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Abstract. Purpose. This paper aims to explore the style characteristics of an-
cient Chinese textile patterns in different periods, representative pattern types, and
analyze their design rules to guide modern design practice.

Methodology. This study mainly adopts the literature analysis method to ana-
lyze academic articles and textile cases, outlines the artistic characteristics of ancient
Chinese patterns on the clothes and interior textile in seven periods, and summarizes
the model of its pattern composition through a typological method.

Results. Ancient Chinese patterns are mainly geometric, animal and plant.
Pre-Qin patterns were mainly simple geometric, and later evolved into complex nat-
ural patterns. Han Dynasty patterns yearned for the world of immortals, and later
periods incorporated Buddhist and Central Asian elements. Sui and Tang Dynasty
patterns were inclusive, especially circular patterns. The Song Dynasty was more in-
clined to exquisite aesthetics. Ming Dynasty patterns were complex and full, and Qing
Dynasty favored auspicious patterns. Patterns are arranged freely, in pairs, in fours
and symmetrically, with various frame structures. Studying these ancient patterns
can illuminate Chinese culture and provide inspiration for modern design, proving the
eternal value of historical aesthetics.

Scientific novelty. For the first time, the patterns of symmetry in ancient
Chinese textile patterns were revealed and the rules of their composition were sys-
tematized, which is of great importance for promoting the inheritance of traditional
culture and the innovative application of traditional patterns.

Practical significance. This study contains information support for clothing
designers, interior designers, graphic designers regarding the design of modern
products using traditional patterns by means of digital technologies.

Keywords: textile, fashion design, pattern, graphic design, interior design,
Chinese culture, cultural heritage, symmetry, symbolism, digital technology, compo-
sition, aesthetics, design characteristics, dynastic periods.

INTRODUCTION

Recent scholarship on ancient Chinese
textiles has increasingly focused on analyzing
patterns through a multidisciplinary lens, com-
bining art historical methods with archaeological

findings, technological analysis, and social-cul-
tural interpretations. Researchers have been
utilizing advanced imaging techniques and dig-
ital databases to examine surviving textiles, re-
construct weaving techniques, and trace the
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evolution of motifs across different periods and
regions.

ANALYSIS OF RECENT RESEARCH

The reproduction and preservation of
historical materials is an important task in re-
search. The book of Miao and Wang [17] records
and reproduces 300 patterns carefully drawn
and designed by pattern designers in the 1970s.
The subject classification of patterns is also a re-
search area worthy of attention. The Beauty of
Chinese Patterns series of books are divided into
two parts: Animals and Plants, drawn by a pro-
fessional team [11, 12].

There are relevant research contents on
patterns of every period in ancient China, and
there are many perspectives. Li [15] believes
that in the pre-Qin period, a comprehensive
decorative expression based on a totem was
developed, which was integrated with clan to-
tems. Zhang [30] divided the clouds of the Han
Dynasty into two categories, including cirrus
clouds that are shaped like ears of wheat and
flowers, and long clouds that are shaped like
belts and mountains. Zhang [29] proposed that
under the influence of foreign cultures, new
frame forms appeared in dyeing and weaving
patterns, including battlement frames, frame
frames, arc frames and round nest frames.

In recent years, there has been growing
interest in specific patterns in textile. For
example, Shang [18] found that lion pat-
tern style was influenced by Buddhism and
Zoroastrianism, combined with the influence of
Chinese traditional culture and art, forming a
unique auspicious pattern. Yang and Liu [26]
systematically summarizes and defines the style
characteristics of Qiulu pattern. Su [20] con-
cluded that there were a large number of linked
beads and round nests in Tang Dynasty silk fab-
rics. The skeletons were filled with pairs of an-
imals, most of which had the characteristics of
the Sogdian region in Central Asia. Zhong [32]
split a Baoxianghua pattern into eight layers
of structure, breaking down its process from
simple to complex, showing the changes of nat-
ural flowers and plants in the process of deco-
ration and craftsmanship. Sun and Zhang [21]
summarized the formation of the “lotus pond
scene” pattern. It has experienced the evolu-
tion from early Buddhist painting elements to
flower and bird painting themes and then to
decorative patterns. Huang [13] traced the de-
velopment and changes of the boy pattern in
ancient China, emphasizing that the pattern
evolved from the Buddhist “transformed boy”
to the folk decorative pattern of “continuous
birth of sons” with auspicious meanings.

The clothing of ethnic minorities was also
given attention. Liu [16] focuses on the clothing
patterns of the ancient northern ethnic minority
regimes in China, the Liao, Xia and Jin dynas-
ties. The most distinctive of these is the spring
water and autumn mountain pattern, which is a
display of hunting and life scenes. Starting from
field research, data verification and image anal-
ysis, Wang and Cai [24] summarized and ana-
lyzed the types and characteristics of geometric
patterns on Ming Dynasty textiles, and found
that the geometric patterns on Ming Dynasty
textiles mainly include three types: large-scale
compound geometric fill patterns, medium-sized
geometric fill patterns, and small-scale ge-
ometric patterns.

Yuan et al. [27] analyzed the symbolic at-
tributes and characteristics of the patterns of
the Qing Dynasty court costumes from the per-
spective of the symbolization process, indicative
behavior and systematization of the patterns of
the Qing Dynasty court costumes.

Interdisciplinary research is a new direc-
tion. A recent study by Deng & Jia [8] concluded
that the patterns of traditional Chinese clothing
have distinct stylized characteristics, and the
pattern layout and composition reflect a signif-
icant order and law. Zhang and Li [31] vector-
ized and digitized the pattern images and estab-
lished a Badayun pattern library. The selection
of Badayun pattern materials, the free selec-
tion and matching of skeleton models and colors
were realized, and the new Badayun pattern was
fitted and generated; finally, the modern appli-
cation communication platform model of the
Badayun App was constructed.

The reviewed literature demonstrates a
vibrant and growing field of study dedicated to
ancient Chinese textile patterns. Recent schol-
arship has moved beyond purely aesthetic con-
siderations, delving into the social, cultural, and
technological contexts of these patterns.

PURPOSE

This paper aims to explore the style char-
acteristics of ancient Chinese textile patterns in
different periods, representative pattern types,
and analyze their design rules to guide modern
design practice.

RESULTS AND DISCUSSION

The evolution of patterns on ancient
Chinese textiles is a fascinating journey through
time, reflecting the intricate interplay of cultural
shifts, artistic trends, and historical develop-
ments. To illuminate this evolution, we catego-
rize these patterns according to seven distinct
stages, each representing a key era in China’s
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rich history. From the Pre-Qin to the Qing dy-
nasty (c. 2070 BC to 1912 AD), let's delve into
the unique characteristics of each stage and wit-
ness the transformational journey of Chinese
textile design. The studied samples are pre-
sented in Table 1.

1. Design characteristics of textile pat-
terns in different periods

Most cases of ancient Chinese textiles be-
long to unearthed objects, which come from
various noble tombs, and a small amount from
folk collections. Therefore, these cases show the
highest technological level in almost every pe-
riod of ancient China, reflecting the textile tech-
nology, printing and dyeing technology and em-
broidery level at that time. We can also spy on
the aesthetic taste of the aristocracy at that
time, find its cultural connotation and symbolic
significance from various pattern elements, and
summarize some rules of pattern design from
the perspective of design.

1) The pre-Qin period

The decorative style of the Shang and Zhou
dynasties was ferocious, mysterious and static.
Its main patterns include band patterns, thunder
patterns, rectangular patterns, gluttonous pat-
terns and other animal patterns. The geometric
patterns in the pre-Qin period also showed a
process of change from simplicity to complexity,
from the basic uniform arrangement of rhombus
patterns to the later stages of variant geometric
composite animal and human figure patterns,
and their themes also changed from abstract to
concrete. Its pattern theme reflects the concepts
of totem worship and celestial body worship.

Brocade is restricted by its technological
conditions, and the pattern composition is in a
relatively static and symmetrical state. The de-
sign features are composed of geometric pat-
terns such as rhombus, square, and composite
rhombus to form the skeleton, and the space
is filled with animal and human patterns by di-
viding the space (Sample 2).

2) The Qin and Han Dynasties

The most representative textiles from this
period appeared in the Mawangdui Han Tomb
that was excavated in 1972. More than 200
pieces of silk and linen fabrics and clothing were
unearthed from the tomb, which are of high re-
search value. The most representative pattern
among them is undoubtedly the cloud pattern.

For example, this piece of silk fabric un-
earthed from the Mawangdui Han Tomb has
swirling patterns embroidered with colorful
threads (Sample 7). The bamboo slips unearthed
from the tomb that record the funerary objects
refer to this kind of silk fabric as Chengyun em-
broidery, which also indirectly confirms that the

main body of the pattern is cloud pattern, im-
plying the desire to ascend to heaven by riding
on the clouds and soaring into the sky.

Curly lines are one of the earliest ge-
ometric patterns. They often appeared in the
form of shading in the decoration of pre-Qin
bronzes. The graceful curves are easily associ-
ated with many moving and imaginary objects
in nature, such as flowing water, flames, smoke,
and of course clouds. Therefore, cloud patterns
are sometimes indistinguishable from water rip-
ples, and therefore there are patterns such as
cloud patterns, swirl patterns, and fire patterns
that are all presented in scrolling.

3) Three Kingdoms, Two Jins, Southern
and Northern Dynasties

During the Three Kingdoms, Jin, Southern
and Northern Dynasties, the layout of patterns
was very orderly. Many animal patterns appear
in textiles, showing a symmetrical beauty. And
in the whole fabric, the elements are used more
intensively, leaving little room for it, making it
more gorgeous.

There is a hexagonal skeleton, which
is called turtle skeleton because it resembles
the tissue texture on a turtle's back shell. This
frame has the style of ancient Greek deco-
rative art and may also be a product of cul-
tural exchanges between China and the West.
Turtle backs are sometimes used as elements
in textile pattern designs (Sample 3). This pat-
tern is a horizontal frame as a whole, divided
into three groups of patterns through dense
intervals, and the Chinese character “#” is
also used in the middle to express auspicious
meaning.

The curved frame has a ring skeleton,
which is a skeleton style composed of rings or
ellipses nested inside each other. The anti-wave
frame was also popular during this period. It is
made up of symmetrical wave curves overlap-
ping each other. The two ends of the anti-wave
frame are relatively pointed.

The straight-curved battlement frame
is also the most representative frame of this
period. It is a “several” shaped low wall piled
up layer by layer, combined with column divi-
sions, and has the characteristics of an arched
building. It is probably influenced by the archi-
tectural style of ancient Rome. What is more
popular is to place various animals in the bat-
tlement frame, supplemented by curling cloud
patterns, which is also an extension of the cloud
patterns in the Han Dynasty.

During this period, a relatively rare tex-
tile with human figures appeared (Sample 1).
Judging from the posture of the figure, it is also
possible that he is performing witchcraft rituals.
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4) Sui and Tang Dynasties

The Sui and Tang Dynasties were a period
of strong national power in China, with prosperous
economy, frequent diplomacy, strong national
self-confidence, and excellent cultural tolerance.
Therefore, the artistic expression of this period was
very fusion. The cultures of different regions such
as Central Asia, West Asia, and South Asia have in-
fluenced the expression of Chinese textile patterns.

First, there are the battlement frame pat-
terns and wave frame patterns that continue the
characteristics of the previous period (Sample 6,
Sample 8).

Secondly, the pattern aesthetics of this pe-
riod had a clear preference for circles. Among
them, the most distinctive and representative
structure is undoubtedly the pearl roundel pattern
(Sample 4).

If a complete unit pattern in the fabric is
analyzed, the pattern can be classified according
to the number of concentric circles formed, the
dot size of each layer of beads, the spacing be-
tween concentric circles, etc. There are also some
pearl roundel patterns that do not form a circle,
but are arranged in straight lines or divided into
diamond shapes, and some are like a string of
beads surrounding the edges of other patterns.
Sometimes other elements such as small squares,
flowers, etc. are arranged continuously to form a
pearl roundel pattern.

The Baoxianghua of the Tang Dynasty is an
excellent example of artistic creation (Sample 11).
It is the result of human beings' artistic processing
of plants. The characteristic of Baoxianghua is that
it radiates outward from the center. Baoxianghua
is mostly based on the cross pattern. On this basis,
it rotates forty-five degrees and then forms eight
petals, forming a “>K” shape with eight petals,
which is more complicated and full [25].

5) The Song Dynasty and Liao, Jin, and
Yuan Dynasties

The artistic characteristics of the Song
Dynasty developed towards focusing on artistic
conception and inner charm, forming a new aes-
thetic trend, which was also reflected in textile
patterns.

Influenced by the realistic style of flower
and bird paintings in courtyards, a large number
of sketched flowers and birds are used in the
decoration of fabrics. However, in order to adapt
to the characteristics of fabric production tech-
nology and fabric varieties, and to facilitate pro-
duction and manufacturing, the vivid and nat-
ural external shape characteristics and growth
movements of flowers and birds are often re-
tained (Sample 5). The flexible posture uses the
method of combining lines and surfaces to sim-
plify it into a slightly decorative plane image.

“Flower with broken branches” appears as
a painting theme and is also a framing method
in Chinese flower-and-bird paintings. That is, in-
stead of painting the entire flower plant, only one
or a few twigs are selected to be included in the
painting, leaving room for the viewer's imagina-
tion and adding more charm. This type of pattern
had already appeared in the Tang Dynasty, but it
did not become popular until the Song Dynasty.
The characteristic of the broken-branch flower
pattern is that single flowers or combinations of
flowers with flowers, leaves and branches are
cut out from life and used as elements to form
unit patterns. In the pattern organization com-
position, the unit patterns maintain intervals or
do not form logical connections. After graphic
arrangement, the original shape can be main-
tained or turned to simple condensation [19].

6) Ming Dynasty

The pattern themes are very wide, in-
cluding flowers, plants, trees, rocks, humming-
birds, fish, insects, birds and animals, all can be
included in the painting. Especially the themes
of local customs, customs and traditional cus-
toms are the most special. For example, the
most exquisite piece of clothing unearthed from
the tomb is the Queen's Baiziyi (Sample 9).
More than ten kinds of embroidery stitches are
used, which makes the different patterns have
layered changes and is very textured. There are
hundreds of children on it, plump, lively and
cute. Several of them form a group, playing dif-
ferent games, such as skipping rope, shuttlecock
kicking, Cuju, cricket fighting, sky bamboo, etc.,
which is very life-like. This pattern is the im-
agination and yearning for the scene of having
many children, and it is also an expression of the
desire to have many children and be blessed.

On the other hand, addition is to decorate
the simplified pattern with some characteristic
and idealized natural images. The main forms
of addition can basically be summarized as the
addition of the tattoo itself, the addition of dif-
ferent patterns, and the addition to enrich the
content of the pattern, or to fill in the gaps in
some parts of the pattern, so as to achieve a
balance between virtuality and reality [18].

There is an idiom in China called “adding
flowers to the brocade”, which refers to adding
patterns to jacquard fabrics, which is a meta-
phor for adding beauty to beauty. This kind of
textile is also called Tianhua brocade. It ap-
peared in the Song Dynasty and became pop-
ular in the Ming and Qing Dynasties.

The basic composition of Tianhua brocade is
to use various geometric shapes such as circles,
squares, rhombuses, hexagons, and octagons, ar-
ranged regularly and staggered to form a richly
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varied brocade-style skeleton. The geometric skel-
eton is filled with patterns such as back patterns,
ten thousand characters, ancient coins, and locks;
the main geometric skeleton is filled with larger
square flowers, making it a kind of main flower
with prominent, brocade style and The brocade
pattern on the ground is richly varied (Sample 12).

7) Qing Dynasty

In ancient Chinese history, the idea of
seeking good fortune and exorcising evil has been
popular and expressed on fabrics through patterns.

By the Qing Dynasty, the development of
patterns had reached the point where “the pic-
ture must be intentional and the meaning must
be auspicious”. Today, auspicious patterns are an
important part of Chinese traditional culture and
have become one of the symbols for recognizing
the national spirit and national interests [28].
Auspicious patterns are a way to concretize ab-
stract concepts by hiding blessings in patterns.
There are several common ways to use them.

First, the pattern that directly expresses
blessing with words is the most direct one.
The Chinese characters such as “happiness
(. %) “longevity (7#)”, “luck (&))" are di-
rectly used as pattern elements in the textile de-
sign. Secondly, the homophony of Chinese char-
acters is used, that is, the name of the pattern
is similar to the pronunciation of the blessing, so
the expression of the pattern is connected with
the blessing. For example, the Chinese pronun-
ciation of “bottle (Jffi) ” is the same as “ping (°*)”,
which means safety; the Chinese pronuncia-
tion of osmanthus(#1£) is the same as “gui(
57) “which means wealth. As shown in the
Sample 10, there are eight red bats in the deco-
ration of interior textile. “Red bat (£14%) " is hom-
ophonic with “Hongfu Git4#) ", which means a lot
of blessings. Finally, symbolism is used to give
animals and plants human qualities.

The combination of pine, bamboo, and
plum is called the “Three Friends of Suihan” be-
cause pine and bamboo can survive the winter
without withering, and plum blossoms can with-
stand the cold and bloom. This phenomenon
is explained anthropomorphically, just like a
person who experiences setbacks without being
defeated and grows up in difficult situations,
which has qualities worthy of admiration. This
practice of using the characteristics of animals
and plants as a metaphor for human morality is
also a manifestation of human beings seeking
the connection between themselves and nature
in the process of exploring nature.

2. The structural beauty of textile patterns

In modern times, patterns are an im-
portant manifestation of national and regional
styles. Cultural themes and symbols are a rich

source of inspiration for designers, so it is nec-
essary to explore unique patterns, colors and
aesthetics from different cultures [9].

The sign referred to in semiotics must be
a double-sided entity of signifier and signified,
and should have an expression level and an
abstract content level. The expression level is
called “symbolic expression” or “symbolic form”,
also known as “signifier”; The content level is
called “symbolic content” or “referenced” [27].
Pattern samples are composed of composition,
lines, colors and other signifier components. Its
meaning, that is, what it refers to, is the suste-
nance and expression of a nation's rich cultural
connotation and spiritual beliefs.

As a manifestation of social thoughts and
concepts at that time, patterns are decorative,
symbolic and allegorical. Although the patterns
of each period have their own style characteris-
tics, their design rules can be analyzed.

Patterns have the law of formal beauty.
Plane patterns are composed of patterns, com-
position, color, and texture. When discussing
textile patterns, the texture content is not dis-
cussed because most of the analysis is based on
picture materials. In specific textile cases, this is
reflected in the use of single or multiple element
patterns. Large-area textiles such as clothing
usually have patterns covering the entire fabric,
so the arrangement patterns can be explored.
In order to find a broader compositional pattern
in textiles, this article avoids over-refining the
individual elements in each case, but instead
analyzes the smallest repeating unit formed by
the combination of elements, analyzes the ar-
rangement pattern of the unit on the textile, and
summarizes the resulting composition (Table 1).
When extracting the smallest repeating unit, try
not to destroy the integrity of its content. If the
smallest repeating unit also has a compositional
pattern, it will be shown in the table.

Model 1 is a free-style composition.
Although there are repeated elements in the
pattern, their arrangement is irregular, as shown
in Sample 1.

Model 2 is a two-way continuous composi-
tion, that is, the elements are repeated regularly
in the horizontal or vertical direction. This com-
position is more common in lace or fabrics with
small widths. For example, the several elements
in the fabric in Sample 2 maintain the consist-
ency of width and the same repetition interval,
so a whole row of patterns can be regarded as
a group of elements to observe their arrange-
ment. The elements in Sample 3 are of different
sizes and have different repetition intervals, so
they need to be split when exploring their ar-
rangement rules.
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Table 1
A collection of examples of ancient Chinese textile patterns
Salc:’ple Name Image Repeating Unit Composition Model
F
8 C
Western Jin, fig- B
1 ures and floral
pattern [7] D
¢ G
H
model 1
Textile with
2 stripes and con- A A A
fronted birds [22]
model 2-1
lalnininininn) A A A
ETEY TR
Northern Dynas- aualalalalalala BB B
3 ties, * Ji* char-
acter pattern [1] cccec
model 2-2
A A A
Tang, paired AA A —
4 deer with spearl A A A
roundel pattern
(6] |
model 3-1
;é A A A
i) ! A A A —
Northern Song, % ?g@ @% A A A
5 scrolling foliage ] # 3
pattern [2] ’Eﬁg p? l
BN model 3-1
A A A
Tang, A A —
6 paired birds pat- A A A
tern [4] 1
model 3-2
Fragment of
"Cheng Yun” A A A
embroidery with A A —
7 brown and yellow A A A
paired birds and l
rhompus pattern
(detail) [14] model 3-2
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Continuation of table 1
San:)ple Name Image Repeating Unit Composition Model
Tang A A A
8 paire’d children B B
with wave pattern c,Cc C
[5] l
model 3-3
Embroidered
Hundred Boys
robe from the AlB
9 Dingling Tomb of
the Ming Dynasty
(replica) Photo by
Gao Xia
model 4-1
Qing Dynasty,
Yellow Satin stool
cushion embroi-
10 dered with chry-
santhemum and
lotus and bat )
Photo by Gao Xia model 4-2
A A A
Tang, A A A —
11 butterflies around A A A
lotus roundel pat-
tern [3] l
model 3-1
Qing Dynasty, A
12 pink Tianhua ’bro- ACACA
cade (detail) [23] l
model 3-1

Model 3 is a four-way continuous compo-
sition, that is, the elements repeat regularly in
four directions, up, down, left, and right. This ar-
rangement can be aligned, as shown in Samples
4 and 5. This arrangement can also be dislo-
cated, as shown in Samples 6, 7, 8. Especially
Sample 8, there are 3 groups of images in the
repeated paired patterns, which are placed dis-
located, making the pattern both orderly and
varied.

Model 4 is an axial symmetrical compo-
sition, which is mainly based on the premise
that the pattern itself is not regular, and forms

a left-right or up-down symmetrical pattern with
the central axis as the boundary. In the whole
garment, due to the symmetry of the human
body, symmetrical pattern design often appears.

In some special cases, the overall arrange-
ment of the pattern forms symmetry, but the spe-
cific content of the pattern is different, forming
an effect that is both neat and free. As shown in
Sample 9, the figures and plant images on the left
and right of the clothes are basically symmetrical
in position, but the specific elements are very dif-
ferent, maintaining the visual balance and rich-
ness of the content. In some geometric patterns,
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the design can achieve more symmetrical rela-
tionships. The pattern shown in Sample 11 can be
divided into eight equal parts, and the adjacent
parts are symmetrical in the “>K” structure.

By starting from the smallest repeating
unit and analyzing its corresponding framework
and elements, we can better find the rules and
design techniques of element repetition, and
thus use this method to design new textile pat-
terns.

CONCLUSIONS

Throughout the 4,000-year history of
China, the patterns that have appeared have a
wide range of themes. The most frequently ap-
pearing pattern themes are geometric patterns,
animal patterns, and plant patterns.

Research shows that there was an evolution
from early geometric abstractions represented
by rhombuses and spirals in the pre-Qin period
to the complex naturalistic depictions of plants,
animals and landscapes in later dynasties. Han
Dynasty patterns yearned for the world of immor-
tals, while the Three Kingdoms, Jin Dynasty, and
Northern and Southern Dynasties incorporated
Buddhist and Central Asian patterns. During the
Sui and Tang dynasties, patterns became inter-
national, with circular patterns being particularly
prominent. Song Dynasty textiles embodied a re-
fined aesthetic, with a particular preference for
plant patterns; Ming Dynasty textiles were char-
acterized by fullness, overlapping patterns, and
complex designs; and Qing Dynasty textiles em-
phasized auspicious meanings.

Pattern composition methods can be sum-
marized into four categories, including free com-
position, two-party continuous composition,
four-party continuous composition and symmet-
rical composition. The specific frame structures
are more diverse, including battlement frames,
wave-shaped frames, turtleback frames, and
“k” shaped frames.

Exploring the decorative patterns of an-
cient Chinese textiles is conducive to under-
standing the culture of this region and na-
tion, and is also conducive to the innovation of
modern design. History always brings us count-
less inspirations.
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rao Cs, €xoBa O. XapaKTepuUCTUKuU AN3aHHY Bi3epyHKIiB cTapoAaBHbOIro

KUTanCbKOIro TeKCTUITIO

Mera. Lia cTatrsi Mae Ha METi BUBYNTU CTU/ILOBI XapaKTePUCTUKUN AaBHIX KUTak-
CbKUX TEKCTUJIbHUX BI3EPYHKIB y PI3HI rnepiogun, pernpe3eHTatuBHIi TUu Bi3epyHKIB Ta
rpoaHanizyBatu ix rpasusia Au3aviHy, A/7151 BIIPOBAaAXEHHS B Cy4acHy MpakTuky Au-

3ariHy.

Meropgonorisa. Y A0CNiAXEHHI BUKOPUCTOBYETLCS METOA aHasli3y /1iTepatypu A71s
aHarsnizy HayKoBux CTaTeli | TeKCTU/IbHUX BUPOBIB, OKPEC/IIOTLCS XYAO0XKHI Xapakrepu-
CTUKM JaBHbOKUTANCbKUX BI3EPYHKIB Ha 04513i Ta IHTEP 'EPHOMY TEKCTU/IO Yy CeEMU repi-
ogax icropii Kutaro, | y3arasibHHEHI TUMY CUMETPIi BI3€pyHKIB 3a AOMNOMOIror TUIMNoJ10-

riyHoro metoay.

Pesynbratn. CrapogaBHi KUTAKMCbKI Bi3€PYHKWN MEpPEBaXXHO reOMETPUYHI, TBa-
PUHHI Ta pociuHHI. BizepyHku o nepiogy LiHb 6ysiM B OCHOBHOMY [POCTUMU reome-
TPUYHUMY, a Mi3HILIE repeTBOPUIINCS Ha CKIaAHI NpupoaHi BizepyHKu. BizepyHku au-
HacTii XaHb nparHyn Ao CBiTy 6€3CMepTHMX, a Mi3Hilli nepioaun BKIYaan 6yaaMCTChbKi
Ta CepeAHboasiniCbKi enemMeHTn. BizepyHku auHacTisi Cyvi | TaH 6ysim KOMIIEKCHUMU,
0cobmBo Kpyri BizepyHku. [AuHacTtis CyH 6inblue TsxXiia 40 BULLIYKAHOI €CTETUKMU.
BizepyHku anHacTii MiH 6ynn cknagHumuy 1a rnoBHUMM, a AMHAacCTIS LjiH BigaaBasa rie-
peBary CripyusitT/iuBuM Bi3epyHKaM. BizepyHku po3TalloByKTbCSl Bi/lbHO, orapHoO, rno-
4YeTBepO | CUMETPUYHO, 3 PI3ZHOK KapKacHOK CTPYyKTypor. CTPyKTYpHUE aHasi3 umx
CTapoAaBHIX BI3EPYHKIB CPUSE PO3YMIHHIO KyJIbTYpPHOI criagwmHu Kutaro 1a Moxxe
6y TV XKEPESIOM HATXHEHHS [I/151 CyHaCHUX AN3aNHEPIB rpu CTBOPEHHI 0A4SIry, TEKCTUIIIO,

B AM3akiHi iIHTep’epy Ta rpagiyHoMy AU3aUHI.

HaykoBa HoBM3Ha. Brieplue BUSIBJIEHO 3aKOHOMIPHOCTI CUMETPII B CTapoAaBHixX
KUTarCbKNX TEKCTUJIbHUX BIi3€PYHKax | CUCTEMaTU30BaHO ripaBusa ix KOMo3uuii, Lo
Ma€ BesMKe 3HaqYeHHs A/151 CIPUSHHS YCnaaKyBaHHIO TPaANLINHOI KyIbTypu Ta iIHHOBa-
LifIHOro 3acToCyBaHHS TPaANLINiHUX Bi3€PYHKIB.

MpakTnyHa 3HavYyLWicTh. Lle 0C/iKEHHS MICTUTb iHOopMaLiliHe 3abe3rneqyeHHs
AJ151 An3aniHepIB o4sry, IHTep'epy, rpaiyHnx An3aniHepis o0 AnN3akiHy CyYacHUX Bu-
po6iB i3 3aCTOCYBaHHSIM TPaANLIMHMX BI3EPYHKIB 3acobamm LngppoBux TEXHOJIOIIN.

KnruoBi cioBa: TeKCTU/ib, AN3akiiH 04Sry, Bi3€PYHOK, rpadiyHunii An3aniH, An3akH
IHTEpPepy, KnTaKcbKa Ky/ibTypa, KyJbTypHa CraglymHa, CUMETPIsi, CMMBOJIIKa, LUnppoBi
TEXHOJI0rii, KOMIMO3uLjisi, eCTETUKA, XapaKTePUCTUKN AN3ariHy, ANHACTUYHI rnepioaun.
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