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AWHAMIKA 30POBOI0 BAYEHHA
XYAOXHUKA 'Y TBOPAX XXMUBOMUCY
XV-XIX CTONITb

Memuoenko O. 1. /lunamika 30po6ozo GaueHHA Xy-
ooxcnuka y meopax scusonucy XV-XIX cmonime.
Ipsva ninitina nepcnekmuea — ye 6u0 NEPCNEeKMue,
PO3DAX06AHULL HA HEPYXOMY MOYKY 30pY Md NPUNYCKAE
€0UHY KPANKy cxo0dy Ha niuii 06pito (npeomemu 3meH-
WYIombCsi NPONOPYItIHO 8 Mipy 8UdALeHHs iX 6i0 nepe-
OHbo2o nnany). Teopia ninitinoi nepcnexmugu enepuie
3’sgunacs 8 Amb6poosico Jlopenyemmi ¢ XIV cmonimmi,
a 3108y 8oHa Oyna pospobnena 6 enoxy Biopodocenns
(Bpyuennecki, Anvbbepmi), Tpynmysanacs Ha NpoCmMux
3AKOHAX ONMUKU U 4Y0080 NiOMEEPOINCYBANAC NPAK-
MUKOIO.

XyoooicHuku y pisHi yacu npazuyiu 00pazomeopyu-
MU 3acobamu nokazamu Hcumms, nooym moOuHu, K
MOJICHA wiupute [ NosHiule, CMEOPUMU XYOOICHIU Ji-
monuc miei’ yu iHwoi enoxu modcmea. 3acmocysanhs
Y MBOPAX HCUBONUCY KITbKOX MOUOK 30pY OAN0 MOKC-
AUBICMb NOBHIWE POSKPUMU CIOXHCEM MEOPY, 0XONUmu
noziadom npedmem 3 KilbKOX MOYOK 30Dy, CIMEopumu
obpas.

Y ecmammi spobaeno ananiz 3acmocysanna y meopax
JHCUBONUCY KINILKOX MOYOK 30pY Ma OUHAMIYHO20 30Dy
Ha 06 ’exmu 300padicents 32i0HO 3 MEOPUUM 3A0YMOM
XYO0JICHUKA.

Knrwuoei cnosa: ounamixka 30po6oco noensidy, pizmi
MOYKU 30pY Y HCUBONUCHOM) MEOPI

Jemuoenko A. H. /lunamuka 3pumensnozo eudenus
Xy0oxycHuKka 6 npouseedenuax xincugonucu XV-XIX
cmonemuii. Ilpsivas nunelinas nepcnekmuea — 3mo
6UO NEPCNEKMUBLL, KOMOPbIU PACCYUMAH HA HeOBU-
HCUMYIO MOYUKY 3DEHUsL U NPEONoNazaen eOunyo mouKy
€X00a HA TUHUY 20PUZOHMA (NPEOMENbL YMEHbULAIOMCSL
NPONOPYUOHATILHO O Mepe YOaeHUs UX om nepeonezo
nnana). Teopus nunelinol nepcnekmugsl enepevie no-
sasunace 8 Amopooaico Jlopenyemmu ¢ XIV cmonemuu,
a crosa ona 6vuia paspabomana 6 snoxy Bozpooicoe-
nust (bpynennecku, Anvbepmu), ocnosvisanacey Ha npo-
CMbIX 3aKOHAX ONMUKU U YYOECHO NOOMEEPIAHCOANACD
NPAKMUKOU.

Xyoooichuku 6 pasHvie gpemena cmpeMunics u3oopa-
SUMETbHLIMU  CPEOCMEAMU  NOKA3AMb  HCU3Hb, Oblm
YeNoBeKd, KaK MOJCHO wiupe u NnoiHee, co30amb Xy-
00JICECMBEHHYIO JIeMONUCy MOU WU OpY2ou INOXU
uenoseuecmea. Ilpumenenue 6 npou3BeOeHUsX HCuso-
NUCU HECKOTbKUX MOYeK 3PeHusi 0aio 603MONCHOCb
nonHee packpblmb CIOdHCEm NPOU3BEOeHUs, 0X8AMUMb

Peuensenr crarri: KoBans JI.M., KaHauaaT MEUCTELTBO3HABCTBA,
JOLeHT Kadenpu «/luzaiin», 3amopi3bKuil HallOHAIBHUH
TEXHIYHUN YHIBEPCUTET

63215100M npeoMen ¢ HeCKONbKUX MOUeK 3PEHUs, CO3-
damb 0bpaz. B cmamve coenan ananus npumeHeHus 8
NPOU3BEOCHUAX IHCUBONUCU HECKOTbKUX MOYEK 3DeHUs]
U OUHAMUHECKO20 3PEeHUsl HA 00beKMbl U300PaAdNCEHUs.
CO2NACHO MBOPHECKOMY 3AMBLCILY XYOOUCHUKA.

Knroueevie cnosa: ounamuxa 3pumenbHoco SM()EHM}I,
pasnvle mo4Ku 3peHUsl 6 HCUBONUCHOM npous’ee()eﬂuu.

Demidenko A. Artist’s vision dynamics in XV-XIX
centuries’ paintings.

Straight linear perspective is the kind of perspective for
immovable line of sight, with a single vanishing point
on the horizon line (objects decrease proportionally
while they become distant from foreground). Ambrogio
Lorenzetti worked out the straight linear perspective
theory in the XIV century. In the Renaissance it was
elaborated by Brunmelleschi and Alberti. This theory
was based on common laws of optics and was con-
firmed by practice.

At all times artists have aimed at depicting man's ev-
eryday activities and mode of life in the most thorough
manner, thus creating the artistic history of humanity.
Several lines of sight used in painting let the possibility
to reveal the plot, to look at the object from different
lines of sight and create the image.

Incorporation of some lines of sight in painting has
been analyzed in the paper. In addition the author lays
emphasis on dynamic vision of the image following the
artist’s conception.

In the 15th and 16th centuries artists were eager to
learn the new oil-painting technique. In about 1413 a
contemporary of Ghiberti, Filippo Brunelleschi, dem-
onstrated the geometrical method of perspective, used
today by artists, by painting the outlines of various
Florentine buildings onto a mirror. When the building s
outline was continued, he noticed that all of the lines
converged on the horizon line. According to Vasari,
he then set up a demonstration of his painting of the
Baptistery in the incomplete doorway of the Duomo. He
had the viewer look through a small hole on the back
of the painting, facing the Baptistery. He would then set
up a mirror, facing the viewer, which reflected his paint-
ing. To the viewer, the painting of the Baptistery and the
Baptistery itself were nearly indistinguishable.

Soon after, nearly every artist in Florence and in Italy
used geometrical perspective in their paintings, notably
Masolino da Panicale and Donatello. Donatello started
sculpting elaborated checkerboard floors into the sim-
ple manger portrayed in the birth of Christ. Although
hardly historically accurate, these checkerboard floors
obeyed the primary laws of geometrical perspective:
the lines converged approximately to a vanishing point,
and the rate at which the horizontal lines receded into
the distance was graphically determined. This became
an integral part of Quattrocento art. Melozzo da Forlu
first used the technique of upward foreshortening (in
Rome, Loreto, Forlw and others), and was celebrated
for that. Not only was perspective a way of showing
depth, it was also a new method of composing a paint-
ing. Paintings began to show a single, unified scene,
rather than a combination of several.

Melozzo s use of upward foreshortening in his frescoes
at Loreto

Pietro Perugino s use of perspective in this fresco at the
Sistine Chapel (1481-1482) helped bring the Renais-
sance to Rome.
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As shown by the quick proliferation of accurate per-
spective paintings in Florence, Brunelleschi likely un-
derstood (with help from his friend the mathematician
Toscanelli), but did not publish, the mathematics behind
perspective. Decades later, his friend Leon Battista Al-
berti wrote De pictura (1435-1436), a treatise on prop-
er methods of showing distance in painting. Albertis
primary breakthrough was not to show the mathematics
in terms of conical projections, as it actually appears to
the eye. Instead, he formulated the theory based on pla-
nar projections, or how the rays of light, passing from
the viewers eye to the landscape, would strike the pic-
ture plane (the painting). He was then able to calculate
the apparent height of a distant object using two similar
triangles. The mathematics behind similar triangles is
relatively simple, having been long ago formulated by
Euclid. In viewing a wall, for instance, the first triangle
has a vertex at the user’s eye, and vertices at the top
and bottom of the wall. The bottom of this triangle is
the distance from the viewer to the wall. The second,
similar triangle, has a point at the viewer s eye, and has
a length equal to the viewer s eye from the painting. The
height of the second triangle can then be determined
through a simple ratio, as proven by Euclid. Alberti was
also trained in the science of optics through the school
of Padua and under the influence of Biagio Pelacani
da Parma who studied Alhazen's Optics (see what was
noted above in this regard with respect to Ghiberti).
Piero della Francesca elaborated on Della Pittura in
his De Prospectiva Pingendi in the 1470s. Alberti had
limited himself to figures on the ground plane and giv-
ing an overall basis for perspective. Della Francesca
fleshed it out, explicitly covering solids in any area of
the picture plane. Della Francesca also started the now
common practice of using illustrated figures to explain
the mathematical concepts, making his treatise easier
to understand than Alberti’s. Della Francesca was also
the first to accurately draw the Platonic solids as they
would appear in perspective. Luca Pacioli’s 1509 De
divina proportione (On Divine Proportion), illustrated
by Leonardo da Vinci, summarized the use of perspec-
tive in painting.

Perspective remained, for a while, the domain of Flor-
ence. Jan van Eyck, among others, was unable to cre-
ate a consistent structure for the converging lines in
paintings, because he was unaware of the theoretical
breakthrough just then occurring in Italy. However he
achieved very subtle effects by manipulations of scale in
his interiors. Gradually, and partly through the move-
ment of academies of the arts, the Italian techniques
became part of the training of artists across Europe,
and later other parts of the world.

The culmination of these Renaissance traditions finds
its ultimate synthesis in the research of the architect,
geometer, and optician Girard Desargues on perspec-
tive, optics and projective geometry.

Keywords: vision dynamics, multiple lines of sight in
painting.

IMocTanoBKka mpoOJeMH. XyIOKHUKH Yy pi3HI
YacH TIparHyju oOpa3oTBOPYMMH 3aco0aMM MOKa3aTh
KUTTS, IOOYT JIFOJWMHY, K MOXKHA IUPIIE 1 MOBHIIIE
CTBOPHUTHU XYA0XKHIH JITOMUC Ti€l YU 1HIIOT €TI0XH JIFO-
CTBa. 3aCTOCYBAHHS Y TBOPAX KUBOIKCY KIIBKOX TOYOK
30py JAJI0 MOXKITHUBICTh MTOBHIIIIE PO3KPUTH CIOXKET TBO-
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PY, OXOIIUTH MOTJIAIOM IPEIMET 3 KUTBKOX TOUOK 30DY,
CTBOPUTH 00pa3.

3B’5130K po0OTH 3 HAYKOBUMHM Ta NPAKTHYHUMH
3apIaHHAME. J[OCIiDKeHHS MPOBECHO B paMKax Ha-
YKOBO-710CIiIHOT podoTtH kadenpu «Auzaitn» 3HTY 3a
Temoro: «Konmerrist 00pasy B Iu3aiiH-TIPOCKTYBaHHI».

AHaJti3 ocTaHHIX qocaigxKeHb i myomikauiii. Ic-
TOPUYHUMH aCHEKTaMH Yy BUBUYCHHI JAaHOTO IHUTAHHS
3aiimanucs Taki HaykoBi sik JI. @. XKerin, npobGiemamu
TOYHOCTI mepenaadi 00’ekra 3 HaTypu 3aiimanuch Mike-
nankeno, A. Jropep, Uuctakos Ta inmi. CydacHi go-
cmmpkenns: O. B. ITonraBens-I'yiina, H. 1. Kaprenko-
Ba, O. I. Jlemunenko, H. H. Anicimos, H. C. Ky3Henos,
A. @. Kipisios.

Merta cTaTTi — aHaii3 CTBOpeHHs o0pa3y y 00-
pazoTtBopuomy MuctenTBi XV—XIX CT., 30KpeMa y xKu-
BOITUCY.

Bukiaag ocHOBHOro Martepiajay AOCTiT:KeHHS.
[Iporec BimoOpakeHHS TpPeaMETy B 00pa30TBOPUOMY
MHCTEITBI, K 00 €KTy pealbHOTO CBITY, IPYHTYEThCS
Ha 30pOBHX BimuyTTax. CrpuiiMarodu rpymy mnpeame-
TiB, XyJJOXXHHK HE MPOCTO KOHCTATy€ Ti UM iHILI Ipej-
METH Ha IOJIOTHI, TOTIIAA XYIOXKHHUKA OXOILIIOE BECh
MOTHUB y €IUHOMY IiToMy. JKUBOIIIC 3aBKAN TPAarHyB
JI0O CHHTE3Y, OCATHEHHS 300paKCHHS sSK HAWIOBHIIIE,
O1UTBIII BUPa3HO, CKACOBYIOYH BCE BUIIAIKOBE.

B enoxy BiapomxeHHs iTaniiicbKi XyqOKHUKH 1 ap-
XITEKTOpH PO3POOHIH MPUHIIUITN MPSIMOI TIEPCIEKTUBHL.
Jo nporo Oyno 6arato BUAIB NMEPCIEKTUBU: Mapaiesib-
Ha, JIe TpaHi MpeaMeTa, Mo BiIoOpakyeThCs, 30BCIM HE
MalOTh TOYKHU CXOAY (APEBHBOETHIIETCHKE MHUCTEITBO),
3BOPOTHA, IO TOCHJICHO CXOIHUTHCA (IaBHBOPYCBHKE
MHCTELTBO), a TakoXK 3MitaHi. [IpsiMa nepcrekruBa 380-
JIAJIACH JI0 €JTMHOI, HEPYXOMOI TOUKH 30PY 1 TOUKH CXO.LY,
sKa 3HaXOAUTKCS Ha 00piro. [IpoTe, ko npoaHasisysa-
TH poboty maiicTpiB XV—XIX cToniTh, MOXXHA BUSBUTH
MOPYIICHHS IPSIMOT IIEPCIECKTHBH.

B takux TBOpax, sk «Cearuit Mocum» Kammena
(1425), «Taemna Beuepsi» Enb I'pexo (1586), «Hatrop-
MOPT 3 KomukoM it ppykriey Ceszana (1890), «Cobop
B Osepi» Ban lora (1890), «Hiune kade» Ban Tora
(1888), «Cmanmpus xynoxxauka B Apne» (1888) crocre-
piraeThcsi KiIbKa TOYOK 30pY, caMme I 1 € TPUKIaIoM
JUHAMIYHOTO OaueHHs XyJT0KHUKA Ta BIIXWICHHSIM BiJl
OpaBUII MPSIMOT MEPCIIEKTHUBH.

Jlnnamika 30poBOro MOJISIAY Tiepen0adae JeKisib-
Ka To4oK cxony. [lpu nunamini 3opoBoro norsaay (0a-
YeHHS) XyJO0XKHUKa, PEMET a00 00’€KT OXOILTHOETh-
¢Sl 3 JICKUIBKOX CTOPiH, CTBOPIOIOYH TIPH ILOMY O1ITBIII
PO3IIUPEHi BpakKeHHS Bl XapaKTEPHUX 0COOIMBOCTEH
npeaMeTa 4 00’ €KTa.

VY HBOro 3poOJeHO TMOJOTHO OIBIIOTO PO3MIPY
3 CUIBCHKOIO IICPKBOIO, Ha SIKOMY OYHIBIJISI BHIJISJAE
JUTYBaToO Ha T Heba, sIKe Ma€ SICKpaBHH TIIMOOKO-
CUHIM KOJIIp YACTOTO KOOanbTy. BikHa 3 KOJILOPOBOTO
CKJIa CXOXI1 Ha TUISAMH YiIbTpaMapuHy. [IokpiBiis JijoBa,
MicCIsIMH ITOMapaHyeBa. Ha nepeqHpoMy IiaHi miMaTo-
YOK KBITY4Ol 3€JIeHi 1 pOXKEBUHA y COHSYHOMY CBITII
nicok. Ile maiike Tex came, IO ¥ €TION 31 CTapOIO Be-
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XOAOM

Touka cxoay 1

Touka cxoay 2

Touka cxoay 3

Puc. 1. «lleprsa 6 Ogepi» Ban loea, 1890 p., n., onis, myzeii Opce, [lapuoic

JKEI0 Ta IIBHHTApEM, SIKWiA BiH poOuB y HroeHeHi, 3a BU-
HSATKOM TOTO, 1110, HaIlleBHE, KOIIp 3apa3 Oiiablll BUpa3-
HMH, OLIbII OaraTHid.

Axmo mnopiBasTH (oTto uepkBu B OBepi 3
oJHOIMeHHUM TBOpoM Baw ['ora, MoxkHa 4iTKO mMo6auu-
TH MIPUKJIA] JHHAMITHOTO 30pPOBOTO OaYCHHS XYI0KHH-
Ka: DIsAAa4 CrocTepirae codbop 3 TPhOX CTOPiH, TOOTO
Oinble, HK MIr Ou MoOauuTH y HpsSMii MepcreKTHBI
(puc. 2). Taxum 4MHOM, Pi3Hi TOUKH 30pY JOMOBHIOIOTh
Bpa)KEeHHS BiJl BEIMYHOCTI i€l criopynu.

Ce3aH BBaXA€TbCS ONHUM 3 HEMEPEBEPIICHUX
MaHCTpiB HaTIOpMOpPTY. [IpeaMeTH Ha KapTHHI 3HAXO-
JAThCS y AyXKe HecTiikoMy mojoxkeHHI. Ha mpaBomy
Kparo CTOJNy MPEAMETH Y CKIIaJHIi MepCHeKTHBI. ABTOp
BHUKOPUCTOBYE TOMBINHY MEPCIEKTUBY OKPIM MPSAMOI,
TaK 3BaHy MapajeibHy, sIKa YTBOPIOETHCS, KOJIU
napajebHi JiHiT 300pakyBaHOTO MpPeIMETY 30BCIM He
MalOTh TOYKHU cxomy (puc. 3).

Hanpuknan: y IpeBHBOETUIIETCHKOMY MHCTELTBI
KpHIIIKa CTOIY 300paxeHa y BUNNISAI BEPTUKAIBHO I10-
CTaBJICHOI'O MPSIMOKYTHUKA. 3aBISIKM BHUKOPHUCTAHHIO
JEKITBKOX TOYOK 30Dy, XYAOKHUKY BIANOCS MOKa3aTu
HE TUIBKH CTiJ 3 PO3TAlIOBAHUMH HAa HHOMY TpeaMe-
TaMU Ta KOIIMKOM 3 ()pYKTaMH, a i iHTep’ep KIMHATH
(puc. 4).

B cBOEMY TBOpI XyMOXKHHUK MOKA3y€ 3 Pi3HHX TO-
YOK 30py CTiJI, Ae 6araro iHCTPYMEHTY, CTENIo Ta OymiBmi
CepeIHbOBIYHOTO €Bporeiicskoro Micra. lle mae 3mo-
ry Gigbmn moBHO moGaumtH xuTTA Csitoro Mocuma,
PO3IOBICTH JIe BiH MPAItOBaB, )KUB 1 UM 3aliMaBCsl.

VY TpunTHXy 06arato JeTalbHUX APiOHHIIb: KOBaHI
MiJCBIYHUKH, 037100NCHUI BizepyHKaMHU TOSC apXaH-
reia, a 3a BIAKPUTHM BIKHOM, Yy IPOCTOpPi MiCBKOTO
nei3axy — JIOAH, i HE TITBbKU HAa BYIHUILIX, a Ie U Y
JaBIi, 1€ B TEMHHUX ABEPHUX IIPOXOIAX BHIHIFOTHCS CH-
nyeTH. MHIIOJIOBKH Ha CTOJMI 1 32 BIKHOM, IOCTaBJICHI

Puc. 2. ®omo yeprsu 6 Ogepi
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Touka cxogy 1

Nocurom, HiOH MiACHIIOIOTH CIIOBA OJaKEeHHOro AB-
TYCTHHA IIPO Te, o xpecT [ocnoga — 1e MUIIOoNIOBKa
TS TUsiBOia. B 1IbOMYy HEBEIMKOMY TPHITUXY BHKJIA-
neHo HoBo3zaBiTHy icTopiro (puc. 5).

Ile omana 3 mepmux WOro podIT OJIIEI, 10 IMBOTO
BiH IIHCAaB TEMIIEPOIO Ha JIepeB’ THUX JIoIKax. « TaeMHa
Beueps» Tak 1 He Oynaa 3aBeplIeHA XyZOXKHUKOM. 3a
MaHepo BUKOHAHHs BOHA OiM3bKa 10 MOAEHCHKOTO
TPUIITHXY, BUKOHAHOTO B TOH e 4ac. B 11iif po6orti me
JIOCTaTHHO MPOPOOIIeHa ePCIIEKTHBA, (PIrypu 3aBMep-
JIY B HENIPHUPOJIHUX MO3aX.

Iyma posramryBaBcsi B Oe3mocepeHiil OIHU3bKOCTI
BiJ IIsiZia4a i CBOIM YOPHUM OJISITOM Pi3KO BUIIIAETHCS
13 3araJbHOI YepPBOHO-OXPHUCTOT KOIBOPOBOI raMMH, SIK
1 Ha pociiicekux ikoHax X VII cT.

201

Touka cxopy 2

Puc. 3. «Hamwopmopm 3 xowiurxom
ons ¢ppykmisy I1. Ceszana, 1890 p., n.,
onis, Iapuowc, myseii Opce

Pi3Hi TOUKH 30py AaIOTh 3MOTY OiIBII TOBHO PO3-
KpUTU Bce [iiicTBO, 300paxkeHe Ha KapTuHi. Insmau
0aunTh TpeAMETH, IO CTOSTH Ha CTOMi, Ta BCIX YYHIB
Xpucra (puc. 6).

Ha nosoTHi 300pakeHo MpUBOK3aIbHE Kade MicTa
Apis, moOpe 3Hailomoro xymoxHHKY. Y «HigHomy
kage» BiH 3poOuB crpoly BimoOpazuTu Micle, e -
JMHA IyOUTh caMoro cebe, CXOUTh 3 PO3YyMy, YU CTa€
3noxieM. [IparnyB Bupasutu 3ryOHY HPHCTPACTbh, KA
pyxae JIOIbMH, 32 JOIOMOTOI0 YEPBOHOTO Ta 3€JICHOTO
KOJILOPIB.

Kaptura mnpoHHM3aHa TEIDIMMH KOJBOPaMH, 3
[IepeBarolo KOBTOTO, KU Mepefae 3aAUMIICHY 1 Ipo-
KypeHy arMmochepy 3akmangy. Takox NepCHEKTHBU
OIBAPIHOrO CTONY Ta CTUIBIIB MAalOTh Pi3HI TOYKH



BICHUK MucTeuTBO3HaBHI Ta KymnbTYPONOriYHi acnekT AnsanHy 1

Puc. 4. «Ceamuii Hocuny
P. Kamnena, uacmuna mpunmuxy
«bnazosiwyennsy (puc. 4).

Touka cxopy 2

7~} i e F e

Touka cxogy 1

Puc. 5. «Taemna seuepsa»
Env I'pexo, 1586 p., n., onis,
bononcvka nayionanvna
KapmuHHa 2anepes
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Puc. 6. «Hiune xagey
Ban I'oza, 1888 p,
n.,071i51, XYOOJICHSL
eanepes Henvcokozo
YHigepcumemy

. Touka cxoay 1

Toyka

Puc. 7. «Cnanvns
Xyooocrnuka 6 Apney,
1888 p., n., onis, myseu
Ban I'oca, Amcmepoam



BICHUK
XAADLM

CXOJTy, IO TiICHIIOIOTh HETaTUBHY arMocdepy, BUKITH-
Karouu OUTBIN pO3IIMpeHi BpaxkeHHs B kade (puc. 7).

Lo xaptuHy, mo 300paxkye iHTEp’€p WOTO
cnanbHi, Ban Tor nanmcaB y 1888 p. V neit gyac xy-
JIO’)KHUK 3HAXOJUBCS Yy MiJIHECEHOMY HACTpOi, YeKaro-
yn pudyTTst B Apib [lons [orena, pazoM 3 kUM BiH
CTIOJIIBABCSI 3aCHYBATH IOCCJICHHS XYNOXXHUKIB. JuB-
JSYHACh Ha KapTHHY, MOXKHA MHCJICHO BiAMOYUTH, 0O
IIMPOKI JIiHII MeOJiB CTBOPIOIOTH BIAYYTTS CIOKOIO 1
BpiBHOBaxkeHOCTI. TiHI Ha miI03i 1 HA THIIUX YacTH-
HaX KaPTUHH TOM SIKIICHI, K Ha AIMOHCHKUX €CTaMIIax.
s xapTuHa € koHTpacToM 110 «HiuHoro kade», mporte
MePCIIeKTHBA CTIH KIMHATH, MeOJIIB 1 KApTHH Ha CTIHAX
MaloTh Pi3HI TOYKU CXOMAY, 3HAXOASATHCS B JIUHAMIIIL,
HE 3aCTHIJi, CTBOPIOIOYM IUM pO3IMUpEeHUi obpa3
KIMHATH.

BucHoBkn. TakuM YUHOM, CHpUHMAOUYU TIpy-
My MOpPeIMETiB, XYIOXXHHK HE IPOCTO KOHCTaTye Ti
Yy iHII KOJIPHI 1 TOHOBI CHIBBIJHONICHHS, a NIyKae
TapMOHII0, XapaKTep KOJIIOPHUTY, 3aralibHUi TOH, 00-
pas, a MOYyTTS XYIOKHHUKA BHOCSTH HEOOXIHI 3MiHH
o mpaBuil. Crioyatky y MHTIS € TBOPYii 3amaym, 00-
pas, 1 XyZ0)KHUK 3BEPTAETHCS O THX YU iHIIUX 0o0pa-
30TBOPYUX MPHUHOMIB Ta MpPaBWI, ajie iIHKOJH ITHOPYE
HUMH. [lnHaMiuyHe GaueHHS XyIOXKHHKA (IEKiIbKa TO-
YOK 30py), Hajiae OuIblIe 3MiCTy MOOa4eHOMY, IIHpIIe
MOKAa3ye 3alyM MUTIIS.
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