In addition, clothing made of different materials
also has different effects on the expression of
patterns. For example, cotton and knitted
clothing have different expressiveness of
patterns. Designers should design patterns
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according to the characteristics of clothing
materials to ensure the overall harmony and
beauty.

Inheritance and innovation of auspicious
patterns in modern clothing design.

During the Spring and Autumn Period
(770 BC-476 BC), Suzhou was the capital of the
Wu Kingdom. The people of Wu generally
engaged in sericulture and silk weaving. Suzhou
embroidery had already appeared and
gradually formed a scale during this period.
According to Liu Xiang's book "Shuo Yuan", as
early as the Spring and Autumn Period and the
Warring States Period more than 2,500 years
ago, there were "embroidered clothes and
leopard furs" in Wu [16]. The combination of
auspicious patterns with modern clothing
design mainly involves brocade forms,
embroidery forms, etc. The reasonable
combination of patterns and these forms can
better express the beautiful meaning and
formal beauty of folk auspicious patterns.

The attainments of Chinese embroidery
art have reached a peak in the development of
thousands of years. The embroidery patterns
used in traditional clothing have a wide range
of themes, including flowers, clouds, auspicious
animals, etc., as well as themes that symbolize
good luck and ward off evil. Embroidery crafts
fully reflect the imagination and creativity of
ancient craftsmen. The southern region of
China pays more attention to the sense of
harmony of the work, and often pays attention
to the free blending of colors, so that the
embroidery will give people a bright visual
feeling. Our modern clothing design can also
make clothing products more vivid and have
their own unique charm in this way.

In the process of inheritance and
innovation of auspicious patterns, we must
adhere to the principle of coordination
between acceptance and innovation. After
historical precipitation, folk auspicious patterns
have become a rare and precious treasure in
our traditional culture. Designers can not only
retain the original design characteristics of their
own country, but also inherit and carry forward
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the artistic value of folk auspicious patterns by
learning the origin and deep meaning of
auspicious patterns. Folk auspicious patterns are
the accumulation of history, and their
development and evolution process are closely
related to the social, economic, political and
cultural background of a specific historical
period. These patterns are not only art forms, but
also a vivid reflection of the lifestyle and spiritual
pursuit of the working people at that time. Every
symbol and element in the auspicious pattern
carries rich cultural connotations and reflects the
wisdom and creativity of the working people. In
the 2014 APEC meeting, the clothing of the
leaders attending the meeting (Figure 1, 2, 3) is
a perfect interpretation of the integration of
ancient Chinese folk traditional auspicious

patterns into modern design. The overall idea of
clothing design reflects the use of the past for
the present, the combination of Chinese and
Western, harmony and difference, and the focus
on the future. The main garments are Song
brocade fabrics with jacquard swastika patterns
and tops with seawater and cliff patterns. There
are four styles and five colors for one garment,
and the colors use thick and generous traditional
tones. In terms of patterns, the traditional
auspicious patterns of seawater and cliff patterns
and swastika patterns are combined to create
patterns that represent the beautiful meaning of
the interdependence of mountains and
rivers and  mutual assistance among
the economies of the 21 participating countries.

Fig. 1, 2, 3. APEC leaders' clothing decorated with ancient Chinese traditional auspicious pattern of sea
water and river cliffs [17]
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In terms of craftsmanship, a combination of
Chinese and Western tailoring methods is
used. The body of the garment adopts a stand-
up collar design and a button-up element, and
the more culturally representative traditional
auspicious pattern of auspicious clouds is
added to the hem. The ancient Chinese
ancestors incorporated the beautiful patterns
of nature into the patterns of clothing to
achieve the purpose of communicating with
the world and seeking virtue and blessings.
Such beautiful meanings still have the same
effect in today's society. Designers have
revitalized traditional culture and applied it to
modern design through creative
transformation and innovative development of
traditional auspicious patterns in ancient
China, adding vitality to traditional Chinese
culture while allowing these beautiful
traditional patterns that have almost
disappeared from the sight of modern people
to regain new vitality.

Designers have revitalized traditional
culture and applied it to modern design
through  creative  transformation  and
innovative  development of traditional
auspicious patterns in ancient China, adding
vitality to traditional Chinese culture while
allowing these beautiful traditional patterns
that have almost disappeared from the sight of
modern people to regain new vitality.

The image of the dragon is formed by
combining various totem imaginations. It is
not only the symbol and emblem of the
Chinese nation, but also the symbol of the
emperor and the imperial power. Patterns
related to the dragon all have auspicious
meanings and contain the wish for infinite
blessings [19]. This set of clothing from Gucci's
2017 early autumn series (Figure 4,5,6) cleverly
combines modern and traditional elements.

The dragon pattern on the hem of the
skirt is particularly noteworthy. As a classic
symbol of Chinese traditional culture, the
dragon pattern is endowed with the meaning
of power, majesty and luck. The pattern uses
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traditional embroidery techniques, with bright
colors and exquisite details, showing superb
craftsmanship. The use of blue, red and gold
not only adds visual impact, but also contains
auspicious meanings. The image of the dragon
is lifelike and dynamic, reflecting a profound
cultural heritage. By combining the dragon
pattern with modern stripes, Gucci successfully
integrates traditional cultural elements into
modern fashion design, enhancing the artistry
and cultural connotation of the clothing.

Conclusion. This paper has explored the
innovative integration of traditional Chinese
auspicious patterns, particularly through the
lens of Su embroidery, into modern clothing
design. By tracing the historical evolution and
cultural significance of these patterns, the
study has highlighted the enduring relevance
of traditional motifs in contemporary contexts.
The research demonstrates that through the
methods such as simplification and
modernization, these patterns can be adapted
to meet the aesthetic demands of today's
fashion industry while preserving their cultural
essence.

The findings emphasize the importance
of balancing cultural heritage with modern
innovation. By employing methods that retain
the symbolic meanings and artistic values of
traditional patterns, designers can create
fashion that is both culturally rich and
appealing to contemporary consumers. This
approach not only revitalizes traditional arts
but also enhances the cultural depth and
diversity of modern fashion.

In conclusion, the paper provides a
framework for designers to creatively and
effectively integrate traditional patterns into
modern design, ensuring the sustainability and
appreciation of cultural heritage. The practical
techniques and insights offered in this
research contribute to the broader discourse
on cultural preservation and innovation in the
fashion industry, paving the way for future
studies and applications in this field.
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"Kuiscekuli HayioHanbHUl yHigepcumem mexHoso2ili ma duzaliHy, Kuis, YkpaiHa
2lllenbcilicokuli yHisBepcumem Hayku i mexHosoeid, CiaHe, Kumaticeka HapodHa pecny6ika

KUTANCbKI OGEPErOBI BI3EPYHKW TA IXHE MICLLE
B CYYACHOMY AU3AWHI OAArY: MPUKIA/L BULLUMNBKUN «CY>»

Mema. Y cmammi OJocniOxyemocs MOXAUBL WAAXU [HHosayiliHol (Hmezpayii mpaduyiliHux
kumalicekux obepezosux 8i3epyHkie 8 cydacHul Ou3alH o0s2y. Po3z2naHymo numaHHsA 36epexeHHs
Ky/lemypHOI 3Ha4ywocmi, adanmyroudu 8i3epyHku 00 Cy4acHoi ecmemuku, pobasqu ix npusabausumu 0na
CY4dCHUX CMAKig Yepes CnpowjeHHs, Cmuai3ayirto ma oHosJ/leHy KO0/6oposy najaimpy.

Memodonoezia. [1i0 uac nposedeHHs aHanizy npouyecy eeosroyii, KynemypHoi koHomauyii ma
ousaliHepcbk020 3acmocysaHHs mpaduyiliHux kumadicekux obepe2osux 8i3epyHkie 8UKOpUCMAHO Memod
{cmopuko-KymypHO20 aHanizy, Memoo aHani3y aAimepamypu ma mMemod memMamuyHux 0oCaiOxeHs.

Pesynemamu. Cmamms OeMOHCMPYE, Wo Hmezpayis mpaduyiliHux kumalicekux obepezosux
gi3epyHkig y cyyacHuli dusaliH o0s2y moxe 6ymu docsizHyma 3a JonomMo20r0 IHHo8ayliHUX Memodis, makux
AK cnpowjeHHs ma cmunizayis. Li nioxodu 3bepiearome KynbmypHy CyYmHIiCMe 8i3epyHkis, pobisyu ix
akmyaaeHUMU ma npusabausumu 0715 Cy4acHol Modu, MUM Camum niOBULYHOYU IXHIO NPAKMUYHY YIHHICMb
Y cy4acHomy Ou3aliHepCbKoMy KOHMeKcmi.

Haykoea HosusHa. Y cmammi npedcmasseHo [HHO8ayiliHi Memodu adanmauyii mpaduyiliHux
KUMQalicbkux cnpusmausux 8i3epyHkis 00 Cy4acHol ecmemuku 4Yepe3 CnpowjeHHs ma ModepHi3ayito, Wjo
0o3g0s15€ 36epezmu ixHIO Ky/lbmypHy CymHicme [ 800HOYAc 3pobumu Ix akmyaabHUMU 0151 Cy4acHol Moou.

Mpakmuy4yHa 3Havywjicme. [JloCniOXeHHS NPONOHYE NpakmuyHi mMemodu [Hmezpayii  yux
mpaduyiliHux eizepyHkie y cyyacHull OusaliH o052y, nidsuwyrouu ixH0 hpusabiusicme ma 3py4yHiCMb
BUKOPUCMAHHSA 8 Cy4acHili iHOycmpii modu.

Kmouoei cnoea: «kynemypHa cnadwjuHa, mpaduyiliHi kumadliceki 8i3epyHku, Ou3aliH odsey,
mMucmeymeo, cydacHuli ousaliH, mpaHcgopmayis, dusaliHepceka NPakmMuka.
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DIGITAL REDESIGN OF TRADITIONAL CHINESE TEXTILE

PATTERNS: A SYNTHESIS OF NATIONAL TRADITIONS AND
INNOVATIONS

Purpose: the study explores the complexity of digitally transforming ancient Chinese textile patterns
and allows identifying the stages of its digital redesign, blending national tradition craftsmanship with
contemporary intellect.

Methodology. A Systematic Exploration of Digital Redesign for Traditional Chinese Textile Patterns
presents a methodical approach to investigating the potential of digitally redesigning traditional Chinese
textiles. Using the method of historical and retrospective analysis provides a study of the history and origin of
cultural references to traditional patterns. Art historical analysis of traditional ancient patterns requires
researchers to make full use of previous records from history, literature, and visual works in order to understand
the corresponding culture, social condition, and artistic world related to these patterns. Methods Archival
research, Stylistic analysis, and Iconographic analysis and methods of digital redesign allow to outline ways of
integrating traditional motifs into design practices, demonstrate their adaptability and ability to rethink their
use in a digital environment. Forecasting method demonstrates the universal appeal of Chinese textile patterns
in fostering creative bridges that uphold culture and promote good designs without boundaries.

Results. It is proved in the work that traditional Chinese textile patterns have undergone changes over
time, yet they have not entirely vanished in their transformation. This study outlines the author's approach to
manufacturing innovation, which involves a structured, holistic process for producing contemporary designs
using traditional national textile motifs, based on a redraft of cultural patterns. Five key stages of redesign of
Chinese textile patterns are highlighted, such as Traditional Inspirations, Adaptation and Simplifications,
Integration into Design Practices, Digital Transformation and Cross-Cultural Fusion. These stages extend
beyond Chinese textiles, serving as a universal model for product development that incorporates traditional
elements of national heritage. It ensures a seamless fusion of tradition and contemporary design. It also
underscores the strength and durability of Chinese textile heritage, which illustrates its capability to pass down
creativity for new forms in a world that is rapidly changing. The results highlight the importance of maintaining
heritage while using modern technology.

Scientific novelty. This work describes an original method of digital re-design for traditional textile
patterns, based on a five-phased model. The research links each stage with its core and talks about how their
commonality has significance to the more general conversation of cultural heritage preservation in
contemporary design. It was proved for the first time that they serve as the foundation for a universal redesign
protocol, equipping designers worldwide with knowledge and tools that enhance both cultural and digital
design studies.

Practical significance. The findings of this study have practical implications that can guide modern
designers to steer their designs on the right path by preserving cultural heritage and, at the same time,
incorporating new innovations. The study establishes the timeliness and sustainability of ancient Chinese textile
art patterns in modern design practice. This not only enhances comprehension of traditional and historical
culture, but also guides people’s efforts to protect national aspects in a world that is becoming more
interconnected. By providing a universal framework, this study supports the creation of design products that
maintain national identity while embracing the possibilities offered by digital technologies.

Keywords: Cross-Cultural Fusion, Digital Redesign, Innovations, National Traditions, Traditional
Chinese Textile Pattern, Universality, Visual Communication Design.
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Introduction. Today, in our globalized
world, the preservation of intrinsic national
features is crucial to design and art production.
This archiving not only ensures consistency and
heritage, but also identifies a variety of cultural
trademarks among the international motifs of
creativity. Countries such as Lithuania, Germany,
Ukraine, and others have been particularly active
in this field, acknowledging the prominent role
of cultural heritage in their national narratives.
Numerous nations have implemented a variety
of strategies to safeguard their rich cultural
heritage, ensuring it remains uncompromised
and continues to influence our contemporary
design and artistic practices.

For example, Lithuania invests in the
preservation of its unique folk art and traditional
crafts, which are critical parts of national identity
[13]. The German Framework for the
safeguarding of tangible and intangible cultural
heritage instead critically examines the
opportunities  associated with connecting
textiles produced at national and regional levels
to global consumer markets, while respecting
the cultural and historical pathways that lead to
these new destinations [7]. Ukraine has also put
a strong emphasis on maintaining its traditional
arts, crafts, and historical sites in all areas of the
country, allowing cultural heritage to continue
flourishing within national consciousness [16].
Other European states have also acknowledged
the importance of preserving cultural heritage, a
common understanding that frequently surfaces
in globalization debates.

China’s culture, steeped in millennia-old
history and cherished on a global scale,
perseveres in the face of countless imposed
changes. Traditional Chinese textiles, among the
most significant cultural manifestations in China,
hold unparalleled importance. In addition to
showcasing the country’s artistic heritage, these
textiles are also a way that communities in Laos
express their cultural identity and retain it.
Chinese textiles’ global reputation attests to the
finespun patterns and symbolic motifs that make
them an ideal material for exploring how
tradition rubs against modernity in design.
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Exquisite designs, vibrant colors, and
cultural connotation make Chinese textiles a
primitive product. Through the very medium of
these fabrics, from exquisite silk brocades to
elaborate embroidery patterns, Chinese textiles
have influenced fashion, interior design, and
artistic expression across all corners of the
globe [25].

Chinese textiles are appealing because of
their historical motifs, which tell stories about
Chinese cultural and artistic traditions. Because
these patterns develop over time, we must
understand how they change and adapt in
modern contexts. Design interventions in the
digital reincarnation of Chinese textile design
work serve as a significant exercise, offering
leverage to preserve China’s cultural heritage
while simultaneously promoting adoption and
innovation in traditional decoration
diplomacies within modern design practice.
Since Chinese fabrics have an international
audience, it is vital to cover the evolutionary
history of these textiles and their digitization if
they are to continue attracting attention in a
global marketplace where sharing information
has become commonplace.

Analysis of previous researches. The
"History of Ancient Chinese Dyeing and
Weaving Patterns” provides an analysis of the
historical evolution process from the Neolithic
period to the Qing Dynasty. The book delves
into the dyeing weave’'s formation style and
aesthetic characteristics [25]. This book
systematically elaborates on the constituents,
development model, and aesthetic depiction
method for various weaving patterns.
Concentrating solely on the contours and hues
of those ages, this work attempts to locate
them amidst the significant political, economic,
and cultural atmospheres of that time.

Ancient Chinese culture roots these
patterns, acting as vessels of cultural memory —
tales conveyed through generations-old stories
and creative expression. Han & Cong's research
into the origins and design transformations of
traditional Miao patterns provides insight into
the historical context influencing the evolution
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of these complex patterns [5]. As Lina Wang
pointed out, it incorporates numerous
traditional Chinese cultural elements that
encapsulate the essence of traditional Chinese
culture [20]. While traditional Chinese textile
patterns have garnered widespread acclaim,
their evolution and adaptation in contemporary
contexts have become subjects of scholarly
inquiry.

Zhang and Chen study the use of Chinese
traditional patterns in modern textile design,
highlighting tradition as a relevant nominee
with innovation [27]. Similarly, Zhang & Dong
also describe the rebirth of traditional
auspicious patterns in contemporary art design
visually depicting how these patterns remain
relevant as they are still being adapted to new
modern contexts [26]. Gao and Yezhova's study
advances the equally important role of
traditional patterns in modern clothing design,
promoting totemic culture [8]. Nevertheless,
there is still a lack of in-depth research on the
evolution and digital redesign of traditional
Chinese textile patterns [21].

Ma et al.'s innovative design method for
traditional patterns, which maps aesthetic
experience to product features, emphasizes the
importance of combining beauty, utility, and
function in today's design [11]. The research
findings of Sun & Ab Aziz showed the
traditional Chinese auspicious patterns are still
beautiful to be refabricated into contemporary
application, it is very meaningful for cultural
revival [17].

Cases of that importance are as this Yuxue
Zou investigates on the Chinese traditional
cultural elements in modern clothing design
practice and became a conclusion between
thousand years culture with contemporary
fashion design [29]. This examination allows for

a closer look at digital methods in the
retargeting of textile design to provide
guidelines  between traditional cultural

elements and modern aestheticism.
Furthermore, the global popularity of

Chinese fabrics, as evidenced by insights from

China Insight [2] and Zhao [28] on the influence

41

of traditional cultural resources on clothing
brands, highlights the importance of
understanding the evolution and adaptation of
traditional patterns. Through careful analysis and
interpretation, researchers tap into narratives
inherent in those patterns, offering new
understandings of China’s long-standing
cultural heritage or its continuing influence
internationally [23]. A topic focusing on digital
sustainability in intangible cultural heritage,
using  Suzhou's  “Wu  Leno”  weaving
technique [23] as an example, confirms that
these technologies can effectively preserve and
transmit traditional craftsmanship.

A thorough literature review is conducted
to uncover the convergence of digital design
methodologies and cultural heritage
preservation, aiming to achieve visual harmony
in the redesign of textile patterns. Discussion this
review offers a wealth of insights from
pioneering researchers like Wang [20] and Zou
[29], who have conceptualized various models
for digital redesign. The process of using digital
techniques to reinvent traditional Chinese textile
patterns reveals a practical exchange that
benefits society as well as the wider international
community.

In the paper by Wahed et al., examples of
Pua Kumbu design motifs are observed that are
undoubtedly complex to the amateur observer
[19]. This qualitative exercise provides
perspective on traditional designs, which are not
just visual artefacts but also vessels of cultural
narratives. The artisan wisdom that weaves these
patterns begins to drive harmonious form-
generation through digital means. This study, by
utilizing technology forms that are well-suited
for its previously discussed characteristics and
objectives, not only tackles visually appealing
shapes but also establishes categories that
provide evidence of how Chinese traditional
textile design integrates into its own
professional cultural and artistic heritage, as
described by Zhang & Chen [27].

In this way, by synthesizing insights from
a wide range of literary sources, scholars can
deepen  their understanding of the
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development and transformation of traditional
Chinese textile patterns on an international
level, which will also preserve China’s cultural
heritage. However, the authors did not find a
systematic understanding of the stages of
digital redesign, and therefore this issue
requires deeper research.

Statement of the problem. Traditional
culture’s design elements, with their rich
themes and extensive forms, have long held a
deep variety and storage connotation, despite
being deserving of classification as treasures in
other art categories. Chinese traditional culture
serves as a crucial foundation for the digital
design trend in today's commodity-driven
world. Chinese tradition has a significant
influence on the modern approach to pattern
and model creation, prevalent in commercial
contexts. Chinese design also draws inspiration
from ancient Chinese motifs and visuals,
contributing  significantly to this digital
renaissance. So they aim to bring contemporary
visual design closer to high cultural meanings
and values. These methods not only add to the
oeuvre of modern design, but also help
determine beneficial outlooks and attitudes in
current society.

In this digital era, the increasing
popularity of traditional Chinese textile patterns
and ever-changing aesthetic trends have
sparked a process of interpretation. But with the
digital visual transformation, designers are
lifting up ideas and underpinning aesthetic
concepts that really resonate, as well as tapping
into timeless pieces of visual language from
these old patterns. The modern culture then
translates and re-expresses these as needed.
Digital technologies transform analogue
heritage into familiar and universally
understandable tropes that are persuasive to
modern consumers. This process aims to ensure
that these traditional elements of culture are
present in the public mind in a lively and
captivating way.

The design should incorporate a national
element that caters to contemporary life,
emphasizing the need for a new approach to
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communication about its usage and activation.
It is crucial to stimulate up-nourishment and
address the maturing cultural needs that could
potentially lead to an identity crisis.

In a world that is changing more and
faster than ever before, understanding the
workings of digital redesign can give us
important anchors in an ocean of heritage from
the past to present demands. Examining the
motivations behind redesign efforts reveals the
need to recreate traditional patterns to meet
contemporary tastes while maintaining cultural
integrity. The research highlights that digitally
transforming heritage is essential for renewal,
connecting cultural heritage across nations, and
furthering innovation in design practices.
Therefore, it provides crucial insights into the
relevance of ancient patterns in today's
globalized world and the need to ensure their
continued existence.

The purpose of this research paper is to
delve into the digital construction process of
traditional Chinese textile patterns, outlining its
stages, and examine the integration of these
national traditions into contemporary design
concepts. It will not only align with the talent
introduction requirements of the “Belt and
Road"” initiative, but also foster the innovative
development of Chinese traditional cultural
competitiveness within a modern cultural
context.

The significance of the study lies not only
in its application to China, but also in its broader
implications for other countries grappling with
similar  challenges in  preserving and
repurposing their digital cultural heritage.

The Han and Tang dynasty's’ traditional
Chinese textile patterns, crafted with significant
cultural references to shape their unique artistic
tradition, were the focus of the research. The
Chinese Tang dynasty’'s history spans over a
thousand years. As one of the strongest and
longest ethnic groups, they have left a legacy of
contributions to Chinese garment culture [14].
These materials have safeguarded the finest
aspects of national culture, while others haven't
received as much attention. A few of them
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feature intricate outlines, accompanied by
proportionately large images that reflect a
significant and exceptional period. The study
used about 200 samples from the museum
archive, including the old album and heritage
textiles. Their motifs are today popular among
contemporary designers, who turn them into
modern design products that conserve national
elements and integrate them into the
globalized world.

This study employs a comprehensive,
systematic research methodology  to
investigate Chinese traditional textile patterns,
drawing from a diverse range of samples
collected from various sources. The
methodology conducted relates to a systematic
possibility that supports the re-integration of
traditional decorative symbols with
contemporary interpretations. In this manner, it
allows to save and use indigenous patterns
historically, while updating them to meet
modern needs.

Methods include Archival research
(looking at primary sources, such as ancient
textiles in museum collections or historical
documents); stylistic analysis (comparing
patterns across periods and regions);, and
iconographic analysis (interpreting symbolic
meanings present in the designs). The following
tasks of the research are important: to analyze
the objective patterns using different analytical
techniques, revealing what these changes mean
and how they evolved, thereby establishing a
strong historical background for insight into
their current reinterpretation. For that reason,
the reference to traditional Chinese fabric
patterns from as early as the Han and Tang
dynasties makes sense because they have
historical and cultural value [15; 18]. These
dynasties represent pivotal periods in Chinese
history, during which notable advancements
were made in the realms of art, culture, and
craftsmanship.

A systematic study of Han and Tang
dynasty fabrics reveals their origins, symbolism,
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and aesthetic appeal, providing inspiration for
modern design. By using archival research,
stylistic and iconographic analysis, and
statistical methods, the study identifies key
motifs and reimagines their contemporary
applications, ensuring a meaningful digital
redesign [26]. This approach highlights the
dynamic interplay between tradition and
innovation, transforming these patterns into
cultural artifacts with enduring relevance in
today's globalized digital age.

The results of the research and their
discussion. The study has identified the key
stages of transitioning traditional Chinese
textile patterns digitally redesigned based on a
systemic approach (Fig. 1). The inherent
evolution and translation of these systems
within a digital context becomes visible at each
stage, shedding light on their fertile ground for
reinterpretation in wider design discussions
even today.

The first stage “Traditional inspirations”
draws on the rich tradition of traditional
national textile patterns. But it also delves into
their history, cultural icons, and unique details.
It also forms the basis for all subsequent stages,
supplying the necessary examples and ideas to
fuel a digital redesign.

Chinese textile patterns have a long
history, closely linked to China's folk art
traditions. With their nature, mythology and
symbolism-based patterns were ornamental but
at the same time had deep-going motives.
Chinese Motifs such as Peony and Magpie,
phoenixes, carps, or three bats symbolized
auspiciousness and prosperity in traditional
China (Fig. 2).

These age-old patterns hold a deep
cultural significance and go on to inform
contemporary design practices, becoming
timeless reminders of Chinese heritage and
principles. Hands meticulously drew these
patterns, often dedicating hours to their
illustration and employing generations-old
artistic techniques.
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Stages of redesigning traditional
Chinese textile patterns

1. Traditional Inspirations

2. Adaptation and Simplifications

3. Integration into Design
Practices

4. Digital Transformation

5. Cross-CulturalFusion

T 17T 17 1T T T

Characteristics

Deep immersion in historical
motifs and cultural symbolism
Reverence for authenticity and
historical roots

Nuanced adaptation to suit
modern graphic design Selective
simplification of intricate details

Incorporation of patterns into
various visual media
Exploration of innovative design
approaches

Transition to digital platforms
Utilization of technology for
dynamic presentations

Influence and integration with
global design trends
Celebration of universal
aesthetic appeal

Fig. 1. Stages of the digital redesign of traditional Chinese textile patterns

B Peony M Magpie ™ Phoenix M Carp M Lotus M Three Bats ' Others

Fig. 2. Approx Percentages of the most popular Traditional Chinese Textile Pattern motifs

18%
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Not only did these intricate patterns
appear in textiles, but they also appeared in
architectural elements, ceramics, and other
remnants of material culture, proving that
Chinese artistic production is an integrated
whole. Starting with the extensive study of
traditional Chinese textiles and their complex
patterns glorifying historical and cultural
connotations [5; 24], this stage is at once a
commitment to this history of preservation as
expressions whose age makes them worthy of
imitating in their majestic authenticity.

In the second stage “Adaptation and

Simplifications” traditional patterns have been
simplified and adapted into a more conducive
form for contemporary design processes, while
maintaining their aesthetic appeal.
This includes simplifying intricate patterns,
polishing fine details, and updating designs
with current trends without losing their root
matter or cultural image.

China's political and social transition
stages in recent years have reformed the
patterns  of  traditional textiles  to
accommodate students’ evolving preferences,
resulting in simpler designs. Artisans adapted
motifs during dynastic shifts and foreign
invasions, creatively incorporating prevailing

artistic sensibilities while ensuring a degree of
cultural continuity. Design simplifications
evolved to facilitate textile design for a wider
population, simplifying the manufacturing
process. Such adaptations have in turn
stabilized traditional motifs, showcasing the
elasticity and resiliency of Chinese design
traditions in changing socio-economic
landscapes.

Chinese Textile Patterns adapted for
modern demonstration. Not only do they serve
as remnants of the past, but they also bring
vitality to today's design scene. They are also a
bridge between tradition and innovation,
which can provide some advantages. It serves
as the perfect blend of tradition and
innovation, embodying a classic aesthetic that
ignores time or location. Auspicious patterns’
aesthetic properties are versatile, allowing for
easy inheritance without compromising
cultural originality. The integration helps to
maintain a varied and inclusive visual
background. Influenced by Chinese textile
patterns, these rich visual resources present
endless opportunities for inspiration for
creative and culturally conscious modern
graphic designers (Table 1).

Table 1

Summary of Traditional Chinese Textile Patterns

Traditional . . . . M i
'radltlona. Appellation Meanings Use in Modern Design odern design
Chinese motifs samples
HE=LsE| | Symbolizes Often used in textiles, s
. Vaut-
(Peony and happmgss, home dgcor, and. vfﬂf}‘%
Magpie) prosperity, and accessories to bring good i}lf/)
good luck. fortune and joy to the b
. PLUM BLOSSOM & PEONY
surroundings.
FALLHAE (Two| Represents Commonly incorporated %
Plum resilience and into art, clothing, and ""0_";_—
Blossoms) perseverance. decorative items to b
symbolize strength and T
endurance. ’:‘ —
(74
" K
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Continuation of Table 1

HFAHEAIUR

(Peony Flower
and Phoenix)

Symbolizes
nobility, beauty,
and prosperity.

Often seen in traditional
clothing, artwork, and
home furnishings to evoke
elegance and wealth.

il (Carp) | Represents Featured in various designs
perseverance, on fabrics, pottery, and
courage, and paintings to symbolize
success. overcoming obstacles and

achieving goals.

SEAE (Lotus | Symbolizes purity, | Frequently used in jewelry,

Flower) enlightenment, paintings, and religious
and rebirth. artifacts to convey spiritual
enlightenment and growth.
=NRE Represents Often depicted in

(Three Bats) happiness, paintings, textiles, and i
longevity, and decorative objects to invite
prosperity. good fortune and

blessings.

&Y (Crane) | Symbolizes Featured in artwork,
longevity, wisdom,| textiles, and sculptures to
and happiness. symbolize good fortune

and longevity.

=tunkifE& | Represents Commonly found in
(Magpie on happiness, good paintings, embroidery, and
Lotus Flower) luck, and decorative items to attract

prosperity. positive energy and joy.
Etovkig LR | Symbolizes Often used in textiles,
(Magpie on happiness, paintings, and ceramics to
Plum friendship, and bring blessings and luck.
Blossom) good fortune.

46




Art and Design N23, 2024

HaykoBMI haxoBUI XypHa

Mucmeymeo3Hascmeo. TexHIYHI HayKu.

This is a stage that reflects the
development of traditional patterns adjusting to
modern trends in graphic design, as explored by
Gao & Yezhova [8]. In these cases, micro-details
might be selectively simplified to ensure their
organic fit within today’s visual language. This
adaptive design combines traditional patterns
with modern design’s new simplicity.

During the stage of “Integration into
Design Practices” traditional motifs will be
converted into digital formats, allowing us to
propose a variety of design experiments
featuring different visual elements. The latest
technology now integrates traditional textile
patterns into contemporary graphic design,
enhancing their appearance and accessibility.

The more  graphic  design-based
integration of traditional Chinese textile patterns
created a new way in which to treat these motifs.
Yet with the advent of printing, metallurgy, and
mass media, they gained new life as posters,
advertisements, or packaging. Graphic designers
eagerly co-opted the beloved visual elements of

China, harnessing the beauty and meaning
inherent in Chinese motifs for modern graphics.
This has not only preserved these traditions but
also elevated them to a global platform, a
departure from their previous decline as archaic
ways of life.

The digitalization of approaches in the
transformation and visualization of classical
crafts, as can be seen with traditional Chinese
textile patterns, represents a live space for
continued exploration, not only technologically
but simultaneously levelling every move towards
reproduction that directs one’s understanding
towards culture. It is proved that the Traditional
Han and Tang Dynasties, Modern Application,
digital standard treatment research under

composition techniques could be summarized
to discuss traditional textile patterns’ design
principles by studying compositional technique
and methods for middle technique based on
examples such as “A pair of deer patterns in a
string of beads” (Brocade) and “Treasure phase
water bird print silk” (Fig. 3-4).

Fig. 3. A pair of bird patterns in a string of beads Brocade, Tang Dynasty, 30cm high x 28cm wide.
Dark red, light yellow and green bicolor flowers. In the formation of a cluster of beads, the two birds stand
opposite each other on the flower tray, with their tails rising. It is now in the National Silk Museum of
China. Photo and digital transformation by Dongze HUO.

6;"}.3:355':& ﬁ;;:f*'?w? ;a;;g\r;
22} Q'{“ ?‘ —’ :2.:‘ %:’ L:‘ —’ 2“" -_: ("‘2
~ 3‘_3:%1“; - & = o
\-‘ q__’ﬁr D= L3 -~
& — F %

Fig. 4. Treasure phase water bird print silk, Tomb 191 of Astana, Turpan City, Xinjiang unearthed.
Tang Dynasty, The remnant is 32cm long x 14cm wide. Brown print wrapped branch treasure phase
pattern, pattern center — water bird. It is now in the Museum of Xinjiang Uygur Autonomous Region.

Photo and digital transformation by Dongze HUO.
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Zhang & Dong [26] imply that as the
evolution process happens, traditional Chinese
textile patterns evolve to be part of modern
graphic design practices. Designers work on new
ideas for these patterns in different visual types,
like digital interfaces, print materials, and others.
It also demonstrates how they can infuse an
extra layer of style into contemporary design
projects (Fig. 4).

The  pivotal  stage “Digital
Transformation” is all about converting
traditional practices into digital forms to make
them more adaptive and expandable through
technological advancements, easing mainstream

of

Element of a
traditional
Chinese textile

pattern scrutiny

Symmetry tools are
used to combine
Individual elments
symmetrically

Slowly simplified step
by step,deleted more

details to extract

Use image analysis
software detailed image

Each part of the real
objectis extracted
anddrawninto a vector
Diagram by softwares

interactivities.  Digital intervention revives
traditional methods, enabling lively
presentations — visual simulations and virtual
experiences that are not bound by any physical
constraints.

Wu & Kymn show that a watershed event
is seen in the transition online of Traditional
Chinese Textile Patterns [21]. All the patterns
work from a physical textile into digital
platforms, taking over technology. So this phase
enables multiple layers of creativity, easily
accessible in digitally displayable, dynamic, and
versatile replications of these patterns for a
digital medium.

Identify andinterpret
graphical elements

Analyze origins,
line variations,
and evolutionary
processes

Finally formed the
elementsthat expected

Process of extraction and composition of traditional
chinese Textile Patterns elements

Fig. 5. Process of extraction and composition of traditional Chinese Textile Patterns elements.

OH@ .

Fig. 6. Digital redesigning and innovative Integration of traditional Chinese Textile Patterns elements
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Since then, digital technologies have
revolutionized the textile design scene, making
for more opportunities for innovation and
experimentation than one could ever imagine.
The flexibility and ease with which digital tools
allow designers to modify and reinterpret long-
standing iconography is a direct manifestation
of that. The use of computer-aided design (CAD)
software allowed for detailed patterns
reminiscent of textiles, and the digital printing
employed by these technologies meant that an
infinite array of colors could be produced with
ease. The digital revolution broke down borders,
separating design processes and enabling
creators of varied backgrounds to reimagine and
interpret the Chinese textile legacy in novel
ways (Fig. 5-6).

The redesign of traditional patterns is
based on forming. This phase signifies a
symbiosis for textile pattern design, leading to
the digitalization of cultural heritage. It is a map
exploring the complex transformation of
Chinese traditional patterns over time, providing
academic direction for historical motifs in their
design process. This exploration of the status of
traditional Chinese cultural elements in
contemporary visual design provides us with an
unobstructed introduction, utilizing digital tools
to seamlessly integrate into a system.
Supporting the complex remodeling of textile
patterns, these tools ensure that there is an
effortless blending of cultural heritage and
modern aesthetics [10].

This paradigm shift, some may argue,
comes with the introduction of digital means to
re-design these Chinese traditional textile
patterns. With the help of automated
technologies, such as automatic generation and
aesthetic quality evaluation, this not only speeds
up production but also protects inherited
aesthetic values from traditional patterns [12]. It
further builds the case for technology, and with
a critical linkage between tradition and
digitization in  evaluating the aesthetic
immutability of digitally redesigned patterns by
Wu & Kyungsun [21], in an effort to marry
tradition with technology. The integration of
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traditions ensures a balance that favors
innovation yet conserves and respects its cultural
essence, giving us insights into what lies beyond
in terms of paraphernalia culture designs
digitalization.

During the last stage “Cross-Cultural
Fusion”, traditional Chinese textile patterns cross
with different design forces in a process of
intercultural integration, which includes global
trends and contemporary design discourses.
This stage showcases the fluid relationship
between tradition and innovation, where
traditional patterns transition to contemporary
narrative forms anchored within new cultural
boundaries, establishing links that encourage
cross-cultural exchange.

Even though Chinese textile patterns are
rooted in an ancient culture, they seem to have
transcended cultural boundaries and been
influenced by global design trends. Cross-
cultural fusion is one of the hallmarks of
contemporary textile design, with designer
talent pulling inspiration from a variety of
different sources and traditions.

Chinese motifs are used in conjunction
with elements from other cultures to create
designs that demonstrate the diversity of the
present. Blending cultures is not only good for
the artistic landscape, but it also helps human
beings interact and communicate with one
another culturally at a global level; in other
words, it embraces our shared interest in art
and design.

This evolution reflects the ever-changing
contemporary sociocultural landscape in terms
of recreating traditional Chinese textile patterns
through futuristic digital methods. The
resultant is an innovative study of expressions
and form-making between classical Chinese
patterns that integrate with hi-tech new
aesthetics generated via these methodologies.
Inspired by the examination of Choi's
recognition matrix in traditional Korean Munsal
patterns, it serves as a cross-cultural angle to
our perception of subtle characteristics
concealed within textile designs [3]. These
traditional Chinese textile patterns are at the
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vanguard of cross-cultural fusion, not only
affecting current global design trends but also
themselves being impacted by them [1].

This stage is a celebration of aesthetic
appeal, promoting dialogue for international
variety with traditional Chinese design

heritage. The results obtained from the study
offer a strong theoretical basis for decoding
traditional pattern visual complexity, which is
critical to digital Chinese textile pattern
redesign by presenting an aesthetic
perception (Table 2).

Table 2
Cross-Cultural Fusion in Traditional Chinese Textile Patterns
Pattern Influences Examples in Contemporary Design Pictures
Western dragon Dragon motifs in fashion design,
Dragon
mythology tattoos
. Western bird N . i
Phoenix estemn bir Phoenix-inspired jewelry, accessories >
symbolism N~
/
" § |
Indian and Southeast | Lotus motifs in interior design, home
Lotus . . N
Asian motifs decor {
\-\ \
Cloud Western celestial Cloud patterns in graphic design, 3\5
symbolism digital art : "1\
e N “‘,l,; 2
e :_ll‘//;”f()jﬁ} !
‘ 4 \\‘.- - = )
Influences from . o .
Peony and . Peony and magpie motifs in fabric
. Chinese culture and . . e
Magpie folklore design, ceramics, traditional arts
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In general, the studied stages of
redesigning traditional patterns make up a
comprehensive algorithm for digital
transformation of visual national elements into
new design forms that meet modern
requirements at adaptation to current
conditions in a in a globalized world while
preserving spirit and essence content bearing
with full respect for cultural heritage traditional
national.

The nature of the stages mentioned here
and how they are important globally underline
the transformative possibilities offered by
ancient  Chinese textile patterns for
contemporary designs. The textile patterns
made during traditional Chinese civilization are
an eternal source of inspiration for
contemporary design practices all around the
world, going beyond geographical and cultural
boundaries. In fashion design [4], interior
decoration [9], and similar domains, these
patterns are used to set central compositions
for making focal points in garments or room
decor.

In the Adaptation and Simplification
Stage, modernization plays a critical role in
making these patterns more universal to
current audiences while at the same time
preserving their cultural legacy. In graphic
design, single-image  compositions, or
monograms, are an easy way to create branded
packaging that is reminiscent of minimalism
but easily belongs in a new-age cultural
context [6].

On the other hand, this is an additional
integration into what represents modern-day
use and practice for graphic design, illustrating
a seamless coexistence with regard to
traditional motifs in contemporary graphic
design. These patterns are used by designers in
illustrated layouts or repetitive examples for
wrapping paper, themed publications, and
contemporary interfaces that display their
seamless nature of integration throughout
digital channels [22].

Digitization has the potential to transform
how these traditional models are brought back,
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and it is achieving global reach through
dynamic  events containing interactive
experiences. One example of this point is the
use of media and digital transformation, as
traditional patterns are rendered digitally in a
virtual realm to then be explored by users,
sometimes within immersive environments
challenging physics limitations.

Cross-Cultural Fusion underscores the
universal connectedness of national textile
patterns in enabling and sustaining cultural
transfer and creativity amidst different design
dialects worldwide. These trends come through
building savvy global marketing campaigns and
products of visual communication that could be
effectively understood for all levels of the
audience [30].

The traditional concept of visual
communication is experiencing a disruptive
change and getting dynamic and adaptable
with digitalization. It is this adaptability that
secures the evolution of design to new trends
while keeping original cultural heritage alive. In
addition, there is a need to place national
elements on sustainable development since
they develop cultural diversity, and when it
comes to the to the tourism sector, heritage
conservation is important. The study not only
remains faithful to its cultural heritage, but also
presents it in a new light by advocating for
sustainable development and illustrating how
tradition can be molded according to the
modern world. It allows for the complexity of
global cultural landscapes to be preserved
within a framework of contemporary design
practices.

Conclusions. The paper employs the
example of the evolutionary transformations of
traditional Chinese textile patterns to elucidate
the dynamic interplay between tradition and
modernity, heritage and innovation. From their
origins in ancient symbolism to their
reinvention in the digital age, these patterns
have endured and evolved, shaping and
reflecting the cultural identity of China. The
author’s redesign methodology was developed
to systematically integrate traditional elements
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with modern design practices, which consists of
five stages: Traditional Inspirations, Adaptation
and Simplifications, Integration into Graphic
Design Practices, Digital Transformation, and
Cross-Cultural Fusion. These steps represent a
universal algorithm for transforming traditional
national elements into modern globalized
design, ensuring that cultural heritage is
preserved and adapted to contemporary
aesthetics and functionalities.

The knowledge gained from this study
about the relationship between coherence
with tradition and experimentation aids in
understanding what works effectively for
keeping a hold on our heritage through
innovative aspects of design. The results of this
research are important for the construction
design methodology in digital attributes, and
they also make contributions to conserving
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yugposozo pedusaliHy, ki 00380/8t0Mb OKpeCAUMU WAAXU [Hmezpayii mpaduyiliHux mMomusig y
ousaliHepcbki npakmuku, npodeMoHCMpysamu ixHr adanmusHicme 0o yugposozo cepedosuwya. Memod
npoeHO3y8aHHs OeMOHCMPpYE yHigepcaabHy npusabausicme Kumalicbkux MeKCMUbHUX 8i3epyHKigs y
HAna200xeHHI meopyux 38°a3k(8, ki NiOmpumyrome Ky/emypy ma 2dpMOHI3yrome npedMemHo-npocmopose
cepedosuuye.

Pesynemamu. Y po6omi 0osedeHo, wjo mpaduyiliHi kumaticeki mekCmuJ/ibHi 8(3epyHKU 3a3HAU 3MIH
3 NJIUHOM Yacy, npome 80HU He 3HUKJ/U NOBHICMIO y npoyeci mpaHcgopmayii. BukopucmaHo asmopcekuli
nidxid do aHanisy supobHuUYUX iHHo8ayil, akuli nepedbayae cmpykmyposaHul, YinicHuUll npoyec cmeopeHHs
o06’ekmis cyyacHoz2o Ou3aliHy 3 BUKOPUCMAHHAM MpaduyiliHuX HAYIOHA/NbHUX MeKCMUJbHUX MOmusls,
30dCHOB8AHUL HA nepeocMUC/eHHL KyJbmypHUX 3pa3kis. BuokpemseHo n'ame karodosux emanie pedusaliHy
kumaticekux mekcmusbHUX 8i3epyHkig: 1) mpaduyiliHe HamxHeHHs; 2) adanmayis ma cnpowjeHHs; 3)
(Hmeepayis e du3aliHepceki npakmuku; 4) yugposa mpaHcgopmayis; 5) kpoc-kynemypHuli cuHmes. Li
emanu 8uxo0ame 3a Mexi 00C/IOXeHHA KUmalcbko2o mekCmuJito, C/1y2yr4u yYHI8epcaabHOK Modeo 014
pO3pobKU NPOAYKMY, U0 8KAOHYAE MpPaduyiliHi enemeHmu HayloHa bHoI cnaduwjuHu. Lle 3abe3neuye 83aemMHe
NPOHUKHeHHS ma 3aumms mpaduyili [ cy4yacHozo du3aliHy. Y pobomi Hazo/ioweHO Ha cuai ma
0oseosiyHOCMI KUMAalicbkoi mekCmuJ/bHOI cnadwjuHu, ska Uirocmpye it 30amHicme gpopmysamu meop4uli
nomeHyian 0151 CMBOPeHHs HO8UX POPM y Cy4acHOMY WeUOKO3MIHHOMY c8imi. Pesynemamu nidkpecitorome
8ax/ugicme 36epexxeHHs CnaCWUHU y npoyeci BUKOPUCMAHHS Cy4dCHUX MexHOoM02(U.

Haykoea Hosu3Ha. /[locniOxeHHs OeMOHCMpye opuziHaieHuli mMemod yugposoeo pedusaliHy
mpaduyiliHux mekcmusbHUX 8i3epyHKI8, 3acHOB8aHUl Ha n'smucmyneHesili modei. Lle do3so/1s€ nog'szamu
KoxeH eman 3 (io2o A0poM [ 3aceiduye ix YyiicHICMb, WO MAe 8azome 3Ha4YeHHs 014 akmueizayil npoyecis
36epexeHHs1 KyJemypHOl cnadwjuHu Yy cy4acHoMmy ou3saliHi. Bnepwe JdosedeHo, wjo eudineHi emanu
mpaHcgopmayil cayeyrome 0CHOB0H 041 YHIBepCaabHO20 pedu3aliHy, 036pororouu dusaliHepie 8Cb020 ceimy
3HAHHAMU Ma IHCMpyMeHmMamu, KL Cnpusirome siK KyJemypHUM, mak [ yugdposum 0ocniokeHHAM Ou3aliHy.

TMpakmuyHe 3Ha4yeHHA. Pe3ysiemamu yb020 0OCNIOKEHHS MAOMb NPAKMUYHE 3HAYEHHS, Ke MOoXe
donomozmu cydacHUM OusaliHepam cnpsaMysamu ceol 3ycusiis 800HOYAC Ha 36epexeHHs Ky/JemypHol
cnadwuHu ma 8npoeadxkeHHs (HHosayili. Poboma niOkpecstoe ce8oeyacHicms [ cmilikicme 3paskie
0asHLOKUMAUICbKO20 MeKCMUJ/IbHO20 Mucmeymea 8 KOHMmMeKkcmi po3sumky cy4dcHol ousaliHepcokol
npakmuku. Lle He auwe noaaubatoe po3ymiHHA mpaduyiliHoi ma icmopu4yHol Ky/bmypu NesHozo pe2ioHy, a
U cnpamosye 3ycunnsa ntodel HA 3axXUCm HAYIOHAbHUX dcnekmig Ha c8imosomy pisHL.
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0272200434 THE THEORY OF “"ATMOSPHERIC AESTHETICS" IN THE
ENVIRONMENTAL DESIGN OF TRADITIONAL CHINESE
VILLAGES

Purpose of this study is to identify ways to apply the theory of atmospheric aesthetics in the design of
traditional rural landscapes to enhance the visual and experiential appeal of rural areas. Today, the theory of
"atmospheric aesthetics" is recognized as a foundation for revitalizing rural environments within the ecological
design framework and is widely discussed in academic circles in China and around the World.

Methodology. The research utilized literature analysis, inductive reasoning, case studies, and factor
analysis of environmental design.

Results. Based on the analysis of the practical application of the theory of "atmospheric aesthetics" in
rural design, techniques to improve the aesthetic perception of traditional villages are demonstrated. The main
advantages of using this theory in the design of traditional villages have been identified, such as: enhanced
aesthetic experience; promotion of cultural heritage; improved quality of life; resolution of environmental crises.
The practical application of the theory of "atmospheric aesthetics" helps create a unique artistic atmosphere
and emotional resonance, making rural landscapes more attractive and strengthening the sense of identity
and belonging among residents. Emphasis on preserving traditional cultural elements, such as ancient
architecture and streets, contributes to the continuity of cultural heritage and the sustainable development of
rural areas.

Scientific novelty. Theoretical and practical approaches to rural environment design based on the
theory of "atmospheric aesthetics" have been further developed. Extensive evaluations of the effectiveness of
using this theory in rural design were conducted during field studies and surveys in various locations. This
innovative theory enriched methods of studying environmental aesthetics, offering scientific support for rural
revitalization strategies and innovative designs.

Practical significance. The practical significance of the obtained results lies in their potential
application by designers in the design of traditional Chinese village environments, where an aesthetically
comfortable and attractive environment for both local residents and tourists is created based on the
identification of emotional and sensory qualities of the surroundings.

Keywords: atmospheric aesthetics, environmental design, traditional villages, aesthetic perception.

Introduction: "Atmospheric aesthetics" is  "atmospheric  aesthetics."  This  theory
a term wused to describe efforts in emphasizes the sensory and emotional qualities
environmental design integrated into the of the environment, creating captivating
Chinese countryside, marking a shift towards an  experiences that enchant visitors [1]. Applying
"experience-oriented" view of landscape this theory in practice not only opens
aesthetics. This perspective emphasizes opportunities for creating a sustainable rural
creating environmental beauty to satisfy the environment but also fosters a deeper
sensory and emotional needs of visitors, understanding of rural heritage and culture,
thereby enhancing their overall sense of well- aligning with the broader national goal of
being. As rural areas continue to develop, the achieving harmonious and balanced social
role of atmospheric aesthetics in shaping these  growth [2].
changes becomes increasingly important. The term "atmosphere" is often used in
Modern research in environmental design aesthetic discourse and generally denotes
increasingly aligns with the "new aesthetics,” something vague yet influential. The present
which incorporates the relevant theory of study of traditional rural "atmospheres" is
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based on various understandings of place to
organize the factors shaping aesthetic
atmosphere, providing a structured visual
overview that clarifies the layered and causal
aspects of these atmospheres.
Methodologically, using the study of "spatial
atmospheres” as a research tool poses
epistemological challenges, such as their
representative nature and their role in
establishing connections between science,
practice, and policy development

Analysis of previous research. From the
perspective of environmental aesthetics, the
presentation of new content and features in
aesthetic  activities  demonstrates  their
foundation as universal aesthetic principles [3].
Berliner emphasizes in  "Environmental
Aesthetics" that the environment should not
merely be a mode of aesthetics but should
expand to encompass overall aesthetics, as the
value of any aesthetic mode lies in its capacity
to interpret and explain [4]. Philosophers
analyze environmental aesthetics as a
milestone in contemporary aesthetic research,
focusing on keywords such as environment,
body, and atmosphere, establishing the
theoretical basis for natural environmental
beauty [5]. Historical and anthropological
studies centered on villages explore cultural
conflicts in  traditional village societal
transformations and ethical dimensions of
design in village cultural revitalization,
advancing rural development [6].

Geography and human settlement
studies have made significant strides in fields
such as digital preservation and application of
traditional village heritage [3], landscape
genetics excavation, and transformation of
human  settlement environments  while
exploring traditional village stakeholder
complex system characteristics and sustainable
development paths from a  tourism
development perspective [7]. Aesthetic scholar
Wu Tiantian emphasizes Boomer's theory of
atmospheric aesthetics, transcending
traditional subject-object dualism, focusing on
the phenomenology of sensation and the body,
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providing a new perspective for understanding
architectural  heritage including  human
perceptual experiences in the environment [8].

Berliner explores the relationship
between the environment and the body,
asserting that aesthetic activity is a physical
experiential encounter, applicable not only to
natural environments or landscapes but to a
broader aesthetic domain [8]. Atmospheric
aesthetics, proposed by Boomer, is an
ecological and environmental aesthetic concept
positing that this concept can serve as the core
of aesthetics, emphasizing the importance of
atmosphere in aesthetics. Analysis indicates
that the physical presence of environmental
aesthetic modes reflects the development of
aesthetic activities aimed at achieving bodily
sensibility, explaining changes in the perceptual
mediation of aesthetic experiences [9].

The evolution of aesthetic concepts forms
the basis for the development of universal
aesthetic principles in environmental aesthetics
towards subjective dimensions, driving the
application of aesthetic participation modes
across diverse aesthetic domains [10]. Carlson
explicitly states that aesthetic participation
extends beyond natural and artistic fields to
encompass the entire environmental domain,
establishing corresponding modes of aesthetic
appreciation [1]. Therefore, in establishing
environmental aesthetics as a key discipline,
attention should be paid to aesthetic features
of the surrounding world, not limited solely to
natural environmental aesthetics [1].

In conclusion, the analysis illustrates that
the physical presence of general aesthetic
activities in environmental aesthetic modes not
only reflects the development of aesthetic
activities aimed at achieving bodily sensibility
but also directly explains changes in perceptual
mediation of aesthetic experiences. The so-
called shift in perceptual mediation from the
"visual and auditory” mode to the "bodily"
mode  fosters innovation in  aesthetic
perception, reflecting changes in aesthetic
psychology based on bodily expe, processes,
content, and value orientations, further
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indicating the reconstruction of aesthetic
principles.

Setting objectives. This study aims to
determine how the theory of atmospheric
aesthetics can enhance the quality and
efficiency of traditional rural landscape design.
As of September 2023, China has listed 8,155
traditional villages in its Directory of Traditional
Villages. However, there are several persistent
issues in the environmental spatial design of
Chinese rural areas:

Firstly, while there has been an overall
improvement in the atmospheric environment
of villages, there is a phenomenon of "facade
engineering” in residential environments. The
daily lives of village residents have been
relocated into the landscape appearance,
lacking scientific rigor and a human-centered
approach. There is also a phenomenon of
"discontinuity” in architectural heritage, with
emphasis on partial restoration over creating a
cohesive overall atmosphere. The degree of
protection of architectural forms and residential
structures varies widely, resulting in traditional
villages losing their spatial atmosphere when
implemented.

Secondly, the implicit atmosphere of
traditional villages fails to effectively convey the
spatial ambiance of local culture, thereby
inadequately preserving intangible cultural
heritage. Folk customs, traditional arts, and
festive atmospheres are somewhat lacking.
Although the upgraded traditional villages have
improved residents' living standards, they have
yet to address the spiritual aspects of residents'
lives [12].

Results of the research. The integration
of "atmospheric aesthetics" theory into rural
environment design in China can be analyzed
and discussed from multiple perspectives [9].
Firsty, Bommer's theory of atmospheric
aesthetics emphasizes phenomenology and
embodied philosophy, focusing on human

perception and bodily experience within
environments. This theoretical framework
provides a new perspective for rural

environment design, aiming to enhance both
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aesthetic appeal and functionality by creating a
holistic, primordial sense of emplacement.
Against the backdrop of rural revitalization,
environmental design entails not merely
superficial alterations of buildings and
landscapes but requires a comprehensive
consideration of social, cultural, and ecological
factors.

For instance, in the street landscape
renovation of Xicun Township, Xiuwu County,
designers  tailored enhancements by
integrating local ecological conditions, street
spatial layouts, and regional characteristics
(Fig. 1-2). This approach not only elevated the
village's visual appeal but also strengthened
residents' sense of belonging and identity
towards  their  environment.  Moreover,
atmospheric  aesthetics underscores  the
relationship between humans and nature,
emphasizing the impact of elements such as
space, time, and emotions on artistic
expression [10].

Therefore, in rural environment design,
the theory of "atmospheric aesthetics" can be
applied to enhance villages' overall aesthetic
appeal and cultural richness by creating
distinctive natural and cultural landscapes. For
example, planting local wildflower belts and
installing pavilions and stone benches can
create nodal spaces with the characteristic
features of rural streets (Fig. 3-4), transforming
chaotic alley environments into orderly and
neat settings.

In the countryside of Tuscany, Italy,
atmospheric aesthetics are employed to
integrate natural scenery with ancient stone
houses, preserving the region's longstanding
agricultural culture and architectural traditions.
Through meticulous planning and design, every
corner of these villages exudes a unique artistic
atmosphere, attracting visitors to experience
local history and ways of life (Fig. 5). In Bavaria,
Germany, village designs focus on preserving
traditional wooden house architectural styles
amidst mountain landscapes, integrating
modern environmentally friendly technologies
such as renewable energy and energy-efficient
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building design to foster a harmonious
coexistence with nature. This approach not only
emphasizes visual aesthetics but also deepens
respect for local culture and natural
environments. In Provence, France, village
renewal projects utilize atmospheric aesthetics
theory by reconstructing traditional stone
houses and streets, preserving the unique
architectural styles and cultural traditions of the
Mediterranean region. Designers emphasize
creating a cohesive living atmosphere within
the villages, allowing residents and visitors alike
to experience local colors and historical
heritage.

Additionally, atmospheric aesthetics also
addresses the critique of inferior artworks,
freeing the shaping of aesthetic judgments
from the confines of "applied arts,” which
means liberating aesthetic judgments from the
confines of applied arts. This gives rural
environment design more  possibilities,
enabling designers to create diverse and
innovative design solutions without being
restricted by traditional aesthetics.

However, achieving these goals requires a
deep exploration of the aesthetic resources
specific to rural areas and transforming them
into tangible aesthetic elements, imbuing rural
landscapes with new forms, colors, materials,
and functionalities. For instance, in cases like
those in Liushui District, Nanjing, designers
integrate rural environments, emphasizing
principles of harmony to ensure the
harmonious unity of the "people-landscape-
environment" [11]. Application Case Studies of
Atmospheric Aesthetics Theory in Traditional
Village Environment Design:

1. During the renovation of Xidi Village in
Anhui Province, China, the concept of
atmospheric aesthetics played a key role in
guiding the restoration of traditional courtyard
houses and streets. This approach preserved
the historical charm of the village while
seamlessly incorporating modern amenities
(Fig. 6). As a result, the village's aesthetic appeal
was enhanced, and local cultural practices were
revitalized. Recognized as a UNESCO World
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Cultural Heritage site in 2000, Xidi Village
stands out as the only village-type heritage site
on the list, known for its well-preserved ancient
buildings. It is also designated as a "Famous
Historical and Cultural Village of China" and a
"National Key Cultural Relics Protection
Unit" [12].

2. The revitalization of Shirakawa-go in

Japan serves as a prime example of
atmospheric  aesthetics, maintaining the
architectural integrity of the traditional

thatched-roof farmhouses while upgrading
infrastructure to support tourism (Fig. 7). This
balanced approach preserved the village's
cultural ambiance while enhancing the
experience for Vvisitors. Shirakawa-go Gajo
Village also hosts a traditional festival that
honors the gods for the safety of the village and
roads, rooted in the village's cultural heritage.
The grand ceremony, featuring everything from
speeches to instrumental performances,
masked songs and dances, and costume
parades, is meticulously designed (Fig. 8).
Beyond the large-scale festival, visitors can
actively engage in the festivities by
participating in traditional activities like hand-
planting rice seedlings and singing rice-
planting songs.

3. In the restoration of Bhaktapur
Durbar Square in Nepal, atmospheric
aesthetics informed the reconstruction of
ancient temples and public squares after the
2015 earthquake (Fig. 9-10). This initiative not
only safeguarded architectural heritage but
also revived community pride and boosted
tourism [13].

These case studies demonstrate how
applying atmospheric aesthetics theory can
effectively ~ enhance  traditional village
environments, promoting cultural continuity,
improving living conditions, and fostering
sustainable development amidst contemporary
challenges [14].

Based on the conclusion, the application
of "atmospheric aesthetics" theory in rural
environment design has several advantages for
traditional villages:



Art and Design N23, 2024

HayKOBW haxoBUIN XypHa Mucmeymeso3zHascmso. TexHIYHI HayKu.

M ‘7:—% 4 “'\: ; |
Fig. 1. Xiuwu County Xicun Township Fig. 2. Xiuwu County Xicun Township
before renovation after renovation

Fig. 5. uscan countryside setting, Italy Fig. 6. Rural environment of Hongcun,
Anhui, China
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Fig. 9. Durbar Squaré,“Bhaktapur, Nepal

1. Enhanced Aesthetic Experience:

By
integrating atmospheric aesthetics, traditional
village designs can focus more on creating a

cohesive overall atmosphere. This allows
people to experience a unique artistic charm
and emotional resonance within these spaces.

2. Improved Quality of Life: Optimizing
spatial layouts and environmental designs
significantly improves residents' living conditions
and enhances their overall quality of life.

3. Addressing  Environmental  Crises:
Atmospheric  aesthetics  offers  unique
advantages in addressing environmental crises.
By emphasizing  phenomenology  and
environmental perception, it enables better
responses to current environmental challenges.

4. Promotion of Cultural Heritage:
Emphasizing the preservation of traditional
cultural elements such as ancient architecture
and traditional streets and lanes during the
design process contributes to the continuation
and promotion of cultural heritage.

Conclusions. This article explores the
theory of "atmospheric aesthetics" and its
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Fig. 10. Night view of Durbar Square,
Bhaktapur, Nepal

impact on shaping human habitats, laying the
foundation for sustainable design development
in traditional rural areas. "Atmospheric
aesthetics”, as an aesthetic concept related to
environmental design, has gained increasing
attention and has become a hot topic among
designers today.

The paper examines examples of applying
the theory of "atmospheric aesthetics" in the
design of traditional villages. It identifies several
advantages of its use in rural environments:
Enhanced Aesthetic Experience, Promotion of
Cultural Heritage, Improved Quality of Life, and
Addressing Environmental Crises.

In conclusion, it is worth noting that
integrating atmospheric aesthetics into rural
design in China can effectively improve the
comfort and beauty of these areas, contributing
to sustainable rural development. Through
innovative concepts and design methods,
strong support can be provided for rural
revitalization, while offering new directions and
prospects for global research in ecological
aesthetics.
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"Kuiscekuli HayioHansHUl yHigepcumem mexHoso2ili ma dusativy, Kuis, YkpaiHa
2lllenbcilicokuli yHisepcumem Hayku ( mexHonoeid, CiaHe, Kumaticeka HapodHa pecnybika

TEOPIl <ATMOC®DEPHOI ECTETUKU» B AN3ANHI CEPEAOBULLA
TPAAULLIMHNX KWTANCbKUX CENWLL,

Memoro yb020 00CNIOXeHHS € BUSBIEHHA WIAXI8 3ACMOCY8AHHA Meopii ammocghepHoi ecmemuku 8
ousaliHi mpaduyiliHux cibcbkux AaHowagdmis 0 nidsuwjeHHs 8i3yaibHOi ma emnipuyHol npusabausocmi
cinecokux mepumopili. Co0200HI meopis "ammocgepHol ecmemuku" 8U3HAHA OCHOBOH 0/ 8IOPOOXKeHHSs
ClIbCbKO20 cepedosuULa 8 PAMKAX eK0102(4H020 Ou3aliHy [ WUpoko 062080pHOEMBCA 8 akadeMiYHUX KOaax
Kumato i caimy.

Memodonoezia. Y OocnidxeHHi 8UKOpUCMOBYBAUCL AHAAI3 JAimepamypu, [HOYKMUBHI BUCHOBKU,
memamudyHi docnioxxeHHs ma pakmopHuli aHani3 duzaliHy cepedosuwya.

Pe3ynemamu. Ha ocHosi aHanizy npakmu4Ho20 3acmocysaHHs meopli "ammocgepHoi ecmemuku" 8
ousaliHi ciibcbkoi Micyesocmi NPodeMOHCMPOBAHL NPUUOMU NOKPAWEHHS ecmemuyHo20 cnpulHaImms
mpaduyiliHux ci1. BusHa4eHo 0CHOBHI nepesazu 8UKOPUCMAHHS Yiei meopii 8 dusaliHi mpaduyiliHux cin, maki
AK: nokpaweHUl ecmemu4HuUll 00c8id;, NPOCYBAHHS Ky/bMYypHOI cnaduwjuHu; nid8UWeHHS AKOCmIi Xummsi;
BUpIWeEHHA eKo/02i4HUX Kpu3. pakmuyHe 3acmocysaHHs meopii "ammocgepHoi ecmemuku” donomazae
CMeopuUMU yHIKA/NbHY XyO0XHI0 ammocghepy ma eMoyiliHuli pe3o0HaHc, pobasyu cuibcoki AaHOwagdmu 6inew
npusabausuMu ma 3miYyH0YU 8i04ymms i0eHMU4YHOCMI ma NpUHAaexHocmi ceped xumenis. AKyeHm Ha
36epexeHHI MpaduyiliHux KyJemypHUX e/flemMeHmis, makux Ak O0deHA apximekmypa [ ey/nuyi, cnpuse
36epexxeHHI0 Ky1bmypHOL cnadwuHu ma cmasioMy po38Uumky CilbCoKUX palioHis.

Haykoea Hoeu3Ha. Po3pobseHo meopemuyHi ma npakmudHi nioxodu 0o Ou3aliHy CUTI6CbKO2O
cepedosuLa Ha OCHOBI BUKOPUCMAHHA meopil "ammocgepHol ecmemuku”. [1i0 Yyac nosbosux docnioxeHs i
obcmexeHb y pi3HUX Micysx nposedeHo WUPOKI OyiHKU echekmusHOCMI BUKOPUCMAHHS Yiel meopii 8 OusaliHi
cinecokol  Micyesocmi.  Lls  iHHosayiliHa meopis 36azamuna memodu O0CIiOXeHHs —ecmemuku
HABKOUWHBLO20 cepedosuLld, NPONOHYYU HAyKosy NiIOMpUMKY cmpameziam 8i0po0xeHHs mpaduyiliHux
noceseHb ma iHHo8ayiliHoMy Ou3aliHy.

Mpakmuyna 3Ha4vywjicme. [IpakmuyHa 3HAYyWiCMs OMPUMAHUX pe3yJlemamie noJseae 8
MOX/IUBOCMAX X 3acmocysaHHsA du3aliHepamu npu npoekmyeaHHi cepedosuwya mpaduyiliHux kumaticekux
noceseHb, Oe Ha OCHOBI 8USB/IEHHS eMOIUHUX Ma CeHCOPHUX SKocmel 0OmoYeHHS peani3yembsCs eCmemuyHo
komgopmHe ma npusabnuse cepedosulyje Sk 015 MiCYesux Xumesis, mak i 0415 mypucmis.

Kmrouoei cnoea: ammocpepHa ecmemuka, OusaliH cepedosuwya, mpaduyiliHi cena, ecmemuyHe
cnpuliHAIMmMA.
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REGENERATION OF THE DESIGN OF WEAVING AND

EMBROIDERY PATTERNS BASED ON ARTIFICIAL INTELLIGENCE
TECHNOLOGIES

Purpose of this work is to determine the feasibility of using AIGC (Artificial Intelligence Generated
Content) technology to restore the design of traditional Yao patterns in order to protect and preserve the culture
of the Yao ethnic group, and at the same time contribute to the modernization of the application of traditional
arts.

Methodology: In this study, based on the classification and combing through Yao weaving and
embroidery patterns through literature research, the two selected design patterns are coded and extracted, and
AIGC (Artificial Intelligence Generated Automatic Generation Contents) technology is cited to carry out
regeneration design of the patterns.

Results: By studying the process of creation and evolution of Yao patterns, it was found that its unique
cultural and aesthetic value warrants study and preservation. It was found that patterns created using AIGC
technology not only retain the basic elements of traditional patterns, but also introduce various design
innovations. These newly created templates have a high visual aesthetic and can be applied to the design of
Yao derivative cultures.

Scientific novelty of the study consists in the identification of the main characteristics of the traditional
patterns of the Yao people, and the proposed approach to their preservation and integration into modern
design. By overcoming the limitations of traditional design, this study combines AIGC technology with national
traditional culture.

Practical significance: This study is of great scientific significance because it not only provides a new
method for digital preservation and innovative design of Yao patterns, but also contributes to the study of the
application of artificial intelligence in pattern innovation. Research materials can be used both in educational
courses and in project design practices.

Keywords: artificial intelligence; Yao culture; pattern regeneration; motifs-symbols, embroidery
patterns; design.

Introduction: The Yao people in China AIGC (Artificial Intelligence Generated
are mostly gathered in the south, mainly Content) refers to the use of artificial
distributed in Guangxi Province, Hunan intelligence technology to generate various
Province and Guangdong Province. The Yao forms of content, including text, images, audio
people are famous for their rich cultural and video. At its core, it simulates the human
traditions and unique costumes, reverence for creative process through machine learning and
nature and pluralistic beliefs. Yao patterns are deep learning algorithms to automate the
an important expression of their culture and are  generation of content. AIGC has shown strong
commonly found in embroidery, clothing and potential for application in a number of fields,
daily necessities. Most of the patterns are taken  such as news writing, art creation and
from nature, including animal patterns, plant advertising design. The benefits include
patterns, human patterns, word patterns and so  increased productivity, reduced creation costs,
on, reflecting the Yao people's reverence for and the ability to generate personalised and
nature and their desire for a better life. These customised  contentAIGC  or  Atrtificial
patterns are unique to the Yao people and carry  Intelligence Generated Content has become a
rich cultural connotations and symbolism. breakthrough force that is redefining digital

creativity.
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The regeneration design of Yao patterns
refers to the use of modern technology and
design concepts to innovate and transform
traditional patterns to adapt to modern
application scenarios while retaining their
cultural connotations. Some researchers have
pointed out that the current research
perspective on Yao weaving and embroidery is
relatively single, and it is necessary to expand
the research scope and deepen the research
content of studying Yao embroidery through
multidisciplinary, multidisciplinary, and
multifaceted entry cuts [1]. AIGC, as a more
advanced automatic generation technology, is
applied to the regeneration design of Yao
patterns, which represents the deep integration
of modern technology and traditional culture,
and is conducive to the innovation and
development of Yao traditional culture. AIGC
technology is capable of analysing, learning,
and generating highly complex and detailed
patterns through deep learning algorithms and
large-scale data training. This technology can
not only extract design elements from a
massive database of traditional weaving and
embroidery patterns, but also generate
innovative Yao patterns according to different
cultural backgrounds and aesthetic demands.
This design application attempts to extract
some representative Yao patterns, form a text
based on the symbolism of the patterns, and
automatically generate innovative Yao patterns
under AIGC by means of text-to-diagram and
diagram-to-diagram.

Analysis of previous researches: With the
rapid development of globalisation and
modernisation, the elements of traditional
patterns of ethnic minorities are at risk of
disappearing. Advanced digital technology
provides a new way for the regenerative design
of such patterns, recording, editing and
outputting innovative traditional patterns
through high-tech means to promote their
inheritance and dissemination in modern society.
Currently, the research on innovative design of
Yao patterns focuses on digital design, mainly on
the construction of intelligent classification
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pattern system and digital display platform. The
research on AIGC has been on the rise in the past
two years, firstly, it is the theoretical research on
AIGC, which explores its connotation,
mechanism, development trend and reflection
from different perspectives; and secondly, it is the
research on the application of AIGC in various
fields, which has great practical significance and
provides a different way for this research to be
conducted. The second is the research on the
application of AIGC in various fields, which is of
great practical significance and provides different
ideas of reference for this study.

In order to solve the problem of
cumbersome and time-consuming manual
classification methods, Kong Qian et al. used
artificial intelligence technology to intelligently
classify Yao pattern symbols, which not only
reduces the time-consuming process, but also
effectively  improves the accuracy of
classification, thus promoting the
dissemination of ethnic minority folk culture [2].

Chen et al. found that the emergence of
programmable robotic embroidery machines
can greatly improve the productivity of
embroidered textiles and promote the
development of e-textiles, and that artificial
intelligence based on deep learning technology
brings significant benefits to the creation of
embroidery aesthetics, and that the digitisation
of embroidery has become a research hotspot
in the textile field [3].

Wu et al. comprehensively summarise
and reveal the current research status of AIGC
technology in the field of design from the
perspective of combining AIGC and design,
analysing the bibliometric data, theoretical
foundations and technological dependencies of
the existing research, and gaining insights into
the evolutionary trends of the combination of
AIGC and design. Deficiencies in current
research are identified and new directions for
future research are proposed [4].

Lou Yongqi discussed the key
competencies of creative workers in the AIGC
era, emphasising that meaning-making is a
unique human strength. To strengthen this
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advantage, we need to focus on six areas:
humanistic values, creative models, holistic
experience, cultural awareness, contextual
relevance and narrative reasoning (Fig. 1). AIGC
should make machines more mechanical and
humans more human, which requires a cultural
renaissance  and a  breakthrough in
computational rationality [5].

Hu Yang et al. study the digital
continuation of traditional decorative patterns
of ethnic minorities, especially those on the
verge of disappearing, by AIGC technology
from the perspective of cultural preservation.
This technology not only passes on cultural
heritage, but also personalises and fashions it
by incorporating modern elements through
innovative designs [6].

Fig. 1. A sculpture generated from the sound of engine of Aston Martin db11
by Zheng Kangyi in 2018. Human Creativity in the AIGC Era, China, 2023 [5]

Mimage 1 Mimage 2
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Fig. 2. Intelligently generated colour scheme map under AIGC, Netherlands, 2024[11]
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Fig. 3. General Classification Chart of Yao Patterns
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Jiewen Lai et al. provide new ideas for
customisation services for streetwear fashion
brands by integrating the Big Five personality
psychology test and Artificial Intelligence
Generated Content (AIGC) technology. Based
on the results of the psychological test, an
algorithm is used to intelligently generate
graphic designs that match the user's
personality traits, providing a personalised
visual experience for customers with different
personalities. Each user can find graphic
elements in the application that are relevant to
his/her personality, thus enhancing emotional
resonance and engagement, which in turn
increases  purchase desire and brand
bonding [7].

Lin Yanjun et al. found that the AIGC tool
can rapidly generate a large number of creative
concepts and design drafts, providing
designers with more sources of inspiration,
stimulating creative thinking, and making it
easier for them to experiment with different
design styles and combinations of elements.
This study provides a deep understanding of
the application of AIGC in the field of graphic
design and offers valuable insights for future
research and practice [8].

Xin Jin et al. proposed Aesthetic
Language Guidance (ALG) for images under the
AIGC technology, which provides guidance for
photography through the three attributes of
colour, light and composition, and ALG-T and
ALG-I provide aesthetic language guidance for
two types of input images, horizontal and
vertical, which results in a significant
improvement in the aesthetic quality of the
photographs [9].

Wau et al. present the application of AIGC
to the key stages of fashion design, including
inspiration,  design, manufacturing and
marketing. Demonstrating the need for
advanced Al model training to improve the
accuracy of apparel pattern generation, a
bridge approach from design to manufacturing,
and the importance of objective evaluation
methods [10].
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Wu Fan et al. proposed a product colour
matching design method based on AIGC.
Target images were generated by ChatGPT,
Midjourney constructed a shape sample
database, extracted the primary colours and
applied the colour harmony theory to generate
a colour scheme (Fig. 2). The validity of the
method was verified using AHP expert
evaluation and  consumer  perception
evaluation, with the example being a household
hoover. The results of the study demonstrate
the potential of AIGC to innovate the design of
traditional product colour schemes and
highlight its potential to collaborate with
traditional design tools [11].

The above research reflects the current
research status of Yao patterns and the
application of AIGC in various fields, but the
research on combining AIGC with Yao patterns
and regenerating pattern design is still in a
blank stage, which needs more researchers and
designers to carry out more in-depth research
and design practice.

Statement of the Problem: Focusing on
Yao weaving and embroidery patterns, this
study attempts to generate new pattern
patterns under AIGC based on the extracted
plant patterns, encoded with the cultural
connotations they contain. Since the
automatically generated patterns will change
according to the text and pictures, it is
necessary to integrate and optimise the
multiple generated patterns in combination

with  human-guided modifications, thus
obtaining the final regenerated design
innovative patterns.

Results of the research: In the

regeneration design of Yao patterns, AIGC
visualises the compliant parameter designs
through algorithms or rules, and the designer
modifies the generated scheme by adjusting
the parameter values. Its working principle is
based on semantic analysis, deep learning and
intelligent algorithms. As a smarter design
assistance technology, AIGC reorganises the
design process. In manual design, the
innovative design of the pattern is completely
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dependent on the designer's own ideas,
aesthetics and perspectives.Intelligent
generation extends the design behaviour from
a single "design" to evaluation and decision-
making, where the designer needs to evaluate,
modify and redesign the intelligently
generated pattern, and continuously guide the
algorithm to achieve the regeneration of the
final pattern.

1. Extraction of Yao weaving and
embroidery patterns. The Yao people often live
in mountainous areas, so they worship nature,
especially mountains and rivers, and this belief
is fully reflected in their art works. There are
many kinds of Yao patterns, such as human
pattern, animal pattern, character pattern,
flower and grass pattern (Fig.3). This design
selects the more representative flower and
grass pattern and tree pattern as the basis for
regeneration design.

The octagonal pattern originates from the
Pan Wang Seal, which is also a form of expression
of the floral pattern, and is an important element
in the culture of the Yao people. Octagonal
pattern is not only a decorative pattern, but also
contains rich cultural connotation and symbolism.
The octagonal shape symbolises good luck,
peace and prosperity. The number eight has a
special status in Yao culture, symbolising
completeness and harmony. In addition, the
octagonal pattern is related to the legends and
religious beliefs of the Yao people, and they are
believed to be able to drive away evils and protect
the clan from disasters. The octagonal shapes in
Pan Yao embroidery patterns are mainly divided
into two forms, the first one is composed of a
square and eight right-angled triangles, and the
second one is composed of eight
parallelograms.It is characterised by a central
symmetrical style, expanding from the centre
outwards into eight identical parts with a high
degree of symmetry, which fully reflects the Yao
people's observation and understanding of
geometrical shapes in nature, as well as their
pursuit of symmetrical beauty.

Tree pattern is a common type of Yao
pattern, which is called tree of life pattern by
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local people. Yao Pine Nut Tree Pattern shows
the harmonious coexistence of man and nature,
which is a true portrayal of the life scene of
Pangu Yao. The Yao people mainly live in the
mountains and forests of southern China, and
pine trees are very common in their living
environment. The Yao people revere nature and
believe that the pine tree can bring good luck
and protection, in which the pine tree is often
regarded as a symbol of longevity, health and
resilience, while the pine cone represents
prosperity and new life. The basic form of the
pine cone pattern is a pine tree, usually shown in
the form of a trunk, branches and pine needles.
The pine cones are an important part of the pine
tree, and their full shape and neat arrangement
symbolise abundance and prosperity. The pine
cone tree pattern often adopts symmetrical
layout, and the overall pattern is balanced and
harmonious. This symmetry reflects the Yao
people's pursuit of beauty and respect for the
laws of nature. The Yao pattern originates from
the imitation and association of natural things,
reflecting the profound insight into the life of the
Yao people, their praise for beautiful things and
their good expectations for the future life. It is
not only an important part of the material
culture of the Yao people, but also an important
carrier of their spiritual culture.

2. Pattern coding and generation.AIGC is
highly customisable in the regenerative design
of  pattern. Designers input  specific
requirements and preferences, such as colour,
pattern, size, etc, according to the connotation
of the pattern as well as the aesthetic needs,
and Al is able to generate diversified design
solutions instantly, which greatly improves the
design efficiency and flexibility. In this case, the
extraction for the octagonal pattern and tree
pattern not only includes the visual
representation of the pattern, but also its
symbolic meaning and historical inheritance in
Yao culture. Using advanced computer vision
techniques, key features such as geometry,
symmetry, and colour matching of the pattern
were identified and extracted, and this
information was converted into machine-
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readable form. In the stage of picture training, and undergoes multiple rounds of
generation and model training, select AIGC iterative optimisation during the training
software  Midjourney (MJ) for pattern process. Through adversarial training or
intelligent generation, through the Midjourney  encoding-decoding interactions, the model
in the input "/imagine" and select the gradually improves the quality and diversity of
"prompt" command, the picture link the generated images. Constant adjustment of
input.According to the pattern regeneration the model parameters and structure can
design needs to enter the relevant instructions  optimise the generation effect to a certain
(such as style, composition effect, design extent, and ensure that the generated patterns
method, connotation description, etc.), and not only retain the traditional cultural
then finally enter the parameter part, in order elements, but also fit in with modern design
to improve the accuracy of the language text requirements. Finally, after continuous
control image generation.MJ learns the unique  learning and improvement, the Yao pattern
features and styles of Yao patterns through regeneration design is completed (Fig. 4).

* Octagonal — —» Dissatisfaction —» Exclusion

Pattern

Design , Collecting L
generation 7~ N\

Ideas Data —» Code Input »

Improvement Final

- Tree et ~—» Satisfaction —» : g
Instructions Generation

X J
Circular Process

Fig. 4. Design flowchart for pattern regeneration under AIGC (Author's production)

3. The regeneration of the octagonal instructions were constantly modified, and the
and tree patterns. Firstly, the octagonal pattern images that met the requirements were
and tree pattern are drawn into the form of line  selected, and finally the key elements were
drawing, and then according to the cultural extracted and formed into a brand new,
connotation embodied in the octagonal uniquely mysterious Yao pattern (Fig.5-6).
pattern and tree pattern, they are refined and 4. Problems with in preserving Yao
summarised into key words and presented in  patterns. However, there are some problems.
the form of text. As the main visual elements  Firstly, due to the limitations of the designer's
of the pattern code, the octagonal pattern and  own skills and depth of understanding of Yao
tree pattern should be considered as the main  culture, the rich meanings of the patterns
visual elements of the pattern code, and at the cannot be accurately expressed, and the
same time the modelling should also be regeneration of patterns is also affected to a
inclined to the connotation of the octagonal certain extent. Secondly, a large amount of
pattern and the tree pattern in the Yao culture, training data is required to develop effective Al
so as to avoid the generation of errors in the models, and digitisation of Al-generated
pattern. In order to expand the designer's patterns may create technical difficulties for
thinking and further improve the innovation of the actual weaving and embroidery
the pattern, the two patterns were iterated ten  operations.
times. During the iteration process, the
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Fig. 6. Tree pattern generation flowchart (Author's production)
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Conclusion. Having analyzed the
patterns of the Yao people, we can state that
aesthetics and deep meaning have always
accompanied the works of Chinese masters in
this region. It has been established that the
currently discovered samples of traditional
weaving and embroidery include a variety of
patterns, the most characteristic being natural
motifs, images of mountains, grass, pine cones
and octagonal ornamental compositions. It has
been revealed that patterns of patterns have
not only aesthetic value, but also a deep cultural
meaning, and therefore the traditional patterns
of the Yao people need not only to be
preserved as valuable historical material, but
also to be rethought by modern designers.
Artificial Intelligence Generated Content (AIGC)
is capable of digitally preserving and
regenerating Yao's endangered patterns, and
by creating new pattern designs, Yao can gain
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2MA BEHbL,3KOAHb, "HYBOTIHA I.

'Kuiecokuli HauioHansHUl yHisepcumem mexHooe2iti ma dusaliny, Kuis, YkpaiHa
2lllenbcilicokuli yHisepcumem Hayku i mexHosoeid, CiaHe, Kumaticeka HapodHa pecny6ika

PEFEHEPALLIA AN3ANHY BISEPYHKIB TKALLTBA TA BULUUBKU 0
HA OCHOBI-TEXHOJIOTIN LUTYYHOIO IHTENEKTY

Memoro yici pobomu € 8usHayeHHs OoyiibHocmi eukopucmaHHs mexHonozil AIGC (Artificial
Intelligence Generated Content) 0na 8i0Ho8/1eHHsA du3aliHy mpaduyiliHux si3epyHkis Ao, ujob 3axucmumu ma
3bepezmu Kynemypy emmwiyHol 2pynu Ao, [ 8 mol Xe 4ac cnpusmu MoOepHi3ayii 3acmocy8aHHsA
mpaduyiliHo2o Mucmeymaa.

Memodonozia: y yoomy 0ocnidxeHHI, 3aCHOBAHOMY HaA Kaacugikayil ma aHani3i 8i3epyHkie naemiHHA
ma suwusku Ao 3a donomozor 0CNiOXKeHHS imepamypu, subpaHi wabaoHu du3aliHy Kodyromecs ma
gu/y4Yaromecs, a 0/19 BUKOHAHHA pezeHepayii OusaliHy si3epyHki8 3acmocosyemoecsi mexHoaozis AlIGC
(Artificial Intelligence Generated Automatic Generation Contents).

Pe3ynemamu: Busyaroyu npoyec cmeopeHHs ma egosoyii 8isepyHkis Ao, 6ys10 sussieHo wo (io2o
YHIKGIbHA Ky/lbMypHa ma ecmemu4Ha YiHHICMb 8UMA2AE pemesibHo20 8ugYeHHA ma 36epexeHHs. byno
KOHCMamoeaHo, Wo 8i3epyHKU cmeopeHi 3a donomozoro mexHosoaii AIGC, He minbku 36epizarome OCHOBHI
eseMeHmMuU mpaduyiliHux eisepyHkis, asne U 8nposadxyrome pi3HOMAHIMHI du3aliHepceki iHHosayil. Lli
HOBIMHLO cMBopeHi WaboHU MAarmMe BUCOKY 8i(3yasbHy ecmemuky ma Moxyme 6ymu 3acmocosdHi 0o
ou3saliHy noxiOHux Kysnemypu So.

Haykoea Hoeu3Ha O00C/iOXeHHS NOJiS2d€ y BUSBJEHHI 20/10BHUX Xapakmepucmuk mpaduyiliHux
gizepyHkie Hapody Ao, ma 3anponoHO8aHOMy nidxodi wjodo ix 36epexeHHs ma [HMezpayii 8 cy4dacHul
ousaliH. Jonaroyu obmexeHHs mpaduyiliHozo OusaliHy, ye 0ocnioxeHHs noedHye mexHonoziro AIGC 3
HAYioHa16HO MpaduyiliHow Ky/16myporo.

Mpakmuyna 3Hayywjicme. [jocni0xeHHA MAE 8a2oMe HayKoge 3HaYeHHs, OCKUIbKU 80HO He MilbKu
3a6e3neyye Hosuli MemoO yugposoeo 3bepexeHHs ma iHHosayiliHo2o du3aliHy sizepyHkie Yao, ane U cnpuse
BUBYEHHIO 3dCMOCYBAHHSA WMYy4YHO20 (Hmenekmy 8 (HHosayisx y wabaoHax. Mamepianu OocnioxeHHs
MOXHQA 3aCmMoco8y8amu fiKk 8 HABYA/IbHUX Kypcax, mak [ 8 NpoekKmHux ou3aliHepcokux NPakmukax.

Knrouoei cnosa: wmyyHuli iHmesekm, KyJbmypa si0; pezeHepayis 8i3epyHKd, MOMueu-cuMB0/U,
y30pu suwiueku; dualiH
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DOI:10.30857/2617-
0272.20243.6/ EXPLORING THE INTEGRATION OF TRADITIONAL BATIK

TECHNIQUES AND NANOTECHNOLOGIES IN CONTEMPORARY
JEWELRY: PERSPECTIVES, INNOVATIONS

Purpose: The study explores the integration of traditional batik techniques into contemporary jewelry
design, aiming to create innovative pieces that blend tradition with modernity. It aims to develop new
techniques and materials, improve the accessibility and durability of batik jewelry, and promote cultural
heritage. The research focuses on the application of technological innovations such as digital printing,
nanotechnology, LED integration, augmented reality, and 3D printing to revolutionize jewelry design and bring
significant aesthetic and functional improvements.

Methodology. Various research methods are presented for studying the integration of batik into
contemporary fashion accessories. These methods include historical research analyzing the tradition of batik
and its evolution in the context of contemporary jewelry. Typological research classifies types of jewelry that
incorporate batik elements and those that imitate batik. The author examines the design and techniques used
in jewelry, including the combination of tradition and innovation through formal-stylistic analysis. The analysis
of cultural and ethnic influences is also present, studying how batik reflects and promotes cultural heritage,
adding a touch of authenticity and originality. Finally, the technological research method investigates
technological innovations such as nanotechnology and 3D printing and their impact on jewelry design.

Results. The study reveals multiple ways of integrating batik into contemporary jewelry, including batik
inlays, elements that imitate batik, and the incorporation of batik fabrics into designs. A classification of types
of jewelry with batik elements is provided, along with examples and possibilities for creative exploration.
Different types of elements that imitate batik are also identified and categorized based on material and
technique. Technological innovations such as digital printing, nanotechnology, LED integration, augmented
reality, and 3D printing offer new possibilities for creating batik jewelry. Examples include using
nanotechnology for fabric protection, LED integration for illuminated elements, and 3D printing for complex
Jjewelry elements. The study discusses the advantages and disadvantages of these innovations, highlighting
their potential to revolutionize contemporary jewelry design and improve its durability, aesthetics, and
functionality. Additionally, combining nanotechnologies with batik in jewelry design opens opportunities for
innovations such as smart jewelry with nanosensors, composite materials for durability, and enhanced dyeing
processes for vibrant, fade-resistant colors. The discussions emphasize the importance of combining tradition
with innovation in contemporary jewelry design and address the prospects and challenges of using batik and
nanotechnologies in this field.

Scientific novelty. The study demonstrates how integrating traditional batik techniques into
contemporary jewelry design, combined with technological innovations such as nanotechnology, 3D printing,
and augmented reality, can enhance the durability, aesthetics, and functionality of these jewelry pieces, thus
opening new horizons in jewelry design.

Practical significance. The practical novelty of this study lies in proposing concrete and applicable
solutions for developing contemporary jewelry that integrates batik and nanotechnologies. By presenting
specific examples of jewelry, the study provides inspiration and practical guidance for designers and
manufacturers in the jewelry industry.

Keywords: textiles with ink application, contemporary jewelry, nanotechnologies, jewelry evolution,
Jewelry design, clothing adornments design.

Introduction. In contemporary jewelry and combine old techniques with modern
design, tradition and technological innovation technologies, tackling complex issues that
are increasingly intertwined. Designers are involve reflections on social, ethical, and
challenged to reinterpret traditional concepts political aspects. This research focuses on
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integrating traditional batik techniques into
contemporary jewelry design, examining its
creative and technical potential.

Batik, a textile decoration method
originating from Southeast Asia, offers
designers a variety of opportunities for creative
exploration. Integrating batik into jewelry not
only complements the design with traditional
elements but also broadens the available
aesthetic options. Existing studies indicate a
growing trend of incorporating tradition into
contemporary jewelry design, highlighting the
importance of cultural preservation in the
context of globalization. However, further
investigation is needed to better understand
the potential of batik in jewelry and the

influence of nanotechnologies in this
field (Fig. 1).
Analysis of Previous Studies. An

analysis of preliminary research on the topic
"Integration of Batik into Contemporary
Clothing and Jewelry" covers the historical,
technical, and innovative aspects of using batik
in modern design. The works of Asleen D., and
Smend R. & Harper D. provide an overview of
traditional methods and the cultural context of
batik, while Hadi S. and Smith J. highlight new
aesthetic possibilities and creative approaches
for integrating batik into contemporary fashion
and jewelry [14].

Regarding technological applications and
innovations, Cabigiosu A. and Cao W. with co-
authors explore additive manufacturing and
smart textile materials. Chen L., Li W., and Yang
S. examine the integration of nanotechnologies
to enhance the durability and aesthetics of
textiles. Ghosh S. and Chattopadhyay R., as well
as Khan S. with co-authors, emphasize
nanotechnological innovations in the textile
industry. Gudulkar P. and Saaf Asid M. discuss
the latest developments in digital textile
printing, while Schmelzeisen D. and co-authors
explore 4D textiles. These studies show how
modern technologies can transform traditional
techniques and extend the application of batik
in contemporary fashion.
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Despite the advancements covered in
these studies, there is a notable absence of
research specifically addressing the integration
of batik into contemporary jewelry. Existing
literature primarily focuses on broader
applications of batik and technological
innovations in textiles, with limited exploration
of how these elements intersect in jewelry
design. This gap highlights the need for
targeted research to explore the potential and
challenges of incorporating batik into modern
jewelry pieces, especially in conjunction with
emerging technologies.

Objective. The objective of researching
batik in contemporary jewelry is to explore the
possibilities of using traditional  batik
techniques to create innovative jewelry with
distinctive features that combine tradition with
modern design. Research in this field can
contribute to the development of new
techniques and materials, as well as finding
solutions to make these jewelry pieces more
accessible and durable. Additionally, the
research can help promote the culture and
traditions of the regions where this technique is
used by creating adornments that feature

traditional  motifs and  symbols  [10].
Furthermore, researching batik in
contemporary adornments can positively

impact the jewelry industry by introducing new
techniques and materials that offer an
alternative to traditional adornments.

Research Study Results. The synergy
between batik and nanotechnology in
contemporary adornments can be determined
through natural categorization. The use of
batik in contemporary adornments includes:
batik elements in inlays; elements mimicking
batik; incorporation of batik fabrics into
jewelry designs; current applications of batik
including hot, cold, nodular [1], batik through
folding, freely combined [12], on rigid
materials (Fig. 2a, 2b).

A clear and structured view of the
available options about the various types of
jewelry with elements of batik can be examined
in Tab. 1.
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Table 1

Handmade jewelry with elements of batik, methods of use

A type of

. Description

jewellery
Earrings with | Batik fabrics framed in metal frames or surrounded by small precious stones, beads
batik inlays can be used. The Shape of these items can be varied from Geometric to floral.
Brooches  with | Brooches decorated with batik elements framed in a metallic frame or surrounded by
batik details precious stones (Fig. 3a).
Necklace, Metal or silver pendants decorated with batik details, creating statement necklaces in
pendants made | flower, animal or other patterns inspired by traditional batik motifs (Fig. 3b, 3c).
of batik fabric
Bracelets  with | Bracelets decorated with pieces of batik fabric framed in metal or fixed on a flexible

batik element

base, such as leather or textile cord (Fig. 3c). Decorated with beads or other decorative
elements. They can be worn on the clasp or as pendants.

Batik jewelry set

Jewelry sets, including earrings, necklaces and bracelets, decorated with the same
patterns and colors of batik for aesthetic coherence between pieces, adding
sophistication to the ensemble.

Hair accessories

Hair accessories batik fabrics can be made in a variety of shapes, from simple
headbands to more complex accessories such as bunches or hair brooches. They can
be complemented by decoration with various elements such as embroidery, incision,
etc. to give a lush touch.

Fig. 1. Akis Goumas and Vivi
Touloumidi

Fig. 2a. Galia Sasson. Necklace,
shibori technique

Fig. 2b. It&itself Jewelry. Torino,
Canada

Fig. 3a. Fig.3a Brooches, Mariko
Kusumoto

Fig. 3b. Derya Aksoy Fig. 3c. Fie von Krogh. Recycling

viscose and nylon scarf
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All types of jewelry can be made in a
variety of styles, shapes, sizes, with or without
stones, from simple patterns to complex multi-
layered patterns. These are just a few examples
regarding the elements of batik, the possibility
of integration into contemporary clothing
adornments. The combinations of shapes,
materials and techniques can be endless,
giving designers opportunities to creatively
explore and experiment [7].

Another area of interest is the artificial
elements that emit batik-jewelry pieces

created to mimic the patterns, textures, and
colors specific to batik, thus giving the jewelry
a distinctive and original appearance.

These can be made from various
materials such as glass, resin (Fig. 4a),
ceramics, and PVC, with the technique for
applying the designs varying from hand
painting to digital printing (Fig. 4b, 4c).

Thus, several classifications of the types

of elements that imitate batik for
contemporary  ornaments  have  been
outlined, Tab. 2.

Table 2

Types of elements imitating batik in contemporary clothing adornments

Type of elements

Description

Glass elements that
imitate batik

earrings, bracelets, etc.

Made of glass and hand-painted to mimic traditional batik patterns and colors.
They can be cut into various shapes, patterns and sizes and used in necklaces,

Resin elements

geometric patterns.

Made of resin, molded and painted by hand or created using printing
techniques to reproduce the patterns of the batik. They can be used in bracelets,
earrings, etc. example — bracelet with resin beads imitating batik, with colorful

Ceramic elements

Made of ceramic and created by hand or using digital printing techniques to
replicate the look of the traditional batik. Can be used in earrings, pendants, etc.
imitation batik earrings set, with abstract patterns and vibrant colors.

Plastic elements

Made of PVC, easy to shape and color by hand. They can be used in a variety of
jewelry, including rings, necklaces, brooches. Ex: plastic ring imitated batik with a
delicate floral pattern and pastel colors.

Fig. 4a. Floral fabric bracelet

Fig. 4b. Up-Cycled
Rubber and Elastic with

Fig. 4c. Guardian 2 Birch Nicklace-
Molly McGrath

Batik Fabric
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Technological innovations in contemporary
batik jewelry. The use of modern technology
provides designers withnew opportunities for
creating adornments from batik fabrics in a
more efficient and accurate way. Technological
innovations in contemporary jewelry can be
successfully integrated in many ways that
would not have been possible with traditional
methods. As examples of technological
innovations and ways in which batik can be
used in this context:

* Digital printing on fabrics [8; 9],

* Use of nanotechnology to protect batik;

* Integration of LEDs and lighting
technology in jewelry;
*Use augmented reality (AR) for

interactive experience;

*Use of 3D printing technology for
creating jewelry elements.

Digital printing, an evolving technology,
is a fast and accessible method for printing
color images. It has advantages such as the
ability to print photographic designs with
unlimited colors and environmentally friendly
technology, but also disadvantages such as
printing speed and costs. Screen printing, a
traditional method of printing textiles, is also
adapting to new technologies, although it
requires separate screens for each color and
cannot achieve the speed and efficiency of
inkjet printing. While digital printing brings
benefits such as detailed reproduction of
designs and a more eco-friendly approach,
there are also disadvantages such as printing
speed and associated costs. In contrast, screen
printing adapts to new technologies but
requires separate screens and may be slower
and less efficient than digital printing [6].

Nanotechnologies can be used to apply
surface treatments to batik fabrics, increasing
their resistance to water, dirt, and fading. Thus,
jewelry made with such batik materials would
be more durable and easy to maintain, making
them suitable for everyday use.

LED technology and other lighting
systems can be integrated into the jewelry
design to add an element of brightness and
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accentuate the motifs and colors in the batik.
For example, pendants or brooches may have
illuminated elements that highlight the pattern
of the batik (Fig. 5a).

AR technology can be used to provide an
interactive and personalized experience with
jewelry. For example, customers can virtually try
on different models of jewelry with batik motifs,
thus customizing the design according to their
preferences. This would facilitate the buying
process and add a touch of innovation [2] and
entertainment to the jewelry buying experience
(Fig. 5b). Various companies can offer a wide
range of virtual jewelry trials, including
accessories for the head, face, neck, and hand.
These trials, distributed according to the
covered body area, are accessible through
specialized applications or web browsers. While
app-based trials require downloading an
application and appropriate body scanning,
online trials are accessible through a simple link
and operate directly in the mobile phone's
browser.

The evolution of web technology has
strengthened the advantages of online trials,
providing a more stable and accessible
experience. These virtual trials bring numerous
benefits for both businesses and users,
facilitating the testing of jewelry without the
risk of loss or damage to expensive products.
Therefore, the use of augmented reality jewelry
trials represents a safe and realistic solution for
the jewelry industry, contributing to improving
customer experience and increasing sales.

3D printing technology allows for the
rapid and precise creation of complex shapes
and patterns [4]. Jewelry components, such as
the frame or support for an element that
imitates the batik technique, can be produced
using this technology. This enables the creation
of jewelry with distinctive and innovative
features that combine batik elements with
modern designs (Fig. 5¢).

In the case of nanotechnologies in batik
adornments we can specify: the protection and
durability of the batik, the integration of
nanomaterials in the design of the articles [3],
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Fig. 5a. Capitra necklace,
Sarah Angold

the wuse of nanosensors for resistant
adornments, the innovation of the batik dyeing
process with the use of nanotechnologies.

These technological innovations could
revolutionize how contemporary jewelry is
created and experienced, offering unlimited
opportunities for integrating batik into
innovative and attractive designs. Additionally,
using the batik technique in contemporary
ornaments provides opportunities to combine
color ranges and textures in new and interesting
ways, resulting in unique and exceptional pieces.

Therefore, the novelty of this study on the
research and use of batik in contemporary
ornaments lies in its combination of tradition
with modern technology to create distinctive
and innovative pieces that reflect both cultural
heritage and contemporary design.

Inovation in clothing adorments: batik,
nanotechnologies _and _utility. The batik
technique is an ancient textile dyeing method
involving the application of wax on fabric
before dyeing, creating unique patterns and
designs. This technique can be adapted and
used in contemporary jewelry, offering both
advantages and disadvantages.

Among the advantages are the original
and distinctive design it provides [5], as the
process of waxing and dyeing can be done
manually, often making batik jewelry
considered works of art. Additionally, the
creative flexibility of the batik technique allows

Fig. 5b. Generative design
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Fig. 5c. 3D creation

it to be applied to a variety of materials,
including canvas, paper, wood, or even plastic,
providing creators with the opportunity to
experiment and innovate in jewelry creation.
Another advantage is the textured and three-
dimensional appearance it can offer, as
repeated waxing and dyeing can create
interesting and deep effects on the jewelry's
surface. Furthermore, using this technique in
contemporary jewelry can contribute to raising
awareness and appreciation of cultures such as
those from Southeast Asia and Africa, due to
the rich history and tradition of batik in these
regions.

Among the advantages of using
nanotechnologies in jewelry are enhanced
durability. These technologies allow for the
integration of nanoparticles into the materials
used for jewelry, increasing their resistance to
scratches, corrosion, and other forms of
damage. Additionally, the aesthetic appearance
can be improved by using nanoparticles, which
can create interesting and unique visual effects
in jewelry, such as iridescent colors and glints or
color changes depending on the viewing
angle [9]. The antibacterial properties of certain
nanoparticles, such as silver, can help prevent
the buildup of bacteria and unpleasant odors in
jewelry. Nanotechnology also offers
customization and innovation, allowing
jewelers to create jewelry tailored to specific
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client needs or introduce new and interesting
features in design [11].

Despite the advantages, the use of
nanotechnologies in jewelry comes with some
disadvantages. One of these is the high cost, as
the processes and materials involved in
production are often more expensive than
those used in traditional jewelry. Additionally,
the limited compatibility of certain
nanoparticles or technologies with materials
used in jewelry production may restrict design
and material options available to jewelers.
There are also concerns about potential health
risks associated with exposure to certain
nanoparticles, especially in jewelry worn
constantly on the skin. Another disadvantage is
the environmental impact, as the production
and disposal of waste resulting from the use of
nanotechnologies in jewelry can negatively
affect the environment, particularly if not
managed properly.

Combining the utility of
nanotechnologies with batik in contemporary
jewelry can bring a number of innovations and
exciting perspectives in the jewelry industry.
Here are some habits and perspectives in this
direction: application of nanotechnologies for
the protection and durability of batik; integration
of nanomaterials in jewelry design with batik;
use of nanosensors for smart jewelry, creation of
nanocomposite materials for durable and
lightweight jewelry.

Nanotechnologies can be used to create
protective coatings or surface treatments for
batik fabrics, increasing resistance to water, dirt
and damage [16]. This would allow jewelers to
use batik fabrics in jewelry without fear of
damage or discoloration. Nanomaterials, such
as gold or silver nanoparticles, can be
integrated into batik fabrics to create shiny,
shiny patterns. These particles can be applied
through printing or dyeing techniques and add
a lush and sophisticated look to batik jewelry.
Nanotechnologies can be integrated into
jewelry to create thin, discrete sensors that can
measure parameters such as body temperature
or hydration level [17]. These smart jewelry
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pieces could then be combined with batik
elements to create multifunctional items that
not only look great but also provide useful
health and wellness information for the
wearer [15], through implementation:
1) Sensors can be integrated into the metal
frame or batik fabric without compromising the
aesthetic design. Data collected by the sensors
can be transmitted to a mobile device via
Bluetooth or other wireless technologies.
2) Nanomaterials can be applied to batik fabric
through coating or surface treatment
processes, providing additional protection. This
allows batik fabrics to be used in frequently
worn jewelry exposed to various conditions.
3) By integrating nanomaterials into batik
fabric, designs that change color or appearance
based on environmental factors or interaction
with the wearer's skin can be created.
4) Nanosensors integrated into jewelry can
measure parameters such as stress levels, UV
radiation exposure, or air quality. The data can
be displayed on a mobile device or on an
integrated screen in the jewelry, offering real-
time useful information to users. 5) Jewelry
frames and components can be made from
nanocomposites, ensuring reduced weight and
increased durability. Batik elements can be
added as inlays or decorative features,
combining traditional aesthetics with modern
functionality.

Nanotechnologies can be wused to
develop highly durable and lightweight
composite materials. These materials could be
used to create jewelry frames, such as rings or
earrings, that are durable and comfortable to
wear, while batik elements could be integrated
to add an aesthetic and cultural dimension.
Innovating the batik dyeing process with
nanotechnology: Nanotechnologies could be
applied to the batik dyeing process to create
more intense and fade-resistant colors. They
could also enable the wuse of more
environmentally friendly substances in the
dyeing process, contributing to reducing the
environmental impact. These perspectives
highlight the immense potential of combining
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the utility of nanotechnologies with batik in
contemporary jewelry. Integrating these two
fields could lead to the creation of more
innovative, sustainable, and functional jewelry
that could redefine how we view and value
jewelry in the future.

The discussions in the study emphasize
the importance of combining tradition and
innovation in contemporary jewelry design,
highlighting the creative potential of this
approach and its impact on the fashion
industry. Additionally, the advantages and
disadvantages of the batik technique in the
context of contemporary ornaments, as well as
the perspectives and challenges of using
nanotechnologies in this field, are addressed.

Conclusions. The study makes a
significant contribution to the field of
contemporary jewelry design, highlighting the
intersection between batik tradition and
technological innovations. The integration of
batik enriches the aesthetics of jewelry and
promotes a sustainable utilization of cultural
heritage. Innovations such as digital printing
and nanotechnology facilitate the creation of
attractive and functional pieces, meeting
contemporary demands for durability and
accessibility.

The classification of jewelry and elements
imitating batik as components of these pieces
opens new horizons for designers, providing a
creative framework for exploration. This
research underscores the importance of
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MALKAH-JIICEHKO I. |

TexHiuHul yHiBepcumem Mondosu, KuwuHis, Pecnybaika Mondosa
BMBYEHHA IHTErPALLIT TPA,U,VILI,II?IHVIX TEXHIK BATIKY
TA HAHOTEXHO/1OTN Y CYYACHE FOBE/TIPHE MWUCTELLTBE:
NEPCNEKTUBW, IHHOBALLIT

Mema: JocnidxxeHHs1 sugyae iHmezpayiro mpaduyiliHol mexHiku 6amik y cyyacHux ou3aliH npukpac 3
Memor CmeopeHHs (HHosayiliHux supobis, wWjo NoeEOHyroMb mpaduyiro i cy4dacHicme. BoHo mae Ha memi
pO3p0obKy HOoBUX MexHIK [ Mamepianis, nokpaujeHHs docmynHocmi ma dogzo8i4Hocmi bamik-npukpacu ma
npocysaHHs KysnemypHol cnaduyuHu. Hanpsam docnioxeHHs 30cepedxeHuUli Ha 3aCmocy8aHHi MexHOA02I4HUX
iHHoBayil, makux sk yugposuli Opyk, HaHomexHo/ozii, iHmezpayis caimnodiodie, donosHeHa peasbHiCMeb
ma 3D-Opyk, Ons pesosmoyioHizayil 0OusaliHy npukpac ([ 0ocsicHeHHs 3HA4YHUX ecmemuyHux ma
YyHKYIOHANbHUX noNinWeHs.

Memodonoezia. OnucaHi pi3Hi Memoou 0oC/IiOXeHHS, BUKOPUCMAHI 019 8UBYeHHSA (Hmezpayli bamika
8 cyyacHi npukpacu. Memodu eksrouarome icmopuydHe docnidxeHHss mpaduyii 6bamik ma i esoaoyio 8
KOHMekcmi cy4dacHux npukpac. TunoaoziyHe docnioxeHHs kaacugikayili munie npukpac, ski iHmezpyroms
6amik-eneMeHmu ma mi, wo iMimyrome 6amik. Aemop eusyde Ou3aliH NpUKPac ma MmexHiku, Wo
BUKOPUCMOBYIOMbLCSA, BKIOYAOYU NOEOHAHHA mpaduyil [ (HHoeayili 3a JonomMozo HopMasabHO-
CMUAICMUYHO20 GHANI3Y. AHANI3 KyIbMYpPHUX [ eMHIYHUX 8NJIUBIB MAKOX NPpUCYMHIU Yepes susHeHHs Moeao,
Ak 6amik 8i0obpaxae [ npocysdae KyAemypHy cnadwuHy, 000ar4du HOMKy asmeHmu4Hocmi i
opuziHaneHocmi. Hapewmi, 3a3Ha4yeHO mexHO02i4He O0CNIOXeHHA 4Yepe3 BUBYEHHS MexHOJ/02iYHUX
(HHoBaYil, makux sk HaHomexHosao02ii ma 3D-0pyk, [ ix enaus Ha du3aliH npukpac.

Pe3ynomamu. /locnioxxeHHs po3kpusae YucieHHi cnocobu iHmezpayii bamika 8 cy4dcHi npukpacu,
gK/IIOYarOYU IHKpycmayito bamika, enemeHmu, wo imimyrome 6amik, i 8UKOPUCMAHHA 6amik MKAHUH y
ousaliHi. Hadaemecs knacugbikayis munis npukpac 3 bamik-eneMeHmamu, pasomM 3 npukaadamu i
MoXxugocmamu 018 meopqo20 O0CNiOXeHHSA. Takox [(OeHMuUIKoBAHI [ Kamezopu308aH( pi3Hi munu
esieMeHmis, Wo iMimyrome 6amik, 8 3aaexHocmi 8i0 Mamepiany [ mexHiku. TexHoa02l4HI IHHo8ayil, maki sk
yugposuli  Opyk, HaHomexHosoel, iHmMezpayis ceimaodiodis, donosHeHa peasneHicme [ 3D-0pyk,
NponoHyroMb HO8I MOX/IUBOCMI 011 cmeopeHHA bamik-npukpacu. lNpukaadu eka4YaroMe 8UKOPUCMAHHSA
HaHomexHo02ili 018 3axucmy MKaHuH, iHmezpayiro cgimsao0iodis 05 nidcgiveHux enemeHmis i 3D-Opyk
0114 cknadHux enemeHmis npukpac. JocnioxeHHs 062080proe nepesazu [ Hedosiku yux (HHosayid,
nidkpecarorodu  Ix nomexyian 0ssa peso/moyioHi3ayil Ou3aliHy Cy4acHux npukpdc [ nosinweHHs ix
doszosiyHocmi, ecmemuku i @yHkyioHaieHocmi. KpiM mozo, noEOHaHHA HaHoOmMexHoaozili 3 bamikom y
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dusaliHi npukpac eiOKpusae Moxausocmi 0414 IHHOB8Ayil, Makux AK Po3yMH( NpUKpacu 3 HaGHOCeHCoOpamu,
KOMNo3umHi Mmamepianu 018 008208{4HOCMI [ nokpawjeHi npoyecu apbysaHHs 01 Ackpasux i cmilikux 0o
8U20psHHA Ko/bopie. O62080peHHS NIOKPeC/ItE 8aXIUBICMb NOEOHAHHA mpaduyii | iHHosayil y du3aliHi
CyHacHUX npukpac i po3aaa0ae nepcnekmusu ma 8UKAUKU 8UKOPUCMAHHA bamika ma HaHomexHoso2ill y yid
cepi.

Haykoea HoeusHa. /[jocnioxeHHs O0eMOHCMPYE, AK iHMezpayia mpaduyiliHoi mexHiku 6amik y
Cy4dcHuUX Ou3aliH NPUKPAc, NOEOHAHA 3 MeXHOI02IYHUMU IHHOBAYIAMU, MAakuMu K HaHomexHosoeil, 3D-0pyk
{ donosHeHa peasbHicMeb, MoXe nokpawumu 0o8208(4HiCMb, ecmemuky [ OyHKYIOHANbHICMb Yux NPpUKPAc,
8i0KpuUBarOYU HOBI 20pU30OHMU 8 H8eiPHOMY OU3AUIHI.

lMpakmu4Ha 3Ha4vywjicme yb020 OOCNIOXKEHHS NOJIA2AE Yy NPONO3UYil KOHKpemHUX [ NpaKmu4Ho
3aCMOCOBHUX pilleHb O/1d po38UMKY Cy4dCHUX Npukpac, fki iHmezpyrome 6amik [ HaHomexHosozll.
lpedcmasneHHs KOHKpemHUX Npukaadie reenipHUX supobie HA0AE HAMXHEHHS | NPAKMUYHI pekomMeHOayil
015 dusaliHepis [ 8UPO6HUKiB 8 IHOycmpil npukpac.

Knro4oei cnoea: mexcmuib 3 HGHeCeHHSIM YOPHUJIA, Cy4dcHi NPUKPAcu, HAHOMexHOJ102(l, e8o/oyis
npukpac, duzaliH npukpac, dusaliH npukpac o5 ooszy.
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A HYBRID APPROACH TO LEARNING BASED ON EMOTIONAL
EXPERIENCE AND THE DEVELOPMENT OF INNOVATIVE
METATHINKING IN POST-WAR UKRAINE

Purpose of the study is to synthesize generalized metaheuristic and metacognitive models, the use of
which in project culture contributes to the formation of innovative creative-critical metathinking of an
individual.

Methodology. The methodology for studying creative activity and training of a designer is based on
the post-neoclassical paradigm of scientific knowledge, subject-object integrity of the system of relations
and dialectically developing relationships in a hybrid innovative learning environment. The methodology
also includes new methods of interdisciplinary research and modeling of reality, integrating physical and
social ontology. It is shown that the development of a structural-functional approach to the perception of
physical and digital reality takes into account the peculiarities of an individual's brain activity.

Results. The main results obtained are a triad of generalized author's metamodels, namely:

1. A heuristic metamodel of post-neoclassical perception of physical reality by a designer, in which
the independence of cognition cycles, as well as the complementarity of paradigms (synergetic, triadic and
semiotic) combines physical and social ontology, which creates new opportunities for the formation of a
designer's creative metathinking in the process of experience. activity.

2. A heuristic metamodel of post-neoclassical perception and reflection of physical and virtual reality
by a conceptual designer, in which the dependence of cycles of cognition, as well as the complementarity of
heuristic metamodels, is achieved through universal triangles (fractal, Pascal, Sierpinski), the structures of
which contribute to innovative activity of the conceptual designer.

3. Cognitive meta-model for the formation of meta-thinking of a designer-conceptualist, which is
based on the spatio-temporal balance of explicit and hidden relationships, the cognitive visualization of
which contributes to the search for harmony in the process of experience-oriented learning and creative
activity through semiotic tools.

Scientific novelty is determined by the complementarity of the structures of the author's metamodels
of physical and digital reality, the synergy of which contributes to the optimization of experience -oriented
models of teaching and self-learning.

The interrelation of the structures of metamodels and their complementarity is the basis of successful
activities in a hybrid learning environment (real physical and virtual mathematical), which facilitates the
transfer of emotional and intellectual content between objects and subjects of the digital world.

Practical significance of complementarity and interconnection of new metamodels of metathinking
allows us to develop: universal criteria for determining the quality of design objects using GenAl; a method
for identifying triads of interconnected opposites in information sources of various natures, the visualization
of which simplifies interdisciplinary interaction between designers, create a personal e-assistant, e-
consultant, e-expert using GenAl.

In post-war Ukraine, interdisciplinary exchange of ideas, methods and successful experiences is
extremely relevant within the framework of a hybrid approach to understanding the harmony of physical
and digital reality, which promotes successful creative activity based on the perception of the harmony of
nature to achieve the unattainable. Further development of experiential learning through the formation of
metathinking is necessary to improve mental health and adapt to inevitable social transformations.

Keywords: metascience, metadesign, consciousness, subconsciousness, signs, symbols, creative
thinking, critical thinking.
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Introduction. Analysis of previous
researches. The digitalization of education has
formed complex systems thinking, which, on
the one hand, protects the student from
information overload, and on the other,
worsens his mental health. This limits the
unique capabilities of online learning and also
increases the complexity and virtuality of offline
learning [14]. Therefore, creative scientific and
pedagogical activity in post-war conditions
requires the formation of a qualitatively new
meta-thinking, which takes into account
physical reality and has an innovative
orientation. It is relevant to take into account
the cognitive aspects and limitations generated
by digitalization and artificial intelligence [11].

The aim of the work is to synthesize
generalized metaheuristic and metacognitive
models, the use of which in project culture
contributes to the formation of innovative
creative-critical metathinking of an individual.

The work [13] shows that the
consequence of perceiving the world around us
through a “digital prism” is the fragmentation
of knowledge, clip thinking and hidden
cognitive distortions that create the illusion of
knowledge. Therefore, in [12] attention was
drawn to the elements of geometric similarity in
the structure of natural fractals and the spatio-
temporal ordering of information flows of
different nature in the space of dynamic events.
It has been shown that for the study of
nonlinear systems, the connection between
fractal thinking and the holographic nature of
memory is important [1; 10; 16], the key role of
emotional intelligence in the cognitive
perception of the harmony of the fractal nature,
which contributes to the creative activity of the
individual. Therefore, the recommendations of
UNESCO and the UN on the transdisciplinarity
of education in the 21st century need a more
generalized understanding [12]. The article
actualizes new problems and risks generated by
the digitalization of education and Al, the
complexity and multidimensionality of which
follows from the UNESCO document “Artificial
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Intelligence  Technologies in  Education:
Prospects and Consequences”.

Statement of the problem. As shown
in [10], the peculiarities of thinking in science,
art and design, as well as the connection of an
individual's worldview with the perception of
the harmony of nature form heuristic thinking
and cognitive flexibility. With the help of
neuroscience (neuroergonomics,
neuropsychology, etc.), it has been established
that the manifestation of cognitive problems
depends on the psychophysiological state of a
person [19]. The problems are a
consequence of:

« accelerated digitalization of science,
education and technology;
difficulties in modeling
physical reality;

« hyperspecialization which led to side
effects (fragmentation of knowledge, clip
thinking and illusion of knowledge).

The formation of innovative creative-
critical metathinking is facilitated by the
unification of physical and social ontology,
which makes it possible to take into account the
characteristics of an individual’s brain activity
through the further development of a
structural-functional  approach  to  the
perception of physical and digital reality [18].
The methodology also includes new methods
of interdisciplinary research and meta-
modeling of reality that integrate physical and
social ontology.

The results of the research and their
discussion. The research methodology
includes new methods of interdisciplinary
research and heuristic modeling (triadic
methods of modeling physical and digital
reality).

The benefits of a hybrid learning
approach. The neocortex (new brain) is
responsible for higher order cognitive functions
such as sensory perception, language, abstract
thinking, imagination and consciousness, and
also controls analytical and mathematical
thinking. Therefore, we also include an artificial
neural network, which includes communication

nonlinear
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channels, the human brain, and information
sources of various natures (detectors, sensors,
etc.) as universal hybrid environments. Their
dynamics are subject to general principles,
criteria and are described by the same
equations, parameters and criteria. Obviously,
therefore, the increasing complexity of
cognitive computing has increased interest in
neural networks, which are:

« one of the ways to implement artificial
intelligence;

« a computer model that simulates the
functioning of the human nervous system;

« a type of Al that is used to process
complex data sets.

Artificial intelligence systems use various
approaches (logical, structural, evolutionary
and simulation), the boundaries between which
are blurred. At the same time, the designer’s
brain is able to create new intrahemispheric and
interhemispheric connections, activate new
pathways, i.e. exhibit neuroplasticity [3; 19; 20].
Therefore, individualization of training based
on the development of emotional intelligence
and successful experience is relevant [16].

Emotional experience. A developmental
model was proposed in [8; 9], which suggests
that human emotions can be based on three
functional levels: sensorimotor, schematic and
conceptual. At the same time, the sensorimotor
level consists of a set of universal expressive-
motor programs that automatically trigger a
certain number of stimuli as well as
corresponding subjective emotional feelings. In
the process of development and learning,
individual experience and the construction of
an emotional information processing scheme
are formed. Such emotional circuits are
automatically activated, corresponding to
spontaneous emotions that form the emotional
experience that is relevant to the designer's
brain. As shown in [16], thinking from simplicity
to complexity (clockwise traversal) is structure-
forming, and in the opposite direction -
structure-destructive. Therefore, in the heuristic
metamodel of perception (Fig. 1), the left
hemisphere of the designer’s brain analyzes the

88

topology physical reality, and the right
hemisphere of the brain reflects the perception
of the static complexity of the distribution of
multiple sources of information (defects,
inhomogeneities). Moreover, the perception of
the transition from order to disorder does not
depend on the sequence of consideration of
the cycle — clockwise or counterclockwise. Such
a heuristic meta-model made it possible to
study the complementarity of dynamic and
static descriptions of the distribution of
information sources of various natures, the
nature of the interaction of which is most
manifested in the perception of dynamic and
static complexity [4; 14].

The figure shows the independence of the
direction of consideration of the cycle of
perception of dynamic and static complexity in
two models: 1) a model of an information
transmission line, which contains
heterogeneities; 2) a model of the designer’s
brain, whose hybrid environment displays many
sources of information.

Formation of creative metathinking.
The heuristic metamodel is based on the
complementarity of paradigms (synergetic,
triadic and semiotic), which combine physical
and social ontology. Therefore, the structural
and functional asymmetry of the designer’s
brain and his emotional experience contribute
to the formation of creative thinking in the
learning process [21]. Creative thinking is based
on intuition, knowledge and successful
experience. Really:

« intuition forms the composition (image,
work);

« knowledge promotes reflection;

« successful practice develops emotional
intelligence.

Thus, in the generalized heuristic
metamodel of the functioning of the designer’s
brain, the functional asymmetry of the brain
reflects independent cycles of perception of
physical reality. At the same time, effective
hybrid online and offline learning can be
implemented by:
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« problem-oriented teaching and
research methods;

« hybrid methods of information
processing;

« a hybrid approach to cognitive

visualization of information flows of different
nature and their system analysis [17].

In real time, hidden connections arise
between the dynamic and static complexity of
models, the systematic search for which
contributes to the development of creative
metathinking.

Metamodel of thinking of a designer-
conceptualist. In work [12] it is shown that for
the synthesis of metamodels it is important: 1)
to use inversion, the widespread use of which in
physics, biology, computer science, psychology
and other sciences contributes to the search for
new universals and patterns; 2) to identify triads
of conjugate opposites that reflect hidden
connections consciousness with the
subconscious; 3) systematically analyze the
harmony of triads of conjugate opposites by
coloring them with natural colors (Fig. 2).

Heterogeneities

information transmission lines

Order/disorder
of source

distribution
information

Perception
of static
complexity

Order/disorder
of source

Hybrid subject environment -

distribution
information

transmission lines and the brain

Simplicity

«Defects» are

3D models

distributed

Perception

of statie
complexity

"Defects" are
distributed
non-

[Ncw knowledge - transitional states of]

information sources

uniformly

Fig. 2. A heuristic meta-model of perception of physical and virtual reality by a designer-conceptualist in
which dependent cycles of cognition are associated with the inversion of the structure and its balance
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Individuality of emotional experience.
The relationship between the consciousness
and subconscious of an individual is formed by
the subject learning environment [16]. In
conceptual design, any idea or solution cannot
arise  without many explicit and hidden
relationships between the conscious and
subconscious. Therefore, the individuality of
emotional  experience  determines  the
emergence and development of an idea based
on the emotions of previous decisions,
observation results, known patterns and
concepts. At the same time, the balance of
statics and dynamics is relevant, which is
achieved through the inversion of structure and
harmony of perception of opposites. The
induced complementarity of space-time
relations manifests itself in intuition, which is
based on the activity of the unconscious carried
out here and now. It is associated with
consciousness, the activity of which determines
emotional intelligence and perception of
physical reality. Therefore, intuition and
intelligence are the process of becoming aware
of the unconscious.

It should be noted that the basis for the
ideas of the research object is the worldview of
both the subject-designer and the consumer
(the dominant worldview in society). Therefore,
the concepts of global evolutionism and the
theory of self-organization in both living and
inanimate nature acquire worldview
methodological status.

Relationship between dynamic and
static complexity. Conceptual design
combines creative idea and pre-design
research, viewing them as:

« a unified process of shaping an integral
subject-design environment;

« practice of processes of transversion of
things into signs and signs into things;

« the opportunity to study the objectivity
of subjectivity and vice versa the subjectivity of

objectivity.
The meta-model of the connection
between cycles of dynamic and static

complexity takes into account the individuality
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of the holistic perception of the topology of
physical reality, which designers model through
a variety of triangular elements.

It is obvious that external and internal
stress factors induce complementarity in the
perception of the dynamic complexity of the
CDS, as well as the static complexity of many of
its elements. This allows, through inversion, to
identify new universals in which the structures
of explicit and hidden relationships appear.

Emotional inheritance. Today, cognitive
distortions influence, and sometimes even
determine, the cognitive essence of a person —
a schoolchild, a student, an employee, an
operator, a designer, a risk manager. Therefore,
the search for new ideas to solve the problems
of cognitive distortions acquired in the process
of activity and inherent in each individual, as
well as hidden genetically inherited ones, has
become very relevant [8; 9]. In the works [15; 16]
a new idea is considered about the
complementarity of hidden relationships in
metamodels of natural computer science, which
is based on balance of triads of conjugate
opposites; harmony in the perception of hidden
relationships; transitions from triad to duality
and vice versa from duality to triad.

3M-metamodel of the concept of
cognitive mind. The era of digital technologies
determines the characteristics of metathinking,
metacognition and metamemory, which are
formed not only by family, school, but also by
university. Today, the new generation is
dominated by three factors: 1) the exciting
quality of instant contact; 2) unlimited flow of
information; 3) virtual games and virtualization
of personal life. The diversity of information
interaction is most fully reflected by the
generalized metamodel of the concept of
cognitive mind, which includes mind, reason,
opinion, attention and thought (Fig. 3).

Therefore, the structure of the
relationships of the dynamic balance of
opposites is so important, which in the
synthesis of the metamodel was achieved
through: inversion of triads of opposites, the
use of Goethe’s natural circle of colors when
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Fig. 3. A generalized cognitive metamodel for the formation of metathinking of a designer-conceptualist,
which is based on the spatio-temporal balance of explicit and hidden relationships, the cognitive
visualization of which contributes to the search for harmony in the process of experience-oriented learning
and creative activity through semiotic tools

coloring, and the perception of spatio-temporal
disharmony of the hybrid environment.

As can be seen from Fig. 3 the structure
of information exchange is represented by a set
of triads, the structure of the relationship of
which reflects three metamodels. In the center
of Fig. 3 the first M-metamodel is shown in the
form of two contrastingly colored circles,
identical triads (B,1,1), which display the
external physical world of space-time (red), as
well as the internal world, which is colored in
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contrasting green. The second metamodel is
displayed by two conjugate Stars of David, the
stability of which is due to the inversion and
conjugate pentagons built into the hexagons,
as well as the opposite orientation of the two
hexagons.

As we can see, the self-organization of
metamodels ensures the stability of the hybrid
cognitive environment and is its 3S metamodel,
the structure of which promotes self-learning,
self-regulation and self-reflection of the
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individual [2]. In this model, the level of
phenomenal consciousness links together the
phenomenal (subjective) and
neurophysiological (physical) levels. They
underlie the integrative methodology of
computer modeling of interaction in a hybrid
subject environment and in a social
environment, as well as in furniture design [11]
and clothing design [7].

Synergy of 3S and 3M metamodels and
optimization of learning style. Based on the
fact that an individual is a unique person with
his own life experience, principles, mental and
physiological  characteristics, David Kolb
identifies nine learning styles [5; 6]. Having
found his individual style, a person will be able
to optimally move through the learning cycle,
going through all four stages. Your learning
style is not an innate characteristic; rather, it is
a state of being at every stage of life.

As we can see, the self-organization of
metamodels ensures the stability of the hybrid
cognitive environment and is its 3S metamodel,
the structure of which promotes self-learning,
self-regulation and self-reflection of the
individual. In this model, the level of
phenomenal consciousness links together the
phenomenal (subjective) and
neurophysiological (physical) levels. They form
the basis of the integrative methodology of
computer modeling of interaction in a hybrid

subject environment and in a social
environment [12].
Experience-based learning styles

according to David Kolb. The number of
connections between conjugate triads of the
generalized metamodel is nine, which coincides
with the number of experience-oriented
learning styles according to David Kolb.

According to Kolb's theory, the
acquisition of knowledge and skills occurs
during a cycle that consists of four stages
(phases):

» Concrete experience — acquiring new
experience or rethinking and transforming old
experience;
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« Reflection and observation — observing
new experiences. It is important to understand
that experience itself and awareness of
experience are not always identical to each
other;

« Abstract reflections — creating new ideas
and transforming existing abstract ideas and
conclusions;

« Active experiments — testing knowledge,
applying new experience gained in practice.

Synergy of 3S and 3M metamodels and
learning style optimization. Based on the fact
that an individual is a unique personality with
his own life experience, principles, mental and
physiological  characteristics, David Kolb
identifies nine learning styles. The learning cycle
includes transformation and awareness of
experience, during which 9 thinking styles are
formed. For each of them, the balance of
opposites is important, which in the synthesized
heuristic models looks like the Star of David.
This allows to overcome interdisciplinary
barriers through new universals; to objectify
subjective emotional experience; to generate
new ideas.

Their complementarity contributes to the
optimization of the learning style of a designer
and an architect.

A comparison of the structures of the
Colby cycles and the 3M metamodel and 3S
metamodel showed that their relationship
allows us to develop an universal criteria for
determining the quality of design objects using
GenAl; a method for identifying triads of
interconnected opposites in information
sources of various natures, the visualization of
which simplifies interdisciplinary interaction
between designers; a generalized meta-model
of explicit and hidden spatio-temporal
relationships, the cognitive visualization of
which contributes to the innovative activity of
the individual.

The innovative potential of
complementarity and emergence of the 3S
and 3M metamodels. The development of
training according to D. Kolba and the synergy
of metamodels contribute to the optimization
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of creative activity and has a high innovative
potential. In particular, the use of the
metamodel of the cognitive mind (3M-
metamodel) in the form of a double Star of
David in the process of creative activity
demonstrates the optimization of balance
when:

« The transition from one Star of David to
another through inversion, which reflects the
harmony of physical reality and the fractality of
nature.

« The transition from one pentagon to
another through inversion reflects the stability
of the relationship between consciousness and
subconscious.

« Superpositions of oppositely oriented
hexagons and pentagons, which indicates the
stable influence of asymmetry of the brain
hemispheres on the formation of metathinking.

Apparently, the 3S meta-model maps the
dual cycle of a pentagon into a hexagon,
making their superposition an effective means
of cognition, control and evaluation by GenAl.

Thus, the emergence of the 3S and 3M
metamodels reflects the inversion of structure
and the balance of conjugate triads of
opposites, as well as the harmony and contrast
of dualities. This allows for the formation of
creative-critical metathinking through
emotional experience and self-learning.

Emotional experience and hybrid
learning environment in post-war Ukraine. A
person learns about his environment and
survives in it through mutual adaptation and
transformation of metathinking skills and the
development of new tools. Therefore, the
problems of creative activity that are induced
by digitalization have led to development of
predominantly abstract thinking; formation of
fragmented knowledge; the impact of digital
interaction on learning effectiveness.

Harmonization of interaction in the digital
world  through  the development of
interconnected natural sciences and humanities
allows to reduce the risks associated with the
human factor; to increase the innovative value
of complementary interpretations of the Star of
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David; to increase security — physical, functional
and informational.

New universals are presented that open
up new opportunities for the formation of
balanced creative and critical thinking in the
learning process. A new approach to assessing
creative activity in science and objective criteria
for its assessment are proposed.

To develop balanced creative-critical
thinking of an individual, complementary
means are offered based on identifying the
characteristics of an individual’s thinking using
human-oriented Al; hybrid online and offline
learning and intelligent dialogue with artificial
intelligence; implementation of UNESCO
recommendations on transdisciplinarity of
education in the 21st century.

Conclusion.

Key findings:

* The structural complementarity of the
author's meta-models of physical and digital
reality contributes to their synergy and
optimization of experience-oriented models of
learning and self-learning of the individual.

« The interrelation of metamodel
structures and their complementarity are the
basis of successful activities in a hybrid learning
environment, which facilitates the transfer of
emotional and intellectual content between
objects and subjects of the digital world.

« The development of experience-
oriented learning according to D. Kolb
contributes to the optimization of creative
activity within the framework of the 3M-3S
metamodel, the use of which contributes to the
development of creative-critical thinking.

Self-learning in the process of creative
activity with GenAl. The problems of GenAl
and new opportunities for individual creative
activity are discussed in our articles, which
draws attention to the possibility of creating a
personal e-assistant, e-consultant, and e-
opponent. The increasing complexity of
information processing has led to the fact that
the quantitative approach to information is
exhausting itself, but the qualitative one is not.
Indeed, an individual's worldview and
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worldview is determined by the quality of
information interaction, which depends on the
characteristics of the functional asymmetry of
the brain. Therefore, structural and functional
asymmetry in the process of experience-
oriented training of a designer contributes to
the formation of not only creative thinking, but
also balanced creative-critical thinking.

At the same time, there is no sharp
dividing line between the spheres of science, art
and design, and the uncertainties that arise
make the assessment of creative works
subjective. At the same time, the main attribute
of creativity is the triad
(beauty/harmony/balance), the criteria for
objective assessment of which are crucial for
self-motivation. After all, the ratio of
beauty/harmony/balance, as a rule, becomes
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rNePUAHUIA NIAXIA 4O HABYAHHA HA OCHOBI EMOLLIOHA/IBHOTO AOCBIAY
| PO3BUTOK IHHOBALLINHOTO METAMUC/IEHHSA B MOBOEHHIN YKPAIHI

Mema. Memoro OocniOxeHHA € CUHME3 y3a2a/lbHeHUX MemaespucmuyHUX ma MemakozsHIMmuUeHUX
Modesiell, BUKOPUCMAHHSA AKUX Y NPOEKMHIU Ky/nbmypli cnpusie (hopMy8aHHIo (HHOBAYIlIHO20 KpeamueHo-
KpUmMu4Ho20 MemamucaeHHs ocobucmocmi.

Memodonozis OocnioxeHHs meopyoi OiseHocmi [ nidzomosku dusaliHepa 6asyemecs Ha
NnocmMHeoKkacu4Hili napaduemi Haykog8oz20 3HAHHSA, cyb'ekm-06'ekmHili yinicHocmi cucmemu 8(0HOCUH ma
830€M038’A3Ki8, W0 0ia1IeKMUY4YHO po38UBAOMbLCH, 8 2ib6pUOHOMY (HHOBAYilIHOMY cepedosuuyi HaBYaHHS.
Memodosioeia Makox 8k/HYAE HOBI Memoou MIUKOUCYUNAIHAPHO20 O0C/IiOXeHHs mda MOOe/Nt08aHHS
peasbHOCMI, Wo IHMez2pyroms i3udHy ma coyianbHy oHmosozito. lMokasaHo, wo nodasbwiuli po3sumok
cMmpykmypHo-@yHKYIOHAMbHO020 hidxody 0o cnpuliHamms ¢izuyHoi ma yugposol peasbHocmi 8paxosye
ocobusocmi Mo3kogol difaibHocmi ocobucmocmi.

Pesynemamu. OCHOBHUMU OMPUMAHUMU pe3ysemamamu € mpiada y3deasbHeHUX asmopCbKux
Memamodesnel, a came:

1. EspucmuyHa Memamodesib NOCMHEeOKAAcu4Ho20 cnpuliHAMms i3u4yHol peaseHocmi OusaliHepom,
8 AKIU He3anexHicme YUKII8 NI3HAHHSA, a makox dodamkosicme napaduzm (cuHepeemuyHa, mpiadu4yHa ma
cemiomuy4Ha) NoeOHye i3uYHy ma coyianbeHy OHMO02IH0, U0 CMBOPIOE HOBL MOXIUBOCMI 019 (hOPMY8AHHS
meopyo20 MemamucaeHHs dusaliHepa 8 npoyeci 00C/1iOHO-0PIEHMOBAHO020 HABYAHHS ma (1020 OisIbHOCMI.

2. Espucmu4yHa memamodesb NOCMHEOKAACUYHO20 chnpuliHammsa ma pegaekcili pisuyHol i
8ipMmyasbHOl peasbHOCMIi KOHYUenmyaabHUM Ou3aliHepoM, y AKIU 3a1eXHICMb YUKAI8 NI3HAHHA, G Makox
dodamkosicme espucmu4HUx Memamodeneli 00CA2aEMbCS Yepes yHIBepCcaabHi MPUKYMHUKU ((opakmaneHi,
lMackansa, CepniHCbK020), CMpPyKmMypu SKUX CNpusrome [HHOBAYIUHIU Oif16HOCMI KOHYenmyaasHo20
du3saliHepa.

3. KoeHimusHa memamodens hopMys8aHHs mMemamucieHHs OusaliHepa-koHyenmyanicmd, 8 OCHO8I
AKO20 SIeXXUMb NPOCMOp0o80o-4acosuli 6anaHc A8HUX Ma NPUXOBAHUX 38'A3Ki8, KO2HIMUBHA 8i3yani3ayis AaKux
Cnpusie nowlyky 2apMoHii y npoyeci O00C/NiOHO-OpIEHMOBAHO20 HABYAHHSA mMa meopyol disbHOcmi 3a
donomozoro cemiomuyHux 3acobis.

Haykoea HosU3Ha 8U3HA4YAEMbCA 83AEMOOONOBHIOBAHICMIO CMPYKMYp a8mopcokux Memamodeneli
@i3uyHOl ma yugposoi peasbHoCcMI, cCuHepzia AKUX cnpuse onmumizayii doc1iOHo-opieHmosaHux modeseli
HABYAHHA MA CAMOHABYAHHA. B3aemoss's30k cmpykmyp memamoodesell ma ix 83aEMOO0N0BHIOBAHICMb €
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OCHOB0K ychiwHOl OianbHocmi y 2ibpudHOMY Has4aibHoMy cepedosuwyi (peasbHOMy i3ud4HOMYy ma
8ipMyanbHOMy MameMamu4yHoOMy), WO Cnpusie nepedadyi eMoyiliHo20 Mma iHmeaekmyaabHo20 3MiCMy MOK
o6'ekmamu ma cyb'ekmamu yugposozo caimy.

Mpakmuyna 3Ha4yuwjicme dodamkogocmi ma 83aEmMo38'A3Ky Ho8uUX Memamodesneli Memamuc/ieHHs
0o380s15€ po3pobumu

* YHigepcaibHI Kpumepil 8U3Ha4YeHHs sikocmi 06'ekmis dusaliHy 3a donomozoro eHLL;

* Memo0O 8usB/NeHHS mpiad B83AEMONO0B'A3aHUX npomusexHocmeli y Oxepenax iHopmayii pisHol
npupodu, 8i3yanisayis sKkux cnpowyye MixoucyunaiHapHy 83aemodiro dusaliHepis;

* CMBOPUMU  NEPCOHA/IbHO20 — e/1eKMPOHHO20  NOMIYHUKG, — e/leKMPOHHO20  KOHCY/lbmdaHma,
e/1eKmpOoOHHO20 ekchepma (3 8uUKOpuUCcMaHHsaM eHLLI.

Y nosoerHili YkpaiHi mixoucyunaiHapHuli obmiH (deamu, memodamu ma ycniwHuMm docsidom
Hadssu4aliHo akmyanabHUl y pamkax 2ibpudHo20 nidxody 0o po3yMIiHHS 2apMOoHIi ¢izuyHoi ma yugposol
peanbHocmi, Wo CNpuse ycniwHili meopyili OialbHOCMI Ha OCHO8I CnpulHAMMSA 2apMOHIT npupodu 0as
docsizHeHHs HedocsaxxHoeo. [Nodanbuwiuli po38umok 00C/1iOH020 HABYAHHS Yepe3 hopMyB8aHHS Memamuc/ieHHs
HeobxiOHe nosinweHHs ncuxiyHoz2o 30opos's ma adanmayii 00 HeMUHyYUX CoyiaabHUX mpaHcgpopmayid.
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STUDY OF MIAO EMBROIDERY:
SEMIOTICS OF PATTERNS AND ARTISTIC VALUE

Purpose. This study aims to analyze and interpret the semiotic characteristics of Qiandongnan Miao
embroidery patterns based on Morris's semiotic trichotomy. It seeks to explore methods and pathways for the
application and transformation of ethnic embroidery patterns in modern cultural and creative design.

Methodology. Through field research in the Qiandongnan Miao areaq, literature collection, and design
practice, the study investigates the representative semiotic characteristics of Qiandongnan Miao embroidery
patterns in terms of decoration and color. Using Morris's semiotic trichotomy, the research interprets the
semiotic relationships among Qiandongnan Miao embroidery patterns from the perspectives of syntactics,
pragmatics, and semantics. It explores the innovative application scenarios of traditional cultural symbols in
contemporary design contexts.

Results. Qiandongnan Miao embroidery patterns exhibit distinct artistic features, regional
characteristics, and aesthetic tendencies. By extracting the semiotic elements of decoration and color from the
dimensions of syntactics, pragmatics, and semantics, the study explores the multiple transformations and
innovative application possibilities of Qiandongnan Miao embroidery pattern design elements. This not only
allows modern design products to incorporate ethnic cultural characteristics but also contributes to the
inheritance and development of Qiandongnan Miao embroidery patterns.

Scientific novelty. This research applies Morris's semiotic trichotomy to the interpretation of
Qiandongnan Miao embroidery patterns, providing a new perspective for the cultural connotation and design
transformation of traditional embroidery patterns. It explores the pathways and application models for
transforming traditional cultural symbols in modern design, seeking ways to integrate traditional culture with
contemporary design.

Practical significance. The study offers new ideas and references for interpreting and researching
Qiandongnan Miao embroidery patterns from a semiotic perspective. It provides references and insights for
related design fields.

Keywords: Miao embroidery, Miao embroidery design, embroidery elements, color scheme, pattern,
semiotics, design artistic value.

Introduction. The Miao people are a The cultural connotations embedded in these
historically rich and resilient ethnic group, patterns reflect the Miao people's hardships
primarily distributed in Guizhou and Hunan and development history, possessing high
provinces in China. Their cultural resources are  cultural taste and research value. Miao
abundant and distinct, with crafts such as Miao  embroidery patterns are rich in content,
embroidery and batik being recognized as exquisite in design, and auspicious in
national intangible cultural heritage. Miao symbolism. This highly stylized and patterned
embroidery, a primary decorative technique for  art form carries significant symbolic and ethnic
Miao clothing, is prevalent in Guizhou and cultural meanings. However, the cultural
Hunan, with a history spanning over 2,000 ecology of Miao embroidery has undergone
years. It is a symbol and integral part of Miao  significant changes due to the market economy
culture and a representation of Miao women's  and social transformation, with modern culture
cultural expression. Through embroidery, Miao and commercialization altering its essence.
women vividly recount their arduous ancestral Changes in lifestyle and industrial perspectives
history, wars, migrations, and survival stories, have led to a neglect of its cultural value,
earning it the title "the book without words." resulting in a decline in appreciation for Miao
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embroidery, the loss of its cultural and ethnic
significance, and a crisis in its heritage
transmission [1].

The implementation of China's national
rural revitalization strategy provides crucial
opportunities for the modern transformation
and integration of ethnic intangible cultural

heritage into contemporary life.
Simultaneously, the development of the
intangible cultural heritage industry has
become a hot topicc. The modern

transformation of Miao embroidery's cultural
elements is an effective pathway to promote
the cultural value of the Miao and support its
sustainable development. This study will
employ semiotic theory to construct a modern
transformation model for Miao embroidery's
cultural elements. By interpreting the semiotic
connotations of Miao embroidery's intangible
cultural heritage, the study explores the
"object-sign” conversion relationship,
transforming intangible cultural heritage from a
material form into meaningful concrete objects
2. The core of this research lies in exploring new
forms, aesthetics, and values of Miao
embroidery, seeking a balance with modern
design values while maintaining authenticity. It
aims to expand the application scenarios of
Miao embroidery, imbuing it with new vitality,

and thereby promoting the protection,
inheritance, and development of Miao
embroidery.

Analysis of previous research. Previous
research on Miao embroidery patterns has
been extensive, involving significant efforts in
collection, classification, organization, and
study, resulting in numerous achievements. The
main categories of previous research are as
follows.

Study of Miao Embroidery Patterns.
Early Records. Ancient Chinese texts such as
the "Book of the Later Han" (25-220 AD),
"Records of the Southern Barbarians,”
"Huainanzi" (circa 139 BC), and "In Search of the
Sacred" (Jin Dynasty) mention Miao people's
clothing, noting their preference for colorful
garments and elaborate patterns. However,
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these references are brief and do not provide a
comprehensive understanding. Records from
the Ming and Qing Dynasties (1368-1912).
During the Ming Dynasty (1368-1644), "New
Records of Guizhou" provided detailed
descriptions of the clothing of various Miao
subgroups, offering valuable insights for later
research. In the Qing Dynasty (1644-1912),
Chen Hao's "lllustrated Explanation of Eighty-
Two Types of Miao" and the "Fenghuang
Tingzhi" (Fenghuang Prefecture Gazetteer),
Volume 11, "Clothing Section,” further
documented Miao embroidery patterns,
serving as significant historical references. Early
20th Century Research. In the 1930s, works
like "Investigation Report on the Miao People
of Western Hunan" (1939) by Ling Chunsheng
and Rui Yifu provided detailed studies of Miao
clothing in Western Hunan. Shi Qigui's "Field
Survey Report on the Miao People of Western
Hunan" supplemented this with detailed
accounts of Miao embroidery techniques.
Research from the 1950s to the 1990s. After
the establishment of the People's Republic of
China, Miao embroidery patterns began to
receive attention as important components of
Chinese arts and crafts. From the 1950s to the
1990s, researchers systematically organized
and studied Miao embroidery patterns. Key
works from this period include "Miao
Embroidery Patterns" (1956) and "Patterns of
Southwest Minority Weaving and Embroidery"
(1957). Comprehensive studies such as
"Chinese Arts and Crafts Series: Embroidery and
Weaving of Chinese Ethnic Minorities” (1981)
and "Chinese Miao Clothing" (1985) provided
detailed records of the artistic features and
cultural significance of Miao embroidery.
Research since 2000. Entering the 21st
century, the number of research publications
increased significantly, with studies becoming
more  specialized and interdisciplinary,
incorporating perspectives from anthropology,
semiotics, aesthetics, and other fields. Notable
works include "Miao Embroidery", "Treasures of
Ethnic Folk Art: Miao Embroidery and Brocade”,
Zou Minna's "Huxiang Library Series: Huxiang
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Embroidery," and He Xiangping and Yang
Shenghai's "Huxiang Library Series: Hunan
Ethnic Minority Costumes”, which offer detailed
insights into the historical origins, craft features,
and cultural meanings of Miao embroidery.
International Research. Japanese scholars like
Torii Ryuzo and Kanemaru Ryoko have
conducted in-depth studies on Miao
embroidery. Torii Ryuzo's "Investigation Report
on the Miao People" (1936) provides detailed
accounts of Miao culture and folk activities.
Kanemaru Ryoko's "Minorities in Southwest
China: Ethnography of the Miao People in
Guizhou Province" (1985) explores the cultural
significance of Miao embroidery. Western
scholars such as Ruth Smith and Karen Elting
have also examined the semiotic and artistic
value of Miao embroidery. Ruth Smith's "Miao
Embroidery From Southwest China" (2005) and
Karen Elting's "Every Thread a Story & Secret
Language of Miao Embroidery" (2020) present
the semiotic meanings of Miao embroidery in
Southwest China.

Study of Semiotics. The founders of
modern semiotics are Ferdinand de Saussure
and Charles Sanders Peirce, who each proposed
foundational semiotic systems in the early 20th
century. Swiss linguist Saussure divided signs
into two components: the signifier and the
signified. The signifier refers to the physical
form of the sign, while the signified represents
the meaning behind the sign. Peirce classified
signs into three types based on their
relationship with the object: icons, indices, and
symbols. Icons and indices are considered
motivated signs due to their inherent
connection to the objects they represent.
American philosopher Charles W. Morris
integrated logical positivism and pragmatism in
his semiotic theory, further systematizing the
study of signs. In his work "Foundations of the
Theory of Signs" (1938), Morris introduced the
triadic model of syntactics, semantics, and
pragmatics, which remains a widely adopted
framework in semiotic studies [3]. At the same
time, the concept of "context" has been crucial
for the development of semiotics. This idea was

first introduced by American anthropologist B.
Malinowski in 1923, who distinguished between
"linguistic  context” and  "non-linguistic
context." Zhang Linghao further elaborated
that context encompasses the socio-cultural
forms in which design symbols exist, suggesting
that product symbols should be the combined
result of various relational processes involving
technology, users, markets, and society 4.
Research on the Integration of Ethnic
Cultural Characteristics and Semiotics. In the
book "Miao Costumes: Symbols and
Significance" (1997), Yang, C conducted a
comprehensive analysis of the origins of Miao
embroidery and the reasons for its rich
branches. He detailed the development,
influencing factors, cultural connotations, and
symbolic meanings of Miao embroidery
patterns 5 Guan, Y. built upon previous studies
to provide a more systematic and detailed
explanation of the relationship between
semiotic theory and the study of ethnic
costume patterns 6Zhang, Y. analyzed the
structural organization, artistic principles, and
aesthetic value of Miao costume patterns,
arguing that these findings hold significant
reference value for modern fashion design 6.
Li, C. examined the origins and techniques of
Xiangxi Miao embroidery patterns, analyzing
their morphological characteristics developed
throughout their evolution. She delved into the
cultural and aesthetic connotations of Xiangxi
Miao embroidery and discussed its cultural,
artistic, and economic value, its contemporary
relevance, and its future development 8.
Yang, X used Morris's semiotic trichotomy as a
theoretical guide to interpret the cultural
connotations and expand the applications of
Dong brocade from the perspectives of
semantics, syntactics, and pragmatics. He
constructed a semiotic interpretation and
transformation model for Dong brocade 9. Han,
L. analyses the symbolic features of the braided
embroidery patterns of the Miao people in
Qiandongnan through the Morris Semiotics
trichotomy, aiming at exploring the application
and transformation paths of ethnic minority
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embroidery patterns in modern cultural and
creative design [10].

Statement of the problem. Although
numerous studies have been dedicated to the
documentation and classification of Miao
embroidery patterns, few have delved into the
intricate connections between these visual
patterns and the symbolic language of the Miao
people. Existing research often focuses on
aesthetic descriptions or anthropological
interpretations,  lacking  systematic and
comprehensive semiotic analysis. This study
addresses this gap by employing Morris's
triadic semiotic framework to investigate the

symbolic meanings embedded in Miao
embroidery patterns. By analyzing the
interactions of semantics, syntactics, and

pragmatics, this research aims to uncover the
complex cultural narratives woven into these
intricate  designs.  This  methodological
approach transcends purely aesthetic or
descriptive methods, offering a more nuanced
understanding of Miao embroidery as a
dynamic system of communication and cultural
expression. Moreover, this study explores the
potential for integrating traditional Miao
patterns with contemporary design practices,
providing a pathway for cultural preservation
and innovative transformation in the digital
age.

The results of the research and their
discussion. "Art is always closely intertwined
with the practical and utilitarian aspects of the
society of its time, and it is invariably linked to
various material needs (such as living and
usage) or spiritual needs (such as religious,
ethical, and political content) 9This study
applies Morris's semiotic theory to interpret the
cultural connotations, symbolic composition,
and functional applications of Miao embroidery
from the perspectives of semantics, syntactics,
and pragmatics. It aims to analyze the semiotic

significance and design value of Miao
embroidery.
Symbolic Relationships in Miao

Embroidery Patterns from a Syntactic
Perspective. Syntactics aims to interpret the
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structural relationships of symbols, primarily
encompassing the formal characteristics of
language structures and the relationships
inherent to the symbols themselves.
Interpretation from the syntactic dimension
focuses on analyzing the design encoding rules
of Miao embroidery patterns through their
visual imagery construction methods, pattern
composition principles, and color schemes. The
methods of constructing visual imagery in
patterns can be broadly categorized into two
types: one type presents an overall abstract
form, while locally it is processed with reference
to the visual representations of natural objects.
This is not a realistic simulation of nature, but
rather a formalization of it. For example,
symbols such as "heaven and earth",
"mountains and rivers", "rivers”, "fields" and
"bird wings" are all composed of abstract
geometric patterns with quite strict formal
rules. These symbols possess a high degree of
applicability and can generate numerous
patterns through superimposition, intersection,
inversion, and continuous variation [12]. The
second type features an overall design with
clearly identifiable and realistic forms. For
instance, in a pomegranate embroidery pattern,
each pomegranate fruit might contain scenes of
a monkey eating wild fruit, a cat playing with a
flower, or a lion resting with a tiger.
Additionally, figures such as the bull and
dragon are adapted and deformed to fit real-
life environmental contexts, and then
recombined  according to  decorative,
expressive, or symbolic needs, resulting in
creations like a bull's head with a dragon's
body (Fig. 1).

As for the combination of patterns, Miao
embroidery pattern composition law of three
types: unit composition form, symmetrical,
central, plot type; combination of composition
forms are suitable for patterns covered with the
screen, patterns repeated composition of
continuous patterns, suitable for combining
with continuous and other multiple continuous
patterns; common clothing composition logic
has continuous patterns and suitable for
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patterns segmented composition of splicing
type (Fig.2), multi-segmented  patterns
repeated composition of continuous type
(Fig. 3), splicing and Continuous combination
of multiple composite type (Fig. 4).

In terms of color schemes, Miao
embroidery art primarily uses a strong contrast
between red and black as the base tone, upon
which a variety of other colors are layered. An
analysis of the "five colors" wused in
Qiandongnan Leishan Miao embroidery reveals
that they commonly employ contrasting and
transitional colors such as black and red, red
and white, black and blue, and red and yellow.
The Miao people often contrast strong colors to
achieve a rich and intense effect. They have a
particular fondness for red, considering it the
most beautiful, sacred, and vibrant color. The
following images show four common color
schemes used in Miao embroidery patterns: in
order, respectively, red as the base color, blue
as the main color; black as the base color, red
as the main color; black as the base color, blue
as the main color; white as the base color, red
as the main color, in this paper, the use of
corelDRAW software to extract the color
network of each kind of color scheme, through
the extraction of theme colors and improved
association rule mining method, to obtain the
color data, to find the color rules of Miao
embroidery (Fig. 5).

Semantic Dimension Interpretation of
Miao Embroidery Patterns. Semantics aims to
explain the relationships between symbols,
specifically exploring the relationships between
linguistic symbols at a philosophical level, as
well as the relationships between symbols
themselves.

Saussure divided symbols into two
components: the "signifier" and the "signified."
For the semantic interpretation of Miao
embroidery patterns, analysis is conducted
mainly from these two levels. The "signifier"
refers to the denotative meaning, which
includes the external symbolic forms of Miao
embroidery, such as craftsmanship, patterns,

and colors. The "signified" refers to the
connotative meaning, involving the symbolic
significance, cultural value, ethnic emotions,
and beliefs that Miao embroidery patterns

convey. Miao women use metaphors,
allegories, and metonyms through shapes and
images, employing techniques such as

comparison, symbolism, juxtaposition, spiritual
interpenetration, and heterogeneity. These
methods create a unique ethnic art form that
perfectly combines imagery with meaning. In
other words, Miao embroidery is a
commemorative "picture” symbol system, a
broad cultural entity, and a systematic state of
rules and symbols. It carries the cultural
traditions of the Miao people, holding
significant cultural and symbolic importance.

In the symbolic imagery of Miao costume
patterns, the symbols can be broadly
categorized into representations of the sun,
moon, and stars; mountains and rivers; deities
and humans; totemic animals; and fertility.
These categories often overlap or intersect.
Each symbolic entity and its referent have a
series of mythological stories that explain the
origins of their heterogeneous isomorphic
relationships. Below, we will discuss the cultural
meanings and origins of some common
geometric patterns in detail. For instance, the
"dragon” in Miao culture is regarded as a
protector of the people, ensuring the safety of
villages, blessing descendants with prosperity,
and bestowing bountiful harvests and thriving
livestock. The dragon is a symbol of good
fortune and protection in the Miao community
Fig. 6). Therefore, Miao women embroider
these symbols onto their clothing to signify
their precious and auspicious meanings. The
"bird pattern” represents the ancestors of the
Miao people, serving as a guide and messenger
that leads souls back to their origin.
Embroidering birds on garments is believed to
earn the recognition of totemic ancestors.
Additionally, birds symbolize male genitalia,
reflecting a combination of bird totemism,
fertility worship, and ancestor worship.
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Fig. 1. Miao Embroidery "Bull Head with Dragon Body" Pattern [14]
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This demonstrates the Miao people's
eternal remembrance and veneration of their
ancestors like Jiangyang, Chiyou, Huandou,
and the Butterfly Mother. The "bull" is revered
for its significant contributions during the
migrations of the Miao people, symbolizing
life continuation, masculinity, longevity, and
protection from evil. It represents a fusion of
bull worship and fertility worship. The "maple
tree and butterfly" are considered the
progenitors of all living things, symbolizing
fertility and longevity. The "fish" with its many
offspring represents strong fertility,
symbolizing female reproductive organs and
implying blessings of many children. The
symbols of "Pangu" and "Jiangyang"
essentially reflect ancestor worship and fertility
worship. The "taotie" is a great creation of the
Miao ancestors, symbolizing their ancestor
Chiyou and combining powerful and rough
characteristics. "Flower patterns” symbolize
eternal youth. Many geometric patterns in
Miao clothing reflect primitive shamanistic
beliefs. Patterns such as mountains, fields, sky
and land, lakes, cities, the character "horse"
and mountain paths are all believed to be
related to the ancestors' living, development,
and migrations. These patterns serve as a
tribute to their ancestral lands and as records
of migration routes and processes [5]. The "Xi
Xiang Feng" pattern, derived from the Taiji and
spiral  patterns, emphasizes symmetry,
inversion, and the harmonious concept of
completeness. It reflects a longing for perfect
love and embodies the idea of yin-yang
harmony.

The visual symbols of traditional Miao
clothing patterns are rooted in their reverence
for and dependence on nature. Natural elements
are not only integral to their daily lives but have
also evolved into totems and spiritual symbols,
deeply imprinted in their cultural gene. Miao
clothing patterns are a manifestation of this
nature worship. In the early days, due to
technological and cognitive limitations, many
natural phenomena were linked to myths of
gods and spirits. These beliefs were expressed

through clothing patterns, which served as a
medium to convey faith in deities and to pray for
peace and prosperity. Elements such as the sun,
moon, stars, mountains, rivers, flowers, and
plants were abstracted and artistically rendered,
becoming key components of clothing patterns.
These patterns carry rich cultural connotations
and ethnic emotions 5. As times have changed,
the religious beliefs and expressions of the Miao
people have gradually simplified, but the value
of their clothing patterns as cultural symbols has
remained enduring. These patterns not only
symbolize the spirit of unity, mutual assistance,
and interdependence among the Miao people
but also reflect their deep love and reverence for
nature and life. Today, designers need to respect
traditional culture while drawing inspiration
from these patterns. By employing modern
design language, they can transform these
motifs into visual symbols with contemporary
significance. This approach will revitalize Miao
traditional culture in modern society, allowing it
to flourish on a broader global stage.

Research on the Artistic Design Value
of Miao Embroidery in the Modern Context.
Context primarily refers to the socio-cultural
background of symbols, involving the
interactions among users, the environment,
markets, society, and culture 12.

In terms of artistic conception, decorative
techniques, artistic taste, and principles of
formal beauty, Miao embroidery patterns offer
valuable insights for modern art to study and
draw inspiration from. The artistic conception of
Miao embroidery is uniquely distinctive, with its
most notable feature being its transcendence of
temporal and spatial limitations, infinitely
extending the realm of beauty. In compositions,
Miao  embroidery  often  displays an
indeterminate directionality and a seemingly
free-form expression of the artist's perception
of the world, imbued with a sense of movement.

Miao  embroidery  often  features
imaginative compositions, blending celestial
birds, terrestrial animals, aquatic creatures, and
human figures with flora, all intertwined around
a central motif to create a vibrant, lively scene
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(Fig. 7). From the perspective of classical art's
use of perspective, this type of composition
may seem whimsical and bizarre. This center-
oriented perspective, akin to the styles found in
ancient Egyptian murals and children's
drawings, is not a simple imitation of reality.
Instead, it offers a more intuitive and sincere
depiction of human perception of the world.
Unlike classical art, which seeks precise
representation, Miao embroidery art prioritizes

Fig. 7. Qiandongnan Miao
Embroidery Strap [14]

emotional expression and exploration of the
spiritual realm. Using bold colors, exaggerated
forms, and rhythmic lines, it constructs an art
world that is both real and fantastical. This
approach, which  transcends figurative
representation and integrates subjective
emotions, shares similarities with the Cubist
movement in Western modern art that seeks to
break boundaries and innovate (Fig. 8).

Miao Hundred-Bird Garment [15]

?

/

Fig. 9. Hua Xizi Cosmetic box packaging design [16]
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The unique artistic wisdom and
extraordinary imagination embedded in Miao
embroidery stem from the Miao people's
broad-minded attitude towards life. They
possess a transcendent understanding of life
and death, viewing death as a journey back to
the origins of life. This relentless pursuit of the
spiritual realm endows Miao embroidery with
profound cultural connotations and emotional
power. Additionally, the rich variety of patterns
and the vibrant rhythm in Miao embroidery
showcase its distinctive charm in modern
design. Its compositional principles and color
schemes remarkably align with the works of
modern and postmodern art masters, providing
an endless source of inspiration for
contemporary fashion design.

Pragmatic Dimension of Symbolic
Relationships in Miao Embroidery Patterns.
Pragmatics focuses on the relationship between
users and symbols, including the context of
symbol application and their expanded
functional uses. Analyzing the application and
social significance of Miao embroidery patterns
in real contexts reveals that their primary
carriers are traditional Miao clothing,
accessories, and back straps, emphasizing
decorative, symbolic, and practical aspects. As
products of female culture, mountain culture,
and shamanistic culture, Miao embroidery
patterns serve as mediators in marriage, social
bonds during festivals, and branch family
emblems. During festivals, celebrations,
weddings, funerals, and sacrificial ceremonies,
Miao people don elaborate traditional attire,
where the symbolic functions of Miao
embroidery are crucial. This indicates that Miao
embroidery is closely related to the social and
communal life of the Miao people. The
booming cultural tourism market has brought
unprecedented opportunities for the innovative
development of traditional crafts like Miao
embroidery. However, integrating traditional
culture into modern life to revitalize it in the
contemporary context presents a challenge for
designers. Simply applying Miao embroidery to
fashion clothing and cultural products does not

fully unlock its cultural value and market
potential. Designers need to further explore
and innovatively transform Miao embroidery
from three dimensions: "form", "meaning" and
"use". In terms of "form", designers can
incorporate modern  design  concepts,
preserving the essence of Miao embroidery
while innovating in color, materials, and
techniques. This approach can enhance its
visual appeal and fashion sense, broadening its
application  scenarios to better meet
contemporary aesthetic needs. Regarding
"meaning," it is essential to delve into the
cultural connotations and stories behind Miao
embroidery patterns. By extracting the core
spirit and transforming it into symbols and
languages that are easier for modern people to
understand and accept, products can be
endowed with deeper cultural value and
emotional resonance. In terms of "use,"
designers should consider how to integrate
Miao embroidery into a broader range of
everyday life scenarios, developing more
practical and marketable products. For
example, Miao embroidery elements can be
incorporated into home goods, tech products,
and fashion accessories. Combining these with
intangible cultural heritage experiences and
creative cultural activities can help more people
appreciate and experience the charm of Miao
embroidery. For instance, the Chinese brand
"Florasis" (Hua Xizi) has extracted Miao
embroidery patterns such as butterfly, fish,
floral, bird, and heaven-earth motifs for their
packaging designs, creatively reimagining them
to fit modern aesthetics (Fig. 9).

In summary, designers need to innovate
while  preserving tradition, integrating
traditional culture with modern life in an
organic way. Only through this approach can
the productive inheritance and innovative
revitalization of Miao embroidery be truly
realized, allowing this ancient art form to bloom
even more brilliantly in the new era.

Conclusion. This study delves into the
semiotic characteristics and cultural
connotations of  Qiandongnan Miao
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embroidery patterns, exploring their
applications in modern design. The research
reveals that Miao embroidery patterns are rich
in cultural information, reflecting the Miao
people's unique understanding of nature,
society, and themselves. The shapes, colors, and
compositions are not arbitrary but carry
profound symbolic meanings and cultural
messages. Through semiotic analysis, this study
uncovers the structural principles, cultural
implications, and social functions of Miao
embroidery  patterns, providing new
perspectives for understanding and preserving
Miao culture. Moreover, the study explores how
Miao embroidery patterns can be applied to
modern design. It suggests that designers
should respect traditional culture while
integrating modern design concepts and
market needs to creatively transform and

innovatively  develop Miao embroidery
patterns. This can include applications in
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2[11NFH BAH, 'KOJTOCHIYEHKO O. B.

"Kuiscokull HayioHaneHUl yHisepcumem mexHosoz2iti ma duzatliHy, Kuie, Ykpaira
2lllenbcilicokuli yHisepcumem Hayku ( mexHonoeid, CiaHe, Kumaticeka HapodHa pecnybika

AOCNIAXXEHHA BULLNBKN MAO:
CEMIOTUKA BI3EPYHKIB TA XYAO0XHA LIHHICTb

Mema. Memoto 0ocniOxeHHs € aHAI3 Mma iHmepnpemayis ceMiomuyHUX Xapakmepucmuk 8i3epyHkie
guwiusku LisaHedyHHaH Mso Ha ocHosi cemiomu4Hoi mpuxomomii Moppica; docnioxeHHs Memoodis ma wiisxie
3acmocy8aHHA [ mpaHcopmayii emHiYHUX 8i3epyHKi8 BUWUBKU 8 Cy4acHOMY KyJbmypHOMY ma
KkpeamusHoMy Ou3aliHL.

Memodonozis. 3a donomozor0 NosbosUX 0CidXeHb y palioHi LiaHeOyHHaH Msio, 36opy nimepamypu
ma aHanizy ousaliHepcokux Npakmuk OOC/NIOXeHO penpe3eHMamusHi CemMiomuyYHi Xxapakmepucmuku
gizepyHkie suwusku LiaHeOyHHaH MsAo 3 mouyku 3o0py 03006/1eHHA ma Kosaeopy. Bukopucmosyroyu
cemiomuydHy mpuxomomito Moppica, 0ocniOxeHHA HMepnpemye cemMiomMUYHI 38'A3KU MK 8i3epyHkamu
guwiueku L{aHeOyHHaH M50 3 mouku 30py CUHMAKMUKU, npazmamuku ma cemMaHmuxu. BoHo docnidxye
{HHoBaYIlHI cyeHapil 3acmocy8aHHs MpaduyiliHux KyJemypHUX CUMBOAI8 y Cy4acHoMy OusaliHepCbkomy
KOHMekcmi.

Pesynemamu. BizepyHku euwusku LaHbOyHHaH Mso OemoHcmpyrome 8UpPaA3HI  XYOOXHI
0cob1uB0CMI, pe2ioHA/NbHI Xapakmepucmuku ma ecmemuuyHi meHOeHyil. Buokpemaroroyu cemMiomuyHi
eseMeHmu 0Oekopy md KOJbOpy 3 B8UMIpI8 CUHMAKMUKU, NpazMamuku ma ceMaHmuku, O00C/iiOXeHo
mpaHcgopmayil ma (HHOBAYIUHI MOX/IUBOCMI 3ACMOCY8AHHS e/leMeHmig Ou3aliHy ei3epyHkKi8 suwIUBKU
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DECORATIVE PAINTING AS A MEANS OF TRANSLATING
CULTURAL SEMANTIC NARRATIVE

Purpose. The research involves analyzing folk decorative painting and transferring its most typical
compositional techniques and characteristics into souvenir items.

Methodology. To achieve the research goal, a comprehensive approach was employed, utilizing
general scientific methods of literature analysis and visual examination of historical materials and

contemporary souvenir products.

Results. During the research, the features of decorative painting, its techniques, and methods were
studied; the morphological components of decorative painting and the ways of interpreting its elements were

analyzed.

Scientific novelty. The study highlights the cultural and historical significance of decorative painting
in the design of souvenir products. A comparative analysis of various types of decorative painting has been
conducted and systematized; the compositional elements employed in the creation of souvenir product designs

have been analyzed.

Practical significance. The research focuses on assessing the feasibility of incorporating elements of
decorative painting into souvenir product design and highlights the issue of transmitting semantic narratives
that contribute to enhancing the cultural value and aesthetic appeal of contemporary souvenir items.

Keywords: decorative painting, design, souvenir production, folk art, symbolism.

Introduction. Decorative painting and
the ornamentation of objects are integral
aspects of national culture. They convey
information about the historical, social, and
religious dimensions of our ancestors' lives. As
a form of folk art, decorative painting plays a
crucial role in preserving and reviving cultural
traditions. Its universality and adaptability allow
for the incorporation of traditional elements
into contemporary design and manufacturing,
imbuing products with unique significance and
depth. The adaptation of traditional techniques
in modern design facilitates the creation of
innovative products with distinctive aesthetic
characteristics, expanding creative possibilities
and promoting the dissemination of cultural
heritage.

Analysis of previous research. The
research presented in O. Koshel's article [9]
highlights the deep integration of traditional
Petrykivka painting into various domains of the
artistic industry. The author examines the
application of this folk art through the works of
M. Tymchenko and other prominent graduates
of the decorative painting school. The

achievements of masters such as T. Pata,
N. Bilokin, I. Pylypenko, and H. Prudnikova are
discussed, demonstrating each individual's
contribution to the development and
popularization of folk painting. An important
place in the study of Ukrainian decorative

painting is occupied by the scientific
achievements of B.S. Butnik-Siversky [2] and
Y. Smolii [19]. Scholarly ~ works by

O. Telizhenko [6], N. Studinets [20] and other
researchers emphasize the significance of folk
art in Ukraine’s cultural life, highlighting its
deep roots and continuity of tradition. Their
studies particularly focus on the artistic
uniqueness of decorative paintings on wooden
household items, which reflect the richness and
diversity of Ukrainian decorative applied art.
The fourth volume of "History of Decorative Art
of Ukraine", edited by G. Skrypnyk [19],
describes the work of folk masters, the history
of folk art of the 20th century. This scientific
work covers a significant chronological period,
carrying out a comprehensive analysis of
traditions and stylistic directions of art that
were formed in different regions of Ukraine. The
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study is based on an extensive array of archival
materials and the results of field research, which
ensures its weight and scientific validity in the
study of culture and art in the context of
decorative paintings.

Another group of researchers, including
M. Kyrychenko [8] and A. Chudnivets [12],
concentrates on the challenges of teaching and
mastering artistic painting techniques and their
symbolic meanings. Their work aims to identify
effective methods for transmitting skills that
ensure the preservation and development of
this  unique technique. Research by
O. Vakulenko, T. Vakulenko, O. Myronovych,
O. Skrypka, and other scholars is dedicated to
exploring ways to apply folk painting in the
modern cultural space. These studies open new
perspectives for integrating folk art into
contemporary design environments, including
fashion, interior design, and visual media, thus
promoting its relevance and innovative use.

Overall, the reviewed research collectively
underscores not only the cultural and historical
value of folk painting but also its significance in
the context of contemporary artistic and
cultural development in Ukraine.

Task statement. The objective is to
analyze the significance of folk decorative
painting as an integral component of Ukrainian
cultural identity and its role in conveying the
spiritual and moral values of the nation. This
includes identifying the characteristics and
researching the symbolism of decorative
painting to apply its elements in the design of
souvenir products. Additionally, the study aims
to highlight the impact of folk art on the tourist
attractiveness of regions through souvenir
products, which support cultural identity and
preserve traditional crafts.

Research results and discussion. The
material and spiritual wealth of each nation is
reflected in its unique folk art, which is shaped
by its culture, providing the context and
conditions for its emergence and development.
Art, in turn, serves as a means of shaping and
enriching culture, conveying its content and
values. Over time, art transmits the moral and
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value ideals of our culture while accumulating
the experience of both collective and individual
artistic creativity. Folk crafts are one of the
historically determined organizational forms of
art, representing the production of artistic
products through mandatory creative manual
labor [21].

National stylistics and artistic imagery
have evolved to high standards of artistic
quality, absorbing the best traditions and tastes
of the Ukrainian people and transforming them
into cultural and spiritual values. Over time,
each locality developed its own methods and
technical means for decorating rural buildings,
interiors, and household items. This led to the
formation of unique ornamental motifs in each
of these localities.

Kosiv painting is a traditional painting
style  from the Ivano-Frankivsk region,
specifically from Kosiv (Tab.1.1). On objects
adorned with this style, which is characterized by
folk primitivism, one can distinguish botanical,
anthropomorphic, and ornithomorphic motifs.
The characteristic colors are white, green, and
ochre. The most popular item of applied art
featuring Kosiv painting is candlesticks, which
also carry a sacred significance as they are used
in both residential and public interiors and
traditional Hutsul rituals. However, Kosiv
painting is also found on other items: goblets,
plates, bowls, jugs, and tiles (Tab. 1.1-a).
Sometimes a single motif might be spread
across several tiles (e.g., Hutsul stoves of the
mid-19th century in the works of O. Bakhmatiuk
and the Baraniuk brothers, such as "The Chariot
with the Emperor" and "Austrian Army" [5]).

Petrykivka painting is a traditional wall
painting style originating from the village of
Petrykivka in the Dnipropetrovsk region
(Tab. 1.2). Its primary elements include floral
ornaments, occasionally complemented by
zoomorphic and ornithomorphic  motifs.
Traditionally, the painting is executed on a
white background and covers almost the entire
surface of the object. A distinctive feature of
Petrykivka painting is its vibrant color palette,
based on three primary colors: red, blue, and
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yellow [15]. By the end of the 19th century,
Petrykivka painting adorned various types of
pottery, interior decorations, and later began to
spread to numerous practical household items:

e Decorative  items  (boxes, vases,
candlesticks, clocks);

o Utility items (plates, cutting boards,
spoons, forks);

e Souvenirs (magnets; clay figurines and
miniatures, keychains);

e Jewelry (costume jewelry);

e Clothing (denim jackets, t-shirts, hats);

e Printed materials (postcards, brochures,
posters, etc.).

Leading masters of Petrykivka painting
include V. Klymenko-Zhukov, M. Tymchenko,
and H. Pavlenko. These artists, predominantly
from the Kyiv school, infused traditional
techniques with distinctiveness, originality, and
new interpretations of established motifs [11].
In 2013, the Ministry of Culture of Ukraine
included Petrykivka painting in the list of
intangible cultural heritage of Ukraine.

Opishnya painting is a traditional style
from the Poltava region, specifically from the
town of Opishnya (Tab. 1.3). Opishnya
ornaments feature simple motifs, primarily
floral elements such as flowers, clusters, and
branches, which have been prevalent since the
17th century. Characteristic of this type of
decorative painting are light yellow, reddish-
brown colors with contrasting blue and black
elements. A key feature is the enclosing line
that connects all decorative elements. Finished
items are covered with an engobe (a special clay
layer), and the technique used for painting
bowls is called "flandrirovka" (applying colors to
the bisque with subsequent stretching using a
special wire hook). The item is dipped in red
clay, placed on a potter's wheel, and painted
while "stretching" lines with a copper hook. The
paint flows in thin lines, creating painterly
effects and unique patterns. This technique
requires considerable skill,  speed, and
precision, as each painting is executed in the
"a-la prima" technique, where corrections are
not possible [15].

Ceramic items decorated with Opishnya
decorative painting include:

e Glazed painted ware — including pots,
jugs, bowls, pitchers, and small barrels
decorated with engobes in carving or
flandrirovka techniques, mostly featuring floral
motifs;

« Figurative ceramics — reflecting stylized
animal images such as lions, rams, and bulls,
assembled from pottery parts and then
decorated with textured clay adornments and
colored glazes;

e Toys and small sculptures — handmade
and painted in the same style as the pottery,
adorned with glazes.

Opishnya painting was included in the list
of intangible cultural heritage of Ukraine in
2018.

Bubnivka painting, also known as
"Bubnivka ceramics," is prevalent in the
Vinnytsia region (Tab. 1.4). Its primary elements
are floral images with a color scheme that
includes yellow-brown, white, blue, and gray
shades. The tradition of Bubnivka ceramics is
attributed to Andrii Honchar, who trained
leading masters, the Herasimenko brothers. The
Bubnivka ceramics collection is preserved in the
Herasimenko Museum-Estate located in the
village of Novoselivka, Vinnytsia region, which
supports the preservation and revival of this
valuable art. Bubnivka artisans produce bowls,
jugs, small pitchers, vases, and service sets.
Bubnivka painting was included in the National
List of Intangible Cultural Heritage of Ukraine
in 2018.

Yavoriv painting originated in the 18th
century and has long-standing traditions
(Tab. 1.5). It was most commonly used to
decorate chests and was also applied to
wooden toys such as rocking horses, butterflies,
birds, and carts, crafted from wood with original
mechanisms for each toy. These designs were
intended to be simple, realistic, and attractive.
Typically, the ornamentation included floral and
geometric motifs, with predominant colors
being green, yellow, and red.
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Table 1

Examples of Original Folk Painting in Modern Interpretations

Examples of original decorative folk painting

Examples of modern stylization of decorative folk

painting
Kosiv painting
1
a — Kosiv painting tiles from the Trots' family b — stylization of Kosiv painting on hand-crafted
gingerbread
Petrykivka painting
2
T |m d :L’dv\ » . - r‘" -
a — Petrykivka painting by Tetyana Patia. b - stylization of Petrykivka painting on magnets
Panel titled “Two Peacocks” by UkrGifts.com
Opishnya painting
/ —
3
a —original Opishnya pinting b — modern souvenir incorporating elements of
Opishnya painting
Bubnivka painting
4
a — Bubnivka ceramics. b - clay figuriﬁes decorated with Bubnivka painting
by contemporary artisans
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Continuation of Table 1

Yavoriv painting
5
a — Yavoriv painting on a wooden toy b — Yavoriv painting, a design on glass by N. Dyuh
Samchykivka painting
6
UAMAZE | =5
a- origial Samchykivka paining b - stylization of Samchykivka painting, postcard
by V. Rakovski
Polissya paintin
7
a — element of Polissya painting on embroidery b — stylization of Polissya painting based on a
design by A. Voloshina

Samchykivka painting derives its name
from the village where it originated in the late
19th century and is characterized by its
narrative zigzag patterns (Tab. 1.6). The color
palette has a traditional sacred significance,
based on Slavic beliefs and ethnic culture. The
primary colors used are red, blue, green, and
yellow, with additional use of black, brown,

pink, and purple. The composition consists of a
flat ornament, with elements in the design not
exceeding seven in number. It is always clear,
consisting of a base, middle, peak, and
conclusion. Larger elements are placed at the
bottom and become progressively smaller
towards the top, creating a rhythmic
organization and balance in the composition.
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The  most characteristic  features  of
Samchykivka painting include floral elements,
complemented by images of animals and
birds [17]. The most typical application of this
painting was on the walls of houses, where it
served not only a decorative purpose but also
held symbolic protective significance. With the
help of the UAmaze artistic project, which
promoted Samchykivka painting, calendars,
posters, and postcards featuring illustrations
were published (Tab. 1.6-b), workshops were
conducted, and exhibitions were organized [3].

Polissya painting spread throughout the
Polissya region from the 19th century (Tab. 1.7).
The colors used are pure and bright, without
mixing or gradients, with red, green, blue,
orange, and yellow being the most common.
Occasionally, black is used for decoration and
emphasis. The most typical applications of
Polissya painting were on porcelain and
embroidery, with the background usually left
white to highlight the brightness and purity of
the colors. Key elements of Polissya painting
include floral motifs-berries, leaves, tendrils,
and plant shoots, as well as an ornamented
"vase" and a central flower made from
patterned semi-circles and petals (sometimes
with a central petal featuring a so-called
"tassel") [3].

Polissya
found on:

o Walls of houses (Tab. 1.7-b);

e Porcelain items;

» Decorative objects (chests);

e Souvenirs (clay figurines and miniatures,
motanka dolls);

e Textile products (t-shirts, towels);

e Murals;

e Printed materials (posters, brochures).

The phenomenon of decorative painting
can be examined through the lens of a complex
symbolic system that reflects the unique
worldview and philosophy of its creators, tracing
their historical roots.

The semantic significance of decorative
elements within folk art has developed through
the use of painting as a form of "informational

painting elements can be

communication." A certain semantic narrative in
the context of folk decorative painting can be
understood as the interpretation of symbols,
images, and ornaments used in folk art to
convey specific ideas, values, and stories. For
example, Ukrainian folk painting often
incorporates elements with deep cultural
meanings, such as symbols of life, fertility,
protection, and eternity.

These narratives may be based on
historical events, mythology, religious beliefs, or
social norms, passed down through generations
via the art of decorative painting. Ukrainian wall
art exhibits regional characteristics with a distinct
stylistic imagery that reflects the cultural and
historical peculiarities of the region. They play a
crucial role in preserving and transmitting
cultural identity and heritage.

This symbolic system gives rise to a
profound semantic narrative, manifested in the
motifs and elements of the painting, each
carrying specific meanings. For example:

e Periwinkle symbolizes youth, health,
prosperity, the infinity of life, and eternal
memory [1].

e Oak leaf represents strength, bravery,
longevity, and happiness [18].

e Grapes, along with their clusters and
vines, symbolize fertility, abundance, and
wealth [18].

e Rose signifies love and beauty [22],
while the white lily reflects purity, innocence,
and chastity [13].

e Viburnum is associated with
maidenhood, beauty, and happiness [7] (Fig. 1, ¢).

o Sunflower symbolizes the sun, health,
energy, constancy, and resilience [22] (Fig.1, a).

« Bird represents the birth of life, fertility,
offspring, and prosperity [10] (Fig. 1, b).

The rich symbolism of decorative painting
reflects a profound reverence for nature, a
characteristic of Ukrainian culture with roots
traceable back to the Paleolithic era.
Ornamentation from that period was intended
to ward off evil spirits and attract happiness and
abundance, and its significance remains relevant
in contemporary Ukrainian rituals.
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Fig. 1. Examples of the use of original botanical elements in artworks:
a — Sunflowers by A. Pikush; b — "Golden birds" by O. Vakulenko; ¢ — Viburnum by V. Sokolenko

Table 2

Examples of original folk painting interpretation in modern souvenirs

pical souvenirs featuring

decorative painting elements

3 BSAHKOAHCM!

b — Easter postcard from Gifty

a — white clay horse, unglazed decoration

b — glazed "Spring Kittens"

The application of historical decorative
painting spans a wide range of industries,
including light industry, porcelain, and textiles,
among others [10]. Academic research
highlights that decorative painting represents
a significant segment of Ukrainian folk cultural
heritage, characterized by a deeply rooted
philosophy based on principles of naturalism.
The thematic foundation of decorative
painting arises from the richness of the local
flora and fauna, as well as historically
established traditions. Over time, decorative

painting has become a key element of national
identity and cultural code. The tradition of
decorating the walls of homes, stoves, and
chests with floral motifs, which originated in
ancient times, has found extensive application
in various fields, including souvenir design.
This process has evolved from tangible items
produced using traditional crafts to
stylized miniatures or other small-scale
representations that retain the character and
national color.
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Common souvenirs featuring elements
of decorative painting include keychains,
magnets, postcards (Tab. 2,1), T-shirts, towels,
and more. Today, it is also used in print media,
interior design, and souvenir decoration. Given
the ethnic motifs, natural materials such as
wood, linen, and clay are used for making

souvenirs.  Products featuring regional
symbolism, created by local artists and
traditional craftsmen, contribute to the

creation of a unique regional image and its
recognition. Typically, tourists spend about
25% of their money on local crafts, including
souvenirs. The motives for purchasing
souvenirs and local products can vary widely.
However, it is clear that such products often
enhance the tourism appeal of a region. Thus,
the issue of regional tourism identification
through souvenir products and exploring
opportunities for their rational
implementation remains relevant [14].

Simplified or stylized decor in modern
ceramic products is characterized by light
linear and pointillistic decoration. Souvenirs
are created to be functional and useful,
impressing with their everyday nature and
simplicity. Despite this, each piece of
handcrafted pottery is a unique work of art.
Potters use traditional forms and decorative
motifs, giving each item its own character and
adding personal interpretations.

Decorative  treatment of ceramic
products involves a wide range of techniques,
including the application of glazes, unglazed
finishes (Tab. 2,2), slip decoration, relief
patterns, painting, and cold crystallization
techniques. Decorative methods include
creating reliefs and relief painting, carving
techniques, glazing, surface pulling, and
smoking. Painting is considered the dominant
decoration method, particularly the use of slips
— molten clay masses. In the context of "cold"
painting, oil or tempera paints may be used.
The diversity of painting styles encompasses
decorative, narrative, and calligraphic
techniques, with the color palette of the

products showing significant variation.
Painting elements form decorative
compositions depending on the author's
intention. The color scheme of a composition
usually does not exceed the use of five colors,
though the number is not fixed and depends
on the artist's decision and the area being
painted.

Paintings are applied to pre-prepared
surfaces and, if necessary, fixed additionally.

Tourist engagement in workshops
extends beyond merely observing the crafting
process; it also enhances interest in souvenir
products. Consequently, souvenir products
often feature decorative folk painting on
various commemorative items—souvenirs that
play a crucial role in shaping local image and
serve as effective marketing and distribution
tools. The use of paintings in souvenirs aids in
the dissemination, preservation, and
popularization of folk traditions among
tourists.

Conclusions. Decorative painting has
always been more than a means of decoration;
it is a method of conveying the semantic
narrative of cultural heritage and traditions.
Today, preserving the uniqueness and
originality of these paintings amid mass
production is crucial. The growth of
technological capabilities introduces new
avenues for replication and series production,
which can jeopardize the exclusivity and
individuality of handcrafted items. However,
employing authentic methods and materials,
involving artisans skilled in traditional
techniques, and focusing on cultural value can
help producers distinguish their products in
the market and attract consumers who
appreciate originality and symbolism in
objects. By adapting decorative painting
techniques to contemporary use, designers
can create cohesive, well-composed, and
culturally rich souvenirs that enhance tourist
appeal, integrate into modern design, and
convey cultural and semantic narratives.
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Mema OJocniOxeHHs nosseae y aHani3i HapoOHO20 OeKopamueHo20 po3NUCY Ma nepeHeceHHs Uozo
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0272.2024.3.10 PECULIARITIES AND DEVELOPMENT STRATEGIES OF

ARCHITECTURAL DECORATIVE ART IN THE ANCIENT HUIZHOU
REGION, CHINA

Purpose of this study is to conduct a comprehensive analysis of the ancient decorative art of Huizhou,
identifying its aesthetic, symbolic, and technological characteristics, as well as exploring its development
pathways in the modern era through the use of digital technologies.

Methodology. This research employs iconography, literature analysis, comparative studies, and other
methods to classify and theoretically summarize drawings and textual materials.

Results. The study analyzes the reasons behind the establishment of decorative art in ancient Huizhou.
It identifies the aesthetic and technological features of the decor in three primary types of traditional crafts in
this region. Based on the analysis of ornaments, patterns, forms, their compositions, semantics, and
manufacturing technologies, the decorative art of Huizhou is systematically categorized from the perspective
of symbolic and cultural meaning, as well as technical methods and production tools. The social function,
symbolism, and aesthetic value of Huizhou's decorative art are revealed. Additionally, the prospects for
developing and disseminating this ancient art through digital means are demonstrated.

Scientific novelty. For the first time, Huizhou's architectural decorative art has been systematically
categorized from the perspectives of aesthetics, semantics, and technologies. Its unique artistic significance
has been unveiled through a detailed analysis of compositions, their symbolic meaning, materials, and
technological processes. A digitization and inheritance strategy for Huizhou's "Three Carvings" (wood, stone,
and brick) has also been formulated, aimed at protecting and promoting this intangible cultural heritage
through modern scientific and technological means to realize the applied value of ancient art in
contemporary design.

Practical significance. The results of this study can be applied across various fields of art and design
in the ancient Huizhou region by professionals such as digital artists, designers, engineers, and others, to create
unique works and gain experience by integrating digital technologies with traditional decorative art.

Keywords: ancient Huizhou, architectural decorative art, wood carving, stone carving, brick carving,

aesthetic characteristics, digital reconstruction.

Introduction. Architectural decoration is
a deeply rooted and significant aspect of
architectural art. It reflects a rich historical
legacy and has played a crucial role in shaping
the distinctive appearance of ancient Chinese
buildings. The decorative techniques of ancient
China have not only defined the visual character
of these structures but also imbued them with
unique cultural and ideological significance.
Huizhou decorative art, in particular, stands out
as an essential component of traditional
Chinese culture, recognized and admired
globally. This art form has even been inscribed
on UNESCO's Intangible Cultural Heritage List.

The decorative arts of the ancient Huizhou
region date back to the Tang Dynasty and saw
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significant development during the Song
Dynasty. By the Ming and Qing Dynasties,
Huizhou's folk architectural techniques had
reached maturity, leading to the establishment
of Huizhou architecture as a distinct and
influential regional style within Chinese folk
architecture. The ancient Huizhou area,
encompassing Huangshan City (excluding
Huangshan District) in Anhui Province, Jixi
County in Xuancheng City, and Wuyuan County
in Jiangxi Province, was a prosperous hub of
trade and commerce, enriched with natural
resources and cultural heritage, providing fertile
ground for the flourishing of decorative arts.
The decorative arts of ancient Huizhou
were primarily applied to residential buildings,
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ancestral halls, theaters, and other structures.
The most prominent forms of decoration were
wood carving, stone carving, and brick carving,
each characterized by distinct regional features.
These art forms are diverse in content,
encompassing a wide range of themes and
expression techniques, and are highly valued
for their artistic merit.

Analysis of Previous Research. Huizhou
wood carving is renowned for its exceptional
craftsmanship, intricate designs, and rich
thematic content, making it a prominent
representation of traditional Chinese carving
art. This art form not only showcases the
technical skill of Huizhou artisans but also
reflects the moral and ethical values of the
Huizhou people and their aesthetic sensibilities.

Zihao Cao and colleagues provide a
comprehensive account of the craftsmanship,
materials, and applications of the three types of
Huizhou carvings. They argue that the historical
significance, production processes, and cultural
relevance of these carvings warrant thorough
documentation and should be shared globally.
Moreover, they emphasize the need for
increased attention and protective measures,
whether governmental or private, to ensure the
continued development of this traditional
decorative craft [1].

Xianglin Lei and his team examine the
mental state of contemporary individuals
through the lens of design psychology. They
integrate Gannan Hakka architectural elements
into residential design to enhance aesthetic
experiences and alleviate psychological
distress. The study underscores the importance
of addressing modern environmental needs
and suggests that incorporating Gannan Hakka
cultural elements into residential design can
enhance residents' sense of well-being [2].

Cen K. and colleagues explore the
differences between the traditional folk houses
of Anhui Huizhou and those of Wuzhou in
Zhejiang Province. By selecting typical
examples from both regions, they analyze their
spatial characteristics using spatial syntax. Since
both regions were influenced by Confucian

culture, the study delves into how variations in
Confucian cultural traits have shaped the spatial
and cultural differences between the two
architectural styles, providing a comprehensive
understanding of these folk dwellings [3].

Wen Yijin's research focuses on the
history of traditional Chinese buildings and
villages. The study examines the cultural
framework and architectural principles of
traditional Chinese architecture, with particular
emphasis on the form and spatial concepts of
Huizhou's traditional houses. It also offers
theoretical insights into recent architectural
developments in China [4].

Y He and colleagues used a cluster
analysis algorithm to collect and categorize a
large dataset from Huizhou buildings,
identifying distinct types of architectural
culture. They extracted cultural features related
to each category, including architectural style,
structural characteristics, and decorative
elements, highlighting the uniqueness of
Huizhou's architectural heritage [5].

Nancy Berliner applied the "archicultural”
paradigm to study the Silver Jade Hall in
Huizhou. This approach not only reveals the
cultural concepts and physical techniques
behind the construction of a house within its
societal context but also demonstrates the
individuality of the building [6].

Zhao Shide and colleagues investigated
the influence of various cultural and ecological
factors on the transmission of the Three-
Carving Arts of Huizhou through logit
regression analysis. Their findings indicated a
significant positive correlation between factors
such as the natural environment, economic
development, policies, transportation, tourism,
and aesthetic interaction with the tendency to
preserve traditional handicrafts [7].

Xuebing Fang integrates cultural
elements with the theory of spatial production,
addressing gaps in previous studies and
enhancing their explanatory power. The
research highlights the connection between the
imagery in wood carving and the formation of
spatial concepts, offering a fresh perspective on
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Huizhou wood carvings beyond their traditional
categorization as mere decorative elements [8].
Jianjun Lu employs the principles of
architectural aesthetics to analyze American
architectural forms, drawing comparisons to the
traditional architecture of Huizhou. He explores
how the elegant design, artistic beauty, and
profound cultural significance of Huizhou's
traditional houses can inform the creation and
development of new architecture in Anhui [9].

While there has been considerable
research on Huizhou's traditional residential
heating from various academic disciplines,
including cultural studies, sociology,
geography, and psychology, further exploration
from an aesthetic perspective and the theory of
iconography is still needed.

Setting Objectives. This study aims to
identify the stylistic and technological features,
as well as the aesthetic value, of the decorative
art in ancient Huizhou architecture, and to
explore its potential for development in the
digital era.

Architecture serves both material and
artistic purposes [10]. Beyond providing spaces
for work, living, and leisure, buildings also offer
a visual experience that contributes to beauty
and spiritual enrichment. For this reason, a
building's exterior must convey meaningful
ideological content. Traditional Chinese culture
forms the foundation of modern Chinese
civilization, and Huizhou culture is a significant
and integral part of this heritage.

Results of the Research.

1. Aesthetic Features and Image Analysis

Through an examination of the aesthetic
elements in Huizhou artworks, their unique
creative methods, aesthetic values, and cultural
significance can be unveiled. This analysis not
only enhances cultural research and historical
exploration but also provides inspiration and
guidance for contemporary art and design,
contributing to the preservation and evolution
of Huizhou art.

A. Cultural Background

The development of Huizhou culture
reflects a fusion of Central Plains and Shan-Yue

cultures, primarily facilitated by the southward
migration of people from the Central Plains.
Historically, there have been three major waves
of migration from north to south, beginning
with the Han Dynasty. During these migrations,
clans such as the Wu, Fang, and Wang settled
in Huizhou, eventually becoming prestigious
families in the region. These migrations peaked
during the Two Jin Dynasties, the Tang Dynasty,
and the Song Dynasties, with over 50 prominent
clans relocating to Huizhou. Today, the
descendants of these clans form the majority of
Huizhou's population.

Geographically, Huizhou is a basin
surrounded by mountains, with the Xin'an River
flowing through it. This relative isolation
allowed the region to develop distinct cultural
characteristics, including Huizhou merchants,
architecture, education, Xin'an Painting, Xin'an
Science, Xin'an Medicine, and Xin'an Theatre.

Confucianism, founded by Confucius
during the late Spring and Autumn Period,
became the core cultural influence in Huizhou,
especially after Emperor Wu of the Han Dynasty
established it as the state ideology. The
Confucian ~ emphasis  on benevolence
profoundly influenced Huizhou's literati, who
integrated these principles into their cultural
practices. This influence is particularly evident in
the detailed carvings and designs of Huizhou
architecture, reflecting the region's deep
connection to Confucian ideals.

During the Ming and Qing Dynasties,
Huizhou merchants became a powerful force in
China's business community. After years of
hardship and success, these merchants often
returned to their hometowns to invest their
wealth in building grand and luxurious homes
for themselves and their descendants. This
practice, rooted in the desire to "return to their
roots" and enjoy a peaceful retirement, further
enriched the architectural landscape of
Huizhou.

The emergence and evolution of Huizhou
decorative arts were deeply influenced by the
region's social and cultural context. The Central
Plains, Shan-Yue, and Confucian cultures
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provided a rich source of inspiration for
Huizhou's artisans. The ancient decorative arts
of Huizhou were closely tied to traditional
architecture, serving both functional and
cultural purposes, and showcasing distinct
regional characteristics. By blending regional
cultural elements with the essence of
decorative art, Huizhou's artisans created works
that combine traditional culture with modern
aesthetics, offering a unique cultural
expression. Huizhou decorative art is not
merely ornamental but serves as a profound
form of cultural expression.

B. Artistry
The decorative art of Huizhou
architecture  masterfully integrates three

traditional crafts: brick carving, wood carving,
and stone carving, which together create a
refined and elegant aesthetic. Over centuries of
practice, Huizhou artisans accumulated
extensive experience in the artistic treatment of
architectural elements, resulting in the creation
of exquisite components such as arches, birds,
Yuanbao brackets, door hoods, leaky windows,
beams, and various other carved and decorative
features. These elements collectively embody
the rich artistic heritage and enduring beauty of
Huizhou architecture. The "Three-Carving Arts
of Huizhou"—stone carving, brick carving, and
wood carving—became not only essential
elements of architectural decoration but also
distinct symbols of the external image of
Chinese vernacular architecture [11].

Huizhou carving art reached its zenith in
the mid-Ming Dynasty and flourished
throughout the Ming and Qing Dynasties.
Huizhou wood carving, characterized by its use
of relief and hollow techniques, often depicted
themes from folklore, historical tales, and
allegories. The carvings featured scenes of
mountains, rivers, human figures, flowers, birds,
insects, animals, and intricate patterns, which
were often applied to structural components
such as beams, arches, diagonal braces, camel
humps, and bracket feet. These carvings served
not only decorative purposes but also
functional roles, such as supporting structures,

defining spaces, and enhancing the overall
aesthetic.

Huizhou brick carving utilized bricks as
the medium for depicting intricate designs of
flowers, dragons, tigers, lions, elephants,
landscapes, and theatrical characters. These
carvings, often found on doorways, shadow
walls, facades, and entrances, served as the
"face" of the building, adding a powerful visual
impact and becoming focal points of
architectural design [12].

Huizhou stone carving, which used stone
as the material, produced a variety of images
and patterns. These were predominantly used
in pavilions, workshops, bridges, railings,
ancestral hall foundations, column bases, leaky
windows, stone drums, and stone lions. The
carvings, characterized by their solidity and
majestic form, contributed to the grandeur
and permanence of the structures.

A notable example of Huizhou wood
carving is the "Xidelianke" (Continuous
Success in Exams) motif found on the gate of
the Hu clan ancestral hall in Jixi, Anhui
Province. This design combines magpies,
reeds, and lotus flowers to convey a wish for
success in the imperial examinations. The word
"Xi" from "magpie" and the homophones of
"lotus" ("lian") and "reed" ("ke") in Chinese,

along with the word "trees" ("ke"), all
contribute to the phrase "Xidelianke,"
symbolizing continuous success in

examinations [14]. Here, "Ke" refers to the
ancient imperial examination, and the pattern
expresses the hope for students to achieve
fame in these exams.

The "Twenty-four Filial Piety Pictures"”
series, which includes scenes like "Burying
Children for Mothers," "Crying Bamboo
Shoots," "Selling Themselves to Bury Their
Fathers," and "Hearing Thunder and Crying
Tombs," represent profound stories of filial
piety. These stories have become cultural
models promoting filial piety, serving as vivid
educational tools for instilling moral values.
They also exemplify the traditional folk wood
carving and decorative art of Huizhou [15].
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Table 1

Ancient Huizhou Architectural Decorative Arts lllustrations and Symbolism

MOTIFS

LEGEND

SYMBOLISM

Animal
Motifs

The dragon and phoenix are legendary divine beasts and birds.
The dragon is majestic and serious, symbolising the male's
perseverance and strength; the phoenix is colourful and beautiful,
symbolising the female's beauty and gentleness. Both symbolise
auspiciousness and beauty.

Beasts: As a symbol of strength and authority, lions and unicorns are
often used on door pillows and are regarded as door guards. These
beasts are regarded as symbols of good luck in traditional culture
and can bring good fortune and happiness.

Bat: In European and American folklore, the bat is an ominous
symbol associated with the devil and the forces of darkness.
However, in China, where the word "bat" is pronounced the same
way as "fu", it has become a symbol of good luck and happiness.
People often use five bats to form a pattern to symbolise the five
heavenly blessings of longevity, wealth, health, peace, and a large
number of children and grandchildren.

Heron and deer: sounding the same as "Lu", symbolising wealth
and "promotion".

Crane: Legend has it that the crane can live for more than a
hundred years, so the folk say “crane", often with pine, stone or
tortoise, deer and other similar longevity together to form a pattern,
in order to symbolise longevity.

Fish: Symbolises "wealth and prosperity". It is often combined with
a pond or a lotus flower to symbolise “a pond full of gold and jade"
or "a year of plenty (fish)".

Botanical
Motifs

Lotus flower: out of the mud and not stained, inner emptiness and
outer truth, symbolising temperament and purity.

Peony: known as the king of flowers, it has become a symbol of
wealth and honour. It often forms patterns with other flowers, such
as: with Meirong, it symbolises "glory and wealth", with Begonia, it
symbolises "shining family", with Peach Blossom, it symbolises
"wealth and longevity" and so on. and peach blossom, symbolising
"wealth and longevity".

Pine, Bamboo and Plum: Three Friends of the Year, symbolising a
long and healthy life and steadfastness.
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Continuation of Table 1

MOTIFS LEGEND

SYMBOLISM

Artifact

Motifs so on.

Bottle: symbolises peace and tranquillity. It is often combined with
flower arrangements to form patterns, such as: bottle with
seasonal flowers, it symbolises "four seasons of peace", inserted
three halberds, it symbolises "three consecutive promotions" and

Opera
Character
Patterns

door.

Huizhou residential building door cover brick carving figure
carving details. Among them, there are myths and legends such as
"Eight Immortals Crossing the Sea", "Liu Hai Playing the Golden
Toad" and other operatic stories, "The Red Maiden Matchmaking",
"Guo Ziyi Paying Birthday Tribute", "Three Heroes Battling Lv Bu"
and other folk customs" and "Three Heroes Battle Lv Bu" folk
customs. These patterns not only show the rich opera culture of
Huizhou, but also add to the artistic and ornamental nature of the

Auspicio-
us Motif

Ruyi: Symbolises the satisfaction of the heart and the satisfaction
of all things. There are also lucky words or combination of lucky
phrases such as "Fu", "Shou" and "Lu", which symbolise good luck,
happiness and well-being.

Symbolism plays a vital role in Huizhou's
decorative arts. Motifs such as dragons,
phoenixes, lions, bats, birds, and flowers
symbolize power, protection, beauty, and
harmony. These symbols are deeply
embedded with cultural and philosophical
meanings, often reflecting Confucian ideals of
morality and ethical conduct. The integration
of these symbols into architectural elements
underscores the strong connection between
art and daily life, reinforcing the cultural
identity and values of the Huizhou region [3].

C. Craftsmanship

The Three-Carving Arts of Huizhou, still
preserved in the ancient buildings of the Ming
and Qing Dynasties, are extensively utilized in
residential houses, ancestral halls, and
temples. These decorative crafts are deeply
intertwined with feudal etiquette and moral
values, serving as a quintessential expression
of Huizhou culture and art. They embody the
aesthetic ideals of Huizhou architecture and

the region's spirit of craftsmanship,
highlighting the importance of further
research and preservation efforts to sustain
their artistic value and cultural significance.
The development of Huizhou's three
carvings has significantly contributed to the

transmission of the cultural heritage
embedded in Huizhou architecture.
Handicrafts that originated from these

decorative traditions have become crucial
elements of the region's social productivity
and economic landscape. The British architect
Inluz Kosup once noted in The General History
of Architecture, "Folk architecture is like a folk
song sung around a mulberry tree, growing
naturally." Similarly, Chinese scholar Liang
Sicheng remarked in The History of Chinese
Architecture, "To date, only traditional Chinese
architecture  has  truly achieved the
standardization of architectural design
worldwide".
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Table 2
Three-Carving Arts of Huizhou material and craft process
PROPERTY WOOD CARVING BRICK CARVING STONE CARVING
Material | The wood is mostly made of | Hard textured green and | Quality local stone. Yixian
Selection | local pine, cedar, catalpa, grey bricks. bluestone and tea garden
camphor, cypress ginkgo, stone, as well as white
and heather, which have granite and red granite
distinctive grain.
Decorative | Doors, windows, balustrades, | Roofs, doorways, door Decorations on the porches
Parts eaves, beams, arches, covers, eight walls and and columns of temples
birdbaths, moon beams. other architectural and houses, gate walls,
decorations. pagodas, tombs, etc.
Decorative | Figures, landscapes, flowers, Birds and flowers, Buddhist patterns, dragons
Pattern birds, beasts, insects, fish, dragons, tigers, lions and phoenixes, cranes,
clouds, back pattern, eight and elephants, figures, lions, Xi Shi Chanjuan,
treasures, couplets, as well as | theatre, scenes of life flowers and birds, etc
auspicious motifs, geometric | and auspicious motifs,
patterns. etc.
Decorative | Drama characters, nature Dramatic characters, Flora and fauna, Bogu
Motif materials, traditional virtues, | auspicious birds and patterns and calligraphy,
life scenes, poems and texts. | beasts, plumes and but rarely figures, stories
flowers, dragons, tigers, | and landscapes.
lions and elephants, and
landscapes in forest
gardens.
Manufactu | Selection of materials — Lofting — blank — fine Stone Processing —
ring pattern — chiseling rough — | — pre-kiln process— Drafting — Roughing —
Process fine — trimming — polishing | post-kiln process — ash | Roughing — Hollowing Out
- polishing — colouring and | plastic - Finishing
waxing — brushing oil and
antiseptic
Carving Circular carving, translucent Flat carving, carving, Relief carving, round
Technique | carving, openwork carving, three-dimensional carving, deep relief carving,
ground carving, high and low | carving, etc. openwork carving.
relief carving, and line
carving.
Cultural Reflecting the rise of Huizhou | Representing the typical | Reflecting the aesthetic
Connotatio | merchants and the spread of | form of Huizhou culture | symbols of Huizhou culture,
n and Confucian culture; reflecting | and art; embodying the | introverted and
Artistic the genes of local culture and | aesthetic pursuit and unassuming character.
Charm the exchange and fusion of craftsmanship of
northern and southern Huizhou architecture.
cultures.

D. Ecological Considerations

Huizhou decorative art is profoundly
influenced by its natural surroundings. The
region's stunning natural environment, coupled
with the ethical principles of Cheng-Zhu Neo-
Confucianism, the Huizhou people’s

appreciation for harmony, and their ecological
awareness rooted in feng shui, have collectively
shaped the distinctive style of Huizhou
architecture [17]. The ecological design
principles of Huizhou's ancient villages reflect
concepts such as the balance of yin and yang,
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the unity of humanity and nature, and the
pursuit of harmony between the two. These
principles are clearly embodied in Huizhou
architecture, demonstrating the deep
ecological consciousness embedded in its
decorative arts.

Huizhou architecture not only preserves
aesthetic and craftsmanship traditions but also
prioritizes the sustainability of building
materials. The selection of materials reflects an
ecological mindset, drawing from local natural
resources that are readily available and have
minimal environmental impact, aligning with
sustainable development principles. This careful
choice of materials not only showcases the
Huizhou people’s respect for nature but also
ensures the durability and enduring beauty of
their buildings.

In the design and construction process,
Huizhou architecture emphasizes harmonious
coexistence with the natural environment.
The layout and design of Huizhou-style

buildings often blend seamlessly with the

landscape, natural

surrounding utilizing

and round carving

Floor carving

topography and vegetation to enhance both
aesthetics and functionality. Additionally, eco-
friendly techniques are employed during
construction, such as the use of local timber
and traditional building methods, to minimize
environmental damage. This ecological
approach is integral to Huizhou architectural
culture and plays a crucial role in the
preservation and development of Huizhou
decorative arts.

2. Digital
Presentation

Since China began its initiative to protect
intangible cultural heritage in 2005, Huizhou
art, as one of the nation’s cultural treasures, has
garnered unprecedented attention and
protection. To safeguard these invaluable
cultural assets, digital technology has been
extensively employed in the reconstruction and
presentation of Huizhou architecture.

Through high-precision mapping and
data acquisition, a comprehensive database of
Huizhou's ancient buildings has been
established, capturing details such as spatial

Reconstruction and Virtual

Deep carving

Thread carving Round carving

Fig. 4. Carving Techniques of Three-Carvings in Ancient Huizhou

Fig. 5. Digital Modelling of Huizhou Gate. Director: Xue mei, China, 2024
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dimensions, scale, color, texture, and materials.
This database serves as the foundation for
subsequent digital reconstruction efforts.

Additionally, three-dimensional modeling
technology is utilized to create virtual
simulations of these ancient structures,

allowing people to experience the allure of
Huizhou architecture in an immersive virtual
environment. This digital reconstruction not
only aids in the preservation and restoration of
ancient buildings but also opens up new
avenues for tourism development and cultural
dissemination.

Huizhou's decorative art, with its
intricate craftsmanship and profound cultural
significance, serves as an essential resource for
studying the history, culture, and art of the
region. However, many of these works of
carving art have suffered significant damage
and deterioration over time due to
environmental factors and the challenges of
preservation. To effectively protect these
cultural heritages, digital technology has been
introduced to enable the virtual display of
China’s outstanding traditional works. As an
emerging technical approach, virtual display
continues to explore innovative techniques
and application scenarios, offering new
possibilities and vast potential for the
presentation of cultural heritage.

In the context of Huizhou art and
theoretical research, virtual display plays a
pivotal role. It allows a global audience to
experience the unique charm of Huizhou art in
an intuitive manner, promoting a deeper
understanding and broader dissemination of
its artistic significance. By providing immersive
experiences and innovative channels for
cultural  communication, virtual display
contributes richly to theoretical research,
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2CHOE MEW, 'BY/ITAKOBA T. B.
"Kuiecokuli HayioHanbHUll yHisepcumem mexHosoz2il ma dusaliHy, Kuis, Ykpaita
2UleHscilicokuli yHisepcumem Hayku { mexHonoeil, CiaHs, Kumaliceka HapodHa pecnybika
OCOBJINBOCTI TA CTPATETI PO3BUTKY APXITEKTYPHOIO AEKOPATUBHOIO
MWCTELUTBA B CTAPOAABHBOMY PAMNOHI XYVIH)KOY, KUTAWN

Mema.

Memoro yvboeo docniOxeHHs € nposedeHHs 8cebiyHo20 aHANi3y CmMApoddsHLO20

dekopamusHozo mucmeymsa Xyeliuyxoy, 8U3HAYEHHS (020 eCmemuyHUX, CUMBOMIYHUX [ MexXHOM02IYHUX
Xapakmepucmuk, a Makox eUe4YeHHA WJisxig io2o po3euUMKy & CyyacHy enoxy 3a 00noMozor Yugpposux

mexHoso2il.

Memodonoezisa. Lle docnidxeHHa sukopucmosye iKoHoepaghito, aHani3 aAimepamypu, NOPIBHSA/IbHL
docnidxeHHs ma iHWi Memodu 0215 kKaacugikayil ma meopemuyHoO20 y3a2a/ibHeHHs MAOHKI8 [ mekcmosux

mamepianis.

Pe3ynomamu. [ocniOxeHHs aHAM3ye NPUYUHU CMAHOBJ/eHHA 0ekopamueHo20 Mucmeymaa

8 cmapodasHeomy Xyeliuxoy. BusHayeHo ecmemudHi ma mexHoJ02i4HI ocobaugocmi Oekopy 8 mpbox
OCHOBHUX 8Udax MpaduyiliHux pemeces Yyb020 pezioHy. Ha ocHosl aHanizy opHameHmis, 8izepyHkis, hopm, ix
KoMno3uyil, ceMaHMuKku ma mexHoao2ili 8u20mMoeieHHa OekopamueHe Mucmeymso Xyeliuxoy
cUCMeMamuy4Ho KAacugikosaHo 3 MOYKU 30py CUMBOIYHO20 Ma Ky/bMypHO20 3HAYEHHS, d MAKoX
mexHI4YHUX Memo0dis ma iHcmpymeHmis supobHUYyMead. Po3kpusaemecs coylianbHa yHKYis, cCUMBOaika ma
ecmemuyHa yiHHicme OekopamugHozo Mucmeymsa Xyeluxoy. Kpim mozo, OeMoHcmpyromecs
nepcnekmusu po38umky ma nowupeHHs (020 cmapodasHL020 Mucmeymsa yugpposumu 3acobamu.
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Hayxoea HoeusHa. Bnepwe apximekmypHe OekopamusHe Mucmeymso Xyelidxoy 6yn0
cuCMeMamuyHo KAacugikoeaHo 3 MOYKU 30py ecmemuku, CeMaHmMUKU ma mexHoaoziti. Mo20 yHikaabHe
Mucmeybke 3HAYeHHS po3Kpumo 4epe3 demasnbHUl aHANI3 KOMNO3UYil, X CUMBOMIYHO20 3HAYEHHS,
mamepianis [ mexHoa02i4HUX npoyecis. bys0 mMakox cpopMyib08aHO cmpamezito oyugdpysaHHs ma
ycnaokysaHHs «Tpeox pi3ebaeHb» Xyeliuxoy (Oepeso, kamiHb [ ye2nd), CNPAMOBAHY HA 3axucm
{ nonynspusayiro yiel HemamepianbHoOl KyabmypHoOi cnadujuHu 3a OONOMO20K CY4YACHUX HAayKosux
[ mexHos102i4HUX 3acobig 08 peadnizayii npukaadHol YiHHOCMI cmapodasHLO20 MUCMeYMea 8 Cy4dcHOMYy
ouzadiHi.

lMpakmu4Ha 3Ha4vywjicme. Pe3ysemamu yb020 00CAIOXeHHS MOXymes Bymu 3acmocosaHi makumu
npogpecioHanamu, sk yugposi xyOoxHUKU, dulaliHepu, (HXeHepu Ma [HWI, y pi3HUX 2aJ1y3s8X Mucmeymsa ma
ousaliHy 8 cmapodasHboMy pe2ioHi Xyeliuxoy 0/19 CMEOpeHHs yHIKasabHUXx pobim i ompumarHs doceidy
wiasaxoM iHmeepayii yugposux mexHonoezili i3 mpaduyiliHum dekopamusHUM MUCMeYMeaoM.

Kmrouoei cnoea: cmapodasHili Xyeliuxoy, apximekmypHe dekopamusgHe MUcmeymeo, piabbieHHs no
Oepesy, pi3bbsieHHS NO KameHro, pi3bbsieHHs No yea2al, ecmemudyHi xdpakmepucmuku, yugposa
PEeKOHCMPYKYiA.
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Purpose of the study is to clarify the artistic features, style characteristics, and existing flaws in the poster
design of different genre films produced by Xi'an Film Studio at different stages of its development, through
the analysis of a large number of historical posters from Xi'an Film Studio; the use and development of graphics,
colors, and symbols in the poster design; the exploration of the influence of the aesthetics of Western cinema.

Methodology is based on the system-analytical, comparative, figurative-stylistic, compositional-
constructive, comprehensive-historical and semiotic methods. This made it possible to comprehensively
investigate the specified problem, made generalization and reach reasonable conclusions.

Results. The main features of Xi'an Film Studio's movie poster design are revealed. The main
characteristics of the design, existing flaws, and the application of the poster design of Xi'an Film Studio are
summarized. According to the results of the research, the use and development of graphics, colors, and symbols
in the poster design of Western cinema are summarized and applied.

Scientific novelty. The characteristics and the application of Xi'an Film Studio's movie poster design
are analyzed, the regional symbols that are applicated in the design are revealed, and some practical results
and solution of Xi'an Film Studio's movie poster design are summarized. Moreover, an perspective that
integrates media convergence and interdisciplinary approaches, combining theories from semiotics and
communication studies to analyze various dimensions of poster design at the Xi'an Film Studio are be
developed. A substantial amount of primary visual and textual materials has been gathered to facilitate a
comprehensive analysis.

Practical significance. The results of the study can be used to analyze and develop the application of
design principles in the poster designs, brand designs, digital media and interactive design, provide practical
experience for incorporating cultural elements into design, and offer a pathway for designing local cultural
products in Shaanxi.

Keywords: Xi'an Film Studio, poster design, Chinese style; color; tradition; historical and cultural context.

Introduction. Surveying the aesthetic elements and features, with few

developmental trajectory of Chinese cinema,
the incorporation of traditional cultural symbols
into poster design showcases the unique charm
of Chinese culture, conveying a distinctive
Eastern essence. Poster designs from various
major  film  studios  exhibit different
characteristics in their approaches to graphics,
imagery, and color, with regional variations
leading to the development of diverse elements
and symbols.

In the era of new media, the widespread
use of traditional Chinese elements in poster
design is more innovative in form, reaching a
broader audience. While the academic
community increasingly emphasizes the study
of film posters, most analyses focus on design

taking a holistic semiotic perspective. This study
adopted a perspective of media convergence
and interdisciplinary analysis, combining
theories from semiotics and communication
studies to analyze different dimensions of Xi'an
Film Studio's movie poster design.

Analysis of previous researches.
Grounded in collected literature, the research
involves comprehensive analysis. It conducted
on-site investigations at the China Film
Museum, China Film Archive, and Xi'an Film
Studio Museum, gathering a substantial
amount of primary visual and textual materials.

It was conducted on the CNKI (China
National Knowledge Infrastructure) using the
theme "film posters”, subsequent searches
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focused on "Xi'an Film Studio film posters"
yielded zero relevant literature, indicating a gap
in domestic research. It has been researched in
the following areas : Firstly, research from an
artistic and aesthetic perspective employs
principle of design and relevant knowledge in
literary aesthetics to study the design of film
posters during specific periods and for specific
types of films in China. This involves analyzing
the elements of film poster design (such as
color and imagery) and providing instance
analyses of the application of classical Chinese
cultural elements. Examples include articles by
Li Xiang and Mu Zhou, the studies combine
insights from different historical stages of the
Chinese film industry with an analysis of the
artistic characteristics of film poster design
during these periods [1], [2]. For instance, Cao
Jiang focused on the aesthetic features of film
posters created by designer Yi Meikai from
Chang Chun Film Studio [3].

Secondly, studies select representative
film poster works from a specific historical
period of a film studio, utilizing theories such as
semiotics and communication to analyze their
audience communication effects, showcasing
an interdisciplinary perspective. An example is
the study about Changchun Film Studio Film
Posters, which analyzes the phenomenon of
"gaze" in Changchun Film Studio film posters
from 1949 to 1999 based on the "visual
grammar" framework's three major indicators:
"gaze contact” "social distance" and "attitude".
The study concludes by determining the
audience's reception of the posters [4].

In terms of research on Xi'an Film Studio
in China, the focus has mainly been on two
aspects: the industrial perspective, exploring
the studio's enterprise transition and industrial
development patterns, and the cultural
aesthetics of Western films produced by Xi‘an
Film Studio in the 1990s. However, there
remains a gap in research specifically related to
Xi'an Film Studio posters.

Most studies related to film studios tend
to focus on the broader film industry. A notable
work by Danny Miller and Jamal Shamsie,

explores the industrial resources of major
Hollywood film studios during the period from
1936 to 1965 [5]. Brian Jacobson's 's study
focuses on early film corporations in the United
States and France, describing how filmmakers
envisioned and created cinematic spaces using
modern materials [6]. Ben Goldsmith and Tom
O'Regan discuss the crucial role of studios in
the economic development of the film industry
globally [7].

When searching international databases
like CORE and PubMed with the keywords such
as "Xi'an Film Studio film poster”, "Xi‘an Film
Studio” or "film studio”, no directly related
literature was found. These studies often focus
on a specific film studio, a historical period, or a
particular national film industry, either in the
context of industrial economics or cultural
communication. Examples include Markus
Wohlfeil's and Ewa Ciszewska's study [8], [9]. In
summary, whether in China or abroad, research
on the keywords "Xi'an Film Studio" and "poster
design” is lacking. There is a noticeable gap in
studying these topics, especially in terms of
applying fundamental principles of design
aesthetics, considering the evolution of
aesthetic preferences over time, summarizing
local cultural elements, and incorporating
contemporary design practices.

Statement of the problem. The goal is
to use relevant theories, combined with
historical data, to outline the developmental
history of Xi‘an Film Studio's movie posters,
analyze text creation, and explore future
directions and applications. Through the study
of movie posters from various major Chinese
film studios, the research aims to contribute to
the aesthetic development of film poster design
in China.

Results of the research. First of all, the
overall theme predominantly features vibrant
colors, capturing the audience's attention.
Looking at the poster designs from the
establishment of the Xi'an Film Studio in 1958
until the recent redesign of posters for classic
films produced by the studio in the 1980s and
1990s, despite spanning five historical periods,
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the author finds that compared to posters from
other studios of the same period, the posters
from Xi'an Film Studio generally exhibit more
vibrant colors, often using highly saturated
primary colors, such as red. This distinctive use
of color in posters sets Xi'an Film Studio apart
from other studios of the same era.

The most typical examples are the posters
for the mainland China release of "Red
Sorghum" in 1988 and the 2018 re-release
(Fig. 1). Clearly, all three posters feature a
dominant, highly saturated red color as the
main tone, with red occupying more than half
of the poster's area. The impact and allure of
this color scheme are evident, effectively
conveying the passionate and free-spirited
emotions depicted in the films. The first poster
even incorporates flame shapes in red, echoing
the narrative of resistance against invasion in
the film and conveying its emotional tone.

Additionally, as an adjacent color to red,
yellow becomes the second most important
color in the posters. The use of adjacent colors
can create a rich and dynamic visual effect. In
the poster designs for this film, yellow occupies
the largest area besides red, with its
prominence even more emphasized in the re-
release poster [10]. The yellow circular shape,
representing the sun, also becomes an
important symbolic element in the poster,
symbolizing the awakening of the nation.

In some of the posters with darker
background colors, the Xi'an Film Studio's
poster designs often incorporate a significant
amount of red in the font design, serving to
highlight key points. The most representative
examples include the 1986 realistic drama "Lao
Jing" and the 1991 martial arts film "Swordsmen
in Double Flag Town".

In 2022, Xi'an Film Studio launched the
"Re-see" project, inviting 10 young designers
and illustrators to reinterpret posters for classic
Xi'an films from a fresh perspective, which
garnered significant attention domestically.
Among the 11 posters initially released, both

"Lao Jing" and "Swordsmen in Double Flag
Town" retained the original font design,
featuring prominently bold red titles that not
only catch the eye but also exude a profound
sense of traditional cultural charm due to their
classical font style (Fig. 2, 3).

Additionally, designers often utilize
complementary colors to create contrast in the
posters, such as yellow with blue, red with
green, and so forth. In the poster for the 1987
thriller "Eastern Tomb Robber" , the design
divides the space into two parts, with the upper
portion in warm yellow tones and the lower
portion in cool blue tones, creating a sense of
suspense and intrigue that aligns with the film's
theme (Fig. 4). In the two versions of the poster
for the 1999 family comedy "Shower", red and
green are used in juxtaposition, generating a
light-hearted and humorous atmosphere.

Secondly, adept at employing cultural
symbols specific to the Shaanxi region to evoke
a sense of Western storytelling. Films produced
by Xi'an Film Studio represent a unique genre
in the history of Chinese cinema, known as
"Western films". The concept of "Western films"
has been extensively discussed in Chinese
academia for decades and can be characterized
by several features: stories set in the
geographical and cultural space of western
China, depicting life in western China, aiming to
portray the spirit and character of the people of
the west, showcasing their unique cultural traits
and spiritual essence, and embodying the
distinctive aesthetic tradition of the Chinese
nation. In short, this is a Chinese film genre
entirely distinct from American Westerns.

In the design of posters for such films,
there is inevitably a requirement to emphasize
elements of the western Chinese region,
unearth symbols of western culture, and
promote the traditional aesthetics of the west.
Classic elements of the western region such as
the Loess Plateau, traditional courtyards, the
Yellow River, and the Terracotta Warriors
have thus become widely used symbols.
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Fig. 1. Examples of Xi‘an Film Studio film "Red Sorghum" series poster:
a — Chinese Mainland release Poster, 1988; b — mainland China Re-release Poster, 2018;
¢ — mainland China Re-release Character Poster, 2018

b
Fig. 2. Examples of Xi‘an Film Studio film "Lao Jing" Fig. 3. Examples of Xi'an Film Studio film
series poster: "Swordsmen in Double Flag Town" series poster:
a — The mainland China release poster, 1986; a — the mainland China release poster, 1991;

b — The reimagined poster in "Re-see" project, 2022 b — the reimagined poster in "Re-see” project, 2022
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Fig. 4. Examples of Xi‘an Film Studio film "Eastern Tomb Robber" and "Shower" series poster:
a — the mainland China release poster of "Eastern Tomb Robber", 1987;
b, c — the mainland China release posters of "Shower", 1999
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Fig. 5. Examples of the mainland China release poster of Xi'an Film Studio:
a — "Swordsmen in Double Flag Town", 1991; b — "The Yellow River Turns Here", 1986
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Fig. 6. Examples of the mainland China release poster of Xi'an Film Studio:
a — "Wild Mountains", 1986; b — "The Yellow River Turns Here", 1986

Fig. 7. Examples of Xi'an Film Studio film "Li Qingzhao" series poster:
a — Vertical Poster, 1981; b — Horizontal Poster, 1981
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Fig. 8. Examples of Xi‘an Film Studio film "silk Road Rain" series poster:
a — Horizontal Poster, 1982; b — Vertical Poster, 1982

The most direct design approach is to use
photographic works featuring these elements
as the main elements of the poster, as seen in
the mainland China release posters for "The
Yellow River Turns Here" in 1986 and one
version of "Swordsmen in Double Flag Town" in
1991, which are straightforward but relatively
lacking in design sensibility (Fig. 5).

In addition to this, using silhouettes,
distorted shapes or symbolic representations of
these images appears more subtle and imbued
with symbolic meaning and design sensibility.
For example, in the alternative posters for "Wild
Mountains" and "The Yellow River Turns Here"
from 1986, the mountainous background on
the left side of "Wild Mountains" represents the
characteristic loess slopes of the northwest
region, while the silhouette of a person's face
on the mountain evokes thoughts of the people
living in the mountainous areas of the
northwest, thus possessing a symbolic meaning
of "silent ancestors facing the loess". The
alternative poster for "The Yellow River Turns
Here" abstracts the Yellow River into a curved
pattern, which enhances the aesthetics of
graphic design (Fig. 6).

Thirdly, cleverly incorporate elements of
traditional Chinese culture to create imagery. In
addition to widely using symbols from the
western region's cultural heritage, the poster

designs of the Western Film Studios also
ingeniously incorporate other elements of
traditional Chinese culture to echo the storyline,
creating a unique imagery and classical
aesthetic.

For instance, the poster of "Li Qingzhao"
in 1981 features traditional cultural elements
such as brushes and scrolls in the imagery,
aligning with Li Qingzhao's identity as a poet.
The background showcases Li Qingzhao's
poems in vertical calligraphy, while the framing
incorporates  traditional  Chinese floral
patterns. By seamlessly integrating these
traditional cultural symbols into the poster
design, a natural and cohesive style s
achieved (Fig. 7).

One of the more representative examples
is the poster for the large-scale dance film "Silk
Road Rain" released in 1982 (Fig. 8). The film
draws inspiration from the well-known Tang
Dynasty flying celestial fresco "Rebound of the
Pipa, Celebrating the Joy of Heaven". It creates
a behind-the-scenes story for its artistic
creation, involving a painter, a master musician
and his daughter, and the joys and sorrows of
West Asian merchants on the Silk Road.
Therefore, the design of the movie poster
centers around the flying celestial dancer, the
most dynamically aesthetic figure in the fresco,
and explores different variations.
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In the public release's horizontal poster,
the hand-drawn image of the rebounding pipa
dancer is placed at the center, occupying three-
quarters of the poster. The classic symbol of the
Silk Road in Chinese history, the desert camel
bell, is used as a background decoration,
indicating the significant historical context of
the Silk Road during the Tang Dynasty. The
elements of the desert, setting sun, and camel
bell, being classical elements in Tang Dynasty
poetry, inherently possess strong regional and
expressive functions. A line like "The vast desert,
lonely smoke straight" directly evokes a poetic
sentiment among the audience, transporting
them into the vast and boundless historical and
cultural space.

In the vertical poster, the composition is
divided into three sections. The core cultural
element of the film, the Tang Dynasty flying
celestial fresco "Rebound of the Pipa,
Celebrating the Joy of Heaven" is placed in the
center. The upper part features the movie title
written in ancient Chinese seal script, exuding
an ancient charm. The lower part captures a
classic scene from the dance drama where the
performers simulate the flying celestial. Each
section of the image is filled with a dynamic and
soaring beauty, collectively building an
expressive traditional aesthetic.

Conclusions. The film poster design of
Xi'an Film Studio exhibits unique artistic
features in the use of color, regional cultural
symbols, and the exploration and application of
traditional ~ Chinese  cultural  elements,
presenting a design style filled with artistic
ambiance and cultural depth.

The poster designs of Xi'an Film Studio
reflect a rich cultural essence, serving not only
as promotional tools for films but also as
conveyors of culture. By delving into the themes
and backgrounds of the film "Silk Road Rain,"
designers successfully integrated the historical,
cultural, and aesthetic elements of the Silk Road
into the poster design, showcasing the charm
and richness of traditional Chinese culture. The
poster design also highlights artistic and visual

appeal. Whether in landscape or portrait
format, the design style reflects careful
considerations in composition, color, and
image selection. Regardless of the format, the
designs exude artistic qualities and aesthetic
sensibilities.

Moreover, the poster designs also mirror
the development level and aesthetic trends of
the Chinese film industry at that time. The 1980s
marked a period of vigorous development for
the Chinese film industry, with various film
studios introducing films with distinct Chinese
characteristics. As one of these studios, Xi'an
Film Studio's poster design serves not only as a
means to promote films but also as a window
showcasing the cultural and artistic prowess of
Chinese cinema.

Xi'an Film Studio's poster design not only
stands out in terms of artistic and cultural
content but also cleverly explores and utilizes
elements and symbols of the western region,
adding a distinctive touch to its design style.
Through the extensive use of western regional
cultural elements, these posters successfully
connect the film's plot with the local history and
cultural traditions, endowing the posters with
profound historical and cultural significance
while highlighting the regional characteristics
of western films. The skillful use of traditional
cultural symbols in poster design also enhances
the unique charm of Chinese traditional culture
visually, making it easier for the audience to
understand the background and themes of the
films.

In conclusion, the poster design style of
Xi'an Film Studio ingeniously combines
elements and symbols of the western region,
making its posters not only convey information
about the films but also serve as artworks with
regional characteristics and cultural depth. This
deep exploration and application of cultural
elements in the design contribute to the
development and promotion of western films,
allowing the audience to deeply appreciate the
unique historical and cultural essence of the
western region.
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124H 1, TAYBPIBHA A.

"Kuiscekuli HayioHanbHUl yHigepcumem mexHosoz2ilti ma dusaliy, Kuis, YkpaiHa
2lllenHbcilicokuli yHisBepcumem Hayku i mexHosoeid, CiaHe, Kumaticeka HapodHa Pecny6aika

CTUNICTUYHI OCOBJINBOCTI O®OPMJIEHHA MNOCTEPIB CIAHbCbKOI
KIHOCTYAlI

Mema. Memoto docnioxeHHs € 3'ACy8aHHSA XyOOXHIx ocobausocmeli, Cmuab0BUX Xapakmepucmuk ma
HasgHUX HedoJiki8 y Ou3alHi naakamis pi3HUX XaHposux inemis, cmeopeHux CidHbCbKOH KIHOCMYOi€ero Ha
pi3HUX emanax il po38umMKy, WJ/AXOM MeKCmMyaabHO020 GHA/I3Y 8e/IUKOI KUTbKOCMI iCMOpUYHUX naakamie
CiaHbcbkOl KIHOCMYOIl; BUKOPUCMAHHSA 2pagiku, KoLopie ma cumeonis y ousaliHi naakamy; 00caiOXeHHs
gnsusy ecmemuku 3axiOHo20 kKiHemamozpadga.

Memodonozia  rpyHmyemeca  Ha  CUCMEMHO-AHANIMUYHOMY,  NOPIBHA/I6HOMY,  06pasHo-
CMUICMUYHOMY,  KOMNO3UYIlHO-KOHCMPYKMUBHOMY, ~KOMNJIEKCHO-ICMOPUYHOMY ma  cemiomuyHoMy
memodax. Lle dano 3mo2y scebiuHo docnidumu 3a3HadeHy npobsemy, 3pobumu y3azanbHeHHs ma dilimu
06rpyHMOoBAHUX BUCHOBKIB.

Pesynemamu. Po3kpumo ocHosHi ocobiugocmi epdgiyHo20 NPOEKMy8aHHS nocmepie kiHocmyoil
CiaHb. ¥Y3a2aneHeHO OCHOBHI xapakmepucmuku Ou3aliHy, ICHyto4i HeAoliKU ma 3dcmocy8aHHs naakamis
CiaHbcbkol kiHocmydil. 3a pe3ynemamamu O00C/iOXeHHS y3a2a/lbHeHO ma 3acmocosaHo 8UKOPUCMAHHS
epaghiku, Konbopie ma cumeois y OusaliHi niakamie 3axiOHo20 kKiHemMamozpadga.

Haykoea Hoeu3Ha. [1poaHanizo8aHO xapakmepucmuku ma 3acmocysaHHa 0u3aliHy KiHonaakama
CiaHbcbkol kiHOCMYyOii, po3KpuUMO pe2ioHANbHI CUMBOAU, SKI 8UKOPUCMOBYBANUCS 8 OU3aliHi, a Makox
y3azasibHeHo Oeski NPAKMUYHI pe3ysbmamu ma piweHHs ou3aliHy kiHonaakama CiaHecbkol KiHocmyoil.
Kpim mozo, okpecneHo nepcnekmugy, fka 06'€OHye KOHBepzeHYito Media ma MDKOUCYUNIIHApHL nidxoou,
NoedHyro4U meopil cemiomuku ma KOMYHIKayiliHux 0ocaiOxeHb O/ aHAMi3y pI3HUX eumipige Ou3aliHy
naakamis Ha CiaHbCbkili kiHocmyOil. 3i6paHo i cmpykmypo8aHo 3HAYHy KUIbKICMb NePEUHHUX 8i3yaabHUX i
mexcmosux Mmamepianie 015 8cebiUHO20 aHANI3Y.

lMpakmu4Ha 3Havywjicme. Pe3ysiemamu 0ocai0XeHHS MOXymb bymu eukopucmadi 045 aHanisy ma
pO38UMKY 3aCMOCY8AHHSA NPUHYUNI8 2paghiyHO20 NPOEKMYBAHHS 8 OusaliHi naakamis, Ou3laliHi 6peHdis,
yugposux media ma iHmepakmusHomy Ou3saliHi. [lpodemMoHcmposaHo npakmu4yHuli doceid 3acmocy8aHHs
esleMeHmia HapoOHOI Ky/semypu y Ou3aliHi nnakamy, a makox 3anponoOHOBAHO WAX 0/ NPOeKMy8aHHs
06’ekmis 3 eleMeHmMamu micyesoi Ky/iemypHol cknadosoi nposiHyii LLleHscl.

Knroqoei cnosa: CiaHecbka kiHocmyOis;, dusaliH naakamis, kumatlicekuli cmune; Koaip; mpaduyis;
{cmopuko-KylbmypHuUli KOHMeKkcm.
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URBAN LANDSCAPE AND DIGITAL PRESERVATION OF

HERITAGE SITES: A CASE STUDY OF THE ANCIENT CITY
OF SHANDAN IN GANSU, CHINA

Purpose of the study is to explore the application of digital technology in the preservation and
restoration of ancient urban landscapes and heritage sites, with a specific focus on the Ancient City of
Shandan in Gansu, China.

Methodology. A review of relevant literature on digital preservation, the historical context of the
ancient city of Shandan and the implementation of digital technologies such as 3D scanning, modelling and
virtual reality. The methodology covers the detailed process of scanning and modelling key sites within
Shandan, as well as assessing the outcomes of these digital preservation efforts through public VR
experiences and educational applications.

Results. The historical significance of the ancient city of Shandan and its strategic importance along
the ancient Silk Road is highlighted. The use of digital technology has enabled the accurate preservation and
reconstruction of key architectural elements and the cityscape. High-resolution aerial photography and
photogrammetry were used to create detailed 3D models of the site, facilitating virtual tours, educational
programs, and potential digital restoration of damaged structures. Pilot public VR experiences demonstrated
the effectiveness of these models in enhancing public understanding and appreciation of Shandan's cultural
heritage.

Scientific novelty lies in bringing the innovative application of digital technology to the conservation
and restoration of the ancient city of Shandan. High-resolution data acquisition methods such as drone aerial
photography and laser scanning were combined with advanced 3D modelling techniques to generate
accurate and detailed digital images of the site. A comprehensive digital conservation approach is provided
by accurately capturing the historical and architectural features of the ancient city of Shandan, including
texture mapping to restore original materials and colours.

Practical significance of this study lies in its demonstration of how digital technologies, such as 3D
scanning, modeling, and virtual reality, can be effectively used to preserve and restore ancient urban
landscapes. It provides a model for protecting cultural heritage and offers innovative methods to enhance
public education and engagement with historical sites.

Keywords: digital preservation, environmental design, urban landscape, cultural heritage, 3D
modeling, virtual reality, Chinese architecture.

Introduction. The Ancient City of
Shandan, a crucial post along the ancient Silk

in history. The Shandan Pass, found within
Shandan County, Gansu Province, is an

Road, is located in the strategic Gansu Corridor
in Shandan County, Gansu Province, China. This
millennia-old  city holds a significant
geographical position, controlling the vital
passage between Gansu and other regions and
acting as a critical juncture from the Central
Plains to the Western Regions. The city has a
rich  human civilization and deep cultural
heritage, including government offices, military
camps, residential houses, and shops, marking
its notable political, military, and cultural status

important strategic point on the Silk Road.
Known for its impregnable location, the pass
has been a military stronghold since the Han
Dynasty and was further fortified during the
Ming and Qing Dynasties with garrison camps
and defenses. The historical and cultural
significance of Shandan Pass, along with its
associated ancient city, beacon towers, wells,
and other relics, represents the extensive
historical defensive system of the region.
Shandan Ancient City is a popular destination
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for tourists exploring the Silk Road due to its
historical Han and Ming Great Wall sections,
often referred to as China's "open-air Great
Wall museum”, attracting visitors with its
unique historical value and artistic charm.

Degradation / Damage of the Site
Constructed in the second year of the Wanli era
of the Ming Dynasty (1574 AD), Shandan
Ancient City covers an area of 190,000 square
meters. Its walls, constructed from rammed
earth with an outer layer of bricks and a stone
foundation, represent a composite structure of
bricks, stones, and timber. The city's robust gate
towers, reinforced with iron filling in the
brickwork, were once considered impregnable,
earning the moniker "lron City". Facilities within
the city, including ancient government offices,
temples, shops, and barracks, have been
eroded by the elements over centuries and no
longer exist.

Analysis of previous studies. Potential
of Digital Technology in Preservation Presently,
research in China encompasses various aspects
focusing on the protection, inheritance, and
utilization of cultural heritage. Government
and cultural institutions are refining policies on
intangible heritage conservation, and scholars
are conducting in-depth studies on historical
evolution, classification, current state of
inheritance, and protective measures [4; 5].

The initiatives of non-governmental
organizations and community residents
towards  self-protection  and  heritage

promotion are gaining attention, with the
application of digital technology becoming
increasingly widespread in this domain [7]. In
the current research environment, there are
vibrant examples: for instance, governmental
and cultural institutions across the country are
employing photogrammetry to digitally
preserve significant cultural sites [17]. In
Shandan Ancient City, high-resolution aerial
photographs taken by drones are being used
to model and preserve the site's original
appearance. This technology not only helps in
preserving history but also provides interactive
virtual experiences that bring people closer to

ancient culture. Another
dissemination of

example is the
digital preservation
achievements. Banpo Village has digitally
preserved  traditional  buildings  using
photogrammetric technology and shared
these virtual models with Vvisitors, allowing
them to experience historical changes through
virtual reality and promoting village tourism
[16]. However, under the theme of "Digital
Preservation of Shandan Ancient City Site",
previous research in China requires more in-
depth exploration. Focusing on digital
preservation, how to better apply digital
technology to heritage sites and resolve
potential practical application issues are
challenges to be addressed. Additionally,
effective dissemination and sharing of digital
preservation outcomes and balancing the
essence of intangible cultural heritage during
the digital preservation process are pressing
matters [8; 9]. Therefore, research on "Digital
Preservation of Shandan Ancient City Site" will
concentrate on innovative technological
applications, practical problem-solving, and
cultural value inheritance, aiming to provide a
more comprehensive theoretical and practical
operation guide for the digital preservation of
the Shandan Ancient City site [11].

Significant advancements have been
made internationally in the digital preservation
of ancient city sites. Agencies and universities
worldwide have initiated research projects in
this field [18; 20]. For instance, the U.S.
National Park Service employs high-precision
photogrammetry to digitally model ancient
sites within national parks for long-term
conservation and public education [21].
French National Institute for Preventive
Archaeological Research focuses on digital
preservation of ancient sites through laser
scanning and photogrammetry, creating high-
accuracy digital models for the protection and
study of historical value. The Italian Cultural
Heritage Preservation Agency utilizes a
combination of technologies, including laser
scanning, photogrammetry, and virtual reality
to digitally reconstruct ancient  sites,
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safeguarding cultural heritage and promoting
tourism [6]. Korean Cultural Heritage Research
Institute refines digital reconstruction of
ancient sites using photo modeling and
explores VR applications for immersive cultural

experiences. Japan's Center for Cultural
Heritage Digitization is dedicated to
developing high-accuracy digitization

techniques for the preservation and research
of ancient sites, using digital models to
reconstruct ancient architecture for insights
into historical buildingtechniques. These case
studies focus on utilizing technologies such as
laser scanning and photogrammetry for high-
precision 3D modeling, restoration, and
preservation of ancient city sites, applying
digital outcomes to cultural heritage and
tourism experiences [1; 22].

Domestically, although some progress
has been made in related research, there are
still various deficiencies overall. For instance,
existing studies are scattered, lacking
systematic and in-depth discussion; the
practical application of digital technology and
problem-solving needs strengthening; and
further exploration is required in preserving
cultural  connotations and disseminating
results [15]. Therefore, taking the ancient city
of Shandan as a case, a systematic study of its

digital  preservation technology routes,
practical applications, and cultural value
inheritance could effectively fill domestic

research gaps.

Objectives. This paper explores the
application and impact of digital technology in
preserving and restoring the Ancient City of
Shandan in Gansu, China. It aims to assess the
historical significance and current state of
Shandan, investigate the use of 3D scanning,
modeling, and virtual reality in capturing and
preserving heritage details, and develop a
digital preservation strategy for key sites. The
study documents methodologies including
data collection, modeling, and virtual
reconstruction, and evaluates the effectiveness
of interactive 3D models and virtual tours in
enhancing  public  understanding  and

appreciation of Shandan’s heritage. Through
in-depth theoretical and practical exploration,
this study is expected to provide more
comprehensive and innovative theoretical
guidance and technological routes for the
digital preservation of the ancient city of
Shandan and other domestic sites.

Research results. The research will
concentrate on applying photogrammetry to
the preservation of the Shandan Ancient City
site in Gansu (Fig. 1). This involves studying how
to capture accurate site data with high-
resolution photographs and transforming it into
digital models [15]. The advantages of this
technology in cultural heritage conservation
need to be highlighted, such as reducing
physical site disturbance and preserving the
true historical appearance. Incorporating the
digital reconstruction results with virtual reality
technology to create enriched cultural heritage
experiences will be explored. This includes
applying digital models for virtual exhibitions,
virtual tours, and other experiences, allowing
for an immersive understanding of the site's
history and culture (Fig. 2).

The accuracy of data collection and
processing is a cornerstone in the digital
preservation of ancient city sites, ensuring that
digital replicas accurately reflect the original
structures and artifacts. This is achieved
through the use of high-resolution imaging and
precision instruments like laser scanners that
can capture details to millimeter
accuracy (Fig. 3).

To validate this data, control points with
known positions are established, and reference
data from previous surveys is employed for
cross-verification (Fig. 4).

In the context of complex archaeological
site environments, the focus is on how to
capture photographic data from various angles
and conduct pre-processing to eliminate
variations in lighting, shadows, and distortions,
thereby providing accurate data for subsequent
modeling (Fig. 7 is an illustration of photo
acquisition points).
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General picture of Xiakou
Ancient City site, the

whole city is rectangular.

Fig. 2. Site photos » Fig. 3. Data acquisition tool — drone
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Color image data
acquisition

Aerial photography
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Fig. 4. Overall workflow diagram
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Fig. 5. Arrangement and seIectlon of collection points Fig. 6. Drone navigation acquisition process
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Fig. 10. Air 3 encryption results

b

Fig. 11. True model reduction captured by the author in Shandan, Gansu, using a drone
and processed with Photoshop

Fig. 13. Overall 3D model rendering results
a — Textured rendering front view; b — Textured rendering side view
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Image acquisition (camera fill-in) When
performing camera fill-in (Fig. 8), use a DSLR
camera or mobile phone to shoot photos at a
fixed distance around the object, ensuring a
minimum of 60% overlap and a maximum
angle difference of 15 between consecutive
photos. The results are shown in (Fig. 9).

The main focus is on how to construct
detailed and accurate digital models using
high-resolution photographic data (Fig. 10).
This includes extracting 3D point cloud and
texture information from the photos, as well as
generating high-quality digital models using
corresponding algorithms (Fig. 11).

In addition to the geometry of the site,
there is also a need to focus on how to map
the texture of the captured photographs onto
the digital model in order to restore the
materials, colors and other features of the
site (Fig. 12).

Explore how to achieve a multi-scale
display of the digital model, from the whole to
the details, allowing users to roam the site
freely. Considering the complexity of the site,
how to optimize the roaming experience
isalso one of the focuses of the
research (Fig. 13).

This entails the study of methods for the
sustainable preservation of digital models,
including how to periodically update the
models to accommodate changes in the site
and advancements in  technology. It
emphasizes the technical challenges faced in
current research, such as data processing and
model optimization, while also looking forward
to future research directions involving more
advanced digitization technologies and more
detailed cultural preservation measures.

This entails the study of methods for the
sustainable preservation of digital models,
including how to periodically update the
models to accommodate changes in the site
and advancements in technology. It
emphasizes the technical challenges faced in
current research, such as data processing and
model optimization, while also looking forward
to future research directions involving more

advanced digitization technologies and more
detailed cultural preservation measures.

Application and Public VR Pilot Study
- Educational Use of 3D Models. The
detailed 3D models of Shandan ancient city's
landscape, architecture, and artifacts offer
captivating educational experiences
unattainable through 2D imagery or physical
site visits. Interactive 3D environments
facilitate public understanding and
appreciation of Shandan's history and culture.

In the project, a Shandan 3D virtual tour
was developed for display in schools and
museums [19]. Users can navigate through the
ancient city streets, enter temples, and
residential buildings, and interact with icons to
view reconstructed artifacts and other
multimedia content. Information panels
provide background on daily life and the site's
significance. The design of the experience
considered accessibility, it works on desktop
and mobile devices and offers options in both
Chinese and English languages [13].

To test its educational potential [3], the
tour was presented to a middle school class
studying ancient Chinese history. Students
were able to immerse themselves in Shandan
in a way not possible through textbooks. In a
survey conducted after the virtual tour, 89% of
students reported a better understanding of
Shandan's layout and architecture, and 91%
expressed increased interest in the history of
Gansu province. Additionally, printable 3D
models were produced for a museum
exhibition on the history of the Silk Road.
Visitors could handle precise miniature models
of Shandan's gates, watchtowers, beacon
towers, the Great Wall, rammed earth walls,
and infrastructure. This tangible learning
experience attracted a large number of visitors,
especially children.

The visually appealing and interactive 3D
models proved to be an excellent educational
medium. They enabled students and the public
to gain a deeper insight into cultural sites like
Shandan. The digital preservation process
offered a novel platform for exploration and
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learning,  advancing public  education
objectives.

Virtual Restoration and
Reconstruction. Beyond educational

applications, the 3D models of Shandan open
new possibilities for the digital restoration and
reconstruction of damaged or lost structures.
Many relics, walls, and buildings of Shandan
city are in ruins. Some significant sites, like the
inner city gatehouse, have completely
collapsed. Virtual reconstructions can be
conducted on these features to understand
their original design.

For the inner city gatehouse, the
remaining foundations and layout are
combined with historical documentation and
depictions from artists to create an accurate
3D replica. This digital restoration visually
presents the gatehouse’s entire five-tiered
timber and rammed earth structure, offering
insights into its purpose as a checkpoint for
managing access to the inner city. Animations
can depict the gatehouse’s historical timeline
from its Ming dynasty construction to its
eventual ruin.

Similarly, the damaged sections of the
outer city's rammed earth walls and
watchtowers are digitally reconstructed based
on their current state. Virtual repairs allow for
a better understanding of the grand scale and
strategic role these fortifications played during
600-900 BCE. Other virtually restored assets
include the wooden beam frameworks of
temples, whose upper structures have
vanished over time.

This digital restoration using 3D models
helps reconnect the fragments and lost
elements of Shandan’s architectural heritage.
Visualization of the site's original state
provides a more comprehensive
understanding of the ancient city's aesthetics,
engineering, and functions. Virtual recreations
also aid conservation efforts, offering records
for potential future physical restorations.

Public VR Experience Results and
Feedback. To gauge public interest in the 3D
reconstructed model of Shandan, a temporary

VR experience zone was set up at the Shandan
Museum [10]. Visitors could immerse
themselves in the ancient cityscape using VR
headsets and hand controllers. The VR
experience included a 10-minute virtual tour
showcasing key sites such as the inner city
gatehouse, temples, residential houses, and
market streets.

During the two-week pilot, the VR
experience attracted over 300 visitors of varied
ages and backgrounds [12]. Feedback on
satisfaction, immersion, and knowledge gained
was collected through surveys and interviews.

Key findings from the VR pilot study:

82% of users rated the overall experience
as "excellent”, with a realistic environment that
allowed for free exploration.

90% agreed the visual quality was high
and the 3D models accurately portrayed
Shandan's architecture and layout.

75% felt a strong sense of immersion
during the VR tour, especially when navigating
streets and entering buildings.

88% learned new information about
Shandan from the experience, including a

better understanding of its defensive
structures and daily life.
Encouraged by the positive VR

experience, 62% expressed a desire to visit the
actual Shandan site.

During the display in the VR experience
area of the Shandan Museum, some visitors
showed great interest in the exhibition and
provided positive feedback. "The VR tour was
amazing! It felt like walking through the
ancient city". "The 3D models were incredibly
detailed and realisticc. | gained a new
understanding  of  Shandan's  history".
"Exploring the virtual environment showed me

a lifelike representation of the site".
Meanwhile, some  participants  offered
constructive comments during random

interviews: "Initially, it was difficult to master

the use of hand controllers". "I wish the VR
tour included more historical facts".
Additionally, comments noted that

despite some initial operational difficulties,
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participants appreciated this novel way of
engaging with cultural heritage.

In summary, the public VR
demonstration provided an exciting proof-of-
concept for digital preservation and
educational objectives. The enthusiastic
responses from users highlighted the potent
role of immersive 3D models for heritage sites
like Shandan. The study further demonstrates
significant potential for further research and
practical application of VR in this field. Beyond
the on-site VR experience, the immersive
digital experience can be made accessible to a
wider public through mobile apps [13],
websites, and other channels. For mobile
device users, a dedicated Shandan Ancient City
AR/VR application can be developed, allowing
users to virtually visit the ancient site through
their smartphones or tablets. The app can offer
free-roaming, scene narration, multimedia
interactions, and multi-language support to
attract domestic and international tourists.

Another approach is to establish a web-
based virtual tourism platform, where users
can experience the 3D scene visualization
system embedded in the web page without
installing dedicated software. The platform can
also integrate social networking, guided tours,
e-commerce, and other features to provide the
public with a richer online experience.

This multi-channel coverage facilitates
widespread promotion and utilization of the
digitized ancient city site. The public can
choose a suitable experience mode according
to their conditions, thereby increasing public
participation and enhancing the social impact
of cultural heritage protection. Through
diversified public experience channels, digital
technology not only presents the heritage
itself but also serves as a powerful educational
and communication platform, allowing more
people to conveniently understand and
personally experience the unique charm of the
Shandan Ancient City [21.52].

Digital preservation technology presents
numerous advantages and limitations. Firstly, it
can create highly accurate digital records,

effectively safeguarding sites and artifacts
from further damage or loss. Secondly, it
facilitates convenient access and
understanding of sites beyond physical visits
through remote or virtual interactive
exploration. Furthermore, it allows virtual
restoration using historical data, enabling
students and the public to engage with

cultural  heritage  through  compelling
educational media. It also can model and
visualize the complex multi-phased

construction history of sites, providing data to
support future physical restorations.

However, there are limitations to digital
preservation technology. Initial investments in
3D scanning and computing hardware /
software can be substantial. Detailed
processing and modeling of large sites require
significant time and human resources. In
virtual restoration, a balance between
authenticity and speculative reconstructions
must be maintained. Moreover, the application
of digital preservation does not replace
traditional physical conservation efforts. Public
use of virtual reality technology is still
constrained by equipment costs and
availability. The ongoing evolution of digital
technologies and file formats also poses
preservation risks. Lastly, further research into
pedagogical design principles for educational
virtual reality technology is necessary.

In conclusion, this study suggests that
digital preservation technology should serve
as a complement, not a replacement, to the
conservation of tangible heritage sites and
artifacts. Only with the proper application of
these emerging technologies can conservation
efforts be enhanced while strengthening
people's connection to heritage sites.

Conclusions. This paper explores the
transformative potential of digital conservation
technologies, such as 3D scanning, modeling,
and virtual reality, in the preservation and
understanding of ancient sites like Shandan. By
generating detailed digital records, these
technologies protect vulnerable sites and
artifacts, while interactive 3D models and
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virtual experiences facilitate remote
exploration and enrich educational media.
Despite the advantages, challenges such as
high costs and significant human resource
requirements  persist,  highlighting  the
necessity of complementing, rather than
replacing, traditional physical conservation
efforts. Continuous innovation and research
are essential in refining educational VR design
and ensuring reconstruction authenticity.

The project reveals viable pathways for
expanding research and practice in digital
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"Kuiscekuli HayioHansHUl yHigepcumem mexHoso2ili ma dusativy, Kuis, YkpaiHa
2lllerbcilicokuli yHisepcumem Hayku i mexHosoeid, CiaHe, Kumaticeka HapodHa pecny6ika

MICbKUI NAHALWA®T TA LLUOPOBE 36EPEXXEHHA MAM'AAITOK: HA
MPUKNAAI CTAPOAABHbLOIO MICTA LUAHbAAH Y MPOBIHLLIT TAHCY, KUTAN

Mema: OJOocnidumu 3acmocysaHHs yugposux mexHoao2ili y 36epexeHHI ma pecmaspayil
cmapo0asHix Micekux saaHowagpmie ma nam'amok, 3 0cobNusUM aKUeHmMoM Ha CmApooasHe MICmo
UaHbdaH y nposiHyii FaHbcy, Kumad.

Memodonozisa. Ozn150 8idnosidHol iimepamypu npo yugpose 36epexeHHs, (CMOpUYHUL KOHMekcm
cmapodasHboeo micma LllaHedaHe ma enposadxeHHs yugposux mexHoaoeil, makux sk 3D-ckaHysaHHs,
MOOe/Il08AHHSA Ma 8ipmyassHa peasbHicme. Memodosiozis oxonsoe demasabHUl NPoyec CKaHy8aHHA ma
MOOento8aHHA Ko4osux 06'ekmis y LllaHOaHi, @ makox oyiHKy pe3ysemamis yux 3ycuse 3i 36epexeHHs
yugpposoi cnadwyuHu depes nybaidnHi VR-0ocnioxeHHs ma oc8imHi npozpamu.

Pe3zynomamu. BucsimneHo icmopuyHe 3Ha4YeHHs cmapodasHeo2o Mmicma LUaHeOaHe ma Uiozo
cmpameziyHe 3Ha4YeHHA 83008X cmapodasHeozo Llloskosozo wiasAxy. BukopucmanHa yugposux
mexHos02ili 00380/1U/I0 MOYHO 36epeemu Mma peKkoHCMPYH8amMuU KJK408( dpximekmypHi efeMeHmu ma
Mmicekull naHOwagpm. Aepoghomosliomka 3 8UCOKOH po30UTIbHOH 30amHicmio | pomozpammempis 6yau
8UKOPUCMAHI 019 cmeopeHHs demaseHux 3D-modeseli 06'ekma, W0 nosezwye NposedeHHs 8ipMyaabHUX
mypis, oc8imHix npoepam i nomeHyiliHy yugpposy pecmaspayiro nowkoodxeHux cnopyod. MinomHuli docaid
ny61{uHO20 BUKOPUCMAHHS 8ipMmyasnbHOl peaibHocmi npodeMoHcmpysas egpekmusHicme yux modenel y
NnoKpawjeHHI{ po3yMiHHA ma cnpuliHamms KyiemypHol cnadwuHu LLlaHdaHy 2pomadcekicmio.

Haykoea Hoeu3Ha iHHosayiliHe 3acmocy8aHHs yugposux mexHoso:ili 0O 36epexeHHs ma
pecmaspayii cmapodasHbo2o micma LlaHedaHe. Memodu 360py OdHUX 3 BUCOKOK pPO30UIbHOH
30amHicmro, maki sk aepogomosliomka 3 OpOHy [ /a3epHe CKaHy8aHHS, BGy/iu NoeOHAHi 3 nepedosumu
memodamu 3D-modentosaHHs 05 cmeopeHHs MOoYHUX [ OemasbHUX Yugposux 306paxeHb 06'ekmy.
KomnnekcHul nidxid 0o yugposoi koHcepsayii 3abe3nedyemoscs WASXOM MOYHOL ghikcayil icmopuyHux ma
apximekmypHux ocobausocmeli cmapodasHbo2o micma LllaHeOaHb, B8KAYAYU MeKCmypHe ManyeaHHs
0151 8IOHOB/IEHHSA OPURIHAILHUX Mamepianis [ Koabopis.

lMpakmuyHa 3Ha4ywjicme (6020 O0CNiOXeHHS nosiseae 8 OeMoHCMpayii moezo, Ak yugposi
mexHos02il, maki sk 3D-ckaHy8aHHs, MOOen8aHHS Ma eipmyasbHa pedsbHICMb, MOXYmb epekmueHo
gukopucmosysamucsi 015 36epexeHHs ma 8i0Hoe8/eHHs 0asHix Micbkux aaHowagpmis. JocnioxeHHs
nokasye mModesb 3axucmy KyJemypHOU cnadwjuHu ma NnponoHye HHOBAYIUHI Memodu 019 NOKpauwjeHHs
ocs8imu ma 3aay4eHHs 2poMadcekocmi 00 iCMopUYHUX NAM'IMOK.
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THE ROLE OF INTERACTIVITY IN VISUAL COMMUNICATION

DESIGN

Purpose. The primary purpose of this paper is to explore the role and impact of interactivity in visual
communication design. This study aims to understand how interactive elements enhance the effectiveness of
visual communication, improve user engagement, and contribute to the evolution of design practices. The
paper seeks to analyze the advantages and challenges associated with interactive design and propose future
directions for integrating interactivity into visual communication.

Methodology. This study employs a mixed-methods approach, combining a literature review,
qualitative interviews with design professionals, and quantitative surveys to analyze the impact and
effectiveness of interactivity in visual communication design.

Results. The study found that interactive design elements significantly enhance user engagement by
providing a more immersive and participatory experience. Users exhibited better retention and comprehension
of information presented through interactive visuals compared to static designs, and survey results indicated a
strong preference for interactive elements, with higher satisfaction and enjoyment reported. However, the
research also identified challenges such as technical difficulties, increased development costs, and the need for
specialized skills in implementing interactive designs.

Scientific novelty. This study contributes to the field of visual communication design by providing
empirical evidence on the effectiveness of interactivity in enhancing user engagement and information
retention. It offers a novel perspective by integrating qualitative and quantitative research methods to
comprehensively analyze the impact of interactive elements. The findings highlight the importance of
interactivity in modern design practices and propose new avenues for future research and development.

Practical significance. The practical implications of this research are significant for designers,
educators, and industry professionals. By demonstrating the benefits of interactivity, the study provides
actionable insights for improving design practices and user experiences. It offers guidelines for effectively
incorporating interactive elements into visual communication, thereby enhancing the overall quality and
effectiveness of design outputs. Additionally, the research highlights potential challenges and provides
recommendations for overcoming them, aiding professionals in the successful implementation of interactive
designs.

Keywords: Interaction, Visual communication design, User Engagement, Interactive design, User
experience (UX), Information Retention, Qualitative Research.

Introduction. Interactivity has become a
crucial element today in visual communication
design, significantly transforming the way
audiences engage with visual content. With the
rapid advancement of digital technologies, the
traditional boundaries of visual communication
have expanded, allowing for more dynamic and
participatory experiences. This paper explores
the role of interactivity in visual communication
design, emphasizing how it enhances user
engagement, fosters deeper connections, and
facilitates a more immersive experience. By
analyzing previous research and current trends,

we aim to identify the key benefits and
challenges associated with incorporating
interactivity into visual communication. This
investigation seeks to provide a comprehensive
understanding of how interactivity can be
effectively utilized to create more impactful and
engaging visual designs, ultimately
contributing to the evolution of the field.
Analysis of previous research. The
exploration of interactivity within visual
communication design has its roots in the late
19th and early 20th centuries, with foundational
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theories and early experiments laying the
groundwork for contemporary understanding.

In the early 20th century, Shannon and
Weaver's (1949) mathematical theory of
communication introduced feedback loops,
highlighting the importance of user feedback in
the communication process [1]. In the 1960s,
Marshall McLuhan (1964) classified media
based on user participation, with "cool" media
requiring higher engagement compared to
"hot" media, emphasizing varying degrees of
interactivity [2].

The 1960s and 1970s saw significant
advancements in educational interactive media.
B. F. Skinner (1958) emphasized immediate
feedback and active learner participation,
demonstrating that interactivity could make
learning more engaging and personalized [3].

Early computer systems further explored
interactivity. lvan Sutherland’s (1963)
Sketchpad allowed direct interaction with
graphical displays, revolutionizing human-
computer interaction [4]. Engelbart’s (1968) oN-
Line System (NLS) introduced the mouse and
hypertext, showcasing interactivity's potential
in computing [5].

Artists and media theorists also advanced
interactivity. Roy Ascott's (1966) Cybernetics
and Art advocated for interactive art forms that
engage viewers dynamically, highlighting
interactivity's artistic potential [6].

Of course, in recent years, there have
been considerable research works in this field.
Lazar, J., Goldstein, D. F., & Taylor, A. (2015)
discusses how to achieve digital accessibility
through policy development and process
optimization [7]. And Billinghurst, M., Clark, A,
& Lee, G. (2015) provides an overview of the
development, key technologies, applications,
and future trends of augmented reality (AR)
technology [8]. And in the last 3-4 years,
Kelly M. Murdoch-Kitt and Denise R. Gonzales
Crisp (2020) explore methods for intercultural
collaboration ~ through  visual  thinking,
emphasizing the importance of considering
cultural  differences and interdisciplinary
cooperation in the design process [9], and Jeff

Johnson (2020) provides valuable insights into
Ul design through the lens of cognitive and
perceptual psychology, aiding designers in
understanding user behavior and creating
effective interfaces [10]. Manuel Lima (2023)
discusses how designers can break away from
traditional design practices, proposing new
approaches that balance product and system,
user and environment, and aesthetics and
ethics [11].

This historical analysis reveals a rich
foundation of theoretical and experimental
work that has significantly influenced
contemporary visual communication design.
The contributions of pioneers like Shannon,
Weaver, McLuhan, Skinner,  Sutherland,
Engelbart, and Ascott underscore the
transformative potential of interactivity, setting
the stage for its integration into modern

practices.

Problem statement. Despite the
recognized benefits of interactivity in visual
communication design, there are several
challenges  that hinder its  effective
implementation. One major issue is the
potential for cognitive overload, where

excessive interactive elements can overwhelm
users, leading to frustration and
disengagement. Additionally, there is a lack of
standardized  guidelines  for  integrating
interactivity in a way that enhances rather than
detracts from the user experience. Another
challenge is ensuring accessibility, as interactive
designs must cater to a diverse audience with
varying abilities and technological proficiencies.
Finally, rapid technological advancements
demand continuous adaptation, making it
difficult for designers to stay current with best
practices. This paper aims to address these
problems by identifying key strategies for
optimizing interactivity in visual communication
design, ensuring it is engaging, accessible, and
up-to-date with technological trends.

Research results and their discussion.
The examination of interactivity within visual
communication design reveals a broad
spectrum of impacts and considerations,
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ranging from enhancing user engagement and
learning outcomes to navigating challenges
related to cognitive load and accessibility. This
section presents the research findings and
discusses their implications, providing a
comprehensive view of how interactivity shapes
the field of visual communication design.

The integration of interactivity in visual
communication significantly amplifies user
engagement. The scientists discovered that
interactive features, such as clickable links and
multimedia elements, considerably enhance
user involvement and satisfaction. This
engagement is fostered through interactive
experiences that allow users to actively
participate rather than passively consume
information  (Fig. 1).  Moreover, it is
demonstrated that the personalization and

control offered by interactive elements increase
intrinsic motivation and enjoyment. Users
appreciate the ability to tailor their experiences,
which leads to deeper engagement and more
memorable interactions. This is particularly
relevant in the context of digital platforms
where capturing and maintaining user attention
is paramount. This feature is even more obvious
in today's mobile Internet era. New mobile
terminal devices such as smartphones and
tablets have brought the visual and interactive
experience into a new era. Eyes, fingers, new
breathing operations, etc. have expanded the
forms of interaction and given birth to many
new interaction methods, allowing users in this
era to re-learn how to interact with digital
devices and build new operating logic.

'¢'v i "s\

4 .
l' )
' v

Cognition
A Cycle of
Interaction
Perception Action

The World

Fig. 1. The cycle of interaction keep users engaged for longer periods
and encourage deeper exploration of the material [10]

Interactive elements have proven to be
highly effective in educational settings, where
engagement and comprehension are critical.
The scientist explored how interactive
multimedia learning environments facilitate
deeper understanding and retention of
complex concepts. Some research showed that
tools such as animations, simulations, and
interactive diagrams help students visualize and
grasp difficult material more effectively than
traditional static resources. The scientists
further support this by emphasizing that
interactive elements aligned with instructional

goals can significantly enhance learning
outcomes. For instance, interactive quizzes with
immediate feedback allow students to assess
their understanding and focus on areas
needing improvement. This active learning
approach contrasts with passive learning
methods, fostering a more engaging and
effective educational experience (Fig. 2).

In the realm of marketing and advertising,
interactivity plays a crucial role in capturing
consumer attention and driving engagement. It
is found that interactive advertisements
generate higher levels of user attention and
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involvement compared to static ads. Features
like product customization tools and interactive
demos provide consumers with a hands-on
experience, making the interaction more
immersive and persuasive. Some scholars
conducted studies showing that interactivity in
digital advertising not only captures user
interest but also positively influences attitudes

towards brands and purchase intentions.
Interactive ads offer a more engaging
experience, leading to higher levels of brand
recall and favorable consumer perceptions
(Fig. 3). This is particularly vital in today's
crowded digital advertising landscape, where
standing out is a significant challenge.

VFig. 3. Interactive ads generate higher levels of user attention

and engagement compared to static ads [10]
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While  interactivity = can  enhance
engagement and learning, it also presents
challenges related to cognitive load. The
experts highlighted the potential for cognitive
overload when users encounter excessive or
poorly  designed interactive elements.
Overloading users with too many choices or
complex interactions can lead to frustration
and disengagement. Some studies emphasized
the importance of user-centered design to
mitigate these risks. They argued that
interactive elements should be intuitive and
seamlessly integrated into the overall design to
prevent overwhelming users. Simplifying
interactions and ensuring that they are easy to
understand and navigate can help maintain a
positive user experience and avoid cognitive
overload.

Ensuring accessibility in interactive visual
communication design is essential for reaching
a diverse audience. The research underscored
the challenges that users with disabilities face
when interacting with digital content. Inclusive
design practices, such as adhering to the Web
Content Accessibility Guidelines (WCAG), are
crucial for making interactive elements
accessible to all users. Designers must
consider various aspects of accessibility,
including screen reader compatibility,
keyboard navigation, and providing alternative
text for visual content. By incorporating these
features, designers can create interactive
experiences that are inclusive and engaging
for users with different abilities and
technological proficiencies.

The landscape of interactivity in visual
communication design is continually evolving
with the advent of new technologies.
Augmented reality (AR) and virtual reality (VR)
are at the forefront of this transformation,
offering immersive and interactive experiences
that go beyond traditional media (Fig. 4).
Some experts in the field explored how AR and
VR can enhance wuser engagement by
providing novel ways to interact with digital
content. Moreover, the integration of artificial
intelligence (Al) and machine learning (ML) is

paving the way for personalized and adaptive
interactive designs. It is highlighted the
potential of Al-driven interactivity to tailor user
experiences based on individual preferences
and behaviors. This personalization can
significantly enhance user satisfaction and
engagement, making interactive elements
more relevant and effective.

The research findings underscore the
multifaceted role of interactivity in visual
communication design, highlighting both its
benefits and challenges. The positive impacts
on user engagement, learning outcomes, and
marketing effectiveness demonstrate the value
of incorporating interactive elements into
digital content. However, it is crucial to
address challenges related to cognitive load
and accessibility to ensure successful
implementation.

Optimizing User Engagement: to
maximize user engagement, designers should
focus on creating interactive experiences that
are intuitive and easy to navigate. By providing
clear instructions and simplifying interactions,
designers can prevent cognitive overload and
ensure a seamless user experience.
Personalization and control are also key
factors in enhancing engagement, allowing
users to tailor their interactions to their
preferences.

Enhancing Educational Interactivity: in
educational contexts, interactive elements
should be carefully aligned with instructional
goals to enhance learning outcomes.
Interactive tools that promote active learning,
such as simulations, quizzes, and interactive
diagrams, can significantly improve
comprehension and retention of complex
concepts. Providing immediate feedback and
opportunities for self-assessment can further
reinforce learning and help students identify
areas for improvement.

Effective Use of Interactivity in
Marketing: in marketing and advertising,
interactive elements should be designed to
create immersive and persuasive experiences.
Features like product customization tools and
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interactive demos can capture consumer
attention and drive engagement. By offering a
hands-on experience, brands can build
stronger connections with consumers and
positively influence their attitudes and
purchase intentions.

Addressing Cognitive Load: to navigate
the challenges of cognitive load, designers
must strike a balance between providing
engaging interactive elements and ensuring
ease of use. Simplifying interactions, avoiding
excessive choices, and ensuring intuitive
design can help prevent cognitive overload.
User-centered design approaches, including
user testing and feedback, are essential for
optimizing interactive  experiences and
maintaining a positive user experience.

Ensuring Accessibility: ensuring
accessibility in interactive visual
communication design is crucial for reaching a
diverse audience. Adhering to accessibility
guidelines, such as the WCAG, can help
designers create inclusive experiences that
accommodate users with different abilities.
Incorporating features like screen reader
compatibility, keyboard navigation, and
alternative text for visual content can enhance
the accessibility of interactive elements and
ensure they are engaging for all users.

Leveraging Emerging Technologies:
emerging technologies, such as AR, VR, and Al,
offer new opportunities for enhancing
interactivity in visual communication design.
These technologies can create immersive and
personalized experiences that engage users on
a deeper level. Designers must stay current
with technological trends and continuously
adapt their approaches to leverage these
advancements effectively. By integrating AR,
VR, and Al-driven interactivity, designers can
push the boundaries of visual communication

and create innovative and impactful
experiences.

The research results confirm the
significant role of interactivity in visual
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communication design. Interactive elements
enhance user engagement, improve learning
outcomes, and increase marketing
effectiveness. However, designers must
address challenges related to cognitive load
and accessibility to ensure successful
implementation. By adopting user-centered
design approaches, leveraging technological
advancements, and ensuring accessibility,
designers can create impactful and engaging
interactive experiences that cater to diverse
audiences.

Conclusion. Integrating interactivity into
visual communication design not only
improves user engagement and educational
outcomes, but also profoundly affects the
aesthetics, composition, shape, and color of
visual elements. An analysis of the evolution of
interactive design, which dates back to early
theoretical foundations and pioneering
experiments in the 20th century, reveals that it
has changed the way users perceive and
interact with visual content. In the process of
research, it was found that the effective use of
interactivity can increase the aesthetic appeal,
creating dynamic compositions and sensitive
forms, enriching the visual experience of the
user. In addition, interactive elements allow
users to personalize color schemes and other
visual aspects, creating a more immersive and
engaging experience. However, these benefits
come with cognitive load and accessibility
challenges that must be addressed through
thoughtful,  user-centered design and
compliance with accessibility guidelines. As
digital technologies continue to evolve, the
role of interactivity in visual communication
will grow, offering innovative opportunities to
create visually appealing, personalized and
inclusive experiences. The article concludes
that by leveraging these advances, designers
can push the boundaries of aesthetics and
functionality, ensuring that visual
communication  remains  dynamic  and
impactful in the digital age.
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L2YXKAH YXXKNHOAHD, "HYBOTIHA I.

"Kuiscekuli HayioHanbHUl yHigepcumem mexHosoz2ilti ma dusaliy, Kuis, YkpaiHa
2 llleHscilicekul yHisepcumem Hayku i mexHosoeili, Ciane, Kumaticeka HapodHa pecnybika

POJIb IHTEPAKTUBHOCTI Y AN3AWNHI BI3YA/IbHOI KOMYHIKALLI

Mema. OcHosHoro Memoto ylel cmammi € 00CNIOXKeHHS poJii ma enugy iHmepakmueHocmi Ha ou3adiH
8i3yasnbHoOl KomyHikayii. Lje docnioxeHHsA cnpamosaHe Ha me, w06 3po3ymimu, AK IHMepakmueHi enemeHmu
nidsuwyromes eghekmusHIiCMb 8i3yanbHOI KOMYHIKAYii, NOKpawyrome 3aay4eHHs KOpucmysadis [ cnpusrome
po3sumky npakmuk ousaliHy. Cmammsa npazHe npoaHanizysamu nepesazu ma npobiemu, Nog’a3aHi 3
(HmepakmusHuUM 0Ou3aliHOM, [ 3anponoHysamu malbymHi HanpsaMKuU [Hmeepayii (HmepakmusHocmi y
8i3yasIbHy KOMYHIKAUtO.

Memodonozisa. Y ybomy 0ocniOxeHHI 8UKOPUCMOBYEMbCA 3MILAHUL NiOx(0, AKUl noeOHye o250
Aimepamypu, iHmeps'to 3 npogbecioHanamu 3 Ou3aliHy Ma KUIbKICHI onumyeaHHs 018 aHaai3y enaugy ma
eghekmusHocmi iHmepakmugHocmi 8 Ou3aliHi 8i3yanbHOI KOMyHIkayil.

Pe3ynomamu. [locnioxeHHs nokasaso, Wo iHmepakmueHi efeMeHmu Ou3aliHy 3Ha4YHO nidsuuwyromse
3any4eHHs Kkopucmysadis, 3abe3nedyrouu 6t 3axonroroduli docsid ma ydacme. Kopucmysadi
npodeMoHCMpy8aau Kpawje 3anam’amosys8dHHS mda po3yMiHHA (Hdopmayii, nodaHoi 3a 0onomozor
[HmepakmusHuUX 8i3yaibHUX 300paxeHs, NOpiBHAHO 3 cmamuy4Humu OusalHamu, a pesysemamu
oNUMYyB8aHHA 8KA34/U HA Me, W0 BOHU Ha0arome nepesazy iHmepaKkmugsHUM eeMeHmam (3 sUuM pieHem
3adogosieHHs ma 3adoeosieHHs. OOHak OO0C/IOXeHHS MAkoX B8UsBUJI0 Maki npobsiemu, SK MeXHIYHI
mpyOHow, nidsuwjeHi sumpamu Ha po3pobky ma nompeba 6 cneyiasbHUx HaguUYkax 0/ 8NPOBaAdXKeHHs
{HmepakmueHux ou3aliHis.

Haykoea HoeusHa. [lochioxeHHs pobume eHecok y cchepy dusaliHy 8i3yasnbHol KomyHikayii, Hadarouu
eMnipudyHi 0dokasu eghekmusHocMi (HMepakmueHocmi 0/ nidsuweHHs 3dJy4eHHs Kopucmysadig i
36epexxeHHs IHHopmayii, NPONOHYE HOBY nepcnekmusy 3agosku IHmMezpayil AKiCHUX [ KUIbKICHUX Memodis
docnioxeHHs 0/19 KOMNJAEKCHO20 aHAAi3y 8nusy iIHmMepakmueHUX eJlemMeHmis.

Mpakmuyxa 3Hayyuwjicme. [MpakmuyHi HACNOKU Ybo20 OOCAIOXeHHA eax/usi 01a Ou3aliHepis,
nedazoeig [ npogpecioHanis eanysi. JemMoHCmpyro4u nepesazu iHMepakmueHocmi, 0o0caiOxeHHA Oae
npakmuyHy iHgopMayio 0718 NOKpauwjeHHs NPakmuku npoekmyeaHHs ma 83adeMoOil 3 Kopucmysadyem,
NponoHye 8kasisku w000 eghekmuUBHO20 BKHOYEHHS [HMepakmueHUX esleMeHmIi8 y 8i3ya/ibHy KOMYHIKAyiro,
muM camum nidsuLyroYU 3a2abHy AKICMb | egpekmusHicme pesysemamis ousatiHy.

Kmouoei cnoea: 83aemolis, OusaliH 8(3yanbHOl KOMYHIKAyl, 3aay4eHHs Kopucmysadis,
{HmepakmueHuli duzaliH, doceid kopucmysaya (UX), 36epexeHHs iHgopmayii.

IHOOPMALLIA UkaH YhxuroaHb, acnipaHT, KuiBCbkuiA HaUioHaNbHWUIA YHIBEPCUTET TEXHOMONIN Ta
MPO ABTOPIB: || an3aiiHy, LUeHbCiicbkUin yHiBepcMTET Hayku i TexHonori, Kutalicbka HapogaHa
pecny6nika, ORCID 0009-0004-4992-0091, e-mail: 65435083@qqg.com

Yy6otiHa IpnHa MuxanniBHa, a-p oinocodii, crapwmii Buknagad kabegpu
MUCTELTBa Ta AM3alHy KocTroma, KUIBCbKMIA HaLiOHaNbHWUIA YHIBEPCUTET TEXHOIOTIN Ta
amnsaiHy, ORCID 0000-0001-8436-0086, e-mail: iri-s83@outlook.com

LiutyBaHHsa 3a ACTY: Zhang Zhiyuan, Chubotina I. The Role of Interactivity in Visual
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YHigepcumem ekoHomiku ma npasa «KPOK», Kuis, YkpaiHa

DOI:10.30857/2617-

0272.2024.3.14, KOJIAX B AN3AWNHI.

IHCTPYMEHT Y/ ®OPMA NPODECINHOIO MUCNEHHA?

Memoro JocnidxeHHs € aHaniz ecpekmusHocmi mpaduyiliHo2o ma yugdposozo Koaaxy 8 cmpykmypi
ou3aliH-0ifa/1bHOCMI, 8USAB/IEHHS X OCHOBHUX (hopMOMBop4UX 8acmusocmeli, BCMAaHOBNEHHS npiopumemis
BUKOPUCMAHHA ma cneyugiyHux 3as0aHe y nepedayi sk 06'€ekmusHUX, mak [ 06pasHo emoyiliHux
gnacmusocmeli 306paxysaHo20 06'ekma.

Memodonozia. B docnidxeHHI BUKOpUCMAHO 8UBYEeHHA JomuY4HUX 00 meMu iHhopmayiliHux Oxepen,
Kpumu4HUl aHaniz npakmuk 3acmocys8aHHs HO8IMHix 3acobie si3yanizayii meop4yux npoekmis; 02150
nopmdgbosio cyqacHux dusaliHepie ma xyO0oXHUKI8 KOMNHoMepHOL 2paiku;, cmpykmypHuli ma cucmemMHul
aHanis; cuHmes icHyro4ux sidomocmeli ma HOBIMHIX pe3yibmamia 00CAiOKeHHS.

Pesynemamu. HedocmammHsa eus4yeHicme KOAGXY fK 3acoby npoekmHol epagbiku akmyanisye
00CNiOXeHHS, NOB'A3AHI [3 BUSBNEHHAM MUNOM0RIYHUX, PYHKYIOHANbHUX, KOMNO3UYIUHUX, CMUIb08UX Ma
cmpykmypHux loeo ocobausocmeli. Icmopis cmaHoeseHHs ma po3sumKy KoJaaxy 0de 3Mmoey
cmaeepoxy8amu, Wjo KoaAax — He Auwle ocobausa mucmeyska mexHika, a i pegoiroyitiHul cnocib MucieHHs
Ha emani nepexody 0o Hogux xydoxHix popm nodamky XX cmonimms. [Modanewa mpaHcghopmayia Konaxy
8i06y/1aCb Yy HU3KY MexHIK, SKi npo2pecysadsu, akmugHO 8UKOPUCMOBYHOUYUCL 8 enoxy NOCMMoOepHismy. B
pesynemami aHanizy cydacHoi ¢opmMomaeopuol npakmuku eusesneHo Oocume wupokull dianasoH
3acmocye8aHHs Koaaxy 8 ycix eudax XyOJOXHbO-NPOEKMHOI OisneHOCMI HA emanax nepednpoeEKMHUX
po3sidok, 8 npoyeci meop4oi pobomu ma cuHme3sy ideli, npeeHmMayil pe3ysbmamis NPOEKMYBAHHS.
BcmaHoeneHo, wo konax ma Uoz2o pi3Ho8UOU YLIKOM NpasoMIpHO MOXHA 88aXamu (HCMpyMeHmMoMm
npakmuy4Hoi peanizayil npoekmHo2o 3adyMy, 3aco60M 2eHepysaHHs Meopyux 3HAxi0ok ma cmumyaayil
nouwlykosux npoyecis, @ makox o0Hi€ero 3 hopM npogheciliHozo MIpKy8aHHs HA piBHI ONpAYrOBAHHS idel.

Haykoea HosusHa. Y OocnidxeHH( 8usigieHO npiopumemu ma OCHOBHI cmpameziyHi Hanpamu
doyineHocmi [ eghekmusHOCMI BUKOPUCMAHHS MpaduyiliHoco ma yugdposozo Koaaxy 8 XyOoXHbo-
npoekmHil dianbHocmi.

lMpakmuyxa 3Ha4vyujicme 00epXaHux pesysbmamie Noagede 8 MOX/IUBOCMI 3aCMOCY8AHHA X ¥
npakmuyi ou3saliHy, Has4aaeHOMy npouyeci nidzomosku gaxisyie xy0oxXHbO-meop4ux 2anysel, a MAakox
nodanewiux 0OCNIOXeHHAX MUCMeymeo3Hascmea, Ky/iemyposoeil, apximekmypu ma ou3sadiHy.

Kmrouoei cnoea: sisyanisayis, 8i3yanbHi KOMyHikayil, koaax, du3aliH, npoekmHa epaghika, meopyuli
npoyec.

Bcryn. Crpimka gigxutanizauis chbepwm
MPOEKTYBAHHA 3MIHIOE TPaAWULIVHI NigXoAWN Y
BMPILIEHHI TBOPYMX Ta KOMYHIKaTUBHWX 3aB-
JaHb An3aH-NpakTUKK. MpobaeMHUM MOMEH-
TOM B XyAO>XHbO-TBOPYOMY MPOLLECi € AOLiNb-
HICTb | eDEKTMBHICTb BUKOPUCTAHHSA cneundiy-
HOT TEXHIKWM CTBOPEHHSA 306paxkeHb, BiLOMOI K
KON1aX, 30KpemMa Masiof0CNiJ>KeHOro Noro BUAYy
— UMPpPOBOro Koaaxy. 3aBAAKN KOMMN'FOTEPHUM
IHCTPYMeHTaM pegaryBaHHA Ta TpaHchopmaLii
BIH OTPUMYE LUMPOKI MOXIMUBOCTI LWOAO CTBO-
PEHHA PI3HOMaHITHMX 306paXkeHb, Bif YMOB-
HWUX, GOPManbHO- CUMBONIYHUX AO MpPeAMeT-
HWUX Ta CHOXKETHO-PEaNiCTUYHMX.

3a3HaveHa npobsema Mae TiCHMI 3B'A30K
i3 BaXMBMMW MNPAKTUYHUMMK  3aBAAHHAMMU
XYAOXHbOTO GOPMOYTBOPEHHSA — PO3POHKOHD
HOBITHIX 3acobiB Ta IHCTPYMeHTapito
NPOEKTYBAHHA |  KBaNiMETPUYHOI  OLLHKM
MPOEKTHMX PiLleHb.

AKTYaNbHICTb NMUTaHHA MOAAra€e TakoX Y
HeobXi4HOCTI CyTO HayKOBOTO AOCAIAXKEHHS
KOJIaXy y CTPYKTypi 3ac06iB An3aiiHy. 3aBAsKM
unoposizauii  rpadikm, WKUpeHHO  PoTO-
KOHTEHTY, pPO3BUTKY 3acobiB Bi3yanizauii i
nepegavi rpadiyHoi iHpopmauii, undpposuii
Konax fK 3aci6 GOpPMOTBOpPEHHA OCTaHHIM
YacoOM YyCe aKTUBHIlLe BUKOPUCTOBYETbCA B
MPOEKTHIN | AOCAIAHWLBKIA NPaKTULi, 30KpeMa
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ANA BUPILLEHHA XyAOXHbO-TBOPUYMX 3aBAaHb y
nepeanpoeKTHNX Npouecax, beanocepeaHbo B
NPOEKTYBaHHI 3 METOH NPUCKOPEHHS MPUAHAT-
TA piWweHb, NigBULLEHHA edeKTUBHOCTI BNANBY
Bi3yaZlbHOI KOMYHiKaLii, a TakoX mnpe3eHTaLii
OCHOBHMX eTaniB aAu3arH-npouecy. CTpiMKuniA
PO3BUTOK IHCTPYMEHTIB Henpomepex Ans
dopmauii 306paxkeHb Ha OCHOBI ecKi3iB
PO3LIMPIOOTL  PYHKLOHan 3acobiB Bidyasb-
HOro NpeACTaBAeHHs, TOMY B NPIOPUTETI cepes
rpadiyHOro apceHany pAmsanHepa CTaroTb Ti
3acobu, fAKi  BIAPI3HAKOTBCA NPOCTOTON Yy
CTBOPEHHI Ta peAaryBaHHi.

AHania nonepeaHix AocCNiA>KeHb.
Binbwicte NybaikaLin, Ae KONaX PO3rNAfaETbCA
AK 3acib CTBOpeHHA aAu3arH-Npoaykuii abo
MUCTELLbKMX TBOPIB, HE MOXHa BBaXaTu
HayKOBWMMW, BOHM MatOTb CKOpiLle NpUKAagHUM
Xapaktep i AatOoTb MNepeBaKHO OOMeXeHuN
nornag Ha npobaemy.

[Mpo ponb kKonaxy B  npouecax
XYAOXHbOTO  GOPMOYTBOPEHHA WNAETbCA B
poboTax, MPUCBAYEHUX AOCAIAXKEHHAM PI3HUX
acnekTiB  MPOEKTHOI  rpadikn,  3aranbHWX
METOAMYHMX MUTaHb MPOEKTYBaHHA OO6'eKTIB
apxiTekTypy, NPOMMWCIOBOrO  BMPOOHULTBA,
ogary Towo. Cepes CyyaCHUX YKpaiHCbKUX
aBTOPIB  OKPEMi  CTOPOHWM  JAaHOI  Temu
eni3oAnYHO  JocCnigXyBaniucb y  poboTtax
HayKOBL|iB 3 TEXHIYHOT €CTETUKW, AM3alHY.

Y poboti «Komno3suuis + reometpis» [5]
M. |. flkoBneBa CTOCOBHO MuCTeuTBa rpadiku
PO3rAAaETbCA acrnekT dopmanizauii
06'eKTUBHMX BNAaCTUBOCTEN TBOPIB apXiTEKTypHU,
Av3alniHy, ob6pa3oTBOPYOro i  AeKopaTUBHO-
NpVKNaAHOro MUCTeLTBa 3 NOAA/IbLUMM eTarioM
MOAENIOBaHHA  iX  AKICHWUX  MOKAa3HUKIB.
[oBOANTbCA, WO NOLWYK HabiNbWw NPOCTUX 3a
HaKpecneHHAM Ta HaCU4YeHUX 3a 3MICTOM
Bi3ya/lbHUX MOZENer HanexuTb A0 pPo3psdy
BaX/MBUX | CkaagHux npobaem dopmo-

TBOpeHHA. lNepcnekTvBa pPO3BUTKY MPOEKTHOI

rpadikm BOaAYaeTbCa Yy MNOEAHAHHI  AOCBIAY,
HaKOMW4YeHoro  An3aiHepamu-«pUCyBaNbHU-
Kamu», 3 HOBITHIMW NMPUAOMaMM BUKOHaHHSA
NPOEKTHWX ifen Ta HeTpagnLUinHUMn dopmamm

rpadikn. [lo TakMx HeTpaauuiiHux ¢opm
MO>Ha BiAHECTW i LMdPOBUIA KONaX.

Y auceptauii «CuHTE3 TpaguUiMHMX i
HOBITHIX 3acobiB NpoekTHOI rpadikn» [1]
aBTOpa gaHoi ctatti C. bepanHCbKMX 34iACHIO-
BaBCA aHaNi3 PyHKLIOHaNbHO-KOHCTPYKTUBHMX
Ta KOMMO3WLIAHUX  BAacTUBOCTEAN  HU3KMK
TPaAWULIMHMX | HOBITHIX 3acobiB MPOEKTHOI
Bi3yanizaLii, y TOMy uncii KOMHIHOBaHMX TEXHIK
CTBOPEHHA 306paxeHb. Konax TyT gocnigxy-
€TbCAA, Nepw 3a BCe, AK EBPUCTUYHMI 3acib
BUPILLEHHSA MOLLYKOBO-KOMMOHYBaNbHMX,
KOMMO3WULINHWUX Ta KOMOIHAaTOPHWX 3aBAaHb, B
OCHOBI fIKOFO — MNPOCTOPOBI MaHinyaauii 3
dGOpMOI0, BEAWUMHOK | pOo3TallyBaHHAM
eNemMeHTa B IBOBUMIPHOMY MPOCTOPi.

Y ctatTi «O6'eKTMBHI Ta eMOLiiHI BnacTu-
BOCTI  CyyacHOi  Bi3yanizauii B  AW3alH-
npoekTyBaHHI» (bepanHcbkmnx C.O., Akosnes M.,
KonocHiuenko O.B.0 Mawkesnu K. J1) [6]
aHanisyerbca penpeseHTaTUBHMUM acnekT
undposoro Konaxy, 30KpemMa noro
edeKTUBHICTb y NobyA0BI BiyaNbHOro BMpasy ik
Ha npuHUMnax rpadivyHoi dopmanizoBaHOCTI,
Tak | Ha MpuHUMNax 06'eKTMBHOCTI Yy nepeaaui
Bi3ya/slbHWX BAacTnuBocten Gopmu.

Cepes OCTaHHIX AOCANIAXKEHb IHO3EMHMX
aBTOpIB AOTUYHOO Jilo] BW3HAYeHOI
npobnematvkn, a came  AOCNIAXKEHHK
noTteHuiany Myabopay Ak pi3HOBMAY KOMaxy B
TBOpUYMX Mpouecax, € cTarra «BidyanbHa
opraHizauis: 6anaHc KOOpAWHaLIi Ta TBOPYOI
csoboam  3a  gonomoror  myabopais»
(EHppiccat H., Icnam T, Honneri K.) [10], y akin
PO3rNAAAETbCA  MUTaHHA  36anaHCOBAHOCTI
KoopamHauii 3i ceobogoro TBOpYOCTI. CTaTTa
NoKasye, AK AIANbHICTb HE3aNeXHWX OAHa BIA
OAHOI 0Ci6 KOOPAWHYHTLCA 3a AOMOMOrOH
Bi3yaNbHOI [JOLWKW HACcTPor, WO 34aTHa
NIATPMMYBATU  MHOXMHHICTb, Ta BOAHOYaC
BONOAITN eDeKTOM KepyBaHHS | BUPIBHIOBAHHA.
O6roBOPHOETLCSA NMOTEHLiaN AOLWOK HACTPOHO AK
NPUKAaZ LWMPWOro ¢GeHOMeHY eCcTeTUYHUX
06'eKTiB, WO 3'€AHYIOTb MOYYTTA Ta emoLii Ta
3abe3neuytoTb 3B'A30K MK NHO4bMU B TBOPUMX
ranysax Ta iHWux chepax.
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Y cxoxi 3a TemaTukoro nyb6nikauii
«ABTOMaTUYHI UMOPOBI AOLWKN HACTPOK ANSA
3B'A3Ky  KOPWCTyBayiB |  AuW3ailHepiB i3
po3pobkoto kansei» (3abotTo K.H., flyic aa C.C,,
Amapan 4. K., FopHoc K. xx. M., bense b.T.) [20]
MAeTbCs, WO OAHIED 3  npobnem  ans
AV3alHepiB € Te, fAK BUCIOBUTM emoLii
KnieHTaM, abv fgonomorTh iM aHanisyBatu igei
Ans po3pobkn NpoaykTiB. HaronowyeTbes, Wo
MyZA60pAN, AKi MICTATb Habip 306paxeHb i CniB,
€ OJHWUM i3 HaWMOLUMPEHIWNX IHCTPYMEHTIB ANSA

CUHTE3y CMNPUMHATTA KNIEHTA Ta HaAaHHA
IHCTPYKLiA  AM3ariHepy  LWOAO  Bi3yasbHOI
KOMYHIKaLii.

LlikaBoro 3 nornagy NUTaHHA AOLINBHOCTI
3aCTOCyBaHHA KOJlaXky B TBOPYOMY MpPOLLeCi €
TakoX  CTaTTs «[locnigKeHHs BMNANBY
KOMOIHOBaHMX 06pPa30TBOPUMX CTUMYAIB Ha
NPOAYKTUBHICTb TBOPYOro Am3aniHy» (Xya M.,
Xan Ox. Ma K. Ta Yamnac ) [13]. B pobori
NPOBeAEHO eMNiPUYHE AOCNIAXKEHHSA 3 METOH
3'AacyBatu MOXX/IMBOCTI KOMOIHaLiNHIX
06pa3oTBOpPUMX CTUMYAIB BNAUBATA Ha TBOPUI
pe3ynbTaTMBHI MOLYKM An3ariHepiB. ABTOpM
AOBOAATb, WO KOMbGiHOBaHI 0b6pa3oTBOpUI
CTUMYAWN HaKpaLLe NiATPUMYHOTb KPeaTUBHICTb
AV3alHy, WO, AK OYiKYyETbCA, NPUHECe BaX/IMBI
NO3UTUBM AK AR HaBYaHHA AW3aWHy, Tak | ana
PO3POOKN IHCTPYMEHTIB NIATPUMKN AM3alHY.

YBara aBTOPWTETHOI CBITOBOI HayKOBOI
CMiIbHOTU [0 myabopais TAKOX
NiATBEPAXYETbCA Mpauetd  «HaTxHeHHA uum
BkaziBka? OLuiHKa AKOCTI 4OLWOK ANA HAaTXHEHHS
AV3aliHy, CTBOPEHMX 3a AOMOMOrOH LUTYYHOrO
IHTENeKTy, WO reHepye TeKCT y 306paxKeHHs»
(PeHckom K., TaH J1,, Tayacsapa M., CHangep K.)
[14], ae fOCNifKYETbCA 3aCTOCYBAHHA LUTYYHOrO
iHTeNeKTy [ANs CTBOPEHHS 300paXkeHb A/
NIATPMMKA Npouecy MPOEKTYBAHHA LLIAXOM
CTBOPEHHA AOLLOK HaTXHeHHA. lNopiBHIOETbCA
PI3HOMAHITHICTb,  KiNbKICTb,  TOYHICTb |
HEOAHO3HAUHICTb AOLWOK, CTBOPEHUX LUTYYHUM
IHTENEKTOM, WO TreHepye 300paxkeHHs, 3i
CTBOPEHVMU TPAAULIMHMMU METOAAMMW.

Y ny6nikauii «HaTxHeHHA Ana 3aBAaHb
po3pobkun ctumo» (By C., BaH aeH Xenge E.,
XynTiHk E.-[>x., Kanabpetra I') [18]

PO3rNAAAETHCA MUTaHHSA NiATPUMKM
KpeaTUBHOCTI AM3aliHepiB Y po3pobui cTuo 3a
[AOMOMOrot0  BUKOPWCTaHHA npuknagis. Tyt
AOCNIAHVKN CTBOPUAM 3Pa3kn ANA HAaTXHEHHS
Ha OCHOBI PIi3HUX BNACTMBOCTEN (MOAANbHOCTI
Ta KOHLeNTyanbHOT ANCTaHL,T), Akepen (a came:
npupoan Ta NpesMeTiB MOBCAKAEHHOrO XUTTA
Ta  PI3HOPIAHMX  MPOAYKTIB) |  Gopm
penpe3eHTalii (peyeHb, AOLIKW HaCcTpPOK Ta
306paxeHHs).  [JocnigkeHHA MOKasye, LWo
NiABULLEHHA  OPWriHaNbHOCTI  ifen  uepes
pO3p0obKy Ta BUKOPUCTAHHA NpuUkaaais (B TOMy
UMUCAi | KONaxiB) MOXHa BBaXaTu BaXXN1UBUM
IHrpeaieHTOM ans YCRILLIHNX 3aBAaHb
dbopmyBaHHA CTUAO.

He omunHemo yBaroo Takox ny6nikaLiito
«Martepiann Ta IHCTPYMEHTM AK KaTanizatopwu
BMHaxiAHMLUTBa igen rpadiyHOro aAmsariHy»
(Ox. Ipir) [11], y Ak aBTOp NIATPUMYE TEOPItO
npo Te, WO MaTepiaan  HacCTiAbkM X
PI3HOMaHITHI 32 CBOEK  3JaTHICTHO A0
BMPAXEHHS, AK | C1oBa Ta 306paXKeHHs, Wwo

CNPUWAKOTb  OpraHizauii  MOBW  AW3aiiHY.
AKLEHTYIOUM Ha posii MaTepianiB i TeXHIiK Yy
nocTumdpoBomy NPOEKTYBaHHI, Ha
NPOAYKTUBHOCTI  TEXHONOTIYHO BiNILHOTO
rpadiyHOro Am3anHy, CTaTTa NigKPECNOE He
TiNbKW  BaX/IMBICTb MPAKTUYHUX 3HaHb Ta
HaBMYOK, ane | npaBWAbHICTb BMOOpPY Ta

YCBiAOMNEHOTO BUKOPUCTAHHSA IHCTPYMEHTIB.
3 aHanizy iHpopmaLiMHMX AXKepen MOXHa

3p06UTM  BUCHOBOK, LWO NPV 3arajbHOMY
iHTepeci 0 OKpemMunx acnekTiB JOCAIAXYBaHOIO
nuTaHHA 6pakye UinicHOT npaui, ska 6wu
ob'egHana paHi  pisHMX  MiAgxoaiB  WoA0
BMKOPUCTaHHS Konaxy B NPOEKTHO-
MUCTELbKNX NpoLecax.

MocTtaHoBKa 3aBAaHHA. 3aBAaHHAM
JAaHoi nybaikauii nepesbavaerbcs:

- AoCNiANTH paLioOHaNbHICTb i

ePeKTMBHICTb  3aCTOCYBaHHA KOMOGIHOBaHMX
3acobiB CTBOpeHHs 300paxkeHb B AM3aliH-
npoviecax;

- KPUTMYHO OXapakTepu3yBaTW iCHYHOMI
Pi3HOBUAM KONaXxy;

- BM3HAUNTX MpIOPUTETM 3aCcTOCyBaHHA
KOJ1aXky Yy TBOPUMNIA NpaKTuLL;
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- 3'acyBatn ponb UNbpPOBOro Konaxy Ta
CNeKTp 3aBAaHb LWOAO Bi3yaniszaLii 06'eKTUBHMX
B/JIaCTMBOCTEN NPOEKTOBaHUX GOpM;

- cbopmMyntoBaTM  TrONOBHI  CTpaTeriyHi
HanpaMyM  JOUiNbHOCTI 1 edeKTUBHOCTI
BMKOPWCTaHHA TpaauLiiHOro Ta uMdpPOBOro
KONaXxy B XyAOXXHbO-MPOEKTHIN AiANbHOCTI.

Pe3synbtatm pocnigdkeHHa. binblictb
rpadiyHNX TEXHIK BMKOHaHHA 300paxkeHb, Lo
3aCTOCOBYETbCA B MPOEKTHIN  AiANBHOCTI
(KpecneHHs,  pucyHok, 3/[-moaentoBaHHA),
MatoTb JeAKi OBbMeXeHHA LWoAO0 NpUOMIB
TpaHchopmaLii Ta CUHTE3Y, 60
XapaKTepu3yoTbCA HaABHICTIO MEBHUX 3B'A3KIB
306paXkeHOro enemMeHTy 3 MPOCTOPOM CBOTO
icHyBaHHA. Taki obmexeHHs BeayTb [0
yCKNaAHEHHSA npovecis noLyKy
bYHKLiOHaNbHO-KOMMO3MLINHNX BAACTUBOCTEM
06'ekTa, 30Kpema Ha MOYaTKOBWUX eTamnax
po3pobkn. TOMy CTa€e NUTaHHA paLioOHaNbHOroO
BMOOpYy  KinbkOCTi 1 AKOCTi  3acobis
bOPMOTBOpPEHHS i BidyanizaLii MPOEKTHUX iAeln.

OcobavBMM  nOTeHUiaioM y  CnekTpi
KOMMO3WULIMHUX MOXJ/INBOCTEN XapaKTepusy-
FOTbCA Taki rpadivHi 3acobu, AKMM NpuTamaHHa
cBobosa KOMBIHYBaHHA | MaHinyaauii cknago-
BuMn. OAHMM i3 Takux 3acobiB BBaXXAETbCH
KOJIaX, CyTb AKOrO MOAATaE B TOMY, O LLiNICHUN
Bi3yanbHMM 06pa3 CTBOPHOETLCA MO3ai4YHMM
pO3MilleHHAM abo HawapyBaHHAM OAWH Ha
OAHOrO PI3HUX UM OAHOTUMHMX MaTepianis
AOBiNbHOT dopmu, dakTypu, KOAbOPY TOLO.
Mpw LboMy, YacTo 306paxkyBasbHUI MaTepian
OTPUMYE  HOBY  iHTeprpeTauito  3aBAsAKM
nepeMilLeHHHO i3 3BUYHOTO B HOBUIW KOHTEKCT.
B kn1acM4yHOMyY pO3yMiHHI KOnaX CKNajaETbca 3
e/leMeHTIB  HeOAHOPIAHMX peanbHOCTEW Ta
NpUpPOAN, ane He NPOTMPIUNTL GOPMYBaAHHIO Y
rnajava 34aTHOCTI  LiNICHOrO  CIPUAHATTA
TBOpY. He 3anBuM byae 34IMCHUTM NOBIXKHWM
iICTOPUYHNIA €KCKYPC B PO3BUTOK KONAXY.

BeaxaroTb, WO nepLi TBOPW, CXOXi Ha
Konax, 3'asuanca y Il ctonitti H.e.,, ane meToa
BMKOPWCTOBYBaBCA aBTOPaMu Yy MOOAMHOKMNX
abo eni3oAnYHMX BMMajKax nieTopa
TncavonitTa. LamaHm i Xepui B cTapogaBHix
KyNbTypax BUKOPUCTOBYBaAWN KONaXi 3 HACiHHS,

CONOMM, MIp'A | KpUA KOMax Mpu CTBOPEHHI
putyanbHux  Macok. Cepeg  pisHoBMAIB
TPaAguuiMHOro  MucTeutBa  AMOHIT  AOCUTb
BIZJOMOIO € TEXHiKa «OcibaHa» (NpecoBaHi KBIiTK)
— CTBOPEHHS KOMMO3WLiN i3 3acyLleHnX KBITIB,
NnCTA, Tinok Towo. PemicHukn PeHecaHcy XV-
XVI cT. y 3axiAHOEBPOMEWMCbKMX KpaiHax
npvikaeroBaav nanip i TkKaHWHy abun NpukpacuTn
BibHUA npocTip (doH) repbis. [laneposi
cunyetn 3'asuanca B Higepnangax y XVII cr,
PO3BUTKY Habyan CLieHIYHI akcecyapw B Teatpi,
30KpemMa /IaN1bKOBOMY.

[fani BapTto 3ragati rpadivHi apkyLi
[x. MipaHesi (XVIII cT.), AW nNoeaHyBaB Ha
306paXkeHHAX CBOIX [paBlOP PI3HOCTUNbLOBI
apxiTekTypHi GopMu | feTani, BUKOPUCTOBYHOUM
npUHUMNK Konaxy (puc. 1).

OaHak 6aTbkamu Konaxy B
obpazoTBopUOMy MUCTeLTBI XX CTONITTA CTaau
npeAcTaBHUKN aBaHrapay — Kybictu, gagaictu
Ta MaHbEPUCTU. 3aCTOCyBaHHA KOMOGIHOBaHMX
TEXHIK Yy TMPOEKTYBaHHI Ha nouatky XX cT.
36irnoca 3 peBONIOUIMHMMK MNpouecamn y
MUCTELTBI 1 BIAKPWIO HOBI WAAXM B MOLUYKax
XYAOXHbBOT Gopmun. KOMMO3UMLINHI NpuHLMNN,
BMPaXeHi B  KAHOHIYHMX, OPAEPHUX uu
HOPMaTUBHMX BUMOrax GOPMOYTBOPEHHS, LLO

NPOTArom CTONITb BMKOPUCTOBYBaNMNCh
aKafeMiyHoO  LUKO/MIOK,  BTPaTWAW  CBOKO
3Hauywictb. Y uen yac ocobnvey yBary
XYAOXHWKIB npweepTana npobaema

KOHCTPYOBaHHA NMPOCTOPY B 06pa3oTBOPUHOMY
MucTeuTBi. BigTak Kkosnax cTa€e ogHUM i3
HaMBaXk/NMBILIMX  pilleHb Yy  iHHOBALiMHUX
cnocobax opraHisau,ii npocTopy.

®yHpaTopom Konaxy BBaXatoTb
dpaHLy3bKoro  xyfoxHuKa-kybicta  Kopxka
bpaka. ¥ 1913 poui BiH nepwunm BMKOPUCTaB
OPUriHaNbHUA MPUAOM — HaK/NEOBaHHA Ha
KapToH cmyr nodapbosaHoro nanepy. Abu
dakTypa nanepy BuiwAa  ePekTHILIOH,
XyAOXHWK AoaaBaB y ¢apby nicok. 3rogom Ao
BMKOPWUCTaHHA  AOAAANCb  KAANTUKW  raser,
Wwnanep, NAnakatie, WMATKN TKaHWH, BI3UTHI
KapTku Towo. [lna Konaxy roguamcs maixe BCi
CyporaTtHi  MpoaykTh. fAckpaBun  npuknag
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Konaxy Ky6icTiB — «HaTropmMopT 3i CKpUnKowo»
Mabno Mikacco (pwc. 2).

XY[OXHWKW  BUSBWAM, WO  HaBiTb
Hal3BMYalHILWIi MaTepiann B NOEAHAHHI OAWNH 3
OAHVM Ha cneuianbHO NigibpaHoMy Tai CTatoTb
HEe3BMYHO BMpPasHMMWU. PO TexHiKy Konaxy
TOAi rOBOPWAK, LWO BOHa «Hapogunaca 3
NparHeHHA MNPUMUPUTM pPeanbHICTb, A0 AKOI
HanexaTb CnpaBXHi pedi, | peanbHICTb
KapTuHm» [2].

Xy[OXHUKN-KYBICTM BU3HaYakOTb Kosax
fIK MeTamoBy Bi3yanbHoro. Came Konax
nigHIMaeE  AOCAIAXEHHSA  MO3a0COBUCTICHUX
OYyHKLIA  XyAOXHbOI  GOpPMW  Ha  piBeHb
6e30cobucTicHux ain mosu [4].

Konaxx 3alMae nomiTHe Micue vy
TBOPYOCTi iMnpecioHicta AHpi Marticca. BiH
BMHAWLIOB Pi3HOBWJ, KoMaxy — aekynax. Llen
npuiioM nepeabavae BUKOPUCTaHHA ABOX Ail:
BMpIi3aHHA | CKAaZaHHA 3 OTPUMAHMUX
bparmeHTIB KapTUH.

Y rpadiuHoMy AuM3alHi KOnax novanu
3actocoByBaTM y 1920-x pokax B aritauiiHux
nnakartax Ta HaouHin aritauii. O. PoaueHko, B.

CrenaHoBa, B. TamniH B TexHiyi Konaxy
CTBOPIOBA/IN  peknamy AN KOMepPLiMHMX
NIANPUEMCTB, TeaTpaNbHUX Ta  KYNbTYpPHUX

3ax04iB, NPOAYKYBaAWN iHWi nponaraHAMUCTCbKI
maTepianun. BoHn Ha3mBanun cebe «peknamHUMm
KOHCTpyKTOpamu» [2]. BigTak Konax fiKk HOBa
dbopma  XyAOXHBOTO  BUpPaKeHHs  Habys
3HAYHOTO  PO3BUTKY Yy PO HanbinbLu
BiNOBIAHIN HOBATOPCbKIA CyTi aBaHrapAHoOro
nnakatHoro mucreursa. Came Toai nodanu
aKTVBHO 3aCTOCOBYBaTW | QOTOMOHTaX.

DOTOMOHTaXX BBaXkarOTb AafAICTCbKOR
IHHOBALLi€r0, fIKY 3aCTOCOBYBaAW BOAHOYaAC Yy
Bepnini Ta MockBsi. HimeLbknii XyA0>KHWK Payib
XaycMaH noyaB YTWUAITyBaTU HOBE 6GaueHHs,
BMKOpUCTOBYOUM GOTO 3 XXypHanis  Ans
CTBOPEHHA KapTWH, i Came BIiH BBIB TepMiH
«DOTOMOHTaX», fAKMN  Ha WOro  AyMmKy
BiAA3EPKANOE «HEMPUUHATHICTb  MNOAANbLLOT
vy XyAOXHUKIB» | nepexis Ao chepwu
iH>XeHepil [2].

OaHuM i3 TBOpPUIB LbOro Mmucteursa 6yB
l'yctas Knyuwnc, akmn y 30-x pokax XX cTonitta

3acTocyBaB ABOKOJNIPHUA (DOTOMOHTaX ANS
ODOpPMNEHHA  MepesfoBOl  AiHIT  CBATKOBUX
HOMepIB raseTn pasaAaHCbKOi rasetu «[1paBaa».
loro MOHTaxHi nnakaTu NPOCNaBAAAN KyabT
BOX/iB, KOHTPACTU repoiB Ta 6e3n1Koi macu,
HacTynaiabHy arpecuBHICTb, BAACTMBI NapTilHin
ifeonorii Toro yacy.

MPUMITHO, WO 3BEPHEHHS apXITeKTOpPIB
Ta XYAOXHMWKIB-KOHCTPYKTOPIB A0  TeXHIKM
anaikauii, konaxy Ta GOTOMOHTaxy crepLuy
6yno nos'A3aHe 3 nowykamu  HanbinbLl
3pyYHMX Ta OMepaTMBHMX TEXHIYHWX 3acobis
CTBOPEHHA rpadivyHOro 306pa>keHHs NPOEKTY, B
AKOMYy 3aMicTb apbyBaHHA MAOWMH Ha
KpPeCNeHHs HaK/errTb PiI3HOMaHITHI COpTH Ta
BWAWM nanepy, BuMpi3aHOro 3a LWabaoHOM
wpndty, ¢otorpadii, wWmaToukn PaHepu
Towo [7].

Bigomo, Wwo konax Ak 3aci6 nowyky Ta
npeseHTauii 3agymMy BUKOPWUCTOBYBaB Yy CBOIM
TBOpUOCTi apxitTektop Mic BaH gep Poe. Moro
KOMaXi MOXHa BBaXaTW KOHLLeNTyaabHUMM
ecKizaMU, OCKi/IbK BOHU BUABAAKOTb OCHOBHUM
KOHTYp OyAiBni, CNpsMOBaHI Ha BMBYEHHA
KOMMO3WULIAHNUX ~ MPOMOpLil,  3icTaBAeHHA
ropusoHTaneu i Beptukanen. Popmun Ha konaxi
BifOOpaxkatoTb CMIAMBI Ta MNPOCTI MPAMOKYT-
HUKKM Mica, fKi AiFoTb SK MAOWWHK, WO
po3pi3atoTb npocTip. Konaxi He € niaHowMm,
po3pizom abo ddacagom - BOHM paje
nokasytoTb OygiBenbHi 610KM | HaTAKarOTb Ha
NPOCTOPOBI 3B'A3KM | KOHCTPYKLitO [14].

Konax i $OTOMOHTaX cTanu
PIBHOMPABHUMW TEXHIKaMW, SKWUMMU aKTUBHO
KOPWUCTYBaNINCA NPOrPeCcUBHI MUTLLI Ha MoYaTKy
1920-x  pokiB. ®DOTOMOHTaX, CTBOPEHHSA
306paxkeHHs 3 ogHiel abo binbwe doTorpadin,
6yB, Ak nucana XaHHa [bOX, «iHCTPYMEHTOM
iHTerpauii  o6'ekTiB  CBiTY  MallWH i
NPOMWCAOBOCTI Y CBIT MucTeLTBa» [2]. MpoBigHi
NAakaTUCTLU KOHCTPYKTUBI3MY, Taki Ak 6patm
CreHbeprun Ta CemeH CeMbOHOB, CTBOPWIIV CBIlA
YHIKaNIbHWUI CTWAb, 3aCTOCOBYHOUMN FPOTECKHMWM

WpnPT  AK  XYAOXHIM eNeMeHT, a TaKoX
NOEAHAHHA (QOTOMOHTaXy 3  >KMBOMMUCOM.
306paxeHHs Ha IXHIX niakartax
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PO3TALLOBYBaANCA Yy PI3HUX MAOLMHAY, LLO
KOB3a/in OAHa Haj oAHoto [2].

Konax HaHOBO BigpoaxyeTbca y 50-x pp.
XX cr. y non-apti. MNMounHaroun 3 nepiogy
[Apyroi cBiTOBOI BiiHW B TeXxHiLi Konaxy
npautoBann  Harato  BUMAATHUX  MaWCTpIB,
3o0KkpeMa amepukaHui P. Masepyenn, K. Mapka-
Penni, E.PanaH, P.Paywenbepr ta Jl. PiBepc,
dpaHuy3s X [Arobodde, itanieub A. byppi,
icnaHeub M. Minnapec Ta iHwi. Hagani chepa
KOIaXy PO3LUMPIOETLCS, 3IMBAOUNCh 3 TaKUMU
bopmamu Ak: eHBaNPOHMEHT — PAS MUCTELLbKMX
npakTuK, fAKi  nepeabayaroTb  B3aEMOZIiO

Puc. 1. A MipaHesi. KapTa ctapogaBHboro Pumy

XYAOXHbOrO  06'ekTa 3 HaABKOMLLHIM
cepefoBuLLEM, MNPUPOAHUM abo  LUTYUYHUM,
BIAMOBIAHO A0 aBTOPCLKOro 3a4yMy; acambnax
— TexHiKa Bi3ya/JlbHOro MWUCTELTBa, CNOpigHEeHa
3 KONaxewM, ane fika BMKOPWCTOBYE OO'€MHI
Aetani abo uini npegmeTn, CKOMMOHOBaHI Ha
MAOWMHI Yy BUTNAAI KapTuHKM [3]; akymynauia —
TexHika [AeKOPYyBaHHA  PI3HUX MpPeAMETIB,
3aCHOBaHa Ha MPUEAHAHHI MaNtOHKa, KapTUHU
abo opHaMeHTy (3BMYaMHOro BMpI3aHOro) Ao
npeameta, i, fani, NOKPUTTI  OTPMMaHOI
KOMMO3uuii  nakom  3apaan  edekTHOCTI,

36epexkeHHs | 4OBroBiYHOCTI.

Puc. 2. IN. Nikacco. HaTropMOPT 3i CKPUMKOHO

Puc. 3. Konaxi Cepris MNapaa>xaHoBa
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[o konaxy 6am3bka TexHika KOHCTPYKLIi,
WO € KOMOIHALIE pi3HMX MaTepianiB vy
npoctopi. EcteTvka konaxy - ue ecTeTuka
bparmeHTa  peanbHOCTi,  BKIKOYEHOrO B
KOHTEKCT TBOPY MWCTELTBA | HajineHoro B
HbOMY HOBUM obpasoTBOpUMM abo
CMMBOJIYHUM CEHCOM.

HuHi KoaaX Ta bOoTOMOHTax
BMKOPWUCTOBYETLCA CYYaCHUMW XYLOXHUKaMMU
fK TeXHIYHi npuriomMu B 0b6pa3oTBOPYOMY
mucteutsi. B TexHiui  konaxy  6arato
ekcnepumentysas C. [MapagxaHos (puc. 3), B
TexHiui  poToKONaxy MpauroTb  Cy4vacHi
XYAOXKHUKN O. Tonyb, A. CaBazos,
C. CBATYEHKO Ta IHLUI.

JocnigHkn BBaXkatoTb, LLO KOJM@XXHOMY
MUWC/IEHHIO, CMPOBOKOBAaHOMY PUTMaMW XUTTA
Meranosicie, Hanbinbll afekBaTHO BiAMNOBiAaE
«po3ipBaHa» CBIAOMICTb Cy4yaCHOI NOANHWN. Y
NOCTMOZEPHI3MI KOMaX i KOMAaXHICTb CTatoTb

yHiBEpCasbHUM NPUHLMNOM opraHizau,ii
KyNbTYPHOTO | TEeKCTyaJlbHOrO MpPOCTOpYy B
pamMkax nporpamm  bauveHHs  CBITy  fK

NPUHUMNOBO dparMeHTapHOro, XaoTUYHOrO i
naropansHoro [4].

Konax 3acTocoByeTbCA y 6araTbox >kaHpax
NNacTUYHOrO MUCTELTBa | An3aiiHy. WNoro
BMKOPWCTOBYHOTb A5 OpraHisauii i AekopyBaHHS:
iHTep'epiB. OAHMM i3 PI3HOBUAIB AEKOPATUBHUX
KOMaxiB € GAOPUCTUYHUIA KONAX — TEXHIYHUI
NPUMOM, AKMW NONATAE B HaK/IetOBaHHI Ha byab-
Ky OCHOBY HaWpPI3HOMaHITHILLIMX 33 KOJIbOPOM,
dopmoro | dakTyporo npeameTiB 3 PI3HMX
NPVPOAHIX MaTepianis.

Okpemo BapTo ckasatu npo
edeKTUBHICTb  3aCTOCYBaHHSA KONaXKHOTO
NPVHUMNY y CTBOPEHHI 3acobiB TeaTpanbHUX
Aekopauiv.  MpuHumMn  Konaxy ocobameo
LUINPOKO BMKOPUCTOBYBaBCA y
aBaHrapAMCTCbKOMy TeaTpi, 30kpema «Teatp

Mepca  KaHHiHrama»  cniBnpautoBaB 3
P. PayweH6eprom i Ax. [>xoHcowm,
BMOyaOBYyOUN BAACHI BMCTaBMN AK

xopeorpadiuHe BTiNEHHSA KOMAXIB i acambsxiB
umx aBTopis [4].

o  konaxHoro
BiAHeCTH npoueaypv

NpUAOMY  MO>Ha
«MaTepianizaii»

306paxkeHb Ha Aiapamax, Ae into3is NPUCYTHOCTI
rnagava B NpUPOAHOMY MPOCTOPI AOCATAETLCA
CUMHTE30M XYAO0XHIX | TEXHIYHMX 3acobiB.

B rpadiuHoMy Am3aliHi TexHika Konaxy
BMKOPUCTOBYETbCA CbOTOAHI ANS BUPILLEHHA
HaMpPi3HOMaHITHILIMX 3aBAaHb. TpagnLiAHWIA
npviknag Konaxy WpudTy i 306paxkeHHA — Le
nnakart. B peknamHin npaktuui WpndT MOXYTb
6yTn naackumu, 06'eMHUMK, MPOCTOPOBUMMY, 3
NiACBIYYBaHHAM, PyXAMBI, 3MiHHI B MacluTabi.
OkpiM nnakaTy KofaXk akTUBHO 3aCTOCOBYETbCA

B OpeHA-AM3aiHi,  naKyBaHHI,  AM3alHI
apKyLLEBUX nepioANYHMX BUAAHb Ta
KHUXKOBMX  OBKknaguHok.  BukopuctaHHs

KOMaxy B [Au3aliHi 06KNaAMHOK BiHINOBUX
NNaTiBOK MOB'A3YOTb 31 3AaTHICTIO KOAaXy
nepeAaBatv neBHy aTmochepy, HanbinbLl
BIAMNOBIAHY My3UYHOMY >XaHposi [19].

OCHOBHWWA  KOHCTPYKTUBHUW  €NeMeHT
Konaxy — nnsMa neBHOi dopmu, po3mipy,
konbopy Ta  dakTypy, MaHopamHi  Ta
dparmeHTapHi  BkAtoueHHA  doTorpadin y
3araabHy KOMMO3WUL,it0 rpadiuyHOro CHOXKETHOro
UM  CMMBOJIYHOTO YrpYMOBaHHA, €NeMeHTU
pucoBaHoi rpadikun, AiHIMYaCcTi NPOCTOPOBI
(CTpWU>KHEBI), OpHaMeHTasbHI AEeKOpaTMBHI Ta
abCTpaKTHI eneMeHTH ToLLO.

Ha BigMiHY BiA4 TpaguUiMHOro Konaxy,
AILKNTan-Konax, y AKOMy HeMae O i3nyHumX
MaTepianiB, BUPI3HAETbCA BAACHUMWU TEXHONO-
rYHMMKW NpuMoMamMu, 3okpemMa — poboToro i3
HallapyBaHHAM 306paxeHb. lpu B3aEMHOMY
HallapyBaHHi 306pa)keHb BMKOPMCTOBYHOTHCA

Pi3HI napameTpu 3MillyBaHHA IXHIX AaHUX,
3aCTOCOBYHOTbCA Bi3yaNbHi edekTn,
Aedopmalif, CyMIilLeHHs, HaknageHHAa Ta

KOpUryBaHHs. B rpadiuHoMy an3aiHi cnekTp
3aCTOCYBaHHA AiJKUTaN-KONAXKy OXOMJIIOE TaKi
bopmu Ak mypbopa, art,  KypHasibHa
intocTpauia, adiwa, crikepnak, rid-aHimauis,

stop-motion.

Ocob61BOI yBarn fOCNiAXKEHHS NoTpebye
chepa BMKOPUCTAHHA KO/Maxy Ha eTani
KOHLeNTyalbHOro  AuM3aviHy Yy  MNpoueci

PO3pO6KM NPOAYKTY, MPOEKTY UM ifei, Ha SKOMY
CTBOPIOKOTLCA  PileHHs, WO  BW3HAYakoTb
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3aranbHUin  BUrag4,  QyHKUIOHaNbHICTL  Ta
OCHOBHI XapakTepUCTUKM MPOEKTY.
CTBOpEHHs  KOHLenuii noB'a3ytoTb i3

CUCTEMOHO OMMCOBUX XapaKTEPUCTUK MPOEKTY, a
caMe — OCHOBHOTO 3HayeHHs abo NpU3HaYeHHs
o06'ekTa, NPOAYKTY, CTPYKTypwW, NpocTtopy abo
TBOPY Bi3yanbHOro mwucteutBa. KoHuenuiro
TakoX Ha3MBalOTb OMWCOM MPOEKTYBAHHA i
BBaXXalOTb OAHWUM i3 HaMBaXXNMBILLMX eTaniB Y
npoueci NPOEKTYBaHHSA.

CTBOpEHHSA AV3aH-KOHUenu,i -
CaMOCTIVHWI PO34iN NPOEKTHOI poboTH, AKMI
He Ma€ aHaioriB B iHWWX BUAAX MPOEKTHOIO
MUCTeLTBa. Yepes npobnematm3alito
NMPOEKTHOT cuTyauii (onuc npoTupiy
MPOEKTHOrO 3aBZaHHA), a NOTIM TemaTu3aLito
(Bigbip «Tem» — MOXAMBMX BapiaHTIB i
BMpPILWEHHA), CKNAAaETbCA UiNiCHAa Mogenb
MarbyTHbOro 06'ekTa, WO peanilyeTbca B akTax
BJ1aCHe NPOEKTHOI po60TU — GOPMOYTBOPEHHS.

Byab-aknin npouec po3pobku 06’ekTa, Ha
AYMKY AOCNiAHMKIB, nepeAbayae BUPILLEHHS
Kommnaekcy 3aBAaHb, NoB'A3aHNX i3
MOAENFOBAHHAM K YTUNITapHO-OYHKLIOHab-
HWX, TaKk i obpa3Ho-ecTeTnyHMX AkocTer. CyTb
METOAMKN NePeAnpPOEKTHOrO aHanily B AM3auHi
nossrae B pO3YneHyBaHHi npouecy
AOCNIAXKEHHA MPOMOHOBAHOI CUTyauii Ha paj
eTaniB, CaMOCTINHWUX 3a LinAMM i pe3yibTaTam
poboTun. Cepes OCHOBHMX eTaniB NPOEKTYBaHHA
BUAINAOTH:

1. Bu3HaueHHs.

2. locnigKeHHs.

3. BepbanbHi yaBaeHHs.

4. BizyanbHe ysaBNeHHS.

TobTO, y fKMNCb MOMEHT (GOPMYBaHHSA
KOHLLenuii NoTpibHO nepenTn Big abcTpakTHUX
ife A0 Bi3yanbHOro YCBijOMAEHHA. Takui
nepexis, BiAOyBa€eTbCA yepes npouec
€CKi3yBaHH#A, B AKOMY KOMaX Bifirpae nomitHy
ponb. Matoum ronoBHWUIM KOHLENT, AM3alHep
MOXe 3HaxoAuTV GopMy B MPOLLECI MOLUYKY:
KOAN MOYMHAE IMNPOBI3aLito 3 MaTepianamuy,
KOJIbOpamu, dakTypamy, Bi3yalbHUMM
edektamun. CyTo TeXHIYHa CTOPOHA BMKOHaHHA
KOaXy MoXe 3anMaTu Hebarato vacy, a Moxe
cKnagat OCHOBHWMWA 3a BUTpaTaMuM 4ac y

npoueci MNowyKy HeobXiAHWX «CUPOBUHHMUX»
mMaTepianiB TNy APYKOBAHUX iNHOCTPATUBHUX
306paxeHb, $OTO, WO MOXYTb BUCTyNaTu He
TibKK 3acobamum Konaxy, a 1 KatanizaTopamu
TBOPYOro npotiecy.

TakMM  4MHOM, npouec CTBOPEHHS
KOMaxy Mae TBOPYO-MOLUYKOBMI iMMpPOBi3a-
LWiMHWA  xapakTep | UiIKOM Moxe 6yTtn
nNpeAMeTOM HayKOBOTO AOCAIAXKEHHS.

OfHVM i3 PpI3HOBMAIB KOMaXxy, AKUN
CbOTOAHI  aKTMBHO  BWKOPWUCTOBYETbCA B
NpakTULi An3aiH-NMPOEKTYBaHHA € Myabops (3
aHrn. Mood board - powka Hactpotro). Lle
MOHATTA 3'ABMIOCA BIAHOCHO HeAaBHO, OAHaK
GinblWicTb QaxiBLIiB CXWMAAOTLCA AYMKW MNPO
BENVKY KOPUCHICTb Myabopay sK 3acoby
MOZeNtoBaHHA Ta NpodecinHoi KoMyHikauii. Ha
MyZbOopAi, fAK NpaBWAO, PO3MILLyHOTb  YCi
Bi3yasbHi pedepeHcy, Lo BigobpaxatoTb igeto
AV3alHYy Ta nepejaroTb 3arasbHUA  0bpas
ManbyTHboro ob6'ekta. TONOBHOK QYHKL i€
Myabopay BBaxatoTb nepegavy atmocdepu Ta
HacTPOK  AK  OCHOBHWUX  acouiaTMBHUX
XapakTepuctmk  TBOpPY. 3a  AOMOMOTOH
myabopay daxiBeub GOpmye Ta 3aTBEpPAXKYE
LiNliCHe yABNEHHS NPO KIHLEBUA pe3y/ibTar.

3BMYarHO, fAK i Byab fAKa KOMMoO3uuis,
MyAbopA — Lie He NPOCTO KOMaX 3 BMMajKOBO
PO3MILLEHVMM KapTUHKaMK, KO/JbOpaMu Ta
wpubTammn, a UiNiCHa cuCTeMa Y3roAXKeHWUX
KOMMOHEHTIB  306paxeHb. [lo myabopais
HIKONW He A0AatoTb CKAaAHI BidyanbHi 06pasu,
a HaTOMICTb CTBOPHOIOTb I3 MPOCTUX Ta
3PO3yMINNX eNeMeHTIB, 06'€AHaHNX 3araabHOO
TeMaTMKOHO Ta Bi3yasibHOO KaHBO. CTBOPEHHSA
LiNICHOT  KapTMHM — LUe  HaMBaX/uBIWWUNA
pe3ynbTaT, AKMA HamaratoTbCAd OTpMMaTW Mij
yac onpauroBaHHsA KOMNO3uuii konaxy. Bigrak
He nvwe BUBIp ckNagoBux, a U 06rpyHTOBaHE
3aKOHaMW  Bi3ya/JIbHOTO  CMIPUUHATTA  IXHE
PO3MILLEHHA Y MNAOWMHI GOPMYE 3MICTOBHI
fKoCTi  TBOpy. Tpeba  3a3HauuTy, WO
NO3UTMBHUI edekT CTaE MOXIUBUM Mpw
npodecinHOMY onaHyBaHHI Teopieto rpadiyHoi
KOMMo3uU,i.

Okpim BM3HAYEHHS 3arajlbHoOro
obpa3HO-acouiaTUBHOrO  3MICTY, Kos1ax
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CAYXWUTb TakOX ANA  CTBOPEHHs  Binblioi
KINbKOCTI  Bapiauin  yepe3  BUAO3MIHU
YAOCKOHaNneHHs ~ dOpMM  MPOEKTOBAHOrO

06'ekTa B XyAOXHbO-TBOPUIM npakTuyi. Lle
OAVH 3 AOBOAI nerkux cnocobis Bisyanizauii
OKPeMUX 4YM Hanepes obpaHUX BAACTUBOCTEN
LiNiCHOrO TBOPY, CNOCOBY MoOKasaTh «AKUM

byae 06'exT?». AbcTparyroumcb Bij
reomMeTpuMyHOro MOZEeNtOBaHHS, Konax
[O3BONAE  30CEPEAUTUCh Ha  Bi3yasbHOMY

HanoOBHEHHI, BM3HayaTu KiNbKICTb €1eMeHTIB
3araNbHOI KOMNO3WULT Ta IXHI XapaKTepUCTUKN.
TakMM  4YMHOM  BMOYAOBYETbCA  TOJIOBHA
NPWHLUMNOBA AM3aliHepCbKa ifes ManbyTHbOro
NPOEKTY, fika BXe chpopmMyBana ysaBHuUA obpas
dopmun.

OCHOBHOIO nepeBarol0  BMKOPUCTaHHA
KOJMaXy € BIAHOCHA MPOCTOTa, OMepaTUBHICTb
CTBOPEHHSA Ta KoperyBaHHs. BigTak came uepes
NPOCTOTY Konax HabyB nowuvpeHHs y cohepi
AV3alHYy  JOMOBHIOOUM iHWi  cnocobwu
npeseHTauii — ecki3 i 3d-Bi3yanisauito, a iHOAI

OCOBJIMBOCTI FPA®IYHOI MOBU KONAXY

MOBHOLIHHO 3amiHtoouM iX. Ha npaktuyi
AV3allHEP MpPEe3eHTYeE KiNbka  MOYaTKOBUX
(ecki3HMX) BapiaHTiB, fAKi JatoTb 3arajbHe
yABNEHHA Npo (GOPMOTBOPUMA  MpPUHLMM,

CTUNBbOBY XapaKTEPUCTMKY, MaTepianbHICTb |
KONOPUCTUYHE  BMpiweHHA ob'ekta. [na
npviknagy — B Aun3aliHi iHTep'epy BXe Ha cTagii
Hauyepky 06MpalTbCA OCHOBHI MpesMeTu
mMebiB | 3paskym OMOPAAXEHHA. Y3rofyKeHi
BapiaHTW YAOCKOHaNIOKTLCA B MOAANbLUIN
poboti. Ha ocHoBi 0bpaHOro HanpAMKy
AeTanbHO PO3pObAAOTLCA KONAXKi MPUMILLEHb.
F0N0BHI O6'€KTN AOMOBHIOKOTLCA aKLlEeHTaMK i

akcecyapamu.

306paxkeHHs, BUKOHaHI TexHiKoro
Konaxy, MatoTb CBOI crneuudivHi  pucy,
30KpemMa JAOCWUTb Yy3arajibHeHe | YyMOBHe

306pa>keHHs, BiJibHa iHTepNpeTaLlis npocTopy,
CBiJOMe paLioHa/NbHe «MOpPYLEeHHA» MpaBuA
nepcrnekTmBey, MOJENOBaHHA dopmu
NOKaNbHUMM  NAAMaMW  NpU  MiHIManbHOMY
BMKOPWUCTaHHSA NiHii (puc. 4).

Y3ArANbHEHICTb 30BPAXEHHA

YMOBHICTb 306PAXEHHA

CMPUAHATTS ®OPMU MNNAMAMMU

BIACYTHICTb JHII

v

HEMOX/UBICTb AETAMI3ALII

Puc. 4. OcobamsocTi rpadiuHoi MOBU Konaxy

LLi ocobamBocTi paroTb HWU3KY nepesar.
BukoHyroun ecki3 y TexHili konaxy, au3anHep
MUCAUTb LINICHUMWU KaTeropiaMu, HexTyroum
HeCyTTEBUMW JeTansiMu, WO JaE MOX/IMUBICTb
CUCTEMHO | OnepaTUBHO aHanilyBaTu BeVKY
KiNbKICTb Pi3HMX BapiaHTIB, 3anyyaroun HOBI
AaHi 0 XyA0>XKHbO-TBOPYOTro NpoLiecy.

Binbw  getanbHO  po3rNAHEMO  TOM
BMMNaJOK, KON CaM KOJaX CTa€ OCHOBOK ANf
CTBOPEHHSA Bi3yaNbHOro obpasy
NpoekToBaHOro 06'ekta, 6e3 3acTocyBaHHA

TPUBUMIPHOI Bi3yanizauii. TyT BapTo cKasatu

npo cnocobum nepepaui npocTopy.
TpVBUMIpHWNIA npocTip AK npaswno,
npeAcTaBASETbCA AOCUTb obMexeHo
OPTOTrOHaNbHUMK  MNPOEeKLisMK,  YacTiwe
aKCOHOMETPUYHUMKN  300paxkKeHHAMMU  uun
CNoCObOM  BUKOPUCTaHHA  LEHTPaNbHOrO
npoekuitoBaHHA, e  po3mipy  06'ekTiB
3anexatb Bif IX TMOJIOXEHHA BiAHOCHO

YMOBHOrO CrocTepiraya, NiHii FOpn3oHTy, KyTa
ornsagy.
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Puc. 5. YMOBHICTb TpakTyBaHHs NpocTopy
Npw CTBOPEHHI Koslaxy

TR ]

Puc. 7. MNowyk obpa3Ho-acoLiaTUBHMX BAACTUBOCTEN
npoctopy 3acobamu Konaxy

3BUYaiiHo, o BMKOPUCTOBYHOUM
IHCTPYMEHTM  pacTpoOBMX  pejakTopiB, 3a
AOMOMOTOH0 LMGPOBOro Kosiaxy Ta Ha OCHOBI
MeBHOro  «Kapkacy» MOXHa 3 BWUCOKWM
CTyrneHeM  TOYHOCTI  CTBOPWUTU  AOBOJI
06'eKTUBHY peanicTUUHy (HaBiTb 3 HaTAKOM Ha
¢$0oTO) Bi3yanizauito TPUBMMIPHOTO NPOCTOPY.

B «konaxi, fK 3a3Hayanocb, MoOXe
AOMycKaTUCb YMOBHICTb. Kosnv nopyLuytotbes
npaBuia nobyAoBW, MOXHa He CTPOro

Puc. 6. MNowwyk obpa3Ho-acoLiaTUBHMX
B/1aCTVBOCTEN NPOCTOPY 3acobamu konaxy
N |

[ 1]

Puc. 8. MogentoBaHHA y3arajbHeHOro
H6aueHHs 06'ekTa 3acobamu Konaxy

AOTPUMMYBATUCh MEBHOI CUCTEMM MPOEKLin B
nAaHi BUKOPUCTaHHA 3aKOHIB NiHIMHOI nepeaavi
npoctopy. KpiMm TOro KonaxHui NpuUHLMN
[03BONISIE MOEAHAHHSA KiIbKOX CUCTEM MPOEKLLN
B OAHOMY 306paxeHHi (puc.5). Cnis-
BiHOLIEHHA pPO3MipiB 06'eKTIB MOXe He
BiAMOBIfaTN iXHIM MacwTabam. Baxnueum vy
306paxkeHHI KOnaxy CTae He nepejaua
NPOCTOPOBOI OpraHizaLii ManbyTHbOro 06’'ekTa,
a came uinicHMA o6pas, CTBOpPeHWA udepes
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CMIBCTABNEHHA  Bi3yaJlbHUX  BAACTMBOCTEM
pi3HMX GOpM Yy eANHOMY NpocTopi (puc. 6, 7).

Jo Hanbinbw BaromMux 3 norasay
Bi3ya/IbHOI OUiHKM BnactmBocterr dopm, K
BIAOMO, Hanexatb pPO3Mip, Maca, nponopuii,
dopma  (KOHdirypauis), konip,  dakrtypa.
OTpuvmaHa KOMMO3MLiA Ha NAOLMHI NEBHOK
MipOIO Ma€ nepeaaBaTtut CTUAb, KONIPHY NaniTpy,
Jomomara€e  BM3HauuMTMCca 3 BMOBOpOM
0306/10BanbHNX  MaTtepianis, MebniB  Ta
aekopy (puc. 8).

Bapto TakoX BIAMITUTW iNHOCTPATUBHWIA
acnekT  AiAXKWTanN-konaxy npu  CTBOPEHHI
AKICHMX Mpe3eHTauii TBOPIB | 300paXkeHHi
cepegoBuLla. LindpoBuin konax Takox cayrye
ANS JOMOBHEHHS Bi3yanilaLii 06'exTa 3acobamm
BMPa3HOCTI, efNemMeHTaMu aHTypaxy,
TeKCTypamMu, BiyanbHUMK epekTamu, KONipHO-
TOHa/IbHOI  KOpeKLiii, BMKOPWUCTOBYETbCA Ha
CTagii Noctobpobky peHaepy Yy cepesoBULLI
pacTpoBuUX peaakTopis [7].

Ha cborogHi npeseHTauifs MpOEKTy Yy
nporpamax Takmx Ak «Adobe Photoshop»
HabyBae yce 6inbwOi MONYAAPHOCTI 3aBAAKM
MOX/IMBOCTAM ~ CTBOPEHHS  OPWUriHaNbHOro
XYAOXHBOTO  BUPIWEHHS, WO  MOEAHYE
peanicTMyHi Ta Gopmanisyrodi npuHUMnK [6].
CyyacHu LMPpPOoBUIA KONax € NEPCrneKTUBHUM
3acobOM CTBOpPEHHA Bidyanizaui, HagineHux
€KCKIFO3MBHICTHO, OPUTIHANBHICTIO, XyAOXHbOIO
AKICTHO.

OcTaHHIM YacoMm yce 6inbOoro po3BUTKY
HabyBatoTb IHCTPYMEHTW Bi3yanisaLii AM3aiiH-
NPOAYKTIB 3@ JOMOMOTOHO LUTYUYHOrO iHTENEKTY.

OaHuM i3 Hanpsamie 3actocyBaHHA LI €
CTBOPEHHS AKICHWX, boTopeanicTMUHmX
306paxkeHb NPOCTOPY Ha OCHOBI eckidy. OaHa i3
cbep ubOro  HanmpamMKy —  reHepauis
306paxkeHHA Ha OCHOBI konaxy. TobTo, 6e3
BMKOPUCTaHHA CKNagHoro Ta
pecypcHoMicTKoro npouecy 3d MogentoBaHHS,
MOXHa OTpuMaTM AOCUTb  iHGOPMATMBHY
Bi3yaZbHy npe3eHTauito. 3BWYaHO,  LIO
BUXIAHMX JaHWX JiMLIe OAHOro Kosaxy byae
6pakyBaTh, OAHaK CYKYMHICTb JaHWUX PI3HUX
MoZAenen, BUKOPUCTaHHA MiZKa3oK KOMMNAEKCHO
JAOMOMOXYTb CTBOPUTW LOBOJI MOBHY KapTUHY.

Konax TakoX akTMBHO 3aCTOCOBYETbCA B
TBOPYO-MOLWYKOBOMY  Mpoueci,  30Kpema
3aBAAKM MOX/IMBOCTAM 34iicHIOBaTK
KOMMO3MLiAHI Ta AeKOMMNO3ULiHI NpoLeaypu.

MobinbHiCTb | MpocToTa CTBOPEHHSA
KONaXxiB-eckKi3iB [03BO/NSAE BMKOPUCTOBYBATH
KOMaX fK OJHWH I3 MEeTOAIB LUBUAKOrO
eckidyBaHHA. He3Baxarouw, WO OCHOBHA
KombiHaTopHa  QYHKUIA  HanexwuTb  yaBi,
3aCTOCyBaHHA AaHoro cnocoby Npu3BoOAnUTb A0

HapOAXEHHA  OPWriHaAbHUX  HEeO4iKyBaHWUX
BMpILLEHb. 3aCTOCYyBaHHA KOMaXxy B TBOPYOMY
npoueci nonsrae B aKTUBHIM Al Haj
efieMeHTaMy, CyTb fKOI —  AOCAIAXEHHSA
PiI3HOMAHITHNX AKOCTEWN MO>INBUX
KOMMO3uLin 3 MeToro BMOOpYy HanbinbL
npioputeTHOro  BapiaHTa | 36inblUueHHA
Bi3yanbHOro gocsigy. Taka cuTyauia Mae

irpOBUI  XapakTep | CMOHyKaE A0 TBOPYOI
PO3KYTOCTi, BIAKPVBAE €BPUCTUYHUM  LUAAX
noLuyKy opraHisauii popmu.

Ha npaktuui kombiHaTopHMM cnocobom
MO>Ha LIBMAKO CTBOPIOBATM HOBI KOMMO3WLii 3
HasBHUX e€/eMEeHTIB, He BWUTpayarounm Ha
TBOpUMM nowyk 6arato u4acy. Lle Takox
[O3BONSE MpautoBaTM He TiNbKM 3 MPOCTUMMU
reomMeTpuyHumMmn  dopmamn, a n  HGinbw
CKNAZHVMW.

Cepeq, BaXx/IMBUX acCnekTiB KONaxy Cij
Ha3BaTW HaBYaNbHO-BMXOBHWW. 3asydaroun
KOJMaXX A0 HaBYa/JbHOro NpoLecy, AOCAIAHWNKN
NOMITUAM  AMHAMIKy TBOPYOrO  PO3BUTKY
CTyZEeH-TiB: 3'ABMNAcA  YMeBHEeHICTb Y
KOMMO3MLiiHIN Nnobyaosi pobiT; 36inbwimnacs i
CTana pi3HOMaHI-THILWOK ManiTpa matepianis,

Lo BUKOPUCTO-BYHOTHCS; YCKNAAHUANCA
TexHoorii i npuromMmu poboTu 3
Pi3HOMaHITHMMKW MaTepianamu [1].

BucHoBkn. Konax - ue cnocib

CTBOPEHHSA 306pa>keHH$, LLLO XapaKTepUn3yeTbCs
NAKOHIYHIC-THO, MNOLWMHHICTIO Ta YMOBHICTHO
nepeAaui NpocTopy, ane, Nonpw Le, Hece B cobi
MeBHi acouiaTMBHI PUCK | Ma€e XapakTepHi
BMpPaXkanbHi MOXAMUBOCTI. ICTpIA BUKOPUCTaHHSA
KOJMaXy B AM3alHi i MUCTeUTBI CBIAYUTL MpPO
MOro 3HauyeHHA fAK PpeBOAIOLUINHOI  dopmMu
XYAOXHbOTO MMWC/IEHHS, AKa Crpusana Bigxoay
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BiZl yCTaNeHMX BikaMy¥ aKaZeMiYHUX MPUHLMNIB,
Jana nowWTOBX MOsBi Ta PO3BUTKY HOBUM

TBOPYMM  TexHikam: acambnsxy, eHBal-
POHMEHTY, aKyMyAALii, TEXHIL KOHCTPYKLLT, AKi
BMKOPUCTOBYIOTbCA  CbOTOAHI  MPOBIAHMMY
MUTLAMM.

BuasneHo, WO 3anyyaHHA Konaxy Ao
AV3ANH-AIANBHOCTI MOXEe 3Ha4yHO MiABULLNTM
NPOAYKTUBHICTb 3@ NEBHMX YMOB. 30KpeMa, Ha
MoOYaTKOBMX eTanax 3aNy4YeHHA Kosaaxy Ta
uMbpoBOro  KONaX CTBOPHOKOTBCA  YMOBWU
PO3LLIMPEHHA NOAA yABAEHb NPOEKTYBANbHWNKA,
WO [JOAATKOBO JAa€  3MOry  3AiMCHIOBaTH
KOOPAMHALIKD ~ MK OKpPeMUM  NaHKaMu
MPOEKTHOrO Mpouecy, Aornomaratv BU3HayaTu
Lini  npouecy Ha YyCix CcTagisx po3pobku
npoaykTy. BurKopucTaHHs Konaxy pJO03BOAAE
reHepyBaTv BUpPIWIEHHA Ta  CTUMYAKOBaTU
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BERDYNSKYKH S. O.
«KROK>» University, Kyiv, Ukraine

COLLAGE IN DESIGN: A TOOL OR A FORM OF PROFESSIONAL THINKING?

Purpose of the study is to analyze the effectiveness of traditional collage and digital collage within the
structure of design activity, to identify their main formative properties, and to establish priorities for use and
specific tasks in conveying the objective properties and the emotional characteristics of the depicted object.

Methodology. This research involved the study of information sources related to the topic, critical
analysis of the practices of using the latest means of visualizing creative projects, a review of the portfolios of
contemporary designers and computer graphics artists, structural and system analysis, and synthesis of existing
information and the latest research results.

Results. The insufficient study of collage as a means of design graphics highlights the need for research
related to discovering its typological, functional, compositional, stylistic, and structural features. The history of
the formation and development of collage allows us to assert that collage is not only a special artistic technique
but also a revolutionary way of thinking during the transition to new artistic forms in the early twentieth
century. Further transformation of collage occurred in a number of techniques that progressed and were
actively used in the postmodern era.

As a result of the analysis of contemporary form-making practices, a fairly wide range of collage
applications has been revealed. This range spans across all types of artistic and design activities at the stages
of pre-project research, in the process of creative work and synthesis of ideas, and in the presentation of design
results. It has been established that collage and its varieties can rightly be considered a tool for the practical
implementation of a project idea, a means of generating creative findings and stimulating search processes, as
well as a form of professional thinking at the level of idea development.

Scientific novelty. The study identifies the priorities of application and the main strategic directions for
the feasibility and effectiveness of using traditional and digital collage in artistic and design activities.

Practical significance of the results obtained lies in their potential application in design practice, the
educational process of training specialists in artistic and creative fields, and further research in art studies,
cultural studies, architecture and design.

Keywords: visualization, collage, visual communications, design, design graphics, creative process.
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AIAEHKO O. M.

Kuiscebkuli HayioHanbHUl yHiBepcumem Kyaemypu [ Mmucmeyms, Kuise, YkpaiHa

PEKIAMHUI BIAEOPOJ/INK AAK CUHTE3 MEAIA: YKPATHCBKI

DOI:10.30857/2617- -
PEAJTII BOEHHOTIO YACY

0272.2024.3.15

Memoro cmammi € 022150 ma aHani3 NPakmMuU4YHUX Hanpsimie 3acmocyeaHHs 8i0eo- ma KiHo-pekaamu
MeQiliHo20 xapakmepy 8 yMo8ax Cy4acHol YkpaiHu, ocobuso 8 KoHmexkcmi dusaliHy ma pekaamu.

Memodonoezis docnidxeHHs ykpaiHcokol peknamu 30ilicHeHa 3a 00NOMO20H ICMOPUKO-KY16MypPHO20
nioxody, wjo 003804U/I0 Npocmexumu il po3sumok 8 koHmekcmi gitiHu. CoyiokynemypHuli nidxid sussus
3MIHYy HApAMUBHUX Ma 8i3yanabHux cmpamezil, Wo 8UKOPUCMOBY8ANUCA 8 pekAami, a KoMnapamusHul
nioxio das 3mMo2y NOPIBHAMU YKPAiHCbKUU pekaamMHUl KOHMeHm 3 MKHApoOHUMU cmaHoapmamu.

Pe3ynemamu. Y cmammi nposedeHo aHani3 yKpaiHCbKUX pekAamMHUX ma coyiansHux 8i0eo ma KiHo-
posukie y KkoHmekcmi 8iliHU. /JlocniOxeHO 3MiHy HApamMueHUX ma ei3yasibHuUx cmpameeil, wo
guUKOpUCMOBYHOMbCA 0151 3a/1y4eHHs ayoumopil, 30KpemMa Yepe3 Nampiomuy4Hi ma coyianbHi memu, @ makox
OJoHopcbki kamnadii 0n8 niOmpumku apmii ma ekoHoMmiku. Yeazy 30cepedXeHO Ha MexHO/M02IYHUX
0ocsizHeHHsIX y 2aay3i 8i3yabHOI Kyiemypu, Wo 00380/8€ NOPIBHAMU yKpaiHCbKUl pek1amMHUli KOHmeHm (3
MDKHapoOHUMuU cmaHdapmamu. Cmamms akyeHmye yaazy Ha 080X KIH0HO8UX achekmax: (iHaHCy8aHHa ma
doHopcmeo 3ads nepemoau i NIOMPUMKA yKpaiHCbKUX Nociye Yepe3 MediliHy pekaamy. Takox po32/1Hymo
NpuKkaaou Cy4acHUx yKpaitHCbKUX pekiaMHUX poJukige, fKi cnpusome opMy8aHHK HO8UX cmaHdapmis y

eanysi dusaliHy ma pekiamu.

Haykoea Hoeu3zHa cmammi nosszae y snepuie nposedeHoMy aHaMi3i cneyugbiku supobHuymea
peKAamMHo20 KOHMeHMy 8 yMOoB8aX BOEHHO20 CMAHY, WO hiOKpec/toe (020 8naue Ha HopMysaHHs
HayioHaneHol caidomocmi ma nidmpumky ekoHOMIKU YKpaiHu.

Mpakmuyna 3Havywicme. [locnidxeHHA Ha0ae HOB8I 3HAHHA MO/00uM OusaliHepam ma 84eHUM
w000 BUKOPUCMAHHA PeKAAMHUX MA CoYiasbHUX 8i0e0- ma KiHO-pOJUKI8 Y Cy4aCHOMY YKpaiHCbKOMYy Media-
npocmopi, wo cnpusie iXHbOMy npogeciliHoMy po3gumKky.

Knrouosi cnoea: media, peknama, 8i0eoposiuk, KIHO, 8i3yasbHI MUCMeymesd, yKpaiHceka Ky/iemypa,

8IlHa.

Bcryn. CyyacHa peknama BUKOPUCTOBYE
PI3HOMAaHITHI TEXHIYHI Ta TEXHONOTIYHI 3acobw,
NCUXOOTIYHI MPUAOMU Ta €CTETUYHI pilleHHs
ANA  CTBOPEHHs npuBabAvMBMX | 3pO3yMinnx
NPoAyKTiB. Baxxansy ponb BigirpatoTb KiHO- Ta
BILEOPOINKN, AKI CUHTE3YIOTb BidyasibHIi popMM
TPagVLIAHOI Ta HOBATOPCHbKOI KyabTypwu. B
YMOBax BOEHHOrO CTaHy Ui IHCTPYMEHTU
TpaHCPOPMyBannCa,  pearyroum  Ha  HOBI
BUK/AVKM, Taki fK nigTpumka o6OpoHM Ta
BOJIOHTEPCTBA, a TaKOX akueHT Ha b6e3neui
rpoMagsH.

3rigHo 3 gocnigxeHHAMK, 90% daxiBuiB y
chepi AnM3alriHy Ta peknamu, fKi BXe aKTUBHO
BMKOPUCTOBYIOTb OpMaT KOPOTKUX BifeO Ta
KIHO pPOAWKIB, MaloTb Hamip 36inbwnt abo
3bepertv CBOI BKNafE€HHA B Ll HanpaMOoK.
Kpim TOro, KoXeH n'ATUMA chewujanict niaHye
BMPOBAANTN KOPOTKI BifeO B CBOI pPekJaMHi

KaMmnaHii y Hanbamxyomy podui, Wwo ocobanso
aKTyaZbHO B yMOBaX BOEHHOTrO CTaHy B YKpaiHi,
Konn uen dopmat Habupae NonyaspHOCTI AK
3acib epeKTMBHOI KOMYHiKaLjii 3 ayAuTOpIEtO.
Hapasi Hanbinblw akTyanbHUMW € peknamHi
NPOAYKTW, LLO CTOCYOTbCA 340POB'A | be3neky,
3acobiB 3axucTy, JonoMorn o6opoHi YkpaiHu Ta
BVCBIT/IEHHA BOJIOHTEPCbLKOI AIANBHOCTI.
CyuacHa peknama noBmMHHa ByT KOMMaKTHOHO,
aKTyaNbHOO Ta LiNecnpsMOBaHOMD, | CaMe KiHO-
Ta Bifeopeknama Halkpale BigMNOBiAaE LM
BMMOram, CNpuaouM peanisauii 3aBAaHb, LLO
nocTtanun nepega YkpaiHoto.

B ymMoBax BillHW Ba>/1MBO BpaxoByBaTw,
WO peknama TaKOX BWKOHYE  YHKLiO
MOPasIbHOI MiATPUMKM, HaANXatouM HaceNeHHs
Ta NigBULLYHOYM naTpiOTUYHWI AyX.
AKTyanbHUMKU CcTannm HoBi dopmaTty nogadi
iHbopMmaLii, fKi NOEAHYIOTb Y CcObi enemeHTH
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aHiMaLii, AOKYMEHTaNICTUKN Ta XyAOXXHbOIO
KiHO. Lli 3MiHM A03BO/IAIOTL HE AuLle JOHEeCTU
iHbopmaLito, a W  eMOUiMHO  3anyunTn
ayauTopIto, WO € 0COBANBO Bax/IVMBUM Yy
HWHIWHIX YMOBaX. 3pOCTa€E TaKOX 3HAYeHHA
umdpoBux nnatbopm ANA PO3NOBCHOAXKEHHS
peKamMHOro KOHTEHTY, ajxe BOHMU
3abe3neuyoTb MUTTEBUIA JOCTYN AO LIMPOKOT
ayauTopii. TakuM UYMHOM, peksamHi Bigeo- Ta
KIHO-PO/IMKM CTatOTb HE NLLE KOMEPLIMHMM, a
M couiaNbHO BaX/MBUM IHCTPYMEHTOM B
yMOBax BOEHHOrO CTaHy, cnpusoumn
dGOpMyBaHHIO HOBWX COLialbHMX HOPM Ta
LiiHHOCTeM B yKPaiHCbKOMY CyCMiNbCTBI.

AHaniz nonepeaHix AocCAiA)KEHb.
Mpobnema po3BUTKY 1 ajanTauii peknamHol
BileO-, KIHO- nNpoAyKuii A0  Cy4acHWX

BITUM3HAHWUX CYCMNINbHUX peaniin po3rnaAaeTbca
B AeKiNbkox acrekTax. [o-nepuue, MAeTbCA Npo
NIATPMMKY 1 36epexXeHHA  HaLuioHanbHOI
IBEHTUYHOCTI Ha TepeHax Bi3yanbHOI KyNbTypW.
Tak, €BreH [laBnivyeHkO nuwe npo Te, LWO
AOCNIAXEHHA HALiOHaAbHOI iJEHTUYHOCTI AK
KOMMOHEHTa Bi3ya/lbHOrO aHanidy € OfHUM i3
NPIOPUTETHMUX HanNpAMiB Yy ranysi ictopii
MWCTELTB, KIHO3HABCTBa, Ky/JbTypo/Orii Ta
mMacoBmx KomyHikauiv [10, c. 34]. 3okpema,
AOCNIAHVK HABOAWUTb MPUKNAAM YKPaIHCbKUX
BUeHuMx (FKO. Mapuinuyk, A. MalLeHko); Ha 1oro
AYMKyY, iXHi pobOTWM 3acBifuytOTb BaX/MBICTb
BKJFOYEHHSA iAen HaLiOHaNbHOI IAEHTUYHOCTI Yy
X0oA4i  OOroBOpPEeHHA  TBOPIB  >KMBOMMUCY,
doTorpadin Ta KiHonpoaykLuii. Baxkavee Mmicue y
AOCNIAXKEHHSAX, AKi CTOCYOTbCA GOPM PYyXOMUX
Bi3ya/lbHUX 0Bpa3HUX Gopm (yBakaeMO HUMU
KiIHO- Ta Bifgeo- posnvkwu), obiMae cemioTnka

binbMy.  Ha  Hawy aymky, uen  acnekT
AOCNIAHNLBKOT  NpobiemMn €  TOTOXHIM
npobsemi BNAMBY BidyasbHOrO 06pa3y Ha

CBIAOMICTb — CyCMiNbHY Ta IHAMBIAYanbHY, AKa
Ai€ fK penpeseHTaTMBHa CUCTEMaA, WO B Hii
BMKOPWUCTOBYHOTbCA 3HaKM Ta CUMBOAW (CNOBa,
300paxkeHHs,  CTBOpPeHi 3a  AOMOMOroHo
eNeKTPoHHMX 3acobis) [8]. Ha popatok
3ayBaXXMMO: peKNaMHWA Bi3yanbHWUA 06pa3
(Npe3eHTOBaHMM Ha N1aTPOpMi KiHO- Ta Bigeo-
POJINKIB, 30KPEMa) KOHCTPYHOETLCA 3 e/IeMEHTIB

AV3aliHy, AKi € NepeBaXHO 3HaKaMM-iHAEKCaMK
Ta 3HaKaMuM-CUMBOIaMMU, wo BOHU
Bigo6paxkatoTb crnoci6 KUTTEAIANBHOCTI
YKpaiHLiB Ta CNeKkTp iXHiX eMOLNHWX cTaHiB [5,
c. 120-130]. B YkpaiHi oCTaHHIM YacoOM BUAAHO
6arato pobit i3 NUTaHb KiHO-, BiAeO- peknamm
(banneHwrtenH, Koctenko, 2017; Tepacumosa,
KpaBeup, 2013; Npunumk, 2021; Aemuerko, 2017;
Koeanesa, 2020; KoaneHko, 3anuesa, 2017,
KoHonnboBa, 2023; Kpasyosa, puueHko, 2018;
Kpumcbka, 2012; JlyueHko, 2014; ManuxiH,
KpueeHko, 2018; Mitumy, MasHuk, 2016;
Ocapua, 2018; Mpoukis, 2018; Tkay, 2014). Ha
aymky T. ApxunoBoi, TenebayeHHsa € OfHUM i3
HaBaromiwmx 3acobis NnowmnpeHHs iHdopMaLii
[2, c. 18-19]. C. 3apa noainse Bigeo-kKNIiNM Ha
CHOXKETHI, OpuriHanbHi, aHiMaLinHi
(MynbTUNAiKauiiHi), KoMb6iHOBaHi, ¢iNbMOBI
(ypvBKM i3 KIHO®INbMIB) Ta JOKYMEHTanbHI [7, C.
94-98]. B. Kpnnosa BucioBmna Aymky npo Te,
WO  eKpaHHa  KynabTypa Bce  binble
NepeTBOPIOETLCA Ha €KPaHHY TEXHOJOTIO; LLO
HOBITHI KOMM'KOTEPHI AOCATHEHHS MOCTaBUAU
Ha nepwe Micue 30BHIWHK AOCKOHANICTb
€KpaHHOro  3006paxeHHsd, WO  KiHO |
TenebayeHHA CbOrofAeHHA CTUMYJTHOOTb eMoLil
Ta BPaXEHHSA, 3a/iMLatoun ragada bangyxum
Ha ek3ucCTeHuianbHOMy piBHi [9, c. 3]
BignoBsigHo a0 |. lMeuyepaHCbKOro, nUTaHHS,
NnoB'A3aHi 3 ayAioBi3yaJlbHUM MWUCTELITBOM i
BMPOOHMLTBOM, MPONOHIOBAHO  BMBYaTUCA
3apybixxHumn gocnigHmkamun (E. Abaa-Cerypa,

|. Bancpenbs, A. Biktopio, /[x. TapseWn,
M.-A. loHcanec-3amap, M. [piepCcoH,
A. Javensc, E. Epmonac, K. Ksacrek,

C. HaymaHH, ®. Manetta, J1. Pibac, J1. CiHrep,

M. ®eppepa). 13 npusoay BMBYEHHSA
ICTOPUYHWUX, TEopPeTUKO-NPUKNAZAHMX Ta
iHHOBALLIMHMX TOHKOLLIB PO3BUTKY
ayAaioBisyanbHOro MuncTeuTBa TOLWO,

l. MeyepaHcbknin BUAinAge poboTn aBTOPCTBA
3. Andboposoi, B. bespyuka, C. XenesHska,
O. NaHpsak, I'. Yminb Towo [11, c. 103-108].

Ha HaLy BYMKY, TeopeTuyHe
OBrpyHTYBaHHA | NPaKTUYHE BTIIEHHS HAayYKOBOI
npobsemn «peknaMHuU BifEO-KIHO-POANK AK
CMHTE3  MWCTeuTB:  YKPAiHCbKI peanii»
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noTpebytoTb Noganblunx po3pobok. Y ymosax
BOEHHOIO yacy mManodopmarHi Ta
ManobroaXXeTHI Bi3yasbHi GOpMU peKNaMHOro
XapakTepy MOBUWHHI 3aliMaTh MPOBigHE Micue
Ha pekaMHOMY PUHKY Ta BigirpaBaTv BaXxaunBy
ponb y GOpMyBaHHI HOBITHIX GOpPM i 3MicCTy
peknamu B YkpaiHi.

MocraHoBka npob6nemw. Mertoto
BOCNIAKEHHA € po3rnsg CyYacHUX
XapaKTePUCTUK pPeKNaMHOro KiHO- Ta Bigeo-
pPONMKYy fK CWHTe3y Megia. Po3pobka Ta
npeseHTauia UMX peknamHux GopmM  Ha
CNOXMBALLbKMX TEpPeHax MOXYTb CYTTEBO
niATPMMYBaTU OBOPOHY YKpaiHM Ta CnpusaTu
nonynapm3auii - yKpaiHCbKUX — LjiHHOCTEW —
AYXOBHMX, IHTeNeKTyaNbHWX | MaTepianbHMX.

Pesynbtatm pgocnigpkeHHA Ta  iXx
obroBopeHHA. Ha  CbOrofHiWHIN  AeHb
Bigeopeknama BBaA>KAETbCA OAHI€rO 3

HanedekTMBHIWNX GOpM POKyCyBaHHA yBarun
CNOXMBA4YiB Ha ToBapu Ta  MOCAYyrW.
Bigeopeknama  BMKOPWCTOBYE  MapameTpu
pyXxomux 306paxkeHb, 3BYKy Ta rpadikm ansa
NPOCYyBaHHA MNPOAYKTIB, 3anyyYeHHs HOBWX
KNIEHTIB, 30INbLLUEHHA NPOAAXiB Ta NiABULLEHHSA
BMi3HaBaHOCTI 6peHAay. BoHa TpaHCAHOETLCA Ha
TenebayeHHi, B IHTEpHeTI, Ha MONYAAPHMX
BigeoxoctnHrax (YouTube, Vimeo Ttowo), abo
Ha  eKpaHax Yy TPOMAaACbKUX  MiCLAX:
KiHOTeaTpax, TOProBeNbHO-PO3BaXaabHNX
LeHTPaX, MiCbKMX peKJaMHNX NaHensx.

Y npoueci AOCNIAXKEHHA PEeKJAaMHOro
BIZ€O-KIHO-POAMKa K CUHTE3Y Mejia B yMOBaXx
BINCbKOBOrO CTaHy B YkpaiHi 6yno BusBAeHO
pag, KNHOYOBMX ocobansocTen, o
XapaKTepu3yoTb 3MiHN B PEKNAMHUX CTpaTerisx
Ta  BMPOOHMUTBI  KOHTeHTy. [lo-nepuue,
YKPaiHCbKi pek/saMHi KamnaHii JeMOHCTPYOTb
3HaUHI 3MiHM B ajanTauii 4O BOEHHWUX peanii.
3MICT peknamy no4vaB aKkLeHTyBaTW yBary Ha
couianbHUX Temax, CMiBYYTTI Ta CONiJAPHOCTI,
WO PEe30HYE 3 HUHIWHIMN MNepexXmnBaHHAMMN
nmojen.  bpeHau  HandacTiwe  obuparoTb
cTparterii, NpUCBAYEHi MIATPUMLI YKPAIHCbKMX
3aXMCHUKIB, AOMNOMO3i BHYTPILHBO
nepemiweHnMm ocobaM Ta  MiAKPECNEHHIO
HALiOHaNbHOI iAEHTUYHOCTI. TakKuMM UMHOM,

peksama CTasa He JiMWe  KOMEPLINHWUM
IHCTPYMEHTOM, ane i cnocobomMm niaATPUMKMN
CyCninbCTBa.

Ocobnvey yBary 6yno npuaineHo
BMPOOBHMLTBY KiHO- Ta Biszeopeknamu. B ymoBax
BIMHW YKpaiHCbKi KOMMaHIi moyann akTUBHO
BMKOPWCTOBYBATU JIOKabHI iCTOPIi, CUMBON Ta
Ky/JIbTYPHI efleMeHTW, fAKi HajalTb pekiami
aBTEHTMYHOCTI Ta 3a/7y4atoTb €eMOLIHUI BiATYK
y rnagadie. Koonepauia MK pekJaMHUMK
areHTCTBamMy, pexucepamy, akropamu Ta
BOJIOHTEPaMU TaKoX cTae aepani
MOLMPEHILIOK, WO  HANOBHKE  KOHTEHT
FYMaHICTUYHUMM LLIHHOCTAMMW.

Ha piBHI Bi3yanbHUX | HapaTUBHUX
CTpaTerin  CMoCTepiraeTbCs  MpParHeHHs Ao
6iNblIOI NPOCTOTU Ta ACHOCTI MOBIAOMAEHD.
PeknaMHi  posvkum 4acTto MICTATb  CUAbHI
€MOLiMHI eNeMeHTK, 3akauKarounm gJo 4ii 7
cnpuaoumn dbopmyBaHHIO coujianbHoI
BIANOBIAANBHOCTI  cepes  HaceneHHa. Taki
HapaTMBX CTalOTb YaCTMHOK KONEKTUBHOIO
[OCBiAY, WO 3'€AHYE NtOAEN Y BaXKKI Yacu.

LUo CTOCY€ETbCA TEXHOIOTIUHMX
[JOCATHEHb, YKPaiHCbKi  peknamojaBLi  Bce
aKTUBHILLE BMPOBaAXYHOTb HOBITHI
IHCTPYMEHTMW, Taki fK aHimauis, BipTyanbHa
peanbHiCTb Ta iHTepakTuBHi dopmatn. Lle
[O3BO/IAE  He Juwe npuBepTatv  yBary
CnoxuBadiB, ane W CTBOptOBaTU  HinbL

IHTEPaKTMBHMA AoCBi4. [lapanenbHo 3 UMM
CMOCTEPIraETbCA  3POCTaHHA  3aCTOCYyBaHHA
CoLiafIbHUX Mepex AN  PO3MOBCHOAXKEHHS
KOHTEHTY, WO A03BOASE Jocsrat OBinbwoi
ayaMTopIl Ta B3AEMOAIATU 3 HE B PeXUMI
peanbHOro yacy.

He3Baxkatoum Ha cknagHy cuTyaLito,
yKpaiHCbKa peknama AEMOHCTPYE
BMHaXiAMBICTb | 34aTHICTb aganTyBaTuca A0
BUKAWNKIB yacy, NepeTBOPIOOYNCE  Ha
Ba>UJIMBUM IHCTPYMEHT He e ana 6i3Hecy, a
M ANs  NIATPUMKA  CYCMiNbHOI  €4HOCTI Ta
KY/IbTYPHOT IZA@HTUYHOCTI Mig Yac BiiHW.

Y  cyyacHin  YkpaiHi  komn'toTepHa
aHiMauifs € OAHMM i3 MNPOBIHMX METOAIB
CTBOPEHHA  Megia-KOHTeHTy. Lle Bkatouae
BMPOOHMLUTBO AK TpaguuinHmx, Tak 1 3D
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aHiMauiiHMX iNbMIB, peklaMHUX POAMKIB Ta
iHWnx ¢dopm mMegia. OfHiEdO 3 NPOBIJHMX
aHiMaUiHUX CTyAin € KuiBCbKa «AHiMarpag»,
3acHoBaHa y 2012 poui. BoHa cTBOpHOE dinbMun
AN MiKHapogHoi ayauTopii Ta 3p06yna
BM3HAHHA 3aBAAKW TakUM MpPOEKTaM,  fK
«BukpageHa npuHueca» (2018) ta «Maska:
JlicoBa nmicHa» (2023), Aaka nobuna pekopam
KacoBumx 360piB B YkpaiHi (Tabn. 1).

Hwa 3HaKoBa cTyAis —
«YKpaHiMadinbm», fKa BUNyCTUNA MNepPLUNIA
YKPaiHCbKUA MOBHOMETPAXHUA aHIMaLiiHUN
binbm  «baban» y 2014 poui, a TaKkox
oHoBneHu cepian «Mpuroam Koturopouka Ta
noro apysis». ¥ 2016 poui BunwWOB ixHiKn 3D
dinbM «Mukunta Koxxym'aka».

Monpu BWKAWKK, MNOB'I3aHi 3 BIMHOMO,
YKpPaiHCbKi aHiMaTopu NMpOAOBXYOTb aKTUBHO
npautoBatn. AHiMatopka AHHa [lyAKo CTBOpPHOE
dinbM «MokoLw», Wo pedrekcye Ha TeMy BINHN,
nparHyyYn nokasatv Ccuay JAyxy YKpaiHuiB.
HesanexHi aHimMaTopu Ta CTyaii npautoroTb Haj,
KOMEepLUiMHMMWN NpOEKTamMK, a Takox 6epyTb
y4yacTb Y Mi>KHapOAHWX konabopauiax.

LleHTp JoBxeHka NPOAOBXYE
NPOBOANTM KIHOMOKA3M Ta NeKLii, akLeHTyroun
yBary Ha aHimauji, 30KpemMa, OpraHisyBaBLUM
OHNavH-Kypc «KopoTka icTopisi yKpaiHCbKOI
aHimauii». ¥ 2023 poui aebroTyBaB OHNAMH-
cepian  «[lec-mokpoBuTeNb», MPUCBAYEHUN
yKpaiHCbkoMy ncy [aTpoHy, AKWI CTaB BiJOMUM
3aBAAKWN CBOIN POBOTi 3 PO3MiHYBaHHA Mif Yac
BiiHW [8].

YKpaiHcbKa aHiMauiviHa iHAyCTpIA
AEMOHCTPYE CTIMKICTb | ajanTalito B yMOBaXx
BiVIHW,  MPOAOBXYHOUM  PO3BMBATMCA  Ta
CTBOPIOBATM HOBI MPOEKTW, WO CAPUAIOTb
KyNbTypHOMY 36arayeHHO0 Ta MiXKHapOAHOMY
BM3HaHHIO.

TeneBiziiHa peksiama BKIHOYAE POJIVKM
Pi3HOI TpPWMBANOCTI Ta TWMIB, TakMx AK OAiL-
pPONNKN abo PO3ropHYTI POSVKM, LLO MOXYTb
6yTI iHbopMaLinHUMK, BMAOBULLHUMMU,
CEHTUMEHTaNlbHUMM abo aTpakuiHUMU.
PeknamHi ponvkm Takox KnacudikyroTbCs 3a
TUNOM 3MOMKM Ta rpadiyHoi 06pobKw.

Tabanusa 1

Knacudikauia Bigeopexknamu ta aHimauii B YkpaiHi [6, c. 139-147]

aHimauii B YkpaiHi

«YKpaHiMadinom», «Crygis KAlMI»,
npoekTn «MaBska: JlicoBa nmicHaA»

Kateropisn Onwuc Mpuknagu/®akTu

Tunn NiHinHa, HeniHiMHa, cynposigHa | MporpaBaHHA A0 i NiCAS OCHOBHOIO BifeO,
BijeopeksamMm pekiama. IHTEPAKTUBHI POJINKW
Buaun pexknamHoro MapKeTWHroBi, NosICHOBabHI, | BupobHuuTBO BEIVKNMMU Megia-
Bigeo KOMEPLiMHI, «<MpOoAaXxKHi» KOMMaHIMW, KPayACOPCUHT.
®opmatn MPEG, QuickTime, AVI, Windows | Bubip 3aN1eXHO Big, nnatgopmm
BilEOKOHTEHTY Media Video, DivX PO3MOBCHAXKEHHS

LWraTtmen, pyyHa Kamepa,
Ctuni Bigeo- HEBUPIBHSAHI KyTW, | TEXHONOTIYHI NPUIAOMUN AN AOCATHEHHSA
3I0MKM naHopamyBaHHS, cTepikam, | pi3HuUX edekTiB y 3oMLi

crabinizoBaHi kapAaHu
AHimMauiliHa AHiMaUiliHi ponnky, komn'toTepHa | Po3nosctogxxeHHa B €sponi, Asii, CLUA,
peknama rpadika, 3D aHimMaLis BMKOPWCTaHHS HOBITHIX TEXHOOTI
BupobHuuTeo Cryail «ArIMarpag>, «BukpageHa  npuHueca», «Knapa i

YapiBHWUIA ApaKkoH», «<MoKoLL»

BiiHa, nepeceneHHs,
¢dinbMmiB 1 cepianis,
MalicTep-Knacu

Buknukun gns
aHimaTopiB B
YkpaiHi

CTBOPEHHS
dectmsani,

OHnanH-cepian «[ec-nokpoBuTeNb»,
aHiMaUinHWni yeneHsK «Mytnep KkanyTt»,
Mi>XHapOZAHI KonpoayKuii

OCBITHI iHiLiaTVBK
Ta PpecTmBani

OHnarH-Kypcy,
peTpocnekTUBM

MaKcTep-Knacu,

Lentp [JoBxeHka, ¢ectmBane «KUTTA-
BYTTA», «JliHoneym», OH/IaH-KypC
«KopoTka icTopist yKpaiHCbKOI aHiMaLii»
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KiHo-peknama Ma€e BaxnmBe 3HaYeHHS,
BK/IIOYAKOUM  Tpewnepu i MPOMOYWH B
IHTepHeTi. B YkpaiHi 3a ocTaHHE aecaTuniTTA
3'ABMANCA HOBI TaNaHTW B KiHO, IKi CTBOPIOKOTb
iHHOBaLLiMHi poboTy, wo oTpuManu
MiD>KHapOAHe BU3HAHHS.

Le dinbmum, aki BigobpaxatoTb cneumdiky
XWUTTA B YKpaiHi Mig yac BiiHK, Taki Ak «JTtoTb,
WO 3aiMMaeTbca», «CBOBOOAA Y BOrHIi: bopoTbba
YkpaiHn 3a cBobogy», «COHALIHUKOBE Mofe»,
«KnoHgank» i «3anizHi metennkmn». Lii pobotn
AEMOHCTPYHOTb BNAMB BiHW Ta i peanii yepes
0CcobuCTi iCTOpIi Ta YHiIKanbHI KiHemaTorpadiyHi
niaxoau.

YKpaiHCbKi peknaMHi POANKN  aKTUBHO
npeacCTaBNeHi Ha TenekaHanax, BebcanTax
areHui i YouTube-kaHanax, AEMOHCTPYyHOUM
CyyacHi peanii uepes sickpaBi BisyanbHi 0bpasu.
3okpema, 06pa3 AiBUMHM Yy BULLMBAHLLI Ta BiHKY

CTae CYMBOJIOM YKkpainuy, BTI/IFOHOYN
aHTponoueHTpM3M | dokycyroun yBary Ha
NOAVHI B MOBCAKAEHHOMY XXWUTTi. Baxmsi

CyYacHi TpeHAM peknamy BKAKOYAKOTb TeMMU
6e3neku, 3p0poB’'s, gonomorn 3CY, a Takox
NpoCyBaHHA  TOBapiB i3 MaTPIOTUYHOK
TEeMaTMKOHO, K cepist «[loBepTanTeCh XXNUBMMN».

Peknama B YkpaiHi TakOX CnpsiMOBaHa Ha
3MiLHEHHS HaUiOHaNbHOI iA€HTUYHOCTI.
BiTUM3HAHI  pONMKM  aKTMBHO MNPOCYBarOTb
TOBapy Ta  MNOCAYrM  Bif  YKPaiHCbKMX
BMPOOHMKIB, MOKa3yroumn HaLiOHabHI LiHHOCTI.
Mpuknagom ULbOro € NaTPiOTUYHA Ccepis
peKaMHUX POMKIB OHNaNH-Ka3nHo Cosmolot,
WO BUKOPWUCTOBYE fIK Cy4YacCHWX repois, TaK i
midonoriuHi obpasu.

[HWUM  NpUKNagoM  3BEPHEHHS 40
CyyacHoi Midosorii, NopoAXXeHOi BINHOW, €
TEXHOJIOrifl aHIMI3MYy — OyXOTBOPEHHS 00'€eKTiB.
Lle ponomarae 3pobutn peknamy 6HinbLu
npuweabameoto Ta  MidivuHO.  AckpaBuMm
npuknagom € obpas nca lMatpoHa B peknami.
Takox onepatop Vodafone 26 BepecHs 2022
poky 3anpocv rypt Kalush gna crtBopeHHs
NaTpiOTMYHOro poauka 3 Tpekom «JJogomy», fe
aKueHT OyB Ha HEe3NaMHOCTI 3B'A3KYy MiX
6113bKNUMMK, HaBITb MOMPY PYNHYBAHHSA.

Ceprin Koctb 3a3Havae, 7o)
BMPOBAAXXEHHA BOEHHWX CMMBOJIB Y HGpeHan
BapTO pobuTtn obepexxHo. Ha nouyatky BiHW
OCHOBHOK METOK PEKNaMHUX KamnaHin 6ys
iHOOPMALIMHNI  KOHTEHT, WO NiATPMMYBaB
cnoxuBadiB. 3rofgomM BWHMKNA npobaema
NMOBEPHEHHS A0 3BNYAMHNX KOMYHiKaLin. KocTb
KPUTUKYE «XalM» Ha NaTpioTM3Mi, Ha3uMBarouu

ue «baripakTapLyMHOIO» (cywi-cetn
«YopHobaiBcbknin», koBbaca «3CY» TOLLO).
Mi3Hiwe akueHT pekiaMn 3MICTMBCA  Ha

€KOHOMIYHY NIATPUMKY, Hanpukaag, KamnaHis
«Pa3om BMpyanmMo», Wwo ob’efHyBana ykpaiHu,iB
i NigTPUMyBana TuX, XTo BTpaTme poboTy [8].
3pobumo aHani3 Bigeoponvka «[pwuBiT,
cBiTe. 1 — YkpaiHal» 3 Toukmn 30py peknamu Ta
AvsanHy. Bigeoponuk «[pwusit, cBite. i —
YkpaiHal» € MnoTy>XHMM IHCTPYMEHTOM, KWK
AEMOHCTPYE KyNbTYPHY iA€HTUYHICTb YKpaiHu B
YMOBaXx BiHW. BiH NoeaHye BidyanbHi, 3ByKOBI
Ta TEKCTOBI eneMeHTW, fKki GOpMyoTb EANHE

NOBIAOMMNEHHS MNPO  CTINKICTb, Hagito i
NiATPMMKY. Y BifeO BMKOPWUCTaHI ACKpaBi
KONbOPW, TaKi fAK >KOBTUM | CWHIW, WO
CUMBOJI3YOTb  yKpaiHCbkmi  npanop. Le
NIAKPECNHOE  HALOHaNbHY IAEHTUYHICTb Ta
BUKJIKAE EeMOLiINHUM 3B'A30K 3 rasgavyamu.
BukopuctaHHa pi3HMX KagpiB, BKAKOYaKOUU
nemsaxi, MicTa Ta Jto4eln, AEMOHCTPYe
PI3HOMAHITTA  YKPaiHCbKOI  KynbTypu  Ta
npupoan. Komnoswuuia  kagpiB  CTBOPHOE

AVIHAMIKY, WO YTPUMYE yBary raagadis. Mysuka
B POJNKY Fpa€ BaXx/IMBY pPOJb Yy CTBOPEHHI
eMoLinHOro GoHy. BukopucTaHHA TpagmLiiHmX
YKPaiHCbKUX MOTMBIB Yy MOEAHAHHI 3 Cy4acHUMU
apaH>XyBaHHAMM CTBOPHOE BiAUYTTA
HauioHanbHOI ropAaocTi. HasABHiCTb ronocis
YyKpaiHUiB, AKi BWUC/IOBAKOIOTb CBOI AYMKW Ta
nouyTTAa, AOAAE OCOOUCTICHOrO BUMIpY i pobuTtb
MOBIZOM/IEHHS BiNbll eMOLIMHUM | NepeKkoH-
NMBUM. BMKOPUCTaHHA KOPOTKMX | 3pO3yMiNnX
CNOraHiB MigKpPec/atoe OCHOBHI igel poauka.
TekCTM Ha ekpaHi, AKi aKLeHTylTb yBary Ha
CTINKOCTI Ta €AHOCTI YKPAIHCbKOro Hapoay,
pobnaTb iHGOpPMaLiO AOCTYNHOK | Nerko
3anam’'aToByeTbCA. JIaKOHIYHWI | 3pO3yMinunn
CTUAb  KOMyHikauii  Jlinii  Pebpuk, wo
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3BEPTAETLCA 40 LUMPOKOT ayAUTOPIi, AONOMarae
JIOHECTM OCHOBHIi Meceaxi 6e3 3aliBol
CKNagHoCTI. Bigeo BuMKAMKAE CuabHI emouii y
rnagavis, WO € BaX/JMBUM  MOMEHTOM
peknaMHuX KamnaHin. EmMouinHnin  3B'A30K
cnpuse GopMyBaHHIO MO3UTUBHOIO CTaB/IEHHA
A0 YKPaiHCbKOI KynbTypu Ta i LiiHHOCTeW.
Bizeoponuk mMa€ Ha MeTi He vLwe NPOCyBaHHA
YKPaiHCbKUX MpPOAYKTIB | nocayr, ane W
CTBOPEHHA  COUjafbHOrO  Aianory  npo
BaX>UIMBICTb MIATPUMKM  YKpaiHW B ymoOBax
BiHW (puc.1).

Tox, Bigeoponuk «[lpwmeit, cBiTe. A —
YKpaiHa!» € Bjanum nprknasom CUHTe3y Mejia,
Ae peknama i Au3aliH  B3aEMOAitOTb, LWO6
AOHECTU BaXJIMBI Meceaxi. WNoro Bi3yasbHi,
3BYKOBi Ta TEKCTOBI €NeMEeHTU MNpaLorOTh
pa3oM, CTBOPHOHOUM MOTY>XXHY KOMYHIKaL,ito, ika
MOXe CTaTu  KOPWUCHOK AN MOJOAUX
AV3alHepiB Ta HayKOBL,IB Y BUBYEHHI Cy4YacHUX
peknaMHuX CTpaTerin B yMOBaX BOEHHOTO
CTaHy.

AHani3 Bigeoponmnka «Mu noBepHemMocs |
byAeMO XWTWM» TakoX BapTO PO3MNAHYTW.
Bigeoponuk akueHTye Ha Hagii, BATPUBANOCTI Ta
€AHOCTI YKPAIHCbKOro HapoAy B YMOBaXx BiHW.
Lle BaxxnnBe MNOBIAOMAEHHS, fAKe MiAKPECNHOE
ONTMMI3M | BIpY Y MepemMory, Lo € BaXINBUMMU
Ans HaLioHa/lIbHOTO CaMOCMNPUMHATTA.
BukopucraHHsa ACKpaBUX, KOHTPACTHUX
KOJIbOPIB Ta BMpa3HMX 0bpasis, fKi CUMBOI3y-
FOTb XKWUTTH, BIAHOBNEHHSA Ta MWP, CTBOPHOE
NO3UTUBHUI HacTpin. Kagpwn 3 yKkpaiHCbkMMu
nersaxamuv Ta KyJAbTYPHUMW CUMBOJAMU
BMKINKAOTb MOYYTTA FOPAOCTI i NpuHanex-
HOCTI, WO BaxnMBO Ans ePeKTUBHOI pekaamu.
CTpykTypa poAnKa CKIafa€eTbCa 3 YepryBaHHS
KaZApiB, WO BigobpaxkatoTb fK BaXKi yacu, Tak i
MOMeHTU Hagii. Lle fo3Bons€e cTBOpUTU ranboke
eMOLiHe 3aHypeHHS, 3any4aroun rasgaya jo
HapaTtuMBy. BkiroueHHs ocobuctux ictopin
Nofen Ta rpyn nigCUAKOE eMOLIMHUIA 3B'A30K 3
ayauTopieto. My3nMuHMI  cynpoBig Bigirpae
BaX/IMBY poJib y GOPMYBaHHI HaCTPOHO POMKaA.
BukopwuctaHHa menogii, Wwo Bukankae acouiaii
3  HaAUiOHANbHOK  IAEHTUYHICTIO, MiACUAIOE
3arasbHe BpaxkeHHA. [ianor unM  TeKCTOoBI

il Hacnigkn,

BCTaBKW, AKi BMKOPUCTOBYIOTbCA ANA nepeaadi
MOBIZOM/IEHHS, MOBWHHI  BYyTWU YiTKUMK 1
npocTMmu, Wob nerko cnpuinmatncs. Poank
BifobOpaxkae akTyanbHi couianbHi npobnaemy, 3
AKUMWN CTUKAETbCA YKpaiHa, BKAOYArOUMN BINHY i
ane OfHOYACHO aKUeHTYe Ha
cnojiBaHHAX | MOXAMBOCTAX. Baxnumeictb
poAMKa MNOAAraE B TOMY, WO BiH He Juvwe
peknamMye KOHKPEeTHUI NpoaykT abo nocayry, a
€ YaCTUHOK BENMKOI KamnaHii, Wo nigTpumye
MOpanb i AyX YKpaiHCbKOro Hapoay (puc.2).

Taknm umHoM, «Mwu nosepHemocs |
byseMO  XWUTU» €  MOTY)XHUM  3pa3koM
peknaMHOro Bifeo, sike O6'€AHYE ecTeTuKy,
emoujii Ta couianbHy 3HAUUMICTb, WO POBUTH
MOr0  BaX/MBUM  €/1eMEHTOM  Cy4acHOro
MegiHoro naHawadTy YkpaiHu.

HacTynHuii peknamHuin Bifeoponnk Big

«Kyivstar» Mae 4iTky MeTy — nigTpumka
36ponHnx  Cun  YkpaiHm  (3CY)  uepes
nonynapu3adito  gonomorn im.  KoHuenuisa

«Cyrnep CUAM» BKa3yE Ha TepoivHiCTb Ta
CMININBICTb, acoLiroroum Aonomory 3
ocobucTmu AOCATHEHHAMM KOXHOro

rpomagaHvHa. [ln3anH BiAeo MOEAHYE ACKPaBi
KONbOPW Ta AMHAMIUHI KagpW, O NPVBEPTAOTb
yBary. BukopucTaHHA yKpaiHCbKMX CUMBOAIB,
TakMX K >KOBTO-61aKUTHI KONbOPW, CTBOPHOE
eMOLINHNA 3B'A30K 3 raagavem. BisyanbHi
edekTV Ta aHiMauii NiAKPECHOOTb BaX/IMBICTb
iHbopMaLiii Ta CNPUALOTL 3aNyYEHHIO ayAUTOPIl.
HapatuBHa cTpykTypa ponvka Oyayerbca Ha
€MOLiAHI NPUB’'A3aHOCTI f0 repoiB Ta iXHiX AiN.
Po3noBigi nNpo  KOHKPETHWX ftojen, aki
aonomaratotb 3CY, goaaroTb iHAMBIAYaNbHOCTI
Ta 0COBMCTOro BUMIpY, WO pOBUTb 3aKNMK 4O
4l 6inbw edekTMBHMM. Bigeo BukopucTOBYE
BMCOKOSAKICHY ~ 3MOMKY, uiTKy rpadiky Ta
npodecinHy 03BYyYKy, WO MiABULLYE 3aranbHy
AKICTb Npe3eHTauii. 3ByK Ta My3MKa TaKoOX
niabupatotbea 3 ypaxyBaHHAM  Temu,
CTBOPHOIOUM HACTPIN, LLLO MIATPUMYE eMOLIMHNIA
3apsg Bigeo. PoOAnK MiCTUTb YiTKMIA 3aKAUK A0
Aii, CNOHyKaroun rasgadviB 40 akTUBHUX AiN Ha
nigtpumky 3CY. Le 3akank ao diHaHcoBOI
[JOMOMOrK, BOJMIOHTEPCTBA Ta  MOLUMPEHHS
iHbopMauii. ¥ obctaBuHax BiMHW B YKpaiHi,
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BiAeO He /Me BUMKOHYE peknaMHy OYHKLi,
ane W CAyrye iHCTPYMEHTOM  coujianbHOl
nigTPUMKM Ta 06’€aHaHHA TPOMaAAH HaBKOJIO
cninbHOI MeTn (pwnc.3).

Bigeoponnk «Cynep Cuna «Jonomora
3CY» ycniWwHO NOEAHYE eNeMeHTN peknamun Ta
AV3anHy, CTBOPHOHOUM €MOL,iINHNIA Ta
iIHOOPMaTMBHUA MPOAYKT, AKUA He JuMLe
nonynapwusye gonomory 3CY, ane ” CnoHykae
AV3aiHepiB | peknaMicTiB 3BepHYTU yBary Ha
Ba>X/IMBICTb TaKMX IHILIATUB Yy Cy4aCHUX YMOBaX.

Bizeoponunk «3axmctn csoe! Berynan go
naB 36poriHnx Cun YKpaiHU» € MNOTY>KHUM
3aKJIMKOM A0 MObGini3aLii rpomagsaH Ansa BCTyny

MpuBiT, cBiTe. Al — Ykpaital

v,

A0 36ponHux Cun Ykpainu. BiH cTBOpeHuin B
CbOTOAHIWHIM CcUTyalil, a came Yy POCINCbKO-
YKPaiHCbKIilA BiliHi, WO TpWBaE, i Bigobpaxae
aKTyanbHi  peanii, 3 AKAMW  CTMKAETbCA
yKpaiHCbke cycninbctBo. OCHOBHa MeTa —
NiABALLMTL  CBIAOMICTb  FPOMajAH  LWOAO
Ba>X/IMBOCTI 3aXMCTy KpaiHWM Ta 3a0XOTUTU A0
aKTUBHUX Ai. BMKOPWUCTaHHSA CMHBO-XXOBTUX
KO/MIbOPIB, XapaKTepHUX AN HaLiOHaAbHOI
CUMBONIKW  YKpaiHW,  CTBOPOE  BiguyTTA
natpiotmsmy. Le nigkpecntoe 3B'A30k 3
HaLiOHaNbHOK  IAEHTUYHICTIO Ta  3MILHIOE
€MOLiHWIA BMNAWB Ha rasgadis.

" S
.

3apas HaM AyXXe CKNafHo, ane My, K CNpaBXHsA poAnHa, 06'egHanucs, ab

S

pasom!

Puc. 2. PeknamHunin Bigeopoank «Mu nosepHemocs i byaemo XunTu - poavk, Ak bepe 3a ayy» Bij
«BIKKA — Yepkacn. HoBuHu» [13]
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Cynep Cuna "flonomora 3CY"

O} =
XUTHU

3AXWUCTM CBOE! BCTABAW [10 JIAB 35POMHUX CU YKPAIHU

36IP

HA
PO3MIHYBAHHS
KPAIHU

kyivstar.ua/safehome

Puc. 4. CoujanbHunin Bigeoponmnk «3axuctn ceoe! Betynain go nas 36poiiHnx Cun YkpaiHu» Big
leHepanbHoro wraby 3CY [3]

Pocie, T sarpanacs. CoLlianbH1iA POAUK
< y §/

i
b . o

¥

Puc. 5. CouianbHuii Bigeoponvk «Pocig, Tn 3arpanacs»
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AvHamiuHi  rpadiyHi  enemMeHTM i aHiMauii
NiAKPECNIOTh WBUAKICTb | EHEpPrito 3aKaunky.
BrkopwcraHHs Cy4YacHuX Bi3yasIbHMX

TEXHO/IOTN, Takmx K 3D-aHimauis pobutb
iHpopMaLito 6inbLl 3pO3YMINOKD Ta 4OCTYMHOHO.
WpndTH, WO BUKOPUCTOBYHOTLCSA B POJNKOBI, €
YITKMMM Ta Nerko YNTaroTbCS, WO BaX/IMBO A4
CNPUIAHATTS iHpOpPMaLi. IXHil An3aliH 3a3BMYall

€ CTPOrMM | BINCbKOBMM, LWO JOMOBHIOE
TeMatuky  3akaumky.  Poauk  edekTnBHO
BMKOPUCTOBYE  €MOLLNHWIA aneib  fo
naTpioTusmy. BkntoueHHs 306paxeHb

BIVICbKOBWX, fAKi 3axvLLatoTb KpaiHy, BUKINKAE
No4vyTTA TrOPAOCTI Ta BIANOBIAANBHOCTI Y
rnagadiB.  3anyyeHHA peanbHUX icTopin i
CBiUEeHb BINCbKOBMX MOCUNKOE JOBIpY A0
NOBIAOMNEHHS. Lie CTBOPHOE edekr
aBTEHTMYHOCTI Ta 3B'A3KYy 3 peanbHicTio. Poank
NO€EAHYE PI3HI Megia-popmu: Bifeo, aHimMaLLito,
3BYKOBi edekT Ta My3uKy, WO MiACUIIOE
3aralbHU BNAMB. 3BYKOBMMW CYMpPOBIiJ TakoX
Biirpa€E BaXuIMBy pOJb, 3ajarounm  TOH i
NiAKPECOUN eMOLINHNI KOHTEKCT. Bigeo-
poNvK e(deKTMBHO peanisye KOMYHiKaLinHy
CTpaTerito, Aka BKAOYAE YITKMA 3aKAUK A0 Ail:
«BctaBan go naB 36ponHux Cun Ykpainm». Le
CNPUWSE 3aNyyYeHHIO TPOMaAAH A0 aKTUBHMUX
4in (pwuc 4).

Bigeoponuk «3axuctn csoe! Bcrynan go
naB 36ponHnx Cun YkpaiHu» AEeMOHCTpye
ePeKTVBHUN  CUHTE3  Megia, MOEAHYHUM
Bi3ya/bHi, ayAiabHi Ta TEKCTOBI eNeMeHTU ANA
CTBOPEHHA MOTY>XHOrO PekJIaMHOro MoCAaHHA.
BiH He nnwe iHpopmye, ane N MOTMBYE rnsaavis
4O AiN, WO 0Co6/iMBO Bax/MBO B YMOBax
BOEHHOrO CTaHy.

Bigeoponnk «Pocie, TW 3arpanacsa» €
CoLjiaNbHUM PONIMKOM, AKUA (OKYCYETbCA Ha
E€MOL,INHIN peakuii rnaaavis, BUKOPUCTOBYHOUN
NOTY>XHi Bi3yanbHi obpa3n Ta 3ByK. OCHOBHa
MeTa — NMPUBEPHYTM yBary A0 HacNiAKiB BIHW Ta
BMK/IMKATW CMIBYYTTA A0 NOCTpaxaanunx. Poank
€ NPUKAALOM CUHTE3Yy Mejia, OCKIIbKN MOEAHYE
€leMEeHTM peksamy, MUCTeLTBa Ta COLiaabHOI
KOMYyHIKauil. Y poanky BUKOPUCTOBYHOTLCA
HacMueHI KOIbOpW Ta KOHTPACTHI 306paXKeHHs,
WO MiAKPEC/OITb eMOLLii Ta CTPECoBi cuTyauji.

EcteTrka € 4iTKON Ta 3pO3yMiNoto, 3 aKLEHTOM
Ha K/JHOYOBI eNeMeHTW, AKi IHCTPYOTh TeMU
BIMHW Ta BTpaT. BUKOPUCTaHHA Pi3HMX MAaHIiB
(3aranbHi, cepeaHi, 6au3bki) aponomarae
CTBOPUTM  AWHaMiyHMA  HapatmB.  CueHu
3MIHIOIOTbCA LWBWAKO, WO NIATPUMYE iHTEpec
rnagava Ta niaCUtoE eMOoLiHWI
BAAMB (puc. 5).

Wpndt, aKi  BUKOPUCTOBYIOTBLCA, €
3po3ymMinMMKM i BigobpaxkaroTb CEpPUO3HICTb
Temun. Hemae 3amBOi AeKOPaTMBHOCTI, o6 He

BigBONIKATU BiJ,  OCHOBHOIO  Mecezxy.
[ONOBHUA MeceAXX posvKa — MPUBEPHEHHS
yBaru o arpecii Ta ii Hacniakie. CoujianbHum
KOHTEKCT JO3BONAE [AajadeBi  3pO3yMiTu

CEPMO3HICTb CUTyaLii, 3aKnnkaroum Jo Ak abo
3MiHM CTaBieHHA. Ponnk OpieHTOBaHWA Ha
WNPOKY ayAUTOPItO, BKJOYAOUM  MOOAb,
BUEHWX | AM3ariHepiB, AKi MOXYTb 3PO3yMiTu
Ba>UIMBICTb TakMX MOBIOMEHb Y CyYacCHWUX
CKNafHWX yMoBax. BukopucTtaHHA emoLuinHO
3apAKEHMX CUEH | MY3MKWN CTBOPOE CUAbHUN
3B'A30K 3 rnAsgayeM, CMNOHyKarunm MKOro Ao
po3ayMiB  MpO  0Cobucty Ta  coujianbHy
BiZiMOBIAa/IbHICTb.

Bigeoponuk  «Pocie, Tn  3arpanacs»
AEMOHCTPYE, AK  peknama €  MOTY>KHUM
IHCTPYMEHTOM  couianbHOI  KOMYHiKauii B
yMOBax BiIHW. 3aBaaku MOEAHAHHIO
Bi3ya/NbHOro MUCTELITBA Ta EMOL,IMHOrO BI/MBY,
uen poAnK nigKpecntoe Ba>/IMBICTb
BUKOPWUCTaHHA  MeAiHuX naatbopm  Ans
nepejavi BaXAMBUX MeCeAXiB, AKI MOXYTb
MaTM  3HaYHWW BMJIMB Ha  CyCMiJbCTBO.
BpaxoBytoun Temy «PeknamHWi Bigeo-KiHO-
PONMK AK CUHTE3 Megia», Uen NpuKNaa
INFOCTPYE, AK MUCTELTBO AiIMCHO CTaE CU/IbHUM
IHCTpyMeHTOM Yy  GOpMyBaHHi  rPOMaACbKOT
AYMKM Ta nigTPUMLI HaLioOHaNbHOI
iIEHTUYHOCTI B CKIaAHWIA Yac.

BucHoBkun. B ymoBax cycninbHUX TpmuBoOr
i HeBW3HaueHocTeW, sAKi 6ynm ocobameo
NpoABAEHI Ha YKpaiHCbKMX TepeHax nij 4ac
LIMpOKOMacWTabHoro BTOprHeHHs P®, ponb,
Micue | 3Ha4yeHHA KiHO-, BIiAeO- POAuKIB
peKkJIaMHOro xapaktepy i 3MmicTy, obiimatoTb
ocobnvBe Micue y CTPYKTypi PEeKNaMHOro
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bi3Hecy Ta Ha TepeHax  CBITOMAAHO-
ineonorivHoi 6opoTbbu 3a yKpaiHcbke — cnocib
XXUTTSA, LIHHOCTI Ta couianbHa XUTTEAISNbHICTb.
PeknaMHuI Bifleo- KIHOPOIMK Yy YaC BOEHHOTO
CTaHy B YKpaiHi BUCTYNae K CMHTE3 Megia, Lo
0b'eaHye pi3Hi bopmu Bi3yasbHOrO,
ayZioBi3yaNbHOro Ta IHTEPAKTUBHOIO KOHTEHTY
ANA CTBOPEHHA e(deKTMBHOro Ta eMOLiMHOro
BMVBY Ha ayAMTOPItO.

Mig yac BINHW MeaivHI Bizeo HabyBatoTb
0CO6/IMBOrO 3HAYEHHA, OCKINbKM CTalTb He
nnwe 3acobom peknamu ToBapiB i Mocayr, a 1

IHCTPYMEHTOM couianbHoi NiATPUMKM,
mobinizauii Ta NaTPIOTUYHOrO BMXOBAHHS.
Taknmin  KOHTEHT  Bigobpaxkae  aKTyasbHi
CyCNiNbHO-MONITUYHI noaii, HaLiOHaNbHi

LIHHOCTI Ta Ky/AbTYypHY CMaAlMHy, WO Cnpuvse
NiABULLEHHIO PIBHA HaLIOHaAbHOI CBIgOMOCTI
Ta CyCniNbHOI  €AHOCTI. BukopucrtaHHa
BifeodinbMiB AoMomarae npuBepHyTW yBary
LINPOKOI ayanTopii Yepe3 eMOoLiMHO HacU4eHi

icTopii, obpa3n Ta cCuMBOAW, AKI MarOTb
rMMBOKMMA  pe3oHaHC Yy raagadie. 3aBAAKM
Cy4YaCHUM  TEeXHO/OriAM  Ta  COLjaNbHUM

MepeXam Taki Bigeo LWBWAKO MOLIMPHOHOTHLCS,
3abe3neuyoum LIMPOKE OXOMAEHHS Ta BM/MB.

Nitepatypa:
1. Kyivstar. Cynep Cuna «[Jonomora 3CY», 2023.
YouTube. URL: https://www.youtube.com/watch?

Mpomo-ponukm BOEHHWN  CTaH
CTakoTb NOTY>KHUM KOMYHIKaLiMHNM
IHCTPYMEHTOM, SIKUIM MOEAHYE pPi3HIi Megia Ta
CTBOPHOE MILHUA EMOLIAHUA  3B'A30K  MiX
6peHAOM Ta ayauTOpPIED, CMPUAKOYN HE AnLle
KOMEpPUiMHMM LinaM, a 1 niaTpumui 6onosoro
AyXy Hauii. Pa3om i3 TiM, iXHE 3acTOCyBaHHA 1
PO3BMTOK  CBigyaTb  MPO  He3/NaMHICTb
BITUM3HAHNX TOBapPOBMPOOHWMKIB, npo
BENMYE3HNIN KPeaTMBHUIN MOTeHLian ycix TuX,
XTO € HaNeXHWM JO po3ranyxeHoi chepu
pekfamu — Bif TEXHIYHOro nepcoHany Ao
PO3POOHMKIB HaacyyacHUX GOpPM  MOAaHHSA

npo

aKTyanbHoI Bi3yanbHOI COLIOKYIbTYPHOI
iHpopMmaLii, AK Ha BITUM3HAHOMY
CNOXMBALLLKOMY  MNPOCTOpi, Tak |  Ha
MiXHapOZHIW  apeHi. B  ymoBax  BiHM
yKpaiHCbka peknamMa, 30KpemMa Bijeo- Ta
KIHOPO/MIMKY, MPOAEMOHCTpyBana Heabuaky

afanTMBHICTb Ta  KPeaTUBHICTb.  3aBAsAKM
CUHTE3y Mejia, BUKOPUCTAHHIO €MOLINHOrO
3MICTy Ta iIHTepaKTUBHOCTI, BiEOPONMKN CTanu
He TiNbkM  edEeKTUBHUM  MapKETUHIOBUM
IHCTPYMEHTOM, a " BaXXJINBUM
COLIOKYNIbTYPHUM  PEHOMEHOM, Lo Crpuse
bopMyBaHHIO HaLiOHaNbHOI CBIZOMOCTI Ta
NIATPVMLI MOPanbHOro Ayxy Hauii.

YKPaiHCbKMX KiHOCTpiYoK. BicHuk KHYKIM. Cepis:
MucmeymeosHascmeo. 2022. N2 47. C. 139-147.
https://doi.org/10.31866/2410-1176.47.2022.

v=b-Z0BpLkYCc (nata 3BepHeHHs: 20.09.2024).

2. Apxunosa T. B. PO3BMTOK pUHKY TeNeBi3iNHOI
peknamu B YKpaiHi: AUC... KaHA. €KOHOMIYHUX HayK.
Kwuis, 2004. 223 c.

3. TeHepanbHuii wTab 3CY. 3axuctn CBOE!
BctaBan fo naB 36pontHUX cun Ykpainu, 2023.
YouTube. URL: https://www.youtube.com/watch?v

=0kwy620GCio (naTa 3BepHeHHs: 20.09.2024).

4. Tpomaacbke TenebaueHHs: Yepkacu. Pocie, T
3arpanacs. CouianbHuin poauk, 2019. YouTube. URL:
https://www.youtube.com/watch?v=Agc-voTnmXk
(naTa 3BepHeHHs: 20.09.2024).

5. AigeHko O. B. 3micToBi acnektn peknamHmx
obpasiB cy4yacHOi MeginHOI peknamyv B YkpaiHi.
Aemiype: i0ei, mexHonoeil, nepcnekmusu 0Ou3aliHy.
2023. Tom 6. N2 1. C. 120-130.

6. JigeHko O. M. Ectetvka ¥ nparmatuka
AM3aiHy  Bi3yanbHOro obpa3y B Tpennepax

269625 (nata 3BepHeHHs: 02.09.2024).

7. 3aps C. B. PeknamHi Bigeoposvkm siKk BUA
ayAioBisyanbHOi npogaykuii. MucTeLTBO3HaBCTBO.
BicHuk HaujioHanbHOI akageMii KepiBHUX Kajpis
KynbTypu i mucteurs. 2016. N2 2. C. 94-98. URL:
http://nbuv.gov.ua/UJRN/vdakkkm 2016 2 23 (aata
3BepHeHH#A: 02.09.2024).

8. Katraeea M. Y croauui Tpmsae ¢ectmBaib
CcyyacHoi aHimauii Linoleum: wo noaunBuTUCA.
BeuipHili Kuig. 6 xoBTHA 2023.

9. Kpunoea B. O. KiHO i TenebaueHHs Ak
dbeHoMeHW ekpaHHOI KyabTypu: aBToped. ANC... KaHA.
dinocodcbkmx Hayk. Kunis, 2014. 21 c.

10.MaBniveHko €.0. PenpezeHTauis
HaLiOHaNbHOI iA@HTUYHOCTI B Cy4acHi/ Bi3yanbHii
KyAbTypi: AnC... sokTopa dinocodii 3 KyabTyponorii.
Kwuis, 2024. 176 c.
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11.MeyepaHcbkuin .M. o nutaHHA Ccy4vacHoi
yKpaiHCbKOI icTopiorpadii ayjioBisyasbHOro
MUCTeUTBa | BUPOOHWULUTBA. YkpaiHcbka Ky/lemypa:
MUHYse, CyddcHe, wiaaxu pozsumky. 2022. Bun. 42.
C. 103-108.

12.CNIYX: Mysuka Ta kynbTypa. [puBiT, cBite. A —
YkpaiHal, 2022. YouTube. URL: https://www.youtube.
com/watch?v=kC2hyiMR1Qg (saTta 3BepHeHHs:
20.09.2024).

13.Yepkacwu - BIKKA / HoBuHW. My noBepHemocs
i BysemMo Xutu - poauk, akmin bepe 3a ayuwy, 2022.
YouTube. URL: https://www.youtube.com/watch?v=
21b67TKpvIM (paTa 3BepHeHHs: 20.09.2024).
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DIDENKO O. M.
Kyiv National University of Culture and Arts, Kyiv, Ukraine

ADVERTISING VIDEO AS A SYNTHESIS OF MEDIA:
UKRAINIAN WARTIME REALITIES

Purpose of the article is to review and analyse the practical applications of video and film advertising
of a media nature in the conditions of modern Ukraine, especially in the in the context of design and advertising.

Methodology of the study of Ukrainian advertising was conducted using a historical and cultural
approach, which allowed us to trace its development in the context of the war. The socio-cultural approach
revealed a change in narrative and visual strategies used in advertising, and the comparative approach allowed
us to compare Ukrainian advertising content with international standards.

Results. The article provides a detailed analysis of Ukrainian advertising and social videos and film clips
in the context of of the war. The change in narrative and visual strategies used to engage the audience, in
particular through patriotism, is investigated. to engage the audience, in particular through patriotic and social
themes, as well as donor campaigns to support the army and the economy. The focus is on technological
advances in the field of visual culture, which allows us to compare Ukrainian advertising content with
international standards. The article focuses on on two key aspects: funding and donations for victory and
support for Ukrainian services through display advertising. Examples of of modern Ukrainian commercials that
contribute to the formation of new standards in the field of design and advertising.

Scientific novelty of the article lies in the first analysis of the specifics of advertising content production
under martial law, which emphasises its martial law, which emphasises its impact on the formation of national
consciousness and support of the Ukrainian economy.

Practical significance. The study provides new knowledge to young designers and scientists about the
use of advertising and social video and film clips in the modern Ukrainian media space, which contributes to
their professional development.

Keywords: media, advertising, video, cinema, visual arts, Ukrainian culture, war.
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PEABIJIITALIAHUX LLEEHTPIB A1 BIACbKOBUX

AN3ANHY

Mema: Ha ocHosi pempocnekmusHoO20 aHai3y cmaHoseHHs du3aliHy peabinimayiliHux yeHmpie 01
gilicbkosuX, BUSHAYUMU KJAOHYO08[ emanu ma ¢akmopu, W0 8NJUHYIU HA (1020 pO38UMOK.

Memodonozia. Y cmammi 3acmocosaHo komnaekcHuli nioxid do aHanidy ousaliHy peabinimayiliHux
yeHmMpie 015 8IlicbkoBUX, BKIOYAKOYU ICMOPUYHUL 02190 HA OCHOBI apxigHUX Mamepianie [ Haykosux
ny6aikayit, aHaniz mexHosa02i4HUX, ep2OHOMIYHUX, MeOUYHUX [ COYIOKYIbMmypHUX achekmis.

Pe3ynomamu OdocnidxeHHA. Pe3ynemamu O0ocniOkeHHS Nokasasau, wo esomoyia ousaliHy
peabinimayiliHux yeHmMpie 05 8ilicbkkosux npolilia KuUlbka K/H4Yo8UX emanis, noduHaroydu 3 [lepuwiol
caimosoi 8iliHu. Y yeli nepiod npocmopu 6y/u 30ebi1bwio2o PyHKYIOHAbHUMU, OPIEHMOBAHUMU HA PI3UYHY
peabirimayiro, 4acmo 8 obmexeHux ymosax. [lpomseom [Jpyeol ceimosgol 8iliHu 3pocna ysaza 00
npocmoposux piieHs, Wjo 3abesnedysasu Komgopm, npome 8 3ak1adax mozo 4yacy 3anuwanacs npobaema
HedocmamHeol npusamHocmi 018 nayieHmis. Y nicnsgoeHHUU nepiod 3'ssusnacs meHOeHyis 0o 6utbw
36as1aHco8aH020 hnidxody, skulli NOEOHy8as OYyHKUYIOHANIbHICMb (3 KOME@OPMOM [  NCUX0/I02(4HOH
niompumkoro. Xoua OusaliH cmas 6uUibWw BIOKPUMUM [ MEXHO02IYHO NpO2pecusHIilUM, 3aauwanacs
nompeb6a 8 iHousidyanizayil npocmopy ma 3abe3nedeHHi NpusamMHocMi 015 eheKMUBHIUIO020 8I0HOB/IEHHS.

Haykoea Hoeu3Ha. Bnepuie nposedeHo cucmemHul aHaniz icmopioepadii dusaliHy peabinimayitiHux
yeHmMpI8 3 ypaxy8aHHAM MexHON02(4HUX, ep2OHOMIYHUX, MeOUYHUX [ COYIOKYIbMYPHUX YUHHUKIB.

lMpakmuyHna 3Ha4vyuwjicme O00C/1iOXeHHs NiOKPec/IoeE HeobXiOHICMb CMBOPeHHS  3pYyYHUX i
dyHKyioHaneHUXx peabinimayiliHux npocmopie 018 eemepaHis. 3p0CMaHHA KUlbKocmi nayieHmis sumazae
Hosux apximekmypHux i du3aliHepcbKux piuleHs, wo 8idnosidarome cydacHuUmM cmaHdapmam i nompebam.
Pesynomamu aHanizy icmopuyHux emanie ousaliHy 00380/10mb cmeoprosamu 6l echekmueHi ma
KoMgopmHi npocmopu, AKki nidsuwyroms skicme peabiiimayii [ xumms eemepadis.

Kmrouoei cnoea: 3acobu OusaliHy, eekmusHicms peabinimayii, OusaliH MeOUYHUX yCMAHos,
ncuxoemoyiliHe 8i0Ho8/1eHHS, 8ilicbkosi nayieHmMu.

Bctyn. PeabinitauiHi  ueHTpM A8 BINCbKOBOCNY>KOOBL,IB, Lo notpebytoTb
BINCbKOBMX BIfirparoTb BaXJ/MBY pPOJAb Yy  KOMIJIEKCHOI peabinitayi.
KOMTMAEeKCHOMY BiJHOB/IEHHI BiICbKOBO- MocTtaHoBKa 3aBAaHHA. BHacnizok
cnyx608BUiB,  AKi 3a3HanM  GIBMYHMX | POCINCbKO-YKPaiHCbKOT BINHMN 6araTo

MCUXONOTYHMX TPaBM BHACNIAOK BOMOBUX AiN.
MpOTAroM OCTaHHbLOrO CTONITTA AM3aNH  LMX

YKpaiHCbKNX BiICbKOBOCNY>KO0BL|iB
noTpebytoTb AKiCHY peabiniTaLito, AKy BaX/JMBO

3aKknajiB  eBO/IOLIOHYBaB  Bi4  MNPOCTMX OTpMMatM B cCneuianizoBaHux ueHTpax. L
byHKUIOHaNbHMX MNPOCTOPIB A0  CKAAAHMX  LEHTpU MaroTb  3abesnedyBatm  MejuyHe
IHTErPOBaHUX CUCTEM, LLO MOEAHYHOTb HOBITHI  NiKyBaHHS, MCUXONOTIYHY NIATPUMKY,
TEXHOJIOFii, EpProHOMiKy Ta ncuxocouianbHy npodeciiHy  peabiniTadito  Ta  couianbHy

niATPUMKY. He3Baxkaroum Ha 3HaYHWN BHECOK Y
MeAMYHY Ta couianbHy peabiniTayiro BeTepaHis,
icTopia Ta eTanu pO3BUTKY AM3aliHYy TaKmx
LeHTpIB 3a/MLLatoThCA HeZOCTaTHbO
JOCNIAXKEHUMM B HAYKOBIA  niTepatypi.
OcobanBO aKkTyaNbHUM Lie CTa€E Ha T/i CyYacHNX
BiiH, 30KpeMa pPOCINCbKO-YKPaiHCbKOI BINHW,
fiKa CMPpUYNHMAG 3HaYHe 36iNbLUEeHHA KibKOCTI

peiHTerpauito. EQekTMBHMI AmM3aliH, HanexHe
yCTaTKyBaHHA Ta HanaroAXeHi npouecn €
KJAOYOBMMU AN MaKCUManbHOI  MIATPUMKM
BIICbKOBMX.

Xoua  peabinitayiiHi - UeHTpW  Ans
BiAiCbKOBMX CTa/n HEBiA'EMHOK YaCTUHOM
NiATPUMKKM  BeTepaHiB y 6aratbox KpaiHax,
icTopia iIXHbOrO PO3BUTKY Ta [AM3aiHy Lue
notpebye geTanbHOro BUBYEHHA. [loCnigKeHHs
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iCcTOpIl Av3ariHy peabiniTauiiHUX LEeHTpIB A/
BINCbKOBMX MPaKTUYHO BiACYTHI B HayKOBIW
nitepatypi. Psap  cneuianictiB Ta HaykoBLIB
aHanisyBanu okpemi peabinitauiviHi LeHTpW,
npoTe KOMMAEKCHMI nigxia X eBosrouii Ta
PO3BWUTKY  He  AOCTaTHbO  PO3MAAHYTUN.
MpoTarom fecatuniTe eBOAKOLLIA TaKMNX 3aK1a4IB
BiabyBanaca niA BMJIMBOM pi3HMX ¢akTopiB,
BK/FKOYAOUM 3MiHY YAB/NE€Hb MNPO MeANYHY
peabiniTauito i NoTpebun BIiNCbKOBOCNY>XOOBLLIB,
TexHosoriuHunn nporpec. OgHak, He AOCTaTHbO
JOCNIAKEHO  HeobxigHI  acnekT  LbOro
npoliecy, 3okpema HaviedeKTUBHIWI MigXoau,
iHHOBAL,iNHI TEXHOAOTII Ta 3HaUEeHHA
NpeAMETHO-NMPOCTOPOBOIO  AW3alHy  ANs
peabiniTauiiHoi cneundikv BeTepaHiB.

AHaniz nonepepaHix pAocnipKeHb. Y
HaykoBi/ cTtatTi AtaHesnosa J1. Ta CranHca C.
«lcTopis ¢isnyHOI MeanLMHN Ta peabiniTaLii Ta
il eTUYHI acnekTn» BUCBITAHOETbCA €BOHOLLIA
bi3nyHOl MeamumHn Ta peabiniTauii, Aka Mae
KOPIHHA B CTapOfaBHIX MpakTUKax PIi3HUX
Ky/NbTyp, BK/KOYaKOUM PyxOBi Tepanii AaBHIX
KUTanLiB Ta rpeubkux nikapis [5].

Y aAncepTauivHOMY [OCAIAXEHHI Irops
JaHuaka «[MprHUMnK €ProHOMIYHOro
dbopMyBaHHA  apXiTeKTypHOro cepeAoBMLA
NMOMeLLKaHb ANA iHBaNiAiB» aKUEHTYETbCA Ha
MPOEKTYBaHHI  MPOCTOPY 3  YypaxyBaHHAM
notpe6 nwogen 3 iHBanigHicTo.  ABTOp
MPOMOHYE  eProHOMIYHiI pilleHHs,  AKi
NiABULLYHOTb  KOMPOPT, OYHKLIOHANbHICTb i
aBTOHOMHICTb  XXUTNOBMX MPUMILlLeHb  ANns
NoAen 3 06MeXXEHUMU MOXANBOCTAMU [2].

Y crarti PaBaHa /[pkymun «BuBYeHHs
BMJNBY AN3alHY HAaBKOIULLIHBOIO CepeaoBuMLLa
Ha 3UiNEeHHS NaLiEHTIB: CUCTEMATUYHNIN OrNaz
niTepatypu» PO3rNAAAETbCA, AK aAPXITEKTYPHI
PiLLEHHA Ta eneMeHTU I[HTep'epy MOXyTb
BMAMBATM Ha MpoueC 3UiNeHHS nauieHTiB. Y
CTaTTi MPOBOAUTBCA OMNAL AOCNIAXKEHb, SKi
AEMOHCTPYHOTh 3HAUYLLICTb CepefoBuLLa ANs
NCUXOEMOLIMHOrO CcTaHy Ta edeKTUBHOCTI
peabinitayii [10].

Y KHu3i «BiliHa, nonitvka Ta dinaHTponis:
icTopis peabinitauivHoi MeanUnHW» Bepsinb P.
BOCNIAKYETbCA  PO3BUTOK  peabinitauiviHOi

MeAnLMHM ana BincbkoBocnyxbosuis CLUA 3
cepeamHm XIX cTonitra Ao cboroseHHs. ABTop
aHanizye BAOCKOHA/NEHHS MEeTOAIB AOMOMOru
BIMLAM Ta UNHHWUKW, WO BMIMHYAN Ha NpPOrpec
y BiliCbKOBI MeanumHi B CLUA [19].

Y ctatTi Mekep A. V1., Tony6o8 B. O. (2021)
AOCNIAXKEHO apXITeKTypHi ocobamBoCTI
peabinitauiviHnx ueHTpiB y CLUA, 3okpema
IHAMBIAyaNbHI  MPOEKTHI  pIWIEHHA, WO
BPaxOBYIOTb  perioHanbHI  YMOBM, Cy4YacHi
BMMOTW Ta TEHAEHLLIT B MPOEKTYBAHHI MEAUYHUX
yctaHoB [3].

Astopwu [Jefliza Jx.A. ta FaHc B.M. y KHuK3I
"PeabinitauiHa MeguuMHaA:  MpUHUMAKM  Ta
npakTuKa" JOCAIAXKYOTb MUTaHHA MiXXHAaPOAHOT
peabinitauii, anbTepHaTMBHOI MeAULUHN Ta
BOAHOI peabinitauii [7].

y AOCNIAXKEHHI Xanpe MocTrec
aHani3yrTbCs paHHi po3pobku y disioTepanii B
KOHTEKCTI BiMHW Ta BiAHOBAEHHA. BoHa
JOCNIAXKYE, AK TICHWA 3B'A30K MeAULMHM 3
BINCBKOBMMW  BM/MHYB  Ha  GOpMyBaHHSA
peabinitauivHoi npaktukn. Cratra  «Physical
Therapy at Bath War Hospital» 2019 poky,
niaKpecntoe HeobXiaHICTb peTenbHoro
po3rnsay BrMBY MONITUYHWUX MNOAIA  Ta
coujanbHUX OYiKyBaHb Ha peabiniTauito [12].

Y kHusi bpeHgu BigoH (2020) «IcTopis

nikapHi  yHiBepcutety KoposneBu Mapii B
PoremnToHi» PO3rNAaETLCS ponb
peabinitauivHoro  ueHTpy PoremntoH vy

NIATPUMLL t04en 3 aMNyTOBaHUMM KiHLiBKaMu
Ta BilicbkoBonoaoHeHux [20].

Cratta bronep i Tong (2013) aHanisye
CTONITHIO iCTOPItO HagaHHA nocayr My6niyHoro
6i6nioTekoto TOPOHTO BIICbKOBMM BETEPaHaM.
Onucyetbcs eBontouis BibaioTeuHmnx nocayr,
Big &inii Xam T[lapk pfo cneuianizoBaHoro
BiaAineHHs B nikapHi CaHHIOpYK, i iX BNAUB Ha
niagTPUMKY BeTepaHiB [6].

MHaTok J1. Ta LeBenb HO. y Tesi «3acobu
AV3aiHy B dopmyBaHHI iHTep'epy
peabinitauiviHux ueHTpiB» (2018) aHanisyroTb
BMANB AW3aWHEPCbKMX pilleHb Ha iHTep'epwu
peabiniTayiiHmx LEHTPIB, BKIFOUA UM
BITUMSHAHUA | MIDKHapOAHWMM AOCBIg. BoHwu
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aKLEHTYHOTb yBary Ha OCBITI€HHI, KOMMNO3uULii Ta
TpaHcdopmauii npoctopy [1].

JocnipxenHa Emmi  Pivapac  (2024)
aHanisye po3BUTOK CMOPTMBHWX MpPOrpam Ans
napanizoBaHux BeTepaHiB nig 4yac [Jpyroi
CBITOBOI BiiHW Ta BNANB BAOCKOHANEHHSA Kpicen
KOMCHUX Ha AM3aiH CMOPTUBHUX 3aniB Y
peabiniTauiviHnx LeHTpax [13].

BuaBneHo, wo OGinbWicTb  CyyYacHWX
BITUM3HAHNX ny6nikauin NpUCBAYEHI
npobnemam, CyMiKHMM 4O  JaHOI  TeMu:
cepefoByvLia MOMELWIKaHb Ana  Aojen 3

iHBaNiAHICTIO, OCOBNMBOCTI AM3alHY iHTepP'epIB
LeHTpiB peabinitauii ana nepemileHmx ocib,
PEeTPOCMNEKTUBHWNIA OrNAz i AOCBIZ CTAHOBNEHHS

peabinitaLiiHnx LeHTpiB 3aranbHoro
NPWU3HaYeHHs. y pe3ynbTarti aHanisy
AxxepenbHol 6a3u BM3HaU€eHO, Lo

KOMMAEKCHMUX Ta CrneujanbHuX JOCHIAXKEHb,
woao ictopiorpadii Ta eTaniB CTaHOBNEHHA
AV3anHy iHTep'epiB peabiniTauinHUX LeHTpIiB
ANA BINCbKOBWX, He Byno npoBeaeHo.

Pesynbtatm pgocnigpkeHHA Ta  iX
obroBopeHHA. [loTpeba B peabinitauinHmx
LeHTpax iCHyBasa JaBHO, aAXe MeaMYHa
JOMoMora nopaHeHUM BiMICbKOBOCTY>K60BLAM
HajaBanacs we 3ag0Bro Ao [lepwoi cBiTOBOI
BiIHW. HagaHHs MeJUYHOI  JOMOMOTU
NOpaHeHNM BINCbKOBOCNY>XXOOBLAM Ma€e AaBHi
BMTOKW, AIKI MOXHa MPOCTEXWUTM Lie 3 4aciB
aHTWYHOCTI. MoTpeba B peabinitauii Ta gornaai
3a NOpPaHeHNMK conjaTammn BUHMKaNA B PI3HUX
umMBIni3auiax i posBmBanaca  pasoMm i3
PO3BUTKOM BIiliICbKOBOI cripaBu [5].

PeabinitauinHi LeHTPU ANA BiICbKOBUX
3'ABUAINCA BHaC/MiZOK noTpebu 3abesneuntu
HaNeXHY MeaUNUHY Aonomory
BiICbKOBOCNY>X60BLIAM, fiKi OTPUMann TpaBMu
nig, yac cny>xéw.

[lo CTBOpEHHS cyyacHUx peabinitauinHnx
LEHTPIB ANS BIICbKOBMWX ICHYBaAWn pi3Hi popmu
YCTaHOB A5 NIATPUMKW BeTepaHiB BiiHM Ta
iHBanigiB. Hanpuknag, y €sponi nicada
HamnoNEOHIBCbKUX BINH  3'ABUANCA  BYAUHKM
BETEpaHiB, Taki fAK IHBanigHWA OYyAUHOK Y
Mapwxi (Les Invalides), 3acHoBaHuin y 1670 poui
3a Haka3om JlrogoBuka XIV ans BeTepaHiBs, AKi

notpebyBann  MeguyHoi  gonomorn  [14].
MopibHi yCTaHOBM TakKOX BUHUKAWN B iHLUUX
KpaiHax, 3okpema y BennkobputaHii, gae y 1692
poui 6yB Biakputnii KoponiBcbkuid rocnitanb
Yenci (Royal Hospital Chelsea) ana nigTpumkm
BeTepaHiB [15].

Takox y JleBoBi y 1863 poui 6yB
CTBOpeHMM ByanMHOK BINCbKOBMX iHBanifiB Ha
Bysimui  Knenapiscbkin, 35.  Bincbkosi 3
iHBaNAHICTIO Ta BeTepaHw, AKi He Maan 3acobis
AN CAaMOCTIMHOTO  YTPUMMaHHSA, MeLwKann y
3aknagi  Ha JepxaBHuu  kowT. byains,
CTBOpeHa 3a 3pa3koM BigeHcbkoro apceHany,
6yna po3paxosaHa Ha 500 oci6 [4].

OpHak nepwi KOMMAEKCHI nigxoan Ao
peabiniTauii 3'aBuANCA came nig vac Ta nicas
Mepwoi CBITOBOI BIMHW BOHM 3HA4YHO
pPO3WMPUAN Ta MNOKPALLUAN MOCAYrK, AKi
HajaBainuca B ICTOPUYHUX  ByaMHKax
iHBanigis. Ui nigxoan BkAwouanu He auvwe
MeAWYHe NiKyBaHHA, ane W &i3nyHy Ta
NCUXonoriyHy peabinitauito, wo 6yno HOBMM
KPOKOM Yy MEAWYHIA HayLi Ta NpakTuui Toro
yacy [5].

Mepwa cBiTOBa BillHa

Pobota Capw Enizabetr Pobeptc XopToH
«Physical Therapy at Bath War Hospital» (puc.1)
AEMOHCTPYE  ogHe 3 nepwwux  ¢isio-
TepaneBTUYHMX BiAAiNeHb B AHIAII, Ae 3anyYeHi
paHHi peabiniTauivHi NpakTUKM.

KaptnHa E. XOpTOH € yHiKanbHOWO
NamMm'aATKOK CBIAYEHHA OAHOro 3 HalKpale
obnagHaHux peabinitauinHMx 3aknagis vy
6pUTaHCbKOMY BIMCbKOBOMY rocniTani 4acis
Mepwoi cBiTOBOI BiNHW. BoHa 306paxye
iHTep'ep 6n10Kky Q BIMCbKOBOroO rocnitanto B
bati, pe congatam MpoBOAMAM  MacaXx,
MexaHoTepanito, enekTpoTepanito,  rigpo-
Tepanito  Ta  ceiTAoTepanito  (puc. 1 a).
3 MOMEHTY BIAKPUTTA NikapHi B Auctonagi
1916 poky a0 ii 3akpuTTa y BepecHi 1918 poky
6yno nponikoBaHo 2162 nauieHTM Ta
nposeaeHo 49305 npoueayp. Ha 3BOpoTHOMY
6oui kaptvHu (puc.1 6) po3mileHo Tpwu
doTtorpadii 3 nignncamn: «BaHHa 3 Axakys3i»,
«30BHIWHIN BUrNAg 6aoky Q» Ta «KimHata
pagiauivHoro Temsia». Hwxue - 13 pucyHkiB
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AEMOHCTpaLii  BMpaB 3 TMHACTUYHUM
obnagHaHHAM, KOXeH 3 AKMX
CynpoOBOAXYETbCA onmncomM. Po3smip 6aoky Q
HeBeNVKMKA, Wo BuagHo 3 doTorpadii
ekcTep'epy 6yaisni. Ha kapTuHi 306paxeHo
3HayYyHO 3anoBHEeHWI obnagHaHHAM,
nauieHTamMn Ta MNepcoHanoM MpocCTip, WO
MOT/I0 CTBOPOBATK anckompopt  Ta
3HWXXYBaTK ePeKTUBHICTb peabiniTauii [12].

BisyanbHa HacuuyeHicTb iHTep'epy, fKa
Morna BMAMBaTM Ha KOMGOPT Maui€eHTIB,
NiAKPECtOE HeobXiAHICTb BanaHCyBaHHA MiX
OCHaLLEeHHAM | BIAKPUTICTIO NpoCTOpy. Xoua
WNPOKWI CnekTp Tepanin 6yB AJOCTYMHWN,
BaX/IVBO  BpaxoByBaTW, WO  HaaMipHa
WiNbHICTb 06nafHaHHA MOXe 3HWUXKYBaTu
edeKTMBHICTb peabinitTalinHnx npouecis. Ha
OCHOBI LbOro A0CBiAy, NOAANbLUNA PO3BUTOK
AV3aliHy peabiniTauiHUX LEeHTPIiB MOBUHEH
BpaxoByBaTu HeobXigHICTb CTBOPEHHSA
KOMQOPTHOrO  cepefoBULLa, fAKe CMPUSAE
NcnxoemMoLuinHOMY 61aronoayyyro nawieH-Tis,
pa3oM i3  OYHKLIOHANbHICTHO | AOCTaTHIM
NPOCTOPOM A/1A TepaneBTUYHUX NPOLEeayp.

Pob6ota Capn XOPTOH AEMOHCTPYE paHHi
peabinitauiviHi  NpPakTUKM Yy  BIMCbKOBMX
rocniTanfax Ta BUABAAE BUKAUKW, MOB'A3aHi 3
opraHizauieto  npocTtopy. Lle  po3Bonse
KPUTUYHO OLIHUTM ePEKTUBHICTb NpoLeayp Ta
3HAaYeHHA MPOCTOPOBUX PilleHb AN PO3BUTKY
CyyacHux peabiniTayiiHNX LEeHTPIB.

OAWH 3 nepLInMxX MeANYHUX LLEeHTPIB, L0
HaZaBaB peabiniTayinHi NoCcayrn BinCbKOBUM B
CLWA - ue BiricbkoBui rocnitanb Walter Reed
Army Medical Center, 3acHoBaHuii y 1909 poui
Ta 3akputnii y 2011 poui. ¥ 1918 poui, nicas
3aKiHueHHs [lepwoi cBiToBOi BiHKM, Walter
Reed Army Medical Center ctaB ronoBHUMm
peabinitaliiHMM LLEeHTPOM ANA BeTepaHiB Yy
CLWIA. B HbOMY HasaBannca MeguyHi Nocayru,
Taki AK opToneauyHa peabinitauia, NikyBaHHA
TPaBM TONOBHOTO MO3Ky Ta iHLWMX 60OMOBMX
nopaHeHsb [16].

AwnsanH  iHTep'epy opaHiel 3 cekuin
peabinitTauiiHoro LeHTpYy BMpPIi3HABCA
NPOCTOTOK GOPM, LWMPOKUMU KOPUAOPaMMU,

3pyYHUM TMaHYBaHHAM Ta BWKOPUCTAHHAM
NPUPOAHMX MaTepianiB, 30KpemMa Jepesa.
MacuBHi BikHa 3abe3neuyBann AOCTaTHE
NPUPOAHE OCBITNEHHS Ta BEHTUAALIIO, @ erki
mMaTepiann Cnpusan CTBOPEHHIO 3aTULLHOTO
cepegoBuwa (puc. 2). CTiHn  03406n€HI
AEKOPaTUBHUMM AepeB'AHUMM MAAHKaMW, LLO
NPOAOBXYBAANCA Ha CTeN, a LeHTpasbHa
TpaH3MTHa 30Ha 6yna nodapbosaHa abo
nokputa NIHONEYMOM  ANs  MiABULLEHHS
3HOCOCTINKOCTI Ta epeKTMBHOTo NpubupaHHs.

Walter Reed Army Medical Center,
3aBAAKM CBOIM MPOCTOPOBUM  PILLEHHAM,
cnpuas KompopTy nauieHTiB. Ha BiAMIHY BiA
HacuyeHoro iHTep'epy 6aoky Q y bata, ge
TepaneBTMYHI Npouesypn MNPOBOAMANCA B
obmexeHomy npoctopi, Walter Reed Army
Medical Center nponoHyBaB 6inbw BigkpuTe
nnaHyBaHHA. [lpoTe OCHOBHMM HEAONIKOM
Av3aHy  Hyna  BIACYTHICTb  MPMBATHOCTI,
OCKiZIbKM B OAHOMY MPUMILLLEHHI OAHOYaCHO
nepebyBana Benumka KinbKicTb nauieHTiB. Le
3HMXKyBaNo edeKkTMBHICTbL  peabiniTauinHnx
3axo4iB, MNiABULLYHOUYM piBEeHb CTpecy Ta
3MEHLUYOUYM MOTMBALLIFO NALLIEHTIB.

B nepiog TMlepwoi cBITOBOI BiVHWU Y

BenvkobputaHii  ctBOpuanM  peabinitauinHi
LEeHTPU Ans  BiMCbKOBMX, 30Kpema Queen
Mary's Hospital y PoremnToHi, JIOHAOH.

Bigkputui y 1915 poui, uen cneuianizoBaHunm
OpTONeAVMYHUIA ToCniTaNb NpU3HayaBca ANA

BCTAHOBJIEHHA  MpoTe3iB  coagatam,  Aki
BTpPaTUAM KiIHLiIBKM. Focnitanb 6yB
po3MilleHnn y  6yamHky  PoremnToH,

nobygosaHomy M™ix 1710 i 1712 pokamwu
apxitektopom Tomacom Apuepom. ¥ 1915 poui
BJIACHWUK OYANHKY, KeHHeT BincoH,
6e3KOLTOBHO HaAaB MOro Ana NikapHi pa3oM
i3 30 akpamun 3emni [20]. CnoyaTKy naLieHTW
PO3MilllyBaAnCA B TOJIOBHOMY OYyAWHKY, a
BMPOOHMKM NpoTe3iB npauroBann B nigBai.
Uepes obmexeHy AOCTYMHICTb  BEPXHiX
noBepxiB ans nawi€HTIB rocnitaiab
pO3LWNPUBCS,  AOAABIM  OAHOMOBEPXOBI
OyAiBni, Ae NiKyBaHHA NPOWWAM  TUCAUI
naLlieHTIB.
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Puc. 1. ®isnyHa Tepanis y BilicbkoBomy rocnitani bata:
a — AkBapenb E. XopToH, 61.1918. (Wellcome Trust Library);
6 — 3BOpoOTHa cTOpOHa akBapenbHoi poboTu (Wellcome Trust Library)

| 2, O
[P
L2 . w £\ N
Puc. 2. MaujieHTn B nixxky B Walter Reed Army Medical Center y 1918 poui

(nokymeHTM cim'i AngeHis, CHS 11075 AL3.56B)

gettyimage.
™ Credit:Herltage Images

a
Puc. 3. Queen Mary's Hospital, PoxemnTtoH, JToHA0H, ciyeHb 1918 p.;
a - nanata 2 y LWaHXalcbKili XxaTi 3 MeAcecTpaMu Ta MOpaHeHMMU BiliCbKOBOCAY>X6OBLAMY 3
amMnyToBaHUMM KiHuiBkamu (Poto: Bedford Lemere & Co):
6 — NopaHeHWI BINCbKOBOCNY>X60BeLb 6€3 YaCTUHM HOTW CUAUTL Ha NidKKY Nnopyd i3 npote3om (PoTo
English Heritage/Heritage Images/Getty Images)
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Puc. 4. CDoforpa(biﬂ JNINCTIBKM BpUTaHCbKMX conAaTiB i3 NpoTe3amMu Hir, AKi NPaKTUKYIOTb XOANTHY 3
NiATPUMKOR BpyciB (MMOBIPHO, AoNoOMixHa fikapHs Queen Mary's Hospital, PoremnToH,
JloHaoH. (®oTo SSPL/Getty Images)

Puc. 5. MapanizoBaHi BeTepaHu [pyroi cBiToBOI
BiliHW rpatoTb Y TPEHYBa/bHY rpy 3 backeTbony
Ha Kpicnax KONiCHUX B TpeHaXepHOMYy 3ani
Birmingham General Hospital VA y BaH-Halic,
Kanidopris, 61. 1946
(CimenHui apxiB PaitHepcoH)

OgHonoBepxoBi  byanHkM B CTUAi
daxBepk, O HaragytoTb THOLOPIBCbKY €roxy,
XapaKkTepusyroTbCa AepeB'SHUMUN  KOHCTPYK-

LMW 3 TEOMETPUYHUMW Bi3epyHKamK, AKi
3a6e3neuytoTb MiLHICTb | CTabinbHICTb (puc. 3 a).
CtiHn nodapboBaHi B CBiTNI TOHW | AOMOBHEHI
CUMETPUYHUMM Hankamu, WO MPOCTAratoTbCA
Bif, cTeni. HeBenwki BikHa 3 JepeB'SHUMU
paMamu Ta nignora 3 HaTypanbHOro AepeBa
bopmytoTb Ternsie cepeAoBuLLe, LLO MO3UTUBHO
BM/IMBAE Ha Qi3NYHMM | MCUXONOTIYHMI CTaH
MaLi€eHTIB, 3HMXXYHOUM CTPeC | MPUCKOPHOOUM
opyXaHHs [9].

Mebni, xoua 1 He TMMNOBI AN MEANUHMX
3aK/iajiB, AOMOBHIOOTb IHTEP'EP 3aTWLLKOM |

Puc. 6. bibnioteka Sunnybrook. 1950-60 poku.
(306paxeHHs SBA-GRD-08-04-18-137
HajaHo apxiBoM Sunnybrook, LeHTpom Hayk
npo 380pos'a Sunnybrook) [6]

AOMaLLHIM  KOMGOPTOM, WO BaX/IMBO ANSA
MCUXONOTYHOro 6naronosyyys nalieHTiB i
peabinitauiiHoro npotecy (puc. 3 6).

3Ha4yHMM Hegonik — 6Hpak MNpuMBaTHOrO
MpoCTopy, WO MOM/IO HeraTMBHO BMMBATU Ha
npouec BiJHOBAEHHSA, CMPUYMHAOYM MOYYTTA
ANCKOMPOPTY | TPMBOXHOCTI Yepe3 MOCTiVHY
MPVCYTHICTb IHLWNX JHOAEN.

®oto (puc. 4) iNtoCTpyE NPUMITUBHE, ane
edekTMBHE Ha TOM vac, @isionoriyHe
obnagHaHHA ana peabinitauii. Ha intoctpauii
BWAHO JepeB'aHi 6pycn, WO BUKOPUCTO-
ByBa/nCA AN TPeHyBaHHA PyXOBOro anaparty,
A€ MaLiEHTV BUMANCA Ta TPEHYBaaMCA XOAUTU
nicna  oTpvMaHux TpaBM. [lM3avH LbOro
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peabiniTauiiHOro NPoOCTOpy XapaKTePU3YETLCS
NPOCTOTOK | BUKIHOYHO PYHKLIOHANBHICTHO,
aKUeHTyroun Ha 0a30BUX, ane  HaginHuxX
KOHCTPYKLifX, AKi 3abe3neuytoTb HeobXigHy
nigTPUMKY — Ans peabinitauii. IHTep'ep
NPUMILLEHHS, BKJIFOYAE MiHIManiCTUYHe
obnaluTyBaHHSA, OpPiEHTOBaHE Ha MakCUMi3aL,ito
NpocTopy ANs pPyxy Ta BNpas..

Xo4ya CbOroAHiI Taki MeToAn MOXYTb
34aBatnca MPUMITUBHMMM, MpoOTe B Mepioj
Mepwoi CBITOBOI, BOHW 6yAn BaXIVBUMMU
KpOoKamu y po3BUTKY peabiniTauinHux npakTuk,
3aK/1afaroum OCHOBM ANA CyYacHUX TEXHOOTIN
i METOAMK Y Ll ranysi.

AnzanH  Queen Mary's Hospital y
PoremnTOHI  BMpI3HABCA  MPOCTOTOKO  Ta
OPIEHTOBAHICTIO Ha  QYHKLIOHANbHICTb, LIO
3abe3neuyBano HeobxigHy NiATPUMKY
nawjieHTam nig, yac peabiniTauii.
OaHonoBepxosi ByaiBAi 3i CBITIVMMK CTiHAMK Ta
AEpPeB'SHUMWU  eNeMeHTaMn  CTBOPHOBaM
3aTMLWHe  cepeAoBulle,  fAKe  CNpusaao
ncmxonorivHomy komobopty. OpHak, aK iy
Bunaaky 3 Walter Reed Army Medical Center,

NikapHA CTukanaca 3 npobnemoto Hpaky
NPVBATHOCTI, WO HeraTMBHO BM/AWBaNO Ha
peabinitauivimn  npouec. [lopiBHIoOUM 3
iHTep'epom 6noky Q y barta, ausavH vy
PoremnToHi 6yB MeHLU Hacn4eHun
obnagHaHHAM | HagaBaB binblue NpocTopy AnA
PyXy, WO,  OfHaK,  CymnpOBOAXYyBanoCs

OBMEeXeHNMU MOXNMBOCTAMU ANIA  CyYaCHUX
Tepanin.
Apyra cBiToBa BiliHa

B nepiog [Jpyroi cBiTOBOi  BiliHW,
peabiniTauiiHi LeHTpX AnA BINCbKOBUX CTanu
3HaUYHO BiNblU MNOWMPEHUMM Ta PO3BUHYTUMMY,
HiXX niguac [epwoi cBiToBOI BiMHW. baraTto
KpaiH mo4anu CTBOPHOBaTU CneLianbHi LeHTpu
ANs BICbKOBWX, AKi HaZaBaaun BifblW LLUMPOKNIA
CNeKTp nocayr 3 peabinitayii, BkAOYaKOUM
bi3nyHy Tepanito, NCMXONOFIYHY NIATPUMKY Ta
HaBYaHHA HaBWYKaM JANA MNOBEPHEHHA A0
rPOMaZCbKOro XMUTTA.

Yy CWA, Hanpuknag, 6yB CTBOpPeEHWM
[JenaptameHT y cnpasax BeTepaHiB (VA), akuu
HaZaBaB Ppi3HI BMAW AOMOMOIM BiMCbKOBUM,

3abe3neyeHHs OXOPOHW 30POB'S, BKAKOUAKOUM
MeANUYHe NikyBaHHA, npodeciriHy peabiniTaLito
Ta  MCUXONOTIYHY  NIATPUMKY,  diHaHCOBY
AOMOMOTY Ta iHWMWX NiAbr BETEPaHaM Ta iXHiM
cim'am. Moro KopiHHs carae MepLuoi cBiTOBO,

ane cyyacHy ¢dopmy i oOpraHizauiro
AenapTameHT oTpumaB nicaa [pyroi ceiToBoOl
BilHM [18].

Benwnka yBara npuainanaca

MCUXONONYHOMY CTaHy MOpPaHeHWX, 30Kpema
6opoTbbi 3 pgenpecieto, Aka focaranaca 3a
[OMOMOTOH aKTUBHOCTI Ta 3aHATb, BK/IKOYAOUM
npaweTepanito. Po3BuTok npodecii
¢disioTepaneBTa CnpusaB AOCATHEHHIKO 3HAYHMX
ycrixiB y CTBOPEHHI NpoTesiB Ta anapaTis ANs
BilHOBJ/IEHHS PYyXOBOI aKTUBHOCTI.

flo 1945 poky B CLIA po3wmnpuan
Mepexy peabiniTauinHNUX LUeHTpIB, Ccrno4aTky
OpPIEHTOBaHWX Ha BeTepaHiB, a 3roAom i Ha
LUMBINbHWX OCI6 3 iHBaNiAHICTHO, L0 NiABULLWAO
AKICTb MEANYHOI JOMOMOTU.

OaHvm 3 npuknagis BMCTyMae
Birmingham General Hospital, KanidbopHis,
rocnitanb apmii CLWA wvacis [pyroi cBiToBOI
BinHW. Wnutane 6yB nobyposaHun y 1942 i
1943 pokax ana pornsgy 3a BiNCbKOBMMMW, AKi
noBepTannca JOAOMY 3 iHO3EeMHOI CayX6u.
Mepwunin nauieHT 3apeecTpyBaBcs 24 ceprnHs
1943 poky. JlikapHa wMana 1777 nixok,
PO3MilLleHMX B OAHOMOBEPXOBUX OyAiBAAX Ha
kopnyci naoweto 131 akp [13].

[lenapTameHT y cnpaBax BeTepaHiB Yy
CWA nponoHyBaB  BiNCbKOBOCNYXXHOBLAM
di3vyHy, npaueTepanito  Ta  npodecinHe
HaBYaHHSA, MPOTE NaLiEHTV Man iHWI HaxkaHHS.
BoHM nparHyan noBepHyTUCS A0  3aHATb
CNOPTOM, SKMM  3aMannca 4O  TpaBM.
PeBONKOLIMHWI  AM3alH  Kpicaa  KOAICHOrO,
po3pobneHni  iHxeHepamn  EBepectom i
[>KeHHiIHrcom, BMpILLMB npobaemy
rPOMI3AKOCTI. MauieHTn cTanum BinbLu
MOGINBbHMMYK,  OCBOKOHOUM  BUKOPWUCTAHHS
Kpicna, i moyann BiABiAyBaTM CNOPTUBHI 3aau
rocnitanto, Ae rpaav B 6Hacketbon Ta iHWI

irpu (puc. 5).
Ana niaTpyMKM Lboro 6HaxaHHA 6yau
CTBOpPEHI cneuianbHO CNPOEKTOBaHI
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TPeHaXepHi 3anu B peabinitTauiiHMx LeHTpax.

AwvzaiH TaKnx npocTopis BK/IHOYaB
NPWUCTOCOBAHI  CMOPTUBHI  MalZaHumkn i
obnagHaHHA, fKe [O03BO/MANO  MPOBOAMNTM

3aHATTA Ha KOJICHMX Kpicnax, WO 3Ha4yHO
noserwyBano ajanTalito BeTepaHiB A0 HOBUX

YMOB. |HHOBaUIMHWA nNigXia AO CTBOPEHHS
TPeHaXepHUx  3aniB BKAKOYAB  TaKOX
iHTerpauito  TpeHaxepiB, fAKI BpaxoByBaau

di3nYHi 0OMeXXeHHA NaLeHTIB | Zonomaranm im
BiJHOB/IOBAaTUCA 4Yepe3 cropT |  i3nyHy
AKTUBHICTb.

[AwnzanH Birmingham General Hospital
BMPI3HABCA IHHOBALIMHUM MNiAXOAOM, SKWM
aKUeHTyBaB yBary Ha noTtpebax nauieHTiB y
di3nyHIn peabinitauii yepes Cnopr.
TpeHaxkepHi 3anu Ta aganToBaHe obnaZHaHHS,
30KpeMa [Ana 3aHATb CMOPTOM Ha Kpicaax
KOAMICHWX, CTaan KAKOYOBUMWU eneMeHTamMu
peabinitauii, L0 3HauHO nosierwmno
NOBEPHEHHSA BeTEepaHiB A0 aKTUBHOTO >XMUTTS.
Ha BiamiHy Big nonepeaHix peabinitauinHnx
LeHTpiB, fAKi (OKyCyBannca mnepeBaxHO Ha
MeJMYHIN A0MNOMO3i Ta BiAHOBJIEHHI 6a30BUX

byHKLIN, LELT AV3anH npocTopy
OpPIEHTYBaBCA Ha MOBINBHICTb, CaMOCTINHICTD |
couianizauito  nauieHTiB  4vepe3 cnopt. Lle
niaxoamao Jile} Cy4acHoro PO3YMiHHSA

peabinitauii, ge ®i3nyHa aKTUBHICTb CTaE He
Anwe 3acoboM BiJHOBJ/IEHHS, @ N LUAAXOM A0
MCUXONOTiYHOI peabiniTauii Ta iHTerpauii vy
CyCninbCTBO.

Y KaHnagj, Takox 6yn0 CTBOpeHO Ppi3Hi
TMNW peabiniTaliiHMX LEHTPIB ANS BiICbKOBUX.
Lli 3aknagn, 3a3BuYai, HajaBanu Taki BUAMK
NIATPUMKN:  Gi3NYHY Tepanito, NCUXONOTIYHY
NIATPMMKY Ta HaBYaHHA HaBuMYyKkaMm A
MOBEPHEHHA A0 pobOTM Ta rPOMaACbKOro
XKUTTA.

11 nnctonaga 1943 poky apxiTekTypHa
¢ipma  Allward and Gouinlock 3aBeplmna
6yaiBHMUTBO nNikapHi Sunnybrook. Sunnybrook
Health Sciences Centre - Bigkputnin B 1948
poui y KaHagi, npautoe no cborogHi. Y ubomy
rocnitani po3sTaloBaHO Hanbinblwuni B KpaiHi
LeHTp BeTepaHiB y kpwni Kinrypa ta Axopaxa
Xi3a, AKNIN ONiKy€eTbCA yHaCHNKaMu 6OMOBUX Ak

[Apyroi ceitoBoi Ta Kopelicbkoi BO€EH. MepcoHan
Hajae TpW KaTeropii AONOMOrK BeTepaHaMm:
di3nyHa nigTPUMKa, KOTHITMBHA MIATPUMKA Ta
naniatmeHa gonomora [17].

[o BepecHa 1948 poky nyb6niyHa
6ibnioteka TOpPOHTO cTBOpWAA  MOCTINHY
6ibnioTeuny dinito B Sunnybrook. ¥ 1966 poui
3aknag nepeganun  YHiBepcutetry TOPOHTO,
NepeTBOPMBLLM MOro Ha Aep>KaBHY HaBYa/bHY
yctaHoBy. bibnioteuyna ¢inia  Sunnybrook
3a/IMLIAETLCA BaXJ/IMBOK YaCTUHOK CMiIbHOTU
NauieHTiB | nNepcoHany LUbOro MeANYHOro
3aknagy (pwc. 6) [11].

bibnioteka B peabinitayiiHoOMy LIeHTPI
Sunnybrook Health Sciences Centre Bigirpae
BaX/IMBY  PO/b Y  NIATPUMUI  NaLLEHTIB,
0cob6MBO BeTepaHiB i3 60MOBMMYK TpaBMamMy,
HaAarumn JOCTyN A0 PecypciB 414 KOTHITUBHOrO
PO3BUTKY Ta MCUXOEMOLINHOIO BiAHOBIEHHS.
IHTep'ep  6ibnioTekn  BpaxoBye  noTpebu
NavLi€eHTIB, CTBOPIOOUM KOMGOPTHI 30HM ANA
UMTaHHA Ta  KOHCYAbTaLiW, WO  Cnpuse
penakcauii, 3HVXXEHHIO CTpecy Ta COLianbHin
B3aEmMOZii. Po3TallyBaHHA KHWXXKOBMX MOANLb
3abe3neuye nerknuin AocTyn Ao Aitepatypu, WO
NiABULLYE 3any4YeHiCTb MaLi€HTIB 4O MnpoLlecy
CaMOOCBITW.

BaxxnvBy ponb y au3anHi  npocTopy
BiAirpatoTb  KOMQOPTHI 30HW ANA  YMTaHHS,
KOHCY/NbTaLiA Ta CMifKyBaHHA, WO BiApI3HAE
Luer LeHTp Bifg iHWWX, Takmx Ak Birmingham
General Hospital, se ocHOBHUI akLeHT ByB Ha
®i3NYHIN aKTUBHOCTI Ta CMOPTUBHMX 3anax ANs
NaLieHTIB 3 0OMEXEeHUMUN MOXJIMBOCTAMMU.

Mepiog [Jpyroi cBiTOBOI BiMHW CTaB
KPUTUYHO BaX/INBUM ans PO3BUTKY
peabiniTauiiHOl MeAnLMHKN, OCKINbKWA KpaiHu
po3wunpuan Mepexy cneujianizoBaHmx
3aKnagis, 3abe3neuyoun KOMMAEeKCHY
AornoMory, Wo BKAtoYana ¢isvuHy Tepanito,
NCUXONOTIYHY NiATPUMKY, npodecinHe
HaBYaHHS Ta coLianizauito.

MichaBoeHHUI nepioa

Micna 3aBepLueHHs [lpyroi CBIiTOBOI BiHM
6arato KpaiH, Bkarouaroum Bennky BpuTaHito,
3ocepeamnnca Ha CTBOPEHHI HOBMX
peabiniTayiiHmx LeHTpiB Ans
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BilcbkoBocayxxboBuiB. Lli  ueHTpn  ctanmu
KNHOUOBUMM Micuamm ans HaJaHHSA
KOMIMJIEKCHOI  AOMOMOrM  BeTepaHam, WO

noBepHyancs 3 ¢poHTy, 3abe3sneuyroun im
®I3MYHY  Ta  MNCUMXONOTIYHY  NIATPUMKY  Ha
BMCOKOMY PiBHI.

Duchess of Kent's Military Hospital
po3TawoBaHui y Catterick Garrison, Len LueHTp
OyB CTBOPEHWA AN NiKyBaHHA MOPaHEeHnX
conpatis Ta peabinitauii BeTepaHiB. Bigkputun
6 >oBTHA 1976 poKy, BiH 3amiHVMB CcTapy
NikapHo, 3aKkpuTy Ao [pyroi CBiTOBOI BiMHW.
Focnitanb 3akpuan 1 avnHa 1999 poky nicas
nepeBipKN apMIACbKOI MeanUHoi cnyxbu, ane

ncuxiatpuuHe  BigaineHHa Ha 20 aikok
NPOAOBXYBaNo  QYHKLIOHYyBaTW,  Hajarouum
ambynatopHy gonomory. Y 2001 poui
MiHicTepctBO  060pOHM  3akpuao i Uue

BiAAINEHHA nicna yeprosoro ornsagy [8].

MnaH nikapHi BUKOPUCTOBYE MPUHLMN
«TOHOYHOI Tpacw» AN ONTUMI3aLLii 3B'A3KY MiX
nasataMmu Ta 3abe3neueHHs 6e3neku Mig 4ac
noxex. byaiBna po3gineHa Ha Biacikm 3
BHYTPILWHIMW  ABOpaMW AN OCBITAEHHA |
BeHTUAALi.  OaHonoBepxoBe  OyaAiBHULTBO
obpaHe 3aBAAKM CiNbCbKIN MiCLLEeBOCTI AiNAHKN,
3pyYHUM KOMYHiIKaLiam, MOXK/IUBOCTI
PO3LINPEHHA Ta EKOHOMIYHUM NepeBaram.

Ha nnaHi 30HyBaHHA Ta HalWMeHyBaHHA
NPUMILLEHb BUAINEHI Pi3HI GYHKLIOHANbHI 30HM
(puc. 7). AamiHicTpaTvBHI Ta obcayroBytoui
30HMU BKJIFOYAKOTb peuenuito, odicy,
YMpPaBAiHCbKI NPUMILLEHHA Ta TeXHIYHI 30HW,
Taki AK cknag i cepBepHa. MeguuHi Ta
NiKyBaNbHIi ~ 30HM  OXOMJKOKTb  LUBUAKY
Aornomory, ambynatopito, PeHTreH, NpoLeaypHi
kabiHeTn Ta nanatu. OCBITHI 30HW BKAHOYAKOTb
HaBYasbHy  KiMHaTy, JeKkuilHy 3any Ta
6ibnioteky.  CekTopu BIAHOBNEHHA  Ta
peabiniTauii cknasaroTbCs 3i CNOPTUBHUX 3aNiB,
6acerHiB | NpUMILLEHb AN BiAHOBAEHHS.
Mpoctopn Ana NpauiBHWKIB MICTATb KiMHaTy
KOHCYNbTaHTIB, KabiHeT CTapLuoi MeacecTpw Ta
iHLWi poboYi NpMMILLLEHHSA. 30HW BiANOYNHKY Ta
pekpeaLii BKI0YatoTb AeHHWUIM BigNOYMHKOBUI
MpOCTip, 3MMOBMI Caj Ta iHLWI BiAKPUTI AINAHKM.

pomMaacbko-o6cnyroBytouyi cekTopu
OXOMJIOKOTb KYXHKO, TAaNbHIO Ta anTeky.

disioTepaneBTMYHE BIAAINEHHA Mae Tpw
OCHOBHMX ONOKW: NiKyBaNbHWUIA, CMopT3an i
BOZOIKYBaIbHN 6acenH (puc. 8). TpeHaxkepHW
3an obnagHaHWI NapanesbHUMKM Bpycamm Ta MaEe
nignory 3 kneny. ligpotepaneBTMUYHUIA HBacenH 3
NiIAMOMHMKOM A/ NALEHTIB NiAHATMIA Ha 840 MM
Hag piBHEM nigaoru, 06MLbOBaHMM
KepaMiyHOK MO3aikoro, Mopy4y € KiMHaTa And
peabinitauii. Y BigAineHHi TakoX € rapaepo6Hi
ANA MEepCcoHany, KOHCy/NbTaUiHWI  KabiHeT,
po3aAranbHi A YONOBIKIB | XIHOK 3 AyLIOBUMMN
Ta Tyanetamu. O38061eHHSA NiAN0TN, 32 BUHATKOM
cnopT3any Ta baceilHy, BKpuUTe KUAUMaMW.
Bucota creni cnoprt3any Ta BOAONIKYBa/JbHOIO
KabiHeTy —3,6 M.

30Ha peuenuii € LEeHTPOM JiKapHi AnA
naui€eHTiB, BigBigyBayiB i nepcoHany (puc. 9).
®one Ta NPOCTIp OUiKyBaHHA pO3paxoBaHi Ha
30 ocib. 3aBafkum nNpPoOAYMaHOMY [AU3aNHYy
npuManbHa 30Ha BUKAMKAE  MO3UTUBHE
BPa>KeHHA: nigsora 3 KWAMMOBUM MOKPUTTAM,
cTena obwwuta AepeB’sHOD AOLWIKO, LEernsHi
CTIHW  TenaMx KO/MbOPIB, @  OCBITNEHHSA
3abe3nevyetbca  BOYAOBaHWMW  TOUKOBUMM
CBITUAbHUKAMW. BHYTPILWHIW ABIp Y BXiAHIN 30HI
HaJa€ JeHHe CBITI0 Ta KOHTAKT i3 30BHILLHIM
cepesoBULLEM. Bectnbronb OCHalLLLeHWI
aBTOMaTUYHUMK  ABepuMa 3pYYHOCTI
NaLi€HTIB Ha Kpiciax KOMCHWX.

MO3NTVBHI CTOPOHW AM3alHY LEHTPY
BK/IFOYAOTb KOMMAKTHICTb | 3pYYHICTb 3aBAAKM
ropu30HTaIbHUM KOMYHIKaLiam i
OAHOMOBEPXOBIN KOHCTPYKLT, WO A03BOJsANA
Nerke po3wunpeHHa. [lomalwHa aTtMocdepa,
BHYTPILLUHI ABOPUKM Ta KWAMMOBI MOKPUTTA
cnpusaan kom$opTy NauieHTIB | NepcoHany, a
CTaHjapTM3auia  npoueayp  nigBuilysana
ePekTMBHICTb pobOTN. HeraTmBHI CTOPOHM:
obMexXeHWn TepMiH cay6u rocnitanto, LWo
BKa3y€ Ha MOX/MBI HEAONIKN B AOBrOBIYHOCTI
iHOpPaCTPYKTYypW, Ta 3aKpUTTA NCUXIAaTPUYHOTO
BigaineHHa y 2001 poui, Wwo CBig4MTb Npo
npobnemMn 3 HajaHHAM  crewianizoBaHoi
MeAMNUYHOI AONOMOTW.

ANs
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Puc. 9. 3oHa peuenuii. Fon10BHI BXigHi aBepi. MpuiimanbHa cTivika (RAMC/1475)

AunsaniH  Duchess of Kent's Military
Hospital y Catterick Garrison Biagpi3HA€ETbCA Big
nonepeaHix peabinitTaLinHNX LLeHTPIB, TaKMX AK
Birmingham General Hospital i Sunnybrook
Health Sciences Centre, 3aBaskn cBOeEmy
6aratodpyHkKLiOHaNbHOMY niaxoay Ta
OnNTMMasbHOMY 30HYBaHHIO. Akwo
Birmingham General Hospital akueHTyBaB
yBary Ha CnopTMBHUX irpax Ta Qi3nyHin
aKkTMBHOCTI, a Sunnybrook Ha pecypcax ansa
KOTHiTMBHOTo po3BuTKy, To Duchess of Kent's
iHTerpye &isnyHy, nNCMXiyHy Ta couianbHy
peabinitaLito B €a4MHY cuctemy, 3abesneuyroum

NEerknim focTyn A0 BCiX GYHKLIOHAaNbHUX 30H Y
pamMkax o4HOMOBEPXOBOI CTPYKTYPU.

Otxe, nicns [pyroi cBiTOBOI BiHM
peabiniTauiviHi LEeHTpU cTanu 6inbLu
TEXHONOTIYHUMW Ta QYHKLIOHAAbHUMMN. Y HUX
3'ABUINCA  HOBI  MPUCTPOI Ta METOANKM
NiKyBaHHA, a AM3aiH CTaB BpPaxOBYyBaTW He
TiAbKW Qi3NYHI, ane N NCUXONOTIYHI NoTpebn
BINCbKOBMX, fKi MNOBepTaAnca 3 BIHW 3
TpaBMaMu Ta cTpecomM. Hanpuknag, 3'asmanca
cneuianbHi 30HW ANa penakcaLii, MmeguTauii Ta
TepaneBTUYHUX 3aHATb. TakoX 3'ABMnaca
Ginbwa yBara A0 AOCTYMHOCTI LEHTPIB ANs

199



Art and Design N23, 2024

HaykoBMI haxoBUI XypHa

Mucmeymeo3Hascmeo. TexHIYHI HayKu.

nojeln 3 0bMeXeHNMN MOXIMBOCTAMMU Ta X
aflanTMBHOCTI 40 NOoTpeb BeTepaHiB.

MpoBeseHe AOCNIAXEHHS PO3KPUBAE
BaX/IMBICTb  KOMMAEKCHOro  niaxoay Ao
AVi3aliHy  peabiniTayinHWX  UeHTpiB  ANS

BINCbKOBOCY>KOOBLIB. EdbexkTnBHIiCTL
peabiniTaliiHMX NPOLECIB 3HAYHOK MipOHD
3a1eXWTb Bij AM3aWHYy MPUMILLEHb, KUK
OXOMJIFOE TaKi KAKOYOBI acnekTn, fK KOJIp,

HaTypanbHi maTtepianu, npasuabHe
OCBITAEHHSA,  GYHKUIOHaNbHICTE  IHTep'epy,
CyyaCHi  MeaunyHi  TexHonorii,  6e3neka,

AOCTYMHICTb Yepe3 yHIBepCaNbHUM AU3alH i
eproHoMiyHictb. Ll enemeHT He Auwe
cnpuatoTb  ePeKTUBHOCTI JiKyBaHHA, ane W

CcTBOptOIOTb ~ KOMOpTHe Ta  be3sneyHe
cepefoBuLLE ANA MALIEHTIB.
BucHOBKU. PeTpocnekTMBHWIA aHani3

PO3BUTKY AM3aliHy peabiniTauiiHuX LeHTpiB
ANs BINCbKOBUX BU3HAUa€ KAKOYOBI eTanu Ta
dakTopwn, WO BMAMHYAM Ha WNOTrO €BOJIOLIHO.
Mig yac lMepLuoi CBITOBOI BiMHW LEeHTpU Byan
OpIEHTOBaHI  MepeBaXXHO  Ha  ¢i3nMuHe
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ZASTAVNYIR. S.

Lviv Polytechnic National University, Lviv, Ukraine

HISTORICAL STAGES OF FORMATION OF THE DESIGN OF REHABILITATION
CENTERS FOR THE MILITARY

Purpose: Based on a retrospective analysis of the development of the design of rehabilitation centers
for the military, identify the key stages and factors that influenced its development.

Methodology. The article applies a comprehensive approach to the analysis of the design of
rehabilitation centers for the military, including a historical review based on archival materials and scientific
publications, an analysis of technological, ergonomic, medical and socio-cultural aspects.

Research results. The results of the study showed that the evolution of the design of rehabilitation
centers for the military has gone through several key stages since the First World War. During this period,
the spaces were mostly functional, focused on physical rehabilitation, often in limited conditions. During the
Second World War, attention to spatial solutions that ensured comfort increased, but the problem of
insufficient privacy for patients remained in the institutions of that time. In the post-war period, there was a
trend towards a more balanced approach that combined functionality with comfort and psychological
support. Although the design became more open and technologically advanced, there was still a need to
individualize the space and ensure privacy for more effective recovery.

Scientific novelty. For the first time, a systematic analysis of the historiography of the design of
rehabilitation centers was carried out, taking into account technological, ergonomic, medical and socio-
cultural factors.

Practical significance of the study emphasizes the need to create comfortable and functional
rehabilitation spaces for veterans. The growing number of patients requires new architectural and design
solutions that meet modern standards and needs. The results of the analysis of historical stages of design
allow to create more efficient and comfortable spaces that increase the quality of rehabilitation and life of
veterans.

Keywords: means of design, effectiveness of rehabilitation, design of medical facilities, psycho-
emotional recovery, military patients.
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YAK 73.614:004.92 | KY3bMEHKO B. B.,, OCTAMEHKO H. B.

Kuiscbkuli HayioHanbHUl yHiBepcumem mexHos02ili ma dusaliHy, Kuis, YkpaiHa

DOI:10.30857/2617-

0272.2004.3.17 NMPOEKTYBAHHSA EPFOHOMIYHOI 3AXVCHOI MACKMW:

BI3YANI3ALIA TA BWUBIP 3D-CKAHEPA W MPOrPAMHOIO
3ABE3IMNEYEHHA

Mema: o6rpyHmysamu doyiibHicme 8ubopy ma 8UKOPUCMAHHS nacusHuUx 3D-ckaHepie Ha OCHOBI
Cy4dacHux cmapmeboHis 3 8i0N08IOHUM Npo2paMHUM 3abe3nedeHHsIM.

Memodonozia docnidxeHHs 6a3yemecs HA cucmemamus3ayii ma y3azaibHeHHs, NOPIBHAI6HOMY
aHanisi 3D-ckaHepie ma npoepamHomy 3abe3nedyeHHi O/ HUX, 8I3yA/NbHO-GHANIMUYHOMY ma
(HpopmayiliHo-docniOHUYbKOMY nidxodax.

Pesynemamu. [MpedcmasneHo pi3HoBUOU aKMUBHUX mMa naAcusHUux npucmpois 3 8i0nog8ioHUM
npozpamHum 3abeznedeHHamM 05 onepayiliHux cucmem iOS ma Android, onucaHo npuHyunu ix pobomu
0719 3aCMOCY8AHHS Y NPOEKMHUX NPONO3UYISX CMBOPEHHS epeOHOMIYHUX 3AaXUCHUX MAcoK pi3H020
npusHayeHHs. [JjosedeHo OoyibHICMb BUKOPUCMAHHA nacusHux 3D-ckaHepie; HadaHo epagiyHe
306paxkeHHs Micyb po3MiujeHHs poboyux enemMeHmie akmusHux 3D-ckaHepis. 3anponoHo8aHo kpumepii
subopy npozpamHo20 3abe3nedeHHs 01 8(3yanizayii NPOEKMHO20 pilieHHs Ma oyugposy8aHHs MAacku Ha
0bauyyi. ObrpyHmosdaHo 8ubip MeduyHOl xipypeidyHOl Macku i3 pi3Hux mamepianie 05 No8cskOeHHO020
HOCIHHS ma sk 3acoby iHOugiOyanbHo20 3axucmy opaaHie OuxaHHs. [MpedcmasneHo iHmepgelic (poboye
gikHo) dodamky «Polycam» Ha pi3Hux emanax sizyanizayii 019 cmeopeHHs 3D-modeni macku Ha 06uYYL.

Haykoea HoeusHa. Oxapakmepu308aHoO, y3ad2d/ibHeHO, YHAOYHEHO md 8UOKpeMJieHO Halbinbli
nonysspHe npoepamHe 3abe3nedeHHs O cMapmgoHie 3 onepayiliHumu cucmemamu Android ma (OS,
obrpyHmosaHo e8ubip npozpam «Polycam» 0Ona Android ma «Scaniverse» 0Osns (OS Ha ocHos8
3anponoHOBAHUX Kpumepiig ma 03HaK

Mpakmu4Ha 3Ha4vywyicme. 3anponoHO8AHO niOxo0u 00 CMBOPEHHS HOBUX NPOEKMHUX pillieHb
pi3H08UOI8 epeOHOMIYHUX 3aXUCHUX MACOK Y Npakmu4HoMy 3acmocosysaHHi nacusHux 3D-ckaHepie Ha 6asi
cmapmdboHis 3 8i0N0BIOHUM npozpamHuMm 3abe3nedeHHsaM. Ha ocHosl aHanizy OociidxeHo HadaHo
pekoMmeHOayii wjodo 8UKOPUCMAHHA NPUCMPOO MA npozpamHo2o 3abe3nedeHHs 015 8i3yanizayii 3acobis
{HOuBIOyanbHO20 3axucmy opzaHie OuxaHHsA. JocnioxeHHs egpekmusHocmi 3D-ckaHysaHHA mina OUHU
ma (o020 okpemux 06'emig (naowjuH) Moxe Oymu KOPUCHUM NpOEKMYBAJbHUKAM 0052y pi3HO20
npusHadeHHs, zelimousaliHepam (3D- xyOQoxHukam, xyOQoXHUKAM MyaemumediliHux nepcoHaxis), IT-
¢gaxisysam moujo.

Knrouosi cnoea: dusaliH, 3axucHi macku 014 0bauyys, 3D-Mo0en08aHHs, ep2oHOMIKa, 8i3yanizayis
¢opmu, 3D-ckaHysaHHs obauuyds H0OUHU, npozpamHe 3abesneyeHHs, iHHosayiliHi 3Dface-mexHosoeail.

Bcryn. Bucokmii piBeHb 3D-Bidyanisauii  onepauin naacTUYHUMKM Ta HEMpoOXipypramu, B

00'eKTIB  CKaHyBaHHA €  HaA3BMYAMHO  apxiTeKTypi — NpW NaaHyBaHHI NpoCcTopy, A4
BaXUIMBMM AN YHAaOYHEHHA OO6'€EMHOro  ouudpOBYBaHHA ICTOPUYHMX MaM'ATOK, X
AV3alH-PilLeHHs K BUPOBY B LiNOMY, TaK i PeKOHCTPYKLT; y KpUMiHanicTmui -
MOro CK/IafoBMX, OLIHIOBaHHA X nponopuiv, ouudbpyBaHHi  Mmicub  3710umHy  [1; 2],
MaclwTabyBaHHS, €eCTeTUKM Ta EeproHomikvM igeHTudikauii  ftoger; B iHXeHepii — Y

KOMMO3WLINHO-KOHCTPYKTUB-HUX PilleHb.
IcHye BesnvKa KiNbKiCTb MNPUCTPOIB Ta
Bi4NOBIAHOrO MporpamMHoOro 3abe3neyeHHs
ana CKaHyBaHHA 06'exTiB, o
BMKOPUCTOBYHOTbCA B PI3HMX cdepax >XKUTTA.
Tak, Hanpuknag, y MeauuuHi Npu CKaHyBaHHI
wenenn y CTOMAToONOri, NPV MAaHyBaHHI

3BOPOTHIlM po3pobui [3]; B iHAYCTpii po3Bar —
3axonneHHi pyxy [4; 5] ana ¢inbmis, aHiMauim
Ta irop. Tvn npuctpoto obupatoTb BiANOBIAHO
[0 3aBJaHHS, ke HeobXiAHO BUKOHATMW.

Takox aKTyanbHUM 3aNMLLAETLCA
nuTaHHA 3abe3neuyeHHs HaginHocTi 3acobis
IHAMBIAYaNbHOrO 3axMCTy OpPraHiB  AMXaHHA
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(31304) B ymoBax ®YHKLIOHYBaHHSA Cy4acHWX
BMPOOHMLTB, a TakKoX MNpPaKTUYHIiA poboTi
MEANYHUX  3aknagis. ToMy, nonepeaHiMn
BOCNIAXKEHHAMM aBTOpamMu BXe
3anponoHOBaHO OCHOBHi niaxoan Ao
MPOEKTYBaHHA Cy4aCHUX AW3alH-NPOAYKTIB 3
BMKOPWUCTaHHAM aKTyalbHMUX HamnpautoBaHb Y
CTBOPEHHI TEKCTU/I, a TakoX ocobamBocTen
MPOEKTYBaHHA  HaAiMHUX 3acobiB  3axucTy
06Anyua Ta opraHiB AUXaHHA, B TOMY YMCAI
binbTpytouMx nosnymacok. Pasom 3 Tum, 1
fotenep 3a/1MLWakoThCA HeAoCTaTHbO
LOCNIAKEHNMU MUTaHHSA 3aCTOCyBaHHSA
iHHOBAL,INHNX 3Dface-texHonorin Ans
3abe3neueHHA HafiHOrO 3axXMCTy NHOANHW.

AHanis nonepeaHix AoCAiAKEHb.
CyyacHui PO3BUTOK  TEXHOOTIN 3D-
CKaHyBaHHf [J03BOJSE BIATBOPUTM BUAUMY
peanbHiCTb |y BipTyalbHOMY CBITi. Tak,
Hanpwuknag, Au3anvHepu MogHoro b6isHecy
MaloTb  MOX/UBICTb  eKCNepuMeHTyBaTh 3
oumdpoBaHMM OAATOM B Pi3HMX rpadivuHmMx
peaakTopax, 3MiHIUN X KONIp, TeKCTypy
maTepiany Towo. Lle po3sonse nepernazatu
HOBOCTBOPEHI MPOEKTHI BapiaHTX 6e3 BTpaTtu
Yacy Ha peanizauito  4yeprosoi iTepauii
NPOAYKTY, WO MOferwye Ta YAOCKOHANOE
poboTy AmsanHepa. Hapasi ,npu BMKOHaHHI
AOCNIAHULBKMX, MEANYHUX Ta KOMEPLIMHNX
NPOEKTHNX 3aB/laHb, HanyacTiwe
BMKOPWCTOBYHOTb BWCOKOBAPTICHI CTauiOHapHi
cuctemn  ana  3D-ckaHyBaHHA. Cepes  HUX
PO3MOBCHAXKEHOHO Ta BiJOMOO €
BMCOKOTEXHO/IOTIYHA CUCTEMA ANS OTPUMAHHS
BMCOKOAETaNI30BaHMX | TOYHUX TPUBUMIPHUX
306paxeHb 0banyus ntogmHn — 3dMDface [6].
MpoTe, AOCNIAXKEHHN 3aKOPAOHHUX BYEHUX
aprymMeHTOBaHO AOBOAATH MOX/IBICTb
BMKOPWUCTaHHA MeHLU BapTICHUX Ta MPOCTiNX
Yy KOPWCTYBaHHI CUCTeM JANA  BWUKOHaHHSA
3aBfjaHb, ANA AKUX TOYHICTb HE € KAHOYOBUM
dakTopoM. Ha ocHOBI aHanizy HaykoBuMx npaLib
BCTAHOBNEHO Pi3Hi niaxoamu A0
06r'pyHTOBAHOrO BMOOPY PIi3HMX TEXHOJOTIN
oumdpoByBaHHA 06ANYYSA NHOANHN.

YactuHa HayKOBLB  AOTPUMYETbCA
niaxo4y, WO AOoCTaTHIMK Ans oundpoBYyBaHHSA

0banyus € nacmeHi 3D-ckaHepwn. Tak, KONeKTUB
BUeHux Andrews J., Alwafi A., Bichu Y. ta iH. [7]
3anpornoHyBasu anbTePHATMBY CTaLLiOHAPHIMN
Ta WupoKoBxmeaHii cuctemi 3dMDface -
MEHLW BigoMui npucTpin iPhone Ta pgoaatok
Bellus3 i3 cepesHbOKBaAPaTUUYHUM BiAXWUNEH-
HAM 40 2 MM TMOPIBHAHO 3 eTaJOHHUMM
JaHUMW CTaHAapTHOI cuctemu. Astopun Thurzo
A., Strunga M., Havlinova R. T1a iH. [8] npoBenu
NOPIBHANbHUN aHani3 XapaKTepucTnk
NPUCTPOIB Ta BCTAHOBWAM, LLO BUKOPMUCTaHHSA
iPhone Tta Bellus3D mae pisHugo y
BMMIpPIOBaHHAX A0  3MM, MNOPIBHAHO 3
eTa/loHOM, Ta ObMexeHy chepy 3acTOCyBaHHS
B MeAVLUMHI Npn (OPTOAOHTUYHOMY OrAsAi Ta
ouiHui). Haykosui D'Ettorre G., Farronato M,
Candida E. y cBoemy pocnigxeHHi [9] posenn,
WO 3a AOMOMOrow AojatkiB Ans cMapThOHIB
Ha ocHoBi TexHonorii TrueDepth MoxHa
oTpumatn 3D-mogeni obamuyua 3 BUCOKUM
piBHEM TOYHOCTI ans BMKOHaHHS
nocTaBAeHMX\PI3BHOMaHITHUX 3aBAaHb, B TOMY
ymncai nikapsM-ctomaTtosoram. BueHi goBoasaTb,
WO CMapTPOHM 3 gojaTKaMu € NOPTAaTUBHUMMU
Ta MeHW BapTICHAMW Ha BIiAMIHY Bij
CTauioHapHWX Ta nNpodecinHMX  aHanoris.
AsTopun npaup Hayeem R. Nicole W., Friscia
M., Seidita F. T1a iH. [10, 11] Takox
CTBEPAXYIOTb, WO BUKOPUCTaHHA MNaacTuy-
HUMW Xipypramu B CBOI NpakTuLi cMapTdOHIB
iPhone X aBnatoTb  coboro  fOCTYynHy
anbTepHaTMBY CKNAAHUM cmcTemam
ckaHyBaHHS. Bueni Liu J, Zhang C, Cai R. Ta
iH. [12] BM3HAuUMAKW, WO TOUHICTb KOXHOTrO
BMMIpOBaHHA ckaHepa byna NpUUHATHOK ANs
AIaTHOCTMKM  Ta  NAaHyBaHHA  JliKyBaHHS
nmoauHn.  TouHicTb  oumdposyBaHHA  3D-
Mozenen obanyus Ta Macky, OTPMMaHWX 3a
JIONMOMOroHo 3dMD i Bellus3D,
NPOAEMOHCTPYBaNM AOCTaTHHO MOBTOPHOBA-
HICTb CKaHyBaHHS.

I[HWa yYacTMHa BYEHMX BBaXa€ nNiaXig
WOAO BMKOPUCTAHHA  aKTMBHUX CKaHepiB
Ginbl  edeKTMBHUM yepe3 BULLY TOYHICTb
CKaHyBaHHA. Huxkue obrpyHTOBaHO nepeBaru
nigxo4y BUKOPWUCTaHHA  akTuBHux 3D -
ckaHepiB. Tak, konektmBoM aBTopiB Zhao YJ.,
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Xiong YX., Wang Y. B npaui [13] BucBiTAeHO,
WO ABa MeToAM oumdpOoBYyBaHHA 0bAnyYA 3a
[OMOMOrot0  CTPYKTYpPOBaHOro  CBiT1a  Ta
ctepeodoTorpadii MaroTb AOCTATHIO TOYHICTb
AN BUMKOPWUCTAHHSA Yy CTOMAaTOJOTIYHIN
npaktuui. Haykosui Wen A, Zhu Y., Xiao N. Ta
iH. 3aNpOMoOHyBa/y aBTOMaTUUYHE BM3HAYEHHS
3D-aHaTOMiYHMX OpieHTMpIB  obanyua  3a
pornomoroto  anroputMy  MeshMonk  [14].
Konektne aBTtopie Cortes R.G, Galea K,
No-Cortes J. 1a iH. y poboti [15] posiB
MOX/MBICTb  MPOEKTYBAaHHSA  €ProOHOMIYHUX
3aco6iB  IHAMBIAYaNbHOIO 3axXWUCTy OpraHis
AVXaHHA AN KOHKPETHOro CroXwuBaya 3a
[OMOMOrOK CKaHyBaHHA Woro obauyus 3D-
CKaHepoOM Ta JApyKy Macku 3 BigNOBIgHMMMU
30HaMu O6TrOpaLlil.

MocraHoBKa 3aBAaHHA. BignoeiaHoO a0
MeTu Ta 06'ekTy AOCNIAXKEHHS,
nepLwoYeproBUM BU3HAYEHO HeOOXiAHICTb Ta
JOUINBHICTL  0brpyHTOBaHOro BMboOpy 3D-
CckaHepy 3 BIANOBIAHWUM  MPOrpaMHUM
3abe3neyeHHAM  Ta  LWIMPOKOAOCTYMHUMMU
onepauinHUMN CUCTeMaMW Ha OCHOBI aHanily
XapaKTEPUCTUK ICHYHOUMX Ha PUHKY YKpaiHu

NPUCTPOIB. Takun niaxia Jl03BO/INTb
3abe3neunTn Bi3ya/bHe BIATBOPEHHSA
obpasHoro NPOEKTHOIO piLleHHs

€ProHOMIYHOI 3aXMCHOT MaCKM Ha JFOANHI Npn
CKaHyBaHHi il 06A1yYua i3 3a4aHOO TOYHICTHO, @
y NOAanblIOMy HajaTh pekoMeHgauii LWwoao

undposoi anctpubyuii Google Play Ha 6a3i
onepauinHoi cutemmn Android, Ha nnathopwmi
undposoi anctpubyuii App Store Ha 6a3i
onepauinHoi  cuctemmn  i0S, a  TakoXx
NPOrpaMHOro 3abesneyeHHs A0 HWX, 3 METOH
3aCTOCYyBaHHS IHHOBALiMHUX ~ TEXHOJOTIN
IHAVBIAYyanbHOrO BUFOTOBJ/IEH-HA PI3HOBUAIB
3aXMCHUX MacoOK.

Pesynbtatm pgocnigpkeHHA Ta  iX
obroBopeHHa. Bigomo, WO  TPUBUMIpPHI
MoAeni B y3araJbHEeHOMYy Ta AeTani30BaHOMYy

BMAAX BMPa3HO BigobpaxkaroTb
bopmoyTBOpEHHS o06'eMHoro BUpOOy,
KOHirypauito, PO3MilLleHHS, CTYNiHb
npuAAraHHA TOLO. 3aBasaKn AKICHIN
Bi3yanizauii MO>XHa npoaHanisysatu
KOMMO3ULiHY piBHOBary dopwm,

cniBBiAHOWEHHA QYHKLIOHAaNbHUX €IeMEHTIB, |
TakMM YMHOM BW3HAUUTU CTYMiHb E€CTETUYHOI
npuBabANBOCTI  NPeACTaBAEHOro  An3aliH-
ob'ekta. BigtBopeHa 3D-mogenb  Macku
MOBHOK Mipo0 MOXe chopMyBaTh LjinicHe
yABNEeHHs Npo BWpi6, MOro cknagosi Ta ix
CMiBBiAHOLLEHHS, MAacTUYHI BJACTUBOCTI
maTepiany. Bizomo Takox [16], wo 3D-ckaHep
- ue npuctpin ana nobyaosu UNPPOBUX
TPUBUMIPHUX MOZEeNnerh Ha OCHOBI aHanisy
06'ekTy abo cepesoBULLa peanbHOro CBITY ANS
36opy JaaHux wopo woro dopmu i, 3a
MOX/IMBOCTI, KOnbopy. 3D-ckaHepw pi3HATbCA
3a Bugamy; Ha pwuc.l npeacrtaBneHa ix

LUMPOKOTO NPaKTUYHOro BMKOPUCTaHHA  knacudikauis.
NPUCTPOIB,  AOCTYMHWX  Ha  naatdopmi
| PisHoBnamn 3D-ckaHepiB |
| : |
| KoHTakTHUIA | | Be3KOHTaKTHNI (ONTUUHWKIA) |
| I
| AKTUBHUM | | MacvBHMR |
NlazepHun | ~| CrepeockoniyHui |
MNpoekTopHMW | H  QotorpammerpuuHmii |

FonorpadiuHmn

MarHiTHWIA, yNbTpa3ByKOBUIA |

OnvcyBaHHsA cuayety |

Puc. 1. Knacnoikauia pisHosugis 3D-ckaHepis
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JocnigxeHHAMM BVABJ/IEHO, o
KOHTaKTHi 3D-ckaHepu [LO3BONAKOTH
oundpysatu 3aKpinneHi 06'ekTn 3a
pornomoroto  disnyHoro  HaratokpatHOro

AOTUKY A0 NMOBEpXHi 06'ekTy. BoHN MatoTb psg,
CyTTEBUX  OBMexeHb, WO  pobutb  iX
npUAaTHUMKU ANA CKaHyBaHHA auwe O6'ekTiB

ans 3BOPOTHOI pO3pobKIM/KOMitOBaHHSA
BupobiB  [17]. be3koHTakTHi  3D-ckaHepwu
ABNAOTb coboto NPUCTPOI, AKi

BMKOPWUCTOBYHOTb A1 CTBOPEHHA TPUBMMIPHMX
mogenen o6'ekTiB 6e3 PI3UHOro KOHTaKTy 3
HUMU; MOAINAOTLCA Ha MaCMBHI Ta aKTUBHI.

Omxe, KOHTakTHI 3D-ckaHepu MarOTb
PS4 CYTTEBUX OOMEXEHb, WO pobutb ix
npuaaTHUMn  avwe  Ans  BMCOKOTOYHOrO

CKaHyBaHHA 06'eKTiB 417 3BOPOTHOI pO3p0HKM
abo konitoBaHHA BMPOb6IB [17]. Be3koHTaKTHI
nacuBHi Ta akTmeHi 3D-ckaHepu nNpu3HayeHi
AN CTBOPEHHSA  TPUBUMIPHUX  MOAenen
Av3anH-06'ekTiB.  [lacMBHI  BUKOPWCTOBYHOTb
HaBKOJIMLLHE CBITAO Ta OAHy abo ABi kamepu
pa3om 3 HeobXigHMM nporpaMHnm
3abe3neyeHHAM Ta A03BONAIOTb CTBOPHOBATU
undposi mogeni 06'ektiB. Lii npuctpoi matotb
HW3bKy CObIBapTICTb, HEBMCOKY TOYHICTb Ta
AKICTb  CKaHyBaHHA. [lo  HUX HanexaTtb
CcTepeockoniyHum Ta doTtomeTpuyHmin  3D-
ckaHep, ckaHep cuayety. CTepeocKonivyHui
3D-ckaHep [18] BukopucToBye aBi kamepu abo
ceHcopw ans 36opy iHPopmaLii Npo raMbuHy
Ta CTBOPEHHA TPUBUMIPHOrO 306paxkeHHs
06'ekTiB abo pekpeauint cueH. CkaHyBaHHs
UUM TPUCTPOEM TPYHTYETbCA Ha MNPUHLMNI
BiHOKYNAPHOro HauyeHHs, CXOXOro Ha Te, fK

nroaChKi oui CNPUAMatoThb rANGUHY,
nopiBHIOOUN 300paxkeHHA 3 o060ox ouen.
Tunosui CTEPEOCKOMIUYHNIA 3D-ckaHep

3a3BuYal CK/Nlafa€eTbCA 3 ABOX Kamep abo

IHWWX  CeHCopiB, AKi  po3TalloBaHi  Ha
dikcoBaHi  BigcTaHi oaHa Bijg OAHOI Ta
OoAHOYacHO  ikcytoTb  306paxkeHHAa 3
He3HaYHVMMW BiAXWNEHHAMW TOYOK OrAgY.
OTtpumaHi Kamepamu 306paxkeHHn
obpobnatotbca  Ta aHanisytotbca  AnA
CTBOPEHHA 3D-mogen, iAeHTUIKYrOUN
PO36IKHOCTI MK ABOMa 306paxKeHHAMM.

®otomeTtpuuHe 3D-ckaHyBaHHA [19; 20],
TaKoXX Bigome AK doTomMeTpnyHa
cTepeockonis  —  Ue  TexHoaoris,  Wo

BMKOPUCTOBYE Kinbka 2D-306paxeHb 06'ekTa.
Woro doTorpadytoTb 3 KifbkOX TOUOK Ornagy
nig pisHUMKM  axepenamun cBitna abo nig
Pi3HUMM KyTamu OCBITNEHHSA. 3MmiHa
OCBITIEHHA CTBOPKE PIi3HI TiHI Ta CBITAI
AINAHKN Ha NOBepXxHi 06'ekTa, ki QiKCyrHOTbCA
Ha cepii 306pa>keHb, wo aani
BMKOPMWCTOBYIOTLCA A8 OOUMCIEHHA BEKTOpIB
HOpPMaJli Ha MOBEPXHi B KOXHIN TouLi 06'ekTa
3a AOMNOMOrot anroputmie GOTOMETPUYHOIT
cTepeockonii. Bektopy Hopmani — Le BekTopw,
WO MNepneHANKYNSPHI 4O MOBEPXHI B KOXHIM
Touui. 3HarouM X HanmpAMOK, MW MOXEeMO
BIATBOPUTN  TPUBUMIPHY dopmMy 0b'ekTa.
TouHiCTb Ta po3ginbHa 34aTHICTb OTPUMAHOI
3D-mogeni 3anexatb Bif KiNbKOCTi 306paXkeHb
Ta AKOCTI OCBIT/IEHHA.

CkaHyBaHHA cuayety [21] - ue
TEXHOJIOTIf, 3a JOMOMOror AKOI QiKCyeTbCA
dopma Ta KOHTYpu 06'ekTa, aHani3yroum Moro
cunyet abo abpwuc. Ha BigMiHY Big iHWWX
METOZIB CKaHyBaHHS, AKi BiATBOPIOIOTb MOBHY
NoBepPXHeBY reoMeTpito 06'ekTa, CKaHyBaHHSA
cunyety  OKyCyeTbCA Ha  dikcyBaHHA
30BHIWHbLOI dopMmn Ta kpaiB ob'ekta. [ns
dikcyBaHHA ckaHepom cunyeTy ob6'ekTa MOro
PO3MILLyOTb MK  JXepenom CBiTha Ta
kamepoto. CBITAO MPOEKTYETbCA Ha OO'ekT, a
Kamepa 3anucye TiHb abo cunyeT ob'ekTta Ha
GOHOBIN  MOBepPxXHi.  AHanisyroum  3HATUN
cunyeT, BUW3HA4YaeTbCA KOHTYp Ta dopma
o6'exTa. [laHi, 3ibpaHi 3 Pi3HUX KyTiB, MOXYTb
6yt 06'eaHaHi ANA  CTBOPEHHA MOBHOI
TPUBMMIPHOI  penpe3eHTauii  30BHIWHbLOI
noBepxHi 06'ekTa.

AkTnBHI 3D-ckaHepu Ha BIAMIHY Bij
MacMBHWUX  OCHalleHi  MpoekTopamu, Lo
ONPOMIHIOHTb 06'ekT CTPYKTYPOBaHUM
CBITIOM Yy BWUrAsAai niHin abo kBagpatiB 3
Pi3HWM piBHEM OCBITIEHOCTI, abo nasepamu,
WO BUMPOMIHIOKOTb CBITAO Y BWUMAAAI NiHIN.

Kamepn @ikcyroTb  BUKPUBAEHHSA  AiHIN i
KBaZpaTiB  Ta  3aBAAKM  MPOrpamHOMY
3abe3neyeHHo OTPMMaHI 306pa>keHHn
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BMKPVBAEHb HTEPNpeTyTbCd B  MOAENb
06'ekTy. [lo aKTMBHUX HanexaTb Na3epHUA Ta
npoekTopHuii 3D-ckaHepw.

NazepHe 3D-ckaHyBaHA BWKOPWUCTOBYE
NasepHe CBITIO0 ANA OTpUMaHHA iHopMmauii
Npo reoMeTpito Ta AeTani NoBepxHi 06'eKTiB.
CkaHep (puc. 2) BUNPOMIHIOE NasepHi NPOMeHi
Ha noBepxHO o6'ekTa | BMMIPHOE 4Yac Ha
BiAOWTTA CBiT/N1@ Ta NMOBEPHEHHA A0 CEHCOPA,
WO AO03BOJNSE PO3pPaxoByBaTU BiACTaHb Bij
CeHCOpa [0 KOXHOI TOYKM Ha MNOBEpPXHI
06'ekTa. Taki NpUCTPOI 3a3BMYal CKNaZarOTbCS
3 JIa3epHOro JXepesa, MeXaHi3My CKaHyBaHHSA
ANA HanpaB/JeHHA MPOMEHIO Ta CeHcopa ANs

OTpUMaHHA  Bigbutoro ceiTna. JlasepHui
MPOMiHb MPOEKTYETbCSA Ha 06'€KT, KONN CKaHep
PYXa€eTbCs abo 06'ekT obepTaeTbcs,

BMMIPHOIOTBCA  KilbKa TOYOK Ha MOBEPXHI.
BoHwn yTBOpHOIOTL TOUKOBY XMapy/point cloud
— Habip 3D-koopawuHaT, AKi 306paxkatoTb
dopmy ob'exTa [22].

MNoeAHYOUN KOOPANHATY Pi3HNX TOYOK 3
AEKINbKOX MiCUb Ornajy, NasepHuUn ckaHep
CTBOptOE komnnekcHy 3D-mogenb 06'exTa,
3anuncyroum 1MOro reomeTpito Ta ocobamBoCTi
NMOBEPXHi 3 BUCOKOH TOUHICTHO.

lUle opgHWM pi3HOBMAOM aKTUBHOrO
CKaHyBaHHA € nMpoekTopHe (puc. 3), wWwo
BMKOPWUCTOBYE MPOEKTOP ANA BifgobpaKeHH:

Puc. 2. MpadiuHe 306paxKeHHs MiCLib PO3MILLEHHS

pob0ouMx eneMeHTIB akTUBHUX NazepHux 3D-ckaHepis:

1 — iHppauepBOHE AKepeno CBiTNa;
2 — ToF paTtunk; 3 — 06’eKkT

pucyHkiB abo cBiTia Ha noBepxHto O6'ekTa.
CkaHep 3uuTtye aedopMaLito LMX PUCYHKIB,
KOANW BOHW obroprtaroTb dopmy o06’ekTa, Ta
BiaTBOpPtoE 3D-306paxkeHHA noBepxHi 06'ekTa.
PucyHkn mMoxyTb OyTW y BUrAagi CiToK, cmyr
abo iHWwux cknagHux 306paxeHb. Kamepa abo
CEeHCOp, poO3TawoBaHl  nNig  KYyTOM  BIA
NpoeKTopa, 3anucytoTb AedOpPMOBaHi CBITNOBI
PUCYHKMW. MporpamHe 3abe3neyeHHs
BMKOPWCTOBYE 3ibpaHy iHPopmauito  ana
TpiaHrynauii 3D-koopAanHaAT KOXHOI TOUKM Ha
noBepxHi o6'ekTa. MNoegHyouUM Kisbka Habopis
PUCYHKIB Ta BIAMOBIAHUX 306paXkeHb Kamepw
3 PI3HMX KYTIB, CKaHep CTBOPHOE AeTanbHy 3D-
mMoaenb o6'ekta [23].

Ha ocCHOBI xapakTepucTuk pi3HOBUAIB
3D-ckaHepiB 06paHO 6e3KOHTaKTHI MaCKBHI
NPUCTPOI, 30KpeMa Ha OCHOBiI TEXHONOTIN
cTepeockonii Ta doTtorpammetpii. o Takmx
HanexaTb CMapTOOHU Pi3HUX BUPOOHWUKIB, AKi
notpebytoTb  Hinbll  AeTanbHOro  aHanisy
XapaKTePUCTUK TOYHOCTI CKaHyBaHHA 06'eKTiB.

JocnigkeHHsMU BUsiBAEHO, wo Android-
NpPUCTPOI MOXYTb 34iMCHIOBATH 3D-
CKaHyBaHHA  pisHMMKW  MmeTogamu.  Bapto
3a3HauUNTK, WO He BCi CMapTPOHU MakoTb
BOyAOBaHi faTumkn abo kamepw, NpuaaTHi Ans
BMCOKOAKICHOro 3D ckaHyBaHHA.

N

Puc. 3. MpadiuHe 306paxKeHHs MicLb
PO3MiLLeHHA PoHOUNX esleMEHTIB akTUBHOIO
npoekTopHoro 3D-ckaHepy: 1 — npoekTop,
2 — Kamepa
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3a3Buuan fgozatku, AocTtynHi B Google
Play Store, p03BONAIOTL  BMKOPUCTOBYBATU
BOyAOBaHi KamMepn CMapTPOHYy AN CTBOPEHHS
3D-mozeneir 3 HEeBUCOKOH TOYHICTO. [edKi
AOAATKM NPOMOHYHOTb BUKOPUCTaHHA TEXHOOTIT
CTPYKTYpOBaHOro cBitia abo iHWi metoan ans
oumdpoByBaHHS, WO AO3BOAAKTb 36INbLLINTY
TouHicTb 3D-mogenen. CMapTdOHK, WO MakoTb
[AOAATKOBI  JaTuvky, Hanpukiag rambuHn abo
[OAATKOBI Kamepw, A03BOAAOTb oTpmumMatn 3D-
MOZeNi 3 BUCOKOK AeTanizauiero. Jeski mogeni
Samsung Galaxy, Xiaomi Ta iHWWX BUPOBHMKIB
MatoTb gatumk Time-of-Flight (ToF) [24].

ToF - ue TN jatumka,  AKUKA
BMKOPWUCTOBYETLCA Y AEAKUX CMapTdOHax Ans
BMMIprOBaHHA BiAgcTaHi 3a Bupasom (1) go
O6'eKTIB  LUIAXOM BM3HAUYEHHA Yacy, AKUK
NOTPIGHNIA ANs BiAOMBAHHA Ta MOBEPHEHHSA Ha

ceHcop NasepHoro NPOMeHto abo
iHbpauepBOHOro cBiTAa Big 06'ekTa.
d= (c*At) (1)

2
A€ ¢ — WBWAKICTb CBiT/a, M/C, t —yac, C.

TexHonoris ToF noaibHa ao TexHonorii
LIDAR, ane BMKOpPWUCTOBYE IHPpayepBOHe
CBITNO 3aMiCTb Jla3epHOro npomeHto. ToF-
JaTumnK, K MpPaBWMAO, PO3TallOBaHWK Mopsg 3
KaMepaMu Ha 3aAHii 4acTuHi cmapTdoHa abo
B CcrieujianbHin oaaTkoBi kamepi. OCHOBHMMM
nepesarn ToF-gatunka BUABNEHO TaKu:

—BMCOKa TOYHICTb BUMipHOBAHHSA BiACTaHI
[0 O6'ekTiB B iX LWIMPOKOMY Aianas3oHi (Big
[AEKiIbKOX CAHTUMETPIB A0 KibKOX METPIB), WO

niABULLYE AKICTb 3D-ckaHyBaHH# Ta

peanicTM4HICTb Npoekuin B AR-gosaTtkax;
—BMCOKa  WBWAKICTb  poboTn,  Wwo

[l03BONISAIE NPUCKOPUTY CKaHyBaHHS,

pO3Mi3HaBaTN XeCTn B peasbHOMYy Yaci;

—KOMMAKTHICTb Ta E€KOHOMIYHICTb, WO
NPOABNSAETLCA Y BUTOTOBJ/IEHHI B KOMMAKTHUX
Ta Jnerknx ¢dopm-dakTopax Ans
iHTerpauii y pisHOMaHITHI NPUCTPOI Ta CUCTEMMU
3 XXMBJ/IEHHAM Big 6aTapei.

Ha mobinbHux npuctposx iOS, 3okpema
Ha iPhone X abo cyyacHiWwmx Mogensx, MOXHa
3giicHioBaTn 3D-ckaHyBaHHA 3a AOMOMOroHo
AOAATKIB  Ta  AaTyumMKiB, 30KpeMa  LUASXOM

npocrol

BMKOPUCTaHHA  TexHosorin  LIDAR  [24] i
TrueDepth, saka BukopuctoBye NIR (Near
Infrared)  gatumk 3 iHPpayepBOHUMU
CBiTNOAIOAAMM ANl CTBOPEHHS  TOYKOBOI
xMapu/point cloud o6anyus, wo 36epirae
TPUBUMIPHI KOOPAMHATM TOYOK NoBepxHi. Lle
[O3BONAE CTBOptOBATU aeTanbHi 3D-mogeni
06AnYYa  NKOAMHKM, WO BUKOPMCTOBYHOTHCS,
Hanpuknag, Ans po36a0KyBaHHSA MNPUCTPOLO,
aHimauii Ta AR-3acTocyHkiB.

Takox 3D-ckaHyBaHHA MOBEPXOHb €
HaMOLIMPEHILLOO TEXHOJIOTIEr0 LiDAR.
JaTtumk BMMIpOE BigcTaHb A0 O6'ekTiB Ta
CTBOPHKOE  TOYHI Manu MO  TOYKOBUM
xmapam/point cloud noBepxHi. Lle Moxe
BMKOPWUCTOBYBATUCb AN CKaHYBaHHA KiMHaT,
AeTanen apxitekTypy abo O6yAb-AKMX IHLINX
06'€eKTiB, LLO BUMararoTb BUCOKOT TOYHOCTI.

Cepea Hanbinbl NOMNYAAPHUX iHTEPHET-
MarasuHIiB J0AaTKiB, irop, My3uKku, KHUT AnA
MOBINIBHMX  MPUCTPOIB 3 onepauinHuMmn
cuctemamm  Android i iOS  Bigomumum €
«PlayMapkeT» [25] Ta «AppStore» [26]. Ll
MarasuHu HajarTb MOXJINBICTb KOPUCTYBaYaM

3aBaHTaXyBaTy, BCTAaHOB/IHOBATH Ta
OHOB/OBATW  PI3HOMAHITHI  Mporpamu  Ha
cMapTdoHax Ta  iHWMX MPUCTPOSsX, LWO

NpaLtooTb  Ha  BIgMOBIAHWMX  OMepauiHUX
cnctemax. CrucremaTM3oBaHO XapaKTepPUCTUKM
nporpaMHOro 3abesneveHHa ana cMapT-QOHIB
AOCTYMHUX Ha naathopmi undposoi
avctpmbyuii Google Play Ha 6a3i onepauinHoi
cuctemm  Android Ta App Store Ha 6asi

onepauinHoi cuctemu iOS; HaBeaeHo y
Tabanusax 1ta 2.

Ha ocHoBI aHanizy xapakTepucTuk
(BMKOpPUCTaHHS AaTunKiB Ta OLiHOK

KopwuctyBadiB) 6yno obpaHo nporpamy ans
TenedoHiB 3 onepauinHoto cuctemotro Android —
«Polycam», agxe ana pobotn BOHa MoOXe
BMKOPMCTOBYBaTU TexHonorito LiDar Ta Mae
HaMBWLL OLIHKM KOpWUCTyBaYiB. na cmapTdoHiB
Ta nAaHLWeTIB Apple (iPhone/iPad)
paLioHanbHMM BM6OpOM byne
nporpama(aoaaTtok) «Scaniverse», yepes
BMKOpUCTaHHA TexHonorii LiDar Ta HamBuwi
OLiHKM KOPWUCTYBauiB.
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Tabnunus 1

XapakTepuctukm nporpamHoro 3abesneueHHs AnA cMapTPOHiIB AOCTYNMHUX Ha
nnatdpopmi unpposoi aucTpubyuii Google Play Ha 6a3i onepauiiiHoi cuctemu Android

— PedtunHr
HasBa BukopucraHH Kinbkictb . .
Po3po6Huk . oLiHOK Baprictb
nporpamm A paTumnKiB 3aBaHTa)XkeHb .
KOpUCTyBadiB
Polycam Polycam LiDar 1 MAH+ 4,6 YMOBHO .
6e3KoLITOBHa
y
WIDAR WOGO, Inc. e 100 Tc.+ 3,8 MOBHO
6e3koLTOBHA*
MagiScan AR Generation H/L, 100 Tnc.+ 4,0 beskowToBHa
Epic Games
RealityScan International, H/4, 10 Tnc.+ 4,0 BeskowToBHa
Sarl
KIRI Engine | KIRI Innovations H/A 50 Tnc.+ 3,0 be3kowToBHa
* — Ma€ neBHi 0OOMeXeHHA PyHKLIOHany, WO CTaroTb AOCTYMHUMM Nicaa NpuabaHHA
Tabnuvus 2

XapakTepuctukm nporpamHoro 3abesneueHHs Ansa cMmapTdOHIiB 40CTYNHUX Ha
nnatdpopmi undpposoi anctpubyuii App Store Ha 6a3i onepauinHoi cucremum iOS

BukopucraHHsa PeATHHr oLiHOK .
HasBa nporpamu Po3pobHuk . . Baprtictb
AaTuMKiB KOpUCTyBauiB
Polycam Polycam Inc. LiDAR 4.7 Be3kowToBHa
Scaniverse Toolbox Al LiDAR 438 BezkowwToBHa
3d Scanner App™ Laan Labs H/A 47 BeskoLwwTOBHa
MagiScan ar-generation LIDAR 4.6 beskowwToBHa
Metascan Abound Labs Inc. LiDAR 4.6 BeskowToBHa
Pro 3D

Scandy Pro 3 Scandy Inc. Wi 43 YMOBHO

Scanner 6e3koLwToBHa*

* — Ma€e neBHi 0bMexXeHHA PyHKLIIOHaNy, WO CTaroTb AOCTYMHUMM Nicaa npuabaHHA

Ana nopanbwioro AocnigkeHHa 6yno
obpaHo cmapTdoH Ha 6a3i onepauivHOI
cutemu Android Ta gogatok «Polycam».

Ha ocHOBi aHanizy xapakTepucTuk
(BUKOpUCTaHHA JaTyyKiB Ta OL|iHOK
KopucTyBauie) 6yno obpaHo nporpamy And
TenedoHiB 3 onepauiHoo cuctemoro Android
- «Polycam», agxe pana pobotn BoHa Moxe
BMKOpUCTOBYBatTK TexHosorito LiDar ta mae

HaMBULL OLLIHKM KOpUCTyBauiB. Ans
cMapThoHiB Ta naaHwertiB Apple (iPhone/iPad)
paLioHaNbHUM Bnbopom byae
nporpama(gogatok)  «Scaniverse», yepes

BMKOPUCTaHHA TexHonorii LiDar Ta HavBuwi

OUiHKM  KopwucTyBadiB. [na  noganblioro
JOCNIAKEeHHs 6yno obpaHo cMapTPoH Ha bHasi
onepauivHoi cutemn Android Ta poaaTok
«Polycam».

CborogHi HaMOLMNPEHILLMM
BUAB/AIOTLCA 3aCObM iHAMBIAYaNbHOTO 3aXMUCTy
opraHiB  amxaHHs  (3130[), npwv3HauveHi
BignNoBiaHO Ao BM3HaueHHs ACTY EN 132:2004
“3acobun iHAVBIAYyaNbHOTO 3axuUCTy OpraHis
AvXaHHA. TepMiHW Ta nikTorpamm» AN 3axucty
AVIXaNbHUX LUNAXIB KOPUCTyBaya Bif BAMXAHHSA
NOBITPA, AIKE CNPUYMHAE LWIKIAAVBAA BNANB Ha
3gopos’a. [lo Hux HanexaTb npoTurasy,
pecnipatopu, MeAnYyHi XipypridHi Macku ToLo.
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IHAVBIgYyanbHi
I I
DinbTpytoui I3otot0Ui
|
KucHesi MoBiTpsHi

— MpoTnnunosi — CTVCHEHWIA KNCEHD — LLnaHroBi

— MpoTurasosi — 3pig>KeHN KnceHb — CTucHeHe noBiTps
— Komb6iHoBaHi — XimMiYHO 3B'A3aHWI KNCEHb — KombiHoBaHi

Puc. 4. Cucrematmsauis 3acobiB iHAMBIAYaNbHOrO 3aXWUCTy OPraHiB AMXaHHA 3@ MPUHLMMNOM Al

CuctemaTtumsaliis 3acobis
IHAVBIAYaNbHOIO 3axMCTy OpPraHiB AMXaHHA 3a
NPUHUUNOM Aiil HaBeAeHO Ha pucyHky 4 [27].
Hanbinblw LWMPOKOBXMBaHMM cepes 3acobis
IHAVBIAYaNbHOTO 3axWUCTy OPraHiB AWXaHHA €
XipypriyHa Macka, WO CKIaJa€ETbCA 3 OAHOro
abo KinbKOX LWapiB, WO 3abe3neuyroTb 3axmcT
opraHiB  AuxaHHA Big Hebe3neuHux abo
noTeHUiHO Hebe3neuHnx dakTopiB. BoHa
MOXe BUTOTOBAATUCH i3 PI3HUX TEKCTUIbHUX
abo HeTkaHMX MaTepianiB, AKi MatOTb Pi3Hi
di3nyHi  BnactmeocTi. Macka Kpinutbca Ha
06114y 3a JONOMOroH eNacTMYHOro nacma,
WHypiB 3 dikcaTopamn, wWo 3abe3neuye
€ProHOMIiYHICTb BUPODy.

Ansa nopanblumx pocnigxeHb o0b6paHo
NOBCAKAEHHI  XipypriYHi/MeAnyYHi Macku Ak
HanbinbL LWMPOKOBXMBaHI. Bigomo [28], wo
Macka npUKPWMBAE pPoOT, HIiCc | nigbopisas,
yTBOptOOUn bap’ep Ana aeposonis, nuay Ta
IHWKX  WwKignmemx dakTopiB, GIKCyeTbCa Ha
ronosi Ta (abo) 3aByxamu 3a AOMOMOrOHO
eNacTUYHOI TaCbMMU, WHYpPIB 3 dikcaTopaMu; Ha
HOCi — HocoBOro @ikcatopa Towo. Bonu
MOXYTb BUTOTOBAATUCH i3 TEKCTUAbHUX abo
HeTKaHWX maTepianis, 3 OAHOrO i Hinblue Wwapis
mMaTepianiB 3 PI3HUMW  BAACTUBOCTAMM.
Mpvknag BMKOPUCTaHHA oundppoBaHMX
MOJENEeN Mackn Ta Macku Ha 06anudi AHAMHN
HaBeAeHO Ha puc. 5.

O6'eKTOM CKaHyBaHHA Y AOCNIAKEHHAX
6yn0 obpaHo XipypriuHy Macky sk OKPeMWi
06'eKT, a TakoX XipypriuHy Macky Ha obamuui

3a gonomoroto  cmapTdoHy Ha  Hasi
onepauinHoi cuctemn Android Ta gogatky

«Polycam». OuudpoByBaHHA Bigbynocb 3a
paxyHOK CTBOpeHHA MacumBy ¢doTorpadin
(pnc. 5, a) Ta ix noganbwoi 0bpobkm Ha

cepBepi po3pobHuka. OTOBY Mozenb Macku
Ha obaunuui (puc. 5, 6) MOXHa ekcrnopTyBaTu B
pi3HMX popmaTax (puc. 5, B).

Ansa pejaryBaHHA STL-dpanni
BMKOPWUCTOBYIOTb  pI3HI  nporpamun  [29].
HannonynspHiwnm  cepes  6€3KOLITOBHUX

nporpam € Blender [30] — nporpamHuin nakert 3
BIAKPUTUM KOZOM (PO3MOBCHOAXKYETLCA Mif
niuensiero GNU GPL) ans 3D-mopentoBaHHS,
aHiMauil, peHAepwHra, MOCT-NPOoAaKLIeHy.
KopwcTy-€Tbcst nonynspHicTio aAns poboTn Haj
KOMepLinHUMU Ta HeKoMepLinHUMM
NpOEeKTaMu.

Takox Bigomum € Tinkercad [31] -
OHNanH-iHCTpymMeHTOM  Big  Autodesk, wo
pobuTb AJOCTYMHWM A9 BWUKOPWUCTaHHA Ha
H6araTbox NPUCTPOSX. KopwcTtyetbea
MOMYNAPHICTIO Cepef OCBITAH Ta CTyAEHTIB
yepe3 MpPOCTUI IHCTPYMEHTapi 3po3yminunin
ANA  MoyaTtkiBUiB |  J03BOJIIE  LUBWAKO
moamndikysaty STL danan.

Cnig, 3a3Haunt npo SolidWorks [32] — ue
nnatHe npodecinHe nporpamHe 3abe3neyeHHs

ans 3D-moaentoBaHHs, o LUIMPOKO
BUKOPUCTOBYETbCA Yy  cdepi  IHXEHepHOro
MPOEKTYBaHHS, iHHOBAaLINHOTO An3aliHy,

MPOEKTYBaHHI HOBITHIX AN3aNH-NPOAYKTIB.
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Puc. 5. Poboue BikHO (iHTepdeiic) gogatky «Polycam» Ha eTani:
a — CkaHyBaHHs, 6 — rotoBi 3D-mogeni, B — BUbip ekcnopTHUX GopMaris i3 MeHo

a 6
Puc. 6. Poboue BikHO (iHTepdeiic) nporpamm «Blender» Ta 06'ekT ana pesaryBaHHs:
a — XipypriyHa macka Ha o6aunuui; 6 — BigpesaroeaHa 3D-mogenb — xipypriyHa macka
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dw o=
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a 6
Puc. 7. Poboue BikHO |HTepdeic nporpamum ans BisyanisaLii roToBMx Mogenem:
a — Mackun Ha 06amuui; 6 — Macku
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MporpamHnii  npoaykT SolidWorks po3Bonse
KOpWCTyBa4am CTBOpLoBaTH AeTanbHi 3D-mopaeni
KOMMOHeHTIB Ta 36ipok. Lle napamerpuuHe
MOZeNtoBaHHA 3abe3neuye BMCOKY TOYHICTb Ta
KOHTPOJ/Ib CTBOPEHHS PI3HOMAaHITHUX NPOAYKTIB
Cy4yaCHOro  Au3aviHy,  [O3BOJSAIOYM  NErko
mMoaubikyBaTM  Ta  OHOB/IOBATUM  MPOEKTW.
MporpamMHUiA NakeT Moxe OyTn BUMKOPUCTaHO
Ana peaaryBaHHa STL-dawnis. [na npwuknagy
poboTtn rpadiuHOro pesaktopa Hamu 6yno
obpaHo be3koLlwToBHY Nporpamy Blender uepes
BMCOKY LUBWAKICTb pOBOTM Ta AOCTYMHICTb Ha
H6araTbox onepawinHMX ccTemMax NnepcoHanbHMX
komn'totepiB. Poboue  BikHO  (iHTepdelc)
nporpamu «Blender» Ta 06'ekT ans pesaryBaHHsA
HaBeZeHO Ha pwuc. 6. 3D-mogeni XipypriuHoi
Mackm Ha obanuui Ta pesgaroBaHa XipypriuHa
Macka 306paxkeHo Ha pwuc. 7.

OtpumaHi 3D-mogeni Mackum BKasyHOTb,
Lo X dopMa CApOLLEHO Ta Yy 3aralbHUX pucax
noBToptoe  PopmMy  TiEl  yacTHM  0bAMYYA
NIOANHY, AKYy BOHa 3akpuBae. [pyn ubomy Yy
bpOoHTaNbHIN NAOLWWMHI BUPIO MaiiXe NOBTOPHOE
KOHTYp 0611M4uda 33 BUKIKOUYEHHAM BUMYKIOCTI,
YTBOPEHOHO HUXYe pIBHA  BWMLb. i
Bi3yasi3oBaHO MO O6iYHMM KpasM MackM 3a
PaxyHOK HaTAry TacbM, LWO He 3aBXAu
CNPUNMatOTbC  eCcTeTMYHO, 60  CMOTBOPHOE
npupogHy ¢opmy obanyua. Macka LWinbHO
npunsrae Ha nigbopigdi, BUANLAX  Yepe3
€NacTUYHI CTPIYKKM, OCHOBI HOCY 3a JOMOMOTOH0
HOCOBOro dikcatopa, 3abe3neuvyroun
€pProHomiky  BMpPOGIB.  TUTaHHA  ecTeTuKM
dopmoyTBOpEHHA MpupoaHOi GopMu 06MYYs
MOAVHW Yy  Macui noTpebye KOMMAEKCHOro
BMPIWEHHA LWAAXOM OOrpyHTOBaHOro BMHOpY
maTtepianiB AN BUTOTOBNEHHA aCOPTUMEHTY
3aXMCHUX Ta MEeAUYHMX MacoK BIAMOBIAHO
bYHKUIT NpU3HaYEHHS.

BucHoBkn. [poBeseHi  JOCHIAXKEHHA
[AO3BONMAM OBIpYHTYBaTU AOLINBHICTL BUOOPY

Niteparypa:

1. TepewkeBny A. . 3actocyBaHHa MeToay 3d-
CKaHyBaHHA 00'ekTiB B ekcnepTHi cayx6i MBC
Ykpainun. Kpuminanictuununin sicHuk, Kvis: AHAEKL,
MBC Ykpainun. 2014. N2 2 (22), C. 158-160

Ta BWKOPWUCTaHHA nacmBHWX 3D-ckaHepiB 3
BIAMOBIAHNM NpOrpamMHMM 3abe3neyeHHAM Ha
OCHOBI Cy4YaCHWX CMapTPOHIB 3 onepaLiiHUMM
cnctemamm iOS Ta Android ana 3actocyBaHHA y
MPOEKTHMX MPOMO3MLIAX  LWOAO CTBOPEHHSA
E€ProHOMIYHMX  3aXMCHUX  MacoK  Pi3HOro
npu3HayeHHs. BkazaHO pi3HOBUAM aKTUBHWX Ta
NMacMBHMX  MNPUCTPOIB AN TPUBUMIPHOTO
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KUZMENKO V. V., OSTAPENKO N. V.

Kyiv National University of Technologies and Design, Kyiv, Ukraine
DESIGNING AN ERGONOMIC PROTECTIVE MASK: VISUALISATION AND
SELECTION OF 3D SCANNER AND SOFTWARE

Purpose. To substantiate the feasibility of passive 3D scanners based on modern smartphones with
appropriate software.

Methodology.is based on 3D scanners and appropriate software systematization and generalization,
comparative analysis; visual-analytical and information-research approaches.

Results. The active and passive scanning devices type variety with corresponding software for iOS and
Android operating systems presented, the operation principles and their use in project proposals for research
and ergonomic protective masks with various purposes development described. The using passive 3D
scanners feasibility;, active and passive 3D scanners working elements placement graphic representation
provided. Proposed software selection criteria for visualizing the design solution and digitizing the mask on
the human face. Substantiated medical surgical mask made of different materials for everyday wear and as
an individual protection of respiratory organs choiced. The "Polycam" application interface presented at
various stages of visualization and a face mask 3D model creation.

Scientific novelty. Characterized, summarized, visualized and singled out the most popular software
for smartphones with Android and iOS operating systems, the "Polycam" for Android and "Scaniverse" for iOS
programs is justified based on the proposed criteria and features are choiced.

Practical significance. Proposed approaches for the new design solutions, for ergonomic protective
masks varieties creation, passive 3D scanners based on smartphones with appropriate software for practical
use. Based on the analysis of the studies, the device and software recommendations use for visualization of
personal respiratory protective equipment are provided. The 3D scanning effectiveness of the human body
and its specific volumes (planes) researched and can be useful for clothing designers of various purposes,
game designers (3D artists, multimedia character artists), IT specialists, etc.

Keywords: design, protective face masks, 3D modeling, ergonomics, form visualization, 3D scanning of
the human face, software, innovative 3Dface technologies.
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YOK 75.041.7(045) | JTO3A H. A, HOCEHKO A. I.

JepxasHuli  3akn1ad  «[lis0eHHoykpaiHcokuli  HaYioHAbHUL
yHigepcumem imeri K. [. YwuHcoko20», Odeca, YkpaiHa

nedazoeiyHull
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0272.2024.3.18
OBPA3 POAVNHWN Y TEMATUYHNX KAPTUHAX HAPOAHOIO

XYA0XXHUKA YKPAIHU AAO/Ib®A IBAHOBUYA /103U

Mema cmammi — docaidumu ocobausocmi 0bpasie poduHU y XUBONUCHUX KoMno3uyisx Adonega
lsaHosuua flosu (1931-2004) 8 koHmMekcmi 4acy ix cmeopeHHs; damu iHmepnpemauyiro 3micmy obpasie
mamepi, 6ameka, OUMUHU Ma npoaHanizysamu ix 3 No3uyil 8mileHHs nNo3a4yacosux apxemunis.

Memodonozia. B OJocnidxeHH( 3aCmMOCOBAHO iCMOPUKO-KYbmMyposio2iyHUl, MucmeymeosHasyuli
XYO0XHbO-CMUAICMUYHUL, KOMNAapamusHul, ikoHo2pagiuHUl ma [KoHo02{4HUU Memodu.

Pe3zynemamu. [lpoaHanizoeaHo memy poduHu y kapmuHax malicmpa, 0o skol 8iH 38epmascs
npomsAz2oM ycb020 M8op4020 Xumms. BussneHo ocHosHi obpasu: mamip, 6ameko, JUMUHCMEo, CiM's AK
yinicHicmes. B 06pasi mamepi-bepezuHi 8usigsieHo 3Ha4eHHs ocobucmux epaxkeHb ma cno2adie QuMuUHcmMaq,
giliIHU ma nicn980EHHUX pOKiB. 38aXXaro4u Ha ye, asmop cmeopus y3azasibHeHuli 06paz Mamepi-xiHku-3emi,
wo Hapooxye, 200ye, bepexe, nikayemocs npo mMalbymHE NOKOMIHHA, MuM npodosxye pid i 36epieae
mpaduyii. MokasaHo, wjo o06pas bameka 6e3nocepedHbo nos’szaHo 3 obpazom OumuHU (cuHa). Y
KOMNO3UYisix 80HU 8UCMYNAOMb AK EOHICMb HE MUTbKU 8i3YA/1IbHO, aJ1e CUMBOIIYHO MDK NOKONIHHAMU — 00He
8UPOCMAE 3 (HWO020, CNUPAEMbCA Ha 0ocgi0 ma 3pocmae i3uyHo, MeHMasabHo ma OyxosHo. B obpasax
oumuHcmea xyO0oXHUK po3Kpusde memy 3pOCMmaHHA, dopocailaHHA. BcmaHoeneHo, wjo obpasu poduHu y
meopyocmi xyOOXHUKA € 8MUIEHHAM N03a4acosux apxemunis, wjo sugodume 0bpasHuli 1ad meopie Mumuys

Ha iHWul 2106a16HO-Migho102i4HUL pigeHb.

Haykoea Hosu3sHa. BusyeHo obpasu poOuHU y memamu4yHuUx komnosuyisx A.l. J/loau 8 koHmekcmi
yacy ma ocobucmozo docsidy Mumuys,; NpoaHaai308aHo 3mMicmosy ocHosy 0bpasie mamepi, 6amekad, OUMUHU
Y 830EMO038A3KY 3 Np0o6AeMamuKoro HayioHaI6HOT MeHMaabHOCMi Mma 3a2aab6HUX apxemunia.

TMpakmuy4Ha 3Ha4vywicme. Pesysomamu 00cai0xeHHs HeobXiOHI 011 CMBOpPeHHS YUniCHOI KapmuHU
icmopii Mucmeymsa YkpaiHu ma 3okpema O0ecokoi MUucmeybkol WKOU.

Kmouosi cnoea: meopuicme A.l. /lo3u, memamuuHi komno3suyii, obpasu cimi, mamepi, 6bameka,

oumuHu, Odecbka Mucmeybka WKoAQA.

Bcryn. Asonbd IBaHoBMY Jlo3a (1931-
2004), HapOAHWI XyAOXHWK YKpaiHM — ofHa 3
BM3HaUYHWX noctaten y mucteutsi Ogecw i BCiel
KpalHMW OCTaHHbOI TpeTuHM XX — noyatky XXI
ctonitta. BiH Ta 1MOro oOTOUYeHHSs, OjechbKi
XYAOXKHUKN-LLECTUAECATHUNKY, CyTTEBO
BMJIMHY/IM Ha Te, AKOK OjecbkKa MuUCTeLbka
LWKO/Ia € CbOrOAHI. [MpOTAromM TBOPYOro XUTTA
MancTtpa 3MiHIOBaAUCb Temu TBOpPIB  Ta
CTUAICTUYHA BUPa3HICTb, MPOTe iHAMBIAyaAbHa
XyAOXHS moBa Agonbda Jlo3n € BNisHaBaHOO
cepeg 6araTbOX iHLIWX.

XYJOXHUWK, KU AWTUHOK BIiAYYB, LWO
Take BiiHa | MOBOEHHI Yacy, rOCTPO NnepexvBas
3B'A30K 3 PIAHOIO 3eMAELD, 3HAUEHHA HNM3bKMX
B XKWUTTI KOXHOI JNHOAWMHW, 3HAB LiHHICTb Ta
LiHYBaB MUPHE XWUTTA | TBOPYICTb Y COHAYHOMY
MicTi 6ins Mmops. PazomM 3 HacUM4eHUMK CBIT/O-

KOJIbOPOBMMUW €MOLIS MU Ner3axaMn YKpaiHu,
MalncTep NPOTArOM XUTTA CTBOpPrOBaB 0bpasu,
MOB'A3aHI 3 TeMOK POAMHU — YHIBEpPCanbHOI
MOAENI MPOAOBXEHHA | 36epeXeHHsA XMUTTS.
CborogHi CtaH MexXi MK XMUTTAM i CMepTHO,
BiAUYTTA peanbHOI 3arpo3v | nepeoLiHka
LiHHOCTeN BigbyBa€eTbCA 3 yKpaiHUAMWN PI3HOTrO
BiKy. BiuHi TemMn Ana XyAOXHWKIB, rnfjadvis,
AOCNIAHVKIB MUCTeLTBa HabyBatoTb rambLIoro
3HayeHHA. ToMy aKTyaJbHUM | LiKaBUM €
BMBYEHHA TBOpYOCTi Agonbda Jlo3n B acnekTi
AOCNIAKEHHA 0cobanBocTen 0bpasiB pogNHN Y
TEMaTUUYHUX KOMMO3MLLIfX.

AHaniza nonepeaHix  AoOCNiAKeHb.
JOoKyMeHTanbHy OCHOBY AN  AOCAIAKEHHS
TeMu, AK | 3arajiomMm TBOPYOCTI MUTLA, CKIaZaroTb
Moro «3anucku» — «Agonbd Jlosa. XBuaamu
MOEI nam'aTi», ynopaaKoBaHi i BuAaHi nicas

218



Art and Design N23, 2024

HaykoBMI haxoBUI XypHa

Mucmeymeo3Hascmeo. TexHIYHI HayKu.

CMepTi  3aBAAKM  3YCMANAM  POAMHM  Ta
€.M. l'onyboscbkoro [3]. Lle ocobucra cnosiab-
pO3MNoBiAb, iHOA CBOEPIAHI «eTHAN»
XYAOXHWKA Bif AUTAUNX BPaxXeHb — A0 3PIAnX
CrocTepexeHsb, dinocodpcbkmx LWYyKaHb,
cnoragis  MuHynoro. [xepenbHoto 6a3oro
BUCTYNWUAN TEMATUYHI TBOPW 3 KONEKL,ii pOANHM
A.l. Jlo3un Ta NnprBaTHUX KONEKL,i.

TBOPYOCTI  XyAOXHWKA  MPUCBAYEHO
HW3Ky CTaTel y KaTajorax TBOpPiB. 30Kpema,
'PYHTOBHWNA TeKCT ~ cTBOpMAa AOKTOp
mucTteutBo3HasctBa O.A.  TapaceHko  go
katanory 2000 poky. BueHa aHanizye TematnyHi
MONOTHa MUTLA, Aaroun iHTepnpeTaLito Yepes
NPOUNTAHHA CMMBOJIB Ta 0BpasiB y KOHTEKCTI
KynbTypn cBity [11]. Y posgini katanory
3ibpaHHa xmBonucy Ogecn Apyroi NONOBUHU
XX crtonitta  J1. B. IBaHOBOI  AOCAIgHMKN
O. A. TapaceHko [ A. A. TapaceHko
HaronowytoTb, wo A. . Jlo3a nucae «CBITAO Y
rnobanbHOMy MOro BusBAeHHI <..> CroxXeT €
Jivile 30BHIWHIM npuBogom» [12]. JoTUUYHUM
AO Hawoi TemMun € JocaigkeHHs  M.B.
lNoHOMapeHKo, AKe NPUCBAYEHE TEMI POAVHUN Y
aBTOpCbKin komno3uuii  «CiMerHi  peniksii»
(2008), pe 3acobom cakpanizauii BUCTynNae
30/10TUiA OoH [7].

O. K. ®epopyk y cTaTTi B  >KypHani
«Obpa3oTBOpYe  MMWCTEUTBO»  BKa3lye  Ha
«cnpobi MoHymeHTani3auii obpasy», fka byna
TOAI Ha uvaci, y kapTuHi Agonbda Jlo3m «Matum
konae» (1973) [13]. Y awnceprauiviHoMy
pocnigxeHHi A.l. HoceHko Ha Temy «[lneHep B
xueonuci Opecn papyroi nonosuHnM XX -
nouatky XXI cTonitTTa» OKpemMwui NiApo3Ain
NPUCBAYEHO BUBYEHHIO OCOBIMBOCTEN CBIT/O-
KONIbOPOBOI eKCMNpecii B XWBOMUCHIN cucTemi

A.l. lo3n [5].
Haxxanb, 3apa3 MOXHa KOHCTaTyBaTh
HacTynmHy TeHAeHUito: 6arato uikaBux i

TaNaHOBUTMX XYAOXHUKIB XX CTONITTA B Pi3HMX
perioHax KpaiHW, AKi NIWAWN 3 XUTTA, CbOTOAHI
Malxe 3abyTi. Ha Lie € HM3Ka NpUYMH: iX TBOpYK
y CBill yac He OTpMManu Micus y 3HauHUX
MYy3eWHMX UM MPMBATHUX 3ibpaHHAX, He byau
penpojyKoBaHi Ta KaTaJ0ri30BaHi; iX TBOPYICTb
HEe  Mana  HaNeXHOro  BWUCBITNIEHHA Y

MUCTELTBO3HABLIB Ta XXYPHaICTIB; POANHN He
CNPUAAM NIATPUMAHHIO Nam'aTi NPo MUTLA | T.A,
Ha wacta ana kynptypHoro npocropy Ogecu Ta
Ykpainun im'a Agonbda J1o31 He 3HUKNO.

Y 2020 poui B Oaecbkomy XyAOXHbOMY
My3ei Oyno npoBeAeHO 3HAYHWA MPOEKT
«CyBopi Ta cTuabHI. MwucTteutso  AOBrUX
WICTAECATUX» Ta BWAAHO KaTanor TBOPIB 3
Tekctom O. PontbypTa, Ae BiH BWUCBITAVB
ocobamBocTi mucteyTBa 60-x pokiB XX cToNiITTS,
KONO  MWTLIB  TOro 4acy, 0cobanBoOCTi
KynbTypHOro xutta Ogecw [8].

y 2021 poui ago 90-piyus 3 [Hs
HapogkeHHA Agonbda IBaHoBMua Jlo3n B
OpecbkoMy  My3ei  3axigHoOro i  CXiAHOro
Mucteutsa 6Hyna nposejgeHa MacwTtabHa
BMCTaBKa TBOPIB PI3HMX POKIB 3 KoAekLuii
poavHM  XypaoxHuka.  OpraHizatopom i
KypaToOpOM BUWCTaBKW BUCTyNWaa [JOHbKa —
Hatana AponbdisHa Jlosa. BucraBka Mana
BENVKUM YCNiX cepes rajadvis Ta NnpuBepHyna
yBary A0 MwucTeubkoi cnagwmHun Al Jlosm i
Ky/IbTYPHOTO KOHTeKCTy yacy. byno nposegeHo

Cepito  MPOCBITHULBKMX  €KCKYpCih  AnS
3000yBaviB  XYAOXHIX  3aknagiB  OCBITU
OaewmHu. Moairo 6yno BUCBIT/I€HO

nybaikauiamu B npeci Ta couymepexax [2]. Ha
CbOTrOAHI He 6yn0 nNpoBeAEHO  LiNICHOTO
MWCTELTBO3HABYOro  AOCNIAKEHHA  obpasy
POAMHM Y TBOPYOCTi aBTOpA.

MocTaHoBKa 3aBAaHHA. MeTo CTaTTi €
BMBUEHHS 0cCO6/MBOCTEN BTiNEHHA 06pasy
POANHN B TeMaTUYHUX KapTuHax A. l. Jlo3n. B
BOCNIAKEHHI aBTOpPMU cnupanunco Ha
AOKYMEHTaNbHI MaTepianu Ta 0cobucTi cnoraam
npo 6aTbka, CBOEPIAHNIA «nornsag,
6e3nocepesHbOro yyacHuKa» AOHbKU MUTLA
H.A. Jlozan. [na 6Ginbll NOBHOrO  aHanisy
BaXJIMBMM Byse KOHTEKCT yacy i Ky/JbTypHOro
cepefoBuLla, Ake BnavBano Ta ¢dopmyBano
ocobucTictb  MaicTpa.  MeTogonoriyHoro
OCHOBOKO € KOMMJEKC MWUCTELTBO3HABYMX
METOAIB AOCNIAXEHHA 3MICTy Ta GOopmMUM TBOPY:
XYAOXHbBO-CTUAICTUYHUI aHanis,
KOMMapaTMBHMI MeTogd, iKoHorpadiyHui Ta
iKOHONIOTIYHI MeToAMN.
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Pesynbtatm pochnigpxkeHHa Ta  iX
o6roBopeHHs. Bzarani, MucTeLbke
cepegoBume Opecy, YaCTMHOK AKOrO €
Agonbd Jloza, y BCi 4YacMm MNOBHWUNOCH
TalaHOBUTMMW  MUTLAMM,  AKI  MOCTYyNoOBO
cknaanm  ocobamsy  BnisHaBaHy — Opecbky
MUCTEeLbKY LWKOJYy. [i >XUBOMUCHI Tpagmuii
6epyTb cBin nouyatok BiA4 ToBapwucTBa
MiBAEHHOPOCINCHKNX XYAOXKHUKIB — Big naesan
mMancTtpie kiHua XIX — nouatky XX ctonitra 3
Kipiakom KoctaHgi Ha 4oni, 40 fKOI BXOAWAU
. TonoBKOB, M. Hinyc, T. ABOpHWMKOB,
O. Crinianygi Ta iHwi. ¥ 1934 poui novana
dyHkuioHyBat, a 3 1938 poky odiuinHO
3acHoBaHa nepua B YkpaiHi Ogecbka obnacHa
opraHisayia cninku XyAoXHuKiB. HactynHoro
nepiogy po3ksiTy mucteutso Ogecu gocarno B

MICAABOEHHI  YacW, KOJAW  KICTAK  CMiAKK
CTBOpPIOBaIU O. AumaHuyk, O. MNonos,
B. Bnacos, M. Topopos, . KpukeBCbKni.

Opeca pagaHCbKOI enoxu Byna MCUXONOriYHO
6iNblU BiNbHOK, PO3KYTOR HIX IHWI MicTa. TyT
MUTeLb MIr 4O3BOAUTK CObI TpiwKkK Binblue, He
TaK «KMAABCA Yy Bidi», HiX, Hanpuknag, y Kuesi
ae, 3a cnoBamm O. PoutbypTa, «XyAOXHSA
HOMeHKnaTypa Oyna Jyxe CepBiIbHOWO Ta
KOHCepBaTMBHOO» [8, c. 24.]

|, oaHO4YacHO, BOHa He O6yna TUXMM
NPOBIHLUINHUM «bonoTom». TyT Byna Tpaguuis,
MUCTeubke cepegosulle. A. Jlosa 3ragye: «B
Ogeci y TOM MOMeHT b6yno 6arato LUikaBuWx
XyAoXHukiB. Lle 6yB >xuBmn Bonognmup
CuHMUbkNKY, 3aTb KocTaHai. XoavB Ha BCi
BMCTaBKM 6naroobpasHuii BBIUNNBUM
OnekcaHap bopucosuny MNoctenb. B po3ksiTi cun
3HaxoauAnucb  Mwuxanno  boxwuii, Mwukona
LLlentoto, KocTaHTUH JIOMUKIH Ta Barato iHLWKX,
30BCIM He pagoBux >XuBonwucuie, rpadikis,
ckynbnTopiB <..> ToAi, nepwumn cepes ycix
6yan ana meHe 4otmpu iMeHi: OnekcaHap
AumaHnuyk, HOpin €ropos, B'suecnas Tokapes
Ta Bonogumup Bnacos» [3, c. 42]. Y cnoragax

Manctep  pobuTb  Haronoc  Ha  poni
nonepesHVKiB | CBOIX KOJer Cy4yaCHWKIB:
«TinbkKM  BWCOKWI  piBEHb BCbOTO  LIapy

04EeCbKOro MMUCTeuTBa AOMOMIr HaM 3pobutu
nesHi ycnixm» [3, c. 16]. | we, ak nuwe Agonbd

Jlo3a, BaxxmBmM 6yn0 «MicTo, Harate 3eNeHHI0
Ta CTPOKATOMO apXiTeKTypoto, iwe He byno retb
3pynHOBaHe ” He nepebypoBaHe, sk 3apas. Y
HbOMY /1IerKO ANXanoCb, BOHO BUNMPOMIHOBANO
APYXHICTb Ta By10 nponopuinHe NtoguHi. BoHo
6yN10 NPOCTO KpacnBe Ta HEMOBTOPHE, HECXOXe
Ha iHLWi, HaBiTb B CBOIN eknekTuLi» [3, c. 41].

Y ue poMaHTM4YHe MICTO noTpanuve
Aponbd Jlo3a 30BCIM MONOAOK JIOAMHOLO,
KON npuixaB Ha HaByaHHA B Ogecbkomy
XYAOXHbOMY yumauwi iMeHi M.B. [pekosa,
3HamMeHuTin  «[pekiBui». Chogu X  BiH
MOBEPHYBCA MICAA  3aKiHYeHHA dakyabTeTy
XUNBOMUCY XapKiBCbKOrO XyO0XHbOTO iHCTUTYTY
y 1966 poui. Ak i rvoro ToBapuwi — Opect
CnewvHcbknin Ta Bonogumup  ®inineHko —
rpyna, AKy Yy CRiWi OXpecTuanm «Tpboma
BeAMeAAMM», BiH oApasy 3asaBMB npo cebe
BENIMKMMW  KOMMO3MLIAMW  —  KapTUHaMW,
CTBOPEHVMW Mif, BMJANBOM «CyBOPOrO CTUHO».
«PeBontouinHni mapw» (1968), a, nicaa HbOro,
«B ctenax YkpaiHun» (1968), «[Mpanop 6atbkiB»
(1969), «lMoBepHeHHs» (1974). 3a cnoBamu
€. M. TonyboBCbKOro, XyAOXHUK Hamnpy>KeHo
LyKaB CBOKO GOPMYy CTaHKOBOT KapTUHW.

MisHiwe, repoika peBoatoLii  Ta
BINCbKOBOrO MOABUIY MOCTYMaeTbca 6inbLu
MUPHUM TeMaMm OCniByBaHHA npawj,

3'ABAAOTLCA NoNOTHa «[obpi 3epHa» (1979),
«Beceni  Bogonasn»  (1980), «HapoaHwun
npomucen» (1981), «Micns npaui» (1981). A, we
nisHille, Aecb Bij KiHUSA BiciMAecaTUX, i A0
camMoro Bigxo4y Yy Kpalwi CBiTW, MancTep
Hamaraerbcs AOCNIAUTN CMOKOHBIYHI MUTaHHA
Nr0ACTBA Y TBOpax CBOEl, TakK  3BaHoI,
«MidonorivyHoi cepii»: «4ac 36upat KamiHHA»
(1989), «Casn» (1989 — 1990), «Biaxia» (1990),
«®apucen» (1990), «l byae cuH i byse matu»
(1991), «AuTa ntoacbke» (1993), «bnara 3BicTka»
(2003), Ta iHWI. Ak CTBEpPAXYE y CBOIN CTaTTI
O.K. ®epopyk, «MAeTbCA He TMpO  3BUUHY
iHTepnpeTauito Mipy 3acobamu Mansapcbkoi
TexXHiKW, a MpO Take MKOro TAyMayeHHs, Je
peanbHe MepenniTaETbCca 3 HepeanbHUM, a
ceprosHe JA030BaHe HKaAHCaMW aBTOPCbKOI
ipOHIi, AKa AO3BOAAE CTaBUTUCA A0 MiPy AK A0
XMBOI AWNHAMIUYHOI TKaHWHK, AOLIyKaTUCA Y
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MOro ravbuHax MOBYANbHMX A/ KOXHOTO
€TUYHUX ypokiB» [1, c. 3]. Y BCTynHin cTatTi 4o
katanory Al flo3n, O.A. TapaceHKko nuwe:
«XyA0XHUWK YacTo 0b6'eaHy€e Cy4acHUN MOTKB 3
MidponoriyHoro abo 6ibninHor TemaTumkoto. Lie
HajJa€E MOXJIMBICTb BMAECTU CBi MOTMB A0
BIYHOTO  OpPHaMEHTy  TOJIOBHUX  CHOXETIB
nmoactea.  MidonoriyHmi  npocTip  Hajae
LiNbHOCTI 3aranbHin kapTuHi ceiTy» [11, c. 4].

Pi0. PoduHa. Cim’s. Cepes baratbox TeM
KOMMO3WULIA MalcTpa € TeMa, 4O SKOI BiH
CTaBMBCA 0COBAMBO, fAKa ANs Hboro Oyna
HaCTiNIbKM BaXk/IMBa, WO BiH MOBEPTaBCA A0 Hel
NPOTArOM BCbOrO TBOPYOTO >KWUTTH, 3HOBY i
3HOBY. Lle Tema poguHu: maTu i AnTHHa, 6aTbKO
M cuH. MaTn, Wwo niknyetbcs, i 6aTbko, AKUA
3axuMlae — O4BiYHI poni. HarBaxusiwe
NPU3HaUYEHHS JFOANHW.

Yomy came s TeMa XBUKOE MUTLA? YoMy
y MOro KapTMHax 3HOB | 3HOB MOBTOPHOIOTHCH
obpa3n batbka W MaTepi, fki obepiratoTb
AVTVHY, HECYTb XUTTA? YoMy Ha nonoTHax pas
3a pa3oM XiHKa BWUCTynae Ak bepervHs |,
NPaKTUYHO HIKOMW, AK KOXaHKa, AK O06'exT
6axaHHsA, npwuctpacti.? MabyTb, BignNoBiAb
MOXHa 3HaWTL y 0COBUCTOMY XMTTI aBTopa. A
came, B 1MOro cnoragax npo AuTAYiI BPaXkeHHs.
AntnHctBo Agonbda Jlo3nm npuAwnoca Ha
cknagHi vacu. Bin Hapoaumeca y 1931 pou,.
baTbkn Moro noxoamam 3 Kyb6aHCbKMX KO3aKiB.
Mpu ubomy, 06uABI  POAWHWM  Mi3HaNU
PO3KYPKY/NeHHs, a 6aTbko MWTUS HaBiTb
B'A3HML0. BiH OyB 3aapeluToBaHMIi pas3om 3i
cTapwum 6patom OnekcaHAPOM (MOro 3rofom

po3ctpinanv). Lle Haknano Biabutok Ha BCe
ManbyTHe XuTTa IBaHa Jlo3wn. BiH Ginbwe He
NMOBEPHYBCA AO AONI censHwHa. MaHapyBsas,
wykaB  3apobitky. OnaHyBaB  ManfpHy
MaMncTepHicTb. ByB, NpakTUUYHO, XYAOXHMKOM-
amMaTopoM.

Came BiH obpaB ana CBOro nepsicTka
«yyAepHaubke iHO3eMHe iM'a». | BiH Xe 6yB
noro nepwum BuuTeneM. Agonbd |BaHOBUY
3ragye: <Y moro 6atbka Bynm KpemesHi pyku
pobouoi ntoanHW. [lyxke KpacuBi, 3 4iTKO
O3HaYeHVMW CyAMHaMM Ha 30BHILWHbOMY 6oLi»
[3, c. 69].

Martip Agonbda, AHactacia OmensHiBHa
Nlo3a, y aiBouTsi CTiba, 3a TPILLKM iPOHIYHUM
BUC/NIOBNEHHAM Xy OXHMKa «ay>xe
npvBabavea, cyaaum 3 Hebaratbox ¢OTO,
xopobpa AiBUMHA, AKa NMPOCTO BTeKAa 3 LM
6ocskom IBaHOM Jlo30t0 y fganbHi Kpai» [3, c.
10]. BoHa po3ginMna 3 4YONOBIKOM  MOro
MaHApiBHe XuTTa. HeBaos3i, Azonbdy He 6yno
we i gecatm pokiB, nodanacb Benuka
BiTum3HAHa BiMHa. baTbKkO MILOB Yy BiMCbKO, Ha
bpoHT. Bca BigNOBiAaNbHICTL 3a XUTTA AiTen,
Agonbda Ta noro monogworo 6patmka, Bnana

Ha naedi wMmatepi. PoawHa  Hamaranacs
eBaKyroBaTucs, onunHunacb B okynauii,
notpanwina JO elWeNoHy, KWW THaan B

HimeuunHy, un 10 Ha PobOTY, UM, MOXIMBO, I B
KOHUTabip. MaTtn 3 AiTbMM BUMHMAA BTeuy.
MpUTYNOK 3HAWLWAM Y YYyXWUX NtOAen B ceni
Muwuriga, Ha MwkonaiBwuHi. Mabyte noTpibHO
6yno 6arato My>KHOCTI, WO6 3pOCTUTK AiTel B
OTOYEHHI OKYMaHTIB, MepemMaratoun ronoa.
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OcobnvBo, koM ceno 6yno Manxe
noBHicTO crnaneHe. OAuMH 3 HaXKaxAUBILLNX
cnoragis autuHcTBa Agonbda Jlo3m — e obpas
3ropinoi Mwurii. BiH HazaBxan 3anvwmsca y
cepui XyAOXKHWKa, pa3oM 3 06pa3oM CUAbHOI
XIHKM, AKa nagHa 3pobuTn BCe, abn 3axmMcTUTK

cBoix  gitnaxie. Came  uUe  pPO3YMiHHA
HaWroNOBHILIOI PO XIHKN — 3'€4HYBaTV HU3KY
MOKOJiHb, HeCTn XWUTTa — Mmauctep 36epir
Ha3aBXAW.

O6pasz MATEPI — wmabytb HanbinbL
MOBHO, PO3MaITO i LiICHO NPOSABAEHNI Y TeMi
POAVHN Yy TBOPYOCTI XyAOXHMKa. Lle noro matn
Ta MOro ApYy>XMHa, Mama Moro AiTein.

OavH 3  nepwwux BIAOMMX TBOPIB
A.l.Jlo3n, AKy MOXHa BIgHECTM [0 Temu
POAVHM — Le KapTuHa «Ka3ka», cTBOpeHa Lwe y
1967 poui (in. 2), T06TO, BXe uyepe3 pik nicas
3aKiHYeHHS XapKiBCbKOTo Xy ,OXXHbOTO
IHCTUTYTY. Ha kapTuvHi Monoga XiHka obivmae
ManeHbKy [AIBUMHKY | TpUMMae B pykax
PO3rOpPHYTY KHMXKY 3 ACKPABOK KapPTUHKOMO Ha
obknaanHui. Lle, dakTMuyHO, NOpTpeT APY>XNHM
XYAOXHUKA, IHHM Ta foHeuku HaTtanku. MoxHa
BrajaTu, HaBiTb, Ha3BYy AWTAYOI KHWXKW, Le
«JlnceHsa» flkoBa AkimMa. Tob6TO, 306paxkeHi
peanibHi i KOHKPETHI NepcoHaxi 1 obcTaBMHM.
Ane MaHepa 6/M3bka A0 «CyBOPOrO CTUJIHO»,
CTYMiHb Yy3arajbHeHHs Yy BUPILLEeHHI 06aunub,
nocraten, >KecCTiB, CKNagHUA  CTPUMAHUI
KOJIOPUT, TEMHE TAO YMOBHOrO MpPOCTOpYy Ta
HIBUTO BMXOM/IEHI ACKPaBMM CBITIOM ®irypu
nogen. MNMosa matepi, Aka obiriMage, Hibn 3 ycix
6okiB OropTae CBOE AUTA — BCe Lie BUBOAUTb
KapTMHY 3a MeXi npocToro 3o06paxkeHHs
POAMHM XyAOXHMWKa. Il 3HaueHHs 3pocTae fo
LinicHoro obpasy MaTepuHCbKOI H0HO0BI.

OKpeMuI LUK CTBOPIOE HU3Ka KapTWH,
Ha fAKUX 306paxeHO mamip XyOOXKHUKQa.
Agonbd |BaHOBWY CTBOpPIOBaB IX MpPOTArOM
BCbOrO TBOPYOrO XUTTA. | BCi BOHW, NPakTUYHO
6e3 BWMKNOYEHb Le — He MOPTPEeTW, UM He
npocto noptpeTtn. Lle kapTvHu-obpasn, Ha
AKUX MaTh aBTopa noctae came aKk MATIP. Ta,
WO 3HaXoAMTbCA Yy MOCTINHOMY npoueci
naekaHHs ManbyTHboro. Lle xiHka TpyAiBHMULA,
XiHKa rofZyBasbHWULSA, 3aXUCHULA, PATIBHULA.

XapakTepHo. WO Ha BCiX KapTuMHax AHacTacis
OmensHiBHa  306paxeHa  BXe  AOCUTb
HeMONoAOK  XiHKON. KpemesHa nocTath,
CWbHI, MOKPY4YeHi Mpauero pyKky, MilHi
rominku. Ane, we npama craTypa, ropao
nocTaB/aeHa rosioBa, NoB’A3aHa XycTkoro. XiHka
— MOHYMeHT. Hema ©n cnigy Big KpacuBoi
AIBUMHK, fika BTek/a 3 NpuBabaMBUM KO3aKOM
IBaHOM. Hema 1 cnigy Big TOro, wo Morao
HaragyBaTu NpoO AiBOYe KOKETCTBO, Crnpoby
BUIAAZaTL rapHiwoto, nojobatnce. Bce ue,
AKWO | 6yno, po3TaHyno i 3HWUKNO nepes
HaraabHOK MOTPEBOHD 3POCTUTU AITEN Y TAXKKI
yacu. CaMe Takor BUINAZAE MaTIp XyAOXKHMKA
Ha KapTUHax.

[o 1973 poky BIAHOCUTbCA BaXK/vBa ANf
aBTOpa kaptuHa «Matu konae» (in. 4). JocuTb
NpocCTa 3a KOMMO3UL,i€l0, BOHA MOKa3ye NocTaTb
XIHKM, LLIO MpaLitoe Y XapaKTepHin No3i, OAHIEr0
HOroro HaZaBAKOKOUM Ha ne3o nonatu. Noctasa,
MOJIOXEHHSA HIr Ta PyK Ha YepeHi n1onaTtn TOYHO
3HanAgeHi, BuWBipeHi fJo MinimeTpy. [locTatb
XIHKM BWUAINAE€HA 3 BEAUKMX Yy3aralbHeHWX
06'emiB. Hivoro 3arBoro. Bce Ha cBoeMy MicLy,
JO OCTaHHbOI 3MOPLWKM Ha 6Nk XyCTUHI.
Konoput ayxe ctpumanmi. Cipe Hebo paHHbOI
BeCHW, 6ine BOpaHHA XIiHKW, il WKipa KONbOPY
BOXPW Ta TeMHa 3eM/id — OCb i BCi KONbOPW.
AKocTen MOHYMEHTaNbHOCTI KOMMO3WLLii HaAa€E
Ay>Ke HU3bKWNIA TOPU3OHT. MU HIbU AMBMMOCH Ha
XiIHKY 3HW3y, 3 piBHA 3eMAi. [i noctaT, Takum
UMHOM, 3POCTaE, CTAaE BEIMYHOLO, 3HAaKOBOHO. Lle
He NPOCTO O Ha 3 MiIbMOHa YKPaIHCbKMX XXIHOK,
AKI npautooTb y CcBOeMy ropogi. Le MATA
KOMAE! Matu Tpyautbca 3aans cBoix aiteid. Ii
obpa3 crae cnopigHeHMM fo obpasy Marepi
3eMni, ska HapOAXYE, BIAPOAXKYETbCS, TFOAYE.
BoHa - Ta, wo o06pobnse 3emnto. Bupoulye
NAOAW. 3POLLYE AiTEN.

Tpoxu paHiwe, y 1971 pouj, MancTep
CTBOPVB BaXvBe Ana cebe Benmke MoaoTHO,
fKe Tak i Ha3BaHe — «MaTtun, maTtu...» (in. 5). Ha3zea
Le NoYaTok pasgka NPOHN3AMBOI MICHI BOEHHWUX
pokiB: «MaTu, MaTu >XfAe CBOro cosjata, a
conaat CNUTb MEPTBMM CHOM». HaBiTb, AKLLO He
3HaTK PAAKM, Ha AKi MOCMNAETLCA aBTOP, 3MICT
ouyeBMAHMN. Ha nonoTHi Mn 6auMmo nocTaTb
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XIHKKM, fika, 3aTyastoum cobi pykor COoHLe,
HeBIAPMBHO BAMBAAETbCA Y AanediHb. Koro
BUrNAja€e BOHa TaMm, 3a obpiem? Toro, XxTO
niwos, i 6e3 Koro ii pyku MOPOXHI. Y nosi
MaTepi € HaTAK ille Ha OAHY 3 MiCeHb BOEHHMUX
yaciB: «/ >XeHLWWHbl rNaaaT U3 Noj PyKu, B
3aTblIKM  Hawun  Hputble  raaar..»  KiHka
306paxeHa MpOTU CBiTAa, Y KOHTpaxypi. i
noctaTb, Ma>ke BCA Y TiHi, CTBOPHOE TEMHUM
CUNyeT, BiJHOCHO OCASIHUX COHLleM naropbis 3
NONAMUW CTUTNOT MLWEHULI i pyagUMIN CKUpAaMu
CiHa. BoHa BuWninneHa BenMKMMWU Mazkamu,
AyXe KOPMyCHO, TOBCTMM wWwapoM dapbu,
WiNbHa, CNOBHEHa cMAW. Xoua y LA KapTUHI
FOPW3OHT, HaBMakW, Ay>e BWCOKUKW, MacuB
3eMAi 3aiMaE Maixke BCe MOJOTHO, NNLLAKYN
Heby TiIbKM HeBe/sKY CMYry, nmoctaTb MaTtepi
BUTSa€ MOHYMEHTabHO. ABTOP CTBOPUB Take
BPa>KEHHS, 3aBAAKW BUKOPWUCTAHHKO HU3KK
npuiomis. Mo nepwe, ye — macwTab. MoctaTtb
>XiHKM BiIHOCHO MOJIOTHA BE/INKA, HABITb, MOXE,
3aBenvka. Il nigHaTa pyka auvwe TPIWKM He
AiCTae BEPXHbOTO Kpak MONOTHA, a Horu,
NPaKTUYHO, CNUparoTbCcA Ha pamy. Matu cTae

Bi3ya/bHOI  BICCHO  MawXe  KBajpaTHOro
nonoTHa.
Mo-apyre, Xy[OXHWK MOEAHYE Kinbka

TOYOK 30py OAHOYACHO: MW HIBUTO AMBUMOCH
Ha noctaTb AyXe 364AM3bka, CMNOCTEPIraeMo

nocTaTb XIHKM QPPOHTaNbHO, ane, ii HUXHIO
YaCTMHY, Kpau CnigHWLi Ta cTonn Hir 6a4ymmo
3BEpXy, Lo 0byMOB/IeHO paKypcom

306paxkeHHA. TakMM YMHOM, >XIHKa Mauxe
noctaBneHa Ha 3eMAK0 Mopsaj 3 rasgadvem, i,
OAHOYACHO 3alMaE NPaKTUYHO BCe MoJe 30pyY,
[0 BEPXHbOI pamMu KapTUHW.

MoaibHI NPUAOMU CUHTE3Y KiNlbKOX TOYOK
30py Ha MOCTaTb 3aCTOCOBYBaNU XYAOXHWUKN Yy
KJaCMYHMX NapagHWX nopTtpeTax Ta ocobamso
BMPa3HO MMUTL, LWO eKCnepuMeHTyBaau 3
NPOCTOpOoM Ta POPMOO Ha NoyaTky XX CToNiTTA
i Mi3HiWe, B MeXax «CyBOPOro ctuato». Tox, y
komno3uuii A.l. JTo3n CTBOPHOETbCA BPaXKeHHs
Yorocb BeNNKOro, 6a Hinbll — BeIMYHOrO. 3HOB,
306paxkeHHs Marepi CUMBOAIYHO
neperykyetbca 3 obpasom Matepi 3emni. Cama
3eM/14 YeKa€ Ha MOBEPHEHHA CBOIX CUHIB. MaTip

TakoX Yyocobnoe cumonivHy CaitoBy Bicb
(Axis Mundi), fsika BM3Ha4a€ i TPUMaA€E BCECBIT,
NOEAHYE PiBHI CBITOOYAOBM Ta YacU-MOKONIHHA.

[lopeyHo npoBecTM napanenb iwe 3
OAHWUM TBOPOM MalcTpa. Malixe uepes
20 pokiB A.l. J/lo3a Hanvwe kaptuHy «bnara
3BicTka» (1990) (in. 6), TeXX NpuCBAYEHY TeMmi
BiIHW, NPOTE HAro/s0C TyT MOCTAaNEHWU | y cami
Ha3Bi TBOPY | Y KOJIOPUCTUYHOMY PiLLEHHI Ha
nepemMory. Mix 3010TaBMM KOIOCCAM A0 >KIHKM
y 6inomy BOpaHHI MUUTb HOHUIW BEPLUHMK Ha
YepBOHOMY KOHi (HemoB HOpin [MepemoxeLb B
IKOHOMMWCI) | )X€CTOM CMOBILLYE BENKY HOBUHY.
XiHka Tak camo 3atynse obanyua nigHATORO
PYKOHO, ane, Ha BiAMiHY BiJ HaNpPy>KeHOro CTaHy
OCBIT/IEHHAA Yy  KapTuHi  «Matn, MaTu...»,
pangyxHe CAanBo NNETbCA 3ropu, AK HeTBapHe
CBiT/10 (WO He Moraun 6aunT NHOACHKMM 30POM
anocronu y 6i6ninHOMY CHOXETi
MpeobpaxxeHHs). Cunyet XIHKM-MaTepi
AcKpaBo-b6invK, 'y notoui CBiTha HEMOB
boromatip y wuwac bBnarosiweHHs. ABTOp
CTBOPIOE  XMBOMWUCHY  MeTadopy,  fAKka
OMOBIAHWI CHOXXET NepPeBOANTbL Y MO3a4acoBUN
nnaaH: 3Besinyye Big NobyToBoro Ao 6yTTeEBOrO.

Y pi3Hi pokn Agonbd IBaHOBMY CTBOPUB
we 6arato 306paxeHb matepi. Y 1981, Ha
KapTuHi «Monoko» (in. 7), matn BuU3MpaE 3i
CKNaZOK 3aBiCWM 3 rneuynkom y pyui. Mneuwk,
NPUTUCHYTM A0 Tina, caMm 3a (GOpPMOI
noAibHNI f0 XiHOYOT dirypun. Y HbOMy MOIOKO.
MeTadopa, BigoMa ille 3 HanAaBHIWNX AABEH.
Mu 3HaeMo 6araTto npuvKNagiB pUTyanbHUX
aHTMYHUX FNeKiB Ta TPUMINbCbKUX MOCYAWH, WO
3a GOPMOIO UM PO3NNCaMU HarasyroTb XXIHOUI
rpyan. Matn — TogyBanbHuUA. Y KOHTEKCTI
CBITOBOI KynbTypu obpa3 kaptuHu A.l. Jlo3m
HabyBa€e cakpanbHOroO 3MICTy Ta HaMOBHIOETLCA
TENN0TO OCOBUCTUX BIAUYTTIB XyLOXKHMKA.

CvnbHe BpaXKeHHA CMNpaBAfE KapTUHa
«Mo€ anTnHcTBo» (1982-1984) (in. 9), Ae XiHKa
yepes Moje Hece Ha pykax MaJeHbKOro
xnonyunka. 3a HUMK TOpuUTb ceno, noro nroba
Mwris, TikatoTb  iHWI  >XiHKKW. [Jdo Heba
NiAHIMAETbCA XMapa YOpPHO-Ciporo aumy. Ha ii
bOHI cBiTAMI CcunyeT maTepi 3 AUTAM CBITUTLCA
HemoB 06pa3 MasoHHM 3 HemoBaAM.
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In. 2. A.l. Noza. Kaska. In. 3. Agonbd Jlo3a 3 poguHotro: In. 4. All. Jloza. MaTtn konae.

1967 APYXMHOO IHHOMO Ta 1973. MonoTHo, onis
JAoHbkoto HaTaneto. 1960-Ti

In. 5. A.l. Jlo3a. «<MaTu, matn...». In. 6. A.l. No3a. bnara 3BicTKa.
1971. NonoTtHo, onis 1990. MonoTHo, onig

In. 7. Al. No3a. Monoko. 1981. In. 8 (a, 6). A.l. JToza. Matn AHacTacia OmensHiBHa.
MonoTtHo, onis 3amanboBku. 1975
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Mo>kHa npoBecTn aHanorito 3 obpasom
IkoHW Boromatepi «Bramyi moi nevani» XIX cr.
3 Konekuii  XepCOHCbKOro obnacHoro
XyfoxHboro my3seit imeHi O. O. LLoBkyHeHKa
(in. 10). Taky aneropiro niAKPECNtOE CMyra
30/10TaBOr0  KOJMOCCA B HUXKHIM  YaCTWHI
komno3suuii A. Jlo3n. Touka 30py Ha ronoBHY
XIHOUY nocCTaTb TPIWKW 3HM3Y — Bropy.
3aokpyrneHa JAiHia nweHunyHoro nonsa. L
Bi3ya/lbHi MPUAOMWN CTBOPHOIOTb CHEPUUHICTb
NPOCTOPY KapTUHW | MIAKPECO0Tb BeANY Poi
Marepi.

Ha kaptuHi «pywi» (1999) (in. 11) Ta X
cama XiHka 306paxxeHa Ha NOBHMI 3picT. BoHa
TPUMaE B pykax, HibW npocTaratouum rasgaudy,
MUCKY 3 YUePBOHOBOKMMU CTUFANMM TPYLLIKAMU.
Bpoxan, wo woro BupocTMna W 3ibpana
BJaCHMMM pykamu. | 3apa3 rotoea noginntunca
HUM 3 Hamu: «IxTe, aitn!». Toit Takm obpas
MaTepi, xo4a BOHa W 306paxkeHa 3i CnuHW,
MO>XHa BMi3HATW B XiHLi 3 KapTMHW «HapoaHui
npomucen» (1981) (in. 12). XiHka, y 3Hanomiun
Ham 6ini XyCTWHI, YN TO BUTOTOBASE YN, MOXE,
npoaae Ha 6azapi rmHaHI rneumkn. OCb BOHM,
3HOB  «KIHOYHiI»  dopmMM  OTOuyrOTb i,
3aMOBHIOKOYM  MPaKTUYHO  BeCb  MPOCTIP
HaBkoa0. Manctep nepesaB ob6pa3 TBOPEHHS,
TBOPYOCTI — PYKOTBOPHOI i HEPYKOTBOPHOI.
HagiTb, Ha 6aratodirypHin KapTWHI
«lNoBepHeHHA. 1945 pik» (1974) cepes XIHOK,
AKi OTOUYHOTb CO/AATa, LLO MPUMLLOB 3 BIMHW,
ABi MatoTb anue AHacTacii OmensaHiBHK Jlo3w.
OgHa mMonogwa, Apyra BXe B JiTax, ane
NOAIOHICTb CKNaZgHO He MOMITUTK. | 3BIiCHO, Le
He BMMaAKOBICTb.

Halbinbw Bigoma kaptuHa A.l. Jlo3n Ha
TEMY POAMHM Le — BW3HaA4yHa KOMMo3uuisa 3
midonoriyHoro uukny — «l byge cuH i byae
mMatn..» (1991) (in. 14). ¥ ubomy TBOpI, fK
ctBepakye O. A. TapaceHKOo, «€BaHrenbcbka
“Breua go €rmnty” 306paxkeHa y 3anoBHEHOMY
CBITIOM  MpOCTOpi  NIBAEHHOI  YKpaiHu».
Xy[OXHWK pO3MOBiAaE, WO «KOAMN BU3piBaB
3aZyM KapTWHW, AK CBATO MPUALWAM C/OBa
Bipwis T.T. lLleBueHka! BoHu panv Hazey W
HaAVXHYAN HOBWUIA 3MICT y TPAAWLLINHNIA CHOXeET.
Y TparivHiv icTopii BTeui Big Lapa Ipoaa, Mapis

pobuna Te, WO pobnaTb mMaTepi B yCi yacu.
PATytoumn 4iTel, BOHN PATYHOTb XUTTA Ha 3eMi.
Al He MaB HaMipy 3pobuTU TUMNaxi N nensaxi
Cxogy. Moim 6axaHHAM 6yno cTBOPUTU
XUTTECTBEPAKYIOUE NPUPOAHE CepesoBuULLe.
Llo € npekpacHIWKM, HiXXK XiHKa 3 AUTUHOMO?
Ulo Ham HeobxigHO 3apa3? 3bepertn pial»
[11, c. 4]. 3on0TO cOHAYHMX KpaeBuaiB Opecun Ta
IHLWMX NoceneHb Ha y3bepexoki YopHoro mops
i NMMaHiB, e Hebo BiAA3epKaNtOETLCA Y BOAAX,
Aponbd Jlo3a cnocTepira. Ha HaTypi | BTINOBAB,
NnepeTBOPIOOYM  Kpi3b BAACHe BigvyTTa, Y
UNCNEHHMX  MeMl3axax MnpPOTArOM  BCbOrO
TBOpPYOro wasxy (in. 15).

«Bigxia» (1990) (in. 16). Ha Hi monoaa
XiHKa Ta YOJIOBIK 3 JWTMHOK Ha pyKax,
HaniBrosi, MWAyTb 4epe3 BOAAHWIK NOTIK, MNij
CBMHLEBO-CipuM  Hebom. Lg kapTvHa €
pe3ynbTaTOM PO3AYMIB XyAOXHMKa MpO AONH
«BIZI3XKAHTIB» — TUX NHOAEN, WO HanpukiHui 80-
x pokiB noixann 3 CPCP y Amepuky Ta I3pains,
Ha MOLLYKM KPaLLOro XuTTs.

Jlroan ixann, 3anviaroum BCe, WO Maan —
peui, 3B'A3kKM, 3BUYHUIA cnocib xutTta. Cepes
TUX, XTO BMixaB, bynm n apysi Agonbda
IBaHOBMYa, SIKMX BiH BTPATMB Ha3aBXaun. bo X,
3a vaciB CPCP, BwuixaBwu, Ans TuUX, XTO
3a/IMWNBCA, BOHM HibM BMMpanu. 3 HUmm Byan
HEMOX/IMBUMM XOAHI CTOCYHKW. 3apa3 HaBiTb
CKNAAHO YABUTW, CKINbKW NOACBKUX Tparegin,
3/laMaHNX XMWTTIB CTaNoCs 3@ NPOCTUM hakToM
3MIHW  Micua  npoXwuBaHHA.  Lli  TpariyHi
BPaXXEHHA BTIIMANCA Yy KaPTUHI, Ha AKIA repoi
HEeMOB 3aCTUrAKN y po3nadi, CToAYI MO CTerHa y
BOAI. MwuHyne >WTTA OMOBUTE TEMHUMU
xMapamun.  ManbyTHe  HenepeabauyBaHe.
3anMWINTUCA HEMOXMBO, ane Kyau ntn? Ym
MOX/IMBO NepenTn mope? Yn He NOrAnHyTb iX,
MOro XONoAHI Boan? Ta NTK NoTpibHO, 60 B HUX
avtal Bosa y komnosuuii — ue Mope, |
OAHOYaCHO, aneropia MNAWHY u4acy, BeNuKoi
CTUXIMHOT CKMAKW, HenigBnagHOI NOAWHI, fKa
3MWBAE 3 NPUMNAMBHUMM XBUAAMU BCe WO Byno
Ha bepesi Ta yHOCUTb Y HEDYTTS.

TematmyHo 6amM3bka JO UWUX  ABOX
MONOTEH, MEHL Bigoma KapTuHa «[lepeBi3HnK»
(1993), Ha fAKi YOBEH 3 YOJIOBIKOM, XiHKOIO Ta
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In. 9. All. Jloza. Moe antnHcreo. 1982-1984. In. 10. IkoHa Boromatepi «Bramyin moi
MonoTHo, onis neyani» XIX c1. XepcoHcbknii obnacHUin
XYZOXHI My3ei imeHi O. O. LLloBkyHeHKa

b : -

In. 11. Al loza. MpyLui. In. 12. A.l. lo3a. HapogHuin npomucen. 1981.
1999. MonoTHo, onis MonoTHo, onis
‘yr';”'y,‘;.;ﬁ;\; R e iy o .;-.

X & .f-;t .
In. 13. Breua go €runty. X cT. In. 14. A.l. Nlo3a. «| 6yge cnH i In. 15. A.l. flo3a. 3onoTunin
MiHiaTtopa. IntocTpauis byae matu...». 1991. MNMonotHo,  Beuip Ha Mopi. 1996. MNonoTHo,
Bi3aHTIICbKOrO MaHycKpunTy onisa onisa

«MiHosorin Bacunis II1»
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In. 16. A.l. No3a. Biaxia. 1990. In. 17. A.l. Nlo3a. Mo goposi go €rnnry.
MonoTHO, onin 1991-1993. NMonoTHO, onid

&

In. 18. A.l. NTo3a. BaHa Ha naevax  In. 19. All. JlToza. Ha nieyax
y 6aTbka. 1980-Ti. 3amManboBOK 6atbka. 1981. MNonoTHO, Ois
oniBLEeM

R,

- UREssSe
In. 20. A.l. lo3a. lopora. 1988.  In. 21. Al. loza. Monogictb. 1997. MonoTHo,
MonoTtHo, onis onia
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HEMOBAAM MAMBE MPOTOKOK, MK CTiHaMu
BMCOKOrO COHAYHO->KOBTOrO ouyeperTy.
BnakuTtHe HebO, CMHA BOAA, 3010TaBUIN OYepeT.
KapTvHa cnpaBnse pagicHe >XWTTEAauHe
BPa>XXeHHA CMOKOK Ta 3aXMULLEHOCTI.

|, HapewrTi, kapTnHa «[lo popo3i pgo
€rmnty» (1991-1993) (in. 17) — 06pa3 MagoHHM-
Oi>keHKN — TakuMW TpariyHWW, Bpaxaroue
cyvacHuin. Komnosuuia HeMoB 61 HamuvcaHa
3apa3, KOAM TUCAYI  YKPATHCbKUX  >KIHOK
MOKWHYAW CBOi AOMIBKW, W MOAVHYAM Ha
UYXKUHY, PATYIHOUM CBOIX AiTEeW Bif >XaxaMBOI
BOEHHOI arpecii. [1pocTip Ha KapTWUHI — KyT Cipnx
CTiH. Y HbOMY CTOiTb pO3KNagHe ANiXKKO,
3acTeNeHe YepBOHOK KOBAPOK, a Ha JiXKKY
CUAWTB XiHKa y 6inin CykHi i 6aBUTb ManeHbkKy
ANTUHY. KonopuT KapTMHK cipe Ta 4YepBOHe,
CcTBOptOE Hanpyry. CBiTAi cunyeTn ntojen Ha
LbOMY TAI Hauye CBITATbCA. He BMMaAKOBO, 3a
MantoHKOM irypu matepi i ANTUHN NOEAHAHI B
OAWMH LiNbHWW CBITAMK cunyeT. BoHW icHyrOTb

OKpemMo  Bif  LUbOro  BOPOXOro  CBITY,
30cepeskeHi OAWH Ha ofHOMy. Y Uin
BIJOKPEMNEHOCTI iXx nopATyHoK. HaBpsag

Agonbd Jlo3a nepeabayas TpariuHe mManbyTHE
Ykpainn. Ckopile — ue pO3yMiHHA TOro, Wo
NFOACTBO  30BCIM  HE BYUMTbCA Ha  CBOIX
NMOMWAKAX, a, 3HAUNTb MpPUpPeYeHe Ha Te, WO
Tparegii 3HoBy ByayTb noBTOptOBaTUCH. MaTepi
3HOBY 3MyLUeHi ByayTb LWyKaTV NOPATYHKY ANA
CBOIX JliITOYOK.

Tpoxu oOKkpeme MicLue Yy LbOMY PAAKY,
3allMa€e Be/nKe MNONOTHO «PigHe BOrHuLe»
(1987), sike BOYEBUAb € BIAOUTKOM AUTAUMX
BpaXKeHb aBTOpa BOEHHOI A06K. Ha HboMmy:
poAvHa — MaTip 3 ABOMa AiTbMW, CTOITb Ha
3rapuvwi. Big 3ropinoi xaty 3anvwmnacb cama
niy. 3aKonTiNnm gumap CTMpuYnTb y HebO, cepes
YOPHUX pYyiH. Ane, M y TakOMy CTaHi, 3i
3HULLEHUMW CTiHaMWK, pifHa xaTa € ocepeaKom
XuTTa. bo matip 3morna cnektn xniba! BoHa
Hapizae xnibuHy, Wo6 HaroayBaTn AiTen.
He3Baxaroun Ha TbMAHWI KOMOPWUT, KapTuHa
CNpaBAs€ Yy LiIOMY MNO3UTUBHE BpaxkeHHs. bo,
nonpw BTpayveHe, 36epexkeHo HanroNoBHiLe. €
AT, € xni6, € pigHe BorHuuie. Tox byae XunTTS

O6pa3z BATbKA. KaptnHy «Ha nneuax
6atbka» (1981) (in. 19), Ha BiAMIHY BIg
nonepeaHix, NPUCBAYEHO 3B'A3KY MiXK HaTbkoM
i CMHOM. Manui x10NYKK, TPbOX UM YOTUPLOX
pPOUKiB (MOro MNPOTOTUMOM MOXIMBO OyB
MaJieHbKWI IBaHKO, CMH aBTOpa) , WO CUANTb Ha
naeyax y Yos0oBiKa, OLHOYACHO i 3aXMLLLEHWN TM,
NIATPUMAHNA NOrO CUABHUMUN pyKamu. |, B Ton
Xe 4ac, BIH € MOro npoAoBXeHHAM. Hibu
BMPOCTae 3 nocTtaTi 6aTbka, CUMBOAI3yOUU
€AHICTb MiXK MOKONIHHAMM, EAVUHUIA NANH Yacy,
yocobneHu poauHoto nam'atTio. Llen 3B'a30k
306paxeHnii BykBanbHO, fK MPOAOBXEHHS
NiHIM NocTaTen Ta NepeTikaHHA OAHOTrO CUAyeTy
B IHLIWIA. Y cimeiHOMY apxiBi 36epirca MaatoHOK
BaHi Ha nneuax 6atbka (in 18), ae xnonuuk
3aBOPOXXEHO Br/IAJAETLCA BBEPX, HEMOB 61 3
BMCOTW BaTbKIBCbKOrO 3pOCTY BUJ Y ManbyTHe
«BUAHIWNI»!

O6paz ANTUHU. 3  poanHHOK
TEMaTUKOK TICHO MOB'A3aHi KOMMO3WULT, AKi
PO3KPMBAIOTL  TeMy  3pPOCTaHHA  AiTen,

aopocniwanHa. OgHMM 3 NpUKNagiB MOXHa
Ha3BaTu kapTuHy «Jopora» (1988) (in. 20). Ha
Hill BY3bKOK CTEXKOHO, fiKa Le W nigkpecneHa
BEPTUKaAbHUM dpopmaTom, MixX Mopem Ta
BMCOYIHHIO  BOXPAHMX KPy4Y AiBUMHKA Y
CcTpokaToMy BOpaHHI BeAe KOHS, Ha AKOMY
CUAWUTb MaNeHbKMI X1on4umK. Lle 3HOB 3BMYHa
ana Agonbda Jlo3m aneropia. 3 ogHoro 60Ky,
ATV uinkoM Bni3HaBaHi. Le aitm xypoxHuka
IBaHko i Hatana. MNMopTpeTHOi noaibHOCTI He
MOXHa He NMOMITUTW. | Micue AiT TakoXX MOXe
6yTn 3Haiomum Heperom B okonumuax Oaecw.
Takux nilWaHux MASKIB | TAUHAHUX CXWUAIB
36epirnocb TyT YMMano i CboroAHi. Ane, y Ton
caMui yac, ue obpa3 MoLlyky CBOTO LWAAXY Yy
XuUTTi. Ui AiBUMHKa MigaiToK i Mannin xnonumk
OnNUHUANCA Nepes Bubopom: «Kyam ntn?». e
LyKaTX CBOKO JOPOrY, CBOE Mpu3HayeHHA. bo
KO>XHa JIF0AMHa NOBMHHA BiALIYKaTWN CBIil LLAAX.
| cTpiuka nasxy MK MOpem Ta Kpy4yero CTae
YMOBHWMM MpPOCTOPOM, fIKUM € BCHOAWM | Hige.
Aknn moxe 6yt 3apa3 um Hikonn. Ta, He
BMMAAKOBO Ha KapTWHI MPUCYTHIN KiHb. Lle
aneropuyHmi obpas MilLHOI eHeprii, AoAi i BOAI
Y XXWUTTi TFOANHW, | AK TaKWUI BiH MOBTOPHOETHCA Y
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6aratbox iHWKX TBOpax A. |. JTo3n, Hanpuknag y
komno3uuii «Monogictb» (1997) (in. 21).

Banzbknm CUMBOJIIYHUM 3MicTOM
NPOCAKHYTI 1 KapTUHW «TOW, Wo nae» Ta «4ac
nitatm» (1990) (in. 23). Ha nonoHi «Tol, wo
nae» 306paxeHnit CMH MUTLS, 6insBuiA IBaHKoO,
y BiLli POKIB BOX UM TPbOX. 3 MPUTaMaHHOK
AITAM  LiNecnpsAMOBAHICTIO BiH A0M3a€ BUCOKI
cxogn. lMepli Kpoku 3aBXan ckaagHi. o6
HaBuMtuca, Tpeba Aoknactm 3ycunb, AK
6yKBasbHO Y AWTUHCTBI, TaK i B YCbOMY, LLUO
noAnHa PO3MNoYnHaE 3aHOBO. Ha
POMaHTUYHOMY MOAOTHI «Yac nitaTn» — TOW
camuin IBaHKO, ane, BXe CTapLlUMKi, POKIB,
MabyTb, AecATM — ABaHaAUATW, NeTUTb Ha
nanepoBOMY AiTayuky Yy ACHiM 6aakuTi Heba Hag
CAOYMM MOpeM Ta 6apBUCTMM MICTEUKOM 3
HauineHnm y HebecHy cuHb Maskom. [lo3a
xsonyunka poscnabieHa. BiH nexuTb, NokaaBLLM
niZ, rONOBOK PYKY, AMBUTLCA Y BMCOYiHb. Tak
aBTOp BTIIKOE apXxeTun AWUTUHW, fKa Mae
noTeHLian 4O PO3BUTKY, PyXy B YCi HanpAMKM,
MOX/IMBOCTI A0 Pi3NYHOTO POCTY | 3POCTaHHA Y
AyLeBHOMY Ta AyXOBHOMY njaHax. Xnonuumk
MOXe CcTaTu O6yAb KWM, MaHApyBaTu Kyau
3aMaHeTbcA.  Tpeba  Tinbkm  3abaxatw.
CBITIOHOCHMM MPOCTIP HaBKOAO NiAKPECHOE
CBiTAI Mpii | pobpe manbyTtHe. [laneposa
MOZeNb JiTauka CTa€E BEAVKUM | HadinHUM
3acoboM nepecyBaHHA y MPOCTOPI MPIN.

«Anta mopacbke» (1993) (in. 24) — we ogHa
3 MPOrpamMHMX KapTUH MidONOriYHOro LMKy
Aponbda Jlosw. i croxeT aABASE  ACHO
BMi3HaBaHuM obpa3 PizgBa Xpwuctosoro. B
Acnax CNoOBUTEE JNIEXWUTb | MOCMIXaETbCA
MaseHbKe AWUTATKO. Haj HUM cXuamnun Benuii
rONIOBN CBINCbKI TBApPWHW: BiJ, ocen Ta uan.
BOHW He 3arpoxytoTb AUTUHI. Lle «<NOKAOHIHHSA»
TBApWH. B BepxHih yYacTMHI  KapTVHKM —
306paXkeHHsA YaCTUHW KPaEBMAY 3 YKPaiHCbKOO
XaTKoto. YM TO BIKOHUE, Kpi3b fiKe BUAHO
OKOJIMLIIO, YN KapTWMHA, HaManbOBaHa Ha CTiHi,
He 3po3ymino. Ta i He Baxamso. Lle, Bxe
3HaMOMWA  HaM  MpuUMOM,  MNpPUTaMaHHUM
Aponbdy Jlosi. HabamxeHHs 6ibnencbkoro
Midy A0 HaLLMX YaciB i HaWOro npocTopy. Hatsak
Ha Te, WO OAHe W Te came AINCTBO MaE MicLle

byab Ae, BCOAM, A€ W KOAW 3aBrOAHO —
apXxeTuniyHicTb ByTTA B YHIBEPCaNbHOMY CEHCI
Ta YHIKaNbHUX CUTYaLifX KOHKPETHUX Pi3HUX
nogen. Wo Aneo Pi3gBa Ta 4MBO HAPOAXKEHHS
noanHn — ue 3aBxan AVMBO TBOpiHHA, ae 6
BOHO He BigbyBanocb. KoxHa AuTMHKa WO
NPUXOAUTb Yy LEeN CBIT € BEAUKMM 4ys0oM
l[ocnogHim.

He TaknmMm ONTUMICTUYHUMW € HaCTpIn i
3MicT y KapTuHi «CamoTHi» 1990 poky. Ha Hin

306paxxeHO ABOE XNOMUWUKIB, Ha BUrNA4,
MOJIOALLOro LIKINIbHOTO BIKY cepes
BEJETEHCBKMX KOJIOH fAKOICb  LMKAOMIYHOI

cnopyau. He3apo3symino, um 1o € xpam un nanadl,
Mu 6aunmmo Tinbku pAAN KOJMOH, AK CTBOAW
riraHTCbknx  aepeB  GaHTAaCTUYHOrO  Aicy.
Konoput KapTMHW TbMAHWIK, NpeBantoroTb
TEMHO Cipi Ta CUHI kosbopw. [pu noraagi Ha Hei
BWMHWMKAE TpmBora. Mm MMMOBOAI 3aHEMOKOEHI
Joneto Aiten. YoMy BOHW ONMUHUAUCA TYT Ha
camoTi? BoHum Burnagatote posrybneHumn i
TakMMU ManeHbKMMW, Y MOPIBHAHHI 3 TEMHUM
NPOCTOPOM |  BEeJWYE3HMMWU  JeTansiMu
apxiTekTypu. «Yce uyxe, HEMPUBITHE Y LibOMY
YYXXOMY AN AWTUHCTBA cepezoBuLli. fAke
3anepeyye WPy PagicTb i BIAKMAAE YCMIX...
HeMOB 6M HemMae Micus Aas  LWACAUBOTO
AVTVHCTBA, HEMOB OW yCi AeMOHW CBITY
BCOTannCb y dopmu uyxoi apxitektypu» [1,
c.4]. A, MOXMBO, BOHM Le MW. Bci mu, dki
3arybuancb  y  BOPOXOMY  JliCi  LUTYYHOI
npupoan. AHanisytounm TBOPWU LbOro nepioay,
CNif, 3BaxaTu Ha CKNAAAHICTb NepexigHoro
nepiogy «bypemHux yacis 90-x pokis».

Y npotuctaBneHHs Hanpysi nonepeaHboi
KapTWMHW 3ralaeEMo MantoHOK MauncTpa «BaHs»,
Ae 3006paxeHO ManeHbKoro cuHa IBaHka Ha
KoniHax y 6abyci (in. 22). MpoTte camoi nocrari
6abui HeMae. € TiNbKK ii HaTPY>KEHI BENKI PyKM,
fKi 0b6iliMatoTb, HEMOB OropTatOTb 3aXWUCTOM |
Nto60B't0 ANTUHY, i 1T KONIHA — e 3pyYHO | Tenao
CMAITN. 3 KOHKPETHOro nepcoHidpikoBaHOro
0bpasy croXeT BUPOCTaE A0 3MICTy BCENEHCbKOT
meTadopm. LleHTp komno3uuii — pyku 6abyci i
PYKM AWTUHW. TOW 3B'A30K MOKOJiHb, AKWUW
icHyBaB |1 Oyae nNpoOAOBXYyBaTUCb JOKU €
mogacreo. Llen obpas acouitoetbea 3 JonoHAMM
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bora um bornHi MaTepi, Wwo, Ak 30n0Te TAO Y
3010TODOHHMX MO3aiKkax uum iKOHax
CepeAHbOBIYYA 3aMOBHIOE BCE HABKOMO Y
BUrNAAi HetBapHoro boxectBeHHoro Caitna
MYAPOCTi | Nt06OoBI.

BucHoBkn. [JocnigxeHHA  TBOPYOCTI
Aponbda IBaHoBMya Jlo3n nokasano, WO
MUTELb MNPOTATOM BCbOrO TBOPYOrO LUAAXY
3BepTaBcA A0 ob6pasiB, NMOB'A3aHMX 3 TEMOO
poauHW. 306paxeHHA MaTepi Ta AUTUHW,
6aTbKiBCTBa,  3POCTaHHA  AiTed  MokKasye,
HaCKiNbKM Lie € BaXIMBMM ANs aBTopa. MoxHa
CTBEPAXYBaTH, wo ue CTPUXEHb
CBITOCMPUMHATTA MWUTLUS, Ta OCHOBA, Ha SKin
OyAyeTbCa BCe XWUTTA Ta TBOPYICTb. Autadi
BPa>KEHHSA 3arocTpuan Ta 3pobunmn yctaneHum
MOro  CTaBN€HHS A0  3araJbHO/HOACHKUX
LiHHOCTelN, AKi CMOKOHBIKIB 3arapToByBaB
yKpaiHCbkniA eTHoc. Obpa3 matepi Habysae
apXeTUNIYHOro  3HayeHHA Yy KOMMO3MLifX
3aBAAKM 3MICTy TBOPY Ta MOHYMeHTani3auii
dopmn. Al Jloza CTBOPHOE >KMBOMUCHWUN
«MOHYMeHT» obpa3ly Martepi, aka 06bpobnse
3eMK0, PATYE Ta 3aXWULWAE AiTen, YeKkae ix
fopgoMy. TakoxX BOHa MoOCTaEe B inocTaci
roflyBanbHWULi — Ti€l, LLO AAE | NIATPUMYE XUTTA.
Y, Ha nepwnin norasg, obpasax NPOCTOi XIiHKW,
O MA€E MeBHi MOPTPETHI pucKM MaTepi aBTopa
NPOUNTYETLCA BEIMY NMNO3a4acoBOro mMaclutaby.

Obpa3 poavHM y NONOTHAX MaucTpa

HabyBae MeTapOPUUYHOrO  3MICTy  EAHOCTI
6aTbka, WO 3axu1LLaE, MaTepi, WO NIKNYETbCA Ta
ANTUHN - NPOAOBXEHHS poay. B

MIPONOriYHOMY LMKAI TBOPIB KOMMO3MLIA Ha
6i6ninHy Temy «l 6yse CuH, i byae Matn» €
BiHUeM. A.l. JTo3a CTBOPIOE BAacHe NPOYNTaHHA
0b6pa3zy poAnHM K 3aCOBy MNOPATYHKY i 3aXMCTy,

TiEl  YMOBHOI  «HEMPOHWUKHOI  0BONOHKM
Niteparypa:
1. Agonbd  IeaHoBuY  Jlo3a,  3acnyxxeHui

XYJOXHUK YkpaiHn. Xueonuc. Katanor BMCTaBKW
TBOpPIB / ABTOp BCTYN. CT. O.K. ®egopyk; ynopsagaHunk
T.B. bacaHeup. Knis: MNMonirpad kHura, 1993. 24 c.

2. Aponbd Jlosa - 90. Bucraska >xusonucy:
Tekctn O.A. TapaceHko, H.A. Jloza. 2021. URL:
https://pdpu.edu.ua/novini-khudozhno-grafichnij-
fakultet/5831-al9vz-20210223

€EAHOCTI», fKa € YMOBOI BWXMBAHHA B
6ypxnnmBomMy HecTabilbHOMY OTOYEHHI.

Obpa3z  auTMHWM AN XYAOXKHMKA
baratorpaHHMin — e i ocobucti crnoragm Ta
BIAUYTTA AWTMHCTBA, MNEBHI aBTOMOPTPETHI
XapaKTePUCTUKK, | 1oro BAacHi aitn. lMpote
MancTep 3HaxXOAWUTb Taki XyAOXHi MPUIOMM, AKi
BMBOAATb MOro obpasu Ha 6inblu rMBUHHWUA
piBeHb  CNPUNHATTA.  3aBAAKW  BUpPa3HIn
nnacTmyi  Ta  CBITJIOHOCHOMY  ICKPaBOMY
KONIOPUTY KOMMO3MLINA BiH nepesac metapopy
Mpili, noTeHUiany ManbyTHbOro 3pOCTaHHS,
UYNCTOTW AUTUHCTBA.

Ona Aponbda IsaHoBMua Jlosnm Tema
POAVHN HabyBa€ 3HaYeHHSA COPIMHOCTI, BULLOT
MyZApPOCTi  Hapojy | JHOACTBa  3araiom.
Cnornsgatoun MOro  TBOPW,  XOYeTbCs
MOBTOPHOBATK 3a XYAOXHWKOM psaaku Tapaca
LLleBueHka: «| byae cuH, i byae matw, i 6yayTb
NFOAN Ha 3eMAil»

HanpsmMok noganblumvx 4ocnigkeHs. Tema
poAnHKM, 0bpasn MaTepi, 6aTbka, ANTUHW, WO €
no3a4yacoBMMM B MUCTELTBI, Y KPMW30BI 4Yacu
3aroCTpPOOTb CBOE 3BYYaHHA, Lie Mnokasano
focnigkeHHs TBopuocTi Agonbda Jlo3w, sk
npeAcTaBHWKA MOKOAIHHA, WO Mepexuno
Tparegiro BiMHW Ta CkaajgHowi BigbyAoBM
MUPHOI KapTUHWU cBiTy. CbOroeHHa 3anyyae
Hac y BWXOpP CTPaWHWX Tparegin, po3maitTs
NOACbKMX AONb, MCUXONOTIK0 MepeXuBaHb Ta
HaZin Ha ManbyTHe. CyyacHi MUTL, TaK caMo fK
i IX CcTapwi Koferw, BTINOKOTb BAACHe
CNPUMHATTA CMOKOHBIYHMX TEM 3 Ornsgy Ha
Haw Yac. Y noganbwomy LuikaBo 6yno 6
NPOBECTU MOPIBHANABbHI MNapaneni 3MiCTOBOro
HamoBHEHHA i  dOPManbHO-CTUNICTUYHOTO
PilLEHHA CMOpPIAHEHWUX TeM i obpasiB MUTLIB
Pi3HUX YaciB..

3. Jloza A. XBuaamu MO€i nam'aTti: 3anucku /
Bctyn. 1. €. Tony6oBcbkunii. Ogeca: MNopTn YkpaiHu,
2004. 96 c.

4. Mwucteuteo Ogpecn B Konekuii Mwuxanna
KHobens: Anbbom. Pea.-ynop. M.3. KHobenb,
M.M. Mapwuuecbknin. Jibeis: MTBD «Adiwa», 2002.
192 c.

5. HoceHnko A.l. TlneHep B >xmBonuci Opecwu
Apyroi nonoBuHu XX — nouatky XXI croniTTs:
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aBToped. AMC. Ha 3400yTTA CTyrMeHA KaHi. MUCT..
17.00.05 / HoceHko AHHa IBaHiBHa. XapkiB, 2006.
20 c.

6. HoceHko A.l. CBiTn0-kONbOPOBa ekcnpecis B

XMBOMUCHIN cuctemi A.l. Jloswn. Tpaduyii ma Hosayil

y suwili apximekmypHo-xydoxHil oceimi: 36ipka
HayK. npaub. Xapkis: XAAAM, 2007. N2 1,2,3.
C. 64-75.

7. TloHomapeHKo M.B. TpunTtunx M.
MNMoHomapeHko «CiMelHi  penikBii». 0cobanBocTi
06pa3HOro Ta XYAOXHbO-CTUAICTUUYHOIO  nagy.
AKMYyanbHI NUMAHHA 2yMaHimapHux Hayk. Bun 29,
Tom 5, 2020. C. 161-167. URL: http://dspace.pdpu.
edu.ua/bitstream/123456789/9861/1/PONOMARE
NKO.pdf

8. Pontbypt O. CyBopi Ta cTuabHi. MucTteutso
JoBrvx  wictgecatnx.  Katanor  BucTaBkM B
OgzecbkoMy XxyaoxHbomy My3ei. Ogeca: Malictep-
npuHT, 2020. C. 10-40.

9. Tapacerko O.A. BinbHuii nonit. Mpo xuTTa Ta
TBOPYICTb  OAECbKOrO  XYAOXHWKA,  FOJIOBU
Ogzecbkoro BiggineHHa Chinku XyAoXKHUKIB YKpaiHu
Agonbda Jlo3n. YkpaiHceka Kynemypa. Kuis, 1999.
Ne1. C. 22-23.

10.TapaceHko O.A. Mucteutso Ogecn Ha mexi
XX — XXI cronite. Odecbka obnacHa opzaHizayis
HayioHaneHoi cninku xydoxHukie YkpaiHu. Opeca:
FPADIK M/KOC, 2006. 176 c.; 247 in. C. 6-15.

11.TapaceHko O.A.  HapogHwii  Xy[OXHMK
Ykpainn Apgonbd Jloza. HapodHuli  xyOQoXHUK
YkpaiHu Adosegh Jloza. Kamanoe. Opeca AJIbMA-
MPECC, 2000. 80 c.

12.TapaceHko O.A, TapaceHko A.A. 3ibpaHHs
xueonucy Oagecn Jlrogmuan BiktopiBHM IBaHOBOI.
[Jpyra nonosmHa XX cronitra. Kuie: Anbma-lpecc,
2004. 168 c.

13.®epopyk O. K. Agonbd Jloza. O6pazomeopuye
mucmeymeo. 2009. N2 1. C. 36-37.
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THE IMAGE OF THE FAMILY IN THE THEMATIC PAINTINGS OF THE NATIONAL
ARTIST OF UKRAINE ADOLPH LOZA

Purpose of the article is to study the peculiarities of family images in the pictorial compositions of Adolf
Ivanovich Loza (1931-2004) in the context of the time of their creation; to give an interpretation to the content
of the images of the mother, the father, the child, and to analyze them from the standpoint of the embodiment
of timeless archetypes.

Methodology. Historical and cultural, artistic and stylistic, comparative, iconographic and iconological
methods were employed in the research.

Results. The article analyzes the theme of family in the artist's paintings, which he addressed throughout
his creative life. The main images are revealed: mother, father, childhood, family as a whole. The meaning of
personal impressions and memories of childhood, the war and the post-war years is revealed in the image of
the mother-berehynia. With this in mind, the author created a generalized image of the Mother-Woman-Earth,
who gives birth, feeds, protects, takes care of the future generation, thereby continuing the family and
preserving traditions. It is shown that the image of the Father is directly related to the image of the child (son).
In the compositions, they act as a unity between generations, not only visually, but symbolically — one grows
out of another, relies on experience and grows physically, mentally and spiritually. In the images of childhood,
the artist reveals the theme of growth, growing up. It was found out that the images of the family in the artist’s
works are the embodiment of timeless archetypes, which brings the imagery of the artist’s works to another
global-mythological level.

Scientific novelty. The images of the family in A.l. Loza's thematic compositions are studied in the
context of the artist's time and personal experience; the semantic basis of the images of mother, father, and
child is analyzed in relation to the problems of national mentality and common archetypes.

Practical significance. The results of the research are necessary to create a complete picture of the art
history of Ukraine and, in particular, the Odesa Art School.

Keywords: the work of A.l. Loza, thematic compositions, images of family, mother, father, child, Odesa
Art School.
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MOTUB TPOAHAUN Y TBOPYHOCTI CA/ZIbBAAOPA AANI

Mema: npoaranisysamu meip C. Jani «MedumamusHa mposHOa», poskpumu (o020 y3a2a/ibHeHi
06pasHi ceHcu sk 8i006paxxeHHs 06'eKMUBHUX (3MiHa caimoz1s0HoI napaduamu y niciagoeHHUU nepiod) ma
cy6’ekmusHUX (MB8opYi Memodu Mumuys-croppeasicma) skocmeli Mucmeybkoz2o npoyecy cepeduHu XX cm.

Memodonozina. /JlocniOxeHHs rpyHMYemocs HA COYIOKY/IbMYypHIU, NOPIBHANbHO-ICMOPUYHUU,
{cmopuko-meopemuyHili, eMnipu4Hili Memodo/10eil, BUKOPUCMOBYHOMbCA MAKOX Memoou aHani3y, cuHmesy,
MOOeN0BAHHA/NPUNYUWEHHS.

Peszynemamu. AHaniz meopy Canveadopa fani «MedumamusHa mposaHda» (1958) eidobpaxae
3MIHU Y CcychilbHOMY >ummi €sponelicbkol cniibHOMU, WO 3HAUWAU 8MiIeHHS Yy pinocogcoko-
csimoaia0HoMy naaHi. Y mucmeymasi asaHeapdy yeli npoyec 3Haliwos supa3 obpasax croppeanismy, oe
3micmosHe HAs8aHMaxeHHa 00800AmMb cmuciosi opmyau, 30amHi nepedasamu me, WO 8 pPeanbHOMy
xummi noauweHo gopmu. Y meopdyocmi C. fani xusonucHe nosIOMHO NepemeoproeMeca Ha 06'ekm,
cneyudbiky sKko20 ckaadarome HawapysaHHs (del, KOHMpasepciliHicms, emoyiliHa KOHMpPAcMHICMe,
enamaxHicme, MHOXUHHe 6a2amoz20/10ccs, nepensiemeHHs kKoHyenmis. [pu yeomy cam xyOoXXHUK nocmae y
JuHamiyi susasy 8aacHol ideHMuU4YHOCMI, aKkmyanizoeaHomy Yepes hyHKYiro Mumuysa-modepamopa Kyaemypu.
Ha ybomy mnai momue mposHou y meopyocmi C. [lani yHGOYHIOE pe3ysibmam esooyii mpaduyiliHux mem
XyOO0XHbOI Kylemypu, U0 3MIHUIO CMUCA08( iIHmepnpemayii 8(0 nokasy peanili 6ymms 0o abcmpazysaHHs
8i0 mux camux peanili 3a popmyoro-3Hakom. 3sepHeHHaA nidepa croppeaniamy C. [lani do momusy mposiHOu
gidobpaxae sk cy6'ekmusHo-iIHMenekmyasaeHi meopui nowyku mumys y 40-60mi pp. XX cm. mak i
06'eKmMUBHI 3a2a/1bHOKY/IbMYpPHI Ma XyO0XXHI OpIEHMUPU 020 Yacy.

Haykoea HosusHa 0ocnidxeHHsA nosszae y sugqeHHi meopy C. Aani «MedumamusHa mpoaHOa» Ak
Mucmeybkozo 8i02yKy XyOOXHUKA-Ccroppeanicma HA C€8imo2/i1a0HO-3HAYEHHEBL MA COYLA/IbHO-NOMIMUYHI
3MIHU cepeduHu XX cm.

lMpakmu4Ha 3Ha4yuwicme 0ocniOXxeHHs 0bymoeneHa no2aubieHHAM Hasu4ok pobomu 3
mMamepiasiom ModepHicmcbko2o Mucmeymea XX cm., a came 3paskamu CHOppediCmuyHo20 CMuaiCMUYHo20
Hanpsmky. Mamepianu pobomu Moxyme 6ymu eUKOpUCMAHI 8 HABYAJLHOMY npoyeci ma npakmu4Hil
dianbHocmi xydoxHukie ma dusaliHepis sk npukaad iHmepnpemayil 06pa3zomeop4o20 poCIUHHO20 MoOMusy,
w0 Mae 0oszompueasy iCmopiro 8UKOPUCMAHHS.

Kmrouoei cnoea: sisyasnvHuUli 06pas, MoOepHi3M, CroppedniaM, POCAUHHI MOMUBU Xueonucy ma
epagpiku, cxioHa Kynemypa, meopui npoyecu cepeduHu XX cm., meopyicme Canveadopa Jani.

Bcryn. CanbBagop [ani (1904-1989) - 306pakeHb POCAMHHOIO  CBITY  HanexuTb

OAVH i3 HauMBigoMiwmx Mutuie XX CT., TBOpWU
AKOro  HaluyacTiwe  BTINHOOTb  TeMaTuKy
HeYyCBIZOM/IEHNX MepexXuBaHb, PYyMHYBaHHS,
TNiHHA, cMepTi. [JlocuTb PIAKICHUM B 1Oro
TBOPYOCTI € 3BEPHEHHA A0 306paXkeHHs KBITiB,
WO BMNPOAOBX 6araTtbOX CTO/ITb TPaAULLIMHO
yoCcobntoBanu XUTTA, Kpacy, KOXaHHS.

KBiTW, pPOCAWMHHWIA  CBIT, 34aBHa €
npvBabavBMM 06'ekTOM 306pa>keHHsA: BOHMU
NPUCYTHI Ha 3pasKkax HanZaBHIWNX

XUBOMUCHMX Ta CKYy/JbMATYpHUX TBOpPIB, a 3
XVIl c1. chopmyBann pfBa OKpeMi XaHpu -
HaTlOpMOPT Ta nensax. [lo nowmpeHnx

TPOsAHAA — LWaHOBaHa Ta MOMyAspHa KBiTKa Ha
Cxogi Ta B €BpONi, AKY BUPOLLYOTb BXe NMOHaj,
5 Tucau pokiB. TposHay 306paxyBann Ha
[aBHbOTpeLbKMX MOHETaX, Ha CepeHbOBIYHNX
POAVHHUX repbax fK repanbiVyYHUA  3HaK
€BPOMENCHKMX KOPOIBCbKMX poauH Wopkis,
Nankactepis, Trogopis. Y XV-XVI cT. TposaHay
MaJtoBaNM  iTaNincbki  XyAOXHUKM  CaHApPO
botTivenni, SleoHapao aa Binui, Padaens, y XVII
CT. — PnamaHaui, ronnaHaui, icnaHui, y Tomy
uncnai . T. Py6eHc, TN. bpenrens, PembpanarT,
yXIX cr. - ¢paHuy3bKi  iMApPeCioHICTK
O. PeHyap, E. MaHe, K. MoHe, Ha uyecTb AKMKX
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6yno Ha3BaHO HWU3KY COPTIB LI€El KBITKM. Y
xuBonuci XX CT. MOTMB TPOAHAW AK CUMBOA
XWUTTA Ta KOXaHHf 3HaWWwoB Micue B
aBaHrapgHux TBOpax, Hanpwuknag, [labno
Mikacco. Y 40Bi pp. XX cT. TposHaa cTana
npeaMeTom TBOpYOro ocMucaeHHs iy C. dani,
KM 3BEPTaBCA 40 LibOro MOTMBY i Y XXMBOMMWCI,
i B rpadiu.

AHania nonepepHix AocChnigKeHb.
Cepes  yKpaiHCbKMX  AOCAIAHVKIB  TBOPW
06pa3oTBOpPUOro  MUCTeLTBa Ta  Y>KUTKOBI
BMPOOM i3 POCAVHHMM [AEeKOPOM BMBYaIU
O. KoHoBanosa, HO. JlaBpunHeHko, M. CeniBayos,
M. HOp, HO. HikiweHko. Tak, O. KoHoBanoBa Ta
HO. JlaBpMHEHKO 3BepHyanCA A0 poboT enoxm
MOZEPHY, PO3MAHYBLUM POCAMHHI MOTUBMK Y
TBOpax Y. Moppica, A. Myxu Ta iHWKX MUTLiB [4,
c.27-30]. M. CeniBayoB MpOBIB LUMPOKUM
aHani3 PoOC/IMHHMX Ta KBITKOBUX MOTUBIB Y
3B'A3KY i3 JOCAIAXKEHHAM  YKPaiHCbKOro
opHameHTy [10]; M. KOp - BMBYana pPOCAUHHI
MOTUBM £AK JAEKOP BEeCiNbHUX CKpUHb XVII-
XIX ct. [14], FO. HikilWweHKo - 5K OpHaMeHTu
YKpaiHCbKOI BULWINBKM Ha 0Aa3i [7, ¢. 33].

Hw3ka gocnia>keHb, NPUCBAYEHNX MOTUBY
KBITKW, HaNeXUTb KUTANCbKIN gocaigHuui JSlan
HOere, poboTn AKoi  nobyaoBaHi Ha
KOMMapaTUBHOMY aHani3i CXiAHOro, NepeBaXxkHO
KMTaWCbKOro, Ta 3axigHoro mwucTeurtsa. Llin
npobnemaruyi, 30Kpema, npuceBaYveHa i
avceptayis  «Obpa3s i cMMBOA  KBITKM B
mucTeuTBi Kutaro Ta €sponm» (2020).

3BepTarouncb A0 TPOSHAW SIK OAHOrO i3
6araTbOX POCANMHHUX MOTUBIB 06Pa30TBOPUOTO
MWCTELTBA, i, HaBiTb, MPUAINAKOYN NOMY MEBHY
yBary, 3ragaHi AOCNIAHNKY, OAHAK, HEe BUAINANM
faHe 300paxkeHHs fiK OKpeMe, CaMOAOCTaTHE,
BHACNIAOK YOro Len MOTUB 3aMLWaBcs Yy 3arai
IHLIWMX 3HAKOBO-CUMBOIYHMX 306paxKeHb.

He wmaB cneuianbHOro aHanisy MOTMB
TposHau i y TBopyocTi C.Jani, xoua obpasHa
cucTeEMa MOro >XXMBOMUCY 3aBXAW BUKAMKANA
iHTepec. Tak, cepes 3apybixHux aBTOpIiB A0
obpasHo-igenHoro ceity C. [ani 3Beptanuncs
Ox. Opsenn, . ae NliaHo, P. AewapH, [. Hepe,
M. ai Kanya, K. Poxac, K. Megokc [ornsa npaup,
ave.: 5, c. 48]. Cepeg BITUM3HAHWX HAyKOBLIB

TBOpuUicTb C. [ani, y CBOK 4epry, BMBYaNM
mucTeuTBo3HaBLi T. CmupHoBa [12, c. 14 -16]
Ta P. Muxainnosa [5, c. 48-58]. Po3rnsagatoun
AianeHicte C. Jani, BOHW, OAHAK, He CTaBWUAN
3aBJAaHHAM iHTeprnpeTaLito MOTUBY TPOAHAMN.
MocraHoBKa 3aBAgaHHA nonArac y
TEOPETUYHOMY  BMBYEHHI  ocobamBocTen
MOTMBY TposaHAW y TBopyocTi C. [ani, po3rnaj
Ta aHani3 AKoro Ha npuvknagi  TBOpy
«MeanTaTMBHa TpOSAHAA» PO3KPUBAE ifeto,
3MICT Ta CNpsMyBaHHA JaHOi TemMn B
aBTOPCbKOMY BMWCNOBJ/IIOBAHHI Ta B LiAOMY B
TPaauLiax  croppeaniamy, WO  YHAOYHIOE
MOX/MBOCTI  MPaKTUYHOTO  BUKOPWCTAHHSA
3a3HayeHOro obpasy y MMUCTeLTBI Ta AN3alHi.
PesynbTatm pgocnigpkeHHA Ta  iXx
obroBopeHHsa. 3'aBuBlWIMCE nicna  [lepoi
CBITOBOI BiMHW, cCroppeaniaMm, MNigKNUBAEHUN
HayKOBUMW  BiAKPUTTAMM 3 aHTPOMOAOTIi,
coujonorii, mMeaumumHn, y 20-Ti pp. XX cT.
O3Ha4mBCSA HanpamMom B nitepatypi,
06pa3oTBOPUOMY MUCTELTBI, TeaTpi Ta KiHO [6].
MporonoweHa AHpi bpetoHom y «MaHidecTi
croppeaniamy» (1924) Teopis npo niaceigome 1a
ippauioHanbHe fAK CNocCib iCHYBaHHA MWUTLS,
CTana NpakTUKor ana abcTpakuioHicTtiB Makca
EpHcra, AHgpe MaccoHa, XyaHa Mipo, ans
npunbivHnkiB dirypatmeHocTi PeHe MarpitTa,
MNons Jenbso, Ans MUCTKUHb-
ekcnepumMeHTaTtopok Mepetr OnneHrenmep Ta
Opian Kano [8]. CanbBagop [Jani, skun
NPUMKHYB A0 rpynu ctoppeanictiB y 1929 p., a
pa3oM 3 TUM | A0 €BPOMENCHKOro 3arany
aBaHrapgy, Bxe y 1936 p. 3 nouyatkom
rPOMagAHCbKOT BiHW B IcnaHii, BCTYyNuUB 3 HAMK
Yy KOHQIKT: BiH HE NOroAyKyBaBCA 3 NiBaLbKNMU
no3uuisMW  KONer LWoAO BiHW, po3no4aTtol
datwmcTamu B lcnanii. oro HacTynHUM Kpokom
CTano  pO3ropTaHHA  BAACHOI  nporpamu
ctoppeaniamy y CLLUA, ae BiH nepebysaB y 1940-
1948 pp. Micna 3akiHueHHsA || CBITOBOI BiliHK
C. Jani, BXe BCECBITHbO BIZOMUIA MUTELLb,
noBepHyBCA A0 pigHoT KatanoHii. Ocenmslumnco
y [opt JlbiraTi BiH CTBOpIOBaB peniriiHo-
MeTabopuUHi  KapTUHW,  AK,  Hanpuknag,
«[onosa Padaens, wo Bigpusacrbca» (1951) -
BiJOOpaXXeHHs  BMHAWAEHHOI HWUM  Teopii

234



Art and Design N23, 2024

HaykoBMI haxoBUI XypHa

Mucmeymeo3Hascmeo. TexHIYHI HayKu.

«aTOMapHOro mucreytsa». CyTHICTb Teopii byna
onpuatogHeHa y Tomy X 1951 p. B
«MicTnyHoMy MaHidecTi» [Jani, fe XyAOXHUK
neperiMaBca i4eto CTanocTi AyXOBHOro OyTTs
nicns 3HWKHeHHs Matepii. Y 1953 p. B Pumi Ha
MOro PeTpOCneKTUBHIM BUCTaBLi «MiCTUYHUIA
MaHidecT», 3pa3kamMn aTOMapHOro MuCTeuTBa
ctann 24 >xuveonucHi TBopu Ta 129 rpadivuHmx
apkyuwis [15].

CeHcauiero 1958 p. cras TBip C.[ani
«MegutatmBHa TpoaHaa» (36 x 28) (pwuc. 1),
npeAcTaBAEHUA  MUCTeLbKi  ayauTopii. Ha
BiAMIHY Big 3BMUanHux ans Jani obpasis-pobin
- MWIMUb, M'SIKUX TOAWNHHWKIB, CJIOHIB 3
KiHLiBKaMK Mypax, buyaumnx poris, cripanbHuX
monekyn [AHK, Ha kapTuHi Byna 306paxeHa
npekpacHa 4YepBOHa KBiTKa, LIO MigHOCKMAaca
HaZ 3em/iel0 Hauye Yy JieBeTauii — CTiMKin
piBHOBA3i y rpasiTaLiiHOMy nosi 6e3 KOHTaKTy
3 IHWKMK Tinamu. HeobxigHMMK ymoBaMu Ans
NeBiTauii € BMUKAHHA BEPTUKaNbHOI CUAN, WO
KOMIMEHCYE TAXKIHHSA Ta HasfBHICTb
FTOPU3OHTANIbHUX CWA, WO BUHUKaKOTb 33
3MilWweHHA Tina BOIK | 3a6e3neuyoTb NOro CTiNKy
piBHOBary. HanucaHa y rineppeanictuuHin
MaHepi - i3 Kpanaew BOJOTM Ha MNenroCTu,
TPOAHAQ, Haue y CTaHi «HaniBCHY HamniB-ABi»,
BUIA4AE IOCTPALLED A0 BipLy iCMaHCbKOro
noeta-ctoppeanicta, ToBapuwa roHocTi [Jani,
®.J. Jlopkn nNpo  HesemHy  KkBiTky. [lig
bpOoHTaNbHO ~ PO3TalWOBaHWM  PO3KPUTUM
6yTOHOM TPOSHAW 3HAXOAATbCA ABI nocTaTi -
YO/I0BIK Ta XIHKa, PO3rOpHYTI OANH A0 OAHOrO.
Ix TiHi AOBrYMU cMAyeTaMy NaZatoTb Ha 3EMAHO,
HaraZyroum CTpiNKy FOAVMHHMKA. 3@ HUMK —
WWpOoKi  NaHAwadTh, B AKMX YMi3HAOTbCA
KpaeBnan  gonvHu  EmnypgaH,  ocBiTaeHi
«KOCMIYHUM CBiTAOM». [lpamatnyHe rpo3ose
HebO 3 MPO30pPOKD XMapWHOMD, LLO CBITAIWAE
Haj CXMAamMun AONVHMW, 3aMaE Binblly YacTUHY
BEPTUKANbHO PO3ropHYTOro dopmary,
YTBOPHOKOUMN NMPOCTIP ANA «3aBUCAHHA» KBITKM.
MepepHii nnaH nepefae KOHTpACcT TEMHO
CMHBOTO Ta YEPBOHOTO, a Aa/bHIN — CBITUTBCA
61aKUTHUMK, 30/10TaBUMKU  Ta  BpyHaTHUMM
BiATIHKamW. 3a $paHTa3IMHICTIO Ta ippeanbHICTHo,
nemsax TAXIE A0  «KOCMIYHOro»  QOHyY

NeoHapAaiBCbKOT «/A>XXOKOHAW». [lonpu YncneHHi
eNeMeHTV KapTuHKW, 306paxeHHA naHawadTy,
ctaddaxkHi ykpanaeHHs, TPosHAa, WO 3ahMaE
TPU 4YBepTi NOAA KapTVHW, € 6e3yMOBHUM

reoMeTpMyHMM Ta  CMWUCIAOBMM  LIEHTPOM
KOMMo3uU;ii.

306paxeHHA  TPOSHAW — OfHe 3
HaWMOLWMPEHILMX Yy CBITOBOMY MMCTELTBI.
HenepeBepweHa Kpaca Ta  LAAXETHICTb

3p06UM L0 KBITKY BaX»cJ/IMBMM €/1EMEHTOM
KyNbTypW Bif YaciB CTapoAaBHIX LuBiizaLin. Y
nepcekit Midonorii TposHAa CUMMBOAI3yBana
BIYHICTb Ta 6e3cMepTs, KOAM, fK BBaXKanocs,
Aylla nepeTBOPrOBanacs Ha KBITKy Micas CMepTi
moanHn. Ha Cxopi — B IHgii, Kwurai, lMepcii,
OcmaHcbKin  iMnepii  TpoAHAoBI cagn  Hynm
BEPXOM apXiTEKTYPHOI ecTeTvkW. TpOAHAOBI
6yTOHM TakoX Oynn ajanToBaHi AK enemMeHT
icnaMcbkmx oOpHameHTiB. Y CTapogaBHbOMY
Pumi 3 TposHA  CTBOprOBaAW  MPUPOAHI
Aekopauii ana BeCiNbHUX Ta PenirinHnx AiNcT..
Y poby cepefHbOBIYYA ANLAPI-XPECTOHOCL
306paxyBann TpoAHAM Ha repbax fK CMMBOA
yyacTi y cBfileHHMx BivHax [16]. o
3aKiH4eHHto 30-piyHoi BiHM YepBOHOI Ta binoi
TPOSHA KBiTKa CTasia eMb61eMOK0 KOPONIBCbKOTO
aomy  TroofopiB  Ha 3HaK  BO33'€4HaHHA
AHrnii [13].  Takox, TposHAA - OAWH i3
Haly>XMBaHIWMX CUMBONIB-O0bOpasiB  KpaiHu
IcnaHis. He BUKAKOYEHO, WO iaes i 306paxkeHHs
3'aBunaca y [ani npv niagrotoBLi 4O BUCTaBKM
«[pucesaveHHsa ctoppeaniamy» 1959 p., go akoi
BIH roTysaeca BnpogosBx 1958 p. pasom i3
IHWWM 3HamMeHUTMM KaTtanoHuem X. Mipo,
H6axkaroum MpeAcTaBUTU CBOKO OaTbKIBLUMUHY
yepes CMMBOJ TPOAHAW.

Monpu aesky TPUBOXHICTb CTaHy, TBIP
«MeantaTmBHa TPOsHAA», NPOCAKHYTUM
emouigmu iannii Ta rapmonii. Ana Jani, TposHaa
y LeW yac, BiporigHO, CMMBOJIi3yBana Bax/anBy
noaito moro ocobucroro xutts: y 1958 p. BiH
odiuinHoO obBiHYaBca 3 lanoto — OneHotro
IBaHiBHOO []'SKOHOBOO. 3BaXkaroum Ha 3B'A30K
TPOAHAW i3 >XIHOYMMK  obpasamu: 3
AABHbOETMNETCbKOD ~ BOrMHEeID  POAHOYOCTI
[3naoto, AaBHbOrpeLbkoro BorvHero  Kpacu
Abpogutoro,  AaBHbOPUMCbKOK  HOrmHero
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KOXaHHs BeHepoto, iHAINCbKOK BOornHero TaiHm
Nakwmi [13], MOXXHa NpuNycTUTK i Cy6'eKTUBHE
TPaKTyBaHHA came Sk YOCOGNEeHHA KOXaHHS,

YYTTEBOCTI. IppauioHanbHi Ta anoriyHi, Ui
nouyTTa  iAeHTUIKYBaNNCA XYAOXHMKOM i3
MOYyTTAM  MpeKpacHoro.  3ayapyBaBLUNUCb

XiHKOI, Wo 6yna Ha 10 pokiB cTapLioo 3a
HbOrO | APY>XWHO iHWoOro - noeta [lons
Entoapa, BiH nigHIC CBOE MOYyTTA A0 PiBHA
cakpanbHoro. [JlecATkKn KapTWH, MNPUCBAYEHI
Fani-FanapwvHi,  ¢axiBui  TpakTyloTb  fK
daHaTUUHe LWaHyBaHHA APY>XMHKM, (aKTUUYHO
nepeBefeHHa ii  peanbHoro obpasy vy
HeZoCsXKHUI o6pa3 [lisn Mapii. My3a Ta areHT
MWUTLS, fKa BMPOAOBX >XMWTTA Oyna woro
NpoArocepoM, APYroM, KOXaHow XiHkoto, Mana
CyTTEBO BMJ/MHYNa Ha 1Oro TBopyy biorpadito.
KoxaHHs 0 Hei, Ake panToBO CMiTKaso MOro Ha
OAHIN i3 BeuipoK, MwWTeLb MOpPiBHIOBaB 3
BMOYXOM, aHTMMaTepIEO.

«AHTUMaTepiEO», 30KpeMa, BiH Ha3BaB
BJACHUA MaHIdecT, ONPUAOAHEHNA Y TOMY XK
1958 p. WO TOpKaBCA Ha BIAMIHY Bij
nonepeaHboro, 1951 p. «AfepPHOro
MiCTULM3MY>», Bi4NOBIAHO 4O HOBUX, Ha TOW Yac,
peanin 6ytta. BoHwn nonsrann y BiAKPUTTAX
AAaepHOI di3nku i kibepHeTMKN. MuTeLb NepeHic
IX Yy CBOKO XYLOXHIO NPaKTUKy K TBOPEHHSA
«ikoHorpadii BHYTPIWHbLOrO CBITY Ta CBITY
yygec». He BUKAKOYEHO, WO abpucn TposHAM
nepegarotb «biorpadiuHnm» atomHUM BUOYX
nmobosi: TpoAHAa, WO «Bubyxae» y Hebi
PO3KPUTMMM NeNOCTKaMM, MepeTBOPHOETLCA Ha
«AQepHUN Tpub», «MpPOHMKatouy pagiauito» i,
BOAHOYAC, CakpalbHWM >ax, WO 3BepTae Ao
3HayeHb KBITKM fAK TparejiiHoro CWMBOJY,
NnoB’'A3aHOro 3 repoivyHoo CMepTHO,
noTombiuusamM, TPagWLINHUM, Hanpuknag, B
KaTONNLM3MI. Y XPUCTUAHCTBI ApamMaTUYHKI BiK
CUMBONIKK  Binoi  TPOsHAM, MNOB'A3aHUA 3
obpasom [isn Mapii Ta ii poanto XpuctoBoi
HapeyeHoi, AK BiLOMO, Ma€ BTINEHHA B iael
OYXOBHUX BMNPObYyBaHb, MaTepPUHCbKOT
ckopboTw.

YepBOHWIA KONIp TPOSHAM, KOAip KPOBI,
MyYeHULTBa i CTpaXkAaHb, KOHTPaBEpCilHO, €
3HAKOM 3eMHOi to6boBi. NoB's3aHMn Big 406U

cepeaHboBiyYUA 3 KynbToM [pekpacHoi gamu,
ABOICTO NO€EAHYBaB nNpodaHHe B 06pasi 3eMHOoi
XIHKM — Jamu cepugd, 3a Ky 6uanca peanbHi
Nviuapi, Ta, BOAHOYAC, cakpanbHe — B obpasi
HebecHoi MpekpacHoi MaHi, AKoK BBaXanacs
Ta cama [isa Mapia [11, c.74]. BapTye Takox
yBary, WO 4epBOHa TPOAHAA HaNexuTb A0
TPaAWULIMHMX aneropuyHmnx 3o6paxeHb bora,
fe YABNAETbCA NaHKOK 3B'A3KY 3 HWUM u4epes
npekpacHe, B Ayci Bucnosy loaHa borocnosa
«bor € JlroboB». B wmpoKin cuMMBOAIL
XPUCTUAHCTBA  TPOSIHAA —  XPUCTUMAHCKUM
cumBos Matepi boxoi — Ma€e KOHKpeTu3aLito B
KaTo/NIMLIbKOMY BipoBYeHHi B 0bpasi [iBn Mapii
Posapito. MaeTbca Mpo KaToauLpsKi YOTKM Ta,
BOAHOYAC, MOAUTBY, WO YMTAETbCA 3a LMMU
yoTkamu. |i Ha3Ba B nepeknagi 3 NaTUHCLKOT —
«Caf, 3 TPOSIHA», «PO3api», CNPUUYNHUAG NOABY
Takoro Kkartosnuubkoro Tutyay [isn Mapii.
PozapieBoro  MOAUTBOK, 3a nepekasamu
OYEBUALLIB, PATYBaNNCA MeLIKaHLi XipociMu i
Haracaku nig yac aTOMHOTO
6ombapayBaHHs [9].

B pycni kaTonnubkoi TpagunLii, CUMBOI3M
TPOSHAM  OXOMJILOE 3HAYHUWA MacuB i4ewn,
HaZarouM MOMY PI3SHOMAHITTA 3HayeHb. Tak,
TyHiky boropogauui y tBopi C. Aani «[pecsaTa
[Jisa [Bagenyncbka» (1959), npwukpawatoTb
BOCbMMWMENOCTKOBI  Ta  YOTUPUMNENHOCTKOBI
TpoaHan  Nahui  Ollin.  3a  yaBneHHAMU
NPeACTaBHUKIB  MEKCUMKAHCbKOI  Ky/JbTypW,
HayaTib — e TMN 306paxeHHAa MagoHHW, AKNA
MOLUMPUBCA BHACNILOK 3aBOFOBAHHSA iCMaHUAMM
MisaeHHoi Amepmku. Nahui Ollin € kBiTKOtO, LWO
yHaouHtoe noHo [Jisn Mapii, piBHe CoHuto —
LEHTPYy BCECBITYy, PyXy, >XuTta. Bocbmu-
MesroCcTKOBa KBiTKa CUMMBOJI3YE MOEAHAHHS
BeHepun (y mekcukaHCbKi iHTepnpeTauii 6or
KeTtuanbkoatnb) i3 CoHuem (6or ToHariy-
Yiunnonoutni).

MNoBepTarounchb A0 TPOAHAN AK CUMBOAY
H6aratbox >XiHoumx 60>ecTB, BapTO HaragaTtu,
Wo UMM camumm il CMMBOJIKA YHAOUHHOE
CNOpPIAHEHHA eTHOCIB, HapoAiB Ta pac. Biarak,
«MeautatnBHa TPOAHAA» Yy pPAdY HU3KK
XYAOXHbO-CMUC/IOBUX acoLiaLin BTINHOE iaero
06'egHaBUNX CUA BIPU K CUMBOJY YHIBEPCYMY,
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B TOMY YUCAi, Yepe3 iCNaHCbKUN KaToNNLIU3M,
WO MaB MowupeHHs B €Bponi Ta [iBHIUHIN
AmMepuui | BMABMBCA HE UYXXMM ETHIYHUM
peniriam Mekcmkn, AnoHii, IHaii. MNoka3oso, Wwo
dopma TposHan y [dani HabamxkeHa po
CMMBOAIYHOI CXeMU CXiAHOT MaHTpK «Om» (Aym)
(puc. 2). TpafWUIRHWUA Ana  IHAYICTCbKUX W
BEAMYHMX NPAKTUK, KPILLIHAI3MY, €30TEePUYHOrO
6yaamsmy, 3Byk «OM», 'y CBOWO u4epry,
BBaXaETbCs BifobpaxeHHAM CoHua i Csitna.
BiH Hanexutb [0 MNOYaATKOBUX 3BYKOBUX
BibpaLin, WO, AK BiJOMO i3 Bes, Hajann cuau
nowToBxy Kocmocy ansa ytBopeHHs Bcecsity. Y
TEXHIKax MeauTauii «OM» € CBOEPIAHUM
KaMepTOHOM, WO CUMBONI3YyE pyX AyLli Bropy,
4,0 BuWwmnx chep. B naTHCbKOMY HanmcaHHI — A,
Y, M — cMMBONIi3yt0Tb TpW KaTeropii KOCMOTrOHii
— CtBOpeHHS, MiagTpuMaHHa, PyiiHyBaHHS, piBHI
iCHyBaHHsi — paM (cBapra), 3emat0 (MmapTs),
niag3emMHe UapcTBO (naTy), 34i6HOCTI NHOANHN:
6axkaHHs, 3HaHHA | airo. Ana dani, aKk muTus,
LUiHHAMMW, BIPOriAHO, BWAABAANCSA O3HA4eHi
3BYKOM «OM» TPW CTaHW CBiJOMOCTI — Mpisi, COH
i AB - KaTteropii, WO € nNPOBIAHUMMK B
ctoppeaniami. OTXe, nesiTauifs TPOAHAWM Haj
Maporo0 3aKOXaHWX, He MPOCTO CMMBOJI3YE X
NpUYeTHICTb A0 BcecBiTy : iX 3aCTUIICTb, CNOKIN
Ta piBHOBara, HaragytoTb NpPO HipBaHy Yy
HECKIHYeHOMY LMKNI CaHCapy HapOAXKEeHHS |
cMepTi.

3BepHeHHs C. Jani fo igei Ta NpakTukm
MeauTauii MO>XHa MOACHUTM HN3KOHO
cBiTOrNaaHoO-dinocodcbkmnx 36iriB B CXifHiv Ta
€BPONENChKIn KynbTypax, o cTanu
ycsigomarosatuca y XX cr. [3]. Lle, 30kpema,
IAEHTUYHICTb  3acobiB  ncuxoaHanizy  Ta
IHAINCbKUX PENIrinHUX BuYeHb, Ae B 6yaan3mi

Ta AeAKmX iHAYICTCbKMNX BipyBaHHAX
3acTocoByBa/Mcs ik ocobnvBa  MpaKTvKa
BMPOAOBX TUCAYONiIT, B TOW uac, #K
BiAMNOBIAHWM €BPONENCbKNN HayKOBO-

TepaneBTUYHNIN MeToZ OyB CHOpPMYIbOBaHWMI
Tinbkn y XX CT.

B uinomy, oueBnaHe anentoBaHHA Jani fo
TPaAuLiM iHAIKCBKOI KynbTypwu BigbyBanocs B
pycai BUHMKHEHHA HanpwKiHLi 50-x, Ha moyaTky
60-x pp. XX CT. iHTepecy €BpPOMEnNCbKOl

CNINMBHOTM A0  KYAbTYpPHOro cnagky IHaAil.
YoTumpw penirii, aki BUHUKAN B IHAIT — Byaamn3m,
iIHAY3M, CMKXi3M, A>KalHI3M 3 X 3BePHEHHSAM A0
NponoBiAi rymaHiamy, ntoboBi Ao H6AMXKHBOTO,
HeHacunbCTBa, OTPUManuM BU3HaHHA nicaa |
CBiTBOI BiliHM y HaraTbox KpaiHax. 3pocTaroya
NONYNAPHICTb IHAINCBKOI AYXOBHOI Ky/abTypW
NpoABUAACA, HaNPWUKAaZ, Y iCTOPUYHIN CyTnyLi
CanbBagopa [Jani 3 [labno [llukacco, wo
NpPWBCeNtOAHO cTanaca Tak camo y 1958 p. Aani,
B AyCi nNpuUTamMaHHOro MOMy  enaTtaxy,
3BMHYBaTVB Mikacco, NPUXUAbHMKA
adpuKaHCbKOI KynbTypy, B CMaKyBaHHI Ta
OCMniByBaHHI MOTBOPCTBA, B TOM 4Yac AK
MWUCTELUTBO  Ma€  CAyryBaTM  BUK/IHOUHO
npekpacHomy. [lani NpoTUCTaBMB CBOEPIAHOMY
mMucteutBy APpPUKN XyJOXKHIO KyabTypy IHAIT Y
AKin 6auMB rapMOHItO Ta Kpacy, AOCTOWHI
TBOPYOro HaTXHEHHA. AyAWUTOpPI0 OAHOAYMLU,IB
[Jani cknaganw rini, HoBi anonoretn lHAj, pyx
AKMx 3 KiHuA 50x pp. XX ct. Habysas
nowwuperHs B €sponi Ta AMepuui Ix macosa y

60-70Ti  pp. MonogikHa  dinocodia Ta
cybkynbTypa cnpuvsaam MPOHUKHEHHIO
IHAINCBKNX Ky IbTYPHUX eNemMeHTIB B

€BPOMENCbKY Ta aMepUKaHCbKy My3MKY, KiHO,
niTepatypy, peanisytouncb y XXUTTI Ta TBOPYOCTI
NPOTECTYBaJbHUKIB AK CMOHTaHHICTb, cBOBOAa
caMoBMABY, MpupoAHicTb. [ini  3akavkanu
NMOBEPHYTNCA A0 NPUPOAHOI YNCTOTH, BIIHOTO
KoxaHHs, naumdismy. Ocenaroumncb rpynamu B
IHAiT, BOHW  3aMManucs My3uKOKO  Ta
XMBOMUCOM, MeAUTYyBann B iHAIiNCbkoMy [omi
monuTeu barai, HaBuanucs AropBegi — cucTeMmi
NPUPOAHOI MeAULUMHK, WO BUHMKANA Yy 500-Ti
pp. A0 H.e. [HAifA, AK CTBepAXXYHOTb AedAKi daxiBLii,
6yna 6aTbKIBLLMHOK TPOAHAMN.

Konopwur IHaii nepegasanv TBOpu enivHoOI
nitepatypu - €Bponencbke BMAAHHA
«MaxabxapaTtv», 3g4iicHeHe Yy TpvBanoMy
npoexTi 1927-1966 pp. Ta «PamasHu», aki
BIAKPUAN  €BpOMNENLAM Cnpobu  BUPIWNTK
NMUTaAHHA NpPO CniBBIAHOWEHHA cBObOAN BOAI
JNIFOAMHN Ta BCEBNAAHOCTI A0, iHAKLLUE, HIxX Le
6yno paHiwe. KoHuenuito axapmu i AOKTPUHY
npo kapMy GbopMyBann MopanbHi UAEL, Yy AKNX
AWNocA nNpo  eTu4YHi  boprn  noauHW, i
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MOpaNbHWI BMbIp, YCBiZJOMEHY
BiNOBIAaNbHICTb 3@ BUUHKWU, WO € CMUCIOM i
LiHHICTHO XuUTTA. B YkpaiHi Ha nouatky XX cT.
npubiyHMKamn Takoi igei O6yan KUIBCbKUWA
apxitektop B. Fopogeubkuii, MUCbMEHHUKM |.
®paHko, J1. YkpaiHka, yKpaiHCbKi enigemionoru
B. XaBKiH, [. 3a6010THWI, B. BuckoBuy,
eTHonor . Bacunb'eB, Ak BMBYaB 3B'A3kM [HAT
i3 HAPOAHOIO KyNbTYpPOro YkpaiHu [1].

Y €sponi, B HiMeuuuHi, B TON e nepioa
4O TPaauLIn iHAIKCcbKOT dinocodii 3BepTana,
30KpemMa, TBOPYICTb MNWUCbMeEHHMKa [epmaHa
lecce (1877-1962), NoCNiAOBHOIO

lWaHyBaJbHWKa Ta MOLIMpPIOBaYa iHAINCLKOT
Mmyapocti. B ayci iHgiicekoi  dinocodii
MMCbMEHHMK  CTBEPAXYBAaB, WO Yy >KMUTTI

«BaX>/IMBO OZHE — HABUUTUCS NHOOUTK CBIT», He
3HeBaXKaTW, He HEHaBWUAITW, a Came «AUBUTUCA
Ha Hboro, Ha cebe i Bci icToTM 3 Nt06OB'IO,
3aXOMJIeHHAM Ta nosaroto». CTBOpHOHOUM
«ICTOpPIt0O  CBOTO  AyXOBHOFO  PO3BUTKY>,
«biorpadito aywi», I'. [ecce nigHAB Temy Aoni
XYAOXHMKA Yy CYyCMniNbCTBI, MOCTaBMBLUM LIFO
npobsemy LEHTPasbHOK B aneropuyHoMy
poMaHi-nputyi  «Cigaxaptxa» (Siddhartha,
1922), pe repou tBOpPY CiaaxapTxa layTama
(563483 pp. A0 H.e), 3aCHOBHWK byaansmy,
MaHApye |HAi€0, NOKMHYBWKM Aim  baTbka-
pagxu B nowykax [lpocsitneHHs. Woro
nepeTBOpPeHHs Ha byaay nicns BigKpUTTS ICTUHN
NpoO >XXWUTTA fAK CTPaXAaHHA, CrpoBakOBaHe
MOACBKMMK  BaXkaHHAMK,  NpuUCTpacTamu,
NpParHeHHAMW | BWXif 3 LbOro Kosaa LUAAXOM
yramMyBaHHA BCIX MPUCTPacTe JAOCATHEHHAM
«HipBaHW», 3MUTTAM 3 AYXOBHORO
«BOXEeCTBEHHOK»  MEPLUOOCHOBOK  CBITY,
MOACHIOBA/IO AIK XXWUTW, AK LUYKATU W 3HaXOAUTH
CBOE «A». [aPMOHINHE MO€EAHaHHA 3MICTy |
dopmm «IHAINCbKOT  noemMu» I lecce,
Big3HaueHi y 1946 p. HobeniBcbkoto npemieto
«3a HaAMxarouy TBOPYICTb» Ta MOLUYK CNiNbHUX
3acag Cxoay i 3axigy y B3aemogaii dinocodii,
MY3UKW, NiTepatyp, UIKaBUAO fAK OCATHEHHSA
TalHW BTIIEHHA MWUCTeLbKOro obpasy Kpi3db
B3aEMHe HallapyBaHHA TPaAULii XpUCTUAHCTBA
Ta PEeNirinHnX iHAIMCbKMX BueHb. KynbToBWMA

TBip 60X pp. XX cT., «CigaxapTxa» CNOHyKaB A0
NPOTECTiIB  MNPOTM  BiHM Yy B'eTHami ¥
3aCyKEHHIO «MOHYPOro CyCrnifbcTBa YCMixy»
(M.Matyccek), 3aumkieHoro Ha 3apobasfHHI
rpoLuen, kap'epi Ta HabyTTi cTaTycy.

Teip C. Mdani «MepgutatnBHa po3a»,
nogibHo o pomaHy . lecce - >uBonucHa
BIAMOBIAb Ha COLianbHI NOAIT, NPOTECTHI pyxu Ta
[AYXOBHi 3anuTv MNPOrpecrMBHOrO CycCniabCcTBa
40-60x pp. XX c1. [2]. BiH cTOiTH nNopsAg i3
iHWWAMKW TBOPaMMW-BIAryKamun Ha 3a3HauyeHui
couianbHnn  3anut. CBOIM  CNpPAMYBaHHAM
«MeautatBHa TposiHAa» 6aM3bka A0  MiCHI
Siddhartha [>xepi KaHTpenna pok-rpynu Alice
in Chains, komnoswuuii rpynn The Beatlies
«Across the Universe» (1969) — «Jai Guru Deva
Om», nicHi  MapgoHHK «Shanti/Ashtangi» 3
anbbomy «Ray of Light», koHuenTyanbHOro
anbbomy In Searcy of the Lost Chord (1968)
6putaHcbkoi  rpynn  The Moody Blues,
AMNOHCbKOro BOHYyC-Tpeky anbbomy «Music» —
«Cyber-Raga», cayHaTpeky nicHi Juno Reactor -
Navras y ¢wunbmi «Matpumua». KoMnosnuinHo
«MeguTtatmBHa TposHaa» C. [ani 6am3bka Ao
rpadikn  06KNAAMHOK  MY3UYHUX anbbomis
Oxopaxa XapicoHa (The Concert for
Bangladesh, Living in the Material World, Dark
Horse, Extra Texture, Therty Three &
1/3, Somewhere in England, Gone Troppo,
Brainwashed) (puc. 3) Ta Bigeopsaay ana Typy
«3anisHi  MaHTtpu» toBinenHoro DVD «30
CBITOBUX POKIiB» rpynu «[ITiKHiK».

ABTOpP >XXMBOMUCHUX KapTWH, rpadivHmx
apKyLwiB, CKy/AbMTYypPHWUX TBOPIB, JiTepaTypHUX
BMAAHb, KiHOCUeHapiiB, [lani, O4YinbHUK pyxy
croppeaniamy, BNPOAOBX MiBCTOPIYYA LWOKYBaB
nybaiky BUCTYNnamu, enaTaxXHWMW 3asBamu i
abcypaHUMM  AincTBaMK,  Hajaroun  CBOIN
TBOPYOCTI  ACKPaBOCTI  MEMHCTpiMYy  Ta
eKCTpaBaraHTHOCTI, AKi  JeMOHCTpyBaB B
Mapwxi, Hbto-Vopky, Maapuai. Teopu Jdani,
CNPsSIMOBaHI A0  IHTENEKTya/lbHO-UYTTEBUX
napajokcCiB Kpacu Ta NOTBOPHOCTI, CKAafaroTb
bEeHOMEH, fKMA CaM MuTelb BW3HauUMB, K
MeamnKo-disionoriyHmii  cnoci6  iHTpocnekwii
nroanHun [15].
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Puc. 1. C. Jani. <MegutaTnBHa
TposiHaa», 1958 (36 x 28, onis)

Puc. 2. Cumeon Om (Aym)

3a  ncuMxoaHanisoM  MOro  Kymupa
3urmyHaa ®penga, uen cnocib nepeabauyae
CUCTEMHE MOSICHEHHS HECBiJAOMMX 3B'A3KIB Ta
npouecis B NOACBKOMY opraHismi.
YcBijoMneHW AK OAHa i3 CKIafoBMX MO0
aBTOPCbKOrO  «MapaHoifaNbHO-KPUTUYHOTO»
XyAOXHbOTro  MeTogy, cnoci6
NOANHK, camopo3BuBaBca y nepiog 40-50x pp.
XX cT1., y diHani aKkoro aBTOp fBMB MiACYMKM
CBOIX po3gymiB y TBOpi «MeautaTmBHa
TposHAa». 3MICT Ta CMMBOJIKa  TBOPY
Bifo6pa3nan 06'eKTMBHY KapTWHY CBITY -

IHTpOCneKu,i

GEORGE HARRISON
& FRIENDS

AESE D,

MABISSN STIATE SARDER. WEW TERL NT. BSA 1ST AUSEST 1971
Puc. 3. O6knagunHka ans anbbomy «George Harrison
& Friends / The Concert For Bangladesh Japanese

Broadcast», 1971

3aralbHOMONITUYHI Ta CyCMiNbHI HACTPOI, Ta,
BOAHOYAC, Cyb'eKTUBHI CBITOrNAAHI yABAEHHSA
MWUTLA, MOro MOLWyK CMucaie ByTTa y BuUraagi
HOBOI MiOTBOPYOCTI. IHTeNeKkTyaslbHUA TBIP
C. Jani «MegutaTBHa TpoOsAHAa», WO MaE
MHOXWHY 3HaueHb, TakOX MPUCBAYEHMI PONi
MWUTLA Ta 3HAYEHHIO MWUCTeLTBa B CyCMibCTBI.
Byaytoun cBoepigHy MmidonoetnyHy mogenb
KyNbTypn SK CTBOPEHOrO JIFOACTBOM  CBITY,
cepesoBuLia OyTTs, XYAOXHUK BUKOPUCTOBYE
«JIoriky 6pukonaxy», fika, cnosamu Knopa
NeBi-Ctpoca, i€ AK KanernAaockon, cknagaroum
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MYKHAILOVA R.D., BULGAKOVA T.V.
Kyiv National University of Technologies and Design, Kyiv, Ukraine

ROSE MOTIF IN THE WORK OF SALVADOR DALI

Purpose: analyze the work of S. Dali "Meditating Rose"; to reveal its generalized figurative meanings as
a reflection of the objective (change in worldview paradigm in the post-war period) and subjective (creative
methods of the surrealist artist) qualities of the artistic process of the middle of the 20th century.

Methodology. The research is based on socio-cultural, comparative-historical, historical-theoretical,
empirical methodology, methods of analysis, synthesis, modeling/assumptions are also used.

Results. The analysis of Salvador Dali's work "Meditating Rose" (1958) reflects the changes in the social
life of the European community, which were reflected in the philosophical-worldview plan. In the art of the
avant-garde, this process found expression in the works of surrealism, where the content load is shifted towards
meaningful formulas capable of conveying that which in real life has been abandoned. In S.Dali's work, the
canvas turns into an object, the specifics of which are the layering of ideas, controversiality, emotional contrast,
shockingness, multiple polyphony, interweaving of concepts. At the same time, the artist himself appears in the
dynamics of the search for his own identity, actualized through the function of the artist-moderator of culture.
Against this background, the interpretation of the rose motif in S. Dali's work appears as a result of the evolution
of traditional themes of artistic culture, which changed the semantic interpretations from the desire to visualize
the realities of being to the desire to abstract from realities according to the formula-sign.

Surrealism leader S. Dali's appeal to the rose motif reflects both the subjective-intellectual creative
searches of the artist in the 40s and 60s of the 20th century, as well as the objective general cultural guidelines
of that time in the artistic process.

Scientific novelty of the research consists in the study of S. Dali's work "Meditational Rose" as an artistic
response of the surrealist artist to the worldview-meaningful and social-political changes of the middle of the
20th century.

Practical significance of the study is due to the deepening of the skills of working with the material of
modernist art of the 20th century, namely, examples of the surrealist stylistic direction. The materials of the
work can be used in the educational process and practical activities of artists and designers as an example of
the interpretation of a pictorial plant motif that has a long history of use.

Keywords: visual image, modernism, surrealism, plant motifs of painting and graphics, eastern culture,
creative processes of the middle of the 20th century, the work of Salvador Dali.

IHOOPMALLIA MuxaiinoBa Paga imuTpiBHa, A-p MucT, npodecop, npodecop kadespu AmsanHy
MPO ABTOPIB: iHTep'epy i MebniB, KWUIBCbKUI HaLiOHaNbHUIN YHIBEPCUTET TEXHOJOFIN Ta AM3aiHy,
ORCID 0000-0002-7264-0205, e-mail: radami1818@gmail.com

BynrakoBa TersiHa BonogumupiBHa, KaHZ. TeXH. HayK, AOLEHT, AOLEHT Kabeapwu
AV3aiHy iHTep'epy i MebniB, KWUIBCbKWI HaLiOHa/NbHUI YHIBEPCUTET TEXHOJOrIN Ta
amnsainHy, ORCID 0000-0002-6523-5770, e-mail: bulgakova358@ukr.net

LintyBaHHsa 3a ACTY: Muxainosa P. [, Bynarakosa T. B. MOTVB TposiHAM y TBOPYOCTI
CanbBagopa [ani. Art and design. 2024. N23(27). C. 233-242.

https://doi.org/
10.30857/2617- || Citation APA: Muxaiinosa, P. [., byarakosa, T. B. (2024) MoTvB TpOAHAM Y TBOPYOCTI
0272.2024.3.19 |[| CanbBagopa fAani. Art and design. 3(27). 233-242.

242


https://doi.org/10.30857/2617-0272.2024.3.19
https://doi.org/10.30857/2617-0272.2024.3.19
https://doi.org/10.30857/2617-0272.2024.3.19

Art and Design N23, 2024

HayKOBWI GaxoBUii XXypHan Mucmeymeo3zHascmeso. TexHIYHI HayKu.

YK 688.39 OJIIVHUK T. M., PYBAHKA A. I, MAMYEHKO f. O., OCTAMEHKO H. B,

KY3bMEHKO B. B.

DOI:10.30857/2617- Kuiscokuli HayioHaneHull yHisepcumem mexHosoz2ili ma du3saliHy, Kuis, YkpaiHa

0272.2024.3.20 o
TEKCTUNbHO-TANAHTEPEVHI BUPOBMW:
ACOPTUMEHT, NPN3HAYEHHA TA MNOKA3HUKU AKOCTI
Mema: OJocnidumu acopmumeHm mekCMUIbHO-2a/iaHmMepeliHux eupobis. Y3azansHumu ma

cucmemamu3sysamu iHgopmayiro wjodo ix piaHosudis 3a pi3HUMU 03HAKAaMu, onucamu cghepu 3acmocy8aHHA.
BusHa4yumu ix nokasHuUKuU sKkocmi 0151 8U20mMo8JieHHs weeliHux 8upobis 8ilicbko8020 NPUIHAYEHHS.

Memodonozis. 3acmocosaHo iHpopmayiliHo-docniOHUYbkul ma ei3yansHo-aHaaimu4HuUl nioxoou y
NOEOHAHHI (3 3a2a/1bHOHAYKOBUMU Memodamu munosio2iyHol cucmemamusayii ma NopieHA/IbHO20 aGHANI3y
[CHyro4ux pi3Hosudie MmekcmusbHOl 2anaHmepei 0 8u2omossieHHs weeliHux eupobis silicbkogo2o
Npu3Ha4YeHHs 3aKkOpOOHHO20 MA BIMYU3HAHO20 8UPOOHULUMEG.

Pesynemamu. B cmammi npoaHasnizo8aHo acopmumMeHm Cy4dcHUX meKCmUuJbHO-2aaaHmepelHux
gupobis, npedcmassieHo nepesik NPoBIOHUX C8IMOBUX MA 8IMYU3HSAHUX KOMNGAHLU 8UpobHuUKi8. BuokpemieHo
ma cucmemMamuso8aHo HAUbUIbW po3N08CoOXeHI pi3HOBUOU,  0Xapakmepu3o8aHO BUKOPUCMOBYB8AHI
mamepianu 045 il suzomossieHHs. NepenideHo NOKA3HUKU SKocmi 015 8U20MO8J/1eHHs 8up06is 8ilicbkogo20
npusHaydeHHs. ONUCaHo pi3HOBUOU yNakoekU Ma MapKy8aHHS.

Haykoea HoeusHa. CmpykmyposaHo pi3Hos8uUOU meKkcmuaeHo-2anaHmepeliHux eupobie 3a
NPU3HAYeHHSM, pO3KpUMO XapakmepHi KOHCMPYKMUBHO-KOMNO3UYilHI 03HAKU 3a po3mMipoM, Mamepiaiom
gU20mMoB/IeHHS mouwjo. Bu3HayeHO ix NOKA3HUKU sKOCmMi O/ B8U20mMOoBJIeHHS 8upobie 8ilicbkogozo
NpU3HAYeHHs.

lMpakmu4Ha 3Ha4vywyicme 00epxxaHuUx pe3y/lbmamie nosis2ae 8 8UOKpeMsIeHHI OCHOBHUX pi3Hosudis
mekcmusibHo-2anaHmepeliHux 8upobie ma 8U3Ha4YeHHI X 0OCHOBHUX PYHKYIl. PO3Kpumo xapakmepHi 03Haku
8i0N0BIOHO NPU3HAYEHHIO, CUPOBUHHOMY CKk1ady, cnocoby sueomossieHHs.  Peaysemamu mMoxyme 6ymu
gukopucmadi npu nodabwiili po3pobyi supobis 3a3HayeHo20 NpU3HaYeHHs. BusHayeHo ix nokasHuku skocmi
01 8U20MO8J/IeHHS 8UpP06I8 8ilicbk08020 NPUHAYEHHSI.

Knrouosi cnoea: supobu silicbkosl, cmpiyka mekcmusbHa, MmacsMa peMmiHHd, cmpona, es1acmuyHa
macema, napakopo, mekcmuabHUU WHYp, wieeliHi supobu.

Bcryn. LUnpokniA acopTMMEHT ToBapiB  BU3HAUMTK, WO aCOPTUMEHT  TEKCTU/bHO-
MaCOBOTrO CMOXMBaHHA OO'€AHYIOTb, Cepes  ranaHTepenHux BMpObIB € LOCUTb
AKMX  TEKCTUAbHO-TanaHTepenHi BMPOOW, PISHOMAHITHUM Ta CKNaZaE OCHOBY ANA
HapaxoBye JAeCATKM TWUCAY HaWMeHyBaHb, MaWbyTHIX  AOChifXeHb  Ta HayKOBUX
MOCTINHO 3MIHIOETLCA | 3a1eXMTb Big NoTped Ta  nybaikauiv. HepoctaTHi piBeHb iHGOpMaLii
3anuTiB  puHKY. [anaHTepevHi ToBapy 3a wWoAo il Pi3HOBWUAIB, XapaKTepucTuk,
CMPOBMHHUM  CKNaAoOM  MOAINAOTb  Ha  cucTeMaTtm3auii 3@ Pi3HUMW  O3HaKamu

TEKCTU/bHI, LWKIPAHI, MeTaneBi, N1acTMacosi, a
TaKoX LWITKOBI BUPOOU | A3epkana.

[o TekCTUNbHOI ranaHtepei BigHOCATb
TOBapW, BMPOO/EHi 3 BONIOKOH, NPsXi, HATOK i
TKaHWH LIAAXOM MNPAAIHHA, TKaLTBa, B'A3aHHSA,
MNETIHHA, KPYYEHHA Ta wWWUTTA. 3a3HaueHi
BMPOOUN pPO3MOAINAKOTLCA Ha Taki FPYnn: HATKK,
CTPiUKOTKaLbKi  BMPOGW, nNaeTeHi ToBapw,
LWBEWHa ranaHTepes, NapacobKu.

AHanis nonepeaHix  AOCAIAIKEHb.
MNpoBeaeHn  aHanis  gxepen  JO3BOAUB

NIATBEPAXYE aKTyalbHICTb BUBUEHHS Ta €
nepeAyMOBOI CTBOPEHHSA iHPopMaLiiHOT 6a3un
A4NA NoJaNnbLUNX JOCAIAXKEHb.

Y cratti [1], aBTOpaMu pPO3rAsHYTO
PI3HOBMAM, XapaKTEPUCTUKWU Ta 3acTOCYyBaHHSA
TEKCTUABHUX CTPIYOK, O BMKOPWUCTOBYHOTHCS
AK eTuKeTku (nenbwu) ans BMpobiB. 3okpema
OonucaHo TexHonorii  Ta ocobamBoCTi X
BMPOOHMLTBA,  3a3HayeHO, WO  CyyacHi
TEXHOJIOTII HaJatoTb MOXJ/INBICTb (A03BONIAOTL)
CTBOPIOBATM TEKCTW/AbHY CTPIYKYy 3 PI3HO-
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MaHiTHUMK  edekTamu:  banckydoro  abo
MaTOBOI MOBEPXHED, BULLMBKOK abo ApyKOM
TOoLO.

Cneujanictammn  Tekctunb-KoHTakty [2]
OMMCaHO HanbiNbLL PO3MOBCHOAXKEHI Pi3HOBUAM
TEKCTUAbHO-TaNaHTeperiHMx BUpobiB, 3okpema
AEKOPaTUBHUX  CTPIYOK  And  034061eHHS
BMPOOIB  Nlerkoi  MPOMMUCAOBOCTI.  TakoX,
aBTOpamMu MpPeACTaBlE€HO BUAN BUTOTOBJEHHSA
enactmyHoi TaceMu [3]. Y crtatTi [4], aBTOpM
HaBOAATb MOPIBHANBHWUMA aHani3 Pi3HOBUAIB
TEKCTUNBHOTO LWHYpPa, MepeBary Ta HeJoMiKM.

MocTtaHoBKa 3aBAaHHA. Ha oOcCHOBI
aHaNiITUYHUX  AOCNIAKEeHb  CMCTeMaTU3yBaTu
Cy4YacHi pi3HOBMAWN TEKCTUIbHO-TaNaHTEPENHNX
BMPObIB 3a pi3HMMMK 03HaKamu, onvcatu chepu
3acToCyBaHHA. BM3HaunTh ix MOKa3HMKM AKOCTI
ANA  BWUFOTOBNEHHA  LUBEWHMX  BUpObLIB
BiICbKOBOTO NMpPU3HaYeHHS.

Pesynbratn BOCNiA>KEeHHA. o
aCoOpPTUMEHTY TEKCTUAbHO-TaflaHTEPENHNX
BMPOBIB BIAHOCATL: CTPIUKY TEKCTUABbHY — CMYTY
TeKCTUABbHOrO Matepiany 3aswumpwkn go 300
MM; TacbMy — MAEeTeHY Y B'A3aHYy TEKCTU/bHY
CTPiUKy 3aBWIMpPLIKK A0 50 MM; BUpOOM naeTeHi
— BUpO6M y BUrnAgi WwHypa abo Tacbmu,
cbopmoBaHi TpboMa abo binblie HUTKaMW,
KOXHa 3 fAKMX pO3MilleHa Mnoxuno Ao Oci
BMpOOYy | mepensieTeHa 3 iHWMMW HUTKaMK;
BMPOOUN enacTnuHi — BUPOOUN 3 TEKCTUNbHUX |
eNacToOMipHMX HUTOK, Npy>XHa Aaedopmauis
AKMX NpU po3TAryBaHHi nepesuitye 50% [5].

Cepes  BITUMBHAHWX  KOMMaHin Mo
BUTOTOBJIEHHIO  TEKCTUAbHO-TanaHTepPenHMX
BMpobiB nposigHummn € TOB «YkpaiHcbka
CTpiYKOTKaLbKa dabpuka», Tnn
«YKPCHABCOHO3», MpAT «[oroniBcbka
cTpiykoTKaubka pabpuka», MM PodaHos HO.C,
TOB «PIBBEOH HOA», TOB «Guardian Paracord»,
TM «Belfo», TM «Relast»; 3akongoHHUX -
komnaHii  «Pasamon» (Monbwa), «Weaver
Textile» (Kutan), «Narrowtex» (KOAP)
Towo [6-13].

Cnig 3a3HaunTM Ha PI3HOBMAN YNaKOBKM
TeKCTUNbHO-TaNaHTepPeHNX BMPObIB Ta iX
MapKyBaHHS. MeTpaxHi TEKCTUNBbHO-
rafnaHTepenHi Bupobu ¢GopmyroTb y MOTKM

(BinbHE HaMOTyBaHHA Ha nNpoknagky abo 6e3
Hel), pynoHM  (WibHe  HaMOTyBaHHA 3
NOCAIAOBHUM HaknajgaHHAM  WapiB  Ha
npoknasky abo 6e3 Hei), 606iHM (wWwinbHe
HaMOTyBaHHA Ha 06'eMHY NPOKAAAKY), KOTYLLKM
(WinbHe HaMOTyBaHHA Ha 06'eMHy Npoknaaky 3
dnaHuaMHK). 3anexxHo BiZ BUPOBIB iX AOBXMHA
moxe 6yt pizHoro (10, 20, 30, 40, 50 ™ i
6inblue). KoxxeH MOTOK MepeB'A3yeTbCA Yy ABOX
Micuax (Ha kiHuax abo nocepepauHi). PynoH abo
606iHy MeTpaxXHWX BUPOBIB nepes's3ytoTb Y
OAHOMY Micli abo 30BHIWHIN KiHeub BMPOOY
3anpaBnAroTb Mif BEPXHiM LWap Ha PY/OoHI,
nicna 4yoro ix KnagyTb y MakeTn, KOpookw,
naukm (puc. 1).

MapkyBaHHs BMPObIB  TEKCTU/IbHOI
ranaHTepei BigOyBaETbCA LUNAXOM HaHECEeHHs
Ha ManepoBi eTUKeTLi Ha3BW MNiANPUEMCTBA-
BUPOOHMKA, MOro  TOBApHOro  3Haky i
MiCLIe3HaxXOA>KeHHA, Ha3By BMpPOOy W Homepy
apTUKyy, MOZENI, PUCYHKA, KOIbOPY, AOBXUHY
(ans  MeTpaxHux ToBapiB), pPo3Mipy (a4
WTYYHMX BUPOBIB), COPTY (3a yMOBW, WO BUPI6
MOAINAETBCA Ha COPTKM), CTyMeHK CTIMKOCTI
dapbyBaHHA (KpiM BMPOBIB i3 CMPOBUHMK, LILO
Ma€ HaTypaiabHWI KOAIP), KiNbKOCTI BiAPI3KiB (y
TIONEBUX,  TAPAVHHUX  Ta  MEepPeXUBHUX
nosoTHax), Homepy koHTponepa OTK, aaty
BUMYCKYy, Cnocoby mnpaHHA (ana CTpivyok 3
PUCYHKOM i3 BOPCy) | MO3HayeHHA HoMmepa
TEXHIYHOT JOKyMeHTauji. s okpemunx Bupobis
TEKCTUABbHOI ranaHTepei MOXyTb HAHOCUTUCA 1
iHWi  NO3HayeHHs, WO  BKa3ylTbCA Y
BiAMOBIAHIA TEXHIYHIN fOKYMeHTaLji.

Tenep, [AOUINBHO  OxapakTepusyBaTu
pi3HOBUAM TEKCTUNbHO-TaNaHTePenHNX
BMPObIB, cepes AKMX HaUMOLMPEHILLUMK €
TEKCTUAbHI CTPIYKK. 3aN€XHO Bif MPU3HAYEHHA

X pO3ainAoTb Ha OpPAEHCbK; NpUKNajHI
(KinepHa, 6inn3HAHa, OproYHi, ans wTop,
KOpCaXkHi, KopceTHi, 6aHaaxHi Ta iH.);

AeKopaTuBHI Ta 03406/t0BanbHI («ykpaiHka»,
6elika, KanesoLlHa, NaKy, okcaMuTKa, aTiacHa
Ta iH.); AOMNOMIXHI. TeKCTUAbHI  CTPIYKM
BUTOTOB/IAIOTE 3 OaBOBHAHUX, LLUOBKOBWX,
BOBHSAHMX, LUTYYHMX, CUHTETUYHUX,
NpodiNbOBaHMX  HWUTOK, @ TakKoX  Afd
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AEKOPATUBHUX NpUKpac y CTPiYkKM  JOAat0Tb
aNtoOHIT Ta MeTaHIT Tolo. 3alexHo Bij
NPU3HAYeHHSA WINpPUHA CTPIYOK KOMBAETLCA Bij
5 ao 130 mMm. 3a BMAOM 06pObKM PO3pPI3HAOTDL
BMbineHi, ¢apboBaHi, AnowWeHi, anpeToBaHi
3 MyapoBuM edpekToM, 3 BOPCOM TOLO
(pwnc. 2) [14].

TeKCTUAbHI CTPIYKK — HEBIJ'EMHaA YacTMHa
H6araTbox BUAIB TOBApIB, AIKi BUKOPWCTOBYHOTbCS
AK A9 MapKyBaHHA pO3MIpiB Ta ckhagy
maTepianis, TaK | ANA HagaHHA iHdopmauii
WoAO Aornagy 3a Bupobom (puc. 3). 3anexHo
Bi MNPW3HayeHHs o0bupatoTb  TEKCTUbHI
CTPIYKM i3 ypaxyBaHHAM TaKUX XapaKTePUCTHUK,
K  WWPWMHA;, CUPOBUHHWUM CKNag;, CTIMKICTb
nodpapbyBaHHA A0 NpaHHA, XIMIYHOI YMNCTKM Ta
AT MOKpOro TepTs.

TeKCTUAbHI CTPIYKN — HEBIA'€EMHA YacTMHa
H6araTbox BUAIB TOBapIB, AAKi BUKOPUCTOBYHOTHCA
AK A8 MapKyBaHHA pPO3MIpiB Ta cknagy
maTepianiB, Tak i AnA HagaHHA iHGopmauii
WoA0 Aornagy 3a BMpobom (puc. 3). 3anexHo
BiA Npu3HauyeHHA 0bMpatoTb  TEKCTUABHI
CTPIUKM i3 ypaxyBaHHAM TakMX XapaKTEPUCTUK,
AK WWPVHA; CUPOBWHHWK CKNag, CTINKICTb
nodpapbyBaHHA A0 NpPaHHSA, XIMIYHOT YNCTKM Ta
AT MOKporo TepTs.

TakoX He MeHwWw 3atpebyBaHO €
TeKCTUNbHA TacbMa, fika NpeactaBase CobHoro
BY3bKY MeTeHy CMy>Ky. Ha BiAMIiHY Big CTpiukm
BCI HUTKM B HI NepenitTatoTbCA Mo AiaroHani.

MneTeHi BUpobM BUPOBAAIOTL Ha cnewianbHUX
NAETIIbHUX MalimHax 3 6GaBOBHAHOI NpsXi,
HaTypaAbHOro  LWWOBKY, XIMiYHUX, TYMOBWUX
HUTOK, HUTKM chnaHaekc (ans enacTUyHol
TacbMM). y Takux BMpobax HUTKK
PO3TaLlOBYHOTLCA nig, KyTOM 45°,
nepekpuBaroumn no vepsi ogHa ogHy abo uepes
ABI, TpW.

PisHOBMAaMK TeKCTUABHOI TacbMWU €
KinepHa — 6aBOBHAHA CTpiyka 3 giaroHaabHUM
UM CapXXEBUM NMepenieTeHHAM, BUTOTOBAAETbCA
cyBopoto abo rnagkopapboBaHoLo; pencosa —
TacbMa 3 XxapakTepHUM NonepeYHM pybUNKOM
Mo YTOKY Ta YLWINbHEHUM KPA€EM, OAHUM 3
PI3HOBMAIB € BHYTPILIHA Ta 30BHILIHA TacbMa
Ana obnAMyBaHHA 3pi3iB BMPOLIB; pemiHHa
TacbMa (cTpona) — TeKCTWAbHa TacbMa 3
NiABULLEHOO NMOBEPXHEBOO ryCTUHOMO,
BWCOKOO 3HOCOCTIVKICTHO. Bigpi3HAKOTbCA BOHM
3a LiNbHICTHO, BUAOM nepenieTeHHs,
CUPOBUHHUM  CKNajoM, WWPUHOK  Ta
KOAbopoMm (puc. 4). Bucoka MiyHiCTb KinepHoi
CTPIYKN [O3BONAE BUKOPWCTOBYBATW i Mpwm
BUTOTOBJIEHHI  CMeuiaNbHOro,  BiMCbKOBOTIO
OAAry, CNOPAKEHHA, CYMOK, PHOK3aKiB TOLLO.
OkpiM WBEVHOI MPOMMWCAOBOCTI, Ui TacbMWu
3aCTOCOBYETbCA MNPU  BUPOOHUUTBI  PI3HMX
KabenbHMUX BMPOBIB | eNeKTPOMOHTaXKHUX
pObIT, y BUrOTOBNEHHI KaHLIeNAPCbKNX TOBapIB,
B MepenieTeHHI KHUT Towwo (puc. 5).

Puc. 1. PisHOBMAM yNakoBKW TEKCTU/IbHO-TaflaHTePeRHX BUPOOIB:
a — MoTOK; 6 — 606iHa; B — py/IOH; I — KOTYLUKa
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a 6 B r
Puc. 2. Pi3HOBMAM TEKCTUABHOI CTPIUKN: @ — OpAEHCbKa; 6 — MapKyBabHa;
B — PerncoBa; I — KopcaxkHa; A — 03806at0BanbHa

r
Puc. 3. MNpuknagn BUKOPUCTaHHA TEKCTUABHOI CTPIUKN A14: @, 6 — MapKyBaHHS;
B — 06pobku 3pi3iB; r — 06pobka noscy; 4 — 0340061eHHsA

e
Puc. 4. PisHOBWAM TEKCTUABHOI TaCbMW: @ — KinepHa; 6 — pencoBa; B — BHYTPILLHS;
I — 30BHILLHA; A4 — CTPONa; e — peMiHHa (CTpona) nocunaeHa

Puc. 5. lNMpuknaam BUKOPUCTaHHA KinepHOT TacbMK 18 06pobKu: a — ropIoBUHK; 6 — pO3pisiB; B — 3Pi3iB;
I — 3lIMBAaHHA KHUXOK; 4 — i30A54iiHMX BUpObiB

T

a
Puc. 6. MNprknagn BUKOPUCTaHHA PerncoBoi TacbMu AAs: a — 06po6ku ropaosuHy; 6 — 3pisiB MaTepianis,
B — BUTOTOBJIEHHA AeKopaTUBHMX BaHTIB, I — npukpac, 4 — bykeTiB
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PencoBa cTpiuka, 3a paxyHOK BMCOKOI
NAACTUYHOCTI | MILHOCTI, BUKOPUCTOBYETLCA Y
BMIOTOBJ/IEHHI OAAry Ta akcecyapiB (0bpobka
KOMIpiB, MaHXEeTIB, KWLIEHb, MOACIB TOLO);
AEKOpPYBaHHI Ta NakyBaHHI NojapyHKiB (baHTK,

3aB'A3KM  TOWO);  pykoainni  (bpacnetn,
npuKpacK Ana BONOCCA, AeKOPATUBHUX BykeTiB
TOLW,O) (puc. 6). HanbinbLu BaroMumm

MOKa3HMKaMW AKOCTI 3a3Ha4YeHWX TacbM €
CUPOBUHHWUIA CKNag; CTiMKicTb nodapbyBaHHA
A0 MpaHHA, XIMIYHOT YMCTKU Ta Ail MOKPOro
TepTs.

OcHoBHMMM nepesaramu TacbMu
PEMIHHOI € i LWMPOKEe 3aCTOCYBaHHA Y PI3HUX
ranyssx, a came y LIBEWHIN MPOMWUCNOBOCTI,

—nepwa — LWMWPOKOTrO CMOXWMBAHHA
(3acTocoByBaHi y WKiprasaHTeperHin
NPOMWUCNOBOCTI, peMeHi ana doToanaparis,

rOAVHHMKIB, KpinaeHHsA baraxy Ta iH.);

—4pyra — Ana BUFOTOB/JEHHS CiNbCbKO-
rocnoAapCbKoi ynpsxi.

CTpiyuky, Npu3HaYeHi ANA BUrOTOB/EHHSA

CiIbCbKOrOCNOAAPCbKOI  YyNpAXi, Ha BUMOry
cnoxuBada  MOXyTb  6yTm  0bpobeHi
6iocTinkuM,  QYHriUMAHUM  BOAOBIALITOB-
XyBaJlbHUM  npocoyvyBaHHAM.  O6pobeHi

BMPOOM He MatoTb MiCTUTM B CObBI  BiNbHI
KWMCNOTW Ta NyrK, BiZIbHI CNOAYKW MiZl y BUrAAAI
CoNer CUNBHUX KWUCAOT, LLO BUABAAKOTLCA Y
XONOAHIN BUTSAXKL,.

rocnozapcbkin coepi, Typu3mi, npu Moka3HWKM AKOCTI TaCbMW PEMIHHOI ANns
TpaHCNOpPTyBaHHI  BaHTaxiB. Hanbinbwmm  BMPO6IB BINCBKOBOrO MpPU3HAYEHHA MatoTb
MONUTOM KOPWCTYETbCA MNPW BUFOTOBJIEHHI  BIAMNOBIAATH BMMOram 3a3Ha4YeHUM  y
BIICbKOBOTO CMOPAAXEHHSA Ta eKinipyBaHHA. Y  Taba. 1[16].
LUBEMHOMY BUPOOHMLITBI BUKOPUCTOBYHOTLCSA AK Cepes  pO3NOBCHOAXKEHUX  PI3HOBWUAIB
peMeHi Ta NAMKN PATYBaNbHUX XWNETIB, KACOK,  TeKCTUAbHO-TanaHTepenHmnx BMpObIB €
peMeHiB 6e3neky, MOACIB, HAWWWHKKIB | enacTMyHa  Tacbma,  BUPOOHULTBO  AKOI
noBiguiB ana cobak. TakoX pemiHHi CTpiukM nepegbavae  MOKPUTTA  HWUTOK  J1laTekcy
BMKOPWUCTOBYIOTbCA NMPU BUPOOHULTBI TEHTIB, noaiedipHUMM  BONOKHaMK. 3anexHO  Bij
HaMeTiB, CyMOK, pPrOK3akiB, M'SKMX MebniB, LWNPUHK Ta LiIbHOCTI BOHa MoXe
cnewuoanry, 06KaHTyBaHHi KWAVMIB  BUKOPUCTOBYBATUCH npw BUIOTOB/IEHHI
Towo (puc. 7).Bigomnum € po3nogin  TacbM  TYPUCTUYHOTO  CMOPSAXKEHHS,  CNeLoanAry,
PEMIHHNX Ha rpynm 3aNeXHO Bifi BIiMCbKOBOI GOpPMK, MOACIB, TPUKOTAXKHOrO
npu3HayveHHsa [15]: oJAry, B3yTTa, CYMOK, MacoOK, KOCMETUYOK,
YOXJIiB TOLLO (puC. 7).
Tabanus 1
Moka3HMKKM AKOCTI TacbMU peMiHHOT
Ne .
3/n Has3Ba NOKasHWKa, 0AMHNUA BUMIPHOBAHHA 3HaueHHs noka3HuKa
1 . 100% noniami
CunpoBuHHMI cknag, %, [17] (HeiinoH 6/6.6?
2 Po3pvBHe HaBaHTaxeHHs, H, He meHLwe, [18] 3000
3 Crinkictb nodapbyBaHHA f0 NpaHHA (3MiHa NOYaTKOBOrO
nodapbysaHHs/3abapBaeHHs Hinoro 6aBoBHAHOIO MaTepiany) npu 4/4
Temnepatypi 40°, 6an, He MeHwwe, [19]
Crinkictb nodapbyBaHHA A0 XiMIYHOT YMCTKK, 6an, He MeHLwe, [20] 4
5 CrivikicTe nopapbyBaHHA A0 Aii MOKporo TepTa (3abapBieHHs 3
6inoro 6aBoBHAHOTO Matepiany), 6an, He MeHLwe, [21]
6 Crinkictb nodapbyBaHHaA 0 4ii cyxoro TepTa (3abapBrieHHs binoro 4
6aBOBHAHOro Matepiany), 6an, He MeHLwe, [22]
7 CTiAKiCTb A0 3BOJIOXXEHHSA, 6an, He MeHLe, [23] 4-5
8 Crinkictb 40 MacTua, 6an, He MeHLe, [24] 4
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a 6

B r a

Puc. 7. MNpuknaam BUKOPUCTaHHS TaCbMW PEMIHHOI: @ — BINCbKOBUWI peMiHb; 6 — nepeHeceHHs BaHTaxy;
B — /19 aNbiHi3My; I — Wies ans cobak; 4 — cTpona eBakyal,inHa

r A

Puc. 8. MNpuknagn BUKOPUCTaHHSA eN1acTMUYHOT TaCbMW NMPUW BUTOTOBJIEHHI: @ — B3yTTS; 6 — akcecyapis;
B — OAArY; I — 6iAN3HK; 4 — CyMOK

a

cvcrrnw,,, L7 g
\Q‘:/;» \ e =
/1///»\ 77

?\O

P\

Puc. 10. PizHoBMAM enacTMUHOI TacbMK 3a CNOCOBOM BUTOTOB/IEHHS: @ — NAeTeHa; 6 — TkaHa; B — B'A3aHa [14]

3a BuAOM ODOpPMAEHHSA enacTuyHa
TacbMa MOAINAETbCA Ha: nepdopoBaHy —
MIiCTUTb NeTAi ANA IyA3uKiB; obkaHTyBanbHa —
3 MOTOHLUEHHAM MO LEHTPY B3J0BX TacbMW,
nocuneHy — i3 AOAATKOBUM  BMAETEHHAM
cneuianbHOro noniedipHOro BONOKHA; aXkypHY
- Ma€  [AeKopaTMBHUN  KpaMn
dopmu (pnc. 9).  [na  HajgaHHA  TacbMam
BM3HAUYEHMX XapaKTEPUCTUK BUKOPUCTOBYHOTb
MpOCOYyBaHHA  BOAO-,  MaciOBIALITOBXY-
BaJIbHMMM Ta iHLIVMMW PEYOBMHAMM.

3a cnocoboM BUIrOTOB/NEHHS eNacTUYHI
TacbMM NOAINAKOTLCA Ha:

pi3HOI

—nNeTeHi — BUPOOBAAIOTLCA METOAOM
NnepenNeTeHHs CUHTETUYHUX HUTOK MOMIX
NaTekCHUX (AK KOCa), LWMPUHA BapitOETLCS
Big 2 8o 15mm (puc. 10, a);

—TKaHi  (WinbHi) - BMpOBAstOTHCA
METOZOM TKaLTBa Ha CTPIUKOTKALbKMX CTaHKaX.
BinbL LLLINbHI, HiDK B'A3aHi, MOXYTb

BUPOOAATMCA AK 3  noniedipHUX, Tak i3
noJsliaMigHNX HATOK B MOEAHAHHI 3 1aTEKCOM Ta
MatoTb OifiblW  LWMPOKY chepy 3acToCyBaHHs
(6baHpaxHi, B3yTTEBI, MebneBi, >akapzoBi,
MOACHI, BIMCbKOBE CMOPAAXKEHHS,  B3YTTH,
CNOPTMBHUIN OAAT, MeANYHI BUpobun (baHaaxi,
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npotesn), mebni, matpaun, 6inn3Ha TOLO).
WnpunHa Bapitoetbca Big 3mMm go 600Mm, B
3aNeXHOCTI Big 0bnagHaHHA (puc. 10, 6);

—B'A3aHi (TOHKI, rnoserweHi) -
BMPOOAAKOTECA METOAOM MALUMHHOIO B'A3aHHA
raykamm CUMHTETUUYHMX HUTOK MOMIX NaTEKCHUX.
Binblw M'AKI, HIX TKaHi, He po3paxoBaHi Ha
BE/IVKI HAaBaHTaXKEHHS, LWMPVHA BapIrtOETLCA BIf
2 po 200mm (puc. 10, B).

[na BUrotoBaeHHsA BUPOBIB BiNCbKOBOTO
NPU3HaYEeHH: AOLIIBHUM € BpaxXyBaHHA TakKuX
MOKAa3HWKIB AKOCTI eNacTUUHOT TacbMu (Tabn. 2)
[16], AK CMPOBWHHWIA CKAaA, NiHIHA TYCTUHA,
rPaHNYHa PO3TAXKHICTb, MPY>KHICTb, 3a/MLLKOBE
MOAOBXEHHS, CTiMKiCTb nodapbyBaHHA A0
NpaHHs, AWCTUABOBAHOI BOAM, MOTY, CYXOro
TepTs.

3anexHo Bi4  MNpu3HaYeHHsA
PO3pPIi3HAOTb 03406t0BaNbHi,
nobyToBi,  enacTuuHi, NpuKNagHi  Towo.
30kpemMa, BOHM  BUKOPWUCTOBYHOTbCA  ANA
BUIOTOB/IEHHA TEKCTUAbHMX  BUPOBIB (0Afr,
BIICbKOBE CMOPAAKEHHS, B3YTTA, NIEAMN, CYMKM,
B'A3aHI KWAUMK, KOLUMKW TOLLO), PYKOAINAA

LWHYpW
B3YTTEBI,

(CTBOpeHHs Makpame, naeTeHux BuUpobis,
6pacnetiB, AEKOPATUBHUX €NEMEHTIB TOLLO),
CnopTMBHOro  obnagHaHHA  (BMPOBHMLTBO
MOTY30K AN anbMiHi3My, NapallyTiB, KaHaTiB
TOWoO), MebniB i NpegmMeTiB iHTEp'epy (NneTeHi
CTiNbLi, raMaky, NoAyLLIKM Towwo) (puc. 12).

y MOPIBHAHHI 3 IHWWMM
BOJIOKHOYTBOPHOOUNMMU peyoBMHaMK
nosiedipHi  BOJIOKHA  MaroTb  NiABULLEHY

MILHICTb, BWCOKY €NaCTUYHICTb 3i LWBUAKUM
NMOBEPHEHHAM B MOYATKOBWUW CTaH, MaauMm
NOAOBXEHHAM MPU HEBUCOKOMY PO3TArHEHHI,
CTINKICTb A0 Ail CBITAO-MOroAKn, npaHHA |
wemaKicTio cywku. Moniedip B cknagi HUTKK

Hagae Bupobam M'AKICTb, He 3MMWHaHHS,
bopMOCTIVKICTb,  MOKPALLEHWA  30BHILLHIN
BUIAA, CTINKICTb nosiedipHuXx 3abapBaeHunx

HUTOK JO CBiTAa 3abe3neuye HEMOBTOPHY
KOJIOPUCTUKY KONbOPY, 36epiraeTbcst NpoTAromMm
TpmvBanoro u4acy. OCHOBHWMW nepeBaramu
nosiedipHOT HATKM €: HE3MUHAHHS, CTINKICTb A0
CBITNO-MOroAN, BNUCOKA MIiLHICTb, CTIMKICTb A0
CTUPaHHA, PO3UYNHHMKIB OpraHi4yHoro
NMOXOAXKEHHS TOLLLO.

Tabnnusa 2
Moka3HNKKN AKOCTI N/IeTeHOI e/1IaCTUUHOI TaCbMM
Ne . .
a/n Ha3Ba nokasHwka, oAMHMLA BUMIpIOBaHHSA 3HauYeHHsA MOKa3HWKIB
1. | CMpOBUHHUIA cknag cTpiukm (HUTKa 1, HUTKA 2), %, [16] nosiamia — 100, natekc — 100
abo nosiedip — 100, natekc -100
2. | I'paHnyHa po3TaxHicTb, %, [24] 70 - 200
3. | MpyxHictb, %, He MeHLwe, [24] 93
4. | 3annwKoBe NoA0BXEHHS, %, He binblue [24] 7
5. | Crinkictb nodapbyBaHHsA 10 npaHHA npu 40°C (3miHa
noyatkoBoro nodapbysaHHsa / 3adpapboByBaHHA 6inoro 4/4
HeoAHOpIAHOro 3pa3ka), 6an, He MeHLwe: [17]
6. | Cririkictb nodapbyBaHHsA 40 ANCTUABOBAHOT BOAW (3MiHa
noyatkoBoro nodpapbysaHHs / 3adapboByBaHHA 6inoro 4/4
HeoAHOpIAHOro 3paska), 6an, He MeHLwe [25]
7. | CrivikicTb nopapbyBaHHS A0 NOTY (3MiHa MOYaTKOBOrO
nodpapbysaHHs / 3adapboByBaHHsA 6iIOro HEOAHOPIAHOTO 4/4
3paska), 6as, He MeHLwe [26]
8. | Cririkictb nodapbyBaHHs A0 cyxoro TepTsa (3adpapboByBaHHs 4
6in0ro HeofHOpPIAHOrO 3paska) [27]
9. | NiHiNKHa ryctuHa, r/M, He MeHLUe ANs CTPIYOK 3aBLUMpPLUKK: [28]
(25 £ 2) mm 13,75
(40 = 2) Mm 22,0
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Tabanyg 3
MokKa3HWKM AKOCTI WHYpa e1acTUYHOro
Ne 3/n Ha3Ba nokasHwka, 0AVHMLA BUMIpIOBaHHS 3Ha4yeHHs NOKa3HMKa
1. [JiameTp, MM 50+0,5
2. [paHMYHa PO3TAXHICTb, % > 85
Tabnnusa 4
Moka3HMKM AKOCTI WHypa nneTeHoro (napakopa)
o
2]/” Ha3Ba nokasHwuka, OAVHULSA BUMipHOBaHHSA 3HauyeHHs NoKasHMKa
1 CnpoBWHHWI cknag, noniamig, % [15] 100
2 Kinbkictb HUTOK ocepas, Wt [27] 7-9
3 CtpykTypa obnneteHHs [27] 32/1 abo 36/1
4 30BHILWHIN giameTp, MM [27] 3-4
5 JliHiHa ryctuHa, r/m [27] 6,61+5%
6 Po3pwvBHe HaBaHTaxeHHS, H, He meHLwe [27] 1965

_—
%

a 6 B

r A

Puc. 11. PisHoBuAM WHypa: a — AeKopaTUBHWA; 6 — AXIyTOBUIA; B — Napakops;
I — e1acTUYHWIA; A — 3 HANOBHEHHAM

s

Puc. 12. Mprknagn BUKOPUCTaHHSA LHYpa: @ — BINCbKOBE CNOPAAXKEHHS; 6 — MeAWUHi Macky;
B — CYMKW; T — KWJAVMW; f — KaLUMo; e — FoNganku

Y nNOpiBHAHHI 3 IHWWMW BOJOKHO-
YTBOPHOOUMMM  peyvyoBMHaMKU  noniedipHi
BOJIOKHa MakoTb NiABULLEHY MILHICTb, BUCOKY
€NacTUYHICTb 3i LWBWAKMM MOBEPHEHHAM B
NMOYaTKOBUIN CTaH, MaJvM MOAOBXEHHAM Mpu
HEBMCOKOMY PO3TATHEHHI, CTINKICTb A0  Aii
CBITNO-NOroAN, MpPaHHA | WBWUAKICTHO CyLUKW.
Moniedip B CKknagi HUTKM Hajae Bupobam
M'AKICTb, He 3MWHaHHSA,  POPMOCTINKICTb,
MOKpPALLEeHWI 30BHIWHIA  BUMAs4, CTIAKICTb
nosiedpipHUx 3abapBAeHWX HUTOK A0 CBiTAA

3abe3neuye HEenoBTOPHY KOJIOPUCTUKY
KONIbOpy, 36epiraerbci MPOTArOM TPUBANOro
yacy. OcHoBHUMMK nepeBaramu nosiedipHOI
HUTKN € HEe3MWHAaHHS, CTINKICTb A0 CBIT/JO-
noroay, BWCOKA  MIiLHICTb, CTIKKICTb A0
CTUpPaHHA, PO34YMHHMKIB OpraHiyHoro
MOXOAXKEHHA TOLLO.

BignoBiaHoO [6], NOKa3HMKM AKOCTI WWHYpIB
4N9 BUPODBIB BINCbKOBOrO MpM3HaYeHHN MatoTb
Bi4NOBIZATN BUMOram 3a3HayeHum y 1aba. 3, 4.
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Halbinbw 3atpebyBaHUM  PI3HOBUAOM
LWHYpa B NapaLlyTHUX CMcCTeMax Ta BiiCbKOBOMY
eKinipyBaHHi € Mnapakopji — BWUrOTOBAAOTL 3
nosiamiaH1X BONOKOH. Moro BigMiHHO pucoto
€ BMCOKA 3HOCOCTIMKICTb Ta MilHICTb, WO
0byMOB/IeHI CTPYKTYpOKD, HamoBHKOBayeM Ta
30BHIWHIM wapom. CepueBrMHa napakopay
CK/IaJAETbCA i3 AEeKINbKOX MyykiB HEeNNOHOBMX
HUTOK 3alexHOo BiA4 HeobxigHOro paiametpa
LWHYpPa | KOXXEH 3 HUX MICTUTb Ll MeHLUI NyYKu
3BUTUX MiXK COBOO CUHTETUUHUX HUTOK [28].

BucHoBkn. B pe3ynbTtati npoBegeHux

aHaNITUYHNX AOCNIAXKEHb 3acBigueHo
aKTyaNbHICTb BNUBUEHHSA aCoOPTUMEHTY
TeKCTUAbHO-TanaHTeperiHux BUpobiB Ta X
XapaKTepuCTUK. MpeactaBneHO nepenik

MPOBIAHNX BITYM3HAHMX Ta CBITOBUX KOMMAHI-
BMPOOHWMKIB. OnuncaHo Pi3HOBUAWM YMNaKOBKM

METPaXXHUX BMPOBIB Ta X MapKyBaHHS.
Nitepatypa:
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7. TonosHa. BuzomoesieHH# cmpiykosol
npodykyil. TpAT «lozonigceka cmpiukomkaybka
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«YkpHAITM»), 2009.
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Kyiv National University of Technologies and Design, Ukraine

TEXTILE AND HABERDASHERY PRODUCTS: ASSORTMENT,
PURPOSE AND QUALITY INDICATORS

Purpose: to study the range of textile and haberdashery products. To summarise and systematise
information about their varieties according to various features, to describe the areas of application. To determine
their quality indicators for the military garments manufacture.

Methodology. The information-research and visual-analytical approaches in combination with general
scientific methods of typological systematisation and comparative analysis of textile haberdashery existing types
for the foreign and domestic production military garments manufacture were applied.

Results. The article analyses the modern textile haberdashery products range, presents a list of leading
world and domestic manufacturers. The most common types of textile goods are singled out and systematised,
the materials used for their manufacture are characterised. The quality indicators for the military products
manufacture are listed. The packaging and labelling types are described.

Scientific novelty. The textile and haberdashery products types are structured by purpose, the
characteristic structural and compositional features by size, material of manufacture, etc. are revealed. Their
quality indicators for the military products manufacture are determined.

Practical significance of the results obtained is to allocate the main types of textile and haberdashery
products and determine their main functions. The characteristic features according to the purpose, raw material
composition, and manufacturing method are revealed. The results can be used in the further products
development for this purpose. Their quality indicators for the military products manufacture are determined.

Keywords: military products, textile tape, belt webbing, sling, elastic webbing, paracord, textile cord,
sewing products
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yAK 766.057.071. | yPIC-BOPOJABKO H. C., TOPAINYYK . tO.

1]:004.77 Kuiscebkuli HayioHanbHUl yHiBepcumem Kyaemypu [ Mucmeyms, Kuis, YkpaiHa

DOI10.30857/2617- IHTEFF:AIIbHA MOAE/Ib NEPCOHA/IbHOIO BPEHAY
0272.2024.3.21 AN3AUNHEPA

Mema cmammi nonseae y cucmemamu3ayil ma ynopAOKy8aHHi ekcnepmHux nopad wodo
dopmysaHHs nepcoHabHo20 bpeHAy dusaliHepa ma 06'eOHAHHI ix 8 YiiicHy pekomeHOayiliHy Modess.

Memodonoezia. 3adns OocseHeHHs 3as0dHb 3aCMOCOBAHO MemoO CUCMEeMHO020 aHANi3y
meopemuyHUX Mamepianie ma NpaKkmMu4yHUX pekomMeHOayili 8 2aayssa3 coyianbHol Ncuxosiozil, KOMyHIKayil,
iMazoniozii ma mapkemuHzy, @ makox memod cuHme3sy 014 hopMy8aHHs KiHyeaol Mooei.

Pe3ynomamu. 3'scosaHo, W0 HAykosa aHaAiMuka hnepcoHasbHo2o 6peHOy 3ocepedxeHa Ha
KOHYenmyaibHUx ckaadosux, makux K CycniibHa MIcis, coyianbHa 8i0nosidasibHiCmb, agmeHmMuUYHICMe,
IMIOX, Hamomicmb pekomeHOayii ekcnepmis 30cepedkeHi Ha KOHKPeMHUX YLisx 3a/1y4eHHsT HOBUX KAEHMIs,
3 Memor 4020 akyeHmMyemecs ysaza Ha OemoHcmpayil docgidy 8 OusaliHi, yHiKaaeHocmi cnisnpayi 3
KJIIEHMOM, Xapakmepom 8UKOHAHHS pobim. [oedHaHHs pi3HUx nidxodie Hadasio Moxausicme chopmysamu
yinicHy modenb nobydosu nepcoHabHo20 bpeHAy dusaliHepd, OCHOBHUMU CK1a008UMU SKOL € 8U3HAYEHHS
Memu abo komnnekcy yinel, siki sidnogidarome modeni SMART ma npedcmasasrome pigeHb coyianbHol
gidnosgidasnbHocmi dusaliHepa ma pigeHe (o020 ocobucmol kopucmi y 8u21a00 3aMOB/IeHUX NPOEKMIs;
dopmysaHHsa yHikaneHOU npono3uyil, ska 3abe3nedyye yHkyioHanbHI (Ooceid Ou3aliHepa), coyiansHi
(HanexHicme 0o cnilbHOMU npuxuibHUKi8 du3aliHepad), MeHmMasabHi (OMpUMAHHS HOBUX 3HAHb NPo Qu3aliH
8 asmopcokili nodayi dusaliHepa) ma OyxosHi (iHiyiamusu coyianbHol 8idnoesidasbHOCMI) O4iKY8AHHS
yi1b0o8OI epynu; 8U3HAYEHHS Yinbosoi ayoumopil (yMo8HI nopmpemu i0easibHUX KAIEHMI8 Ma NPUXU/IbHUKIB
pi3HUX achekmig yHikanaeHocmi du3aliHepa), subip cucmemu 8i3yanbHuUx ma sepbaneHux ideHmugikamopis
(xapakmepHi nopmpemHi pucu, Kocmrom, KiHecuka, alideHmuka, npedmemu, ocobsnusi nocmiliHi ¢pasu).
Takox cmamms nponoHye 8apiamugHi 3acobu Hano8HeHHs ckaadosux MoOesi Ha 0CHOBI ekcnepmMHUX Nopao.

Haykoea Hoeu3Ha nosis2ae y cmaopeHHi eOUHOL Modesi nepcoHanbHoz20 bpeHdy came 05 dusaliHepa,
3 ypaxye8aHHAM akmyaabHUx pekoMeHOayili 8i0 ekcnepmis.

TMpakmuyxa 3Ha4Yyuwjicme nosisizae y MOX/AUBOCMI 3aCMOCy8aHHs Modeni du3aliHepamu 3 Memoro
NoKpawjeHHs IXHeol B8/1aCHOI NPOEKMHOI NPAKMUKU, G MAKOX, 3a80fAKU OXONJEeHHI YLibosux 2pyn,
nidsuweHHa snaugy IHcmumyuyii dusaliHy Ha cycniibHi npoyecu.

Kmouoei cnoea: zpagpiyHuli OusaliHep, OusaliHep cepedosuwa, ¢ewH-o0u3aliHep, coyianbHa
KOMYHIKayis, iMIOX, Ou3adH.

Bctyn. B cyyacHoMy gemokpaTU4HOMY CouianbHa KOMYHiKaLif 3A4iMCHIOETLCA
CyCMiNbCTBI AM3aliH PO3YMIETbCA HAayKOBLAMK,  PI3HOBEKTOPHOK  MPaKTUKOK,  OAHUM 3
ekcneptamMm i camMMMW  AM3anHepaMy  AK  HanpAMKIB AKOI € CTBOPEHHA Ta MNiATPUMMKa
cycninbHMin  GeHOMeH | BMAMBOBMK BWJA  CBOrO NepcoHanbHOro 6peHay. Mpote, AKLo
npodecinHOi  AiANbHOCTI, WO  34aTHWWA  3apybixXHi cneLianicTy BPaxoBYHOTb BaXXIMBICTb
3MiHIOBaTK COUjianbHi Mpoueck, NigTPUMYBaTU  LbOro acnekty ixHboi npodecinHocTi, TO
NPOrpecnBHi LIIHHOCTI, CAPWUATM ONTMMI3auii  YKpaiHCbKI Koneru obmexyoTbcA

no3nTMBHMX 3MiH. OaHuM 3 dakTopiB  BMMajKOBMMMW  BiABiAyBaHHAMM TEMaTUUHMX
edeKTMBHOCTI  QYHKLIOHYBaHHA AM3ailHy Ta  3aXOAiB, HECUCTEMATUYHWM PO3MIlLEHHAM B
NiABULLEHHA aBTOPUTETHOCTI AN3AMHEPIB € IXHA  COLlia/IbHUX  MepeXax MepeBaXHO  CBOIX
aKTVBHa no3uuia B iHPOPMaLIMHOMY MO  MpPOEKTIB abo B3arasi irHOpyHTb My6AIUYHMM
cycninbCtBa, TO6TO  BefdeHHA  couianbHoi  npocTip. OAHIE0 3 JOCUTb BaroMux MPUYMH
KOMYHiKaLUil  AK  MpejCTaBHWKIB  CEKTOPY  BWCYBa€TbCA HeCTaya 4vacy Ha KOMYHIKaTUBHY
AN3aHy. aKTVBHICTb, BTIM L cKOpilwe CBifgYnTb Mpo

BIACYTHICTb epeKTUMBHOI NPOAYyMaHOI cTpaTerii i
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CMCTEMHOrO Mmigxody A0 CBOro nybaiyHoro
MO3WULIOHYBaHHA, WO 3HAaYHO OMTUMI3YE
KOMYHIKaLito, HiXX Npo cnpaBai HagMipHyY
YacoBy MICTKICTb LbOro npouecy. 3 MeToro
OBrpyHTYBaHHA Ba>IMBOCTI MEePCOHaAbHOro
OPEHANHTY AN AN3aNHEPIB AK CKNAAZOBOT iXHbOT
npodecinHOi  AiAnbHOCTI | couianbHOI
KOMYHIiKaLLii BBaXKaEMO KOPUCHUM MPOBEAEHHS
ornagosol aHaNITUKN maTepianis
pekoMeHAaLiHOro xapakTepy Ta GopmMyBaHHSA
y3arasibHeHol edeKkTMBHOI Moaeni
HpeHAyBaHHA NepcoHu An3alriHepa.

AHaniz nonepeaHix AoCAiAKEHb.
HaykoBi nmigxoan, Ha AKWUX TFPYHTYETbCA
bopmyBaHHA  iden  Npo  MepCOHaNbHUM
OpPEHAVHT, NpeACTaBAAOTb TpU rpynu 3
MPUHANEXHICTIO A0  ranysen  couianbHOi
MCUXONOTii, COLIONOriT Ha MeXi 3 couiaNbHOM
KOMYHIKaLliEro Ta MapKeTuHry. B Ko>HoMmy
HanNpPsAMKy HayKOBL|i HaMaratoTbCs KOMMAEKCHO
NiAXoANTH hile} TpaKTyBaHHSA NOHATTA
nepcoHanbHOro  6peHAauHry: 3 no3uuii
MCUXONOTIi, BU3HAYMBLUN OCHOBHY MOTMBALLIO
CTBOPEHHA MepcoHanbHOro bpeHay notpeby y
BJIaCHIM iAEHTUYHOCTI; 3 Mo3uuii couionorii i
coujianbHOI KOMYHiKaLii, cdopmyBaBLIN MeTy
obnanH Ta OHNANH KOMYHIKaLii B KepyBaHHI
BPa>XXeHHAMM iHWWNX 33419 OTPUMAHHS MeBHOI
KOPWCTI; 3 NMO3uLii MapKeTUHTY, 3aCTOCyBaBLUU
CTpaTerito i TakTUKy NPOCYBaHHA NPONO3uLii Ha
PWHKY NMOCAYT.

B Hanmpamky couianbHOI  ncuxonorii
KOPWCHOI € AyMKa Mpo Te, WO NOYaTKOBWM
eTarnom npouecy NepcoHabHOro BpeHaVHry €

CaMOMI3HaHHA Ta CaMOYCBIAOMEHHS, fKe
noB'A3aHO 3 pPO3BUTKOM iHTenekty [21].
TeopetTnsyBaHHA Ha 6as3i  couionorii i
KybTyposorii OpI€EHTOBAHI Ha
caMonpes3eHTaLito, KepyBaHHA BpPaXXEeHHAMMW,
BMKOPUCTaHHA IMiZKY, KOMYHiKaLito,
penyTauiiHi  MeHegkmeHT [19], [22]. L
nigxogn 6arato B 4YOMy CMHTE30BaHi B

HayKOBO-MPaKTUYHII nigrany3i imaronorii, sika
AOCUTb 'PYHTOBHO OMpaLbOBaHa B YKPaiHCbKIl

HayLLi pobotamu H. BapHwu [1],
I. BoHaapeHko [2], P. MuxannoBoi Ta
€. ®epoposoi [6]. [HLWMW pakypc

npobnemaTvkyu  3HaxXoAMMO B MAOLWMHI
PUHKOBWUX  BIAHOCWH, Je  MepCOHaNbHWUWA
OpPEeHANHT  PO3rNAAaETbCA  AK  IHCTPYMEHT
KOHKYPEHTHOI 60pOoTbbM 3 UITKO BU3HAUYEHOH
CTpaTerieto  YMOBHMX MPOAAxiB Ha PUHKY
nocayr [9; 13].

BinbLicTb HayKOBWX ny6nikauin
y3araibHeHO NiaxXoAATb hile} TEMMU

nepcoHanbHoro 6peHay [8] Ta CUHOHIMIUHMX 3
HUM MNOHATb (iIMigK, obpa3, camonpeseHTaLlis,
32 BUK/IOYEHHAM  chepu  nonitukn 7],
negaroriku, woy-6isHecy. Btim, npodecinHa
AIANBHICTb, fiKa YacToO € rOJIOBHMM MOTMBOM Ta
BOAHOYAC AKEPENIOM YHIKaNbHOCTI Yy NobyaoBi
NIOANHOO nepCcoHaNbHOro 6peHay,
0BbyMOB/IHOE MOro CyTTEBI CcrneundivHi O3HaKw.
Taki 0cob6aMBOCTI aHaNi3ytoTbCs 34€6inbLUOro B
OrNAJOBMX Ta PEKOMEeHAaLUiNHUX MaTepianax
ekcnepTiB ranysi abo camux ¢axisyis. MNMonpwu
Te, WO BMAPOAOBX OCTaHHIX 3-5 pokiB B
iHdOopMaLiMHOMY NOJi 3HaYHO 3pocAaa yBara Ao
TeMU MepcoHanbHOro bpeHay Ta BpeHanHry B

chepi au3anHy, HayKoOBOi cucTeMaTtum3auia
npakTUYHOro  JocBigy Ta  dopmyBaHHSA
KOMMNEKCHMUX  PEeKOMEeHZauin  HaMu  He
BMABJIEHO.

MocraHoBKa 3aBAAHHA. 3 Oriajy Ha
Ba>UIMBICTb CUCTEMHOTO PO3BUTKY IHCTUTYLLT
Av3anHy B YKpaiHi, wo 6arato B uyomy
3abe3neuyeTbca edeKTMBHOIK KOMYHiKaL, i€
AV3aliHepiB 3 LWMPOKMMM Konamm
rPOMazaCbKOCT, BBa>KAEMO aKTyasbHUM
NPOBEeAEHHA CUHTE3Y HasABHUX pekoMeHAaLin
MPaKkTUYHOrO XapakTepy LOAO pPO3pobku
nepcoHanbHoro  6peHay  Auv3aiiHepiB 3
TeopeTnyHoto 6a30r0 BpeHAyBaHHSA K Takoro
Ta CTBOPEHHS EANHOT MOAeN.

Pesynbtatm pocnigxeHHa Ta iX
obroBopeHHsA. AHani3 HaykoBMX CcTaTel Ta
eMnipUYHMX AOCANIAXKEHD AEMOHCTPYE
3MilEHHA yBarM aBTOPIB A0 MpPaKTUYHOrO
acnekTy, Wo ObrpyHTOBYETLCA BUCOKMM PIBHEM
aKTyanbHOCTI MPWKNAAHOrO PIBHA MOHATTA
nepcoHanbHoro 6perHay. M. KoHaoH po3rasgae
NepcoHanbHUn OpeHAMHT K  CTpaTeriyHun
3acib  KepyBaHHA  CMIPUNHATTAM  JIHOAeN-
KOMyHikaTopiB cebe #Ak 6OpeHay 3 MeTOHO
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NO3NTMBHOI peakuii uinboBoi rpynn [13].
A. lynabepr BBaXaeE, WO MNePCOHaNbHUM
OpeHAVHT  GOPMYE  CNPUAHATTA  NOANHK

rPOMajChbKICTIO, a TakoX iHdopmaLito, AKy
MOLIMPIOKOTL MPO  NHOAMHY-KOMYHIKaTopa 3a
ymoB i BigcytHocTi [18]. IHWWA  aKueHT
3HaxoAMMO B OMUCI MepPCOHaNbHOro BpeHANHTY
fK Habytta penytauii [10]. Ane npu ubomy
6inbLicTb ekcnepris 3ayBaxcye npo
HeobxigHICTb 6yTW MpaBAVMBMM | LMPUM.
«[lepcoHanbHMn  6peHa  MycuTb  ByTu
CNPaBXHIM NPOABOM  KOMYyHikatopa |
nigKpecatoBaTu Te, y WO BiH BipUTb» [12].

FonosHi CKnagoBi nobyaosu
nepcoHanbHOro 6peHay BIAMNOBIAAOTb
npvHUMNaM po3pobkn MpoekTy Oyab-aKoi
chepy  XKUTTERIANBHOCTI  NOAUHW.  TakTnka
CTBOPEHHA | peani3auii  KOMYHIKaTUBHOIoO
obpazy nonArae y AOTpUMMaHHi 6a30BuMX
anroputMiyHux etanis. Llogo anroputmy
nobyzaosu nepCcoHanbHOro 6peHay,
pekoMeHzaLii  eKCnepTiB  CXUAATbCA A0
CXOXMX MyHKTIB. BoHn Bignosigatotb 6arato B
YOMY OCHOBHWM  CTpaTeriiM  MPOEKTHOrO
MUC/NIEHHA, BeJEeHHSs MNpPOEKTiB, NobyaoBi
HbpeHay fK Takoro Ta NMPOBEAEHHIO peKAaMHOI
KaMmMaHir.

BusHayeHHsA memu cmeopeHHs
nepcoHasibHo20 6peHdy nonarae y
bopmyntoBaHHI A,OBrOCTPOKOBUX Ta

KOPOTKOCTPOKOBUX LiNen. Y xapakTepucTuui
uinen OGinblWicTb ekcneptiB, 30kpema M.
KoHaoH, kopuctyetbca mogennto SMART, saka
Bnepwe 6yna onpuatogHeHa . T. [lopaHom
ny6nikauiero 1981 p. y BuaaHHi Management
Review. Lini MycaTb 6yTM KOHKPETHUMU, TOHTO
3 YITKUM PO3YMIHHAM KIiHLEBOro pe3ynbTarty
(Specific); BMMipHMMYK, TOBTO 3 MOKa3HMKaMWu
BM3HAYEeHHAM pe3ynbTaty (Measurable);
[OCHKHUMMY, TO06TO peanicTuyHMu
(Attainable); peneBaHTHUMM, TOGTO BiANOBIZATH
BJ1ACHMM OCOBUCTUM LiNAM i LinaM couianbHoi
CUCTEMU, A0 SKOI HanexunTb nepcoHa (Relevant);
obmexeHi B uyaci, TOBTO p BMU3HAYEHUMMU
TepMiHamMK  gocarHeHHs | peanizauii (Time-
bound) [14]. Auzaiinep M. Eckobeso nponoHye
Ha eTani BW3HAYEeHHS Uieh BIAMNOBICTM Ha

3anuTaHHa  «4omy?», pPO3MICTMBLIM WOrO B
LeHTp MeHTanbHOi manwu [15]. Taka mana
Aonomarae  3pobutn  cknagHi NMOHATTA
MEHLWVMW Ta, BIAMNOBIAHO, 3PO3yMiNILNMMN.
MeHTanbHa Mana MoXe MaTu Kisibka BEKTOPIB,
AKi BM3HA4altOTb BIAMIHHI LiAbOBI TPaeKTOPIl,
06’eaHaHiI, BTiM, LifiCHICTIO ocobuctocri.

Mpwn upomy BapTo 36epertn banaHc Mix
MaKpo- Ta MIKPO piBHEM LinenonaraHHs.
Hanpuknag, exkcnept M. KongoH [13] cepeg
nepeear, a OTXe | LUiJeh CTBOPEHHSA
nepcoHanbHOro bpeHay Av3ailHepa BM3Hauae
HacTynHe:

1. [loBipa A0 NepcoHW B acnekrax, no-
neplle, CTBOPEHHA Y LiAbOBOI ayauTopii
BPaXK€HHA MOMepejHbOro  3HaMoMcTBa 3
MepcoHOK  AuM3ariHepa, WO  MOAerwye
KOMYHIKaLit0O B KOHKPEeTHMX criBrpausax i, no-
apyre, dopMyBaHHA AOBIpY O aBTOPUTETHOCTI
noro npodecinHoro niaxoay.

2. Crika acouiauisa ¢daxoBoi Hiwi 3
NepCcoHO0 AuM3anHepa Ak nigepa
3. 3anyyeHHs «ifeanbHUX», TO6TO

NOANBHWX, KAIEHTIB, AKI LiHYOTb BWKOHAHHSA
3aMOBJIEHHA Came LM A13alHEPOM.

4. TiagBULLIEHHA On1aTK 3a NOCAYTW.

5. [leMoHcTpauin An3anHepoMm
IHAVBIAYaNbHOCTI Ta YHIKaNbHOCTI.

BinbLWicTb NoOpag iHWNX eKCnepTiB TakoX
pO3paxoBaHi Ha KiHLEeBY MeTy CTBOPEHHA Ta
PO3LWMPEHHA AN3aNHEPOM CBOEI KIEHTCbKOT
6a3n Ta, AK HaCNiAOK, OTPUMaHHA GiHaHCOBOTO
npunbyTky. |HWWMKM CcnoBaMK, NEPCOHaNbHUIA
6peHa po3rnagaerbea B KOHUenwuii
KOMEpUIMHOI peknamu Ta, AKWO LmMpLle,
MapKeTUHIY BAACHUX AM3aiH-nocayr. Xoya ue
BaX>UIMBUIM acnekT, oCobiMBO B AisIbHOCTI
AV3aiHepiB, AKi  4acTo  QYHKLIOHYHOTb Y
dopmari dpinaHcepis, MM BBaXKAaEMO Lie AOCUTb

3BYXXEHUM  MIiAXOAOM O  TpakTyBaHHA
NepCcoHanbHOro bpeHay.
Buxogaum 3 TOro, wo npodecis

AM3aliHepa TPaKTYyeTbCA CbOrOAHI sIK CoLiaNbHO

BM/IMBOBA | Taka, WO BHOCWUTb 3MiHU Yy
MOTMBALIIO Ta MOBEeAIHKY Jojeln, MeToto
AV3aiHepa Mae€ CcTaTu MpofB  COLiaNbHOI

BiAMOBIZaNbHOCTI. fIK BIAOMO, LUEA TepMiH
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MICTUTb 3a/ly4YeHiCTb A0 BUPIWEHHA HU3KK
CyCniNbHO  3Hauywmux npobnem (ekonoris,
cTanunm PO3BUTOK, AOBPOYUMHHICTD,
piBHOMpPaB's, AEMOKPATUYHI LIHHOCTI Ta iHLWi).
Tox, edeKkTMBHUM ANA 3aNy4YeHHs  KibKOX
CErMEeHTIB LiNbOBOT ayauTopii byae BU3HaUEHHS
nepeayciM CBOEI CyCniNbHOI Micii, Ana peanizauii
AKOI  IHCTPyMEHTOM  noctae  edeKTUBHa
AW3aiHepcbka NpakTuka.

Bu3sHa4eHHA yHiKa/1bHOU mopziees1bHol
npono3uyii. Ha symKy excnepris, B KOMyHiKaLii
BaXX/IMBO 30CcepeanTmCS Ha YOMYyCb
AOMIHAHTHOMY, WO  BW3Ha4ae  Xxapaktep
AV3alH-gianbHoCTi, | ByayBaTn BisyasbHy Ta
BepbanbHy KOMYyHiKaLito HaBkono Lboro [13].
[. KanimaH npv upomMy paantb NpaBmao 3X CNiB:

eTPM CNOBa, fAKI  acouiroTbCa 3
NMepCcoHoo Ta pesyibTaTaMu ii poboTy;
eTPM CNOBa, fAKI acouitooTbCa 3

Bi3yaNbHVM CTWAEM MEPCOHY;

® TPU C/IOBA, AKi aCOL,iIFOIOTbCA 3 4OCBIAOM
cniBnpaui 3 nepcoHoro [11].

Y E. bpygHep 3HaxogMMO AOMOBHEHHA Yy
BUrNAAi 3anutaHb «UWo a pobato kpaiwie 3a
iHWKX? AKY LiHHICTE 8 MOXY 3anponoHyBaTu
CBOIW CniNbHOTI/iHAYyCcTpii/mepexi?» [10]. A.
JlyHabepr nvwe Npo LiHHOCTI, AKi KOMYHIKaTop
BIICTOIOE Ta, BIAMOBIAHO, MO3WLIOHYE CBOIM
6peHaoM. Ix Takox MoxHa chopmyntoBaTi 3-5
cnosamm [18].

[vzaiiHep i aHanituk W. Eckobego
aKLUEeHTYe yBary Ha TPpbOX TOYKax [JOTUKY,
FONIOBHUX B AiIbHOCTI AU3aliHepa:

eTe, AK AM3alHEpP JAEMOHCTPYE CBOHO

pobory,

eTe, AK BIH BCTAaHOBJ/IIOE KOHTaKT 3
KJTIEHTOM,

e Te, AK BiH NMpautoe Ha KnieHT [15].

Takox W. Eckobego rosoputs npo
bopmyntoBaHHA  iAeanbHUX  BpPaXKeHb,  AKi
AV3aiHep  xo4ye  CTBOpUTM  ANf  CBOIX

NOTEHLINHWX KNIEHTIB.

B LiIbOMYy KOHTEKCTI BBaXXKAEMO JOPEYHUM
MO3HAUUTN  HeOBXigHICTb Yy  WMPOCTIi i
npasausocTi. I. YaH HaBOAWTb COBa ekcnepTa
Ox. By 3 nopagoro  KOMyHikaTopam
PO3MNOYNHATU BAACHY KOMYHIKaTMBHY CTpaTerito

i CTBOpeHHA bpeHAy 3a yMOB BXe HabyToro
PIBHA «MaWcTpa CBOEI CMpaBW, HaBUYOK Yu
ranysi». HasaBHICTb rIMBOKMX HaBMYOK Ta
penyTalii ekcnepta noaerwyrtTb CTBOPEHHSA
epeKkTMBHOrO  KOHTeHTy  [12].  YkpaiHCbkKi
HaykoBuui B. LLeBueHko Ta B. CtpaTtok Takox
PO3rNa4at0Tb AEMOHCTPALIKO eKCMepTHOCTI Y
HilWi, B MeXax fAKOI MepcoHa BUABASE CBOKO
KOMYHIKaTMBHY aKTUBHICTb K OAMH 3 $akTopiB
yCnilwHOCTI 6bpeHay. [HTenekTyanbHe nifgepcTBo
y axoBin cdepi BUKIMKAE MNPUXWUIBHICTb
LiNbOBMX Fpyn Ta NIACUNIOE AYMKY NPO NePCOHY
KOMYHiKaTopa fAK MpO /AXepesno HagilHoi
iHbopmauii [8]. lMoaaHHA CBOEI YyHiKanbHOI
npono3nuii  3AINCHIOETbCA  Yepe3  odaiiH-
BUCTYNW Ta OHAaWH-nybnikauii. Becb KOHTeHT
KOMYHiKaTopa MycuTb ByT He camopekaamoto,
a nposABOM iHAMBIAyaNbHOrO MOrAAjy Ha
BaX>VIMBI  ANA  LIJIbOBOI  ayAUTOPIl  MUTaHHA.
Buctynn i nybnikauii MOBMHHI AOMOBHIOBATH
HasBHY B  CyCMifbCTBI  AWCKYCIHO  JeLo
BiAMIHHVM pPaKypCOM TPaKTyBaHHA TEMMW.

LUloao dopmyntoBaHb CBOEI YHiKanbHOI
npono3uuii y nakoHiuHux ¢pasax, E. bpyaHep
PaAnTb BMKOPWUCTOBYBATM He IMEHHWKW Ha
KLWITaNAT Ha3BW MOCaAW B KOMMaHii, a Ai€cnoBa,
AKi IFOCTPYHOTh, WO CcaMe | AK came Le pobuTb
KOMYyHikaTop. TakoX eKcrnepT MPOMOHYE TaKy
Moaenb BepbanbHOro KOHTeHTy: «butbwicme
¢axisyie ssaxae X npo meHoeHyito Y. A He
308ciM 3200eH, [ ocb Yomy. Al ebayaro HacmynHi
Hedosliku b6uiblocmi daxisyis, AaKi
dompumyromeca  piwerHHa X. Hamomicme
NPONOHYIO [ NAAHYH peanisysamu oce makudi
nioxio» [10]. Taka KOHCTpyKLisa ¢pa3m, 3a yMOB
0brpyHTOBaHOI  aprymeHTauii, OAHO3HAYHO
cTBOptoe  edekT He auwe npodeciiHoro
AOCBiZy, ane N HaABHOCTI BNACHOTO MOrAAjy Ha
BMPOOHMYI 3aBAaHHS.

A. Nlynabepr BBaXKae JOPEYHNM PO3MOAIN
CBOrO A0CBiAY Ha XXopcTki HaBnukn (Hard skills)
Ta M'siki (Soft skills). o neplumx BoHa BigHOCUTb
Te, WO KOMYyHikatop fK daxiBeLub MOXe
BMEBHEHO peanilyBaTy, TOBTO OCHOBa WOro
NPOdECINHOI AianbHOCTI. M'aKki HaBUYKKM — Le
OCOBUCTICHI BNaCTUBOCTI MUC/IEHHSA, pearyBaHb,
NPUAHATTA pilleHb, KPeaTUBHOCTI. Takumu €,
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Hanpuknag, CaMOMOTMBALiA,  BMEBHEHICTb,
He3aJIeXXHICTb, LIBUAKICTb MUCAEHHS,
BIAKPUTICTb.  BuM3HaueHi HaBuuky, AKi €

pe3ynbTaTOM B/ACHOTO A0CBiAy, MOTPebytoTb
AoKasiB. Tomy Ba>/IMBMM acnekTom
NO3WLIOHYBaHHA Ta KOMYHIiKaLii € nepiogMyHa
AEeMOHCTpaLia Haropod, AWMNJOMIB, BIATYKIB,
3anuciB BMUCTYNIiB B eTepax i NogibHi gpaktm [18].
He BapTo ix irHopyBaTi abo BBaXkaTu 3aMBMMMY,
HenoTpibHMM i  MOPOXHIM Yy  CBOEMY
CMMBOI3MI, WO AOCUTb YacCTO 3YCTPIYAETLCA B
Kosnax Au3ariHepiB. Bci Haropoau i Big3Hakuy €
CKNaZ0BOO YHiKanbHoI npono3unuii
KOMYyHikaTOpa, TOHBTO MOro KOMYHIKaTUBHOrO
obpasy i BapTi ynopaaKyBaHHA Ta JOPEYHOro
eKcrnoHyBaHHA. CBOro poay NiATBEPAXKEHHAM
[JOCBiAy  KOMyHikaTopa MOXyTb  6ytn |
pekoMeHAaauii  Ta BIATYKW napTHepiB Mo
cninbHUx npoekTax. A. JlyHabepr 3a3Havae, Lo
3 UMM BapTO LUinecnpsMOBaHO 3BepTaTucs,
ajke N4V 3a3BMYaAN PIAKO MULWIYTb LLOCH
NO3NTMBHE 3a BAACHOK iHiUiaTMBOMO. Tpeba
YITKO O3HayaTM npuknagamym Te, WO €
NOTPIGHUM ANA KOMYHIKaTopa i AKi acnekTu
BapTO BUCBITAUTU y peKOMeHaauji.

BusHaueHa  yHikanbHa  nponosuuia
bOpPMYNOETHCA Y TaK 3BaHi KJHOYOBI CNOBA, AKI
NOLWMPIOOTLCA  MPOrpaMHMMK  3acobamum i
36inblIYOTb  3a/JyYeHHA HOBUX ajpecarTiB.
3a3BMyan iX pO3MILLYOTb  MNepenikom 3
MO3Haukor «xewwTer». lMpu LbOMY BaXAMBO
AyMaTn He 3 Mo3uuil BAacHWX acouiauin 3i
CBOEHD OCOBUCTICTHO, a, NPOABMBLLM eMnNaTito, -
3 no3uvuii UiNbOBOI ayauTopii, fka pobuTb
3anuTn ANS 3aJ0BOJIEHHS CBOIX paLiiOHaNbHMX,
EMOLIMHUX UM iHTenekTyasbHUX noTtpeb.
KntouoBi cnoBa MOXyTb MNOB'A3yBaTUCA 3
NPOpeCINHO rany33to (aM3ariH aUfeHTUKM),
PONbOBMMU OYHKLiAMW (an3aiHep Bi3yaibHOI

YHiKaNbHOCTI) abo pe3ynbTatamu
(3abe3neuyBaTu yni3HaBaHiICTb Ta
opwuriHanbHicTb). CdopmynboBaHi cnoBa abo
CNIOBOCMOJTyYEHHS KOMyHikaTopy Tpeba

BMKOPWCTOBYBATW B TeKCTax Npo cebe Ha pi3HnX
MaTepiasbHMX Ta eNeKTPOHHMX pecypcax 3a
rOJIOBHOI YMOBW — MPUPOAHOCTI i AOPEYHOCTI
TXHbOro BnpoBagXeHHA B TekcTu. E. bpyaHep

BBaXae,
HarNmoBHEHOro

WO BCTaBNEHHA pEeYeHHs, MNpOoCTo
KJHOYOBMMWU  CNOBaMK,  He
npu3BoAUTbL A0  baxaHoro  pesynbraty,
HaTOMICTb MPOMOHYE eMMipuyHe npaBwuIOo
BK/IIOUEHHA iX B 3aro/JIOBOK TEKCTYy | «Tino»
AokymeHTa [10].

BBaxkaeMo Ha ubOMy eTani JOpeyvHUM
fojatv  GakTop  aBTEHTUYHOCTI, Akun B,
LeBueHko Ta B. CrpaTtok MNO3MLIOHYHOTb fK
6a30BUIN YMHHWK YCMILLIHOCTI. ABTOPKW CTaTTi,
K ~ HayKOBWLi, AMBAATbCA  rAmnblwe  Ha
npobnemaTvky nepcoHanbHoro 6peHay Ta
NOB'A3YIOTb  @BTEHTUYHICTb 3 HaABHICTIO
CUCTEMU LIIHHOCTEN | XXUTTEBOI MICii, OCKiIbKM
caMe BOHW  BIATBOPKOKOTbL  CYTHICTb  Ta
CMPaBXHICTb 0COBUCTOCTI, CNpKAIOTL AOBIpI 3
6oky peumnieHTiB. [eMOHCTpaLis OCHOBHUX
PEryaaTUBHUX A€M Ta >XXUTTEBMX MNPUHLMMIB
NepCcoHN MyCsATb BHOCUTUCA B OCHOBHUM 3MICT
6peHay [8]. M1 BBaXXaEMO, LLLO aBTEHTUYHICTb B
NOAaHOMY KOHTEKCTI 611M3bKO KOPENtoeTbCa He
Nvwe 3 TEeMOK  YHIKanbHOCTI, ane W
MOCTAHOBKOIO Linen, Wo noranbatoe Bce

BMLLIECKA3aHe [0 TMEeBHOI KOHLUEeNTyaabHOI
KOHCTPYKLLT.

Bci HaBepeHi nopaan € BaXAMBUM i
3pO3yMININM  HaMOBHEHHAM  cxemu  4D-

6peHanHry, 3anponoHoBaHoi T. legom, fka
Monpu Yac 3a/MLIAETbCA HaMbiNbl EMHOK Ta
aKTyanbHO. BoHa cknagaetbes 3 4x BUMIpIB, B
AKMX 6peHs MycuTb Byt npmBabanBum ans
LinbOBOI  rpynu - (DyHKYIOHAIBbHOZ0,
coylanbHo20, MeHmManbHo2o [ dyxosHozo [16].
®PyHKYioHanbHUlU  BUMIp  MOB'A3aHWA 3
paLiOHaNbHICTIO Ta il MPOSIBOM Yy KpuUTepiax
epeKTMBHOCTI — LUe XapakTtep cniBnpaui 3
KNIEHTOM, iI KOPWUCHICTb Ta edeKTUBHICTb ANd
06ox cTopiH. CoyianbHuli BUMip 3abe3neuye
ajpecaty MOXAUMBICTb igeHTUdiKyBaTn cebe 3
MEeBHOK COLjia/IbHOK rPynoro — TOBTO 3 TUMMK,
XTO MOLHOBYE TBOPYICTb, AN3aWH, CTUNb XXUTTS
Ta 0COBUCTICTb An3aiiHepa. MeHmaneHuUl BUMIp
6peHay CTOCYETbCA iHTeneKkTyanbHol
TpaHchopMaLii NpeACTaBHMKIB LLiIbOBOI FPynu.
BiH 3abe3neuyeTbcAd HaZaHHAM AM3aiHEpPOM
HOBMX 3HaHb, PEeKOMeHAALi, aBTOPUTETHOI
aHaniTMkM npouecis B chepi  AM3alHy.
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JyxoeHuli BUMIp — Le NPUAHATTA Ha cebe
rnobanbHOi abo  NOKaNbHOI  coLljiajbHOT
BiAMOBIAANbHOCTI, 3AIACHEHHA AW3allHEPOM
peanbHUX A Ta MOTMBALiS  ajgpecaTiB
NPOSABAATM aHANOTiIUYHY aKTUBHICTb.

BusHayeHHA yineoeoi aydumopii.
OpieHTauii  KOMYHIKaTUBHOI  AiANbHOCTI  Ha
3anuTn LiNbOBOI ayantopii Hajae
nepcoHaabHOMY 6peHay Takoi
aTpmbyTmBHOCTI, K  cTpaTerivyHicte  [20].
ATpunbyT cTpaTerivyHoil pe30HaHCHOCTI
BUABNAETLCA Y BiANOBIAHOCTI NEPCOHaNbHOro
H6peHAy OuikyBaHHAM LiNIbOBOI ayauTOpii,
rapMoHiyHomy 6anaHcy nonuty 3 60Ky
ajpecatiB i npono3uuii 3 6oky KOMyHikaTopa.
Taky BIAMOBIAHICTb MOXHa AOCATTM OMUCOM
ifeanbHOro ajpecata — NOTEHLINHOTO KJi€EHTa
Av3ariHepa. IHWKMKY coBaMun BapTO CTBOPUTU
noprpet BMragaHoi 0CobunCTOCTI AK
y3aranbHeHHAa UA. TMoptper mycuTb 6yTtu
PO3LMPEHNUM, 3 OMUCOM LiNen, MOTMBALIN,
po3yapyBaHb. OfHVM 3 METOAIB BM3HAYEHHS
LbOro mMoOpTpeTy € OMuC 3a pe3yabTaTamu
aHanizy TUX KJIEHTIB, 3 AKUMU AM3aHeEp BXe
KOM®OPTHO Ta yCMilWHO NpaLtoBaB.

YiTka oOpi€eHTauia Ha UuiNbOBY rpyny
Nnosieriye CTBOPEHHA KOHTEHTYy HaBKONO
ocobuctoro bpeHay Ta A03BOASE ajpecatam
nerko igeHTMdiKyBaTM KOMYyHIKaTtopa cepegj,
iHWKnx. [Jeaki ekcnepTn 3ayBaxykoTb, LWO
HanKpall  nepcoHanbHi  HpeHan  Ayxe
cneundiyHi i ePpeKTUBHICTb iIXHA NoB'A3aHa 3i
CNPSAMOBAHICTHO Ha BY3bKWI MOPTPET LiNbOBOI
rpynu, ToX Yy (GOpPMyBaHHI KOHTEHTY BOHMU
pajaTb BUOKpematoBaTh Byxuy LIA 3 BXe
BM3HaYeHOI Wnpokoi [12].

Kpim upboro, Baxansum
cTpaTeriyHoCTi y niagxoai Ao
KOMYHIKaTOpOM CBOro 6peHay BBaXaEmMo
Y3rOA)KEeHICTb 3 KOMYHIKaTUBHOK MOAITUKOIO
opraHizauii, B fKii npaute KOMyHikaTop. B

acnekTom
TpaHcaayii

AeAKMX  MIANPUEMCTBaX Le MoxXe  byTu
BMMOTO 0 NpPaLiBHMKIB.
IdeHmudpikayia c8020 6peHdy

cucmemMoro 6i3yasibHUX esemMeHmie ma
eepbasbHux gopmynoeaHs. BusHaueHi Ha
nonepeaHix eramax UWini Ta YHIKaaAbHICTb
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npono3sunu,ii nepcoHaNbHOro 6peHay
Bi3yanli3yroTbCs CTUNEM XUTTA AuM3aliHepa |,
3okpemMa, Woro imigxem. OCKiNbKM  iMigX
Be/bMM  obwuvpHa Tema, fAka nNoTpebye
aHaNITUKM B HaWMX HacTynHWX nybnikauisx,
Hapasi 3a3Ha4YMMO OCHOBHi NOro CKNajOoBI, fKi
CBOIM  TapMOHIMHMM  MOEAHAHHAM  Ta
CTabiNIbHOKO  fleMOHCTpaLieto Yy  Pi3nyHOMYy
NPOCTOPI Ta CoLiaNnbHUX Mepexax NigCUarTb
CTIMKICTb Ta YMi3HaBaHICTb MEepPCOHaNbHOro
6peHay:

® MNOPTPETHI PUCK (XapaKTepHI eneMeHTH
30BHILLHOCTI),

® KOCTIOM (04T Ta akcecyapu),

e KiHecrka (MiMika Ta pyxw),

e rpadiuHa areHTrKa,

e Bepba/ibHNIN KOHTEHT,

e NpeAMETHE  OTOYEHHA B  MeXax
0cobucToi NpocTopoBOi 30HM (Big4 46 cM z0
1,2 meTpiB).

Cepes cTanux 3HakiB MepCOHaNbHOrO
6peHay, okpiM  rpadiuHOi  anAEeHTUKW,
3HauyLWiCTb AKOI ans 6peHAnHry
HeoAHOPa3oBO AOBeAEeHa, MOXHA pO3rnajatu
i Taki A4OAATKOBI CK/JAZOBI AK NMOCTiMHA dpa3a
(LLOCb Ha KWTanNT pPeKNamMHOro caoraHa, fkuin
MOXe CTaTu OfHMM 3 KJIHOYOBMX CHiB Ta
BMCNOBIB, MNPO WO WwWwnoca Buwe) abo
MaTtepianbHi 06'ekTM-TanicMaHu, AKi NOCTIMHO
CynpOBOAXYHOTb KOMYHIiKaLit0 NepCOHN. BoHuM
MOXYTb HECTM Pi3HE eMOLiNHE HaBaHTaXEHHS,
WO OOOB'A3KOBO Y3roAXKyETbCA 3 3araibHoi
KOMYHIKaTMBHOO cTparTerieto [12].
N. Eckobeso paauTb 3BEPHYTUCA A0  3X
KJAHOUYOBUX CAiB, MPO fKi MWAOCA BMLE Ta
nigibpatn ans HUX acouiaTUBHY Bi3yanisaLito
3a gonomoror 4-5 ctatnuHux 306paxkeHb —
Tak 3BaHWUM Myabopa, SKUA € Bi3yanbHUM
aHaNoOromMm MeHTanbHOI KapTwu. Taki Bi3yanbHi
KapTn QOKyCyrOoTb YABAEHHA NpoO eMouii
nepcoHanbHOro 6peHay Ta IXHIO CEMaHTUKY, a
TakoX BWUKOPWCTaHHA AOLIIbHMX 3HakiB, LLO
PO3KPMBatOTb MPOMNUCaHI CEHCU.

OkpiM AeMOHCTpaLii CBOIX MPOEKTIB,
dbopmyBaHH#A Bi3ya/sibHOro HanOBHEHHSA
CTOPIHOK COUiaNbHMX Mepex Ta peknaMHUX
mMaTepianiB  3A4INCHIOETbCA 3@  PaxyHOK
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doTorpadin pi3HOro 3MIiCTOBHOTO
HaBaHTaXeHH. Ekcneptn pagaTb  Ha
€KOHOMWTU Ha SKOCTi CBITJMH, 0COBANBO AKLLO
ue CTOCYEThCA npeseHTaLii camoro
KoMyHikaTopa [18]. 3BiCHO, OCHOBOI KOHTEHTY
MoXe 6yTn obpaHa cTpaTeris 4OKYMEHTaNbHOI,
NOBCAKAEHHO HEeAOCKOHANoi 3MOoMKW. BTim,
AKLLO MOBa Nze Npo aBTOPUTETHICTb MEPCOHM,
TO yac Big yacy Tpeba HaBiTb 3a Takoi cTpaTerii

BMKOPUCTOBYBaTU MpPOdEeCiViHi  CBITAMHN 3
AKICHUM OCBITI€HHAM Ta BUTIAHMMM
paKypcamu.

Mpn dopmMyBaHHI BepbanbHOro um

Bi3ya/lbHOrO KOHTEHTYy BapTO AOTPUMYBaTMCH
NPUHUMAY  NOCAIAOBHOCTI. 3@  AyMKOO

3aranbHOro CTaBJAeHHA KOMyHikaTopa. BoHa
3BepTae yBary, WO ApibHI HeBiANOBIAHOCTI
LiIKOM  MOXYTb MigipBatn  e(deKTUBHICTb
6peHay [18] Ta 3MeHWUTM AOBIpPY AO HLOrO
yepe3 MOPYLIEHHA LINICHOCTI Ta HaBiTb
CMPOCTYBaHHA OAHWX MNOBIAOMAEHb IHLWNMMW.
Pasom 3  pgoTpumaHHAM  MaricTpanbHoOI
NOCNIAOBHOCTI, BaX/IMBMM TMOCTAE e OAMH
acnekT — 34aTHICTb A0 aganTauii [8]. Ha Hawy
AYMKY, Le CTOCYeTbCA | aganTauii rnobanbHmx
CEHCIB, Ha fAKi 30pieHTOBaHWK BpeHs, i cyTo
BisyanbHOI Ta  BepbanbHOi  nopgaui 3
OpI€EHTALiEl0 Ha NONynApHi cepes ULiNboBOI
rpynu TpeHAau.

Ha 6a3i po3rnsHyTmx acnekTis nobyzosu

ekcneptkn ®. VloHr, 0biusaHKM nepcoHanbHOro  edpekTUBHOrO nepcoHanbHOro 6peHay
6peHay MycATb BYyTW HE3MIHHMMW | OHNaWH, i Au3aiHepa Hamu  cdopmoBaHa  LijicHa
odnaiH Ta AEMOHCTPYBaTVM MOCAILOBHICTE  Mogenb (Taba. 1).
CMiNKyBaHHA,  30BHIWHBOrO  BUrAAAQy Ta
Tabanusa 1
Mopaenb nobyaoBn nepcoHanbHoOro 6peHay ausanHepa
META
S |KoHkpeTHa | .
- HAMBIAYyaNbHa KOPUCTb
M |BumipHa «Homy?»
Pi3Hi acnekTn moTmBaLii
A |docsxHa 3Hiacne oTeal
CTBOPEHHS NEPCOHaNbHOro OcobucTa coljanbHa
R |PeneBaHTHa 6peH . . .
- : PEHAY BiANOBigaNbHICTL
T |Po3nogineHa B yaci
YHIKANbHICTb
Y . . BukoHaHH#
PesynbTat poboTn gm3ariHepa MiakpecneHHs ABTOPUTETHICTb o o
© i i . NeBHUX Ail,
T (peanizoBaHi MpoekTH, . CiNbHMX o | Yepes MowmpeHHs eMOHcf m”:b
3 Haropoau) I | iHTepeciB Bcix 5 3HaHb, g A . Py
I = . = . o0 AINCHY
K] 8 | IPpUXWABHWKIB, | © | JAeMOHCTpaLito S) .
I =) . I S . X coujianbHo
& . N O | nigTpumka O | fjOCBiAy | HAfBHICTb | | . .
Z |OcobameocTi koMyHiKkaLji Ta o . = BiAMNOBiAaNbHY
- ) . ! cneundivyHoCTI BJIaCHOrO Nornagy .
cniBnpadi 3 K1iEHTOM (Bigryku, . < aKTMBHICTb Ta
U CniNbHOTH Ha AM3aiH .
penyTawiniHi 1McTn) iHiLiaTUBY
LLIIbOBA AYAUTOPIA
o YMOBHI MOPTPETN MPUXUABHWKIB JOAATKOBMX aCnekTiB AifAbHOCTI
YMOBHWM nopTpeT . P p. . P . A .p'. . A
. . An3anHepa, AKi NiATPUMYHOTb NOTO iHILiaTMBK Ta MOXYTb 6yTn
iieanbHOro KNieHTa . . o
MOTEHLINHUMMN KNiEHTaMU Y MalibyTHbOMY
IAEHTUBIKALLIA BPEHAY BI3SYA/IbHUMW TA BEPBAJIbBHUMUW CKNTAAOBMU
XapaKTepHi NOPTPETHI pUcK / KOCTIOM / KiHecrKa / aiaeHTrka / npeameTu
0C06/IMBI NOCTIVHI dpa3zm
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BucHoBKMU. YNopsajKyBaHHA akTyanbHUX
eKCnepTHUX Nopaz BiAMOBIAHO A0 BU3HAUEHNX
Ha OCHOBI HaykoBWXx nyb6nikauii eTanis
NPOEKTYBaHHA OpeHAy | KOMYyHikauii Hagano
MOXAMBICTb  cHOpPMOBATM  LiNICHY MOAenb
nobyA0BWN NepPCOHaNbHOIO BpeHay An3aliHepa

3 BapiaTUBHUMMK TakKTUYHWUMK 3acobamm i

peanizauii. BoHa MicTUTb aK 3aranbHi nigxoam
A0 nobypsosu 6peHay, Tak i 0ocobamBOCTI
ypaxyBaHHA An3alH-AianbHOCT. OCHOBHUMM
eTarnamu € BUW3Ha4YeHHA MeTu, GOpPMyBaHHSA
YHIKanbHOI npono3uuii Ta LiboBOI rpynu,
BMGIp cucTemMn Bi3yanbHUX Ta BepbanbHMX
iaeHTMdIKaTopiB, a TaKoX CcUCTeMaTU4YHe
KOMYHIKYBaHHA Ha CTOpPIHKax couianbHUX
MepexX Ta 3axogax Yy @ i34HOMy MpOCTOpI.
OcobauBicTb  po3pobkyM  MepCoHaNbHOrO
6peHay An3alHepa NoB's3aHa 3 HEOOXIAHICTHO
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UDRIS-BORODAVKO N. S., HORDIICHUK Ya. Yu.
Kyiv National University of Culture and Arts, Kyiv, Ukraine

INTEGRAL MODEL OF THE DESIGNER'S PERSONAL BRAND

Purpose. The purpose of the article is to systematize and organize expert advices for the formation of a
designer's personal brand and combine them into a holistic recommendation model.

Methodology. To achieve the tasks, the method of systematic analysis of theoretical materials and
practical recommendations in the field of social psychology, communication, imagology and marketing, as well
as the method of synthesis to form the final model was used.

Results. It has been found that scientific analytics of personal branding focuses on conceptual
components such as social mission, social responsibility, authenticity, image, while expert recommendations
focus on specific goals of attracting new customers, with a focus on demonstrating experience in design,
uniqueness of cooperation with the client, and the character of work. The combination of different approaches
made it possible to form a holistic model for building a designer's personal brand. Its main components are:
defining a goal or a set of goals that comply with the SMART model and represent the level of social
responsibility of the designer and the level of his or her personal benefit in the form of commissioned projects;
forming a unique offer that meets the functional (designer's experience), social (belonging to a community of
designer's fans), mental (gaining new knowledge about design in the designer's own presentation) and spiritual
(social responsibility initiatives) expectations of the target group; definition of the target audience (conditional
portraits of ideal clients and supporters of various aspects of the designer's uniqueness); selection of a system
of visual and verbal identifiers (characteristic portrait features, costume, kinesics, identity, objects, special
permanent phrases). The article also suggests variable means of content for the model components based on
expert advice.
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Scientific novelty. The scientific novelty is the creation of a unified model of personal brand for the
designer, taking into consideration current recommendations from experts.

Practical significance. The practical significance lies in the possibility of applying the model by
designers to improve their own design practice, as well as, due to the coverage of target groups, to increase the
influence of the design institution on social processes.

Keywords: graphic designer, environmental designer, fashion designer, social communication, image,
design.
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TPIYM® NEPEMOMXKLLIB

Mi>XHapoaHNI KOHKYpPC | — - #
«[MeyepcChbki KalWTaHN» — BU3HAHVN > |
y CBITI 3axiZ, €4HOCTI OCBITU, HayKW,
MWUCTELTBA, YNPaBAIHCbKOI & 2
MyapocTi — y 69-Te Bigbyscay ¥ -

Vv
/34 |

KniBcbkOMy HauioHanbHOMYy
YHIBEPCUTETI TEXHOOTIN Ta =
AV3avHy. |

| 6yno cBATO MMCTeUTBa, CBATO Kpacwu i TBOPYOCTi... B ymoBax BivHM? Tak. Ha nogiym
BMXOAWAN TaKOX MepemoxLyi, ag>e TBOPUTU Kpacy | BUKAMKATWU 3aXOMNJIEHHA Nij vac BiHM Tex
He MpoCTO, i ue TexX nepemora. 3MIHHOBaAUCA MoOAeni i TBOPU CTBOPEHI pyKamMu MONOAUX
AV3ariHepiB, AKi MOXYTb (i KOXEH Ha ue CNOoAIBaETbCA) BMAMBATUM Ha MOAY, CTWIb He Aule B
YkpaiHi. leMOHCTpaHT! — NepeMoXKL,i NeBHMX eTaniB yyacTi B «[leyepCbknx KalitaHax». A B 3ani,
Ae BiabyBanoca AiNCTBO, i 3a Noro mexamu (6o Mmicua ans BCiX Baxkaroumx He BUCTaunIO) Tex
6y nepemoXLi, NigNPUEMLL, 3aNpPOLLEHi rocTi.

A Hacamnepeg, BuKnagadi, AKi BUNIW, HaBYAKOTb, MOTMBYIOTb Ta HaAmxaroTb. [ignpuemuy,,
AKi 3aNpOLLYIOTh Ha MPaKTUKY | pobOTy Ta HaZaloTb MaTepianmn Ans poboTu. Ix Tex BlaHoByBanu.
Mepepycim aakysanu IBaHoBi puwieHky, pektopy KHYT/, akaaemiky HAMH Ykpaitu, akun 3ymis
B YMOBaxX BiiHWN 36epertu i pO3BUHYTU YHIBEPCUTETCbKY Tpaauuito. Came 3aBAAKN 31arofKeHin
poboTi BCix i BigdyBCA TpiyMd nepeMoxLiiB.
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MoBa He avwe npo cys3ip’a TanaHTIB i3 6araTbox KpaiH Ha nogiymi «lleuyepcbkux
KawTaHiB» — 3axi4 Mi>kKHapoaHuK, noro nposegeHHaMm KHYT/ 3asaBvB Ha BeCb CBIT MpoO Bipy B
nepemory agobpa i kpacu Hag 310M. CNpAMOBaHICTb PobIT Ha ManbyTHE 3acBigumna, WO BOHO
B HaC € i WO YHIBEPCUTET roTye BUCOKOKBanidikoBaHMX daxiBLiB, fKi MOro 3ab eanevyBaTmyTh.
KoHKypc A0BIB: LWaHC € B TOroO, XTO MOro BUKOPUCTOBYE.

A we — yKpaiHCbKi MONOAI AW3alHEPW KOHKYPEHTOCMPOMOXHI Ha CBITOBOMY PWHKY.
CBOEO TBOPUICTHO BOHW CTBEPAXKYHOTb: YKpaiHCbKa IHAYCTPIA MOAW 3@ HafeXH ol NiATPUMKM
MOXe CTaTu eKCnopTHoopieHToBaHO. CnpaBa Ma€ OpraHi3oByBaTUCA TakK, LWOO BUNYCKHUKMK
yHiBEepcuTeTy He po60oTy 3a KOPAOHOM LUyKanu, a 3apybid>KHUIN 3aMOBHWUK LUyKaB B YKpaiHi ix Ta
IXHKO NpoAyKL,itO.

TeHAITHI Moaeni NpoAeMOHCTPyBann BeanyesHy cTivkicte KHYT/, i Bcboro ykpaiHcbkoro
HapoZy AO HerapasziB (uey AOCBiA4 Ma€ cTaTW 3arajlbHOHALiOHaNbHUM HaAbaHHAM).
CamoopraHisauis yHiBepcuTeTy, nobygoBaHa Ha npodecioHaniami i BigNOBiIAaNbHOCTI
KONeKTMBY, fana 3MOry MKOro KepiBHWKaM BecCcTW Kopabenb Haykun po3bypxaHVM Mopem
Cy4aCHOCTI BNeBHEHMM KypcoM. Lle Tex 3acBiguman «lMeyepchbki KalLUTaHW».
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KoHkypc edekTnBHMI y bHaraTbox Hampamax. Y He neplua MOro MoO3vTUBHA AKICTb:
3a/yYeHHA CTyAeHTIB A0 MPaKTUUYHOTO BXOZXEHHA y npodecito e 3 nepworo Kypcy. Tobto
NaeTbCA NPO ePeKTUBHICTb OCBITHBOrO npouecy. OpraHizaTtopu 3axoAy BMeBHEHI: Wob ambiyii
i MeTa CTanuM MaWCTepHICTIo, MOTPIOHI 3HaHHA | TBOPYMMK MiAxid. A e KOHKypC — Uue
KOHKYpeHLif, o Akoi Tpeba rotyBaTuca we 3i CTyAeHTCbKOI nasu. OToX 3g06yBauvi OCBIiTH
MatoTb OZHY 3 MOX/IMBOCTEN A5 BXOAKEHHA ManbyTHIX daxiBLiB y npodecito. Tak HabyBaeTbca
KOMMETEHTHICTb, Aka Nepeabayac 34aTHICTb BUKOPUCTOBYBATK 3BaHHA. LLle ogHa 3 Te3 pekTopa,
AKWI 3aBXAMN HAaroOLWYE, WO YHIBEPCUTET rOTye CTyAeHTiB 6yTh wacansumu. li lsaH MpuwieHko
PO3BMHYB B OLiHLi posi i Micusa «llevyepcbKMx KalTaHiB» y XWUTTI YHIBEPCUTETY Ta Aep>KaBWu.
Ornag noteHuiany MavbyTHIX NigepiB iHAYCTPIT MOAN BifOyBa€ETbCA y BOEHHUM Yac, — Kaxe IBaH
Muxarnosuy. OT>Ke BipMO B nepemMory i pobumo CBil MUCTELLbKUIA BHECOK Y iT JOCATHEHHS.
Xal BOpOr 3Ha€: Haw AyX — He3naMHWA. Mu BiACTOHOEMO He nuLie TepuTopito, a 1 fbaemo
BOAHOYAC MPO YKPAIHCbKY Ky/AbTypy, MUCTELTBO, MPO ManbyTHE.
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«[eyepchbki KalTaHW» JalOTb KpWia TUM, XTO MparHe HecTu ntogam pagicte. Came Taki
CTYAEHTW HaBuYaloTbCA B YHiBepcuTeTi. Bctymann BoHM 3 mpieto: «fl xouy!». YHiBepcuteT
Aonomarae iM y TBOpYOMY i NpodecioHanbHOMY CTaHOBJEHHI, Wo6 BOHM 3asBUAM Npo cebe
po6OTOHO, | BMEBHEHO MOram ckasatu: «f moxy!». LLnax Big nepworo Ao Apyroro ckaagHWu.
«Meyepcbki KalwTaHW» AatoTb MOXAUBICTb MOro AonaTn. CbOroAHi Ha NoAiyMmi, 3asaBMBLUN NPO
cebe: «A moxy!», BOHM uynm y Bignosiab: «Lle Tak, TBOA poboTa npekpacHa, TM MaeLl
nepcnekTtusy. MNpauon!»

| 2 He nepebinbwyto. Mpo ue cBifUMTL AOCBig4 68-X NonepeaHix KOHKYypPCiB. HWHIiWHI
YyYaCHVKM — 3aKOHOAaBLi MOAM He nuvwe B YKpaiHi, @ 1 3a ii mexamun. ToOMy Hall KOHKypC
Mi>KHapOZAHMI He nunLle 3a reorpadito y4acHuKIB, a 11 3a BMNJAMBOM Ha iHAYCTPItO MOAW Y CBITI. |
e oAHa ocCobAMBICTb. Y KOHKYypCi € nepemoxLui, i Hemae nepemoxeHux. bo Bci TBOPLI
NpauoTb Ha PaAiCTb NHOAAM.

To > popeyHo 3ragat [JoB>XKeHKOBE: «|CTUHHE TiNbKK Te, WO NMpeKpacHe, i KOAn MU He
MOCTUrHEMO KpacW, MW HIKOAW He 3pO3yMIEMO MpaBAW Hi B MUHYJIOMY, Hi B Cy4acHOMY, Hi B
ManbyTHbomy. Kpaca Hac BCbOMy yumnTb!». TOX TBOpiMO Kpacy!

Ak ue Bpaetbca KHYT/A, npucyTHi mManwn Harogy aHanidyBaTW, XTO, WO i AK 3pobuB.
3aamwumo ue daxiBuaM. IxHi OUiHKM nepeBipuTb uYac. MU X MaeEMo 3acBifuUWTU FONOBHE:
«leyepcbki KawTaHW» — SBULLE MIDKHAPOAHOrO 3HAUEeHHA, 3HAaKOBa MOAif B OCBITHbOMY i
MucTeLlbkoMy npoctopi. [incteo TpiymdpanbHO BiAbynoca Bxe 69-1 pas. 3HaunTb, NepesipeHe i
3aTpebyBaHe AecATUNITTAMMU.

YHiBepcuTeT y KOTpe NiATBEPANB OLLIHKY OTPMMaHY Lie A0 BiiHW Bif TOAILUHbOIO O4YiIbHUK,
a MOH YkpaiHu : KWiBCbKMA HaLiOHaNbHUW YHIBEPCUTET TEXHOJIOFIT Ta AM3aliHy — npanop
BITUM3HAHOI OCBITK.

KoHkypc 3aBepLumsca. PoboTta TprBae. HMHILLHI nepemMoXLi Aofanu 3aB3ATTA TUM, XTO MpI€E
BWUITN Ha MOAiYM HaCTyMHOro poKy.
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Md!\ I AT

it

Bce ue — kpoku [0 WacTa CTyAeHTIB, Npo ake AbaroTb Buknagadi yHiBepcutety. [lo
NPOAYKTUBHUX PO34YyMiB CMOHYKalTb TaKOX Kilbka apTob'ekTiB Ha Teputopii KHYTA. OauH i3
HUX — «HaTXxHeHHA B Kpaci i AuW3alHi». |laea TBOpy — MOEAHAHHA €NeMEeHTIB MPUPOAHOrO,
[LYXOBHOTO i MaTepianbHOro Hayan ik BUpPa3HKKIB iZeanis, OBEPLUEHOCTI 1 Kpacu CBiTy HaBKO/IO
Hac.

ApTO6'€eKT — CBOEPIAHNIN 06epir i nopajgHMK TBOpLiB kpack. Came 3 MOro BiABIAYBaHHA ANs
6araTbOX NOYMHAETLCA WAAX Ha Nogiym MidkHapoaHOro KoHKypcy «leuepcbki kawTaHu», 60 Tam
3apOAKYHOTbCA He AuMle BUCOKI MouyTTs | BaXkaHHs TBOPUOro 3/1eTy, a W BigbyBaeTbCA
CaMOOLLIHIOBAHHS, fike CMOHYKA€E A0 CaMOBAOCKOHANEHHS Ta 3a0X0UYy€E A0 MOLUYKY HOBUX iAeln,
rapTyetbCs Ayx nepemorn. ApTob'ekT Hagmxae Ha nepemory. KytoTb ii B ayauTopiax i
nabopatopiax CTOANYHOro yHiBepcuTeTy. LLLo6 nepemarat B CTYAEHTCbKMX KOHKYpPCax, a NOTIiM
YyNPOZAOBX YCMILHOro, TBOPYOro, AN3aNHEPCHKOrO XUTTS CTBOPHOBATU HOBI KOMIEKLLT Ha pagicTb
ntoasm B YkpaiHi Ta cBiTi. Pazom — go Nepemorn! YkpaiHa noHag yce!

Mukona lNempyuwieHko
3acayxeHuli >xypHanicm Ykpainu
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AKLWO HEMAE BITPY,
TPEBA CTATU HA BECJ/IA

g Hapodxye enegHeHiCMeb,
8UHAX(01UBICMb [ CMUIUBICM®.
be30ia16HICMb — NOPOOXKYyE

Tak yxe cTanocs, Wo BCe XMUTTA MOro BUNpoboBYyHOTb TPYAHOL. A BiH CMINIMBO KWAAE iM
BUMKAUK: «lay Ha Bu!». 3pewwToro, Bce nepennenoca. A GakTom € Te, LLO He BOHW, TPYAHOLL, B3N
ropy, a BiH, IBaH [puvLEeHKO, CNpUAMAE iX AK HOBI MOXAMBOCTI Ana po3sutky. Ocobucrtoro.
KonektuBy, B sikomy npautoe. [epxaBu. Taky €AHICTb YCTPEMIHHA OLIHIOOTb MOCTINHO: Ha
>KOAHY 3 Mocaj Noro He Npu3Hayann — Ha BCi obmpanu.

Wo6 3po3ymitn ntoguHy, Tpeba 3HaTth il MeTy. B IBaHa lpuweHka, pektopa KuiBcbkoro
HaLioHaNbHOrO YHIBEPCUTETY TEXHONOTi Ta Am3anHy, akagemika HATMH YkpaiHu BoHa Taka:
BUMYCKHWKM MatoTb OyTV wacamBumu. bo 3 wWacavBmx rpoMajaH CKIafaETbCs  LiacanBe
cycninbCcTBO. [lo TOro X NepekoHaHui, Wo WacTa — He 3yNnuHKa Nicaa JOCATHEHHA NeBHOI MeTK, a
npoLLec, WO MaE CyrnpOBOAXKYBaTU YNPOAOBX XUTTS.

Po3nounHas IBaH MuxannoBuy TpyAaoBy AisnbHICTb x1i6opobom. XKMTTa noBepHynoca Tak,
WO CTaB MOJITMKOM, YUYeHUM, MejaroroM M opraHi3aTopoM OCBiTHbOro npouecy. Lo noeaHye
xnibopoba i neparora? PoboTta Ha MaWbyTHe. lMpakTuK | BUEHU |BaH [pULLLEHKO 3HaE: 3eMAs
notpebye MoBHOI BigAaui. TO X Aa€ He AuWe BPOXal, a W BUMTb. |i Hayky MyapocTi i
BiNOBIAANLHOCTI BHIC B OCBITY. fIK y x1i60pO6CTBI, Tak i B OCBITI 3aXWMB C1aBM HOBaTopa.

Monituk IBaH MpulLeHKO oanH i3 HebaraTbox AenyTaTiB BepxoBHOI Pagn we 1 aep>kaBHUK.
TobT1o ntoAMHa, AKa He raciamu, a MAIAHOK MpaLero 3MIHIOE KpaiHy. B ubomy noro cuna. He
BMMajKoBO ocTaHHi pokun B KHYT/, BBaxatoTb enoxoto IBaHa puiieHka.

Jlidep ocgimu

Konm BWHMKaOTb TpyaHOW,i, KOAW Jons BUNPOOOBYE — iHILIAaTUBY Mepexonstoe
HaucMinmMBiWWN, nigep. byt nigepom He NpocTo i Ay>Ke BignoBiganbHO, Tpeba Wwob Tebe nouyan,
nigTpumanu i 3a 706010 MWK iHWI. A Ue BXe MyApPICTb: CMaa BHYTPIWHbOro BorHto. Came Ui
pucK NpuTaMaHHi IBaHy IpuLLeHKy.

He BunaskoBO KepiBHUK MiHicTepcTBa OCBITU i HaykuM Ha3BaB OYOJIFOBAHWA akKajeMiKOM
HAMH YkpaiHn IBaHoM [puweHkom KHYT/, nigepom ocBitn aep>kasn. KOpoHOBIpYC, a noTim
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BiNHa oOUiHKY niaTBepAUAW. binblwe TOro, BOHa JOMOBHIETHCA LWWeE OAHWM BU3HAYEHHAM:
«Aep>XaBHUK», | pekTop, i yHiBepcuTeT. bo BCe, WO pobuTtbCa TyT, He NPOCTO YCNiX KONEKTUBY, a
BHECOK B MOMNyAspM3aLito YKPaiHCbKOI BULLOI OCBITW B CBITi, B PO3BUTOK YKpaiHu.

Pektopom IBaHa MwuxannoBnya obpann, Ko B Aep>KaBi rasysb Jerkoi MpOMMUCIOBOCTI
3aHenajana, He PO3BMBAaBCA W YHIBEPCUTET, AKUIA rOTyBaB ANA ranysi Kagpw.

Big mepLioro > AHA HOBWMI OUINbHWUK 3aKkaafy BWULLOI OCBITM NPOABMB cebe BUEHUM, AKUN
BNIaCHY HayKOBY KOHLLEMNLit0 (OCBITHA AiANbHICTb — BMJ, €KOHOMIYHOI) B3ABCA BTIFOBATU B XXUTTA
AK  AepXaBHUK i3 IMOOKMM  aHaNITUUHUM  MUCIEHHAM i3 3aroCTPEHUM  MOYYTTAM
BiANOBIfaNbHOCTI. HWHI uel npouec Ha3nBaktOTb aHTUKPU3OBUM MeHeaXXMeHToM. CTuab Moro
KepiBHMLTBa — He 06iuATK, a BUCyBaTn NpunBabaunBsy iseto.

[na nopATyHKY | NMiAHATTA YHIBEpCUTETY, — 3aKUeHTyBaB TOAi IBaH MwuxannoBuy, — oAuH
WAAX — BiAPOAXEHHS NErkoi MPOMWCIOBOCTI. Afe WO MOXe YHIBEPCUTET, KOAU UMM He
3alMaeTbCca Bnaga? BignosiB: y pMHKOBMX yMOBax CTaBky Tpeba pobutn Ha NignpuEMAMBICTD
BMPO6HMUHMKIB. LLlo6 BOHM npautoBanm edekTMBHO, YHiBepcuTeT Mae 3abe3neunTn ix
IHHOBALINHUMM Ta KOHKYpPeHTO3AaTHMMK TexHosoriamu. Lo B ui no3muii ronosHe? Bipa
KEpPIiBHMKA B MOXJ/MBOCTI KONEKTMBY. ABW 3arocTpuUT MOTMBALLiIO, 3a3HA4uMB, WO pe3y/abTaTu
po60TN BNAMBATUMYTb Ha 6aarononyyus KoxHoro. | 3akunino...

PoboTy HayKoBLIB YHIBEpCUTETY 3a OCTaHHI POKW Bif3Ha4yeHO n'aTbMa [Jep>kaBHUMMK
npemMiaMn B rany3i Hayku i TexHiku. YHiBepcuTeT CTabinbHO po3BMBaETbCA. TyT aAbaroTb Mpo
iHTepHaLioHani3auito HauioHanbHoI ocBiTv. KHYT/, nepwum cepes yKpaiHCbKUM YHIBEpCUTETIB
noyaB eKCNopPTyBaTK OCBITHIN NPOAYKT — BiAKpMB B KuTai YKpaiHCbKMIA IHCTUTYT.

OCBITHIO AiANbHICTb YHIBEPCUTETY BMCOKO LIiHYHOTb Y CBITi. MiXKHapOAHi ekcnepTn BHeCaU
KHYTZ ao TOM-100 HannpecTu>XHILLMX LKA CBITY B raaysi gn3anHy Ta dapmaduii. TyT npautoroTb
CUCTEMHO, Ha BuUNepeaXxeHHA. Tak, o6 3B'A3yBaTM IHHOBALINHWIA PO3BUTOK 3aknagy BULLOT
OCBITM 3 PO3BUTKOM Jep>kaBu. MeTa cTpaTeriyHa: BUMYCKHWK Ma€ MPUATM Ha BUPOOBHULTBO
reHepaTopoM iAeu, AKi BMI€ BTIFOBATU B XXUTTA.

B ymoBax BiiHM 3yminn 36epertv i MoranbuT OCBITHLO-TBOPYUMIK npouec. BiH cTaB
CBOEPIAHMM MYHKTOM He3/1aMHOCTI, Ae 36epiratoTb i MPUMHOXYIOTb AyX MepemMoru Ta pobasTb
BCE ANA il AOCATHEHHA He auwe Ha OPOHT, a U y MUPHOMY ManbyTHboMy. Taka poboTa
CTBEPAXYE: NepemMora KpaiHu 3aieXuTb BiJ NepemMorn KOJNeKTUBY | KOXXHOro rpoMagsaHvHa Ha
AINAHLI pobuTK, fKY BUMKOHYE. | Hap cobor B MOAOMAHHI TpyAHOLWB. | B LbOMYy Becb IBaH
FPULLLEHKO, AKMIM BAACHUM MPUKNALOM CTBEPAXKYE: XXUTU | TBOPUTK Tpeba CbOroAHi, a He vekatu
Kpaworo 3aBTpa — 6e3 WoOAeHHOI HanonernvMBoi npaui BOHO He HacTaHe. Tak, BilHa Bce
yCKNaaHIE N dopmye xapakTep. CUAbHI CTatOTb LLE CUABHILLMMW.

— o6 ocArHyTM BCe, iTM B HOTy 3 4acoM i BMMepeAXaTu MOro, — Kaxe pekTop, — Mwu
PO3BMBAEMOCA Ha 3acafax MiAMNPUEMHULBLKOTO YHiBepcuteTy. PiHaHCyBaHHA 3MEHLUYETbCH, a
notpebu 3pocrtatotb. Tpeba 3apobnatn. Agxe Ha WWT NIAHATO NpobaemMy BWXKMBaHHA. Mu X
MaEMO pPO3BMBATUCh | BECTM 3a COHOO ranysb. TOMy, KON NAETbCA MPO 3MiHW, HaroAoLLYHO, LLLO
HaMroNoBHillEe — YCBILOMNEHHS MepCOHasbHOI BiAMOBIAaNbLHOCTI. IHHOBALiA Mae 6yTM B ronosi
KOXHOro. B yHiBepcuTeTi BCi po3ymitoTb, YOMy pPOBMMO camMe Tak i AOKNaAakTb 3yCUab ANs
KONEKTUBHOTO YCriXy NepCcoHalbHMM BHECKOM. 3arajioM BCe 3BOAUTLCA A0 POHOTU 3i 34iMCHEHHS
AKICHOI NiArOTOBKM CTyAEeHTa, MOro HaBYaHHSA i BUXOBaHHsA, GOpMyBaHHS Moro ceitornsgy. Hawa
MeTa — KOHKYPEHTOCMPOMOXHUWM, YCMIWHWA | LLLACAVBUIA BUMYCKHUK.

YHiBepcuTeT — Micue, e MOo4YMHaeTbca ManbyTHe. 3pgobyBava ocsitTn. lanysi. [epxasu.
Ockinbkn KHYT/, — 3aknag OCBiTU TEXHONOTIYHNI, @ TEXHOOTIT CbOrOAHI BM3HayatoTb MabyTHE,
TO MM 3@ HbOTO 1 BiAnoBigajbHi.
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Jdopatn MoxHa ayxe 6arato. Ak npuknag, HaBedy OAVH Aianor, Wwo BigdyBcs Ha
MiXKHapogHin Buctasui, e KHYT/, AeMOHCTpyBaB YCTiIKW BUIOTOB/IEHI 3 KaBOBWX BiAXOAiB.
BiasigyBauiB 3anutyBanu, UMM naxHyTb?

—TBOPYICTIO, NiK/JyBaHHAM MPO NOANHY | NAAHETY, — IyHaNo y BiAMNOBIAb.

Ti cnoBa — LWTPUXK K A0 NOPTPETY pekTopa.

Yum BennyHiwa 6yaiBna, TMM MiLHiWo Mae 6yTu ii onopa. 3a octaHHi pokn KHYT/ cTaB
CNpaBaj, BEIKUM YHIBEPCUTETOM 3i CBITOBUM iM'AM.

PekTop 1ioro onopa, i BogHo4vac daken, Lo OCBITAOE Wasx A0 ycrnixy. CBOIMM BNEBHEHUMMY,
NOCNILOBHUMU  AiAMKM, OCOBAMBO Mif 4Yac BilHW, BiH JAEMOHCTPYE, Hi He ODOOPOHHWK, a
HacTynanbHM noctyn. bo 3Haeg, wo Ttpeba pobutn cboroaHi Ta 3aBTpa. A rONOBHE — BAACHUM
NPWKAaLOM MOKa3ye — fAK.

Voro ycnix — Le ycnix KonekTvsy, Aepxasy, GyHAAMEHT HaLLOro MaibyTHLOTO.

To >, xoua 6 NobixXHO, 3rafaemo 3pobneHe. bo poku xunTTa — He undpwn, a cnpasw.

Jlidep 2anysi

LWacameuin gap 6aumtn B Manomy Benvke. Lie Tom BUNagoK, KOAW IPYHT Aa€ CUNy NapoCTKy
Ta BCeA€ Hagito. MyapicTb Nnpupoan npuTamMaHHa KepiBHMKaM, AKi BMIKOTb PajiTh yCrixy iHLWKX,
nomiyatin 1 NiATPUMYBATW IXHIO iHILiaTMBY, cnpsMOBaHy Ha 6aaro cycninbctea. Toai cuam kpaiHm
MHOXaTbCsl, 60 AanekornsaAHUA KEPIBHMK N CaM FreHepYeE ifei Ta OpPraHi3oBYE iX BTINEHHS Y XUTTS.
Moaymanocb Npo Le, KOAN Ha TenepOoHHUIN A3BIHOK PekTop BIAMOBIB: «f B aBTO, MoOCHillar0 Ha
BPYYEHHA AMMAOMIB NEPLUIOMY BUMYCKY LUBAYOK B HaBYaNbHOMY K/aCi HOBOTO NiAMPUEMCTBa.

[ns nogen, ski He 3HaTb IBaHa MuxalinoBmya Take MOBIAOMAEHHSA 34anocs 6 AVBHUM.
PekTop yHiBepCUTETY, akajeMiK OMiKyeTbCSA NiArOTOBKOMO WBAYOK — UM MOFO Lie piBeHb!?

Voro, 60 iWwnoca Npo noaito AepXaBHOrO 3HaueHHs. Came Tak, AepxaBHoro. bo Toii
BMMaJOK — CKPOMHWIA, MNpOTe BHECOK Yy nepemory. Pektop Lue 3po3yMiB Lie B MOMEHT
HapOAXXEHHS el NapTHepIB yHiBepcUTeTy i BCe 3pO6MB Bij HbOro 3anexHe, Wob6 BOHa cTasna
peanbHiCTHO.

laeTbca Npo YHiKafbHY B YMOBax BiMHW MOAiO: BITUYM3HAHWUMA NiANPUEMELb KynvB 3a
KOPAOHOM Ob6nafHaHHA ANs BiAKPWTTA B YKpaiHi WwBeWHOI dabpukn, ska WUTUME oadAr Ans
BiCbkoBMX. [le X Kagpu 6patn? PekTop 3ronocMBCs OpraHidyBatu iX MiArOTOBKY CuaamMu
yHiBepcuTeTy. Lle came Te, OCBITHbO-BUPOBHMYE MapTHEPCTBO, AKOTO HaM CbOrOAHI Ay>e bpakye.
HaBiu — npuknag waaxy, AKMA gep>kaBa Mae€ 3anpornoHyBaTW A/A MOBEPHEHHs 6ixXeHUiB 3-3a
KopAoHy. He obiusHkamMu, a HajaHHAM KOHKPETHOI poboTK, BIAKPUTTAM MEpPCneKTUBU NS TUX,
XTO XO4ye CTBEPAXYBATUCb Ha PigHIN 3eMai. TOX He BMNafKOBO YHIBEPCUTET 3ampoOroHyBaB
LBaYKaM Micna 3aBepLUeHH:A HaBYaHHA Ha Kypcax, AKWo iM cnogobaetbca poboTta, NPOAOBXKUTH
HaBYaHHA B YHIBEpPCUTETI.

OTOX, KypC pekTopa Ha PO3BUTOK YHIBEPCUTETY uepe3 MifHEeCEeHHs ranysi, B AaHOMY
BMNaAKy HabyB e OAHOro HanpPsAMKY: MOCUNEHHA OOOPOHO34aTHOCTI KpaiHW.

Bce ue pobpe, ckaxeTe. Ane X TONOBHE 3aBJaHHA YHIBEPCUTETY CbOTOAHI He TiIbKK
BOJIOHTEPCTBOM 3aliMaTuCA. 3BiCHO. Ta piv y TOMy, WO camMe aKkTMBHa rpoMajsHCbKa MO3uLis
KonekTuBy 1 cnpusie po3sutky KHYT/. YHiBepcuteT He ocTpiB. BiH yocobatoe xutrsa kpaiHu. A B
ranysi craB snokomoTtvBoM. o6 pocartm uporo B3AB Ha cebe BiANOBIAANbHICTb HayKOBO-
AOC/NIAHOI | BNpOBajyKyBaNbHOI YCTaHOBW IHHOBAaUMHWUX TexHonorin. He dopmanbHo. PeanbHo.
Po3pobneni B KHYT/, TexHonorii gonomaratoTb BITUM3HAHUM BMPOOHMKAM KOHKypyBaTu i3
3apybikHUMWK. | TOMY, MpaLiBHMKW JIerkoi NpoMmncaoBocTi BusHaan KHYT/, nigepom ranysi.

He 3abyBaemo Te3y pekTopa: yepe3 MIAHATTA ranysi po3BMBAaTUMEMO YHiBepcuTeT. Tak i
BMMLWNO. HayKOBI HOBITHI JOCATHEHHA CTann 6a30BMMU ANA HAaBYaHHA CTyAeHTiB. BoHn BuaTh Te,
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wo im Tpeba byse y manbytTHboMy Ha BMPOOHMUTBI. Taki BUMYCKHWUKW 3aBXAWM KOPUCTYHOTbCA
NOMUTOM Ha BITYM3HAHOMY i 3apyBidKHOMY PUHKY npadw,.

He Bunagkoso KHYTA Bxogutb ao TOMM-100 HavnepcCnekTUBHIWMX AU3aUHEPCbKMX |
dapMaLeBTUUHKX WKiN CBiTy. Vloro BUNyckHUKiB 3apyBixHi ekcnepTu BBaXatoTb NOTEHLIHIMM
3aKoHogaBuUAMKM Moan B €Bponi. A Kutar 3anpocve KHYT/ BigkpuTu B nigHebecHin YKpaiHCbKnii
IHCTUTYT, AKMI y>Ke MpaLtoe 5 pokiB.

[OoCArHeHHA OCTaHHIX pPOKIB 3A4IMCHIOBAANCA 3a CKAAAHWX YMOB MaHAeMii, BilHW,
6e3rpowis’a. OBCTaBUHW NepeBipAaN NMPaBUAbHICTL 06paHOro Kypcy. 3 HbOro He 36MBatOTbCA.
|ayun Bropy, BifKpvBatOTb HOBI FOPU30HTU A/ YHIBEPCUTETY, ranysi, Aep>asu. Tak, Kaxe pekTop,
NOMNyTHOro BITPY HeMaeE. 3HaunTb, Tpeba cTaBaTh Ha Becna. To — xutreBa dinocodisa puiieHka-
KepiBHMKA: He MAMBTM 3a TeJi€t0 Herapasgis, a CaMUMM BM3Ha4aTh HanpAMoK pyxy. Lle BaaeTbcs,
AK B OCBITHbOMY MpPOLLeCi, Tak i B pobOTi yHiBEpCUTETY Ha 060POHY Aep>KaBW.

3axucHuk BimyusHu

B yomy MyapicTb yHIBEpPCMTETCbKOI CTpaTerii i TakKTMKK, 3anponoHoBaHoi pekTopom? LLlob
He pobunocs, yce CTyAEHTOLLEHTPUYHO. AK Yy nepeaadi 3HaHb, Tak | B CpaBi HabyTTa NPakTUUHUX
HaBMYOK. Bce pobutbcs y TicHiM cniBnpaLi 3 napTHepamu.

HalsckpaBiwe Le MOXHa NpoCTEXMUTU uepe3 «3aHypeHHs» KHYT/J y Temy o060poHM
KpaiHW. 34a€TbCs, erka NPOMMUCAOBICTb | 06OPOHA Ha AKIN NiHIT NepeTuHatoTbesa? PekTop 3ymiB
MOCTaBUTK CMpaBK Tak, WO MAETbCA He MPO AOTUYHICTb, MepeTikaHHA oAHe B ogHe. Y LbOoMy
BKOTpEe NpOoAB MyAPOCTi CTpaTera, ynpasAiHLsA, BUEHOro, EKOHOMICTa | megarora-HacTaBHMKa.

lany3b MOBMHHA MPOMOHYBATW CMOXWBaYaM HaMHeOOXiAHIWMI i fKicHWKA ToBap. Lo >
noTpibHO KkpaiHi Ansa 3axmcty? barato yoro. ¥ Tomy «barato» yHiBEPCUTET 3HAMLLIOB CBOHO Hillly,
Ky 3a MOro y4acTi 3aNOBHIOHTb BiTUM3HAHI BUPOOHUKM.

3asBKy Ha IHHOBaUiVHWA BHECOK 3pobunn 3ago0Bro Ao BiHW. Koan Ha MixHapoaHin
BMCTaBLi 36poi, Wwo BigdysaeTbcs B Knesi, KHYT/, nopag, i3 3apybidkHMM HalCy4acCHILMM TaHKOM
BMUCTaBMB ... LUKapneTKW, 6iNv3Hy, oaar Ans ninoTiB, BpoHexunetn, yBara A0 Hux byna He
MEHLLOO, HiX A0 Pi3HMX BUAIB 36poi. bo X congat NOBUHEH MaTW He AuLle YMM CTPINATH, a 'y
yomy xoamutu. Ta Tak, wob 6yno Tenno, 3pyyHo Ta 6e3neyHo. Po3pobHukn KHYT 3 Takum
3aBAaHHAM CnpaBuAnCh. Lle KOHCTaTyBanM BiMCbKOBI eKCnepTyH, AKi BU3HaAWN 3a HeobXigHe BBECTH
NPOAYKLiI0 YHIBEPCUTETY A0 Nepeniky HanHeobxigHiworo ana 3CY.

Bisbmemo, Hanpwuknag, wkapnetku. o6 ouiHnTK iX BaXauBIiCTb, BapTO yaBUTU cebe Ha
HyAi, B OKoni abo B TuAy BOpOra TMXAEHb, a To i binbwe. 3po3ymino, Tam He Ao npaHHA. OgHak
avckombopTy B Hawux Bupobax He Bigvyete. bo opAr i wkapnetku 3 cneuiaabHUMM
BNACTMBOCTAMU 36epiratoTb CBOI TiriEHiYHI GyHKUiT TpuBanamin yac. € bHarato-6arato W iHWMX
po3pobHOK, 3aNPONOHOBAHNX YHIBEPCMTETOM A8 BHECKY B MEpPEMOry.

o6 npuckoputh WAsx BiZ BUHAXoAy AO BNPOBAAXKEHHS MOro B XUTTA, 3a iHiLiaTMBK IBaHa
MpyweHka 6yno ctBopeHo OCBITHIN iHBECTULLINHO-TEXHONOTIUHWUIA KNacTep Nerkoi MPOMUCAOBOCTI
B M. KueBi. | ue — Tex ycnix. [oABOETLCA BiH TUM, LLIO Ha eTanax NPOEKTYBaHHSA i BUPOOHMLTBA
yyactb 6epyTb CTyAEHTU. 3HauuTb «3aHYPEHHSA» Yy MPOMUCIOBY AifNIbHICTb He LKOAWUTb, a
JAornomMarae ocBiTi.

HaBuaHHsA — uUe TBOpeHHA MalbyTHbOro. YHiBepcuTeT Beje A0 HbOro, Jakouun Kpuia
CTYAEeHTaM A/ CaMOCTIMHOTO MOAbOTY. 3MILHIOKTb | MOTMBYHOTb X He AuLle NeKuii, NpakTUYHi
3HATTA, @ W XWUTTEBI NO3ULIA | NpUKAag pektopa Tex. bo X HIXTO He BIAMIHAB TBEPAXKEHHS, WO
BiZAMOBiJaNbHe | HALLIOHANbHO CBiJOME, MOBHOLIHHE | NMPaBW/bHE CTaBAEHHA A0 XUTTA 6aTbKiB B
ouax AiTen — HarKpaLle BUXOBaHHS.
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[o uboro, AojaeEMO LWe ogHe, WO npo3Byyano B YopHyxax [NontaBcbkoi obnacTi,
HanepeaoaHi 300-pivusa Mpuropis CkoBopoaw. lMicna npuizay Tyan IBaHa MpuLLieHKa Ha CTOpPiHKaXx
MiCLLeBOI ra3eT Oro Ha3Baau ciBayem fobpa. bo byB He NPOCTO rocteM — B3AB aKTUBHY yyacTb
y nigrotoBui Ao toBineto. lMiacTaBUB CBOE Ta YHIBEPCUTETCbKE Maeye He ue 3 noBarn Ao
yKpaiHCcbkoro ¢inocoda, noeta, Myapeus 3i CBITOBMM iM'sIM, @ M B iHTepecax CTyAeHTiB, Wwob
Kpale 3acBoroBann Ginocodito «noBUA NTALWKW WwacTa». Agxe gatm — ue He avwe undpw, a
BLUAHYBaHHA 3p06AeHOro AN NtoAeN. 3Baxkaroum Ha Le, i FOBOPMMO Npo BHecok pektopa KHYT/,
y CTaHOBJEHHA YHIBEpPCUTETY, NOMynsipu3auito YKPaiHCbKOI BWLOI OCBITM Yy CBITI, Ta B
€KOHOMIYHMI PO3BUTOK HALLOI Aep>XaBWu Ta BaXKaeMO MOMY HOBMX AOCATHEHb, abu nNpopocTanu
AaTV HOBUMW 3406yTKaMu i NiAKOPEHUMU BePLUMHAMMW, HOBUMW iAefMU | 3BEpPLUEHHAMWU ANA
PO3BUTKY YHIBEPCUTETY, CTYAEHTCTBA, YHIBEPCUTETCbKOI POAMHM Ta HEHbKM YKpaiHu!

Mukona lNempyuweHko
3acay>keHuli xypHanicm YkpaiHu

HanepedoOdHi OHA HapoO>keHHs, npu Haz200i
xo4yemo nodsakyeamu leaHosi Muxaiinoeu4y

3a mydpicme, HadiliHicme i danexkoanadHicMeo.
3u4yumo Bam miyHo20 300poe’sa, HacHaau i HaMXHeHHsA
0/19 BUKOHAHHA Hallea)k/ueiwoi micii Ha 3emni
HABYAHHSA | BUXOBAHHA M0/100i

ma 38u4aiiHo > Hosux idell, e8idkpummie

ma docsAzHeHb y Haykosil diasbHocmi!
Likasux, eiopadrxeHb i nodoporxeli Bam

ma mensux i 3amuuwiHuUxX

paHkie i seqopie y poOuHHOMY KoJi!

Konekmue KHYT/
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