ISSN 2519-2949 (Print); 2519-2957 (Online) «I[TIOJUTUYHE XUTTS» 3—2022

IHOJIITUYHA KYJbTYPA TA INJEOJIOI'TA

DOI 10.31558/2519-2949.2022.3.10
VK 77/7.013-7.017

ORCID ID: https://orcid.org/0000-0002-2988-620X
Matsyshyna I. V., Vasyl’ Stus Donetsk National University

APRIORITY OF TIME AND SPACE PERCEPTION AS A SPLIT OF REALITY

While studying the mechanisms of information perception and relying on a priori theory by Kant,
questions related to visual communication are raised. If the subject, according to I. Kant, possesses a priori
contemplation due to which he percepts time and space, then how he uses this mechanism during visual
communication? When a transcendental subject uses the synthesis of judgments in visual texts, which is
the experience of perception of the real world time and space, whether the opposite effect is possible?
How the experience of perception of time and space in the real world influences the approximate practice
of the subject’s behavior in the virtual world? These questions allowed us to hypothesize the loss
of boundaries between the real and the virtual dimensions on the example of the visual text’s study.

In this study, we focused on the first stage of apriority — contemplation. The phenomena of space and
time, represented through certain variables in the visual text, have become the main research objects.

In the first phase of the study, we analyze these variables based on the concept of image analysis

by G. Kress and T. van Leeuwen. In the second phase, we turn to M. Foucault’s theory of heterotopia

to define how badly the subject loses the boundary between the real and the virtual. Thus, among

the methodological foundations of the study, we applied the theory of a priori by I. Kant, the heterotopia
theory of M. Foucault, as well as the analysis of images by G. Kress and T. van Leeuwen.

When a subject finds himself between two realities, it is difficult to prove where objectivity and where
subjectivity is, because the act of seeing is predictable. Apriority of contemplation used in the perception
of objects in different spaces gives impressions and emotions. And it splits the subject even more,
as the demarcation line between virtual and real spaces is lost. The predicted mechanical procedure
of reading visual texts can be not only a technique to influence the behavior, but indicate the personal loss
of the subject, which has already violated the boundaries between virtual and real worlds.

Keywords: apriority, visual communication, heterotopia, image, symbol, topos and chronos,
photographic media text.

Introduction

I. Kant analyzes the ratio between subjectivity and objectivity on the example of the attitude towards
the "object". The main stress here is made on the "subject". The philosopher introduces the concept
of "phenomenon”, which affects the knowledge regarding the object; and proves that the subject endows
the object with properties received exactly as a result of contemplation of this object’s phenomenon. That is,
we are dealing only with things we imagine but not with things that actually exist. Hence, the object,
as a thing, cannot be fully cognized as for the subject it remains unknown. His renowned theory of the "thing-
in-itself" is associated with representation, which determines interrelationships in society. To accept this fact
is to understand the imperfection of a subject, whose physiological mechanism is incapable of cognizing
the universe. Insofar as the subject is constantly dealing with phenomena, the "thing" will remain beyond
the subject’s knowledge. That is why the researchers should focus mainly on the subject’s mechanisms
of perception due to which the thing (or object) obtains its meaning. Exactly these meanings of the object’s
phenomenon affect the knowledge, development, and level of morality in society.

According to I. Kant, there is knowledge existing regardless of experience. This is what he called apriority.
The word comes from the Latin phrase "a priori", which can be translated as "from the earlier". A priori does
not rely on experience, it is a human feature and affects the process of knowledge acquisition. As the evolution
of past experience, a priori has its stages that affect the perception of personal and social things and phenomena.
At the first stage, there is only contemplation, which allows the subject to percept space and time. At the second
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stage, there is mind, which develops analytical abilities of the subject. At the third stage, the mind separates
from contemplation and independently creates knowledge at the level of reason. If we consider three aforesaid
stages of cognition with regard to the perception of objects and phenomena, then the subject is dealing with
images, concepts, and comprehension but not with their very essence.

Among the three stages of knowledge acquisition related to the a priori characteristics of the subject, first
of all, we’ll focus on the first stage — contemplation. Due to this stage, the subject can sense space and time
regardless of knowledge. Sensitivity to the topos allows distinguishing one subject from another, or from the
things around him. This a priori property provides an opportunity to contemplate those objects in respect of
which the subject contraposes themselves, which is impossible without a sense of space. Along with
contemplating objects in the space where they change, the subject is able to feel the chronos. Objects’ change
in space provides a sense of time: close, far, near, which can establish some knowledge regarding the concepts
of past, future, and present. Thus, contemplation, in which sensuality as an a priori property of the subject
activates the knowledge of space and time, besides, depends on the objects as they affect the subject’s
reflection. Hence, not only the subject but the object as well has an impact on the very process of
contemplation that generates knowledge. And for the subject, this knowledge is more real than the object
itself because the subject relies on its own mechanism of knowledge processing. The physiological algorithm
involved in communication provides a limited result. Therefore, the knowledge obtained by the subject cannot
be true. A part of knowledge unable to be processed by the subject remains, since, according to 1. Kant, the
potential of the subject is quite narrow. Austrian zoologist Konrad Lorenz compares apriority with a camera
that exists independently of photographs. "The property "to be composed of pixels" does not apply to the
information reflected in the thing-in-itself, it comes from the features of the camera, stipulated by technically
inevitable limitations,"” — K. Lorenz writes (Lorenz, 2020).

Photography as a visual text

The analysis of visual texts, where space and time have their dimensions and actualize apriority of the
subject, is present in the works of A. Burger (Burger, 2005), H. Velflin (Velflin, 2018), G. Kress and T. van
Leeuwen (Kress, Leeuwen, 2006), P. Shtompka (Shtompka, 2010) and others. With the help of their
approaches, we could notice that visual communication and the information it produces are an array of data
representing society. This data can open up new dimensions of the subject that can be related to its apriority.
For example, photography, as a media, may not only be an intermediary between the author and the onlooker,
between the photographer and society but can provide objective knowledge about the mediation itself.
Without forgetting the apriority, which indicates the limited property of the subject to cognize, photography
is the outer shell of the reality that can be understood and perceived by the subject. Moreover, comprehension
of the photo will provide new information each time, however, it will remain incomprehensible until the end.
Same as Kantian "thing-in-itself".

The work “Reading images: the grammar of visual design” by G. Kress and T. van Leeuwen allows
the reader to see temporal and chronological dimensions that are translated from the real world to the virtual
through visual means. When the a priori sensibility of the subject’s time and space continues to dominate in
the virtual world, a certain logic of reality perception is being formed. Due to certain markers, built
on the contrasts between objects in the middle of the frame, that can be included in the visual text, the viewer
can feel the pressure of meaning hidden by the author of the photograph. Through visual images,
a photographic text allows not only to feel the past and future but to compare them with the present, to bring
the subject back to reality. During the analysis of “Reading images: the grammar of visual design”
by G. Kress and T. van Leeuwen, we have identified three markers that, in our opinion, will help to establish
the sensuality of space and time in the virtual dimension through visual text.

Narrative. The vector that symbolizes the action directed from one character in the frame to another
helps to visualize the story in the visual text. The fact that the viewer of the photo can become the other
character is felt through the story around which the plot is built. The vector allows not only to feel the action
but to understand the power of the characters in the frame. Through the vector, represented by a look or
a hand gesture, one can distinguish a passive and active participant in the narrative. «The naturalistic image,
whatever else it may be about, is always also about detail. It contains a multitude of embedded ‘analytical’
processes», — as G. Kress and T. van Leeuwen write (Kress, Leeuwen, 2006: 50). Due to the vector as
an action, visual metaphor affects the visualization of space through the narrative in the frame. The distance
between the participants of the dialogue, their emotions during the dialogue, as well as the symbols that
surround them, deepen the photographic semiotic reality. A subject that contemplates this reality is immersed
in a story. The construction of the narrative may occur similarly to tree-like structures, which can take
different forms and be parallel, inclined, or straight in vertical and horizontal dimensions.
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Owing to the participants in the narratives and tree-like structures of the story, the individual images and
forms are combined into a whole one. Thus, the interpersonal form of communication in the photographic
space can become a personal way of addressing the subject in the status of a viewer. Here, the vector, as an
action, provides a spatio-temporal structure of the story through symbolic attributes. G. Kress and T. van
Leeuwen provide their own features to the disposition of symbolic attributes in the frame, which affect the
spatio-temporal structure of the narrative:

1) placed in the foreground, which gives the privilege of size in the frame, of lighting, of clear focus,
of a noticeable color;

2) gestures in the frame, which through a vector demonstrate the primary meaning of the symbolic
attribute in the frame, or which are directed towards the viewer;

3) details that seem inappropriate;

4) symbolic meaning of the attributes themselves (Kress, Leeuwen, 2006: 105).

A contact established with the viewer can have two communicative functions: visual direct address and
visual indirect address. In this case, a smile, look, clothes and other details in the frame establish a social
approximation to the reality of the viewer. «What in language is realized by words of the category ‘action
verbs’ is visually realized by elements that can be formally defined as vectors» (Kress, Leeuwen, 2006: 46).
Thus, through an action that takes place between the characters in the frame or with the viewer, the subject
receives a story that becomes a trap for him\her. He or she is forced to plunge into it, to become a participant
in events. At this stage, their a priori interaction with objects begins to work and establishes his\her own place
in the narrative. The subject does not choose the script of the story but becomes a participant in the actions
that take place in the frame.

b) Topos. Another dimension of the photography’s impact on the viewer is related to the size of the
frame, objects in the frame, and the distance between them. When there is a choice between close-up,
medium, or long shots of objects that appeal to the viewer, the author of the photo decides which shot to use
when taking photos and making their post-correction. As well as a sight that can be directed both to the viewer
and in the middle of the frame, the decision on the size of the distance represents different relations between
the presented participants of the photo itself or with its viewers. The heroes of the photographic narrative can
be depicted as a full figure in the frame, or only part of their figure, which affects the size of the space.
For example, the extreme close-up of the hero, who looks directly at the viewer, significantly reduces
the distance between two spaces (real and photographic). A close-up photographic character creates
collaboration with the viewer’s personal space, resulting in excitement, fear, and unpleasant emotions from
such contact. The boundary of personal space is violated, which is a hint of intimate intervention. The distance
in the middle of the frame, the color, perspective, lines, and even the angle of the shot, create an emotional
acceptance/rejection of the message broadcasted by the photo. «If the represented participant is seen from
a low angle, then the relation between the interactive and represented participants is depicted as one in which
the represented participant has power over the interactive participant. If, finally, the picture is at eye level,
then the point of view is one of equality and there is no power difference involved. This is, again, a matter
of degree. A represented participant can tower high above us or look down on us ever so slightly» (Kress,
Leeuwen, 2006: 140). Consequently, throughout visual communication, we must not forget about the
influence of such details that determine our attitude to some things and topical issues that arise in society with
the help of photography. Visual composition can also represent space through its correlation with the center
around which symbolic attributes are formed, which can be understood as marginality. And even when there
is nothing in the center, what is around it will form the center. At this point, the concept of “zero sign"
by U. Eco is applicable, as emptiness is also a sign (see, for example: Eco,1998).

G. Kress and T. van Leeuwen write, that the empty center may be a hint of God’s absence.
Or, in the secular sense, to indicate the horizontal level of organization of social life, where each sector
(or institution of power) is self-sufficient, i.e. has the democratic foundations of society. Thus, the use
of different techniques during photography can both expand the photographic space and collaborate it into
the space of reality.

c¢) Chronos. Another peculiarity of photographic space, which correlates with the space of the real world,
is its division into parts. The upper part is related to the status, to the idea of a dream, that is always exploited
by ad posters’ creators, who offer a service or a product that brings you closer to your dream. Photography,
through symbolic attributes such as the sun, the sky, birds, and the treetops, also refers to images associated
with sensuality. In turn, the lower part is more rational, it is full of symbols that make you analyze the present,
rather than dream about the future. «In such texts the upper section visualizes the ‘promise of the product’,
the status of glamour it can bestow on its users, or the sensory fulfilment it can bring. The lower section
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visualizes the product itself, providing more or less factual information about it, and telling the readers
or users where it can be obtained, or how they can request more information about it, or order it», — G. Kress
and T. van Leeuwen write (Kress, Leeuwen, 2006: 186). These two spaces may have a conflict at the level
of contradistinction of symbolic attributes in each space separately, like opposition, and at the level
of dividing lines. These lines can be represented by a skyline, color contrast, or playing with the light. Due
to the opposition character of the upper and lower spaces in the visual text, the ideal and the real are
represented, which appeals to the real world.

Western civilization reads information linearly, following the features of the verbal text — from left to
right; visual texts, in their turn, allow the viewer to choose the sequence of contemplation. But, in fact, the
habit of linear reading dominates in the perception of visual texts. Thus, linear texts impose syntagmatics on
the reader, affect the sequence of perception, and form a connection between symbolic elements. Therefore,
according to the horizontal spatial photographic dimension, time is divided into "today" and "tomorrow", or
"yesterday" and "today". Interestingly, this approach is still used today when presenting a result after solving
a specific problem. When two photos are compared, a photo on the left is provided with the caption "before",
and a photo on the right is provided with the caption "after”. This technique is used when it is necessary to
present a new product or new service, which is usually located on the right as "new".

The division of photographic space into the top, bottom, right, left and center is inherent in any culture,
but the significance of each part of space depends on religious, cultural, and historical traditions. In addition,
we can’t say that all relations that may be realized linguistically or culturally can as well be realized through
visual reading. Accordingly, G. Kress and T. van Leeuwen repeatedly emphasize that their approach to image
deciphering depends on historical and cultural features, and does not claim to be universal. But the very fact
that the subject continues to apply the skills of information perception received in the context of certain
cultural traditions in the real dimension, is unconditional.

As for the influence of cultural development on the perception of visual texts, Heinrich Velflin once
noted that there are general patterns of perception of works. And, together with that, the same pattern exists
for creation and change of style in art (for example: from classical art to baroque). According to H. Velflin,
there are two styles of artistic vision: linear (relating to contour) and painterly (blurred mass). "Linear vision,
in this case, means that the meaning and beauty of things lies primarily in the contours — whilst the internal
forms have their own contours — the eyes move along the boundaries as if palpating the edges of objects,
while the vision in the masses happens when attention is diverted from the edges, when contour as a visual
path has become more or less indifferent to the eyes and objects as visible spots are the main elements of
impression” (Velflin, 2018: 34). So, a linear vision distinctly separates one form from another, whereas a
painterly vision brings to a set of objects. Understanding the demand for visual texts today and the
technological conditions of their creation, modern human applies linear and painterly vision when getting
acquainted with photographic text. But one’s own experience also establishes own prejudices. Therefore, an
important role in this process is played by intercultural communication, which should be taken into account
by authors of visual texts, if a question of images’ decoding arises. As Griselda Pollock writes, all the
paintings need is a careful look (see, for example: Pollock, 1995: 38-66).

A priori form of contemplation

A priori form of contemplation, due to its sensory properties, is reflected in different forms of information
transmission that is perceived as truth. At that moment, the natural ability of the subject to feel only the object
of imagination is not taken into account. Thus, we perceive and trust the results of contemplation conditioned
by the apriority mechanism. And we are dealing with interpretations and various forms of interpretations,
while the very object of contemplation remains beyond our knowledge. All information related to knowledge
is a field of individual and social ideas, which in general is an imitation of reality.

Certainly, long before Kant’s a priori theory, ancient philosophers identified the concept of "image" and
"picture™ as a negative determinant of perception of outward things. It was Plato who pointed out that only
thinkers can comprehend the truth through sensory images. In proof of his theory, the philosopher pointed to
ordinary people who, being "prisoners of the cave," see only shadows. To get rid of such deception, it is
necessary to develop the ability to see. Plato even gives instructions on how to do it: "You have to start with
the easiest: firstly, look at the shadows, then — at the reflection of people and various objects in the water, and
only after that — at things as they are; at the same time, for him, it was easier to see the sky and what is in it
not in the day, but at night, i.e., to look at the starlight and the Moon, and not at the Sun and sunlight” (Plato,
1971: 516). This is the way to find the truth that is hidden behind the appearance of things in the world. "The
ascent and contemplation of things in the heights is the raising of soul to the level of mind’s comprehension"
(Plato, 1971: 517). Since birth, a person has all the opportunities given from above. The most important thing
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is to develop them in the right direction, including the ability to see. However, according to Plato, people
look in a completely different direction and bring themselves in a world of emptiness. *Haven’t you noticed
that those called bad but intelligent people have a perceptive soul and an ability to see through what they
need? So, their vision is good, but it is forced to serve their vices, and the sharper they see, the more evil they
do (Plato, 1971: 518-519). Therefore, according to the philosopher, it is crucial to get cleansed of vices that
interfere with everything. Only in this way, the world will have more sages able to combine the ability to see
and not commit evil. Supporting Plato, T. Hobbes pointed to phantoms and illusions, which as "idols of
consciousness”, firmly fixed themselves inside human consciousness.

Based on research by G. Kress and T. van Leeuwen, who studied space and time in the visual text,
the moment of reflection of a priori sensuality of the subject is very important. Photography expands this
property, transfers it to another space. When the sensations of space and time of the real world are
represented in the photographic text, the phenomenon of heterotopia appears. The term was introduced by
M. Foucault; in post-structuralism the concept of "heterotopia” describes an alternative space that does not
correspond to reality, but has a connection with it. In his work "Of Other Spaces" M. Foucault gives
an example of a mirror: "...based on the data of the mirror, | find that | am not present where | am, as | see
myself in the mirror" (Foucault, 2006: 196). However, due to the mirror, the subject can percept the reality
in which he\she is present. Heterotopia, as an alternative space, communicates and influences reality
through images. Unlike utopia, which has no place, heterotopia has a location. We can assume that
photography is also related to another space that intersects with reality. It not just points to reality as its
imitation, but also returns the subject to reality. And through the analysis of space and time in the
photographic text you can see how the a priori sense of space and time in the real world of the subject is
actualized. This characteristic is explained by the fact that depending on the level of space and time
understanding in photographic space (a virtual one), in real life space and time can be understood even
more deeply. "Reading" — as they prefer to say now — of these different spaces, is at the same time mythical
and real contestation over the place where we live; such a description can be called heterotopology,” —
M. Foucault wrote (Foucault, 2006: 197).

Today, the digital age and technologies for creating and transmitting information through digital means
have influenced the communication system of society. At the same time, the algorithm of perception of reality
has changed, where the power of images has seized all areas of activity. With that, returning to I. Kant, society
forgets about the conditionality of information perception, where apriority is associated only with sensuality,
mind, and reason, and not the objects around which information is built. That is why, M. Foucault did not
have a clear answer to the question of why two forms of thinking in different planes can use each other, as it
is difficult to determine the point of presence of heterotopia. But he determined certain principles of
functioning of alternative space:

1) crisis heterotopias, where the subject due to superstitions and privileges experiences a crisis in
relation to society. Today, these are prevalently deviation heterotopias, which indicate not so much an internal
crisis of the subject, as their deviation behavior in relation to society (prisons, nursing homes);

2) society affects the functioning of heterotopias (cemeteries);

3) heterotopia combines several spaces that may be incompatible with each other in one place (theater,
garden);

4) heterochrony, which influences heterotopia during the split of the traditional chronos (museums,
libraries);

5) places that have openness and, simultaneously, certain insularity. They are open and isolated at the
same time (mill, barracks, church);

6) illusiveness of one space that indicates the illusiveness of another space (brothels, prisons).

Ultimately, according to Foucault, the political institutions themselves perform functions
of heterogeneity, because it is the ratio between elements of power that affects the level of political regime.
The establishment of a discursive object is a form of power. Objects are always discursive. Even non-
discursive ones become discursive when they get involved in interpretation. There is no standard that would
point to a symbol’s meaning but there is apriority of contemplation that affects the meaning. Hence,
in different realities, the subject uses a natural mechanism to obtain information during contemplation.
And photography is exactly that mirror through which the subject is able to make a "transition™ from one
reality to another, using his\her own mechanism of orientation in space and time. Thus, trough the narrative,
chronos, and topos in the visual text, symbols are able to involve the subject in a "journey" to other realities
and to uncover the reality in which the subject is. Intersubjectivity acquires new features as a result of such
"journeys".
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Conclusion

Sociologist Michel Maffesoli writes about the modern loss of a subject who has become a person
(Maffesoli, 2012). As even the ability to percept time and space disappears under the influence of digital
areas of life. The multidimensionality of a person affects the multidimensionality of his\her thoughts,
which are constantly changing. The scholar introduces the concept of "tribes”, personifying sensuality
(he writes about the territory, taste, and the return of the eternal child). The social, as a connection of
time, is formed in a locality where a person obtains traditions and skills of solidarity, mutual assistance,
and compassion. The sense of territory, influenced by tastes, obtains features of the world. "A world,
where a commonality of taste is a legitimation, a full-fledged rationalization of the pleasure
of coexistence, of living together" (Maffesoli, 2016: 285). Locality and taste also influence the behavior
of a modern person, who in the conditions of the territory under the influence of modern tastes (like
fashion), turns into an "eternal child". "Everyone tries to talk as a youngster, dress as a youngster, stay
young, and such examples are countless. Meanwhile, it becomes absolutely obvious that the natural
mechanism of such an "eternal child" is a mechanism of fusion [une structure fusionnelle] or even
confusion [confusionnelle]™ (Maffesoli, 2016: 286). If modernism is built on the principles of unity,
where identity (and the state) must conform to the established canon, a modern man is disunited and can
belong to different tribes territorially and in time. This gives rise to a form of communication that is
mainly emotional than rational. Territoriality in the skills of the subject does not disappear, it remains
but with properties of instability and non-equilibrium.

When a subject finds himself between two realities, it is difficult to prove where objectivity and where
subjectivity is, because the act of seeing is predictable. Apriority of contemplation used in the perception
of objects in different spaces gives impressions and emotions. And it splits the subject even more,
as the demarcation line between virtual and real spaces is lost. The predicted mechanical procedure of reading
visual texts can be not only a technique to influence the behavior, but indicate the personal loss of the subject,
which has already violated the boundaries between virtual and real worlds.
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Mayuwiuna I. B. Anpiopnicmo chpuiinamms uacy i RpOCmopy AK pPo30ineHHA PeanbHOCHi

B npoyeci docnioocenns mexanizmie cnputinsmms inghopmayii npu onopi Ha anpiopHy meopiio
1. Kanma nionimaromuvcsa numanHs, nog A3aui 3 8i3yanbHo0 KOMYHIiKayieto. 30kpema 00CioNCeHO HaCmynHti
numanns: Axwo cyo’exm, 3a 1. Kanmom, 80100i€ anpiopHum cno2iaoauHiam, 3a80aKU AKOMY 8iH CHPULMAE
yac i npocmip, Mo K 8iH BUKOPUCMOBYE Yell MeXaHizm nio uac gizyanvroi komyHixayii? Konu
MpancyeHOeHMHUll cyo €Km 8UKOPUCHOBYE CUHME3 CYOAHCEHD ) GI3YANbHUX MEKCMAX, KUl € 00C8I00M
CNPULIHAMMSL YACY MA NRPOCMOPY PeanrbHO20 CEIMY, Yl MONCIUSUI npomunedichull epexm? Ak 0ocsio
CRPULHAMMSA Yacy i NPOCMOPY 8 PeaibHOMY C8IMi anpoKCUMYE NPAKMUKY NO8eJiHKU cy6 ekma
¥ 8IpMyanvHomy ceimi? AHAI3 Yux nUMans Ha NPUKIAO] OOCTIONCEHHS 8I3YATbHO20 MEKCMY 00360U8
BUCYHYMU 2INOMeE3Y NPO 6MPAmy MeHCi MidC pealbHUM I 6IDMYATbHUM UMIDAMU.

Y ybomy docnioscenni mu 30cepedunu ygeazy Ha nepuiomy emani anpiopHoCmi — CHO2AAOAHHI.
Ocnosuumu 06’ exmamu O0CAIONHCEHHs CMATU eHOMEeHU NPOCMOPY Md YAacy, Penpe3eHmo8ani yepes negui
3MIHHI Y i3yanvHomy mekcmi. Ha nepwiomy emani 0ocniosxcents mu anHanizyemo yi 3MiHHI Ha OCHOBI
KoHyenyii ananizy s3oopaxcennsn I'. Kpecca ma T. san Jlesena. Ha opyzomy emani mu 36epmaemocs
0o meopii cemepomonii M. @yxo, wjob euznayumu, HACKiIbKU CUTLHO CYO 'EKM 8MPAUAE MEHCY MIJIC
peanvhum i gipmyanvhum. Tax, ceped mMemooono2iuHux 3aca 00CHIOHCEHHI MU 3ACIMOCY8AU MEOPiIo
anpiopnocmi 1. Kauma, meopito cemepomonii M. @yko, a maxoosc ananiz oopaszie I'. Kpecc i T. san Jlesen.

Konu cyd’exm onunsiemocs Misc 080Ma pearbHOCHAMU, 8ANCKO 008ecmit, 0e 00 eKmMuHicmb, a Oe
cyb ekmuenicmb, OCKIbKU akxm bauenns nepedbavysanuil. [Ipiopumem cnoensoanns, aKuil
BUKOPUCMOBYEMbCSL NPU CRPULHAMMI 00 '€KMi8 )y pi3HUX npocmopax, dae epaicenHss ma emoyii. I ye we
OinbuLe PO3KONIOE MeEMY, OCKIIbKU 8MPAAEMbCsl 0eMAaAPKAYIUHA AIHISL MIdC 8ipMYaibHUM | pearbHUM
npocmopamu. Ilpoenozosana mexaniuna npoyedypa YumanHs 8i3yanbHUX MeKcmie Modce Oymu He milbKu
NPULOMOM BNAUBY HA NOBEOIHKY, A Ui C8IOYUMU NPO ocobucmy empamy cyb €ekma, AKull yice HOpyuIus
MedHCT MIDHC 8IPMYANOHUM I PeaibHUM CEIMAMU.

Kniouoei cnosa: anpiopuicmo, 8i3yanbHa KOMyHIKAYis, 2emepomonis, 06pas, cCumeol, Mmonoc i XpoHoc,
gomoepaghiunuii mediamexcm.
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