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The development of chromatology as a scientific basis for the art and design practices
has been analysed in this article. The purpose of the article is to study chromatology as
a complex of scientific knowledge that had been formed for thousands of years and
today is a theoretical and practical basis for solving various creative tasks, including the
art of hairdressing. The research methodology is based on the analysis of the formation
and development of the science of colour as a phenomenon that contains essential
information for science and art, including colour design. The historical and comparative,
chronologic methods were applied to show the process of the formation and development of
the science of colour; to organise and systematize heterogeneous materials — a systematic
approach; to examine the contribution of the men of science and art to the development of
chromatology — biographical; to compare the historical data — comparative. The scientific
novelty of the study is to analyse the impact of the science of colour on the production and
creative practice of colouristic hairstyle design. Conclusions. It was found that the science
of colour as a scientific knowledge combines the disciplines of the natural sciences and
humanities, which is the basis for the modern scientific approach to work with colour, taking
into account its optical, colouring and other characteristics. The development of the science
of colour has taken place over the centuries, covering the historical epochs of Antiquity, the
Renaissance, Modern, Contemporary history, modernity. The contemporary chromatology
is based on the combination of knowledge about physical (light) and psycho-physiological
(vision, emotion) phenomena, which are reflected in physics, psychology, physiology,
cultural studies, and art history. Design, including the art of hairdressing, referring to the
results of interdisciplinary research, reflects the high level of modern comprehension of
colour and its wide application in hairstyle.
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Introduction

Colour is one of the specific means of artistic and material culture. It affects
the visual perception of the subject environment, creates a certain emotion-
al and psychological state of a person, and systematizes the way he sees the
world. People have been interested in the phenomenon of colour for centuries
and this interest has been embodied in a number of scientific studies and the-
ories, as well as in the development of the science of colour — chromatology.
Ancient philosophers, the Renaissance artists, scientists, philosophers, poets,
and artists of Modern and Contemporary history took part in its development.
The result of these long-standing research works became the realisation of the
possibility of the rational use of constructive, functional and aesthetic qualities
of colour in the artistic and material spheres.

The current state of the colour science, in particular, its history, is reflected
the works of E. Kirillov (1987), S. Lomov and S. Amanzholov (2018), which per-
form mainly educational purpose, reveal the general foundations of science, at-
tach to the science the understanding of the aesthetic and semantic dominants
of colour in modern practice.

In recent decades, there has been an increasing interest in colouring from
the hairdressers, because this is an important part of the designer hairstyles cre-
ation. Thus, P. Yurchenko (2008), revealing various aspects of a hairstyle creation,
paid attention to the characteristics of colour, namely, the main, complex and
additional colour contrasts, their mixing, harmony, and emphasized the issues of
colouring as the leading element of the hair-dyeing. The author also gave accent
to the cultural aspect of modern hairdressing, which deals with the colouring of
hair based on colourimetry, dependence of colour on the physical nature of light.

S. Lubianska (2010) also addressed the issues of colour harmony in the
hairstyle design, noting the consistency of purposeful and conscious applica-
tion in its design (pp. 108-132).

More systematic is the understanding of colour by the expert hairdresser
A. Kuvvatov, who outlined in the number of works his own vision of identifica-
tion of the colour type of a person, as well as the author’s techniques of colour-
ing the hair by its main types. So, in the third section of the publication “The
art of colour” (Kuvvatov, 2009, pp. 20-144), the author referred to the issue
of colour, tone, saturation, lightness, colour wheel, digital system, considered
the influence of colour on a person, his colour type (spring, summer, autumn,
winter), compositional possibilities of colour, colouring, etc. Despite the fact
that the publication is aimed at providing guidelines for the expert hairdress-
ers, there are also important instructions as to the form and mass of colour,
indications for colouring; how to use hair colouring tools, materials and tech-
niques. However, the materials published by A. Kuvvatov being relevant at the
end of the 1990s - beginning of the 2000s, today should be updated to meet
the modern needs of hairstyle design, since there have been proposals for new
non-standard colour solutions in recent decades. Chromatology as a theory
and practice of modern design, including hairdressing, requires the reviewing
from the point of view of the history of formation and development.
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Despite the fact that it is widely used in architecture, fine and decorative
arts, and in design in general, the science of colour, being limited to a few stud-
ies, has not been sufficiently implemented in the art of hairdressing.

Purpose of the article

The purpose of the article is to study chromatology as a scientific disci-
pline, which provides the work on colouring with theoretical and practical
knowledge — a creative tool for the implementation of the design solutions. The
research methodology includes the following methods: the historical, compar-
ative and chronologic methods were applied to show the process of the for-
mation and development of the science of colour; to regulate and systematize
heterogeneous materials — a systematic approach; to examine the contribution
of the men of science and art to the development of the science of colour - bi-
ographical; to compare historical data — comparative.

Main research material

Colour, which plays a dominant role in the human’s perception of informa-
tion and feelings, is considered in the various aspects: functional, physiologi-
cal, psychological, constructive, and aesthetical. In design, such properties of
colour are embodied in the practice of the creation of the external and inter-
nal environment, landscape, clothing, accessories, hairstyles, since the colour
solution of any object of design is its organic part. The development of fashion,
the diversity of its stylistic trends and image solutions encourages modern de-
signers and image makers to search for full-fledged proposals regarding the
modern consumer demand for a design-product, including the beauty industry
and hairdressing. In the latter case, it is the possibility to invent an image with
a change in hair colour or the introduction of several colours at the same time
to form an image. The modern chemical industry can offer a significant colour
range of dyes to solve these issues. Therefore, the design of hairstyle comes up
with the idea of hair colouring, the invention of original techniques and tech-
nologies of this process, as well as suggestions of various colour solutions. This
aspect of hairdressing is combined with the other knowledge, such as psychol-
ogy, physiology, hygiene, aesthetics, art history. Special attention is required
to study and systematize the range of issues in colour science — the science of
the nature of light and colour. The essential meaning of its mastering belongs
to the history of the colour studying, which gives an idea of the spread of this
knowledge to the various spheres of human activity, including hairdressing. At
the present stage, colour in the design of hairstyle takes a special place.

According to the German researcher G. Zeugner (1974), the study of colour
has undergone several stages of its development. Summarising this process,
the researcher claims that the first stage was characterized by the lack of a sci-
entific approach, the second - the development of the scientific knowledge in
various “private areas”, which resulted in the third stage - the creation of sci-
entific systems.
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It is also worth noting that while the study of the qualities of colour and the
use of this knowledge in practice has traditionally had a significant output in
the work of architects and artists, colour, which is also one of the leading means
of image making in hairdressing, remained almost unexplored. The purpose of
this article is to prove that in its origins and formation, the study of colour has
the same basis and the same paths as the general development of chromatology
in other areas of creative work.

As a specific type of knowledge, the science of colour has a fairly significant
history. The first addresses to the issues related to the analysis of colour, its
study, had the character of philosophical investigations, and the first attempts
to understand the colour as a phenomenon can be found in the works of an-
cient philosophers — the materialist Democritus (5"-4" century BC), the math-
ematician Euclid (4™ century BC), the materialist Aristotle (4" century BC), the
idealist Plato (5™ century BC), which reflect the understanding of the essence
of colour based on the analysis of the nature of vision, comparisons of the qual-
ities of black and white, contrasts of light and darkness (Rowe, 1972).

Some ideas of the ancient era about colour passed into the Middle Ages, but
the nature of the colour origin remained unknown (Osmankina, 2006).

The foundation of the science of colour was laid by the English physicist
Isaac Newton, who relied on the principles of natural science and in the 17"
century transferred the subjective perception of brightness and colour to the
objective language of numbers, measures and physical law. While studying
the sunlight, he discovered that a beam of light passing through a glass lens
is refracted, and the image of the rainbow colours is displayed on the surface.
The appearance of the spectrum, which was known even before Newton, was
explained by the fact that glass seemed to affect white light by changing its
colour. He explained the nature of white light as a complex combination of dif-
ferent rays that are refracted differently in glass. The prism decomposes white
light into simple components that are mixed to form a white colour. If you se-
lect any colour ray from the rainbow spectrum of a prism, such as blue, and pass
it through another prism, the colour remains unchanged, and no new decom-
position occurs. Something permanent, highlighted by the decomposition of
a ray of light into simple colours, the eye does not feel and cannot distinguish
a complex colour from a simple one. Newton proved that the refraction of col-
ours in a prism is the spatial distribution of simple colours, which corresponds
to a certain number - the index of refraction. Using mathematical and physical
methods, Newton (1954) arranged spectral colours in the form of a circle of
seven parts for the first time.

Newton’s innovative work was the subject of much controversy. One of the
opponents of his theory was the German poet Johann Goethe, who wrote the
work “Theory of Colours” (1810) (Goethe, 2019).

The idea of J. Goethe’s work was that he considered all phenomena relat-
ed to colour from the point of view of its influence on a person. At the same
time, Goethe distinguished the psychological and physiological aspects of this
influence, the “sensual and moral effect of colours” took a leading place in his
work, and he, for the first time, systematically considered the influence of var-
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ious colour schemes on the psycho-emotional state of a person. Goethe be-
lieved that colour can cause emotions, and being derived from light, colour —
light — emotion are in a causal relationship and are the links of the same chain.
Looking at the objects through the prism, Goethe noticed the coloured stripes
appearing on the verge of light and dark, and spectral colours - as a contrast
between light and darkness. The presence of two opposite poles was considered
a characteristic of colours and their manifestations. He compared yellow and
its adjacent colours to light, and blue and its adjacent colours — to darkness. He
also discovered that when a prism is distanced from an object, the yellow stripe
splits into yellow and red, and the blue stripe splits into blue and violet, that is
why Goethe considered red to be an amplifier of yellow, and violet — of blue. He
observed it in nature. He considered yellow and red colours — warm and active,
blue and violet — passive.

The appearance of an additional colour as the next after a long observation
of the one, Goethe explained as the natural reaction of the visual organs to the
received stimulus. But if there is an additional colour in the field of vision, the
eye will rest: with the help of additional colours the balance is achieved, which
Goethe considered to be a harmony. He created a colour wheel, where arranged
the colours according to his theory of their origin. Depending on the location,
he defined the aesthetic effect of colour combinations: the combination of op-
posite colours as harmonious, the combination of distant ones as distinctive,
the combination of neighbouring ones — as inharmonious.

Goethe’s criticism of Newton’s work was a mistake, which is laid in the dif-
ference of their scientific principles and approaches. The law of colours discov-
ered by Newton on the basis of experiments were alien to him, since he consid-
ered the subject as a philosopher and artist.

The ideas of the psychological impact of colour and colour harmony put
forward by Goethe generated great interest among artists. Goethe’s contem-
porary, painter Philipp Otto Runge, was fascinated by his ideas, continued to
study colour. He proposed a system of colours arrangement not on a plane, but
in a three-dimensional spherical colour model with meridians and parallels,
resembling a globe. One of the poles was marked with white colour, the other —
with black, and the pure tones of colour ran along the line of the equator. On
the meridians, pure colours “passed” a gradual mixing with white and black,
which inside the sphere led to their “bleaching” or “darkening”, saturation. As
an artist, he was interested in low-saturated colours, with an admixture of gray,
which was important for the colour perspective (Parramoén, 1989).

O.Runge’s system of colours arrangement was later improved, but the prin-
ciple of their location in a three-dimensional system was objectively correct, so
it was used by his followers.

In the 18™ century, important experiments with colour, in particular ex-
periments with colour rays, were carried out by the English physicist Thomas
Young, the founder of the wave theory of light. He recreated light based on
red, blue and green colours, and then — the theory of three-component colour
vision. Young argued that colour could not be explained only by the physical
properties of light, their perception also depends on the eye features, which
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has three different receivers with different sensitivity to certain parts of the
spectrum (Buimistru, 2010).

In the 19* century, based on the three-component theory of colour vision
by T. Young, the Scottish scientist James Maxwell formed an additive theory of
colour formation. According to this theory, all colours can be obtained from red,
blue and green rays, and the colour of an object is determined by the degree of
surface absorption and reflection of the radiation from different spectral zones.
The scheme proposed by Maxwell is a triangle where the three primary colours,
which are radiated and located in the corners. White colour appeared on the
basis of mixing of the three primary rays. Maxwell’s electromagnetic theory
of light summarized the theoretical conclusions and practical experiments of
many physicists, thanks to which a colour image based on the photographic
method was obtained for the first time and a colourimeter was created (Lon-
gair, 2008). Despite a number of important discoveries, until the middle of the
19% century, scientific views and theories remained unconnected knowledge.
Artists referred to the practice of mixing pigments, which had visual results,
and physicists referred to Newton’s theory and considered white as the sum
of all colours. The solution to the contradictions was the discovery of German
physicist and physiologist Hermann Helmholtz, who found that when light rays
of different colours are superimposed, their overall surface is always lighter
than individual rays. In other words, the sum of all spectral colours is white
light. The same results were obtained by adding two spectral colours, namely
the pairs of yellow-blue and red-green. He called the process of assembling
multicoloured streams of light an additive mixing. H. Helmholtz also found
that a mixture of red and blue pigments absorbs some of the light falling on the
surface. He called the process of reducing the light flux as a subtraction, and
the mixing of pigments — subtractive mixing. These positions formed the basis
for scientific justification of the results of various types of mixing. Colour tone,
saturation and brightness are three components of colour characteristics pro-
posed by Helmholtz. The scientist also proved the relationship of light and heat
radiation and their belonging to the group of electromagnetic phenomena.

As a physiologist H. Helmholtz (1910) considered a number of physiologi-
cal questions related to colour. The appearance of an after-image, as well as the
feeling of gray instead of bright red after a long perception, he explained as the
fatigue of the retina.

An important contribution to the development of colour science in the 19t
century was made by the German physiologist and physicist Ewald Goering
(Maklakov, 2016). He differentiated the doctrine of colour into physical, phys-
iological and psychological areas. E. Goering believed that colour sensations
are caused by substances in the visual apparatus that give the impression of
an additional colour: yellow — blue, red — green, black — white. Instead of three
colours, E. Goering accepted four initial colours, with black and white not being
perceived as colours. According to Goering’s theory, the result of dissimilation
is the appearance of a sense of yellow and red, and the result of the restoration
(assimilation) of this substance — green and blue colours. In addition, E. Goer-
ing studied and analysed the visual perception of memory and colour constan-
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cy, considered the processes of adaptation and the role of personal experience
in evaluating the colour of objects when lighting changes.

Physical optics also became the basis of scientific experiments of Russian
academician Sergey Vavilov (2006), who later, in the twentieth century, con-
tinued to study the nature of light and colour, in particular the phenomenon
of luminescence. Author of more than 150 popular science works, S. Vavilov
(2006) relied on the works of prominent thinkers and scientists — R. Descartes,
I. Newton, G. Berkeley, ]. Goethe, which gives them considerable scientific rich-
ness of the content.

The scientific systematization of colours is associated with the name of
the professor of physics and chemistry at the Leipzig University, winner of the
Nobel Prize in 1909, Wilhelm Ostwald. The founder of modern colourimetry,
the theory of colour systematization, he developed a method for purposeful
use of colour in any field where it is required. The position of colours based
on the complementarity in a circle divided into 24 segments was determined
by precise measurements of the ratio of the colour impression and the wave-
length obtained by mixing two different colour streams of additional colours.
Proposed by Ostwald’s colour body in the form of a double cone became the
development of Runge’s spherical colour model. Ostwald also introduced the
name of “absolute colours” for all pure colours and rejected the concept of basic
and derived colours. Runge sought to show all colours as a simple geometric
shape. Ostwald identified three features of colour perception, with the help of
which any colour can be characterized: V - for absolute (pure) colour, W — for
white colour, S — for black colour. The ratio of these values was represented as
an equilateral triangle, which is a longitudinal section of the Ostwald’s colour
body. By taking the values V- W - S, he changed the understanding of colour
perception through tone, saturation, and brightness. The colour cone makes
it possible to achieve a harmonious colour solution from the simple combina-
tions. The researcher considered the order of colours in the proposed spatial
system, their geometric and mathematical relations to be the basis of harmony.
In his opinion, equal intervals within colour circle or double colour cone give
harmonious colour combinations (Khramov, 1983).

At the same time, personal experience and practical use of colour by some
artists caused disagreement with the W. Ostwald’s ideas about harmony. As
practitioners, they had slightly different results, such as the fact that the har-
mony of colour combinations depends on various factors, including those that
are not represented in the colour circle.

In the second half of the 19" century, German physicist and meteorologist
Wilhelm Bezold made a research about colours, based on the proposed colour
system in the form of a cone, and the consideration of the issues of colour was
addressed to the creative practice in decorative arts and painting (Prokopo-
vych, 2016). Having based on the works of his predecessors — scientists I. New-
ton, J. Goethe, H. Helmholtz, ]. Maxwell, he also took into account the practical
experience of artists, with which he was familiar thanks to his relative, the out-
standing art critic Gustav Bezold. W. Bezold’s merit was an attempt to develop
rules of colour harmony through the distribution of colours in decorative rows,
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including the creation of colour triads based on three basic colours - red, yellow
and blue. W. Bezold’s scientific ideas significantly advanced colour science.

In the twentieth century, art context of the science of colour have been sig-
nificantly adjusted due to the phenomenon of colour in the works of Johannes
Itten (Itten, 2004), Swiss designer, painter and theorist of the Weimar Bau-
haus school, his idea significantly changed the approach to the understanding
of colour in the artist’s creative practice. Together with the new attitude to art
education in general, J. Itten (Itten, 2004) sought to develop students’ skills of
fluency in usage of form and colour as an universal means of creativity. Writ-
ten on the basis of the lecture course, the work was called “the Art of Colour”,
where the scientist unveiled the idea of a “colour sphere”, which had already
had 12 colours. It changed the idea of its possibilities, which affected the work
of many artists, architects and designers of the 20™ — 215 centuries.

J. Itten (2004) created a kind of colour constructor, which included a colour
sphere, colour circle, and colour star. Due to research, he also documented and
proved the relationship between colour and shape. Colour analysis and colour
construction became an auxiliary source for creating harmonious colour com-
binations. This is how ]. Itten’s method has found a wide application in design.

In the twentieth century, the problem of colour became one of the priorities
in the creative practice of Wassily Kandinsky — an outstanding painter, a well-
known abstract theorist. W. Kandinsky (2018), who considered colour as one
of the elements of artistic language, studied the features of its psychological
impact on a person. The main provisions of the colour theory he outlined in the
writings about art and in the educational course, which he taught in Bauhaus.

Considering the colour, W. Kandinsky (2018) addressed the categories of
paint and form, proclaiming that form can exist independently, whereas col-
our cannot be infinite; hence, form affects colour. He believed that one form
could enhance colour, another could suppress it. Kandinsky distinguished four
properties of colour: warm or cold tones, each of which can be dark or light.
According to his theory, each colour is endowed with an internal movement
directed towards the viewer (eccentric movement), or away from it (concen-
tric movement). Kandinsky (2018) saw an organic connection between the ele-
ments of painting - line, point, plane and their colour manifestations. Kandin-
sky’s teachings about colour were completed in the pedagogical system, which
is used nowadays.

German researcher G. Zeugner (1974) expressed ideas similar to the ideas
of Kandinsky. Studying the colour palette, he claimed that colours lose inten-
sity of vision perception on the following scale: yellow on black, white on blue,
black on orange, orange on black, black on white, white on red, red on yellow,
green on white, orange on white, red on green. G. Zeugner (1974) analysed the
development of the doctrine of colour in its historical stages, the influence of
colour on a person as a pattern corresponding to its psychological characteris-
tics, studied a number of types of colour harmonies, and proved the importance
of colour standardization for practical work. Almost no attention is paid to the
issues of colour creation and colour perception, depending on certain lighting
conditions and textures.
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Theoretical generalizations of all available information about colour in the
twentieth century were summed up by a French scientist G. Agoston (1987).
He addressed the issues of colour perception, its measurements, technical and
practical use of colour science terminology, methods for determining colour in
the standard colourimetric system of the International Commission on Illumi-
nation (CIE), and CIE graphics.

The original scientific version of colour was suggested by A. Zaitcev (1986).
He reviewed the history of colour studies, changes in the views on the subject
in different historical periods. Based on the fact, that scientists with the pres-
ence of means of measuring the wavelengths, however, were unable to analyse
the aesthetic nature of colour, because had no methods of scientific research,
through which it was possible to determine the emotional and aesthetic prop-
erties of colour in works of art, he came to the conclusion that these contradic-
tions draw the line between artistic and scientific exploration of colour.

A. Zaitcev proves that the choice of means of artistic expression (colour
contrast, nuance, type of colour harmony) is influenced by the perception and
subjective interpretation of the artist, which is an abstraction of colour combi-
nations of reality. The perception of colour by a person is influenced by a num-
ber of factors of socio-psychological, cultural, and individual physiological
characteristics. The author presented the colour harmony as a consistency of
colour shades, derived from consonance, balance, proportionality. According to
the author, an isolated combination of colours can be both harmonious and in-
harmonious, but in the structure of the work of art with a corresponding image
content, any colour combinations can be interesting and expressive.

Attention should be paid to the author’s statements about approaches to
the study of colour harmony. A. Zaitcev (1986) argues that the study of its prin-
ciples should begin with the general laws of the combination of abstract col-
ours, taking into account their location in the colour wheel.

Taking into account that the author considers the use of colour harmonies
in painting, the issue of colour use in design requires similar studying.

History of the science of colour, fundamentals of chromatology, colour in
the artificial environment were studied in the works of L. Mironova (2005). Tra-
ditionally referring to the reconstruction of a complete picture of the origin of
the science of colour, the author revealed its current state on a cultural basis,
addressing the problem of colour and colour as a universal experience of com-
bining many factors and an aesthetic problem.

Modern design applies the general principles of colour science. The the-
ory of colour, based on the knowledge of the laws of its functioning, the prin-
ciples of colours mixing and creating harmony, the visual impact of colours
and colour combinations on a person, is able not only to determine the role
of colour by its characteristics, but also provide it with a meaningful sense.
An example of the application of colour science in the design of the hair-
dressing work is the system of colouring “Axiom”, proposed by a master of
international class A. Kuvvatov (2009) from the beginning of 2000s Executive
Director of the Studio and Art Director of Keune company, and later Director
of the Studio Revlon Professional (2004-2006) and Art Director of ESTEL
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Professional company (2006-2007), he conducted a full testing of this sys-
tem. “Axiom” is characterized by a wide palette of colours, which, in addition
to traditional hair colouring, provides versatile approaches to scientific cal-
culations of colour science. In particular, a special attention was given to the
features of using achromatic and chromatic colours, tones, saturation, anal-
ysis of colour temperature and colour density, the use of the digital system in
accordance with the parameters of the human colour type by the characteris-
tics accepted in hairdressing: “spring”, “summer”, “autumn”, “winter”. Using
concrete examples, he demonstrated the compositional features of colour in
the ratio of the main and additional elements of colour. Discovered by A. Ku-
vvatov (2009) the rules of shape and mass of colour, colour and composition,
are, in particular, applied in the face correction. Also, in the process of work-
ing with the colour system “Axiom”, new tools, techniques of hair colouring
were tested.

Thus, a retrospective analysis of the development of colour science, sys-
tematization and arrangement of its achievements allow us to apply them in
the modern design practices, in particular, the creation of hairstyles.

Conclusions

Chromatology, as a specific type of knowledge, has a rather significant his-
tory. Colour as a phenomenon has been the subject of research since the an-
cient era. The influence of the colour on human mind and mental life was the
subject of speculations by Greek philosophers, in particular Plato and Aristotle.
Since the Renaissance, numerous experiments on the issue of colour were car-
ried out by artists, including the outstanding artist and scientist Leonardo da
Vinci. With the development of the natural sciences, in particular physics and
optics, colour has been the subject of research by many scientists. An outstand-
ing physicist and mathematician I. Newton made important discoveries as far
back as in the 17" — the first quarter of the 18" century. The great poet and
scientist ]. Goethe sought to reveal the “moral and sensual” effect of colour. In
our time, chromatology is a science that combines knowledge of nature study,
psychology, sociology, philosophy and art history. The first addresses to the
issues related to colour had the nature of philosophical research, then later its
study moved to the fundamental sciences — physics and optics, and then — in
the process of its understanding by the humanities, in particular, art history
and psychology.

Modern knowledge of colour is based on the discovery of the interrelations
of such phenomena as light, vision, and emotion. The modern colour science
has the focus on quite different tools, methods and approaches to phenomena
that combine issues of philosophy, physics, psychology, physiology and art his-
tory, creating a platform for an interdisciplinary approach to the issue.

The conducted research, which refers to the analysis of colour science in
the aspect of hairdressing for the first time, forms an idea of the level of mod-
ern scientific understanding of this issue in the mentioned area in general and
specifically in the design of hairstyles.
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The promising aspects of such research can be the use of specific colours
and colour combinations to form creative hairstyles and, at the same time, new
image solutions.
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JESKI IINTAHHS TEOPI'I'J ITPAKTHUKU
KOJIbOPO3HABCTBA TA M1OI'0O 3ACTOCYBAHHS
¥V IIEPYKAPCBKOMY MUCTELTBI

Casiupka Onena BononumupisHa

Acnipanmka,

ORCID: 0000-0003-0905-4243, e.savitskayal@gmail.com,
Kuiscokutl HayioHanvHUll yHigepcumem KyJaemypu i Mucmeyms,
Kuis, Ykpaina

V cTaTTi MpoaHaai30BaHO PO3BUTOK KOJIbOPO3HABCTBA SIK HAYKOBOI OCHOBY MUCTEIbKUX
Ta AU3aliHEePChKUX MTPAKTUK. MeTOI0 POOOTH € TOCTiIKEHHS KOJTbOPO3HABCTBA SIK KOMIUIEKCY
HayKOBUX 3HaHb, SIKi CHOPMYBAINUCS BIPOJOBXK TUCSUONITh i HUHI € TEOPETUYHUM Ta
MPakKTUYHUM MTiAIPYHTSIM [J51 PillleHHSI Pi3HOMaHITHMX TBOPUMX 3aBIaHb, Y TOMY UMCIi
B TIEPYKAPChKOMY MUCTEITBi. MeTOIO/OTisT NOCTiKeHHS TTOJIATaEe B aHai3i (hopMyBaHHS
Ta PO3BUTKY KOJbOPO3HABCTBA SIK SIBUINA, IO BMIlllye€ CYTTEBY iH(MOpPMAIlil0 ST HAYKU
Ta TBOPUYOCTi, B TOMY UMC/Ii KOJTOPUCTUUYHOMY Om3aiiHi. [IJig BiCTesKeHHSI CTaHOBJIEHHS,
(opmMyBaHHS, PO3BUTKY KOTHOPO3HABCTBA 3aCTOCOBAHO iCTOPUKO-TIOPIBHSJIBHUIT Ta
XPOHOJIOTIYHMUIT MeTOAY, 7151 BIOPSIAKYBAaHHS Ta CUCTeMaTK3allii pi3sHOPiIHUX MaTepiasliB —
CUCTeMHMUII MigXifd, Ojs1 BUBUEHHSI BHECKY B PO3BUTOK KOJIbOPO3HABCTBA [iS4iB HAyKU
Ta MUCTEITBA — GiorpadiuHmii, ISl MOPIBHAHHSI iCTOPUYHKUX AAHUX — KOMITAPaTUBHUIA.
HaykoBa HOBM3HA [OCTi[KeHHS TMOJSITa€ B aHali3i BIUIMBY KOJbOPO3HABCTBA Ha
BUPOOHMYY Ta TBOPUY MPAKTUKY KOJIOPUCTUYHOTO qM3aliHy 3a4icku. BUCHOBKU. 3’COBaHO,
0 KOJIbOPO3HABCTBO $SIK HAYKOBE 3HAHHS MOENHYE AUCLHUIUIIHM TPUPOLHUYOTO Ta
TryMaHiTapHOTO KOJa, W0 € MiATPYHTSM [JiSi Cy4acHOTO HAayKOBOTO ITiIXOAY IO PO6OTHU
i3 KOMBOPOM 3 ypaxXyBaHHSIM IOrO ONTUYHMUX, OGAPBHMKOBMUX Ta iHIIMX BJIACTUBOCTEIA.
P03BUTOK KOJIbOPO3HABCTBA BiZjOYBABCSI BIPOLOBK CTOMITh, 1[0 OXOIUIIOE iCTOPUYHI eToXu
aHTUYHOCTI, BinpomkenHs, HoBoi, HoBiTHBOI icTOpii, cyuacHOCTi. MofepHe KOJTbOPO3HABCTBO
I'PYHTYETHCS HA MTOENHAHHI 3HAHb PO (i3uuHi (CBITIO) Ta ncuxodisionoriuxi (3ip, eMolris)
SIBUINA, W0 3HAWILIO BimoOpaskeHHs1 y (isuii, mcuxosnorii, ¢isionorii, kymbryposorii,
MUCTELTBO3HABCTBi. [Iu3aiiH, y TOMy 4YMCIi HepyKapcbKe MMUCTELTBO, 3BEPHYBIINUCH 10
pe3y/ibTaTiB MDKIMCUUIUIIHADHUX JOCTIIKeHb, BiloOpa)ka€ BUCOKUI PiBEHb CyyaCHOTO
OCMMC/IEHHSI KOJIbOPY Ta J10TO LIMPOKe 3aCTOCYBAaHHS Y 3aUiClii.

Kntouosi c06a: KombOPO3HABCTBO; KOJip; AM3aiiH 3a4iCKi; TepyKapCcbke MUCTELITBO.
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HEKOTOPBIE BOITPOCBI TEOPU 1 ITPAKTUKU
IIBETOBEJEHVS 1 ET'O ITIPUMEHEHUME
B ITAPUKMAXEPCKOM MCKYCCTBE

Casuiikas EneHa BiaguMupoBHa

Acnupanmka,

ORCID: 0000-0003-0905-4243, e.savitskayal@gmail.com,
Kuesckuti HayuoHanbHolll yHUBEpCcUMem KyJasmypol U UCKYcCma,
Kues, Ykpauna

B craTtbe mipoBeleH aHajiM3 PasBUTUSI 1IBETOBEOEHMSI KaK HAy4yHOV OCHOBBI
MPaKTUKM MCKYCCTBA M Au3aitHa. [lenbio pabOThI SIBJISIETCST MCC/IeIOBaHle IIBETOBEIEHMS
KaK KOMILIEKCa HAay4YHbIX 3HaHUii, CPOPMMPOBAHHBIX HA IPOTSDKEHUM ThICSTUETETHI,
a HbIHE — TEOPeTUUYECKOl ¥ IMPaKTUUECKOI ITOJOCHOBBI IJISI pelleHMus] pasHOOOpa3HBIX
TBOPUECKUX 3a7ady, B TOM UKCJIe B TMapUMKMaxXxepCKOM MCKycCTBe. MeTomonorust
MCCJIEIOBAaHMS COCTOMT B aHaiau3e (GOPMMPOBAHMSI M PasBUTUSL I[BETOBEAEHMSI KakK
SIBJIGHUSI, HECYLIero CYIIeCTBEHHYI0 MHMOpMAIIMIO ST HAYKM M TBOPUECTBA, B TOM
ylcie KOJIOPUCTUYECKOTO AM3aiiHa. sl OTCIeKMBAaHMS CTAHOBJIEHMS, (OPMUPOBAHMNS,
pa3BUTHUS LIBETOBEHEHMSI UCIIOIb30BaHbl MCTOPUKO-CPABHUTENbHBIN M XPOHOJIOTUYECKUNI
MEeTO/pbI, JIS1 YIIOPSIAOYEHUST U CUCTeMaTHU3alM pa3HOPOIHBIX MaTepuaaoB — CUCTEMHbIN
MOJIXOM, AJIs1 U3y4YeHUsl BKJIa[a B PasBUTHE LIBETOBENEHMS JiesiTeneil HayKu U MCKYCCTBA —
6uorpaduyeckuii, Ijisl CpaBHEHMSI VMICTOPUYECKMX MAHHBIX — KOMITapaTMBHbIA. HayuHas
HOBM3HA UCC/IeOBAHMS COCTOUT B aHA/IM3€E BIUSHUS 1IBETOBEIeHS HA TPOU3BOJCTBEHHYIO
Y TBOPYECKYI0 MPAKTUKy KOJIOPUCTUUYECKOTO Au3aliHa mpudecku. BoriBombl. BbICHEHO,
YTO I[BETOBEAEHME KaK HAayyHOe 3HaHMe O00beOVHSET OUCIUIUIMHBI IIPUPOOOBEIYECKOI
¥ TYMaHUTAPHOI cdep, UTO SIBJISIETCST TIOJOCHOBOI 11 COBPEMEHHOTO HayYHOI'O MOIX0aa
K paboTe C IIBETOM C YYETOM €ro OINTUYECKMX, IIBETOBbIX M IPYIUX CBOICTB. Pa3Butue
LIBETOBEIeHNSI TPOXOAMUIIO B TEUE€HNE CTOJIETUI, OXBATUB 3TIOXM aHTUYHOCTU, BO3pomskeH s,
Hosgoii, HoBeiimieit ucrtopun, coBpeMeHHOCT. COBpEMEHHOE IIBETOBEIeHMe Oas3upyeTcs
Ha COUYeTaHMM 3HaHMIT 0 Pu3MUecKuX (CBET) U MCUX0PU3NOIOTUUECKUX (3peHIe, SMOLIVS)
SIBJIEHMSIX, UTO HAIIUIO OTpaskeHue B (U3UKe, IICUXOIOrUM, GU3UOIOTUM, KYJIbTYPOJIOTN,
MCKYCCTBOBeAeHMM. [Iu3aiiH, B TOM 4YMCJIe IMapUKMaxepckoe MCKYCCTBO, 00palnasich
K pesylbTaTaM MEeXIUCUUIUIMHAPHBIX MCCIeA0BaHMI, OTpa)kaeT BBICOKUI YPOBEHb
COBPEMEHHOTO OCMBICJIEHHS 1]BETa M ero MM1poKoe MpuMeHeHNe B IpuIecKe.

Knrouessle cnosa: iBeTOBeieHNE; LIBET; AM3aliH IPUUYECKN; TTApUKMAaXepCKoe MCKYCCTBO.
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