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XYIOXHIWA PEHOEPIHT
AK IHCTPYMEHT NEPETBOPEHHA
30BPAXAIIBHOIO NPOCTOPY

Anghvoposa 3. 1. Xyooxcuiii pendepine axk incmpy-
MeHm nepemeopeHHs 300pajrcanbHo20 Npocmo-
py. Tlpoananizosani nybnixayii, y sKux 00C1i0NHCEHO
830E€M038 "S130K Midic Mopghonocicio chepu 6i3yanbHozo
ma HOBIMHIMU 3MIHAMU Y CMBOPEHHI 300padicaibHO-
20 npocmopy. Pozensinymo ocobausocmi HOSImMHb020
IHCmpyMeHmy, wo 0036014€ nepemeoplosamu 300pa-
HCATBHULL NPOCMIP, — XYOOAHCHb020 perdepiney. Oxa-
PAKMEPU308AHO TeHe3y BUHUKHEHHS XYOOXHCHbO2O PeH-
Oepiney sAK nepyenmugHoi npoexyii 8i003epKanenHs
emnipuynoi pearvnocmi. Onucano HOGIMHI XYOOJUCHI
dopmu ma eupasni 3acobu sizyanvhoi cghepu. Buss-
JIeHO, W0 HUHI HASGHI npoyecu K mpaucepecii, max i
CUHepeii 8 nepemeoperHti 300paXCcanrbHO20 NPOCMOPY.

Knrwouoei cnosa: nepomopeanicmuunuil, Xy0oxcHitl
penoepine, 300padicanbHuti npocmip, mopgonoeis cge-
PU BI3YAILHO20, BI3YANIbHI XYOOICHT hopMU.

Angeposa 3. H. Xyooscecmeenuwlii penoepune
KAK  UHCHIDYMEHm  UBMEHEHUA  U300pa3ument-
Ho020 npocmpancmea. [Ipoananusupoeanvi — ny-
b6nuKkayuy, 6 KOMOPbIX UCCIeOYemcsl CB53b MeNCOY
mopghonoauell  chepvl  8U3YaANLHOZO U  HOBEUUUMU
USMEHEHUAMU 6 CO30aHUU U300PABUMETbHO20 NpO-
cmpancmesa. Paccmompenvl ocobennocmu Hoseliuie2o
UHCMPYMEHMA, NO3601AI0Ue20 USMEHAMb  U300pa-
3UMeNbHOe NPOCMPAHCMBO, —  XYOOICECBEHHO2O
penoepurea. OXapaxmepusoéan 2eHe3UcC NoAGLEHUs
XYO0JICECMBEHH020 PeHOepUHed KAK NePYenmueHoll
npoeKyul  OMpaAdiCeHus:  IMRUPUYECKOU  PeanbHOC-
mu. Onucanvl Hoseliuiue XyoodcecmsenHvle opmbl
U bIpasumMenbHble CPeoCcmsea BU3VATLHOU  cepbi.
Boisigneno, umo ce2odus cywjecmeyiom npoyeccol Kak
mpancepeccull, max u CUHep2UuU 8 UsMeHeHuU u3oopa-
3UMENbHO20 NPOCMPAHCMEA.

Knrouesvie cnoea: Heghomopeanucmuunblil,
Xy0ooicecm@ennbill  peHoepune,  uzobpazumenvhoe
npocmpancmeo, mopgonozus  cepvi  8U3VAILHOZO,
BU3YANIbHBLE XYOOHCECHBEHHbIE (YOPMbI.

Alforova Z. 1. Artistic rendering as a tool for con-
verting visual space. The modern conversion of visual
forms is the issue of vital importance in the theory of
art criticism, as morphological transformations are a
sign of the changes in the practice of figurative and re-
quire urgent thorough understanding. At the heart of
morphological changes there have always been at least
two questions: firstly, how does the artist change the
figurative space of visual form in the specific historical
age (what means of expression does he use) and sec-
ondly, to what extent do these changes reflect the em-
pirical reality? Realism as an art style and movement
in the fine arts has always been visible and pervaded
the full range of visual through the ages, funding every
time the human conceptualizations of social realm (the
empirical reality). The artist’s embarrassments from the
performance of extreme subjectivity in the image to the
appearance of hyperrealism have always been signifi-
cant. Nowadays it is relevant to determine what arsenal
of expressive means a modern artist can use and how he
reflects the empirical reality with these means.

The aim of the article is to explore the significance of
artistic rendering as a tool for converting the visual
space of contemporary visual forms. The author de-
scribes the genesis of the appearance of artistic ren-
dering as a perceptual projection reflecting empirical
reality and the latest art forms and expressive means of
visual sphere.

The article analyzes the publications in which the link
between the morphology of the visual sphere and the
latest developments in the creation of visual space are
explored. The paper considers the specific features of
artistic rendering as the newest tool for converting vi-
sual space. The article describes the genesis of the ap-
pearance of artistic rendering as a perceptual projec-
tion reflecting empirical reality and the latest art forms
and expressive means of visual sphere. It is revealed
that there are the processes of transgression as well as
synergy in converting the visual space these days.
Novelty. The paper presents an attempt to identify “ar-
tistic”, “non-photorealistic rendering” as an effective
conversion tool of figurative space and the core of mod-
ern morphological changes in the visual sphere.

The practical significance. The research has important
implications for understanding the modern morpholog-
ical changes in the visual, the instrumental system of
these changes that ensures the presence of its two mu-
tually antithetical trends: transgressive and synergetic.
Research Methodology. The author analyzes the pub-
lications in which the link between the morphology of
the visual sphere and the latest developments in the cre-
ation of visual space are explored. The article provides
a detailed examination of the scientific research results
by Durand F., Landsdown J., Schofield S., Yerokh-
inS. V. etc.

With the introduction of photography in the mid-nine-
teenth century, a new morphological link appeared in
the visual, which was ontologically focused on a realis-
tic image. A photographic image became “a chronicle”
of the empirical reality, embodying its artistic projec-
tion for its “total realistic”. Shortly after when expres-
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sive means of photographs were diversified, it became
possible for the artists-photographers to move away
from “total realism” and create a so-called “artistic
photography” with its morphological formations —
types, genres and forms.

From the middle of the twentieth century the reverse
trend was formed in the United States and other coun-
tries. The artists tried to imitate the action of the
camera in an effort to reflect the empirical reality.
Photorealism, or hyperrealism, was originated in the
traditional art. The next stage in the transformation of
figurative space became non-photorealistic rendering
(Eng. “Non-Photorealistic Rendering”), the theoretical
and practical foundation of which was laid in the last
quarter of the twentieth century. A new route forward of
realistic tendencies morphologically took shape within
the computer graphics. The term “rendering” (Eng.
“performance”, “interpretation”) is used as a “com-
puter”, “digital performance”. There are two types
(tvpologies) of artistic rendering. Concerning the first
typology, it includes the object-dimensional and hybrid
methods. As regards the second typology, it includes:
image processing methods and methods for modelling
physical processes. In fact, the practice of modern com-
puter graphics shows that for the creation of figurative
space in an automatic mode the means and methods of
the first typology group are used and to create “interac-
tive” paintings (images) one applies the second typol-
ogy group. Each typology group has its own creation
algorithms and uses different models.

Results. The paper considers the specific features of
artistic rendering as the newest tool for converting vi-
sual space. It is revealed that there are the processes of
transgression as well as synergy in converting the visu-
al space these days. The study has confirmed that three
groups of artistic forms, grounded on the “artistic”,
“non-photorealistic rendering”, provoke a specific
synergy between static morphological formations and
processual (dynamic) morphological formations in the
field of visual, bringing together not only the morpho-
logical level, but also virtual and real figurative space,
three-dimensional and two-dimensional images. These
morphological transgressions provide the nonlinearity
of the entire visual sphere in modern times. It should be
noted that the “artistic”, “non-photorealistic render-
ing” implement various methods of the construction of
perceptual projection on the energy level and represent
the full range of opportunities for a modern artist to
perform a visual representation of reality: from hyper-
realistic to extremely pseudoreal.

Keywords: non-photorealistic, artistic rendering, vi-
sual space, the morphology of the visual sphere, visual
art forms.

MMocranoBka nmpodaemu. CydacHe MepeTBOPEH-
H# Bi3yanbHOI (hOpMHU — Lie HallakTyanbHia npooie-
Ma Teopil MHUCTEUTBO3HABCTBA, a[ke MOpQosoriyHi
TpaHchopmallii € 03HAKOIO 3pYIICHb Y MPAKTHII 300pa-
KAILHOTO 1 MOTPEOYIOTh HArallbHOTO TEOPETHYHOTO
OCMUCIICHHS. Y TEHTPi MOP(OJOTIYHUX 3MiH 3aBXKIU
MOCTaBaJM NIOHAWMEHIIE ABI MpPOOJIEeMH: TMO-TIepIIle,
SKMM YHHOM XYTOXKHHK 3MIiHIOE€ 300pakaldbHUHA Mpo-
cTip Bi3yasibHOi ()OPMU B KOHKPETHY ICTOPHYHY J00Y
(sxi BHpa3Hi 3acO0M BiH BHUKOPHCTOBYE), IO-IpYTE,
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HACKIJIBKH 11 3MIHH BiIOOpaXaroTh EMIIPUYHY peallb-
HicTh. Peaiiam sk XymoxkHil cTHIIb 1 HanpsM y 300pa-
JKaJIbHOMY MHUCTELTBI 3aBXI1 OyB HasBHUI 1 «IIPOHHU-
3yBaB» yCI0 cepy Bi3yalbHOTO Kpi3b BikH, QyHIyrOUn
1I0pa3y YSABJICHHS JIOJUHU PO OTOUYIOUY i1 AICHICTD
(emmipuuHy peanbHicTh). «KonmuBaHHS» XymTOKHUKA
BiJl TIPOSBIB KPaHBOT'O Cy0’€KTHBI3MY B 300paskeHHI
JI0 BUHHKHEHHS TineppeaniaMy Oyiy 3aBXIu CYTTEBH-
Mu. Huni HaOyBa€e akTyaabHOCTI HEOOXITHICTh BU3HA-
YHUTH, KU apCeHaN BUPa3HUX 3aC00iB MOXKE BUKOPHUC-
TOBYBAaTH CY4YaCHUH XyIOXHUK 1 SIK BiH BiAJ3epKaIIIO€
IUMH 3aC00aMU EMITIpHYHY PEaJIbHICTb.

AHaJi30CTAHHIX10CTiTKeHb TA My OJTiKaIliii cCBi/-
YUTh, IO B HAYKOBOMY JHCKypci Ha modaTtky 2000-x pp.
BUHHKIIM Tpali moA0 MOP(OJIOTiYHUX 3MiH Yy LapuHi
Bi3yalbHOTO [2; 3; 4; 5; 6]; BUpa3HOro apceHany 3aco-
0iB KoM 10TepHOT Tpadiky; myOmikamii moa0 nposBiB
IHTEPaKTUBHOCTI B TM3aiiHi TOMIO. Y HAIIHMX JOCIIKeH-
HSX, KOTP1 CTOCYBaJIUCS MOPQOIIOTii Bi3yalbHOTO, 3BEp-
Tayacs ypara Ha Te, 1o cdepa Bi3yaJbHOTO ITOCTYIIOBO
30araduyerbcsi He TUIBKH CYTO MOPQOIOTi€l0 00pa3or-
BOPYOTO MHCTELTBA, SIKE BBAXKAETHCS TPATULIIHHUM [UTS
i€l cdepu, ane i3 cepeaunn XIX ct. Mmopdororiero §o-
TorpagiyHoro, MOTIM — KiHeMarorpagidHoro, i3 cepe-
quHA XX cT. — Mop(hoJIoTi€ero Bieo- i TeneBi3iitHOro
Ta TIOCTYTIOBO — KOMII FOTEpHOTO [2].

Mogo AocHimKEeHHS OCTaHHBOTO Cepeld LbOro
MOP(OJIOTIYHOTO YTBOPEHHs, MEPUIMMU MOpalsIMH B
O3HAUEHIW [ApUHI BUSBWIMCS JOCTIDKEHHS 3aXiTHUX
yaenux. Cepen Hux Bifomi npaiii ®. J{ropana, /1. Jlenna-
cnayna ta C. lllodinnga, Y. Kapncona, T. Ctpo3orra Ta
1. IlInexterepa, P. Eckorra i iH. [19; 20; 16; 17; 21;
22] LikaBuMH B pOCiiCEKOMOBHOMY JHCKYPCi BHUSBH-
mucs myonikanii C. €poxina [9; 10; 11; 12]. ITotpoxy
3I1ACHIOBAITUCS TOCHIHKEHHS 3 Li€l mpoOneMaTHKH 1 B
Vkpaiui [2; 3; 4; 5; 6].

OxkpiM 3a3HavyeHOi NpPOOIIEMATHKH, 3alliKaBlie-
HICTh MHCTEITBO3HABIIIB MPOSIBUIIACS 1 B TOCIIPKEHHI
JOTUYHOI MpoOIeMaTuku — 3MiH Yy 300pakaibHOMY
MPOCTOP1 PiI3HUX KOHKPETHUX Bi3yalbHUX (hopM: Bif
3BHYaHOT KapTUHU 10 ¢ineMmy. Cepen Takux mpaib
MoykHa Ha3Batu mipaii [1. ®nopenckkoro, H. Aragdono-
Boi, O. [lluna Ta in. [1; 14; 15], a Takox OibII paHHI
nparii i3 3a3HadeHoi mpooaemaruku [13].

[Ipote auHamivyHa 300paxaibHa MPAKTUKA OCTaH-
HBOT'O AECSTWIITTSA CBIAYUTH NMPO HEAOCTATHICTH IIy-
Outikariii 13 3a3Ha4eHOl MpoOIeMaTUKH. Y MHUCTEITBO-
3HABCTBI JIOCI HEMa€ MIJTICHOTO YSBJICHHS MPO 3MiHU B
300pakallbHOMY TPOCTOPI SK MEBHOMY «iHJIUKATOPI»
CYTTEBIIINX 3pYIICHb — MOP(OIOTTUHUX.

Meta craTTi — JOCHIAMTH 3HAYEHHS XYHIOX-
HBOT'O PEHAEPIHTY 5K IHCTPYMEHTY IEePETBOPEHHS 30-
OpakaJbHOTO MPOCTOPY CY4YaCHUX Bi3yaldbHHUX (hopM.
Meromonoris JOCTIIKEHHsT 3aCHOBaHA Ha METOAax,
po3pobiennx y npamsax @. dropana, J1. JlenncoayHa ta
C. Hlodinga, C. €poxiHa i iH.

Buxnang ocHoBHOro marepiaay. Bimomo, 1o
peanisM AK XyIOXKHIM HampsM 3apojuBcs 3 OaxaH-
HS XYIOXKHHKIB 13 TIEBHOIO «ONTHYHOIO TOYHICTION
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MTOBTOPUTH «IIEPINY PEATBbHICTHY — eMITipruHy. [ THou-
Ha Ta XyIOXXHS IMOBHOTA IMi3HAHHS EMITIpUYHOI pealib-
HOCTI KOXHOI iCTOpHYHOI I00M Majia CBOI OHTOJIOTiY-
Hi, THOCEOJIOTIYH1 i aKCIONOTiYHi 3acagu. « AHTUYHMI
peamiaM» TOCTYIHBCS «PEHECAHCHOMY», a IIOTIM
«MPOCBITHUIILKOMY» Ta BIIacHe peamizmoBi 30-x pp.
XIX cr. (kpuTHYHOMY peaii3MoBi). 3a 100U collialb-
HUX 3pymenb micist XKoetHs 1917 p. Oyino cnpoBoko-
BaHO PO3BHUTOK COI[IAIICTUYHOTO peai3My sIK HAIpsIMy
1 MEeToIy 300pak€HHS «COLIaJiCTUYHOI peasbHOCTI».
ATnle, He3BaXKalOuu Ha MEBHI iICTOPUYHI COLIOKYIBTYpHI
«BIIXUIICHHS», OCHOBHHAM IIPHHIIUIIOM peaji3My 3aJIu-
manocsi 00’€KTUBHE BiOOpaXCHHS CYTTEBUX CTOPIH
KUTTS y TIOEMHAHHI 3 ICTHHHICTIO aBTOPCHKOTO 1/1€ay,
BiATBOPEHHSM THIIOBUX XapaKTepiB, KOH(IIKTIB, CUTY-
ariii mpu MOBHOTI TXHKOT XYJOXKHBOI 1HIUBITyami3amii
(ToOTO KOHKpeTH3alil K HalllOHAJBHHUX, ICTOPUYHHX,
COIIATBHUX, TAK 1 PI3UYHUX, IHTEICKTYaIbHUX 1 JyXO-
BHHUX 0COOJIMBOCTEH).

[Ticns BunmkHeHHs y cepenuHi XIX cT. ¢oro-
rpadii, 3’sBunacs HoBa Mopdosioriyaa nanka y chepi
Bi3yaJIbHOTO, sIKa OHTOJIOTIYHO 30pi€EHTOBaHA Ha pe-
anictuuHe 300paxkeHHs. Dotorpadiune 300parkeHHS
CTa€ «XPOHIKOI» EMITIPHYHOI PEaIbHOCTI, BTLITFOIOYU
il XyZOXKHIO TIPOCKINI0 SK «TOTAllbHE PEalliCTHYHEY.
I muime 3romoM, KOJIM ypi3HOMAaHITHWIIMCS BUPA3HI 3a-
cobu ¢ororpadii, y XynoxxHukiB-pororpadiB BHHUKIIA
MEBHA MOXJIMBICTh BIIMTHU BiJI «TOTAILHOTO peaii3-
My» 1 CTBOPUTH TaK 3BaHy XyIOXHIO ¢ororpadito — 3
il MOpP(OJIOTIYUHUMH YTBOPESHHSIMHU: BHIAMH, )KaHPaMHU
Ta (hOpMaMH.

I3 cepenuan XX ct. y CHIA ¥ iHmMX KpaiHax
(dopMyBanacst 3BOpOTHa TEHJICHIliS. XyNOXXKHUKU Ha-
Marajucs iMiTyBaTH [it0 ¢oToamapaTy B IparHeHHi
BiJI3EPKATIUTH €MIIipUYHY peajbHicTh. BuHuk ¢oto-
peaiisam, abo rimeppeainizMm, y TpagulliitHoMy o0pa-
30TBOPUOMY MHCTEITBi. XyIOKHUKH ITHOTO HATIPSMY
iMiTyBanu ¢ororpadito KUBOMHUCHUMH 3aco0aMH Ha
MOJIOTHI, 300pa)kyBajy TOTOYacCHWHA YpOaHICTUYHUI
CBIT: BITPMHHU Mara3uHiB i peCcTOpaHiB, CTaHIii METPO
i iHm 00’€KTH, IMITYyIO4M Tpy BiloOpaskeHb CBiTJIA
Ha pI3HUX TIOBEPXHSIX 1 CTBOPIOIOYM BPAXKCHHS B3a-
€MOITPOHUKHEHHS TPOCTOPiB. MeTol0 rineppeanicTiB
OyJ10 300pa3UTH OTOYYIOUY EMITIPUYHY PEATBHICTH HE
MPOCTO JOCTOBIPHO, a HajapealbHO. g 1boro BOHU
BUKOPUCTOBYBAJIM MEXaHIUHI CIIOCOOM KOMIIOBaHHS
¢dortorpadiii Ta 30iIbIMIEHHS X 10 PO3MIPiB BETHKOTO
MOJIOTHA — JiiamnpoeKiii 1 MacitaOHy citky. DapOy,
3a3BHYail, pO3MIITIOBATH aeporpadoM, moou 30epertu
BCi 0CO0OIHMBOCTI (hOTO300paKECHHS, BUKITIOUUTH MPOSB
IHAMBIIyalbHOTO MoYepKy MUTI. Kpim mporo, B ekc-
MO3UIIHHUX MPOCTOPAX YaCTO BUCTABIISUINCS Tileppea-
JICTUYHI CKYJIBITYpPH, BUKOHAHI 13 Cyd4acHUX MOJIiMep-
HUX MarepiajiiB y HaTypajbHy BEIUYMHY, BIATHCHI B
TOTOBY CYKHIO 1 po3(papOoBaHi TaAKHM YHHOM, 110 BOHH
abCOIIIOTHO HE BiJpi3HsuMCS Bia mismadi. dotopea-
Ji3M MOCTABUB CBOIM 3aBIaHHSAM 3aTOCTPUTH [IISIAIlb-
K€ CIPHUHHATTS OYyJeHHOCTi, CUMBOJI3yBaTH Cy4acHe
ypOaHicTHYHE cepeAoBHIIE, BiTOOPA3UTH CYyIaCHICTh Y

TpaIuLifHIX 00pa30TBOPYHX (OpMax, ajie 3 HOBUMHU
CMHCIIOBMH KOHOTAIIIMU. XyI0KHIH JTOCBiX Tineppe-
aNi3My CTaB MpeTeueto HEOMOJIEPHiI3MY B AKHUBOITUCI Ta
CKynpnITypi. Jlesiki #oro mpuiloMu cTaau OpraHiqHOIO
CKJIaJIOBOI0 TOCTMOJIEPHICTCHKOT XYI0KHBOI MOBH.
Tak, «HaB’si3nuBuiA peanizm» (M. Jleonapn, b. JIxoH-
coH, C. Xoui), SIK BIZIOMO, MIOETHYBAB TPATUIIIHHY Ha-
TYpaJiICTHYHY TEXHIKY 13 Cy4acHHMH KiHO-, (OTO-,
BiJleonpuiiOMaMu BIUIMBY Ha Tiisfada, edekramu Bip-
TyalbHOI PeanbHOCTI.

CyuacHuit rineppeanisam (bepuapno Toppenc,
Men Pamoc, Cxort IIpaiiop, Yimn Korron, XKak Bo-
neH, Ilengpo Kammyc, Yak Knoy3, Xuns Eno, Pon
Mptoek, Pobepro bepnapmi, Uiapa Anbeproni, Paga-
enna CIeHC Ta iH.) IPYHTY€ThCA Ha €CTCTUYHUX IPUH-
munax Qoropeani3My, ane, Ha BiIMiHYy BiJ OCTaH-
HBOTO, HE TIparHe OyKBaJIbHO KOIIIOBATH EMITIPUYHY
peanbHicTh. O0’€KTH Ta CIICHHU B TiIIEPPEaTiCTHIHOMY
JKUBOITKCI IETATI30BaHi 1 CTBOPIOIOTH SICKPaBY 103110
peanbHOCTI.

Takum yuHOM, (HIKCYFOUM U OTONIOKOYH Cydac-
HICTh, IPUXOBYIOUH aBTOPCHKI eMollii, (hoTopeanizm y
CBOIX MPOrpaMHUX POOOTaX OMUHUBCS Ha MEXIi TpaIu-
MiHHOTO 00Pa30TBOPUOTO MHUCTEITBA, JICAb 1i HE mepe-
THYB, OCKUTBKH TIPATHYB «GIUTUCS 13 CAMUM XHUTTSIM.

Hactynaum etamom y Tpancdopmarisx 300pa-
XKaJIbHOTO MPOCTOPY cTae He(OTOpeaNliCTUIHUI peH-
nepinr (Bim anrn. «Non-Photorealistic Rendering),
TEOpETHYHA Ta IMPAKTUIHA OCHOBA SIKOTO Oyiia 3aKnaje-
Ha B OCTaHHIO YBepTh XX CT. HoBUIT HanpsiM pO3BUTKY
peaNTiCTUYHHX TEHACHIIH MOp(hOIOTiYHO 0(hOPMUBCS B
Me)kax KOMIT'I0TepHoi rpadiku. Tepmin «HepoTopea-
JTICTUYHUN pEeHJICpiHr» yIepIle BUKOPHCTAaHO B CTATTI
. Jlenacnayna ta C. Hlodinna [22] i HUHI Mae aenio
PO3IIMPEHE TPAKTYBAHHS SIK «XYAOXKHII peHAepiHr» —
TOOTO € JIOBOJI €MHUM TOHATTSM, IO MOEIHYE I
«MIAMHOXHHW» TIOHATH. TepMiH «peHIepiHr» (3 aHTIL
«BHKOHAHHS, (TPAKTYBaHHS») BHKOPHCTOBYETHCS SIK
«KOMIT'IOTEpHE», «IU(POBE BUKOHAHHS).

®. [lropaH, BUKOPUCTOBYIOUH 1I€ IOHATTS, BKa3ye
Ha HEeTpaJuLiifHy NpUPORy 300paxeHHs, sIKe CTBOPIO-
€TBCS 3aBISIKH «XyIOKHBOMY PEHICPIHTY»; Ha Te, II0
«KapTHHA HE MparHe iMiTyBatd ¢ororpadiro Ta 10csr-
TH ONITUYHOT TOYHOCTI» [19], mpu bOMY Taka KapTHHA
(300paskeHHSI) CTBOPIOETHCS NU(PPOBUMU BHPAZHUMHU
3acobamu. T. Ctpozorrt ta IlI. lllnexTBerep BUALISIIOTH
SK CYTHICHY OCOOJIMBICTh «XYJOXKHBOTOY», «HE(hOTOpE-
QITICTHYHOTO PEHACPIHTY» BUKOPHUCTAHHS «TpadidHol
a0CTpaKIlii 3 METOK MiJIBUIICHHS €(EeKTUBHOCTI mepe-
nagi iHopmarii» [12: 21-22].

C. €poxiH HaBOJWThH JACKUIbKA MPHUKIAIB MO0
CTaHOBJICHHSl KaTeropiajbHOTO amapary HOBOi MoOp-
(ororiuHoi MaHKU chepHu BI3yalbHOTO: TEPMiH “Kap-
THHA” BUKOPHCTOBYIOTh I BH3HAYCHHS ‘‘Bi3yalbHOI
penpe3eHTalii Bi3yajabHOI CLEHH, IPHU IIbOMY perpe-
3eHTOBaHa ciieHa (a0o 00’€kT) MOoke OyTH SIK pealb-
HOIO, TaK 1 YSBHOIO, a pernpe3eHTallis He € 000B’13K0BO
ONTHYHO TOYHOIO <...> ...Ilpomec cTBOpeHHS KapTH-
HHU BU3HAYAIOTh TepMiHOM “‘memikmien” (“depiction”),
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a B pasi 3IIHCHEHHS TaKOro IMPOIecy Ha KOMII IoTepi
— TepMiHOM “KoMIT'toTep JemikmeH” (“computer
depiction”). Ilix Bi3yamizailiero 3a3Bu4ail pO3yMilOTh
“mpoliec iHTeprperauii y Bi3yaJllbHUX TepMiHax abo
BTUIEHHS Y BizyanbHill Gpopmi™» [9: 88]. OTxe, 1 3axia-
Hi JIOCITITHUKH, 1 pociiickkoMOBHi (30kpeMa C. €poxiH)
BITHOCATH Tpolenypy «HedoTopeasicTHIHOro» abo
«XyTOKHBOTO PEHIEPIHTY» 0 MPOLEAYP «KOMII IOTEp
JEmiKIIeH»: Bizyaii3allii KOMI IOTEPHUMH BUPAa3HUMHU
3acob0amu ab0 CTBOPEHHsI Bi3yaJIbHOT XyIO0XHBOI (hop-
MU KOMIT IOTePHUMH BUpa3sHuMu 3acobamu. [Ipu ipomy
HATOJIONIYEThCS, 1110 el THCTpYMEHTapiii MOKHA BUKO-
PHCTOBYBATH SIK CyTO «TEXHITHUID», e i SK MHCTEIb-
Kuii — «artistic rendering» abo «art-based renderingy.

VYV teopernunomy nocnimkenHi T. Ctpo3orra Ta
. [IInexTBerepa AeTanabHO PO3MISIHYTO BUPA3Hi 3aCO-
OM Ta METOIM BHKOPUCTAHHA «HE(HOTOPEaNTiCTUIHOTO
peHnepinry» y cdepi BizyansHoro [12]. HaBeaena mo-
CIITHUKAMU KiacuiKailist OAIIs€E TX TAKUM YHHOM: 32
THTIOM BX1JTHUX JaHUX Ta 32 THIIOM TEXHIKH, IO IMiTy-
€THCAL.

Jlo mnepmoi Tunosorii Hamexarb 00’€KTHO-
MPOCTOPOBI Ta riOpuaHi Mertoau. Jlpyra tumonoris
MICTUTh METOAHM OOPOOKH 300pa)KeHb 1 METOIU MOJIe-
JMOBaHHS (Pi3HYHUX MPOIIECIB.

@DaKkTUYHO TPAKTHKA CydYacHOi KOMI FOTEpHOI
rpadiku JOBOAUTS, IO JJIsi CTBOPEHHS 300pakalibHOTO
MPOCTOPY B aBTOMATHYHOMY PEXKHMMi BUKOPUCTOBYIOTh-
¢ 3ac00u 1 METOAM MEePIIOi TUIIOIOTIYHOI TPYIIH, a A
CTBOPCHHS «IHTEPAKTUBHHUX» KapTHH (300pa)keHb) —
npyroi. KoxkHa THTIONIOTIYHA Tpyla Ma€ BJIACHI ajro-
PUTMHU CTBOPECHHS, BAKOPUCTOBYE Pi3HI MOJIEII.

BuxopucToBytoun Bupa3Hi 3ac00U Ta METOIIU «XY-
JIO’)KHBOT0», «HE(POTOPEATICTHYHOTO PEHIEPIHTY», CY-
YacHi Bi3yaJbHi XyZ0)KHUKH MalOTh 3MOTY MPAlLOBaTH
SIK y BIpTyaJbHOMY, TaK 1 B peallbHOMY 300pakaibHOMY
MPOCTOpi, BUKOHYBaTH OpHUTIHAJBbHI TBOPU U Marepi-
aJIbHI penpoayKIii, mudpoBi komii Ta HUpPOBI ecKi3y,
CTBOPIOBATH OPHTiHAJIBHI Bi3yanbHi (opMH i iMiTyBa-
T Oynb-sIKi TBOPH, MaHEpy MUTLA Ta iHIIE, IO BXe
Oyso B 300paxanbHiil Tpaauiii. TakumM YuHOM, 32 BU-
cHoBkoM C. €poxiHa, B MOp(oJIOoTii Bi3yalIbHOTO CITiB-
ICHYIOTh TpaJMIiHHI 300pakaJbHO-Bi3yalbHI (HOpMHU
(rpadika, )KHBOIKC Ta CKYIbITYpa), MCEBAOIH(PPOBI,
uudpoBi, TpaaumiiHO-UKU(GPOBI Ta HUPPO-TpaAULiHI
BisyallbHi XynoxHi ¢opmu [9: 99]. Came Tpu ocTaHHI
Bi3yallbHi (pOpMHU € MpoleCyallbHUMH, aKe B MeXax
ix 300pakaJbHOTO MPOCTOPY MOXYTH CTBOPIOBATHCS
IUHAMIYHI 00’ €KTH.

BucnoBku. OTXe, TpU TPyNH XyIOXKHIX (OpM,
(byHIOBaHI «XyIOXHIMY», «HE(POTOpEaTICTUYHIM pPEH-
JIEpPIHrOM», TPOBOKYIOTh IEBHY CHHEPTiI0 MIiX CTa-
TUYHUMH MOP(OJOTIYHUMH YTBOPCHHSAMH Ta MPO-
necyalbHUMH  (IWHAMIYHUMH)  MOP(OJIOTIYHUMHU
YTBOPEHHSAMH y cepl Bi3yaabHOTO, 00’ €IHYIOUN MikK
co00r0 HE TUTBKM Ii MOP(OJIOTIUHI JIaHKH, a i BIpTY-
QIBHUHN Ta peanbHUil 300paXkanbHUN TPOCTIp, TPUBHU-
MIpHi Ta JBOBUMIpHi 300paxeHHs. Taki Mopdooriuni
TpaHcrpecii 3a0e31euyloTh HeTiHIHHICTh PO3BUTKY BCi-
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€1 chepu BizyanrbHOTO Ha cydacHOMY eTarti. [Ipu npomy
«XYIOXKHIN» «HE(PHOTOpEaATICTUIHUNA PEHICPIHTY, IO
pealnizoBye pi3HI MeTogu MOOyIyBaHHS NEpLENTHUB-
HOI MpOeKii, HA CHHEPTeTUYHOMY DiBHI BTLIIOE€ BECh
CHEKTP MOXKIIMBOCTEH Cy4yacHOTO XyA0KHUKA 311HCHIO-
BaTH Bi3yallbHY PEMPE3CHTAIlII0 PeabHOCTI: Bij rinep-
peaNicTUYHUX 10 BKpall ippeanbHuX. TakuM 4YHUHOM, Y
«XYIIOKHBOMY», «HE(HOTOPEATICTHTHOMY PEHICPIHTY
Cy4YacHHUH Bi3yallbHHI MUTEIb HA0YB MailKe «HEOCK-
HOTO» I1HCTPYMEHTY II€PETBOPEHHS 300pakajbHOTo
MPOCTOPY OYAb-SIKOTO THUITY.
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