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Design of exhibition halls
in historical buildings of the 20™ century

Abstract. The article raises the issue of adapting the space of historic buildings for exhibition installations, as the
exhibition is one of the modern effective ways to demonstrate the cultural and historical heritage of society. Historical
monuments are a valuable architectural heritage, so when designing an exhibition space in them, it is necessary to
take into account all aspects that will ensure the preservation of the building’s authenticity. The purpose of the article
is to study and analyse the methods of designing exhibition halls in 20""-century buildings. The following methods are
used: the historical method, the method of comparative analysis, and the systematic method. The study found that
exhibition design is one of the most influential management tools in the process of gaining new experiences in galleries,
museums, and art centers. Exhibits have a significant impact on the development of socio-political, historical, cultural,
educational, and other sectors. The creation of a museum exhibition should be based on a preliminary design. The
designer should take into account all technical, scientific, and artistic aspects of the task and offer a successful solution
for the presentation of exhibits. Depending on the thematic focus of the exhibition, other specialists should be involved
in each stage of design: curators, art historians, and management. The features of creating an exhibition design in
historical buildings of the 20™ century were considered. The artistic movements that emerged in the 20" century are
analysed and characterised, and their influence on exhibition design is revealed. The main stages of the development of
exhibition design, the emergence of multimedia technologies and their impact on the audience’s perception of exhibits
are identified. The features of designing in historical buildings are described, aspects of harmonious combination
of design with the environment of the existing building are considered. Examples of creating museums in historical
monuments are found. The types of exhibition spaces and classification of exhibitions are analysed. The fundamental
means of building a spatial composition are described. The practical value of the study is that the information can be
used to write future research papers on the topic of exhibition design. The information obtained can be used to create
design projects for exhibition halls
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INTRODUCTION

The relevance of creating an exhibition space in historic
buildings is to preserve cultural heritage and is also one
of the methods of popularising information among the
public. Museum design has a significant impact on the
perception of exhibits (information) by visitors. There-
fore, museum exhibitions should be modified and im-
proved in accordance with the requirements of the pres-
ent. The statement that the sustainability of an exposition
is the death of a museum as a popular public institution
is relevant (Official website of Pedagogical Museum of
Ukraine, 2024). An exhibition is the main form of museum
communication that achieves educational and upbringing
goals through the demonstration of exhibits placed in ac-
cordance with a certain concept and modern architectural
and artistic solutions. Exhibition design is a combination
of aesthetic and functional characteristics of an integral
object-spatial environment.

The issue of designing modern exhibition spaces and
preserving cultural heritage has been the subject of con-
sideration in the works of many scholars. For instance,
M. Bevz (2022) observed that a significant number of archi-
tectural and urban monuments necessitate the implemen-
tation of protection and registration measures, in-depth
study, a comprehensive methodology of field research,
conservation and restoration programmes. Architectur-
al and urban planning monuments, which represent the
foundation of the national cultural heritage and encom-
pass a vast array of historical and cultural achievements,
serve to distinguish historic cities and towns, and embody
their architectural and artistic images. In order to ensure
the preservation of these objects, it is essential to guar-
antee their proper protection and compliance with the
established professional conservation and restoration
standards. The process of preserving and protecting cul-
tural heritage is an important area of activity of Ukraine’s
cultural policy. It is an important subject of research in a
number of sciences, which should create a theoretical and
methodological basis for a general understanding of the
specifics and essence of the process. The preservation of
cultural heritage is a fundamental responsibility of a mod-
ern state governed by the rule of law. The protection of
cultural monuments plays a pivotal role in ensuring the
national interest (Epifanov, 2019). T. Kara-Vasilieva (2022)
emphasised the need to actualise the problem of pro-
tection and restoration of cultural heritage. .M. Kuri-
lyak (2021) notes, that exhibition design is an interdisci-
plinary field that combines elements of the sciences, art
and technology to create educational and cultural spaces.
The popularity of the museum exposition as a creative ac-
tivity increased in the late 20" and early 21*t centuries due
to the need to study and preserve historical and cultural
heritage, reconstruct an objective picture of the histori-
cal existence of the people, events and processes that took
place on the Ukrainian lands. The design of exhibitions is
of significant importance in this process, as it creates in-
teractive and visually appealing exhibitions that facilitate

a deeper understanding of national heritage (Palynchak-
Kutuzova, 2023). V. Severin et al. (2020) noted that exhibi-
tion design creates a new space, the main components of
which are: professional artistic presentation of exhibits
that can demonstrate various fields (sociology, psychology,
cybernetics); application of various types of art; interac-
tivity; high-quality industrial production, which provides
for the rational, economically justified use of space, time
and material and technical means; use of various types of
art. Creating an exhibition project, it is important to use an
interdisciplinary approach, because design should be an
interpretive tool that connects people with their culture,
history, and technological progress. One of the most im-
portant purposes of an exhibition is the ability to accumu-
late, preserve and present life experience to society that
has been accumulated in various fields. People are more
perceptive of spectacle and scenography, which certainly
applies to museum exhibitions as well. Contemporary mu-
seums play a pivotal role in shaping the artistic culture of
visitors by offering a multitude of avenues for interaction
and education. Their mission is not merely to preserve and
present cultural heritage; it also encompasses the educa-
tion and development of the audience (Maysakovska, 2019).
T. Chuklina, a museologist, testifies to a new type of ex-
hibition space formation, which uses the techniques of
theatrical performances to attract the viewer’s attention
(Balvas & Pikushchyi, 2020).

The analysis of the state of research on the proposed
topic revealed that alarge number of scientific publications
on the topic of exhibition design in historical buildings are
outdated. They do not contain information that describes
the modern approach and technical capabilities in the de-
sign of exhibition space. There are modern publications
that cover local issues related to this topic. Tracking the
process of formation of exhibition design with examples
of world experience, unification of research materials and
systematisation of the stages of designing modern exposi-
tions in historical buildings.

The aim is to examine these architectural methods
and to understand their impact on both the functionality
and the aesthetic qualities of exhibition spaces.

The research is based on the study and analysis of
literature on the creation of exhibition design in histor-
ical buildings of the 20" century. The general history of
the development of exhibition halls is considered, various
methods and techniques are reviewed, and the impact of
technological progress on exhibition design is analysed.
One of the main aspects of the study is the preservation of
architectural heritage, taking into account the context and
historical significance. It is necessary to consider the main
methods of organising an exhibition space in a historic
building that should be adapted to modern needs.

The basis for the research is the study of various lit-
erary sources: articles, dissertations, textbooks, autobiog-
raphies, publications, etc. The main material for the work
is works aimed at studying the peculiarities of exhibition
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design and literary sources that contain valuable historical
information on the development of exhibition design. The
methodology of this study is the application of the histor-
ical method for chronological analysis of the processes
of reconstruction of architectural monuments and the
comparative method for determining their common and
distinctive features in order to create a concept of exhibi-
tion design in a historical building. The following methods
were used in the study: historical (study of the process of
emergence, formation, development of the structure in
chronological order); method of comparative analysis (de-
termination of analogy between objects, their similarity
or difference); systematic method (comprehensive study
of subordinate complex objects for the purpose of their
thorough analysis).

Exploring the dynamic evolution of exhibition design

in historic buildings throughout the 20™ century

The history of the development of exhibition design in his-
toric buildings of the 20" century is a complex process that
reflects the interaction of architecture, history, and art
over the XXI century. This period in history is important
for the development of a modern approach to exhibition
design, which takes into account qualitative changes in the
perception of cultural heritage and the requirements for
its preservation and presentation. The initial stages of the
development of exhibition design in historical buildings of
the 20™ century can be traced back to the first decades. Back
then, traditional approaches to exhibiting museum collec-
tions were predominantly used, which was often reflected
in the classical style of exhibition halls (Gibbs, 2009). The
history of the development of exhibition halls in the 20th
century is rich in various approaches and techniques that
reflect the cultural and technological trends of the time.
In the first half of the 20" century, exhibition design was
mostly limited to standard museum exhibitions using dis-
play cases, stands, and information boards. The exhibits
were often laid out in a cabinet-like arrangement, without
detailed design concepts. In the 1920s and 1930s, there was
a significant development in art, which was reflected in
exhibition design. Suprematism and Constructivism influ-
enced the shape and style of the exhibition halls, making
them more experimental and abstract. In the 1920s and
1930s, experimental approaches to the organisation of ex-
hibition space began to emerge. Architects and designers
began to explore new forms and structures for displaying
exhibits, using multi-variant schemes and other innova-
tive concepts (Danylenko, 20006).

The development of scientific and technological pro-
eress contributed to the emergence of new opportunities
for a creative approach to design. The 1950s and 1960s saw
aperiod of innovation in exhibition design, when new con-
cepts of space organisation, the use of light and sound, as
well as modern materials and technologies were intro-
duced. This was the time when the first interactive exhib-
its appeared, interacting with visitors and engaging them
in the process of learning. During the 1970s and 1980s,

exhibition design became more experimental and inter-
active. This period was marked by the emergence of new
technologies, and digital multimedia systems greatly ex-
panded the possibilities for creating interesting and effec-
tive exhibits. At the end of the 20™ century, exhibition de-
sign became even more integrated and complex. Museums
and historical buildings are increasingly using not only
traditional methods of building an exhibition, but also in-
teractive technologies, virtual reality, and other innovative
means to attract visitors and create a unique experience
(Slipukhina et al., 2023).

In the early 20™ century, museums became popular
cultural institutions. For example, in the 1960s, the Muse-
um of Science and Industry in Chicago was the first to use
computer technology to create interactive exhibits. One
of the most famous examples is “Mathematica: A world of
numbers... and beyond” - a Kkinetic and static exhibition
of mathematical concepts developed by Charles and Ray
Eames, which first debuted at the California Museum of
Science and Industry in 1961 (Tscherny, 2024). Since then,
duplicates have been made and they (like the original) have
been moved to other institutions. The Computer Histo-
ry Museum (CHM) in California, founded in the 1980s, is
known for its collection of retro games and exhibitions
demonstrating the evolution of computer technology. It
contains interactive exhibits where visitors can try to play
different games from past eras. The Exploratorium in San
Francisco, founded in 1969, is an example of interactive
learning and science. It contains many interactive exhi-
bitions where visitors have the opportunity to conduct
experiments and learn scientific principles in a hands-on
way. The exhibition halls were initially classified and or-
ganised according to chronological or geographical prin-
ciples. Modernisation in the art of the 20™ century led to
the emergence of numerous innovative movements that
reflected new approaches to creativity and worldview.
The most famous contemporary movements that emerged
during this period are: impressionism (early 20" century),
designed to capture the momentary impressions, convey
light and atmosphere. Impressionists worked on the re-
production of light in their paintings, focusing on feelings
and emotions; expressionism (early 20 century) reflected
the artist’s emotional state and perception of the world.
This trend was characterised by bright colours, sharp
contours, and emotionally charged images; cubism (ear-
ly 20™ century) was characterised by the decomposition
of objects into geometric shapes and their presentation
in space from different perspectives simultanecously. This
movement sought to capture not only the appearance of
objects, but also their structure and inner essence; surre-
alism (1920s-1930s) was an attempt to reflect the supernat-
ural world of imagination, dreams, and the subconscious.
The art of this trend was characterised by unexpected ob-
jects, strange perspectives and illogical plots (Rutynskyi &
Stetsiuk, 2008); abstractionism (1930s-1940s) — refusal to
depict real objects and scenes, focusing on the reflection
of internal states, emotions and abstract forms; pop art
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(19508-19608) — the use of mass media, advertising and
commercial culture as a source of inspiration for their
creations. This movement emphasised mass consumption
and pop culture; minimalism (1960s-1970s) was charac-
terised by the use of simple forms, geometric shapes, and
a minimal colour palette. Minimalists tried to capture the
essence of objects without unnecessary decor.

The art movements of the 20" century reflected the
social and cultural changes of their time and influenced
the development of contemporary art and design. One of
the most important features of exhibition design in his-
toric buildings is the need to preserve the architectural
features and historical context of the building itself. Tak-
ing these factors into account allows to create a harmoni-
ous combination between the exhibition objects and the
architectural environment, which contributes to the qual-
ity of visitors’ perception (Puar, 2021).

The design of exhibitions in historic buildings in-
volves the use of historical elements and materials that
help emphasise the atmosphere and spirit of the build-
ing’s era. For example, recreating authentic interiors, us-
ing antique furniture, and decorating in a style appropri-
ate to the historical period. Itis also important to consider
the impact of the exhibition design on the conservation of
the historic building itself. Certain materials or technical
solutions may have a negative impact on the preservation
of architectural elements or on the exhibits themselves.
Therefore, it is necessary to use materials and technol-
ogies that not only emphasise the historical character of
the building, but also ensure its conservation and protec-
tion. In addition, when designing exhibitions in historic
buildings, it is important to take into account the needs
and interests of visitors. The creation of interactive ele-
ments, the use of modern technologies and multimedia
resources will help to attract attention and maintain the
interest of visitors to historic buildings.

Exhibit objects, artifacts, and visual materials should
be integrated with the architecture and interior of the his-
toric building in such a way as to create a coherent and har-
monious image. This can be achieved through the proper
arrangement of exhibits, the choice of appropriate colours
and materials, and the creation of appropriate exhibition
areas. The design of exhibits may differ from the architec-
ture and natural environment of the building. Some ex-
hibits can be designed to harmoniously complement the
architectural features and landscape, while others can use
the concepts of contrast or confrontation with architec-
tural elements (Oliynyk & Shtyka, 2013). Before designing,
it is necessary to analyse the building. The analysis of the
possibilities of preserving the historic character during
the modernisation of the space involves the evaluation of
various methods and strategies that can be used to pre-
serve and enhance the value of historic objects in the con-
text of the modern environment. The main aspects to con-
sider during this analysis are: systematic inspection of the
historic object: before modernising a space, it is important
to conduct a detailed inspection of the historic object to

identify unique architectural details and materials. This
will help to preserve the authenticity and historical value
of the building (Soshnikova, 2020); determining the need
for space use and classification of the exhibition (perma-
nent or variable): understanding the current needs and
expectations of society is a necessary component for the
successful modernisation of historical space, as this way
it is possible to take into account the needs and require-
ments of the consumer and choose a successful method
for reconstruction that will preserve the historical value of
the monument. Before starting the design, it is important
to determine whether the exposition will be variable or
permanent. The latter consist of permanent exhibits that
remain unchanged for a long period of time. They reflect
the main themes, contain artifacts or objects that embody
the theme of the exhibition. Permanent exhibits are often
created for various educational events to provide quality
information. Changing exhibits are periodically updat-
ed or changed depending on the theme, season, event, or
special programs. They can be reproduced as temporary,
special or seasonal exhibitions. The combination of per-
manent and changing exhibitions creates a multilayered
and engaging experience for visitors and is relevant over a
long period of time. This allows exhibitions to remain rel-
evant and engage a diverse audience.

The use of modern technologies will increase the
functionality and convenience of the space. The integra-
tion of smart building management systems, energy-ef-
ficient technologies, and other innovations can improve
user comfort without damaging the historical context
(Rys, 2020). Careful planning and design: designing an
exhibition in a historic building is a complex task that
requires a conscious and careful approach by an experi-
enced specialist. The specialist must immerse himself in
the details of the historical context of the building, har-
moniously combine them with the exhibits. It is necessary
to emphasise the advantages of the existing space, to show
its value, taking into account all technical features. It is
also important to use innovations that will enhance the
inherent meaning, help adapt the space for visitors and
make the object unique. The designer should take into
account the needs of people with disabilities and ensure
compliance with generally accepted safety rules in design.
It is important to cooperate with experts in art history,
cultural studies, and history. They will provide valuable
advice and recommendations on how to preserve the his-
torical character of the building.

Creating a design is, first of all, working with space.
In exhibition design, there are traditionally several types
of spaces used to organise expositions: closed, open and
combined. An enclosed space, known as a “Magicbox” in
Western practice, is characterised by the emotion of in-
trigue, the viewer realises that something unusual is hap-
pening inside. Such a space is created when the exhibition
needs to be isolated from the outside world, providing a
special atmosphere for immersion in the exhibition theme.
“Magichbox” always attracts attention as a large-scale
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object and promotes a private dialog with the viewer.
Usually, its outer surface becomes an advertising medi-
um, and local events can be held inside or meeting rooms
can be created (Oliynyk & Shtyka, 2013). Open space, on
the contrary, interacts with the environment to the maxi-
mum extent possible. This type of space is used to attract
the attention of a large number of visitors with minimal
access barriers. Such a space is well suited for exhibiting
large exhibits or group installations and requires impec-
cable organisation and staff management. The combined
space combines the advantages of both previous options.
Working with an exposition in such spaces involves a pre-
cise combination of functional parts, creating an attrac-
tive architecture that would fit comfortably into the space
and be comfortable for the service staff. At exhibitions, you
can often see multi-story stands called “Double-Dacker™.
These structures allow for efficient use of limited space
and look impressive with mezzanine meeting rooms that
overlook the exhibition space (Markovich, 2016).

Also, one of the most important aspects to consider
when designing an interior is colour and light. These fac-
tors influence the viewer’s perception of the object. The
main goal of any exhibition is to present the exhibits in
the best possible way, fully revealing their content. When
creating a design, the author often hesitates which colour
scheme to choose, because there is no universal “perfect”
solution. Each space is unique and requires an individu-
al idea. When choosing a colour scheme, you should rely
on the purpose and “character” of the exhibition. There
are some rules and trends for design, but they should only
serve as a basis for the designer’s decision. For example,
the colour of the stands and other furniture should be the
background against which the object will look distinctive,
individual, and bright. The background should be appro-
priate and not draw the viewer’s attention to itself. Achro-
matic colours (white, light gray, black) are often used. If
the concept involves the use of chromatic backgrounds,
then it is better to use pastel shades (sand, beige, brown,
blue-gray, terracotta). The presented exhibit should con-
trast with the background (Som-Serdyukova, 2005).

Colour can also create certain accents in the expo-
sition that will draw the viewer’s attention to the main
concept and keep their eyes on the main things. If the ex-
hibition presents monotonous exhibits, you can use the
method of spatial pauses to help “not to bore” the viewer.
Such “pauses” can be, for example, stands whose colour
will be contrasting in relation to the dominant colour of
the exhibition (Holochynska, 2019).

It is equally important to create the right light in the
exhibition hall. The designer is faced with the task of tak-
ing into account psychophysiological features to create
a high-quality light and shadow pattern. The full per-
ception of the overall space depends on light. It is with
the help of artificial lighting devices that you can suc-
cessfully emphasise the chosen colour scheme or, con-
versely, spoil it. Natural daylight, although it has ideal
colouristic characteristics and, with large light openings,

provides a fairly high level of overall interior illumina-
tion, is increasingly fading into the background as a light-
ing source. Daylight depends on the weather, its intensity
changes significantly during the day, and on winter days
and in the evening hours of the exhibition it does not pro-
vide lighting for the exposition. Warm colours (for exam-
ple, yellow and green) are considered to be a favourable
colour environment for humans. Under their influence,
the conditions for the work of vision are improved, and
eye fatigue is reduced. It is not recommended to use or-
ange or red colours, as they quickly tire the eyes. If an
exhibition hall requires a large amount of light, colours
with high reflectivity are used (white, light blue and light
yellow have the highest reflectivity, while black has the
lowest). A well-built lighting picture in a museum allows
you to effectively manage the flow of visitors, “move”
them between the racks, encouraging them to move from
one to the other. Having set the right rhythm, guides will
be able to easily move through the museum with several
groups of visitors, following the paths built by the light.
At the same time, the semantic centers of each zone must
be visually appealing so that visitors really want to follow
the path outlined by the designer. Spots are best suited to
fulfill this function - both in an active and passive role. By
illuminating the passage, they will show the public how to
move, and being symmetrically turned away from it, they
will signal that the semantic center is on the side of the
person. Since almost every museum has several thematic
exhibitions, such zoning should be supported by light. If
it comes to a history museum, where, along with house-
hold items, artworks of a certain era are also presented,
the latter should be equipped with their own lighting, iso-
lated from other interior items. The level of illumination
of an oil painting should not exceed 150 lux, but objects
made of wood, stone or metal can be flooded with light of
about 500 lux without harming them (Markovich, 2016).
Strategic lighting in museums is important for orienting
visitors and emphasising the significance of exhibits. The
right lighting not only helps to direct movement, but also
emphasises key points of the exhibit.

Peculiarities

of organising exhibitions in historic buildings

The modern artistic and cultural world has preserved
many historical monuments that function as museums.
One of their main purposes is to preserve the architectural
heritage and to communicate historical culture to society.
There are many examples of successful interpretations of
historical monument spaces that harmoniously combine
the past with the present. The experience of realised ob-
jects in this area is extremely important, because modern
design is able to “erase the boundaries” between a person
and his or her desire to study the historical past.

One such example is the Art center “Chocolate House”
in Kyiv, which was built in 1901 by order of entrepreneur
and philanthropist Semen Mohylevtsev (Fig. 1). The man-
sion was named “Chocolate House” because of its external
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resemblance to a chocolate bar. The building is located in
the Pechersk district, on Shovkovychna Street.

Figure 1. Art center “Chocolate House”, Kyiv

Note: building exterior
Source: Vandrivka. Your guide to Ukraine (2024)

The interior of the house is quite rich and varied
(Fig. 2). The walls, ceilings, doors, and window frames
are decorated with exquisite carvings, stucco moldings,
and paintings. The halls are made in different architec-
tural styles and have their own names: Moorish, Renais-
sance, Modern, White, Byzantine, French. The White Hall
is presented in the Rococo style: the dominant white col-
our is complemented by golden elements, and the ceil-
ing is decorated with a large chandelier. The walls are
decorated with patterns, and a Venetian mirror draws
attention to itself.

Figure 2. Art center “Chocolate House”, Kyiv

Note: building interior
Source: Ukraine is. Traveling around Ukraine (2024)

The Art center “Chocolate House” is a branch of the
National Museum “Kyiv Art Gallery”. It was opened to the
public in 2010. Currently, it often hosts art exhibitions,
music concerts and other cultural events.

La Pedrera is a unique residential building in Bar-
celona designed by Antoni Gaudi (Fig. 3). This building is
also the architect’s last project. La Pedrera is included in
the UNESCO World Heritage List. Thanks to Antoni Gau-
di’s unique style, the house turned out to be truly unique,
with no similar analogues to this day. The conceptis based
on the idea of a constantly moving mountain. If you look
at the facade, you get the feeling that the river rapids are
frozen in stones, and the roof is flowing down the walls.
The facade of the building, as well as its three patios, are
quite eccentric landmarks in Barcelona, an architectural
perfection born from steel and concrete.

Figure 3. La Pedrera, Barcelona

Note: the unique residential building was designed by Antoni Gaudi
Source: Official website of Casa Batllo. Gaudi Barcelona (2024)

1



Design of exhibition halls in historical buildings...

The decoration of the balconies is particularly im-
pressive (Fig. 3). This work was entrusted to the master of
improvisation Josep Maria Jujol. Each balcony railing was
created according to 1:1 sketch. When the sketches were
handed over to the artists, Josep Maria Jujol emphasised
that they should be cast as if drawing in the air. The roof
is a separate and individual part of the house. This is a
world where functional details are presented in the form
of sculptures. Looking at the unusual chimneys and el-
evator shafts, you get the impression that you are in the
world of fairy-tale animals. This design is based on three
themes: the cave, the sea, and the underwater world. The
interior space is no less interesting (Fig. 4). The architect
made every effort to ensure that the building was filled
with light and fresh air. Each room has a window, which
was not very common in the past. The project initially had
a well-thought-out the arrangement of all types of rooms.

Figure 4. La Pedrera, Barcelona

Note: the interior of the house was designed by Antonio Gaudi
Source: Official website of Casa Batllo. Gaudi Barcelona (2024)

The windows of the main rooms faced the patio of
the city block, while the windows of the auxiliary rooms
opened onto the smaller patios. Ventilation in the form
of large air shafts was the most important feature of the
house. The architect immediately also thought about
transportation storage, so he designed an underground
garage in the building. The most unexpected solution was
the partitions that could be moved, which allowed the
owner to change the interior layout. La Pedrera is a unique
architectural masterpiece with a distinct concept. The au-
thor managed to create a space in which there are no ran-
dom things, every detail is thought out and performs both
aesthetic and technical functions.

The foundation for creating any work is a concept.
Interior design is no exception. Any space should express
ideology and content, it should be characteristic and
unique. It should be noted that the concept plays one of
the most important roles in the design of exhibition design
in historical buildings. It defines the target areas, theme,
mood and character of the project, which conveys a certain
message and emotion. The concept has different ways of
manifestation: through abstract concepts (light or shadow),

or more concrete ones (minimalist or classic style). The
main goals and objectives to be achieved in the completed
project are formed from the concept. The range of means
of expressing the concept is quite wide, it can be shape,
colour, materials, textures, lighting, custom items. It is
necessary to have theoretical knowledge and practical
skills in composition and colouring to create a harmoni-
ous space and successfully express the conceptual idea
(Chibalashvili & Tymofiienko, 2022).

The study also examined the basic principles of com-
positional space construction. Creating an exhibition is
a complex process that involves research, creativity and
production techniques that require the joint efforts of
artists, designers and engineers. The compositional or-
ganisation of the exposition space is also important, tak-
ing into account the principles of contrast, harmony and
rhythm (Zymina, 2018). The main components of exhibi-
tion design are scientific, artistic and technical planning.
Scientific planning includes the development of the main
ideas and specific content of the exhibition. This process
consists of several stages, and the most important is the
third stage - the development of a thematic and exposi-
tion plan. Artistic planning is aimed at creating an imag-
inative embodiment of the exposition theme. The design
of the exposition space is created taking into account psy-
chology and pedagogy, which contributes to the optimal
perception of information by visitors. Technical planning
fixes the place of each exhibit, text, and technical means
in the exposition space. It takes into account such factors
as the optimal height of the exposition belt and the an-
¢gle of inclination of the showcases for easy viewing. The
spatial organisation of the exposition includes the use of
showcases of various designs and shapes, podiums for
volumetric objects and modular systems.

CONCLUSIONS

The study found that exhibition design is a set of function-
al and aesthetic characteristics of an integral object-spa-
tial environment. It has been determined that the exhibi-
tion design is presented as a synthesis of figurative and
artistic, architectural, and object-spatial organisation of
the interior with the objects of the exhibition. The paper
analyses the relationship between artistic trends and the
development of contemporary art and design.

The basic rules for designing exhibition halls in his-
toric buildings are systematised. With the help of sys-
tematic and historical research methods, the analysis
plan was unified to preserve the historical uniqueness
during the modernisation of the space. The basic rules
for the compositional construction of the exhibition en-
vironment and the successful use of colour are formulat-
ed. Attention is focused on conceptuality, the meaning of
which is achieved through the clear implementation of
each stage of design. The influence of multimedia tech-
nologies on the viewer’s perception of exhibits and the
possibilities of their use in historical buildings are de-
scribed using the comparative and observational methods.
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Examples of exhibition design in historical buildings of
Ukraine are analysed.

The research highlights such issues as: new techno-
logical approaches, the use of augmented reality, digital
interfaces, intelligent systems for the modern improve-
ment of the exhibition space; designing an exhibition
space based on a harmoniously balanced combination of
modern design solutions with the preservation of histor-
ical elements of the building, its authenticity; taking into
account the social contexts of historical buildings, person-
ification of their cultural identity in the design.

The study found that exhibition design is one of the
most influential tools for managing the viewer’s experi-
ence in galleries, museums, and art centers. Exhibitions

aspects to offer optimal solutions for the presentation of
exhibits. The issues discussed in this article may serve
as a foundation for future research. It is encouraging to
study technological innovations in exhibition design, in-
cluding the use of augmented realily, interactive screens,
and touch systems. This will significantly enhance the in-
teraction of visitors with exhibits. It is also possible, in
a more detailed examination, to consider the social and
cultural aspects, to analyse the impact of exhibitions in
historic buildings on the development of tourism, ed-
ucation, and cultural development, and to describe the
impact of space and its design features on the perception
and behavior of visitors.

have a significant impact on the development of various ACKNOWLEDGEMENTS
spheres, including socio-political, historical, cultural, = None.
and educational. When creating museum exhibitions, it is
important to carry out preliminary design. The designer CONFLICT OF INTEREST
should consider various technical, scientific and artistic ~ None.
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OCKIJIbKU BHMCTaBKa € OJHUM i3 CY4aCHUX €(EKTHUBHUX CIIOCOOIB JEMOHCTpAIil KyIbTYPHO-ICTOPUYHOI CIaIIIIHI
CyCHiIbCTBA. [CTOPUYHI aM’ITKM € I[IHHOI0 apXiTEKTYPHOIO CITIIUHOIO, TOMY IPU MPOEKTYBAHHI BHCTAaBKOBOTO
MPOCTOPY B HUX HEOOXITHO BPaxOBYBATH BCi acIeKTH, SKi 3a6e31euars 30epesKeHHsa aBTeHTUYHOCTI Oy1iBai. MeTo10
CTATTI € TOCTIFKEHHS Ta aHaIi3 METO/IB IIPOEKTYBAHHS BUCTABKOBHUX 3a1iB y OYIiB/IAX XX CTOMITTA. BUKOPUCTAHO TaKi
METOIH: iICTOPUYHUIT METO/, METO] MOPIBHAILHOIO aHAMI3Y, CUCTEMHII MeToA. JIOCaIKEeHHs BUSBILIO, 10 JU3aNH
BHUCTABOK € OJHIM 3 HAIBILINBOBIIINX IHCTPYMEHTIB yIIPABIIHHS B IIPOLIECi HAOYTTSI HOBOT'O TOCBIY B rajaepesx, My3esix
Ta apT-LUEHTPax. BUCTAaBKU MAOTh 3HAYHUI BILIMB HA PO3BUTOK CYCILIBHO-IIOMITHYHOL, iCTOPUYHOI, KyIbTYpPHOL,
0CBiTHBOT Ta iHmUX raay3eil. CTBOPEHHS My3€HHOI €KCIIO3UINT Mae I'PYHTYBATUICA HA MOIEPEIHbOMY ITPOEKTYBAHHI.
JluzaiiHep MOBUHEH BPaXyBaTH BCi TEXHIUHI, HAYKOBI Ta XyI0/KHi aCIIEKTH 3aBIAHHS i 3aIIPOIIOHYBATHU BIAIC PilllCHHs
JLISA TIPE3eHTallil eKCIIOHATIB. 3aJeKHO Bi/l TEMAaTUIHOT CIIPSMOBAHOCTI BUCTABKH, 10 KOFKHOT'O €TaITy IMPOEKTYBAHHSI
MarTh OYTHU 3aJaydeHi iHmi (axiBiii: KypaTopu, MUCTEIITBO3HABII, MEHEIKMEHT. PO3TIAHYTO 0COOIUBOCTI CTBOPEHHS
BUCTAaBKOBOI'O JM3aNHYy B icTOpuuHUX OymiBasx XX cromTrs. [IpoaHanizoBaHo Ta 0XapaKTEPU30BAHO MUCTCLBKI
Teyil, Mo BUHUKIN ¥ XX CTOXTTI, Ta BUAB/ICHO TXHIIl BILINB Ha BUCTABKOBUI JIU3aiil. BU3HayeHo OCHOBHI eTarmm
PO3BUTKY BUCTABKOBOI'O JM3AIHY, MOSABY MYJIbTHUMEIIMHIX TEXHOJIOTIH Ta TXHII BILIMB HAa CIIPUMHATTS CKCIIOHATIB
ayauTopiero. Onucano 0coOIMBOCTI MPOEKTYBAHHS B iCTOPUYHUX OVIIB/IAX, PO3IISHYTO ACIHCKTU IapMOHIITHOIO
MMOETHAHHS JM3aNHY 3 CEPEIOBUIEM icHy04uoi Oyiaisii. HapBegeHO NPUKIAAM CTBOPCHHS MY3€iB B iCTOPUYHUX
nmam’aTKax. [IpoaHamizoBaHO TUIIM BUCTAaBKOBUX IPOCTOPIB Ta Kaacudikailiio BUCTaBOK. OMUCaHO OCHOBHI 3aCO0M
100OY0BU IIPOCTOPOBOT KOMITO3ULIIL. [IpakTuuHAa IIHHICTD JOCII;KEHHS [I0JISIrae B TOMY, 0 iHdopMarlis Mo;Kke 0yTu
BUKODPHCTAHA I HAIMMCAHHS MalOyTHIX HAYKOBUX POOIT HA TEMy BHCTAaBKOBOIO ausaiiny. Orpumana indopmaiis
MOyKe OyTH BUKOPHCTAHA IS CTBOPCHHS JU3AIH-IIPOEKTIB BUCTABKOBUX 3a/1iB

K./11040BI €JI0BA: BUCTABKOBUI AN3aI1T; €KCIOHAT; KYILTYPHA CHAAIINHA; 30€PEKEHHA aBTEHTUYHOCTI; My3el
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Activation of varieties of cultural tourism
as a factor in the development of the regional socio-cultural space

Abstract. The activation of varieties of cultural tourism, which is aimed at promotion local objects of cultural and
natural heritage and improvement the tourism industry, innovative activities in the socio-cultural sphere and the
formation of new leisure spaces, also contributes to improving the tourist attractiveness of regions and increasing
the economic viability of local communities. The aim of the work is to consider the specifics of the development of
cultural tourism and the use of tools for the promotion of cultural heritage at the global level in the context of the
transformation of the regional socio-cultural space, in particular virtual. The selection of methods is determined by
integrated approaches to the interpretation of the varieties of cultural tourism and the use of a complex of methods
of sociocultural and polysystemic analysis, which combines a systemic method, a method of cultural modeling,
systematisation of materials and generalisation, a comparative method, which made it possible to determine strategic
priorities for the development of regional cultural tourism. The creation of a regional tourist product, through the
activation of varieties of cultural tourism, opens up new opportunities for promotion local traditions, ethno-cultural,
natural and urban heritage of Ukrainian communities; motivates to visit regional cultural events and museums; creates
conditions for filling travels with creative experiences and impressions from communication with various cultural
communities of Ukraine. The practical value of the study consists in the expansion of ideas about the application
of tools for the activation of varieties of cultural tourism in the context of the use of socio-cultural management
technologies, the presentation of elements of cultural heritage and natural landscapes for the development of the
regional socio-cultural sphere

Keywords: cultural heritage objects; local cultural heritage; sustainable tourism; innovations in the socio-cultural
sphere; virtual tourist space

INTRODUCTION

Approval of the principles of functioning of the post-in-
dustrial economy, transition to global digital tools of all
social processes, mass consumption of tourist and recre-
ational resources, threatens to level the uniqueness of na-
tional cultures; it increases the impact of tourist flows on
famous historical sites and environmental objects, which
leads to the destruction of vulnerable elements of cultural
and natural heritage; it causes conflicts, including in social

networks, on ethnic, religious and other grounds. In this
context, the change in approaches to the principles of the
development of tourist routes and cultural tourism des-
tinations, which are observed in the publications of sci-
entists in recent years, expand the idea of the prospects
for the development of tourist activities in local commu-
nities. Innovative models of cultural heritage development
are considered in the works by A.M. Havrylyuk (2019), the
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author considers the features of creating a tourist portfo-
lio for the element of Intangible Cultural Heritage. R. Car-
valho et al. (2018) explored new approaches to the use of
public-private partnerships in the preservation of cultural
heritage and the acquisition of cultural consumption ex-
perience in creative tourism. P.M. Berest (2021) studied
Ukraine’s involvement in European programs for the de-
velopment of cultural routes. The variety of tools for pro-
motion cultural tourism directions at the local, region-
al and national levels is proposed by M. Carvalho (2022),
who considers various ways to use gastronomic heritage
and regional cultural events for joint creative experience.
S.I. Dychkovskyy (2020) analyses transformation of tour-
ist practices and technologies in the Information Society
and development of virtual types of tourism and virtual
presentation of public spaces of historical cities. V. Pidhir-
na (2021) studied the formation of local social entrepre-
neurship in the context of decentralisation. The develop-
ment of gastronomic and urban tourism as factors in the
development of the socio-economic sphere of territorial
communities was studied by 0.0. Fastovets (2018) and
0.1. Korkuna et al. (2020). A separate area of diversification
of the use of local cultural heritage in innovative processes
of personal growth and the acquisition of creative expe-
rience as a result of the development of creative tourism
should be recognised as the proposals of such authors as
N. Duxbury ef al. (2021) from the standpoint of compliance
with the provisions of sustainable development strate-
gies. P. Remoaldo & J. Cadima-Ribeiro (2019), C. Ost & R.
Saleh (2021), and G. Richards & N. Duxbury (2021) noted
the activation of cultural resources to diversify creative
tourism destinations at the regional and local levels. The
provisions set forth in these works allow us to identify the
trends in the development of modern cultural tourism and
to propose the most relevant directions and models of cul-
tural tourism, which are based on the use of cultural herit-
age resources that emphasise local identity.

The purpose of this study is to examine how cultur-
al tourism evolves and how promotional strategies for
cultural heritage are utilised on a global scale, especially
within the changing dynamics of regional socio-cultural
landscapes, with a particular focus on virtual realms.

For the scientific justification of the research results,
comparative and structural-systemic methods of scien-
tific knowledge were used, which provided an opportunity
to consider the directions of cultural tourism development
abroad and in Ukraine, the method of cultural modeling,
which helped to clarify the toolkit for the popularisation
of local cultural traditions and regional objects of cultur-
al heritage. A comprehensive analysis of the specifics of
the organisation of tourist activities in local communities,
which is determined by the multivariate interpretations
of local cultural heritage, socio-cultural and natural fea-
tures of the territories and the search for new approaches
to the use of the regional tourist product, made it possi-
ble to identify the resources of the interaction of the va-
rieties of cultural tourism in the context of the growing

attractiveness of cultural locations and the revival of the
tourism industry of the regions of Ukraine.

Models of cultural tourism development

Features of the use of effective tools for the development
of cultural tourism at the regional and local level due to
the strengthening of the diversity of cultural activities and
the popularisation of intangible heritage, the development
of the cultural and creative sectors are the subject of con-
troversy in numerous studies of Ukrainian and foreign au-
thors, the support of state and non-governmental institu-
tions, international funds and organisations.

Ukrainian cultural institutions continue to support
programs and projects for the preservation and promo-
tion of cultural heritage even during a full-scale invasion,
from 24 February 2022, which is a resource for boosting the
development of cultural tourism. A comprehensive study
of the cultural practices of the population of Ukraine dur-
ing the war carried out by LV. Chupriy et al. (2023) with
the financial support of the UCF which is showed that it is
very important for Ukrainians to develop a comprehensive
strategy for the development of Ukrainian culture based on
the principles of holistic implementation of the National
idea at the level of all cultural institutions and in all regions
of the state, total distancing from Russian culture; resto-
ration of the personnel potential of cultural institutions
and destroyed cultural infrastructure. A significant event
for Ukrainians in 2023 was the introduction of the “Tradi-
tions of the Generous evening”, which represent the rites
and features of festive dishes of all regions of Ukraine in
the National List of elements of intangible cultural herit-
age, and preparation for the introduction of the ritual song
“Shchedryk” by Ukrainian composer Mykola Leontovych
into the representative list of intangible cultural herit-
age of humanity. The Ukrainian Cultural Foundation has
planned four grant programs to promote the implemen-
tation of projects and the creation of cultural products in
the areas of “Restoration of cultural and artistic activities”,
“Cultural heritage”, “Culture without barriers”, “Culture.
Regions” for 2024 (Ukrainian Cultural Foundation, 2023).

With the beginning of the full-scale invasion in Feb-
ruary 2022, international foundations and organisations
began to assist Ukrainian museums, archives, libraries in
preserving the national cultural and historical heritage, fi-
nancing specific projects and expeditions to protect cultur-
al heritage sites, and later organised trainings to prepare
for the restoration of affected monuments and promote
Ukrainian sites to the World Heritage List, in particular,
the list of nominees included “Chernihiv Ancient”, which
suffered partial damage during the blockade months.

At the same time, it is important to participate in in-
ternational cultural projects and programs for the devel-
opment of cultural tourism routes that already operate on
the territory of the European Union countries and directly
relate to the historical and cultural heritage of Ukraine.
Historical and cultural analysis is extremely necessary
for promising tourist destinations that will stimulate the
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formation of effective models of cultural tourism at the
state and regional levels, since they are a key factor in the
creation and preservation of the cultural genetic memory
of the nation (Berest, 2021).

A detailed study of the main works devoted to the
forms of cultural product consumption and the devel-
opment of cultural tourism indicates a special attention
to reconstruction processes of abandoned buildings and
old industrial zones began and their transformation into
shopping and office complexes, museums and art galler-
ies, parks and squares, and later transformation of his-
torical industrial territories into creative clusters, hotels
and restaurants, cinemas, shopping and entertainment
centers, which by preserving the authenticity of the urban
environment and creating new cultural locations, attract-
ed tourists and contributed to improving the quality of life
of local communities. K. Honcharova (2018) draws atten-
tion to the fact that tourist attractiveness of the historical
center is also determined by the laid infrastructure, which
allows to save on the development of new territories. In
addition, historical public spaces (squares, streets, parks)
and cultural heritage sites most often become venues for
creative events: concerts, festivals, ethnographic fairs.

V.N. Pidhirna (2021) notes that local market of tour-
ist services forms primary tourist flows, establishes links
between travel companies and accommodation, catering
establishments, transport enterprises at the regional and
national levels.

Innovative development of local cultural heritage

A number of researchers pay more attention to specific
issues, in particular: development of sustainable tour-
ism business models based on cooperation with local
entrepreneurs (Dias el al., 2020); structural changes of
the local economy under the influence of rural tourism
development (Cunha et al., 2018). The development of the
tourism sector in small territorial communities faces a
number of problems, which are especially noticeable in
rural regions. This primarily applies to interested resi-
dents of communities who can adequately present lo-
cal historical or religious monuments, original customs
and folklore holidays. As I.M. Kulish (2022) notes, in this
context, the role of advisory work of workers in the so-
cio-cultural sphere is growing. The author also inves-
tigated the problems of the functioning of the regional
tourism market of Ukraine. One of the varieties of cul-
tural tourism that has the potential for development in
all Ukrainian regions is gastronomic tourism, because
culinary customs and traditions are established tool for
learning about local cultural heritage. Especially prom-
ising is its development on the basis of farmsteads of
rural tourism and ethnographic museums-skansen (gas-
tronomic festivals, excursions to local producers of craft
products, gastronomic events at fairs and holidays of the
village), which can become factors of competitiveness for
large tourist destinations and provide significant reve-
nues to local budgets (Korkuna et al., 2020).

The incentive factors for the development of new cul-
tural resources are often events of event tourism, which
has a multiplicative effect of integrating individual mon-
uments of cultural heritage into the tourist network and
encourages the expansion of offers of local hotel and res-
taurant establishments, souvenir shops, museums, galler-
ies and other objects of the socio-cultural sphere. Accord-
ing to S.I. Dychkovskyy (2020), the expansion of the range
of motivations for visiting certain countries and getting
acquainted with the cultural heritage of certain regions
among modern travelers is often associated with the ac-
tivation of new tourist practices, meaningful leisure con-
tent through interactive stay programs, the opportunity
to take part in cultural events and plunge into the cultural
environment of a certain area.

According to A. Holod (2022), the concept of reform and
post-crisis restoration of the tourism sector of Ukraine
should include strategies for the development of alterna-
tive tourism, since it focuses on preserving the natural and
cultural stability of small tourist destinations and offers
local tourist products, reorients tourist flows to the inter-
nal market and activates forms and types of travel, in the
development and promotion of which the local commu-
nity takes an active part. In the original natural and eth-
nographic regions, a promising direction for reviving the
tourist movement can be the development of rural, local
history adventure and ethnographic types of tourism and
combining the efforts of territorial communities aimed at
creating a common tourist destination or tourist route, in-
troducing their innovative forms of development into local
social and tourist entrepreneurship such as cooperatives,
networks and clusters with a predominance of ethno-
graphic and ecological component (Vasylyev et al., 2021).

The list of analysed forms and methods of develop-
ment of regional socio-cultural space, means of develop-
ment of varieties of cultural tourism, is consistent with
the most common directions of tourist activity in world
practice. At the same time, as a result of the use of the
structural-systemic method in researching the materials
of scientific works devoted to the issue of cultural tourism,
some limitations were revealed in considering the trends
of such a promising approach for Ukraine, in the modern
period, to improving the tourist attractiveness of regions,
as the formation of a virtual tourist space at the local level.
Misunderstanding or ignoring the situation regarding the
emergency condition of architectural or historical monu-
ments on the part of local authorities, unwillingness to co-
operate with activists of the local community, leads to the
destruction or loss of valuable historical buildings, objects
of national or regional cultural heritage.

According to L.D. Bozhko (2016), the phenomenon of
virtualisation of cultural heritage in the global informa-
tion space, thanks to which an object can quickly become
known in various online communities and join e-culture
products. Reconstruction in virtual and augmented reality,
creation of electronic versions of cultural heritage collec-
tions: (libraries, museums, archives), objects of historical
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and cultural reserves and cultural landscapes, is an im-
portant factor in the accessibility of cultural values in the
world tourist space, and also is the basis for preserving re-
gional and local cultural diversity. There is an urgent need
for laser scanning, which will help create 3D models for all
important objects of local cultural heritage that are under
threat of destruction or gradual destruction, form a data-
base for tourist routes.

With the assistance of the Federal Ministry of Foreign
Affairs of Germany and the Goethe Institute, specialists of
the Center for the development of museology and monu-
ment studies in 2023 conducted a scientific study in four
Ukrainian towns to determine: which heritage is most rep-
resented in the public space of historical cities of Ukraine;
actions of local authorities and communities that contrib-
ute to the preservation or destruction of the cultural her-
itage of past generations; the most common models of the
socio-cultural environment that form local identity; the
vision of local communities for the further development of
public spaces, with an emphasis on ancient historical and
cultural heritage (Center for the development of museol-
ogy and monument studies, 2023). The team of the project
“Visual identification of heritage in the public space of his-
torical cities of Ukraine” proposed the creation of viewing
points using transparent stands, which reconstructed the
view of ancient historical buildings against the background
of natural and architectural landscapes, in order to deter-
mine how heritage identification affects the development of
territories of historical settlements of Ukraine and increase
the tourist attractiveness of small historical cities. Festivals
of historical reconstruction and animated theatrical excur-
sions that recreate the events of the past have become a real
trend on excursions in historical centers, castles and muse-
ums (Fastovets, 2018). Especially this direction of work with
the historical socio-cultural space is typical for large cities.

Avivid example of the active participation of the com-
munity of amateurs and professionals in the promotion
of Ukrainian Cultural Heritage is the photo contest “Wiki

Loves Monuments”, with the help of which an open list
of cultural heritage sites of Ukraine was created. Thanks
to the efforts of 3000 participants, this photo contest
in Ukraine has managed to collect photo and video data
and lists about more than one hundred thousand cultur-
al heritage sites over the 11 years of its existence (Wiki
Loves Monuments, 2023). The importance of forming
such an open Ukrainian list also lies in the fact that in
the conditions of constant destruction of monuments
from shelling, it is an addition to the State Register of
immovable monuments and regional lists of cultural
objects that are not always available and contain out-
dated data. It should be noted that the achievements of
local enthusiasts in the direction of creating photo gal-
leries and articles about Ukrainian Cultural Monuments
turned out to be more effective than the activities of
state and regional structures.

The viability of elements of cultural heritage is man-
ifested through the transfer of experience and knowledge
about them by carriers of the traditions of “living” culture
from generation to generation, which is important for
continuous functioning in historical realities. According to
A.M. Havrylyuk (2019), each of the elements has a tourist
attraction and requires the application of a set of promo-
tion measures, which are most expedient to implement
through the creation of a tourist portfolio. The main role
of interested tourists elements NCS and presentations of
cultural and natural resources formed in a certain terri-
tory belong to representatives of local communities and
local self-government bodies, which should develop a set
of measures aimed at protecting and promotion region-
al tourist attractions, creating practical navigators in the
area for the tourist community (Table 1). Along the way, it
is worth noting that on the pages of the Virtual museum
of intangible cultural heritage (2024) which are constantly
updated with new information, an interactive map of the
elements of the NCS and web pages with descriptions of
elements, a video and photo gallery are presented.

Table 1. Innovative models of local cultural heritage development

Areas of activity

Influence on the creation of a regional tourist product

Support of programs and projects of preservation
and popularisation of cultural heritage at the state level

Development of local socio-cultural space, development
of varieties of cultural tourism

Diversification of information tourism practices and technologies
to promote elements of cultural heritage and natural landscapes

Development of virtual types of tourism and virtual presentation
of small historical towns and nature conservation objects

Involvement of Ukraine in European programs
for the development of cultural routes

Integration of individual monuments of cultural heritage
into the world and national tourist network

Creation of a tourism portfolio for elements
of intangible cultural heritage

Growing role of advisory work of local socio-cultural workers

Use of regional cultural events

Preserving the authenticity of the cultural environment
and creating new cultural locations

Development of ethnographic, rural
and alternative types of tourism

Development of sustainable tourism business models based
on the functioning of local social entrepreneurship and improving
the quality of life of territorial communities

Use of local cultural heritage in innovative processes
of personal growth and acquisition of creative experience

Development of cultural and creative sectors,
which reorient tourist flows to the internal market

Source: developed by the author
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Local governments are responsible for leading ef-
forts to promote regional tourism attractions. Relevant
measures may include initiatives such as cultural herit-
age preservation programs, sustainable tourism practic-
es, educational activities and partnerships with relevant
stakeholders. By taking an active role in the management
and promotion of regional tourism attractions, local
communities and local governments make a significant
contribution to the overall improvement of the tourist
experience and sustainable development of their regions.

CONCLUSIONS

Promotion of the ethno-cultural heritage of Ukrain-
ian regions in the context of the use of socio-cultural
management technologies: rural tourism, exhibitions
of folk crafts, fairs, gastronomic festivals, holidays,
museums-skansens; routes of European cultural herit-
age; event types of tourism in the urban environment;
all types of virtual tourism should include to the list
of the most promising areas that it is advisable to de-
velop for the active development of the regional socio-
cultural space.

Identifying the priorities of innovative tourism and
socio-cultural activities in the field of preservation and
popularisation of cultural heritage, the formation of cre-
ative experience, through access to the virtual tourist

That is why, the use of modern digital technologies,
the preservation of digital copies of monuments of culture
and art, laser 3D scanning and photogrammetric shooting
of historical monuments, 360-degree photography tech-
nologies, digitalisation of architectural objects that are the
hallmark of territorial communities to create accurate 3D
models, in the future can contribute to communication
between local historians, specialists of the tourist and so-
cio-cultural sphere to popularise the topic of preserving
monuments, create the basis for including information
about preserved and destroyed elements of cultural herit-
age in virtual tourism routes. The creation of 3D tours and
museum excursions, promote the promotion of Ukraini-
an heritage among Ukrainian and foreign travelers and
diversify the types of cultural tourism, help the cultural
management of local communities, the state and public
sector to better present the natural and cultural heritage.

Considering the fact that this study had limitations
in the analysis of various examples in the context of the
transformation of the socio-cultural environment of local
communities by means of virtual tourism, future direc-
tions of research should be aimed at the analysis of strat-
egies, programs and projects related to the long-term
cultural management of the digital tourist space of united
territorial communities.

space of local communities, contribute to the emergence ACKNOWLEDGEMENTS
of new objects that emphasise local identity, optimise the  None.
processes of cooperation between local entrepreneurs
and representatives of various cultural communities, CONFLICT OF INTEREST
present the full range of tourist resources of Ukraine.  None.
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AKTHBI3AIIA Pi3HOBUIIB KYJILTYPHOIO TYPU3MY
SIK (paKTOP PO3BUTKY PEriOHAIBHOIO COIIOKYILTYPHOI'O IIPOCTOPY

AHOTAIIA. AKTUBI3alig PI3HOBUIIB KyJILTYPHOIO TYPH3My, AKUI CIIPAMOBAHUII Ha MOIYIAPU3AINI0 MiCIEBHX
00’€KTIiB KYJALTYPHOI Ta MPUPOIHOT CHAJIMHN i BAOCKOHAIEHHS TYPUCTUYHOT iHycTpil, iINHOBAIINHY AisSIbHICTD Y
COLIIOKYIbTYPHII cdepi Ta opMyBaHHS HOBUX JO3BLILIEBUX IIPOCTOPIB, TAKOK CIIPUSE MOKPAUICHHIO TYPUCTUIHOT
npuBabINBOCTI PEerioHiB Ta MiABUIIEHHI0 €KOHOMIYHOI JKUTTE3JIaTHOCTI MiCIIeBUX TrpoMan. MerToio poboTu €
PO3LIA CIeMUMIKK PO3BUTKY KYJILTYPHOI'O TYPU3MY Ta BUKOPUCTAHHS IHCTPYMEHTIB IOIYISPU3ALil KYIbTYPHOL
CHaAUIMHU Ha r106aIbHOMY PiBHI B yMOBax TpaHcdopMaliil perioHaJIbHOT0 COLIOKYJILTYPHOrO IIPOCTOPY, 30KpeMa
BipTyaabHOro. Bubdip MeToiB JT0CTIIZKeHHS 3yMOBICHUI KOMILIEKCHUMU ITAX0IaM# JI0 iHTepripeTanii pisHoBu/IiB
KY/JIHTYPHOI'O TYPU3MY Ta BUKOPUCTAHHAM KOMILICKCY MCTO/IIB COIIOKY/IbTYPHOI'O Ta IOJICCTCMHOTO aHAIi3Y, SKUI
IMOETHYE CUCTEMHUI METO/I, METOJ, KYJILTYPOJIOIiYHOT0 MOJCII0OBAHHS, CUCTEMaTU3aIil MaTepiaTiB Ta y3arabHCHHS,
MOPIBHSIBHUIT METOJ, 1O J03BOJMIO BU3HAYUTHU CTPATEIiuHi MPIOPUTETH PO3BUTKY PEriOHAILHOIO KYIbLTYPHOI'O
TypusMmy. CTBOPCHHS PEriOHAIBHOIO TYPUCTUYHOIO IPOAYKTY dYepe3 aKTUBi3alilo Pi3HOBUIIB KyIbTYPHOI'O
TYPUBMY BiJKPMBA€ HOBI MOKJIMBOCTI /IS TOIMYISPU3alil MiCIICBUX TPAIMUIN, CTHOKYJILTYPHOI, IIPUPOIHOI Ta
ypOaHiCTUYHOT CHATIIMHI YKPaTHCHbKUX I'POMAaj; MOTUBYE 10 BiIBiAyBaHHS pPCrioHATbHUX KYJIHTYPHUX IOl Ta
My3¢€iB; CTBOPIOE YMOBH JI/Isl HAIIOBHCHHS ITOJ0OPOKEI TBOPYMM JOCBIZTIOM Ta BPasKCHHSIMU BiJ] CIILTKYBaHHSA 3 Pi3HIMU
KYJIBTYPHUMU CHiTbHOTAMU YKpainu. [IpakTWuHa LiHHICTH TOCTIIZKCHHS IOJISArae y PO3IMMPCHHI YSIBJICHL IIPO
3aCTOCYBAHHS iIHCTPYMEHTIB aKTUBI3allil pisHOBU/IIB KYIbTYPHOI'0 TYPU3MY B KOHTEKCTi BUKOPHCTAHHS TEXHOIOTII
COLIIOKYIbTYPHOI'O MCHEI;KMCHTY, IPE3CHTAIl CICMCHTIB KYJIbTYPHOI CIIAIUIMHA Ta MPUPOIHUX JaHAMADTIB I
PO3BUTKY PErioOHaIbHOI COIIOKY/IHLTYPHOI chepu
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Modeling the paths of ethno-political traditions
and building cultural routes by means of ethnodesign and GIS

Abstract. The growing value of distinctive culture in the context of modern global civilisation makes it important to
study the possibilities of ethnodesign to identify identity attributes and, at the same time, to search for integration
meanings. In this sense, it is of great unifying cultural significance and relevance to identify by means of ethnodesign
the sustainable visual features of ethno-political traditions of the past on the paths of their ancient movements, which
were often migratory and as of the beginning of the 21%' century can be modelled within several modern states with the
subsequent construction of relevant international cultural routes by means of geographic information systems. The
purpose of this work was to develop a methodology for modeling the paths of movement of ethnopolitical traditions -
geospiritual modeling with the approbation of scientific and research possibilities of ethnodesign for the construction
of cultural routes with the use of geographical information systems on the example of the location field of the ancient
ruthenians, or rus/rug/ros - of the annalistic “rus family” and the ancestors. The author’s methodology of inheritance
of culture is applied - a complex of methods for the developing processing of a unique cultural space based on
the methods of complex source studies, comparative stylistic analysis and interdisciplinary semantic synthesis
according to the general theory of systems. The results of the research were the confirmation of the continental
polycentricity of the rus’ ethnopolitical tradition thanks to the clarification of its essential content and the main
visual and graphic representation based on archaeological and heraldic artifacts, sacred ethnonymy and onomastics
with the identification of the main locations, proposals for the construction of relevant international cultural routes.
On this example, the methodological foundations of geospiritual modelling and terminological definitions on ethno-
cultural dynamics were formulated, which have scientific novelty, ideological content and practical value for the
formation of databases and algorithms in relevant geographic information systems, and in general for international
cultural cooperation in this area

Keywords: annalistic “rus family”; cultural generalisations; geospiritual modeling; ethnoculture; religious heraldic
symbolism; Rus Field

INTRODUCTION
The intensification of global ideological, semantic, and  scientific exploration of socio-cultural dynamics. This
cultural conflicts since the turn of the 21** century, com-  pursuit aims to establish robust cultural and spiritual
pounded by civilisational divides, migration trends, and  frameworks essential for global unity. International cul-
economic crises, underscores the need for comprehensive  tural cooperation, particularly through the creation of
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cross-border cultural routes for tourism, scientific ex-
change, and artistic collaboration, presents significant op-
portunities to achieve these urgent goals.

The significance of this international approach is
underscored by pivotal documents such as ICOMOS (In-
ternational Council on Monuments and Sites) (2008)
and Charter on Cultural Routes and the Charter for the
Interpretation and Presentation of Cultural Heritage
Sites (2008). However, ongoing challenges, highlighted by
recent events in Ukraine, persist in their spiritual dimen-
sions, necessitating enduring solutions. Thus, a critical
scientific imperative emerges: to identify the essence and
geospatial localisation of the oldest ethnopolitical tradi-
tions, notably exemplified by conflicts on the Rus Field (the
historical forest-steppe region, including the chronicled
“OUKRAINE” of the Rus principalities).

The development of the essence of the spiritual con-
tent of the acquisition of stable historical traditions - eth-
nopolitical and corresponding visual traditions - along
the paths of their bearers, in particular, on the example
of ancient Ruthenian migrations, is so far limited to sepa-
rate scientific interpretations from archeology and histo-
ry, such as in special publications from the scientometric
bases of France (Gruat et al., 2019), or works on ethnology,
linguistics and source studies.

At the beginning of this decade, interesting studies
have been published on modeling, in particular, based on
geographic information systems (GIS), of historical roads
in Asia related to the activities of famous dynasties (Xi et
al., 2022). But until now, the cultural presentation of the
heritage from the spiritual ethno-political content on cer-
tain thematic cultural routes has not been practiced.

Cultural routes of Ukraine, registered by the European
Institute of Cultural Routes (Luxembourg), are actually two
points of certain routes assigned to Ukrainian members of
the relevant association, or one more, the third is actually a
structure registered for this activity: historical and cultur-
al complex “Radomysl Castle” (since 2013 as a point in the
“Via Regia - cultural route of the council of Europe” net-
work organised in 2009 on the basis of the “Royal Road”);
Association for Promotion of Rural Green Tourism Devel-
opment in Ukraine (since 2010 - as a tourism stakeholder
in Kyiv); National Dendrological Park “Sophiivka” of the
National Academy of Sciences of Ukraine (as an individual
member from 2022 as part of the “European Route of His-
toric Gardens”). For comparison with these three positions
in Ukraine, there are 645 such route points (or entire cul-
tural routes) in France, 270 in Germany, and 51 in Poland
(Database of cultural routes, 2024).

In addition to the above-mentioned scientific and
scientific-practical problems of insufficient development
of the subject, which is the focus of interest, the problem
of “the lack of development in Ukrainian ethnology (in
the end, and in all of humanitarianism) of the latest ter-
minological and conceptual apparatus” (Selivachov, 2023).

Branching out into several directions based on the source
information - from ethnology, cultural studies and cul-
tural history, historical art studies, historiographical “ru-
thenics” with a number of auxiliary historical disciplines,
including archeology and heraldry, and, actually, the di-
rection of designing cultural routes - this synthesis touch-
es scientific sources from classical historiography from
ancient Rus to the latest analytics on issues of research,
protection, use and presentation of cultural heritage.

Since the second decade of the 21% century, a new
generation of Ukrainian critics of the centuries-old fasci-
nation of Ukrainian medievalists with the “Vikings”, who
unprecedented on the Rus Plain has already appeared in
historiographic reviews - those critics who prove the an-
cient polycentricity of the mainland dynastic movement
and the balto-slavic territorial origin of the historically
famous dynasty (Kyrylenko, 2019). After all, until recently,
the identification of the rus with the varangians precisely
as allegedly scandinavians was the dominant postulate of
a significant part of historical science, which used main-
ly this doctrine, long ago called the “norman theory” or,
more precisely, “normanism”, which remains, against the
background of the centuries-old “sanctification” histo-
riography, oddly enough, is precisely the doctrine that is
completely opposite to the texts of ancient Rus chroni-
clers, who did not attribute the varyags from the rus to the
swedes, danes, norwegians, or even goths (and the annals
emphasise that the slavic people and the rus people are
one whole - “there is one”, and the rus ethnic name was
adopted for the entire slavic East since the establishment
of the dynasty from the elite varyags stratum, i.e. as a sa-
cred polytonym). The doctrine of “normanism” also does
not correspond to the foreign primary sources synchro-
nous with the annals, unless one distorts their content in
the spirit of the explanations of the Bertin Annals for 838-
839 about the khagan of the people of ros as allegedly about
“sveon” due to the fact that this khagan at the court of the
german emperor were represented by “sveons”, who were,
in fact, suspected by the germans as spies, and not ambas-
sadors of the khagan, precisely because they themselves
did not belong to the ros people. In addition, “sveons”
are not swedes at all, because the name “sveons” was an
ancient collective name for the inhabitants of the south-
ern Baltic coast since the time of Tacitus. It is important
that regardless of the approach to these issues that the
researcher takes — whether a specialist historian-medie-
valist or a researcher of integral phenomena in the system
of historical knowledge - the complexity of ethno-cultural
relations and the dynamics of ethno-political development
in space and time, as well as differences in special litera-
ture, in each case testify to the need for careful, factually
verified terminological rethinking, especially ethno-polit-
ical essence and symbolism.

Historical science and the current dramatic geo-
political context (Goncharenko et al., 2024), in which the
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mainland’ and motherland “rutenika” in Ukraine and be-
yond, have taken on a tragically fateful sound, prompts
fundamental rethinking. From the heritage of Rus, pre-
cisely as the state of Kyiv, is realised and inherited by the
original spiritual eternity of the ancient Rus Field - the
modern forest-steppe Ukraine and the age-old, victorious
and tragic external ties of the Motherland, thanks to which
historical research (Rychka, 2023) enables a retrospective
analysis of the essential values of political culture and aes-
thetic sensibility of the annalistic “rus family”.

Special studies on the analysis of ancient Rus art in
those directions that are tangential to this topic high-
light the plot and other features of works of religious sig-
nificance. A thorough illustrated review of the personal
signs - the princely “banners” of the Grand Dukes of Kyiv
(Nechytajlo, 2019), taking into account their movement
through their capitals according to the administrative
“rank” of the dynasty, as well as the peculiarities of the
“spiritual investment” of the princes in favour of religious
centers (Vukovich, 2019) provide a reliable the probabili-
ty of exactly that worldview paradigm that drove the “rus
family” and its ancestors for thousands of years.

The possibility of a geographical connection of move-
ments from ethno-political activity stems from the very
fact of grandiose migrations of ancient times, attested by
written monuments (in this example - from the activity of
the “Rus family”, atleast, on the Rus plain and in bordering
countries) and studied as of 2024 on the basis of databas-
es GIS data on cultural heritage. This system information,
the corresponding possibilities of the digital environment
become decisive for the construction of thematic cultur-
al routes. Software applications with specialised thematic
or industry GIS databases have been tested by research-
ers from various fields that correspond to the focus and
aspects of this work. The coverage in such studies of the
nuances of historical ideologies and their semantic reflec-
tion in heraldry is a clear example of a methodological ap-
proach for ethnodesign.

The purpose of the work is to develop a methodolo-
gy for modeling the paths of movement of ethnopolitical
traditions (geospiritual modeling) with the approbation of
the scientific and research possibilities of ethnodesign for
the construction of cultural routes using geographic in-
formation systems on the example of the location field of
the ancient ruthenians, or rus/rug/ros — the annalistic “rus
family” and his ancestors.

The following work tasks were set: to develop the
methodological principles of geospiritual modeling by
clarifying the categories of ethnoculture and ethnopoliti-
cal tradition in the context of a comparative-stylistic anal-
ysis of ethnodesign under the corresponding program of
spiritual imagery, with the definition of the essence of the
tradition using the example of the “rus family”; to identi-
fy the locations of the rus (inherited by Rus) ethnopoliti-
cal tradition based on geographically determined data; to

develop proposals for the construction of thematic inter-
national cultural routes in the places of concentration and
movement of the oldest ethnopolitical (dynastic) traditions.

MATERIALS AND METHODS
On the Ukrainian example, the methods of complex source
studies and interdisciplinary semantic synthesis were ap-
plied to determine the pictorial features of ethnoculture
(Polyany-Rus).

From the terminologically verified analysis of mate-
rials, it follows that the primary (from genera and tribes)
ethnos, in the context of ethnodesign, should be called a
genetically related group of people (polyethnicity phenom-
ena in the principle) with a distinctive self-name, religious
priorities and the corresponding sacred image — verbal
and visual, which distinguishes representatives of this eth-
nic group from others. Using the method of comprehen-
sive source studies, on the example of sacred art inherit-
ed by Ukraine from the Polano-Rus ethnoculture and its
elite “Rus family”, the conditions of territory development
and meaning-making-setting were clarified by analysing
archaeological, written, and toponymic data. The author’s
holistic methodology of cultural inheritance also involved
the method of comparative stylistic analysis of sacred ar-
tefacts from different countries and epochs, connected by
pictorial continuity, which was helped to differentiate by
the method of interdisciplinary semantic synthesis to find
the figurative content of artefacts described by historical
and art historical disciplines.

Methodical and informational capabilities of GIS, rel-
evant software applications serve as tools for determining
the locational field of ethnopolitical tradition. Its field is
clearly defined by the geographically precise binding of
artifacts from interconnected archaeological cultures and
dynastic antiquities and oikonyms of a common pictorial
program with spiritual semantics. Additional research and
special GIS applications will be required for the cultural
route of the geospiritual Rus Field proposed by this study,
and open data from the Google Earth system and thematic
maps from the geospatial information of Ukraine, based on
ArcGIS products, were used. At the points of the proposed
cultural route from Rodez to Kyiv (or Roden), known from
written sources and archaeology, the existing sacred mon-
uments and place names were analysed using the chosen
methods. Symbolic, artistically expressive and spiritually
significant works were analysed, precisely as belonging
to a certain historical tradition of ethno-cultural origin —
reasonably follows from the “law of the diapason” formu-
lated by F. Shmit (2023) according to the publication, which
recently took shape in the Ukrainian scientific discourse.
According to the conclusions of F. Shmit (2023), who with a
metaphorical, at first glance, analyticalism in his “History
of Art” postulated the soul of the ethnic group as its essen-
tial cultural diapason with a unique image-making identi-
ty, it is possible to confidently identify the ethno-cultural
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belonging of the artistic heritage - especially, sacral and
heraldic, of course, if one does not go astray on biased
and unappealable labels such as the allegedly exclusively
“Germanic” belonging to the varyags stratum with a con-
trived rus dissolution and movement within this stratum,
although the first phenomenon was stratum, or ethnic-so-
cial (varyags), and the second was actually ethnic (rus).

RESULTS AND DISCUSSION

From the comparative and stylistic analysis of artifacts
that are semantically and compositionally related and even
graphically congruent (the first motif is a woman in labour,
“woman-pot”, “woman-tree”, World tree-genealogy, the
Great Mother; the second motif is the Sun, solar signs,
blacksmith and military symbolism, time and eternity), the
unity of the spiritual imagery of solemn and/or heraldic
symbols and the corresponding onomastics of dynasties
and territories, which according to the finds, as this study
has shown, are chronologically localised: in the whole of
the Dnieper and especially in the forest-steppe Field — Rus
Field of both banks of the Dnieper (from Stone Age to Rus
proper); in the ancient Azov region and Crimea; in ancient
Mesopotamia (later Iraq) and in Asia Minor (the kingdom of
Urartu, or Van), as well as in the north of Iran and in some
locations of the Caucasus region; in the center and north
of the Apennine Peninsula, in the historical Roman prov-
inces on the Danube and in Southern Gaul; on the south-
ern and eastern coasts of the Baltic Sea; in Pidkarpatska
Rus (Transcarpathian region of Ukraine).

The wide chronological and locational coverage of the
entire Old World by the so-called sacral motifs of image
formation can mean not only and not so much direct in-
heritance by certain families over thousands of years, but
the likelihood of imitation or, much less often, borrowing
of the content of archetypes, such as the image of the Sun.
But even the borrowing of spiritually important images in
ancient times took place exclusively on certain traditional
grounds and definitely relied on the aesthetic sympathy of
neophytes (or initiates) with the symbols they adopted. In
addition, in ancient times, the self-name of the family, es-
pecially the name of the dynasty, remained an unchanged
central category of spiritual significance. Using the exam-
ple of the ancient Ruthenians and their distant predeces-
sors, starting from the enigmatic, etymologically varia-
ble names-titles of the kings of Urartu — Rusa/Ursa - the
preservation of the self-name and the associated spiritual
(addressed to eternity) symbolism should be recognised
taking into account the neighboring linguistic and cultural
environment, which has always been polyethnic.

As this study has shown, under ethnoculture, in the
context of ethnodesign, it is necessary to mean the origi-
nal collective geo-spiritual integrity with the original fea-
tures of the confessional, linguistic and cultural, everyday
and artistic positioning of the native land and the positive
potential (without denying others and without renouncing

predecessors) of one’s own political culture, combining
and modeling methods of information exchange and aes-
thetic sympathy in the area of their settlement between the
indigenous (leading) and other solidarity ethnic groups.
According to this paradigm, ethnoculture as an objective
unifying phenomenon historically precedes the later for-
mation of a separate nationality as a linguistic identity (for
example, modern from the 17"-19™ centuries). In this ex-
ample, it can be noted: the flexible polyanian-rus ethno-
culture, which on the Rus Field modeled the interaction of
spiritual worlds on the mainland level - proto-slavic-ru-
thenian, proto-slavic-gothic, balto-slavic, slavic-rus-
sian-alanic, slavic-hungarian and slavic-turkic - became
the main source of Ukrainian (cossack-rus, according to
Samiylo Velychko) self-awareness and national culture of
Ukraine and the ancient primary source of traditional (i.e.
dynastic) state formation.

Pointing out, for example, the probability of celtic ex-
pansion in the area of the Danube “fatherland” of the slavs
due to the weakness of the ethno-political organisation of
the Danube Slavs and the nature of the Slavic territorial
community (Kyrylenko, 2019), it should be borne in mind
that the migrating groups of conditional “celts” had their
own self-names, and one’s ancestral home can mean the
homeland of the ancestors, using the example of the slavs,
the homeland of those who did not call themselves slavs yet
(properly from the Celtic era). The dynamics of self-aware-
ness is best revealed precisely by the use of folk self-names
(and foreign ethnonyms of a given people), which appear
as indicators of the renewal of the ethno-cultural situa-
tion; therefore, on this example, it is necessary, thanks to
the secretary of the gothic king Alan Jordan (6™ century),
to bear in mind the stages of evolution of the ancestors of
the slavs (according to their self-names) from the veneds
to the sklavins and “antes”, while the last word is a greek
change of the self-name with a Slavic nasal sound - it is
worth reconstructing: these people were probably called
*ybnts, and they were called polyans, as the chronicle em-
phasises, after settling in the Pole region (the future Right
Bank and Central Ukraine), and there, according to the
testimony of the same Jordan, no later 4™ century the ro-
somones, i.e. “the people of ros”, already lived there.

With regard to the conditional “celts” on the Danube,
in the Carpathians, on the Dnieper, in the Southern Bal-
tic of the proto-slavic (i.e., veneds” and “antes”) era, their
permanent privileged status in the polyanians’ environ-
ment as an elite and military stratum - the varyags and
kolbyags of the southern the coast of the Gulf of Veneds,
or the Baltic Sea, later the ruling family, whose ancestors
used the generic self-name ruthenas (ruthenians), from
ruth - rus, that is, “field” from the gaulish ruthenian dia-
lect, or “bright place” or “light” in general. Ruthenians in
the Gallo-Romance language environment are the same
polyanians in the Slavic language environment (although
in Latin the ruthenians are actually “red” or “ruddy”, and
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their belonging to the military dynasties eventually con-
tributed to the widespread use of the root of the family
self-name “rus” in quality of a group of multi-meaning
homonyms, because on the Rus plain, prince’s warriors,
the land of the main domain, and the state in general were
called that way). A polyanian is a strong breadwinner, so it
is not surprising that they, the ancient rus - the polyani-
ans’ elite - in the Germanic language environment were
called rugy (or rogy), i.e. “rye strong”, “strong from rye”.
The fact that German chroniclers called princess Olga the
“Queen of the Rugs” is sufficient to confirm these ethno-
nym identities and status-ethnic relations of antiquity
(even if to consider the ethnonym “rugs” in the eyes of the
Germans as a transfer of the name from one of the ancient
German tribes), and the Ukrainian “Pravda Ruska” singled
out the ruthenians among the slavs; this chain of “bright”
ethnonyms is complemented by the form “ros” from the
proto-slavic-iranian or alanic environment, which became
common for the greeks (Pwg), and for the hungarians be-
came the name of both ruthenians and slavs in general
(Orosz; Oros — widespread surname in Transcarpathia).
Prince Olg (Oleg) Vishchy called Kyiv the “Mother of Rus
cities” not only and not so much because of Kyiv’s favoura-
ble, potentially metropolitan location on a major waterway
trade route and, even more so, not because of his personal
whim: it was and remains the city of the same polyanians,
which were also called the sacred name rus, and last but
not least, the same city that was dedicated to one of the
most important spiritual symbols for the “rus family”.

Leading ethnopolitical symbolism that reflected reli-
gious priorities and contained a heraldic visual core fun-
damental to the rus dynasties was revealed by the 2008 ar-
chaeological discovery of the ruthenian “Heroic Sanctuary
of Tourier” with further publications of ongoing research
(Gruat et al., 2019). The following facts are interesting: the
heraldic symbols carved on the stone slabs of this sanctu-
ary constitute a chronological link that was missing before
this discovery by French archaeologists, which preceded
the development of the so-called “Sarmatian” or conven-
tional “saltiv” style of “Rurik signs”, which became the
source and basic for proto-slavic family symbols (*vbnds),
as well as for the southern branch of the “rus family”; in
the same way, there is no doubt that the main religious
“masculine” symbol of the dynastic movement is the thun-
derbolt, or the sign of Perun, clearly depicted on the chest
of one of the anthropomorphic steles of the ruthenian
sanctuary, along with other solar symbols of these victori-
ous sun worshipers on other steles.

The ancient hydronyms of the main rivers of the Rus
Field - between the Dniester and the Dnieper and the
Dnieper and the Don - often represent examples related
to the above root of the generic self-name of the ruthe-
nians, or to the proto-slavic *vb, which are not alien to a
number of hydronyms of the south of Western Europe and
Transcarpathia (Subcarpathian Rus). This made it possible,

against the background of available data based on written
primary sources and/or local history information on reli-
gious and heraldic symbols, to model probable locations
and probable paths of movement of this ethno-political
tradition on the basis of complex source studies, as well
as to propose the construction of thematic international
cultural routes.

The physical condition of the stele of the “hero-
ic sanctuary” raised from nothingness in 2008, as it was
figuratively called by French archaeologists - toppled and
crushed several centuries BC (Gruat et al., 2019) - testified
to the dramatic struggle of the elites of the Gallic south
and the correctness of the conclusions of many research-
ers, from Professor Serhiy Shelukhin (1864-1938) to Acade-
mician Vitaly Sklyarenko (1937-2020), about the migration
of the ruthenian elite of “sun worshipers” and “women
lovers” under the pressure of irreconcilable hostility of the
germans to the more favourable (and related to the ruthe-
nians) proto-slavic environment. The latter was formed
in the Danube valley and on the river systems connecting
the southern coast of the Baltic, the Carpathians, the Field
(Rus Field) between the Dniester and the Dnieper and to
the Seversky Donets and the Don, to Taman, and later de-
veloped on the Volga-Baltic and Balto-Dniprovsky - “from
the Varyags to the Greeks”. The paths of these migrations
and river routes, regardless of the chronological frame-
work or stages, can be outlined based on written evidence
and archaeological artifacts, in particular, relying on the
“female” link of the symbolism of old rus religious her-
aldry and the corresponding sacred hydronyms or ancient
place names associated with coastal routes: the “rus fam-
ily” carried out their expeditions through river valleys or
cabotage along the sea coast (in contrast to scandinavian
sailors, who were more oriented towards the open sea, on
oceanic expeditions).

For amodel created as a geo-spiritual one - addressing
eternity according to the identified religious goals, strict
chronological frameworks for modeling ancient history
are not characteristic, but the complexity of source studies
from written evidence, archaeological and toponymic data,
semantic and stylistic analysis and the probability of de-
termining the locations of concentrations or bifurcations
of the ethnopolitical tradition. The latter is defined as a
subsystem of ancestral (dynastic origin) spiritually deter-
mined management values of ethnoculture, which moder-
ate power relations in this ethnosocial system.

On the example of the “rus family”, meaningful mean-
ings that were fundamentally important for the dynastic
elite are clearly reflected by those “hook-like” heraldic
symbols, which were mistakenly included by some re-
searchers of heraldry as “anchors” or “hooks™ or “tri-
dents”, which according to evidentiary probability come
from “twodents”, and the latter - from ancient prototypes
that clearly interpret the silhouette-gestural configu-
ration from the images of the Great Mother of gods and
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cities and, accordingly, the image of the God-Bearer peo-
ple. A vertical “tree trunk” with a bifurcated “fishing rod”
at the bottom with highly raised ends (somewhat softer in
the version of the Ruthenian shrine of Tourier and more
sharply outlined on the personal signs of Svyatoslav Yaro-
slavich 2" half of the 11" century or, for example, of Danylo
Halytsky of the 12" century (Nechytajlo, 2019) corresponds
to both the scheme of the World Tree, or the Heaven-
ly genealogy, and the outline pose of a woman in labour
from many versions of the image of Cybele (Kubaby, *Kyj-
Vbly - “Mermaid of God”, in the city of Kyiv - the sacred
hydronym Kyjava or Kyjan, later Kyjanka), aka Ushas or
Ushi of the Indo-European cultural circle (Rsha or Ros of
the Dnieper region, Ushytsia and Bushanka, Rusava of the
Dniester basin), aka the “snake-legged goddess” Api - the
“daughter of Borysthenes” (Dnieper-Slavutich) from the
mythology of the proto-slavs of the Scythian era of the fu-
ture Rus Field - skolots (according to their solar self-name
“connected with the name of the king” given by Herodotus)
(Fig. 1). As this study has shown, it is noteworthy that Kyjan
was a tributary of the Dnieper, and after the acceptance
of the Sun of Christ, according to a popular philosophical
image, the heraldic sign of “the birth of the Heavenly lin-
eage” in the princely tradition of the Olhovychs (starting
with Svyatoslav Yaroslavich according to the signature on
the back of the princely portrait in the Izbornik of 1073)
was crowned with a cross, which gave the researchers of
heraldry a reason to identify similar images with the so-
called “blooming cross” of the actual Christian pictorial
tradition, much later on the Rus Plain. The fallacy of this
interpretation is well illustrated by the sign on the seal of
the elder Yaroslavich - Prince Izyaslav — a similar sign, but
without the upper cross. Another thing is the late reinter-
pretation of this symbolism in the wake of the Christian
worldview, especially in the New Age, along with changes
in the configurations of the symbols of the cossack elite ac-
cording to the Polish tradition of “collective” coat of arms
(a clear example is the coat of arms of the “Abdank” type,
i.e. “uda”, adopted in this geometrised “tamgo-like” form
by Bohdan Khmelnytsky) led to a noticeable erosion of the
ancient content, in particular, in the form of its decorative
reproduction with Christian symbols of salvation. At the
same time, the spiritual conditioning of the essence of the
dynastic vocation remained intact. This essence consisted
in ensuring that the dynasts of the “rus family” protected
the religious sentiments and political and economic in-
dependence of the polyethnic (multinational) people by
the priorities of its elite stratum - the called representa-
tives of the “god-bearing solar stream” (varyags from the
proto-slavic linguistic and cultural environment of the
ancient ruthenians), and namely, their management, re-
ligious integration, military defense, trade life priorities.
Feeding on a spiritual vocation, the traditional Rus state
also had functional stability in the form of a princely out-
fit - “nariad” (a centralised dynastic entrusting) for the
land united by princely routes on waterways.

Figure 1. Ancient related sacred signs and tribal symbols
(motifs of the tree of life - the World Tree-Genealogy,
the woman-tree, the mother earth - the Great Mother,
genesis, the Heavenly Family Tree and the Sun, time and
Eternity), and the corresponding princely emblems

Note: 1) carvings on a mammoth skull, 12" millennium BC
(Mezhyrich, Kaniv district); 2) ancient Egyptian hieroglyph for
‘erowth’ or ‘genesis’; 3) seals of Urartu; 4) snake-winged Gaia
(Api) - daughter of Borysfen, ruler of the Scythians on a mirror and
on a gold plate of the 4™ century BC. (Haiman’s grave, Vasylivskyi
district of Zaporizhzhia region); 5) ‘a woman in labour in a house
with descendants and birds’ - an ancient motif of folk embroidery,
The Rus Plain, 19" century; 6) marks on silver jewellery of the
6-7" centuries from the Martynivka treasure, Cherkasy region;
7) amulet from Don Rus (northern, or ‘Ros’/‘Ros-Alan’, a variant of
the Saltovo-Mayak archaeological culture); 8) a mark on the seal of
IzyaslavYaroslavych (11" century); 9) a sign of Sviatoslav Yaroslavych
(1™ century. The author’s reconstruction based on Svyatoslav’s
Izbornyk); 10) princely seal from Biloozero; 11) ‘flourishing cross’ - a
Christian version of the ancient religious motif on the princely seal;
12) outline of the Olhovych sign of the early 13 century (Starodub,
Bryansk); 13) ancient ‘Vinnytsia® sign on the seal of Vinnytsia Mali
and Velyki Khutory of 1839; 14) Proto-Slavic heraldic and solar
signs on the monumental stele of the Ruthenian sanctuary of
Touriers (according to P. Gruat); 15) Proto-Slavic solar sign (the
future ‘thunderbolt’ - a symbol of Perun) on the monumental
stele of the Ruthenian sanctuary of Touriers (according to P.
Gruat); 16) coat of arms of Hetman D. Apostol of the 18™ century;
17) solar and other religious and heraldic ideograms on the backs of
sledges, Uman district, mid-nineteenth century; 18) ‘thunderbolts’
on a spinning wheel, Berestey district, 30s of the 20" century
Source: developed by the author

26



Tsarenko

As an example of an international cultural route from
the geospiritual Rus Field, based on the available set of
data, in this example developed the direction of a com-
bined land and water coastal road on a hypothetical mi-
gration route from the following locations (from West to
East): the starting point is the French city of Rodez (the
ancient city of Rutena Civitas) with a branch to the archae-
ological expositions in the museum of the town of Mon-
trosier and the landscape-archaeological expositions - at
the ruthenian sanctuary of Touries (Sanctuaire heroique
des Touries); the city of Vienne on the Rhone; the Swiss
cities of Lausanne (with the Ouchy embankment) and Lu-
cerne (on Lake Rot of the Roys River Basin, formerly Rusa
or Ursa); the Austrian city of Salzburg (the center of the
ancient province of Norik with a famous cave artifact - a
memorial inscription on a marble slab of 1521 about the
“ruthenian prince Odoacer”); the Ukrainian cities of Muk-
acheve (with “celtic” archaeological sites and the Rus Way
mountain pass), Vinnytsia (the historic Venichya among
the “towns of the Field” in the List of Rus cities) with a
branch to the Bushan historical and cultural reserve (to
the ancient Slavic rock temple - the sanctuary of Olya on
the Bushanka River) and the capital city of Kyiv (in particu-
lar, Starokyivska Gora above the precipice of the historic
Kyjan stream). The main direction of the proposed route
between the Rodez - Kyiv points (or Rodez-Roden - to the
tract of Knyazha Gora near the mouth of the Ros river near
Kaniv) is 2710 km of road and pedestrian-rowing track,
not including the named branches. Such a long route as a
whole should be calculated on a monthly visiting program.

The fundamental question — whether the combination
of the images of Perun, Varuna and the female “hypostasis”
of the latter Usha (or Rsha, to whom Cybele corresponded)
can be considered the most important act of sacramenta-
tion for that ethnopolitical tradition that became Russian —
according to heraldic images of religious significance, in-
cluding after the Sun of Christ, - receives an affirmative
positive response with the “mermaid” name of the city of
Kyiv, as well as with the list of gods of the integration poly-
ethnic “pantheon” of St. Volodymyr, recognised as Equal to
the Apostles, and even with the gesture of Oranta’s hands
in the Cathedral of St. Sophia of Kyiv, raised for blessing
in the same way as the “chthonic” limbs of Cybele-Kuba-
ba-Kyava rose on various ancient images of it, popular
in Europe from the hellenistic Panticapae (Kerch) to the
German Eisenach, from the ancient “Scythian” Dnieper to
gothic cathedrals. Studies on the significant spread of the
Christian image of the Mother of God and the wide iconog-
raphy of the “female” spiritual essence (Hotun et al., 2019;
Shevliuga, 2023) allows to pay attention to the probability
of this image creation in the realm of ethnopolitical sym-
bolism and heraldry itself. Although Volodimer the Baptist
himself, the sovereign “kagan Volodimer” (in the famous
speech of metropolitan Hilarion), realising his status as
a statesman, chose for his personal sign a monogram of
the imperial type - from the letters of the heraldic call

“Volodymyr on the throne”, - a monogram that became
known as a trident, although it was made precisely by the
celtic interweaving of letters with the outline of an attack-
ing falcon - the “sun bird” of the Baltic Slavic Wends and
their Slavic defenders, the varyags, who were “called rus”.
Designing this imperial personal emblem simultaneously
in the configuration of a trident, a symbol of the lord of the
seas, became another artistic find of the ancient Rus coat
of arms designers. Behind the statist visibility remained a
deep, original “remembered resource” of the God-bearing
people (Scherbenko, 2019).

“The transitivity of culture against the background
of eternity” of O.M. Som-Serdiukova (2020) is most fully
revealed by a road along a certain route with landscape
and other sights and outstanding places that, depending
on their suitability for scientific exchange and cognitive
tourism, their semantic design and functional content,
potentially represent, nevertheless, the concentration of
that hereditary content, which was created precisely to
the order of eternity. An inescapable meaningful essence
appears at the same time as an expression of a certain eth-
noculture and parallel to it or neighboring phenomena;
therefore, the cultural route is a priori international, mul-
tinational, even if it is built mostly within the boundaries
of only one nation-state.

The current public demand in Ukraine for the study
of the spiritual foundations of national culture in the con-
text of historical knowledge, the development of modern
scientific approaches from such a direction of research
(Stishova, 2023) indicates the timeliness of development
of the methodological foundations of the imitation (inher-
itance) of culture, in particular, the direction of studying
the value origins of traditional statehood and its essential
pictorial symbolism of religious significance.

In this example suggests a synthesis of spiritual her-
itage, including political culture, with the opportunity
to present a visible state-building heritage in prominent
places associated with this ethno-political tradition. The
proposal to organise, in parallel to the network “Via Re-
gia - the cultural path of the Council of Europe” (which
develops thematically on the basis of the historiographi-
cal dynastic “Royal Road”) an additional network - “Geo-
spiritual Rus Field” based on the movements of the ancient
ruthenians - looks both logical and equally ambitious. This
approach may be quite unexpected in the eyes of a positiv-
ist historian, fascinated (for all the rigor of positivism from
factual evidence) by all kinds of “Vikings”, runic stones, et-
ymological exercises of Normanism and the image of prin-
cess Ingigerda - princess Irina, against the background of
centuries-old historiographical criticism of the ancient
Rus annals for allegedly “mythological thinking”, and the
Cossack chronicler Samiylo Velychko - for his alleged fic-
tion about the succession of hetman Bohdan Khmelnytsky
from “rusyn Odonatser”. The annals, including the Tale
of the Timeless Years, do not contain author’s fictions as
such, because writing a known lie was a grave sin, and
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historical scholars, beyond any doubt, should not com-
pare ancient Christian writers with current cynical ones
journalists or politicians; therefore, the national annals
do not contain semantic contradictions. It is important
to understand them without confusing the princely nar-
iad (entrusting) with the order in all and noting not only
the words of the chronicler that “the slavs sat down on the
Danube”, but also the fact that the chronicler testified that
they “sat down” there “after many times” (Motsia, 2020). If
for the actual historiographical discourse of the research-
es of ancient Rus, observations about ancient Rus cultural
borrowings from Christian Constantinople and dynastic
ties with it are important, especially after the “causeless”,
according to the not very sincere expression of the chron-
iclers of the empire, the war against it by Yaroslav the Wise
(Rychka, 2023), then for the study of ethnocultural sym-
bolism, interesting are not only the architectural forms of
the Church of St. Sophia reinterpreted in Rus for Novgorod
the Great, not only and not so much the dedication of the
most venerable altar to the Mother of God, but the tradi-
tional decoration of this altar with towels with embroi-
dered folk “women in labour”. Similarly, from the histor-
ical details of the regional features of state formation and
ethnic development of Rus, this topic is more concerned
with the fact that the famous waterway “from the Varyags
to the Greeks”, according to the testimony of Adam of Bre-
men (1™ century), began precisely in the Slavic Stargo-
rod (Motsia, 2020). And the desire to perpetuate the Rus
ethno-political essence and, in general, according to this
methodology, the idea of building the movement routes of
those ancient dynasties, each of which were the predeces-
sors of several national states (for example, the Merovin-
gian dynasty), is an aspiration, this idea has a significant
ideological and philosophical meaning for the future the
unity of European civilisation, as well as the perspective
of historical and cultural research on the construction of
international cultural routes, for which, first of all, modern
GIS tools should be used.

For example, GIS with predictive search algorithms
for potential locations of archeology monuments (not yet
opened settlements, parking lots) are used precisely in
the context of forming databases for perspective research
and scientific excursion routes (Castiello & Tonini, 2021).
Modern technology allows you to literally go deep into the
thickness of cultural layers for their smallest remains: this
is evidenced by the delineation of an unmarked ceme-
tery using high-resolution ground-penetrating radar and
X-ray radiography of the area near the medieval church
in Furulund in Norway (Cannell et al., 2018). The study of
objects of the cultural landscape as information elements
(Carvalho et al., 2023), the visual presentation of antiquities
using digital “augmented reality” was demonstrated by re-
searchers using examples of tools and methods of virtu-
al reproduction of cultural heritage (Francois et al., 2021).
Current methodological approaches to the study of ancient
social phenomena from the analysis of images on archae-
ological sites — images, in particular gestures, which “say

more than words” (Kopij et al., 2023); the combination of
GIS technologies with game-based dynamic visualisations
to build more accurate models of historical routes appears
to be a promising direction of research for the clarification
and variability of the cultural route.

In general, the modeling of the ancient network of
roads, territorial connections, the identification of rel-
evant nuances from the functional history of landscapes
is becoming more and more popular and relies on new
empirical methods and digital geographic information
support, such as modeling based on the routes of mod-
ern travelers with an introduction to materials study of the
entire complex of data from local cultural heritage, includ-
ing the most complete data from archeology (Tolksdorf et
al., 2019). Rightly considering the promotion of territo-
rial heritage values as a key means of restoring vulnera-
ble territories, modern researchers are testing regional
development management methodologies based on web
applications with complex integration of information and
management subsystems related to cultural heritage and
tourism and environmental services (Hidalgo-Sanchez et
al., 2024), publish the concepts of “ethnographic per-
spectives of transregional connections” (Marsden &
Henig, 2019), and also develop its aesthetic aspects, which
are important in the context of promoting heritage. Among
the latest developments, the most interesting and directly
related to this topic is the study of the directions of image
creation of elite emblems and heraldic design of nobility
titles (Mercardo-Oliveras & Alcantara-Garsia, 2023).

The functional purposes of the places of interest
equipped for visiting on the such cultural routes, in addi-
tion to the actual ethnopolitical heritage presentations and
related popular science expositions and research labora-
tories, can include proven art therapy practices for visitors
(Solyeyko et al., 2023). Visiting locations should be provided
with technical geographic information means to support
safe amateur, gaming and special professional travel.

CONCLUSIONS

The content of the inherited goal-setting according to cer-
tain historical traditions, in the ethno-political context,
is clearly reflected by the symbolism of the religious and
heraldic purpose. The bearers of such symbols were the
dynasts who claimed state-making primacy in the wake
of this tradition. Indicators of the presence of dynasts on
migration routes, taking into account the conditions of an-
cient migrations, in addition to visually recognisable arti-
facts, including archaeological, and written evidence of the
relevant movements, are also local onomastics, primari-
ly - sacred hydronyms.

Using the example of the annalistic “rus family” and
its ancient ancestors - proto-slavic-celtic ruthenians, or
rus/rug/ros people - it is proposed to apply a comparative
stylistic analysis of artifacts of sacred and heraldic sig-
nificance with the tying of finds to geographical locations
attested by written primary sources about the relevant
presence and confirmed by ethnic onomastics, especially
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sacred hydronyms, for geo-spiritual modeling of proba-
ble migration routes of dynasts - bearers of this historical
tradition with subsequent construction of international
cultural routes. On the chosen example, the concept of
polycentricity of the rus ethnopolitical tradition is con-
firmed by identifying the locations of activity of ancient
ruthenians on the basis of their associated presence, at-
tested in written monuments, in archaeological artifacts
from religious heraldry, in toponymy and especially hy-
dronyms - ethnically sacred names with the imaging pro-
gram, that a single with the material monuments.

The methodological basis of geospiritual modeling
by interdisciplinary means should be taking into account
in GIS databases from prominent places the categories

ethnic group with solidarity groups and ethnopolitical tra-
dition as a moderator of power relations, improvement of
methods of identification of dynastic ownership of mas-
terworks and territories, as well as algorithms and GIS ap-
plications for the analysis of the locations of archaeologi-
cal and heraldic artifacts with associated religious imagery
according to the most ancient local onomastics, which is a
promising prospect for further research.
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Historiography of the study of theatrical and decorative art...

INTRODUCTION

Various aspects of studying the theatrical and decorative
art of Transcarpathia became the subject of research on
the theatrical culture of the region at the beginning of the
218 century. The Transcarpathian region with its specific
features has always been perceived as a certain spiritual
and cultural community, the key factors of which are its
historical potential and socio-cultural opportunities. The
ethnic composition of local residents creates the nation-
al and cultural diversity of regional culture. The study
of the theatrical and decorative arts of Transcarpathia
reveals its spiritual heritage, one of the most important
components of which is theatrical culture, and provides
an understanding of the multinational culture of the re-
gion with its own folk archetypes, traditions, etc. There-
fore, the raised topic of deepening the cultural dimension
of understanding the theatrical and decorative art of the
theatrical culture of Transcarpathia, systematising the
most constitutive source base in the context of cultural
studies of theatrical and decorative art in the theatrical
culture of Transcarpathia in the 20" - first quarter of the
218 centuries is very relevant.

The problems of the historiography of theatrical and
decorative art of Transcarpathia in both Ukrainian and
foreign art history and cultural studies have not been
specifically considered, although their role in the overall
artistic influence on the formation of a certain era, the
structure of works has been noted to some extent. Thus,
a number of scientific studies have been carried out that
comprehensively reveal the historical, socio-cultural, and
artistic prerequisites for the emergence of professional
theater and the development of Transcarpathian theater
culture. Many of them fragmentarily cover the historical
and socio-cultural processes of the formation of the Tran-
scarpathian theater and decorative art, and examine vari-
ous aspects of the genesis of decorative art.

The analysis of publications from 2017 to 2024 showed
that Ukrainian researchers A. Alisher, O. Kovalchuk, O. Ry-
bchenko, O. Rogotchenko, N. Rudenko-Kraievska, and
O. Tsyhorka paid attention to the problems of Ukrainian
scenography and theatrical and decorative art. The au-
thors studied theatrical and decorative art in the theat-
rical culture of Ukraine in the 20" and 21* centuries. In
the works of these authors, there is a tendency to typol-
ogise the layers of art cultural studies and to distinguish
its ideological and artistic foundations. At the same time,
scholars pay considerable attention to the problem of the
creative personality, theatrical culture, and the relation-
ship between traditions and innovation in theatrical and
decorative arts.

For example, an interesting study by O. Rogotch-
enko (2017) demonstrates the real picture of the life of a
Ukrainian theater artist of the pre-war and wartime peri-
ods. O. Kovalchuk (2019), studying scenographic practices
in the space of the 20" century on the example of Kyiv art-
ists, notes that “he living practice of scenographic evolu-
tion, initiated by theater artists of the second half of the
Twentieth century, continues to develop in time and space”.

A. Alisher (2021) notes in his study that “Ukrainian sce-
nography is a global phenomenon, so itis importantto con-
sider its historical formation in the context of world scenic
art”. The theatrical artist N. Rudenko-Kraievska (2021),
studying the work of Honored Artist of Ukraine Tetiana
Medvid in the context of the development of Ukrainian sce-
nography in 1970-1990, noted that “the basis of the artist’s
work was the principles of the method of fine art directing:
visualisation of ideas, thoughts, perceptions, and modern
trends in Ukrainian scenography”. An study by O. Tsyhor-
ka (2022) reveals the role of scenery in theater productions,
their types and features of their creation by a theater art-
ist. O. Rybchenko’s (2024) work reveals a comprehensive
study of folk traditions in Ukrainian stage design from the
periods of the coryphaeus theater and the modernist era.

Particularly valuable sources in the study of the the-
atrical and decorative art of Transcarpathia in the 20"
and first quarter of the 21 centuries are visual sources
(programs, posters, costume sketches, decorations, and
photographs of performances), stored in the current ar-
chives of the Transcarpathian Academic Regional Ukrain-
ian Music and Drama Theater, Mukachevo Drama Theat-
er, Transcarpathian Regional Hungarian Drama Theater,
Transcarpathian Academic Regional Puppet Theater
“Bavka” and in the personal archives of theater figures
(O. Hrytsak, O. Zaitsev).

The purpose of the study is to highlight the source
base of theatrical and decorative art, to consider the dy-
namics of the development of decorative art in the theat-
rical culture of Transcarpathia in the 20" and first quarter
of the 21*' centuries.

MATERIALS AND METHODS
The study of theatrical and decorative artin Transcarpathia
employs a comprehensive methodological framework, in-
tegrating various analytical tools to provide a nuanced un-
derstanding of its cultural and historical significance. This
methodology combines dialectical, analytical, cultural and
historical, biographical, and comparative approaches,
enabling a multifaceted exploration of the subject. Cen-
tral to this methodology is the dialectical approach, which
seeks to understand the development of theatrical and
decorative art in Transcarpathia through the lens of con-
tradictions and transformations inherent in its historical
context. This approach acknowledges the dynamic inter-
play between cultural forces, socio-economic conditions,
and artistic expressions over time. Furthermore, the an-
alytical method is employed to dissect specific aspects of
theatrical and decorative art, such as stylistic evolution,
thematic preoccupations, and regional influences. By ap-
plying analytical tools, researchers can uncover underly-
ing patterns and trends within the artistic production of
the region. The cultural and historical method enriches
the study by contextualising artistic developments within
broader societal changes and historical events. This per-
spective illuminates how theatrical and decorative art in
Transcarpathia both shaped and responded to cultural
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shifts and political upheavals throughout the 20" and 21%
centuries. Biographical analysis plays a crucial role in
highlighting the contributions of key figures — artists, di-
rectors, designers — who influenced the development of
Transcarpathian art scenes. By examining their lives and
works, researchers gain insights into individual artis-
tic trajectories and their impact on the collective artistic
identity of the region. Comparative analysis complements
these approaches by juxtaposing Transcarpathian theatri-
cal and decorative art with other regional or international
artistic movements. This comparative perspective fosters
a deeper understanding of how local artistic practices re-
late to global trends and influences, as well as identifying
unique regional characteristics. The data obtained from
these methodological approaches are synthesised using
a descriptive strategy, which involves categorising events
and processes to reconstruct the cultural and historical
narrative of Transcarpathian art. This narrative-driven
analysis allows researchers to trace the evolution of the-
atrical and decorative art across different epochs, identi-
fying pivotal moments and recurring themes. Ultimately,
this methodological framework enables a retrospective
analysis of the historiography of Transcarpathian theatri-
cal and decorative art from the 20™ century to the present.
By critically examining existing scholarly interpretations
and integrating new insights, the study aims to contrib-
ute to the ongoing discourse on regional artistic heritage.
The scientific conclusions drawn from this comprehen-
sive approach provide valuable insights into the richness
and diversity of Transcarpathian cultural expression, em-
phasising its significance within the broader tapestry of
global artistic traditions.

RESULTS AND DISCUSSION

The historiography of the process of forming the theat-
rical and decorative art of Transcarpathia outlines the
diversity of the Transcarpathian theater, which served as
the basis for Ukrainian theater art. In the narrow sense,
historiography is a set of studies devoted to a particular
topic. In case, it is about the Transcarpathian theater and
decorative arts.

Till April 2024, theatrical and decorative art occupies
an important place in the broader context of contempo-
rary Ukrainian cultural studies. It is impossible to consid-
er it without a thorough study of its cultural and historical
origins, which are presented in the context of the histo-
riographical paradigm of its study as a system of knowl-
edge about the history of Ukrainian theater and fine arts,
which is stored in written texts, historical facts, including
the chronology of events. After all, theatrical and deco-
rative art is a type of fine art associated with the artistic
design of a theatrical performance, that is, the creation of
a living environment on the theatrical stage in which the
characters of a dramatic or musical-dramatic work act.
As defined in the dictionary of artistic terms, “the main
elements of theatrical and decorative art - scenery, light-
ing, props, props, costumes, actors’ makeup — make up a

single artistic whole that expresses the content and nature
of the stage performance, subordinated to the idea of the
performance” (Sotska & Shmelyova, 2016).

The study of the historiography of the art of theatrical
scenery shows that, as a form of fine art in theatrical ac-
tion and theater art, scenic art occupies a borderline posi-
tion. It is no coincidence that it is theater artists who seek
to express dramatic conflict in the spatial solution of a
performance and turn to the artistic means used by paint-
ers, sculptors, and graphic artists. The historiography of
theatrical and decorative art in the theatrical culture of
Transcarpathia shows that there are currently no sepa-
rate works devoted to the origins and research of theat-
rical and decorative art of Transcarpathia. Some articles
in the periodicals do not give a complete picture of the
stage of theater’s origin. At the same time, the available
materials on the theatrical culture of Transcarpathia give
grounds to identify four main stages, namely: 1906-1942;
1961-1981; 1990-2000; 2000-2021. Each of these periods is
distinguished by the nature, subject matter, and intensity
of research works.

The most significant contributions to the historiog-
raphy of the problem are the works of I. Franko (1906),
H. Hotkevych (1924), and E. Nedzelsky (1941). They were
published in the first defined period - 1906-1942. These
studies examine the origins of theater and theater and
decorative art of the early 20" century in folk performanc-
es, such as the vertep or betlehem. It is worth noting that
betlehem is a theatrical performance in which participants
act out various skits on biblical themes and announce the
birth of Jesus Christ. I. Franko (1906) noted that “having
long historical traditions that originate from folk rites
and customs, the ancient Ukrainian theater art became
one of the sources of Ukrainian theater through the na-
tivity scene”. H. Hotkevych (1924) observed that “the Tran-
scarpathian betleham is close to the Galician vertep ... the
character is the same, the internal psychological work is
the same, the external comedy is the same, but it is full of
a peculiar mountain colour, shepherd’s life, the smell of
akolyba ... the noise of the Carpathian fir trees is heard”.

Scholar R. Pylypchuk (2019) noted that “under the sign
of unity with the Ukrainian theater in the Russian Empire
in the 8os and 9os of the early nineteenth century, the de-
velopment of theater in the Austro-Hungarian monarchy
took place ... in Transcarpathia at that time there were no
manifestations of even amateur Ukrainian theater”.

Thus, until 1919, there was no theater in Subcarpathi-
an Rus, only Hungarian and Jewish theater groups. Theat-
rical and decorative arts in the region were present only
in the form of theatrical elements in the art of the nativity
scene or betlehem (Fig. 1). The ability of the betlehem par-
ticipants to work on the design of the Christmas perfor-
mance using simple elements of theatrical and decorative
art (costume, makeup, props) made it possible to use these
skills in the design of amateur and professional perfor-
mances in Transcarpathia. “Born of everyday life and cus-
toms, theater was alien to outside influences. The theater
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in the life of a peasant moved to the stage and it was here
that it confidently continued the same game that it played
in everyday life: at a wedding, caroling, or at a funeral”
(Nedzelsky, 1941).

Figure 1. Bethel in the village
of Velykyi Bychkiv. 20-30s of the 20" century.
The photographer is unknown
Source: based on M. Markovych (2022)

After the First World War, changes occurred in the
theater culture of the region. Amateur theater groups be-
gan to emerge in the Prosvita society. It was cultural en-
thusiasts who became the founders of theatrical and dec-
orative art and continued it in the post-Soviet period, in
the new socio-cultural realities.

The second period of historiography should be con-
sidered the period of 1961-1981, when publications devoted
to Ukrainian theater and decorative art began to be pub-
lished. Thus, A. Drak’s “Ukrainian Theater and Decorative
Art” was the first monograph to reveal the work of theater
artists V. Krychevsky, 1. Buryachok, A. Petrytsky, I. Rab-
inovych, P. Zlochevsky, V. Meller, the main narratives of
their productions, and methods of decorating Ukrainian
performances, which would later find its stage continua-
tion on the Uzhhorod stage (Drak, 1961). Important for study
is the work “Ukrainian amateur theater in Transcarpathia
in the 50s and 60s of the nineteenth century” by Ukrain-
ian theater critic R. Pylypchuk (1966), in which the author
presents a lot of generalised information about the origins
and development of amateur theater in Transcarpathia.

A thorough examination of the theatrical and deco-
rative art of Ukraine in the period under consideration is
given in the multi-volume publication “History of Ukraini-
an Art”. In particular, the work of scholar P. Tsybenko (1967)
“Theatrical and Decorative Art of 1917-1941” demonstrates
the stages of development of decorative art in the Sovi-
et period on the stages of Ukrainian theaters and depicts
the figures of theatrical artists: B. Kosarev, A. Petrytskyi,
V. Meller, and O. Khvostenko-Khvostov, who would be-
come the founders of Ukrainian theater and decorative art.

Arthistorian I. Verikivska (1981) reveals the evolution-
ary development of scenography, starting with the Theater
of Coryphaei to the masters of Soviet scenography 1. Bur-
iachok, A. Petrytskyi, V. Meller, O. Khvostenko-Khvostov,

M. Drak, H. Tsapko, V. Shkliayev, set designer and cine-
matographer M. Umanskyi, and F. Nirod. These artists, as
subtle interpreters of material culture, thought in signif-
icant categories, operated with specific features of the-
atrical and decorative art, added their expressive means,
forms, and figurative formulas of special features of their
own skills to the understanding of the environment in
which the action takes place as the truth of life, the struc-
ture of a dramatic conflict, and not as a place of event.

The historiography of the third period, 1990-2000,
is represented by the studies of 1. Davydova, Y. Sherehiy,
V. Rusnak, and M. Mykhalevych. Thus, 1. Davydova (1991)
presents in detail the history of the Mukachevo Drama
Theater, which began in 1946, when the drama theater
was transferred from the city of Bilhorod-Dnistrovskyi.
Thanks to many reviews of the theater’s performances,
the figures of theater artists Y. Zholudiev, M. Zelensky,
A. Kazak, V. Kozlovsky, V. Kulomzin, O. Levytska, A. Pen-
kovsky, T. Radionova, and V. Shykharev appear. However,
the researcher pays more attention only to the figure of
the theater’s chief artist Mykola Anishchenko. “Our Raph-
ael” was the name given to the artist M. Anishchenko in
the theater, because he was characterised by the style
of spontaneous painting: light colours imperceptibly
changed from one colour to another™.

In 1993, the work of the director and chief director of
the Nova Scena Theater, Y. Sherehiy, “An Outline of the
History of Ukrainian Theaters in Transcarpathian Ukraine
until 19457, in which the author demonstrates the difficult
path of Transcarpathian theater from the Betlehams to
the creation of the first professional Ukrainian theater in
Transcarpathia (the Rus Theater of the Prosvita Society
in Uzhhorod (1921-1930), the Ugro-Rus National Theater
(Uzhhorod, 1936-1940), and the tragic activities of the Nova
Scena Theater (Khust, 1936-1939). In addition, the author
analyses the repertoire of the theaters of that time, thanks
to which the figures of theater decorators (M. Konyk,
M. Krychevsky, J. Bokshai, M. Morska, M. Fylyk, F. Manay-
lo, M. Ruda, M. Mykhalevych) appear in the theater culture
of the region (Sherehiy, 1993).

Important materials are also the memoirs of the
Ukrainian artist, decorator of the “New Stage” theater
M. Mykhalevych (1997) in his autobiographical book “Steep
turns to freedom”, in which he recalls his stay in Transcar-
pathia and his work in the propaganda theater “Flying Va-
riety” and in the “New Stage” theater (Khust) in 1938-1939.

The study of the theatrical and decorative art of the
“Nova Scena” theater has shown that till 2024 there was
no information about where the theater’s decorative art is
stored. After all, all the theater’s property (scenery, cos-
tumes, library, props, sheet music) was arrested in 1939,
and their fate is unknown. Thanks to photographs, press
reviews of the time, and the memories of the theater’s
employees, it is possible to reconstruct the figures of the
theater’s decorators (Maria Ruda and Mykhailo Mykha-
levych), who made a significant personal contribution to
the development of the theater culture of the region (Fig. 2).
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Figure 2. Set designer M. Mykhalevych.
Scene from the play “Over the Dnipro”. Khust. 1939.
The photographer is unknown
Source: based on Y. Sherehiy (1993)

Y. Baglay (1997) presents the history of the development
of Transcarpathian theater culture in the figures of theater
and decorative art: M. Mandzhula, F. Manailo, S. Usyk. In
another work “The First Decorator of the Rus Theater of
the Prosvita Society in Uzhhorod”, the author reveals for
the first time the figure of decorator Mykola Krychevsky,
who painted scenery (1921-1923) for the performances of
the Russian Theater of the Prosvita Society under the di-
rection of M. Sadovsky.

A separate group of historiography consists of stud-
ies (2000-2021) that cover the history of the Transcarpathian
Regional Ukrainian Music and Drama Theater and present
the figures of specialists in theater and decorative arts. Thus,
the director of the theater V. Rusnak (1996) in the publication
“Theater of the Silver Land: The Transcarpathian Regional
Ukrainian Music and Drama Theater at the Half-Century
Mark”, through reviews of theater performances, traces
the stages of the theater’s development and demonstrates
the design of performances by artists (V. Hres, M. Zelen-
sky, M. Mandzhulo, S. Maslov, 1. Paneyko, V. Stepchuk).

Theater worker H. Ihnatovych (2008, 2011) in his
two-volume publication “From the Gaslight to the Ramp:

Essays on the History of Ukrainian Theater in Transcar-
pathia”, based on numerous documents, archival data, etc.,
reveals the origins and development of Ukrainian theater
in Transcarpathia until 1945. Thus, in the essays “Premises,
Stage” and “Decorations, Costumes”, the author examines
the scenic design of the first performances and the working
conditions of the theater staff. “Everything that was need-
ed for the performance-setting, costumes, props, makeup,
everything that created the appearance of the performance
and testified to the era-was done on the spot by the per-
formers of the performance”, the author notes. In the second
volume, H. Thnatovych analyses the professional activities
of the Transcarpathian Ukrainian Theater from 1946 to 1975.

In the publication “The Love of the Spectator is the
Highest Recognition”, cultural critic V. Kobal (2010) cre-
ates a series of essays about the figures of the Transcar-
pathian Ukrainian Drama Theater and representatives
of theater and decorative art (V. Frankivska, I. Paneyko,
V. Turytska, S. Maslov, V. Hres, S. Usyk, V. Stepchuk, and
E. Zaitseva). The author argued that “an important means
of organic unity of all components in the creative synthet-
ic genre of human creative artistic activity as theater art
is undoubtedly scenography, the art of creating a visual
image of a performance”.

An important material for the study of historiogra-
phy was the work of theater scholar V. Andriytsya (2000),
in particular, in the publication “New Stage: The Theater
of Carpathian Ukraine” reveals an important page in the
national and cultural life of 20"-century Transcarpathia.
The author explores the “Nova Scena” theater in Khust and
reveals the creative figures of the theater’s decorators -
Mykhailo Mykhalevych and Maria Ruda-Tushytska. In the
monograph “Rus Theater of the Prosvita Society in Uzhho-
rod”, V. Andriytsya (2012) reveals in detail the history of the
theater in Uzhhorod under the direction of director Myko-
la Sadovskyi and describes the theater’s milestone perfor-
mances: “Zaporozhets Beyond the Danube”, “Martin Bor-
ulia”, “Natalka Poltavka” (Fig. 3), “Nahmarilo”, “Oh, Don’t
Go, Hrytsia, to the Party”, “One Hundred Thousand”, “For
Two Hares”, “Nazar Stodolia”, which were designed by the
theater’s decorators (M. Krychevsky, M. Konyk, M. Fylyk).

Figure 3. Decorator M. Krychevsky. A scene from the play “Natalka Poltavka”.
Uzhhorod. 1925. The photographer is unknown

Source: based on Y. Sherehiy (1993)
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One of the most recent studies is the work by R. Kolo-
miets (2017) “Theater that Unites Hearts”. The author re-
veals the dynamics of the creative life of the Mukachevo
Drama Theater. Due to this, creative personalities of the
theater’s stage art appear in the stage space — M. Anish-
chenko, T. Hlukhova, Y. Zholudiev, M. Zelinsky, V. Kulomz-
in, O. Levytska.

In 2015, an anniversary edition of the “Puppet Theater
of the Silver Land” was published in Uzhhorod, in which
the authors provide general information about the ac-
tivities of the Transcarpathian Academic Puppet Theater
“Bavka” and introduce readers to theater artists V. Vodo-
pian, O. Kondratiuk, P. Poludenna, V. Turitska, T. Ulynets,
O. Farber, V. Yakubovsky (Petiya et al., 2015).

In the same year, a cultural publication by V. Gabo-
rets (2015) “Servants of the Melpomene” was published in
Uzhhorod, in which the author pays attention to Transcar-
pathian theaters (Nova Scena, Transcarpathian Regional
Ukrainian Theater, Bavka Puppet Theater, and Transcar-
pathian Hungarian Theater). In the essay “Master of Sce-
nography”, the cultural critic traces the creative path of
Ukrainian theater artist Emma Zaitseva. “The young artist’s
responsibility to the Transcarpathian Theater and to the
audience grew because of the fact thatat one time the artists
of the performances here were well-known and talented
artists: People’s Artist F. Manailo, M. Mandzhulo, S. Usyk”.

During the 21t century, studies on theater and deco-
rative arts and scenography began to appear in Ukraine.
For example, S. Trikolenko (2016) in her dissertation anal-
yses the scenic design of performances by the chief art-
ist of the Transcarpathian Ukrainian Regional Music and
Drama Theater, E. Zaitseva (Fig. 4). The scholar notes that
“a common feature for all artists of the 21** centuries is
the use of modern materials and technologies mastered
by other types of fine arts in their designs, which gives
grounds to comprehend their work as an integral part of
the overall cultural process”

Figure 4. Stage designer E. Zaitseva.
A scene from the play “Nazar Stodolya”. Uzhhorod. 2012.
Photographer P. Liakh
Source: based on O. Zaitsev & 1. Popova (2017)

An important place in the historiography is occupied
by O. Zaitsev works about the representatives of theater

and decorative art of the region. Thus, in the publication
“Theater Artist Emma Zaitseva”, based on historical and
archival sources, periodicals, etc., the work of the chief
artist of the Transcarpathian Academic Ukrainian Mu-
sic and Drama Theater named after the Sherehiy broth-
ers, Honored Artist of Ukraine Emma Zaitseva is revealed
(Zaitsev & Popova, 2017). The anniversary edition “Theat-
rical and Decorative Art of the Transcarpathian Academic
Regional Ukrainian Music and Drama Theater named after
the brothers Yuriy-Augustine and Yevhen Sherehiy 1946-
20217 reveals the history of the theater and for the first time
presents creative portraits of the theater artists L. Belaya,
H. Vasylov, H. Korbut, O. Kornienko, V. Kulomzin, M. Man-
dzhula, O. Plaksia, V. Stepchuk, S. Usyk, V. Frankivska, and
others (Zaitsev & Zaitseva, 2021).

Avaluable element in the study of theatrical and deco-
rative art in the theatrical culture of Transcarpathia in the
20" and early 21" centuries are catalogs and booklets of
theatrical performances by Victoria Hres and Serhiy Maslov
(Lugova, 1990), E. Zaitseva (2005), and 1. Paneyko (2020),
which contain not only sketches of sets and costumes but
also models of sets, posters, and props.

Asserious source of various information is the materials
of periodicals (Day, Dilo (Lviv), Zakarpatska Pravda (Uzh-
horod), Zakarpatsky Kaleidoscope (Uzhhorod), Literary
Sunday (Uzhhorod), Svoboda, “Words of Enlightenment”
(Kyiv), “Silver Castle”, “Sunday”, “News of Transcarpathia”
(Uzhhorod), “Uzhhorod”, “Tribune” (Uzhhorod), Szcenari-
um, Szinhaz and others, which are kept in the funds of the
Transcarpathian Regional Scientific Library named after
M. Potushniak and demonstrate the development of the
theatrical culture of the region on the example of theatri-
cal performances and creative portraits of theater artists.

Museum collections, private collections, and current
archives are an important source for researching the is-
sue raised in this article. For example, the Transcarpathi-
an Regional Art Museum named after Y. Bokshai holds
sketches of costumes and scenery by A. Kotska, F. Manailo,
and paintings by M. Krychevsky. At the Transcarpathian
Regional Museum named after T. Lehotskyi, a model of
the set and sketches of E. Zaitseva’s costumes. The current
archives of the Transcarpathian theaters contain person-
al files of theater artists (V. Hres, H. Vasyliev, V. Kulomzin,
0. Malesh, M. Mandzhulo, S. Maslov, A. Penkovsky, V. Step-
chuk, V. Turytska, T. Ulinets).

In 2024 changes are taking place in the contemporary
theatrical life of Ukraine, and thus in the theatrical culture
of Transcarpathia. They may be related to both wartime
conditions and general social changes in Ukrainian soci-
ety. “The change in attitude to the role of contemporary
Ukrainian culture and the country’s cultural heritage has
resulted in the renewal and improvement of the system of
state institutions and national cultural institutions. New
genres and forms of artistic expression have appeared on
the stages of theaters” (Sadovenko, 2023). The formation of
a new stage of scenic art of the Transcarpathian Theater,
connected with the life realities of today, continues.




Sadovenko & Zaitsev

CONCLUSIONS
The article for the first time highlights the historiography
of research on theatrical and decorative art of Transcar-
pathia in the 20" and early 21* centuries, and identifies the
current state of scientific research on the topic. The study
gives grounds to assert that, despite the existing scientific
research on the Transcarpathian theater, there is a lack of
bibliographic, manuscript, and visual sources on theater
and decorative arts in the theatrical culture of the region.
As a result of the analysis of scientific sources, works on
theater art, exhibition catalogs, and periodicals, histori-
ographical materials were classified into certain areas.
This led to the conclusion that there is still no compre-
hensive study that would allow us to trace the origins and
development of scenic art, and Transcarpathian theater
and scenic artis mentioned in these sources fragmentari-

and decorative art. After all, a theatrical costume, as well
as a set, have different effects on the viewer depending on
emotions. Therefore, it is necessary to continue research
to determine the greatest impact of certain elements of
the scenic design of performances, theatrical costume,
etc. When studying, in particular, the development of
theatrical costume in the theatrical culture of Transcar-
pathia, itis necessary to investigate the genesis and devel-
opment of costume in theatrical collections stored in state
museums in Uzhhorod and others. At the same time, one
of the potential areas for future research is the semiotic
analysis of the scenic art of Transcarpathia and the dis-
closure of the role of signs and symbols in the context of
the development of theatrical cultural studies in Ukraine
in the 21° century.

ly. Therefore, the study is essential for understanding the ACKNOWLEDGEMENTS
entire complex of cultural and artistic processes that took  None.
place in Transcarpathia in the 20™ and early 21* centuries.
Prospects for future research may include studies on the- CONFLICT OF INTEREST
atrical costume as one of the main elements of theatrical ~ None.
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IcTopiorpadist 1ocZKEHHA TeaTpaIbHO-IEKOPAIIITHOr0 MICTEITBA
B TeaTPaJbHill KyIbTypi 3akapnarTs XX — nepmuioi usepTi XXI cToTiTTS

AHOTAIISI. MeTa JOCTIIKEHHS — PO3MIAHYTU Ta CUCTEMATU3YBATU JXKEPEAbHY 0a3y TOCTIKEHHS TeaTpalibHO-
JEKOPALIIHOr0 MUCTEITBA, POSLISHYTU IUHAMIKY PO3BUTKY OCTAHHHOIO B TeATPAIbHIN KyIbTYpi 3akaprmarts y
XX - mepuiit upepTi XXI cromiTTsa. MeTOT0I0rIS JOCIIIKEHHS I'PYHTYETHCS HA KYIbTYPHO-ICTOPUYHOMY METOml. V
CTaTTi BIEPIIE PO3KPUTO icTOpiorpadino KyIbTYPOIOTiYHUX JOCTKEHb TEaTPaIbHO-ACKOPAIIIIHOr0 MUCTEITBA,
y3araJbHEHO, CHCTEMATH30BAaHO Ta MEPioIu30BaHO JLKepenra, K MOTIMOTIOITD YABICHHS PO TeaTpaabHO-
JEKOpaIiiiHe MHUCTELTBO TeaTpaabHOl KyAbTypu 3akapmarTs mepiogy XX - mepmoi usepri XXI cromitrs y
KY/JIbTYPOIOTTYHOMY BUMIPi, OKPECIEHO CTaH HAYKOBOI PO3POOKU TEMU; 3TIHICHEHO OIS Iy OIiKAIill IIPO TeaTpaIbHO -
JeKopariiiiie MUCTEIITBO, TBOPYICTD Ui crieHorpadii Ta ix MucTenpki 3700yTKy. [IpoanarizoBano HayKoBi mpaii,
B SIKHMX JOCJTIKYEThCS TeaTpaabHa KyIbrypa periony y XX - mepuriid useprti XXI cTOXTTS Ta BU3HAYEHO 11 BILINB
Ha GopMyBaHHA CIICHIYHOr0 MUCTEIITBA Kpaio. AHAT3 icTopiorpadil TeaTpaabHO-IEKOPAIIIHOr0 MIucTenTBa XX —
nepirol uBepti XXI CTOMTTA MOKasye, 0 OCHOBHUMM IPOOICMAMU, 3 SKUMH CTHUKAETHCS CYYACHUHI MOCTITHUK
i€l TeMu, € HeJOCTATHICTh JKEPEIbHOI 0a3H, IMPUCBIYEHOI TeaTPaIbHO-IEKOPALIITHOMY MICTELTBY 3aKapHaTTs
3a3HAYEHOI0 IEePioy Ta BiACyTHICTH 1Horo mepiogmsanii. Cy4acHi KyJAbTYPOIOIH Ta iHIII TOCTIIHIKY, SKi BUBYAIOTH
1[I0 TIPOOJEMaTUKY, MOKYTH CITUPATUCS JUIIE Ha JiTepaTypHi myoaikaliii Ta iHi 3araibHi JyKepena, 10 KBITHS 2024
POKY OpaKye J0CaiI;KeHb, TPUCBIYEHNX 3aKapIaTChKOMY TeaTpy Ta creHorpadii. Pe3yIbTaT TOCTiKeHHSI MOKYTh
OyTU BUKOPHUCTAaHI IIPU MiTOTOBI Y3araIbHIOIOUNX IPallb 3 icTopil Ta Teopii KyIbTypH, icTopil TeaTpy Ha 3aKaprarTi,
a TAKOK IPHU IAT0OTOBII HAYKOBUX CEMIiHAPIB, JEKIIiH, KYPCIB MiABUIICHHS KBATi(hiKaIii

K/11040Bi cJ10Ba: perionaibna KyIbTypo/IoTis; KYILTYPHI HPAKTUKY; KYILTYPa TeaTpy; TeaTp; BUCTaBa; cuenorpadis;
XYTOKHUK
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Art object - an integral component
of shaping the architectural environment of a modern city

Abstract. Shaping the image of a modern city, its aesthetic and artistic qualities, improving its appearance and
altracting the attention of residents and guests of the city to his certain parts with the help of traditional, modern and
exclusive art objects is an up-to-date question. The main purpose of the research was to theoretical materials, explored
art object characteristics, functions, role in modern city architecture, and residents’ attitudes towards art object use
in urban spaces. The research program included the following stages: preparatory, research and summarising with
the integrated use of general scientific research methods. The methods included analysis of scientific literature, field
research, analysis of architectural solutions, analysis of similar projects, and generalisation of previously proposed
ideas for the formation of public space. As a result of the conducted comprehensive research, the main functions of
art objects, the properties of art objects and the role of art objects in the formation of the architectural environment
of a modern city in the system “art-objects — public space - residents” were summarised. The main characteristic
features that art objects should have in the context of urban space are analysed and systematised. Through the survey
of the city’s population, it was established that existing art objects in cities require thematic and compositional
adjustments, since a group of art objects and each of them individually form the image of the city, reflectits uniqueness
and originality. The survey revealed that residents for the formation of the urban environment prefer art objects of
historical and cultural themes. In order to take into account the culture and traditions of the city’s residents during
the design and placement of art objects, it is necessary to conduct a survey and expert evaluation, which should be an
important part of the process of shaping the urban space. The theoretical and practical value of the research results
lies in the fact that the materials, provisions and conclusions contained in it can be included in the preparations
of educational materials on environment design and also used as recommendations for improving the process of
forming of the image of the urban environment in the activities of government agencies, design organisations, and
developers of regulatory documentation

Keywords: role of art objects; the image of a modern city; public space; functions of art objects; properties of art objects;
characteristics of art objects

INTRODUCTION
The relevance of the research topic is due to the need to  tradition, legend of the society to create unique and exclu-
harmonise the visual urban environment with the help of  sive visual effects that are able to interest and attract the
art objects that meet the interests and current demands  attention of residents and guests of the city. The develop-
of residents, taking into account the history, culture, ment of the planning structure of the urban environment
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is associated with changes in society, internal and external
factors, which largely contribute to changes in the archi-
tectural appearance of the city.

In the broadest sense, the architectural environment
is a complex hierarchical system that includes subsys-
tems: spatial, territorial, residential, industrial, recrea-
tional and landscape, subsystem of small architectural
forms, object environment, interior, infrastructure, ar-
tistic and aesthetic component as noted O. Kashchenko et
al. (2020). At the same time, T. Penyaz & O. Sleptsov (2023)
noted that the image of the urban environment is thought
of as a category, the achievement of which is the work
of an architect-designer. In architectural and design
projecting, art objects are a means of attracting the at-
tention of the urban population to a certain part of the
city and beautifying the appearance of the architectural
environment. Art objects use a wide range of expressive
means and their possibilities in various types of art: ar-
chitecture, garden and park art, sculpture, installations,
graffiti, video art, multimedia art, etc. underlined S. Que-
sada-Garcia (2021).

The existing practice of architectural and design
planning does not always take into account the real needs
of residents, the available opportunities for transforma-
tion, development and improvement of the urban envi-
ronment. As a result, the process of orientation in the city
is complicated; the positive image of individual historical
fragments is blurred, which leads to a negative impression
of the city as a whole.

An additional argument for the relevance of this study
is the growing interest of city residents in improving the
image of urban space: recreational areas, public spaces,
parks, squares and residential areas by placing various
thematic small architectural forms in them.

Traditionally, an art object is understood as an archi-
tectural image of an object, its artistic solution. The most
common art objects are paintings, stained-glass windows,
statues, architectural elements, designer furniture, lamps
and elements of artistic forging, etc., which are used in the
formation of the urban environment. Based on the above,
there is a need to investigate the role of conceptual art
objects, which are dynamic and expressive, attract human
attention in the formation of the urban environment and
reveal the essence of the city, taking into account modern
trends in architectural and artistic design in the system
“art objects — public space - inhabitants”.

Many works are devoted to the study of the question
of art objects, but a significant part of them considers an
art-object as a work of decorative and applied art. At the
same time, the harmonious inclusion of art objects in a
specific urban environment, taking into account the cul-
ture, tradition, history and identity of the inhabitants, as
well as the specifics of the city, has not been studied much.

The analysis of scientific publications shows that
certain aspects of the study of the role of art objects in
shaping the urban environment are covered in the works
of many scholars, among them: OV. Olkhovska (2020),

who in her paper outlined the peculiarities of the impact
of art objects on the urban environment and the solution
of the problem of urban development. In a joint article,
V.A. Abyzov & N.L. Bazelyuk (2020) studied the significance
of art design, in particular, art objects in contemporary
Ukrainian culture. Practical recommendations for the use
of art objects in the space of a modern city are covered in
the work of N.B. Musienko (2020), who also substantiated
the classification and specificity of contemporary public
art. A.E. Alekseeva (2020) examines art objects in interac-
tion with public space.

However, the studies conducted do not sufficiently
cover the role of art objects in shaping the architectural
urban environment, taking into account the culture and
traditions of a particular city, as well as modern trends in
architectural and design planning in the system “art ob-
jects — public space - residents”.

Among the foreign researchers and practitioners who
have made a significant contribution to the study and
practical application of art objects in public space, we
can note the works of the following scholars. A.L. Bald-
ini (2022) pointed out the importance of taking into ac-
count the factors of specificity and national identity of city
residents when designing and selecting art objects. A.V. Si-
moes (2023) provided a detailed analysis of the world’s ex-
perience with the placement of street art objects.

The aim of the research is to reveal the role of art ob-
jects in shaping the image of the urban environment, to
identify the main functions, properties and characteristics
of art objects and to find out the attitude of the popula-
tion to different types of art objects by means of a survey.

MATERIALS AND METHODS
In accordance with the plan and purpose of the study, the
methodological basis of the research was as follows:

Conceptual analysis, review of literature sources on
the theme of the researches. In order to reveal the topic of
the study, the author analysed and studied archival ma-
terials, literary sources, scientific articles, abstracts, and
monographs, which made it possible to systematise and
summarise existing theoretical materials and to introduce
new information based on the results of this study.

Surveys and questionnaires. Practical research to
collect practical information (oral and written surveys) to
assess people’s understanding of the role of art objects in
shaping the urban environment and to find out how peo-
ple feel about existing public space objects.

Observation. Direct and indirect observation made
it possible to systematise facts and compare different ar-
tistic styles of art objects.

Classification of the collected data and general
analysis — to draw up the final conclusions of the study.

From the Official portal of the City Council (2023),
the master plan of the urban environment, photographic
data, projects and materials of exhibitions, at which the
city development plan was presented, also served as in-
formational material.
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The research was conducted during 2023 in order to
determine the role of art objects in the formation of so-
cio-cultural urban environment and to find out the atti-
tude of city residents towards such objects.

In this study, the opinion of city residents was stud-
ied, which must be taken into account during the design
and placement of art objects in the urban environment.
For this, a survey was conducted among residents and
guests of the city of Cherkasy (Ukraine). Semi-structured
surveys were conducted among 397 participants. Two
groups of people - experts and ordinary residents — were
chosen to conduct surveys. The method of non-random
sampling of experts and random selection among city

residents was used to select survey participants. The
participants included 33 architects, 65 designers, 54 art-
ists, 214 residents of the city and 29 visitors of the city
(Table 1). The age category of respondents includes men
and women from 16 to 70 years old. Respondents in-
formed about their profession and age voluntarily. The
geography of the respondents covered Cherkasy, Polta-
va and Kyiv regions (Ukraine) at the expense of students
and guests of the city of Cherkasy coming from these re-
gions. The survey involved mainly students of the Cher-
kasy State University of Technology. The survey was con-
ducted in organisations among working people and on
the streets of the city.

Table 1. Distribution of respondents by profession

Survey

Government

Business

A Educators Students e . T Others Total
Architects 3 5 8 11 6 33
Designers 7 16 9 15 18 65

Painters 6 8 7 12 21 54
Residents 15 28 16 il 84 214

City guests 1 3 6 14 5 29
Total 397

Source: prepared by the article’s author

The criterion for selecting respondents among spe-
cialists in organisations and representatives of local au-
thorities was targeted, and on the streets of the city was
random, which allows covering the opinion of specialists
and ordinary people.

Semi-structured surveys were conducted by the au-
thor and students who volunteered to help the author. In

accordance with the objectives of the research, respond-
ents were asked six open-ended questions (Table 2) re-
garding the content and subject matter of art objects to
be placed in the urban environment. The questions asked
reflect the current situation in the cities. After completing
the initial analysis of survey data, the author performed
statistical processing of the results.

Table 2. List of survey questions

No. Questions Response options
.. . . . A. Yes
In your opinion, should art objects appear in the formation .
1 ) . B. Not necessarily
of the image of the urban environment? .
C.Ican't say
A. Historical and cultural topics of the city
9 On what subject would you like to see art objects in the urban B. Branded European themes
environment? C. General international social and cultural topics
D. Art objects of the future
.. . . A. Yes
3 In your opinion, can art objects visually transform urban space B.No
into a socio-cultural object? e
s itural ob] C. Difficult to answer
A. Positive
. . . . B. They require topics - compositional adjustment
4 Evaluate your attitude to the art objects in the city. yrequ pics pos Jus
C. Negative
D. Neutral
. . . . A. Essential
How do you assess the importance of creating new art objects in ssent
5 the urban environment? B.There is no value
' C. Difficult to answer
o . . A. Necessaril
Do you think it is necessary to discuss the type of art objects B. Not S(S)Sim 3; ctant
6 before placing them on the territory of the city with its ) P
. . C. Enough at the expert level
inhabitants? tore
D. Difficult to answer

Source: prepared by the article’s author
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At the time of the survey, participants were familiar
with the concepts of art objects and knew the main types
of such objects existing in the city. These respondents
were considered well informed about the importance
of their opinion for the implementation of urban design
strategies. The study adhered to the principles of The
Declaration of Helsinki (2013).

RESULTS AND DISCUSSION
With the development of cities, a person’s need for a com-
fortable environment is increasing every time. Modern
cities are actively developing and for many of them the
problem of spatial environment organisation is particu-
larly acute. The appearance of the spatial environment of
the city is formed from many compositional details.

The development of urban spaces and the formation of
the design of a modern city, taking into account the mod-
ern trend and the dynamics of the development of urban
environment design tools, is the task of an architect-de-
signer. The formation of the image of a modern city, its
aesthetic and artistic qualities is achieved by the filling of
various components. Art objects are one of the compo-
nents of filling public urban space. Art objects act as an
active compositional tool that creates an image of an emo-
tional and harmonious urban environment. It is thanks to
art objects that streets, parks and yards are transformed.
Art objects form a brand and make a city recognisable.

P. Crowther (2021) emphasises that the semantic con-
tent of art objects is of paramount importance. The dif-
ferent object forms of each visual environment express
the spatial, temporal and historical events of a given lo-
cality. Although the book refers to the reflection of the
traditions and history of the community by art objects,
the interpretation and perception by residents is not
clearly stipulated.

A positive impression of the city for residents and vis-
itors is created through the right choice and harmonious
compositional arrangement of accentuating art objects in
the urban public space in general. Understanding mod-
ern needs, taking into account the requirements of resi-
dents and choosing socially significant themes of art ob-
jects when shaping the urban environment makes the city
unique. O.B. Roa et al. (2020) noted that the design of the
architectural environment of urban landscapes greatly in-
fluences on the mood and behaviours of residents.

Community participation can help designers and ar-
chitects fully consider history, regional culture, religion
and people’s needs. At the same time, Y. Liu et al. (2023)
remarked that public participation in the discussion can
also contribute to the sustainable development of urban
infrastructure. V. Watchorn et al. (2023) propose to use the
principle of universal design, which is aimed at creating
maximum convenience for all categories of the population,
and in order to achieve results, it is important to involve
people with disabilities in the processes of discussion of
urban environment projects.

A. Dornas (2019) emphasises that the design of the ur-
ban environment should reflect the identity and culture of
the population and develop the aesthetic consciousness
and aesthetic activity of society. C. Baumgarth & J.B. Wiek-
er (2020) point out the importance of street art in organ-
ising urban space and reflecting the culture and history of
a society, taking into account the public’s attitude towards
an art object. O.D. Pylypchuk et al. (2021) in a joint study
analyse the importance of the colour range of the surface of
art objects for harmonisation and creation of interrelation
between the individual components of urban space. There-
by indicating that the appearance of art objects should be
visually appealing in order to attract the viewer.

Every day we hear the term “Art object”, which has be-
come commonplace. It is often used to denote new man-
ifestations in modern directions in architecture and art,
superseding other commonly known terms such as “archi-
tectural monuments” or “works of art”. The word “Art ob-
ject” consists of two components: Art - “Art” and “Object”.
O.Ya. Prysiazhniuk (2020) defines that, an “Art object” is a
subject, thing or other object that is endowed with some ar-
tistic content. The term “Art object” is not clearly defined in
the scientific literature, but is widespread in the publicistic
sphere. LV. Bulakh (2021) noted that the use of perspective
modern trends, methods of organisation and architectural
techniques of public space formation improve the overall
appearance of the city. In modern society, the process of art
design takes on a new meaning, as designers are constantly
required to perform new; important tasks that meet current
trends in the economic sphere add L. Bilozub et al. (2023).

L.M. Bosiy & N.S. Bryzhachenko (2019) in their works
shared their experience of creating creative compositions
on various topics using art objects made of wood and oth-
er materials to attract the attention of the population and
create a harmonious environment. This emphasises that
art objects are an important component in the formation
of a harmonious urban environment

The researchhas shown thatan artobjectis understood
as a spatial architectural and artistic composition on vari-
ous themes that evokes avivid emotional response from the
viewer. Art objects, unlike other art forms, are not subject
to any precise rules. Spontaneity, impulsiveness, freedom
are their basis. Looking at the art object, the townspeople,
in addition to the opportunity to relax, get some useful in-
formation about the city, as well as an emotional feeling.

Modern society needs objects that can motivate and
make people think. Art objects in the modern urban space
are very diverse, but have some common features that are
reflected in the concept of a visual solution. Art objects
are unique valuable elements of the urban environment,
serve as identifiers of space and bring modern features of
art into the informational context. The art object reflects
modern trends of striving for uniqueness, formation of a
new style, directions of development and improvement of
the concept of art in urban space. At the same time, art
objects must perform certain functions (Fig. 1).
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— Raise inspiration

1 Give positive emotions

— Interact with the viewer

—| To evoke an emotional response

= Carry meaningful content

| Attract attention

Functions of art objects
I

— Surprise the audience

= Form aesthetics

! Carry a philosophical context

L] Expand imagination

Figure 1. Functions of art objects in urban space
Source: prepared by the article’s author

Each art object that is placed in the urban infrastruc-
ture must fulfil its main functions - attracting attention,
creating a visual effect and adding zest to the urban envi-
ronment. Attributes of an object that uniquely define it and
allow it to be distinguished from similar objects by a num-
ber of features, such as parameter, shape, colour, artistic
feature and other properties are an important part of the
selection and design of art objects for their location in an
urban environment.

In the context of the organisation of the urban envi-
ronment, the aesthetic component and the public’s per-
ception of a particular object involved in the formation of
the city’s image are important. Many architects and de-
signers practice the harmonisation of the architectural
and landscape environment with the help of art objects.

0.D. Pylypchuk & A.P. Polubok (2022) emphasise that
the external colour solution of art objects, as a means of
creating a harmonious architectural environment, is one
of the mostimportant properties of art objects. In his mon-
ograph, OV. Chepelyk (2019) describes the main themes of
art objects and their properties that they should have in
urban space. Researchers note that art objects are not just
figures, but must also have certain properties.

Static and dynamic art objects in the urban space
should have the following basic properties (Fig. 2).

Self-sufficiency

Properties

art objects
[ Imagery } [ Creativity }

Figure 2. Properties of art objects
Source: prepared by the article’s author

When mastering the main positive properties, the art
object will become an accent of the urban environment
and become more popular among the population.

An art object in the space of the city often becomes
a semantic dominant. It attracts the eye, arouses interest
and tells a story related to a specific place or event. At the
same time, it directs the movement vector, becoming part
of the planning of a park, yard, street or square. In addi-
tion, art objects are designed to evoke different emotion-
al reactions of the viewer, to make him think, to look at
everyday life from a new angle, that is, they must contain
certain characteristics (Fig. 3).

self-sufficiency originality
Characteristics
of art objects
uniqueness ambiguity

Figure 3. Characteristics of art objects
Source: prepared by the article’s author

The formation of an art object is always based on its
special, internal content and constructive-functional
characteristics, when perceived, a harmonious content
form emerges. The problem of the visual environment of
cities is a subject of special attention not only for scien-
tists, but also for society as a whole.

The modern socio-cultural reality has a global world
character. Trends in the artistic design of urban space are
also global. Art objects play an important role in shaping
urban space. They can be accents or dominants, fit organi-
cally or work in contrast, can carry a philosophical under-
tone, be an expression of a certain urgent social problem,
help to rethink the surrounding space. Harmonisation of
the subject-spatial environment of the city is designed
to solve the needs of residents based on universal values.
When organising the subject-spatial urban environment,
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various filling elements are used, among them: different
types of vegetation; street furniture; non-capital station-
ary buildings; small architectural forms; navigation, video
art, performances, many new genres, installations, art ob-
jects and much more.

A sociological study to find out the attitude of city
residents to art objects created in the urban environment
was conducted by means of a survey (questionnaire). The
following results were obtained during the conducted
research (Fig. 4). The research results showed a positive
altitude of city residents towards the inclusion of art ob-
jects in public space. The need for art objects in the urban
environment was determined by the majority, as citizens
understand that art objects create a unique image of the
city. The results of the public opinion poll on the thematic
focus of art objects were also obtained (Fig. 5).

1. In your opinion, should art objects appear in the

% formation of the image of the urban enviroment?

80
70
60
50
40
30
20
10

I can't say

Yes Not necessarily

Figure 4. Evaluation of the opinion of residents
regarding the inclusion of art objects
in the urban space, %
Source: prepared by the article’s author

2. On what subject would your like to see art objects
in the urban environment?

Branded European
themes

Historical and
cultural topics
of the city

Art objects
of the future

]
General international
social and cultural
topics

Figure 5. Evaluation of the thematic plot of art objects, %

Source: prepared by the article's author

The choice of predominantly historical and cultur-
al themes of the city’s art objects explains the preference
among the urban population for socio-cultural solutions to
the organisation of the urban environment. That is, the city
needs its own brand; people want to promote their iden-
tity. Many respondents rate the presence of art objects in
the city space highly. This shows that people can no longer
imagine a city without these facilities (Fig. 6).

3. In your opinion, can art objects visually transform
urban space in to a socio-cultural object?

80
70
60
50
40
30
20
10

0

I can't say

Yes No

Figure 6. Assessment of residents attitude
to art objects, %
Source: prepared by the article’s author

In general, the results of the sociological survey
showed a positive attitude of citizens to the presence of
art objects in the urban environment. An assessment of the
public’s attitude to the presence of art objects in the urban
environment is shown in Figure 7.

4, Evaluate your attitude to the art objects in the city

60

50

40

30

:

o B ==

Positive ~ They require topics - Negative Neutral

compositional
adjustment

Figure 7. Assessment of existing art
objects in the city, %
Source: prepared by the article’s author

Defining the role of art objects in the city, the majority
of respondents tend to believe that these objects require
thematic and compositional adjustment, because a group
of art objects and each one separately form the image of
the city; reflect its uniqueness and inimitability (Fig. 8).
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5. How do you assess the importance

of creating new art objects inurban environment?
90

80
70
60
50
40
30
20
10

There is no value

Difficult to answer

Essential

Figure 8. Assessment of the significance of art objects, %
Source: prepared by the article’s author

Understanding the significance of art objects in the
formation of the architectural environment of city spaces
indicates that citizens take such objects seriously. To as-
sess the opinion of the population on the issue of partici-
pation in the selection of art objects for placement in the
urban environment, it shows that people understand the
importance of art objects in shaping the image of the city
and want to participate in their selection (Fig. o).

6. Do you think it is necessary to discuss the type
of art objects before placing them on the territory
70 of the city with its inhabitants?

60
50
40
30
20

10
| ]
Not so
important

—
Difficult
to answer

Necessarily Enough at the

expert level

Figure 9. Assessing the coherence
of art objects with the population, %
Source: prepared by the article’s author

The survey results show that the majority of respond-
ents believe that before placing art objects on the territory
of the city at the stage of the preliminary design, it is nec-
essary to discuss the theme and content of the planned
art objects with the city residents. Public participation in

the selection and assessment of the qualily of art objects
is an important procedural component for further place-
ment and formation of the urban image. The popularity of
art objects in the urban environment largely depends on
the degree of consistency with the opinion of experts and
city residents.

CONCLUSIONS

Organisation of the urban environment and the role of art
objects in the shaping of visual perception depend on the
culture and traditions of the inhabitants of a particular
cily. As a whole, the art objects of each city should create a
unique and unrepeatable image, which is distinguished by
contrast, attractiveness and diversity with the use of in-
novative technologies and materials, as well as taking into
account the culture and traditions of the inhabitants. The
integrity and inseparable unity of each element, content
and aesthetic component of art objects will create emo-
tional exclamations of residents and guests of the city. In
order to take into account the culture and traditions of the
city’s inhabitants during the design and placement of art
objects, itis necessary to conduct a survey and expert eval-
uation, which should be an important component of the
process of shaping the urban space.

The principle of interaction in the system “art ob-
jects - public space - residents” should be built by creating
an environment that meets the high aesthetic demands of
modern society. Art objects in the urban environment are
the main element of identification of the urban space. Art
objects, along with the solution of the organisation of the
architectural and spatial task, serve as educational, cogni-
tive, communicative, recreational components.

The prospect of further research on this topic is the
preparation of relevant regulatory documents that control
the placement of art objects in the urban environment, as
well as the development of criteria for the participation of
the urban population in the selection of art objects to be
placed in urban space.
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ApT-00’€KTHU — HEBII'€eMHMIT KOMIIOHEHT .
y GOpMyBaHHI apXiTEKTYPHOI'0 CEPEIOBUINA CYYACHOI0 MicTa

AHoranisi. GopMyBaHHA 00pa3y CY4aCHOTO MiCTa, II0r0 ¢CTETHUYHHX 1 XYI0KHIX SKOCTEH, TOKPALICHHS 30BHIIIHHOTO
BULIISIIY Ta IMPUBEPHEHHS YBAar¥ MENIKAHIIB i rocreil MicTa 0 MOr0 OKPEMUX YACTHH 32 JOIIOMOIOI) TPAJUIINHUX,
CYJACHHUX Ta €KCKIIO3UBHUX apT-00’€KTIB € aKTyaIbHIM IMUTaHHAM. OCHOBHA MeTa IOCI/IFKeHHS ITOISATaTa Y BUBUEHHI
TEOPETUYHNX MaTePiaIiB, JOCTIKEHH] XapaKTePUCTUK, (DYHKIIH, POIi apT-00’eKTIiB B apXiTEKTyPi CyuyacHOIro MicTa, a
TAKOK CTaBJIEHHS MEUIKAHIIIB 10 BUKOPUCTAHHA apT-00’€KTIB Y MicbKOMY ITpocTopi. [Iporpama 1ocaii;KeHHs BKIoJaa
HACTYITHI €T [TIF0 TOBYMIL, TOCI JHIIBKIII Ta y3ara/IbHIOI0UNH 3 KOMILIEKCHIM BUKOPUCTAHHIM 3ara/ IbHOHAYKOBUX
METOJIIB JTOCTIIFKeHHSI. MeToIu BKIIOYAIN aHaIi3 HayKOBOI JiTepaTypH, MOAbOBI TOCTKEHHS, aHaIi3 apXiTeKTYPHIX
pillIcHb, aHaT3 AHATOTTYHNX MTPOEKTIB, y3araJabHCHHA paHilie 3aIPOITOHOBAHIX i/1e1T 111010 (OPMYBAHHI IPOMAICHKOT0
IIPOCTOPY. B pesyibTari MpoBeeHOr0 KOMILIEKCHOI'O JTOCTIKEHHS 0Y/I0 y3araIbHeHO OCHOBHI (DYHKIIIT apT-00’€KTiB,
BJACTUBOCTI apT-00’€KTiB Ta PO apT-00’€KTIB y (hOPMYBaHHI apXiTEKTYPHOT'0 CePETOBUIIA CYyUYaCHOTO MicTa B CUCTEMI
«apT-00’€KTH — IPOMAICHKHUII IPOCTIP - MENIKaHIi». [IpoaHanizoBaHo Ta CHCTEMATU30BAHO OCHOBHI XapakTepHi
puch, IKUMM TIOBUHHI BOTOTITH apT-00’€KTH B KOHTEKCTI MiCBKOTO MPOCTOPY. Yepes ONMUTYBaHHsS HaceJeHHsS MicTa
0y/I0 BCTAHOBJIECHO, 1[0 HASBHI apT-00’€KTU B MiCTax IMOTPEOYIOTH TEMATHUYHOI0 Ta KOMIIO3UIIIHOTO KOPUI'YBAHHSI,
OCKLIbKH I'PyIIa apT-00’€KTIiB Ta KO;KEH 3 HUX OKpeMO (OPMYIOTH iMiJ;K MicTa, BifoOpasKaoTh I10ro yHIKaIbHICTh Ta
HEMOBTOPHICTL. ONMUTYBAHHA BUSABILIO, IO MENIKAHII, IS (DOPMYBAHHA MiCHKOTO CepeloBUINA, HAJAIOTL TepeBary
apT-00’€KTaM iCTOPUKO-KY/IBTYPHOI TEMATUKU. 3 METOI0 BPAXYBAHHS KyIbTYPU Ta TPAJUIIN MEIIKAHINB MicTa I
Yyac MPOEKTYBAHHA Ta PO3MINICHHSA apT-00'€KTIiB HE0OXiI0 MPOBECTH OMUTYBAHHA Ta 3JiNCHUTU CKCIIEPTHY OIHKY,
10 Ma€ CTATH BAKIMBOIO CKJIAIOBOIO TIPoIiecy (hopMyBaHHsA MiCHKOTO IPOCTOPY. TeopeTuute i MPaKTUIHe 3HAYEHHS
Pe3YIbTATIB OCTIIFKEHHS TIOIATAae B TOMY, IO MaTepiaau, TOI0KeHHS i BACHOBKH, SIKi MiCTATHCA B HHOMY, MOYKYTH Oy TH
BKJIIOYCHI TIPH IMATOTOBII HABYATHHIX MAaTEPiaTiB 3 TU3aIHy CePeTOBUIIA, a TAKOK BUKOPUCTAHI B POI PEKOMEH/IAIIIT
JUISL BIOCKOHAJIEHHS IIpouecy (opMyBaHHS 00pa3y MiChbKOIO CepelIOBHUIIA B TiSVIBHOCTI OpraHiB BJIAAU, IIPOEKTHUIX
opramisaiiii, po3poOHUKIB HOPMATUBHOL JOKYMEHTAIIT

K/11040BIi ¢J10Ba: pois apr-00’eKTiB; 00pas cydacHoro micra; my6midnmii mpocTip; QyHKIil apT-00’e€KTIiB; BIACTUBOCTI
apT-00’€KTiB; XapaKTePUCTUKN apT-00 €KTiB
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Theatre effectiveness calculation

Abstract. With its origins dating back to ancienttimes, theatre faces competition from more modern and technological
forms of entertainment in the 21* century. Consequently, the question of genre demand and its effectiveness — both
mental and economic - is quite relevant. For Ukrainian theatre, which has faced the challenges of a full-scale invasion,
the issue of effectiveness is even more significant. This study aims to determine the main indicators for assessing the
effectiveness of theatres by analysing key performance indicators and financial aspects of institutional management.
Using such methods as statistical analysis, comparison, synthesis, and forecasting, the research examined the current
state of the industry and its economic indicators. As a result of the study, an increase in indicators of gross income,
the number of employees, and personnel costs in Ukrainian theatres during 2015-2018 was proven, and the impact
of COVID-19 on the activities of institutions was assessed using the example of Lviv. Separately, the impact of the
war on the industry was studied, the mistakes made by Crimean theatres during the temporary occupation were
assessed, and an analysis of the repertoire of relocated institutions on new stages was conducted. A unified system
for comparing the economic indicators of various objects of performing arts was also developed, which is based on
such a universal unit of measurement of goods as one spectator seat. The practical significance of the study lies in
the creation of a set of economic effectiveness indicators - such as sales, cost, and troupe occupancy - which can be
useful for relevant ministries and departments in calculating actual financial indicators and planning

Keywords: performing arts; creative industry; economy; charitable performances; ticket sales

INTRODUCTION

In the 21% century, the number of entertainment options,
primarily of a technological nature, is increasing almost
daily. Against this backdrop, the study of the economic ef-
fectiveness of such a conservative art form as theatre be-
comes quite relevant to understanding how to retain and
expand the audience.

In addition to purely technological competition, at the
beginning of the 2020s, the world’s contemporary theatre
faced the problem of the COVID-19 pandemic and related
restrictions, while Ukrainian theatre faced the challenges
of a full-scale invasion and the temporary occupation of
additional territories. Under the new circumstances, some
Ukrainian theatres were forced to cease operations, some

managed to relocate from the East and South to safer re-
gions, and some revised their repertoire and operating
hours. Nonetheless, the economic impact following the
start of the full-scale war in February 2022 was felt by all
Ukrainian theatres without exception. The effectiveness
of theatres, which was significantly affected by these cri-
ses, required an updated calculation system to respond
promptly and effectively. Moreover, there emerged a need
for measurement tools that would allow for the compari-
son of different theatre institutions.

The topic of theatre’s existence in crisis conditions has
already been addressed by leading Ukrainian scholars in
their research. For instance, B. Mochurad et al. (2021), by
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analysing the website of the Maria Zankovetska National
Academic Ukrainian Drama Theater, developed their own
methodology for calculating the profitability of the web-
site from 2018 to 2020. The study examined trends in the
number and duration of sessions, page views, as well as the
impact of the coronavirus pandemic on these indicators.

With the restoration of Ukraine’s independence in
1991, independent theatrical organisations emerged,
which, unlike the outdated post-Soviet structures, pos-
sessed not only artistic but also economic acumen.
M. Yakovenko (2022) in her research proved that increased
competition positively influenced the development of
managerial skills of the leadership of both new and tradi-
tional theatres, transforming a purely subsidised indus-
try into a series of successful commercial projects with
their own brands, communication strategies, and pre-
dictable profits.

Social theatre, as a phenomenon that does not aim
for economic profitability, was studied by Y. Soroka &
A. Savchenko (2021). Using the example of Kharkiv’s forum
theatre and playback theatre projects, the authors studied
the therapeutic impact of such social events and the indi-
vidual transformations of participants — both actors and
spectators. The study proved that it is precisely in times
of crisis - pandemic, occupation of Crimea and Donbas -
that theatre turns into a means of psychological relief,
where people, through catharsis, have the opportunity to
get rid of some of their problems.

Exploring Ukrainian examples of implementing
postmodern theatrical practices during the pandemic,
Y. Bekh et al. (2021) proved the need to search for new types
of communication and create a balance between the actor
and the audience that would correspond to the new histor-
ical realities. One such solution during the pandemic was
online broadcasts of theatrical performances, where the
audience could be “present” without violating quarantine
restrictions. At the same time, ticket sales for such remote
events helped several theatres to receive funding and en-
sure their own effectiveness. V. Kovpak & N. Lebid (2022)
considered the creative industry, which includes theatre,
as a component of the creative economy and studied the
processes occurring in this ecosystem: the formation of a
corresponding entrepreneurial culture, the creation of so-
cial capital, the institution of reputation, etc. It was proven
that one of the indicators of efficiency in the creative in-
dustry is the ability to monetise one’s own talent.

When discussing the efficiency of theatre, it’s impor-
tant to consider this term not only in its financial sense
but also in the context of achieving goals, one of which is
to emphasise the features of Ukrainian national identity in
the European cultural space. O. Mosendz et al. (2022) ded-
icated their study to analysing compositions that spread
truthful narratives of the war to European audiences and,
through art, convince the community of the need for ur-
gent assistance to Ukraine.

Thus, the question of the efficiency of Ukrainian the-
atre has been the subject of scientific research multiple

times; however, it has not been studied in the context of
developing an economic toolkit. The goal of this research
is to determine the key indicators for evaluating the effec-
tiveness of the activities of performing arts institutions.

MATERIALS AND METHODS

In the process of conducting this research, the features of
the effectiveness of theatrical troupes and collectives were
considered both in regular operation before 2020 and dur-
ing the crisis challenges of the pandemic and full-scale in-
vasion. In particular, to analyse migration processes in the
theatre sphere and the conditions for restoring the reper-
toire in a new location, the method of synthesising individ-
ual cases of theatres in Kharkiv, Luhansk, and Sevastopol
was employed. Additionally, through the method of com-
parison, current effectiveness indicators of key theatres
in Lviv from 2018 to 2022 were contrasted. Such economic
indicators as the number of performances per year and the
number of spectators were compared dynamically.

To obtain objective data and calculate economic indi-
cators, statistics from the Directorate of Creative Indus-
tries of the Ministry of Culture of Ukraine (2018) were used,
which include data on the added value of theatrical and
concert activities from 2013 to 2018. Since, according to the
Official Letter of the Ministry of Culture and Information
Policy of Ukraine No. 429/A-460/23-3111 (2023), the MCIP
did not collect official administrative reports on theatres
during 2020-2022, more up-to-date information was col-
lected from open unofficial sources or calculated using the
extrapolation method.

In the course of the study, the analysis method was
also used to identify the challenges faced by the national
theatre - both at the regional level, such as the Kyiv City
State Administration (Official portal of Kyiv..., 2023) and
the activities of municipal theatres in the first year of the
full-scale war; and at the national level, according to the
statistics of the MCIP (2024) regarding damaged cultural
infrastructure objects in Ukraine.

In addition to the above, the materials involved in con-
ducting this research included operational data from the
Ukrainian Cultural Fund (2024), the project for creating
a digital theatre archive Theatre.Com.Ua (2020), the Offi-
cial website of the State Statistic Service of Ukraine (2017),
as well as Order of the State Statistics Service of Ukraine
No. 318 “On Approval of the State Statistical Observation
Form No. 9-nk (annual) ‘Report On the Activities of the
Theatre for 20__” (2013).

To objectively assess the effectiveness, which encom-
passes such diverse aspects of theatre operations as sales
volume, income, social component, and labour resource
involvement, the following indices were introduced: Sales
Efficiency (£5), calculated as the ratio of tickets actual-
ly sold for performances to the total number of tickets;
Cost of Goods ((jg), which is the ratio of total annual cap-
ital investments to the total number of tickets; Cost Effi-
ciency (Ec), as the difference between cost of goods and
the average cost; Efficiency of Employee Workload (Eew),
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calculated as the actual workload of the troupe divided
by the standard workload in man-hours; Labour Intensi-
ty (LI), which is the ratio of the standard workload in man-
hours to a unit of product, understood as such a universal
indicator as one spectator seat. Additionally, using fore-
casting methods, based on the obtained statistics of ex-
isting trends and expert opinions, the future prospects of
theatrical arts in Ukraine were predicted.

RESULTS

Despite constant external pressure, Ukraine has managed
to form a distinctive theatrical culture and a rich histo-
ry of its own theatre. Starting with the first interludes of
Iacob Gawatthowic in the 17" century, the Poltava theatre
under the leadership of Ivan Kotlyarevsky, the syncret-
ic “Theatre of Coryphaei” of Mykhailo Starytskyi, Marko
Kropyvnytskyi, and Ivan Karpenko-Karyi, and ending with
the legendary “Berezil Theatre” of Les Kurbas in the 20™
century - Ukraine, since the restoration of independence
in 1991, has inherited a rich theatrical legacy. As of 2017,
there were 113 state and municipal theatres in the country
(Theatre.Com.Ua, 2020).

When calculating the effectiveness of theatrical
events, the Directorate of Creative Industries of the Min-
istry of Culture of Ukraine (2018) prepared an Analytical
Report on the calculation of economic indicators in the
creative sector. The dynamics of the volume of gross in-
come from operating activities, taking into account sub-
sidies for production in the theatre and concert indus-
try, is shown in Figure 1. The data in the graph indicates
that after two years of relative stagnation caused by the
beginning of the war and the temporary occupation of
part of Ukrainian lands in 2014, there was a recovery of
economic indicators, and the effectiveness of theatre and
concert activities increased almost threefold to 1.8 bil-
lion UAH. Another important indicator of the industry’s
development is the number of employees working in it.
According to the data of the Directorate of Creative In-
dustries of the Ministry of Culture of Ukraine (2018), this
indicator was also on a positive trend in “pre-COVID”
Ukraine (Fig. 2). To understand not just the literal number
of staff but the effectiveness of their work, it is important
to include another indicator - expenditure on personnel
for business entities (Fig. 3).

2000000
1500000
1000000

500000

2013 2014 2015 2016 2017 2018

Figure 1. Added value by production costs
in the theatre and concert sector, thousands of UAH

Source: compiled by the author based on data Directorate of creative
industries of the Ministry of Culture of Ukraine (2018)
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Figure 2. Number of employed theatre
and concert workers in Ukraine

Source: compiled by the author based on data Directorate of creative
industries of the Ministry of Culture of Ukraine (2018)
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Figure 3. Expenditure on personnel
for theatrical and concert sector entities, million UAH

Source: compiled by the author based on data Directorate of creative
industries of the Ministry of Culture of Ukraine (2018)

It is worth noting that according to the graphical indi-
cators, although the number of employees (Fig. 2) fluctuat-
ed within the margin of statistical error during 2015-2018,
expenditure on personnel (Fig. 3) showed a significant
upward trend. Thus, with a nearly static quantitative in-
dicator of theatre workers, the wage fund increased sig-
nificantly, and accordingly, the efficiency of their work.

The COVID-19 pandemic and associated quarantine
restrictions significantly impacted all spheres of human
activity, but the cultural and mass sectors suffered the
most, leading to the suspension or even closure of a num-
ber of theatres. However, the full-scale military invasion
in February 2022 dealt an even greater blow to Ukrainian
culture. According to official data from the Official web-
site of the Ministry of Culture and Information Policy of
Ukraine (2024), as of March 2024, in just two years, the en-
emy had damaged and destroyed 1946 cultural infrastruc-
ture facilities, including 38 theatres, cinemas, and phil-
harmonics. Notably, the Theatre.Com.Ua website still lists
the Donetsk Academic Regional Drama Theatre of Mari-
upol and mentions its own festival “Theatrical Gate”, held
in 2019, despite the theatre’s destruction by occupiers in
2022 being one of the most well-known crimes against the
civilian population. Thus, Ukraine’s theatre industry has
suffered significant losses, which has significantly affected
its economic indicators.

To survive and maintain their functionality, a sig-
nificant number of theatres relocated from temporarily
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occupied territories or regions close to the frontline. Lviv,
as the largest city in Western Ukraine with established the-
atrical traditions, attracted the attention of many troupes
that were forced to flee the war. Moreover, Lviv theatres
immediately responded to the full-scale invasion and ad-
justed their repertoire to the new realities. For example,
just a month after the start of the war, in late March 2022,
the Varta theatre presented the premiere of “The First Day
of the War”, and in the summer, the large stage of the Lesya
Ukrainka Lviv Academic Drama Theatre hosted the pre-
miere of Dmytro Zakhozhenko’s topical play-concert “Im-
perium Delendum Est”. The new art space Jam Factory also
included contemporary theatrical projects by young play-
wrights in its repertoire. All this demonstrates the ability
of the Lviv theatre school to combine classical works with
the most pressing challenges of the modern world, making
it extremely effective and, accordingly, allowing it to gain
economic benefit even in the face of difficult challenges.

Returning to the issue of relocants, one notable fig-
ure from the Kharkiv academic school who found refuge in
Lviv during the great war is director Artem Vusyk. Thanks
to him, the independent theatre Varta emerged in Lviv in
2022, bringing together artists who were forced to move to
Lviv due to the war. Another Kharkiv team, the authors of
the Parade Fest, published the collection “Anthology 247,
consisting of dramatic texts about the war, created after
February 24, 2022. Several texts from the “Anthology” were
later presented on the stage of the Lesya Ukrainka Thea-
tre in the format of staged readings. These topical projects
had a noticeable economic effect and financially stimulated
their participants.

The Luhansk Regional Ukrainian Academic Music and
Drama Theatre was forced to relocate twice — after the be-
ginning of the occupation of Luhansk in 2014, the troupe,
preserving its own effectiveness and ability to work, moved
to Severodonetsk, and in 2022, with the enemy approach-
ing, relocated further West, to Sumy. By staging 6-7 of their
own performances per month, the Luhansk Theatre in
Sumy was able to return, at least, to the break-even point,
resumed touring activities, and is building economic cal-
culations for the restoration of the destroyed theatre in
Severodonetsk after the victory and de-occupation.

When evaluating the effectiveness of Ukrainian thea-
tre, it should also consider the paradox that occurred with
institutions that remained in occupied Crimea. Unlike
other regions where buildings were destroyed by tanks
and bombs of the occupiers, Crimean theatres did not
suffer from the hybrid annexation of 2014 and continued
their work under the occupation authorities. All nine pro-
fessional theatres with their own troupes, repertoire, and
stationary stage continue to operate in Simferopol, Yevpa-
toriia, and Sevastopol. For ten years now, they have been
operating at the expense of the occupying country, staging
performances and promoting anti-Ukrainian values. It is
crucial to recognise that after de-occupation, the question
of returning these institutions to the Ukrainian cultural
space will be very challenging.

To protect Ukrainian culture at all levels - mental,
economic, and physical - and to avoid repeating the mis-
takes of Crimea, where a hybrid attack on the native lan-
guage and national cultural codes was supported for dec-
ades, significant changes are taking place in the theatrical
environment. Classic works from the occupying country
have been removed from repertoires, the Ukrainian lan-
guage environment has been fully restored, and theatres
that bore the mention of an enemy state have been re-
named. Besides the purely moral sense of justice, these
changes have also affected the economic efficiency of the-
atrical institutions - since the beginning of the full-scale
aggression, in the consciousness of the average Ukrainian
theatregoer, the works and language of the occupier have
been moved to the marginal plane, and they are no longer
willing to pay money for such a dubious cultural product.

A separate dimension of art monetisation is the spread
of NFTs (Non-Fungible Tokens) products in Ukraine in
the early 2020s. Such digital assets, which can be, for ex-
ample, images of characters from performances, serve
three important functions at once: they add an econom-
ic dimension to an art object, act as a voice for Ukrainian
interests, and turn into a chronicle of contemporary art
(Official website of Binance, 2022). The Ukrainian chari-
table NFT project “Meta History: Museum of War” (2024),
with the support of the Ministry of Digital Transformation
of Ukraine, accumulates art objects depicting the war and
funds the restoration of cultural monuments.

Changes in key economic indicators of theatres in the
years before the war and immediately after its beginning
can be traced using the example of the Statistics of mu-
nicipal cultural institutions of Lviv City Council (2022),
in particular, such cultural institutions as the First Ac-
ademic Ukrainian Theatre for Children and Youth, The
Voskresinnia Lviv Academic Theatre, Les Kurbas Lviv
Academic Theatre, Lesya Ukrainka Lviv Academic Drama
Theatre, Lviv Theatre of Variety Miniatures “Both People
and Puppets”, and Lviv Municipal Theatre, Art Research
and Educational Center “Word and Voice”. The total num-
ber of performances changed as follows: in 2018, the
mentioned institutions performed 731 performances, in
2020 - almost 1200, in 2021 - 752 performances, and in
2022 - 673. Accordingly, the full-scale war did not have a
critical impact on the Lviv theatre community. Another
important indicator of a theatre’s effectiveness, the num-
ber of spectators per year, is also on an upward trend for
the six mentioned municipal institutions. If in 2019 the to-
tal number of spectators was less than 10 thousand, then
in 2020 this number increased to almost 25 thousand, in
2021 - 1o 29 thousand, and in the crisis year of 2022, the
number of spectators per year increased to 47 thousand.
These indicators demonstrate, firstly, the effectiveness of
the theatres” work even in the conditions of a pandemic
and war, and secondly, the society’s demand for art. After
all, the more difficult the situation is, the greater people’s
desire to escape from reality, switch to art, and experi-
ence catharsis.
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As reported by the Official portal of Kyiv City State
Administration (2023), the capital, even under martial law,
managed not only to maintain the operation of theatrical
institutions but also to establish an effective management
system. During the crisis and extremely challenging year
of 2022, municipal theatres presented 57 premieres to the
residents and visitors of Kyiv and showcased over 2500
paid performances to 256000 spectators. Separately, 79
charity performances were also demonstrated, which were
altended by almost 11 thousand people.

When transitioning on to the practical calculation of
a theatre’s economic efficiency, it is worth applying the
same principles as for analysing the efficiency of any en-
terprise. Following the specifics of intangible production,
itis necessary to develop a certain scale of measurement,
a unit of a conditional product, thanks to which it is pos-
sible to compare institutions with different numbers of
actors, stages, and performances. Such a unit is one spec-
tator seat — a unit of product (UP) that theatres sell. In ad-
dition, each theatre has such physically limited constant
indicators as the maximum amount of product (MP) sold
per year (i.e., the number of working days multiplied by
the number of seats in the hall) and the maximum annual
income MI (the number of products per year multiplied by
the average ticket price).

Thus, the Sales Efficiency indicator (£s) can be calcu-
lated, which is the ratio of the actual amount of product
sold (AS) to the maximum amount of product (MP):

Es = AS/MP. (1)

At the same time, another important index, Cost of
Goods (Cg), is calculated as the ratio of total annual capital
investments (AC) to MP per year:

Cg = AC/MP. (2)

Since the lower the cost price, the higher the efficien-
cy, the difference between the average price (AP) and the
(Cg)is an indicator of another universal calculation index -
Value Efficiency (Ev):

Ev = AP-(g/100. (3)

To prevent situations where a theatre actor, having
performed in only 10-15 performances a year and worked
40 actual hours, receives a full salary, it is worth paying
attention to the workload of the staff. Since the average
workload of the troupe should be a measure of efficiency,
the calculation requires multiplying the number of actors
by the number of working hours per year to determine the
workload standard in man-hours (MH). Thus, if the sum of
the hours worked by all actors per year is the actual work-
load of the troupe (AW), then the Efficiency of Workload
(Ew) will be equal to:

Ew = AW/MH. )

Another key indicator of efficiency, reflecting labour
costs per unit of product, is Labour Intensity (L/):
LI = MH/UP. (5)

All calculated indices are fundamental for assessing
the efficiency and competitiveness of theatres. They pro-
vide a sufficiently complete and objective picture, as they
cover such diverse aspects of theatre operations as tick-
et sales, profitability, expenses, as well as the workload of
employees and stages. By evaluating theatres using these
indices, it is possible to conduct a comparative analysis
of different institutions and determine their effectiveness
in various aspects. These economic indicators, in combi-
nation with the indicators of effectiveness studied above,
such as the elasticity of the repertoire and the ability to
quickly adapt to external challenges, will be useful in the
post-war reconstruction of the industry.

The concept of theatre effectiveness encompasses
several fundamental components. There are purely eco-
nomic parameters that demonstrate the institution’s abil-
ity to cover its costs and generate a certain profit. There
is also a measure of effectiveness that reveals deeper as-
pects — such as the ability to influence society, the desire
and ability to reflect topical issues and to evoke an emo-
tional response in the audience.

DISCUSSION

The global scientific literature has attempted to find an-
swers to each of these questions. For instance, C. Cas-
tiglione et al. (2023), investigating the enhancement of
efficiency and productivity in the performing arts across
eleven European countries using a stochastic frontier ap-
proach, demonstrated that overall theatre productivity in
the European Union countries increased over the studied
period. At the same time, technological changes in the in-
dustry demonstrate either a minimal level or zero level.
S. Greer (2021), who studied the UK’s policy on financing
artistic events, emphasised the advantages of a “mixed
cultural economy” in which the combination of govern-
ment grants, earned income, and private sponsorship is
called the key to sustainable growth. These observations
are important for understanding the general Europe-
an trend, but they are difficult to extrapolate to Ukraine,
where martial law is in effect.

Research by S. Rathje et al. (2021) has proven that at-
tending live theatre improves empathy and makes the
audience’s behaviour more pro-social. During their field
studies, the authors recorded an increase in charitable
donations among citizens who attended a performance,
compared to a control group whose members had not
been to the theatre for a long time. In the Ukrainian con-
text, this indirect economic indicator should also be taken
into account and used to increase donations to the Armed
Forces of Ukraine (AFU).

The activities of traditional theatres with their stand-
ard ticket sales mechanics, whose efficiency indices were
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derived above, are relatively familiar for evaluation. The
complex process is to calculate the efficiency of non-com-
mercial and social theatres. A. FitzGibbon (2021), who re-
searched the effectiveness of management in such insti-
tutions, notes a large number of stakeholders in the field
of non-commercial performing arts — such as govern-
ment bodies, private investors, marketers, and both full-
time and freelance workforce. According to the obtained
data, the author believes that it is the social theatre that
is the vanguard of change in the modern management of
non-profit organisations.

The COVID-19 pandemic and associated quarantine
restrictions have significantly impacted the performing
arts industry worldwide. Theatres were forced to either
close to avoid losses or transition to a digital format. This
transformation, according to some experts, had an apoc-
alyptic undertone in 2020 - because in the first months
of the pandemic, no one knew how long such “remote art”
would remain relevant. Although A. Shipman & A. Vo-
gel (2024) believed that when cultural events go online,
the “chemistry” between the actor and the audience is
lost, from an economic standpoint, selling tickets for re-
mote access proved to be a worthy alternative to closing
theatres. L. Bissell (2023) also wrote about the effective-
ness of performances during the pandemic. Her research
on cultural events in Germany, Poland, and the United
Kingdom illustrated the economic effectiveness of events
not only when transitioning to digital platforms but also
in outdoor venues.

However, from an economic standpoint, the forced
pandemic innovations had their advantages — the num-
ber of viewers at such a “virtual” performance is almost
unlimited, and thus the effectiveness of this format com-
pared to traditional, in-person performances increases
exponentially. M. Pietrzak-Franger et al. (2023), using the
example of the British theatre, proved that although the
quarantine affected the usual liveliness of performances,
it instead attracted a large number of new adherents to
the ranks of theatregoers. The initiative “National The-
atre at Home”, which allowed viewers to watch perfor-
mances for free via YouTube, opened the theatre to a new
audience, who after the end of the restrictions began to
attend performances offline. According to the statistical
data of Lviv theatres of that period, which was noted in
the study, COVID-19 did not have a powerful impact on
the number of performances or viewers, in particular
thanks to technological solutions.

The full-scale war in Ukraine has also not escaped
the attention of foreign arts researchers. For example,
S. Graf (2024) in their article dedicated to the work of
the Meta History: Museum of War project, explores how
the museum uses NFT tokens to accumulate addition-
al sources of funding for the restoration of Ukrainian
theatres. As E. Olzacka (2024) noted, the development
of Ukrainian cultural policy was also facilitated by rad-
ically reformed or even newly created institutions - the

Ukrainian Cultural Foundation (2024), the State Agen-
cy of Ukraine for Arts and Art Education, and the Na-
tional Union of Theatre Artists of Ukraine. All of them
contributed to strengthening the self-consciousness of
Ukrainians as a political community and mobilised them
to fight for the integrity of the Ukrainian state. More-
over, it was this that contributed to the recognition of
Ukrainian culture as independent from Russian, which
was crucial for obtaining financial international support
after February 2022.

Regarding the problems that traditional theatre faces
with demand from the younger target audience, W.]. Wes-
sels (2021) has written. As the author managed to prove,
the decision of the youth segment to purchase theatre
tickets is highly dependent on opinion leaders and social
media. Accordingly, to increase the effectiveness of the
theatre’s influence on young people and stimulate their
financial contributions to the industry’s economy, it is
necessary to connect marketing mechanisms with the in-
volvement of authoritative trendsetters.

Returning to the specifics of the purely financial effi-
ciency of the theatre industry, it is worth mentioning the
Italian experience of state subsidising the culture sec-
tor. C. Castiglione et al. (2024) proved that the impact of
state funds on the technical efficiency of theatre firms is
positive and significant, and the profitability of subsidies
in this area reaches, on average, 90%. This information
to some extent intersects with the data of the Ukraini-
an MCIP, according to which the volume of gross income
of theatres from operating activities, taking into account
subsidies, had a positive trend.

K. Smolny & M. Galecka (2021) investigated the rela-
tionship between productivity and labour costs using the
example of public theatres in Poland. The authors found
that the growth of productivity of troupe members di-
rectly depends on labour costs, in particular - overtime
pay. This fact is confirmed by the calculation of the Effi-
ciency of Workload carried out in this study.

The topic of increasing the effectiveness of theatrical
activities through the integration of cutting-edge tech-
nical solutions was explored by Y. Bai et al. (2023). Their
project “Smart Theatre”, which includes the functions
of intelligent building management and creates a new
ideology of scientific and technical servicing of the per-
forming arts, deserves attention and has all the prospects
for implementation in Ukraine in the process of post-
war reconstruction. Another innovative approach in the
performing arts that should be adopted in the future is
crowdfunding. S. Handke & C.D. Chiesa (2022), who con-
sidered this increasingly popular means of attracting
investments in the context of financing theatrical activi-
ties, concluded that this method of accumulating funds,
among other things, contributes to the popularisation of
culture among young people. Accordingly, this approach
should also be taken into account when planning the fi-
nancing of future Ukrainian art projects.
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CONCLUSIONS

Despite the powerful development of modern technol-
ogies, theatre remains a sought-after genre of art and
one of the few artistic forms where the viewer has the
opportunity for live communication and experiencing
emotions in real-time. Ukrainian theatre has demon-
strated stable performance indicators both in terms of
the number of theatres, the number of employees and
their incomes, as well as the total economic gross income
from operational activities.

The COVID-19 pandemic, which temporarily forced
performances into an online mode, did not ruin the the-
atre industry. On the contrary, it fuelled interest in tradi-
tional art and helped attract new audiences after the lifting
of quarantine restrictions.

However, it was the Ukrainian theatre, its traditions,
heritage, and tangible and intangible assets that faced
additional, even more complex challenges — with the be-
ginning of the war in 2014 and, subsequently, its full-scale
phase in 2022. The performing arts industry, like the coun-
try as a whole, managed to withstand the first, most diffi-
cult months of the invasion and find new artistic means

work of restoring the mental health of people affected by
the war, primarily young people.

Even though the majority of young people remain a
“challenging” audience and require additional persuasion
to attend live performances, contemporary theatres are
finding ways to encourage them and are demonstrating
their effectiveness in this direction.

Regarding the calculation of purely financial indica-
tors, it is worth using a universal unit of goods - a spec-
tator seat — thanks to which it is possible to compare the
economic parameters of different theatres with differ-
ent repertoire densities, troupe compositions, and price
categories. In this case, the most informative indices are
Sales Efficiency, Cost of Goods, Value Efficiency, Efficiency
of Workload, and Labour Intensity. To improve these in-
dicators, it is necessary to employ a full range of modern
marketing technologies, without waiting for the end of the
war and post-war recovery. A complex of such advertising
measures for the additional popularisation of Ukrainian
theatre, which will affect its popularity and attract a new
audience, can be the topic of the next study.

and approaches. A number of theatres that were relocated ACKNOWLEDGEMENTS
from dangerous and occupied areas were able to resume  None.
their activities at new venues and continue their effective
work. In this case, by effectiveness, means not only the CONFLICT OF INTEREST
ability to generate financial profit but also the therapeutic ~ None.
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Po3paxyHOK e(DEKTHUBHOCTI TeaTpy

AHOTAIAA. TeaTp, mo Beje CBil MOYATOK e 3 AHTUYHMX 4Yacis, y XXI CTOMTTI BUMyNIEHMIT KOHKYPYBATH 3 OLIBII
CYJaCHUMU Ta TEXHOJIOTIYHMME pO3Baramu. BilmoBigHo, nurands 3aTpeOyBaHOCTI sKaHpy, HOro eeKTUBHOCTI — K
MEHTAJILHOI, TAK i €KOHOMIUHOI — € JOCUTDH aKTyadbHUMU. [II YKPaiTHCHKOTO TeaTpy, M0 3ilITOBXHYBCA 3 BUKIIMKAMKI
IMOBHOMACIITA0OHOT'0 BTOPIHEHHS, TeMa e(DeKTUBHOCTI € 111e OLIbIIT 3HAIYI010. MeTa JaHoi poOOTH NOIATae Y BU3HAYEHHI
OCHOBHUX iHJIEKCIB JI/IA OIIHIOBAaHHA €(heKTHUBHOCTI TeaTpiB ILIAXOM aHATI3y KIIOYOBHX MOKA3HUKIB e(heKTUBHOCTI
Ta (PiHAHCOBUX ACIHEKTIB YIPABIHHS 3aKJAJ0M. 3aBISIKI TAKUM METOZAM SIK CTATUCTUYHUIN aHaIi3, HMOPIBHSHHS,
CUHTE3 Ta IIPOTHO3YBAHHS, OY/I0 IIPOBEIeHE JTOCTIKEHHS aKTYaIbHOI0 CTaHy rajaysi Ta il eKOHOMIYHIX ITOKAa3HUKIB. B
pes3yabTaTi T0CKEHHS 0Y/10 JOBEIEHO 3POCTAHHS iHIMKATOPIB BAIOBOT0 JJOXOLY, KLIBKOCTI IIPALIBHUKIB Ta BUTPAT Ha
IIePCOHAJ IIPOTATOM 2015-2018 POKIB B YKPalHChKUX TeaTPaX, a TAKO:K oliHeHo BILmB COVID-19 Ha JTisUIbHICTD 3aK/Ia/1iB
na npukiaag JibBoBy. OKpeMo 0OyI0 JOCTKEHO BILINB BIiliHM HA MSALHICTDL Taaysi, OIiHEHO MOMILIKU, 3pO0JICHI
KPUMCHKUMHM TeaTpaMu IIijl 4ac TUMYACOBOI OKYIAIlil, a TaKO;K MPOBEICHO aHATI3 perepTyapy PETOKOBAHUX 3aKIajliB
Ha HOBUX creHaX. TakoK Oy10 po3podaeHo yHi(iKoBaHy cHUCTEMY MOPIBHAHHS €KOHOMIYHUX TMOKAa3HUKIB Pi3HMX
00’€KTIB CIIEHIYHOTO MUCTEITBA, 0 MA€ 32 OCHOBY TaKy YHIBepCATHHY OJMHUINIO BUMIDY TOBApy K OTHE LISTAIbKE
uicie. [IpakTruHa 3HAYUMICTD JTOCTIKEHHS TOISArae B CTBOPEHI KOMILIEKCY €KOHOMIUHUX iHIEKCIB e(DeKTUBHOCTI —
MPOIAKIB, BaPTOCTI, 3aBAaHTA;KEHOCTI TPYIU TOIIO — SAKI MOKYTb OYTH KOPHUCHI 1 TTPOMIILHUX MiHICTEPCTB Ta
BiTOMCTB TIi/1 9ac po3paxyHKiB (haKTUIHUX (DiHAHCOBUX IMOKA3HUKIB Ta IJIAHYBAHHS
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Church music of Kyivan Rus
in the formation of religious-aesthetic ideals
and mental-ideological attitudes of Orthodoxy

Abstract. In 2024, the church music of Ukrainian Orthodoxy requires a thorough analysis of its impact on cultural
identity and spiritual development over the centuries. Church hymns, through the synthesis of arts and sacraments,
facilitated the interaction between music and liturgical text, enriching liturgical practice and the spirituality of Kyivan
Rus. In 2024, the problem of the spiritual revival of the nation, its cultural identity through the involvement of hesychast
traditions in Orthodox church practice acquires new relevance and expediency. The purpose of the article is to carry out
a comprehensive analysis of the religious-aesthetic, theological, and cultural ideas of hesychia, which were manifested in
the church-musical practice of liturgical services and influenced the spirituality of the Orthodox person over the course
of a thousand-year history. The study applies art history and cultural studies approaches, uses methods of analysis,
synthesis, comparison and interaction of cultural affiliation and spiritual progress of the nation. It has been scientifically
proven and substantiated that the musical art of the Kyivan Rus became the personification of spiritual transformations,
formed the mental and ideological constructs of Eastern Christianity in its ancient Old Rus form thanks to Orthodox
liturgical music. According to the results of scientific analysis, it appears that the adoption of Eastern Christianity
in Kyivan Rus became a fundamental milestone in the development of its musical culture, which was significantly
influenced by the patristic doctrine and spirituality, in particular hesychast views and customs that came to Rus from
Athos. Itis proved that church music in Kyivan Rus was filled with God’s light, spiritual “energy”, peace-making harmony,
balanced tempo-rhythm and soulful melody, it was a manifestation of “sonorous” divine silence, “singing with thoughts”.
This research will be appropriate in curricula on the history of music, on the history of sacred art, on Christian ethics
and aesthetics, for further scientific and educational research of church Orthodox chants and their relationship with
Byzantine hesychast practice in the context of mutual influence on mentality, worldview, religious and aesthetic ideals

Keywords: liturgical chants; hesychasm; spirituality; cultural identity; ethno-national mentality; Eastern Rite Christianity

INTRODUCTION
In 2024, when the Russian Federation is waging an aggres-  like a phoenix from the ashes of war, becomes urgent, ac-
sive and terrorist war to destroy the Ukrainian state, its  quires both practical and scientific relevance. It should be
national identity, cultural memory, destroying infrastruc-  noted that certain works of the founders of the study of
ture and killing the gene pool, the problem of the spiritual ~ church singing are equivalent in significance and funda-
and religious revival of the Ukrainian nation, which rises  mentality. The theological works of the Ukrainian scholar
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and Metropolitan of Kyiv Yevhenii Bolkhovitinov, in particu-
lar “Historical Judgments in General on the ancient Chris-
tian Liturgical Singing and especially on the Singing of the
Russian Church™ are recognised as the main basic studies
(Dyatlov, 2017). With regard to modern research on these
issues, the works of scholars on the origin of church sing-
ing, who traced the formative principles of church mono-
dy in Ukrainian musical medievalistics, deserve attention.
Theissues of structuring church songs of Byzantium and
Kyivan Rus in terms of their notations are the subject of an
article by art critic M.1. Kachmar (2015). The author believes,
that linear-mensural notations contribute to the structur-
ing of musical forms, this is a common heritage of ancient
times and early modernity. Such a parallel can be drawn
in relation to the creation of chants, melodies, and voices.
Researcher L.\V. Tereshchenko-Kaidan (2012) outlines
the Byzantine musical heritage through the prism of the per-
fect, sacred, noting that such an artistic example is authen-
tic and inviolable in relation to the traditions of hesychia,
melody notation, and texts throughout the thousand-year
history of Ukrainian Orthodoxy. Among the modern cul-
tural studies of historical and art retrospections of sacred
music, it is worth mentioning the scholars O.M. Antonenko
& M.M. Antonenko (2018). These scholars, studying the tem-
ple art of Orthodoxy, focus on the synthesis of architecture,
painting and liturgical chants, considering church music to
be the most significant component of this influence, which
brings together musical culture and spirituality. According
to the authors, the sacred music of the Orthodox tradition
over the centuries gradually freed itself from religious in-
fluence and formed, in addition to liturgical, also parali-
turgical and extra-liturgical genres of Orthodox singing.
According to the scientific research of O.L. Zosim (2018),
the means of transforming church texts in liturgical prac-
tice from the Middle Ages to the Renaissance and Baroque
were demonstrated for the first time. The author research-
es that in the Middle Ages, the sacred texts of divine servic-
es syncretically combined the verbal and the transcendent,
where the latter is represented through the aesthetic com-
ponent. Spiritual and aesthetic communication in the medi-
eval liturgical church took place, according to the author’s,
through the dimension of the sacrament of the Eucharist,
which surpasses any cognition. In this regard, the author
defines the prayer-meditative component as a priority,
and pushes the verbal impact of liturgical prayers into the
background. Partially consonant with the researcher’s con-
clusions regarding the transcendence of the sacred during
divine services, it is worth noting that the musical and po-
etic (texts of prayers, psalmodics) were the first to equally
ensure spiritual and aesthetic progress in the Middle Ages.
Researcher VV. Voskoboinikova (2008) emphasises the
principle of inclusion in music as a symbolic ritual action
that generates in a person a sense of involvement in un-
earthly mysteries. The hesychia of the Byzantine tradition
became widespread in the musical asceticism of Kyivan
Rus, assimilated, enriched with creative customary col-
ours and feats of self-sacrifice and self-denial.

The problem of the role of hesychasm in church art
is highlighted by Ukrainian scientists V.A. Lychkovakh,
L.S. Usikova. Thus, the modern scientist-aesthetician
L.S. Usikova (2015), studying the influence on the world-
view of Orthodoxy of the period of Kyivan Rus, indicates
quite logically and provably, the trends in the synthesis of
traditional folklore and Christian worldview, which had
a decisive effect on the features of aesthetic thought of
that time. Cultural processes were accompanied by cor-
responding aesthetic shifts in art, which gave Christian
virtues a meaningful spiritual meaning and symbolic ar-
tistic forms. As the author notes: hesychasm as a culture of
silent prayer with the heart by nature coexists and cooper-
ates with the musical universe, because it is a kind of voice,
singing with the heart and soul. The combination of “mute”
and “voiced” prayer has a projection on the interaction of
the energies of Silence and the Word, which breathes the
peaceful hesychast prayer of Jesus Christ.

Aesthetician scholar V.A. Lychkovakh (2011) exam-
ines the problem of implementing hesychast postulates in
church liturgical Orthodox practice. The scientist points
out the special role of hesychia in church music, which
is based on mystical contemplation, pacification and en-
lightenment within each person and in its external mani-
festations in art and creativity. It manifests itself vigorous-
ly in synergy, has a practical expression in the “litany of the
mind” that leads to catharsis. Such a prayerful practice of
hesychasm is peculiar to monasticism, it is the most opti-
mal form of existence for it, since in prayer with the heart,
in the acquisition of the Holy Spirit, silently, mentally, the
“heartfulness” of concelebration with the Lord, the uni-
verse, the inner “I” is cognised.

Art critic LL. Sakhno (2013), comparing church liturgi-
cal music and secular music, in particular its instrumental
types, notes the divine origin of liturgical chant, in contrast
to instrumental music, which “arose in times of active for-
mation of material goods and generates the accumulation
of negative emotions, anger, and lies”. The scholar believes,
that Orthodox church chants and secular academic music
are antagonists, opposite objects, they separately develop
according to their own laws.

The well-known theologian and theologian St. Greg-
ory of Nyssa believed that hesychasm at the dawn of the
formation of Christianity helped to realise the manifesta-
tions and secret needs of the human soul to rise to God,
to comprehend Him with the help of church music. The
saint emphasised that the world was created in musical
euphony, which was created by the Creator. Each person
carries within himself a small harmonious world that radi-
ates energy and interacts with the melody of the universe
(Filaret, 2011). However, it is worth noting the insufficien-
cy of culturological religious and aesthetic works on the
introduction of the ideas of hesychasm into the spiritual
practice of church hymns throughout the entire period
of development of Ukrainian Orthodoxy. The purpose of
research is to determine the presence of the hesychast
doctrine in the formation of the worldview content and
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aesthetic sphere of Ukrainian spiritual culture, to char-
acterise the features of the introduction of the princi-
ples of hesychia into liturgical church music. The scien-
tific novelty lies in the theoretical comprehension of the
issues of artistic and aesthetic development of Orthodox
church singing in Ukraine as a musical cultural evolution;
in the combination of socio-cultural and musical-aes-
thetic approaches to the study and enculturation of the
ideas of hesychasm in the spiritual space of Ukrainian
Orthodoxy; in the implementation of cultural and artistic
reflection on the church music of Ukrainian Orthodoxy.

MATERIALS AND METHODS

The main developed methods that provided us with an
understanding of the multi-level structure of spiritual
culture, in particular, mental and ideological attitudes
and religious and aesthetic preferences, the influence of
the Byzantine traditions of hesychasm on aesthetic cul-
ture, the emotional and sensual sphere of the Ukrainian
mentality, were cognitive, cognitive, value-oriented, eval-
uative-interpretive and creative-synthesising methods of
scientific cognition. All fundamental methods have a com-
ponent structure and interact with each other (Table 1).

Table 1. Main research methods

Cognitive method

This method helped to expand the circle of research for scientific, musicological and theological information,
deepened interest in it. He contributed to the fact that a large amount of scientific literature of theological
and liturgical orientation was processed, in particular, also those authors who are presented in the introductory
part of this study. He determined the degree of interest and depth of scientific thought in expanding the
musical spectrum of liturgical musical literature of the Middle Ages, which ensured a certain level
of artistic erudition and combinatoriality in the formulation of his own judgments, the adoption of certain
musicological and philosophical scientific statements about the essence of hesychasm, the history
and characteristics of its manifestation in four gradations.

Cognitive-gnostic
method

This method contributed to the conscious perception of liturgical works of church practice, namely Orthodox
hymns. He helped to combine imagination and logic regarding “prayer of the heart” and “silent hesychast
prayer”. He provided awareness of the understanding of Jesus’ hesychast prayer: “Lord Jesus Christ, Son of God,
have mercy on me, a sinner”, spiritual narratives and creative searches, made it possible to embody a certain
level of personal musical erudition and moderation in determining the conclusions of the study.

Method of accumulation
and awareness of the
spectrum of phenomena

This method intensified interest in church singing of the Kyivan tradition, ensured the generation of general
musical knowledge about significant, everyday, monodic singing in church and encouraged the originality
of the manifestation of new songs, the avoidance of stereotypical judgments about the importance
of church music in the formation of the cultural identity of Ukrainians; ability to search and efficiency of
obtaining and defining new philosophical, religious, aesthetic and musicological information; development
of skills in processing and searching for the source base presented in this research; the ability to express
oneself creatively in the interpretation of musical liturgical songs, where the literary spirit prevails;
openness to new scientific perspectives.

This method ensured the translation of empathic musical impressions into aestheticised judgments regarding
hesychia, vocal singing according to Octoichus; activated creative perception, experience, associative
and figurative vision and separation of the musical component, in particular the church song in the synthesis
of arts and sacraments (Divine Liturgy); creation of internal conditions for the regulation of associative images
of the presence of God during personal “sonorous” and “silent” prayer.

Method of emotional
and sensory catharsis

This method helped to accumulate a spectrum of aesthetically valuable samples of church music
of the Orthodox tradition in personal representations; to realise the aesthetics of Orthodox church hymns,
its manifestation in mystical contemplation, admiration and inner enlightenment (catharsis). He contributed
to the translation of aesthetic value judgments into the expression of his own scientific style; determination of
the artistic and aesthetic value of the received and processed research information; contributed
to the expression of aesthetic value judgments, the ability to synthesise an assessment of the perfection
of the cultural process as a whole.

Value-oriented method

This method transformed the processed artistic and theological information into a personal scientific style
of presentation; helped in building his own model of views on artistic processes and historical facts
of assimilation of Byzantine musical Orthodox traditions in Kyivan liturgical singing practice, which
provided an understanding of the continuity of the processes of ecclesiastical and national-cultural identity
of Ukrainians over the centuries; contributed to the inclusion of artistic values in the aspect of Eastern Rite
church music in a personally significant system.

Evaluative and
interpretive method

This method ensured the dominance of the intellectual need for acquaintance with vocal works
of church art, their theoretical-musicological and historical-philosophical comprehension; integrity
of perception, understanding of spiritual cooperation in inseparable connection with the epoch. It prompted
the realisation that personal conversations with the Lord at the level of hesychast synergy appear as spiritual
co-creation, cooperation full of grace in terms of purification, kenosis, self-sacrifice, “good-making”
as the highest hesychast feeling.

Creative synthesis
Method

Source: developed by the author

of defining the spiritual and national-cultural identity of
Ukrainians, which have been going on for several centuries.

The research methods used helped to determine the
structure of spiritual culture, the peculiarities of the processes
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RESULTS AND DISCUSSION

The church music of the ancient Rus, its influence on the
spirituality and self-identification of the people, in par-
ticular, through the introduction of the ideas of hesychia
into church hymns, had a decisive influence in satisfying
religious needs, contributed to the purification of the be-
liever, the restoration of spiritual primordiality and purity
of the “new Adam” in him (the Bible). According to well-
known modern Byzantine scholars O. Shumylo (2020),
AV. Tsarenok (2019), there are four different interpreta-
tions of the concept of “hesychasm”. In ancient Christian
manuscripts, he interpreted solitude, that is, the special
essence of personified monasticism, different from that
which was lived in monasteries. In the 13*" and 14" centu-
ries. Hesychasm is interpreted as a certain psychological
way of creating the Lord’s prayer: “Lord, Jesus, Son of God,
have mercy on me, a sinner”. Here one can speak not of
solitude, hermitage as such, but directly of the theologi-
cal school of the invocation of the Holy Spirit, a spiritual
feat that is inherent and can be manifested both in the self,
in monasteries, and in secular life. The present interprets
hesychasm as the doctrine of “uncreated” energies (Filar-
et, 2012). And the last meaning of the use of this term is the
name of a whole movement of zealots of the faith, who in
the Middle Ages spread their hesychast practice in Eastern
Europe. Therefore, hesychasm is an extremely multifac-
eted, multidimensional phenomenon that embodies the
deepest manifestations of the soul of the Orthodox believ-
er and his worldview.

The Holy Fathers of the Church created many church
hymns, such as Ephraim the Syrian, Roman the Sweet Sing-
er, John of Damascus, John Chrysostom, Patriarch Isidore.
On the territory of Kyivan Rus, Kyivan Pechersk ascetics
wrote their own hymnography: Metropolitan Ephraim of
Pereyaslav, St. Macarius, Gregory the scribe, who created
canons, and others. According to the hesychasts, to single
out the “musical light” is to create musical perception as a
source of the search for knowledge and comprehension of
the beauty of Creation, to activate the synergistic desire to
get closer to the Father, Truth, and Goodness as the pinna-
cle of creativity. Asceticism is also creativity, but creativity
of the highest quality, the deepest symbiosis of the Spir-
it and the Image of God in a living spiritual experience. It
leads to catharsis of the soul. Therefore, likeness to God in
this case takes place most fully. Such postulates of ascet-
icism and impassivity were embodied in divine services.
The teachings of the Eastern Church have Greek-Byzan-
tine roots and constitute the spiritual and aesthetic basis
of the culture of the ancient Rus, it cultivates attention to
the inner world of the believer. Such a theme is the leading
one and permeates the entire philosophical and anthro-
pological science of Orthodoxy for centuries. Each person
has the image and likeness of God, endowed with divine
essence, therefore his spiritual growth and desire for mor-
al and aesthetic self-realisation in imitation of the highest
spiritual standards, the feats of the Holy Fathers through
asceticism, the feat of fasting appears as a complex process

of sensual contemplation into the inner being, into one’s
own essence. The ancient Ukrainian sacred musical prac-
tice inherited the musical rules of the Greek and Byzantine
traditions, entered into interpenetration, showed indis-
tinctness, merging in the “cultural dialogue™: antiquity -
Byzantium - Kyivan Rus.

It is worth noting that the institution of Byzantine
Orthodoxy was interpreted as the basis for the spiritual
development of a strong, one-person and indisputable
power. The Church as an institution was considered the
personification of God on earth, the giver of fundamental
spiritual guidelines, rules, ideas, solving problems by the
rule of law at the convocation of the Councils of the Holy
Fathers. The highest manifestation of the common deci-
sion-making of the church were the Ecumenical Councils,
at which controversial requests were considered and rules
of dogmatic, ecclesiastical-political and judicial-discipli-
nary content were adopted. Local small churches, church
communion, and parishioners were also delegated to such
meetings. The Old Rus Orthodox tradition adopted from
Constantinople philosophical and religious-theological
dogmas, freedom of religion, free will in making decisions
regarding self-determination, religion, philosophical in-
terpretation of holiness, asceticism, hesychia, which occu-
pied a fundamental place in the church musical culture of
Kyivan Rus. There was an interconnection and mutual in-
fluence of all structures: the church, the government, the
individual, so conciliarity was positioned as an important
basis of Orthodox church culture. The initiation of concili-
ar decisions in Byzantium was intended to form and multi-
ply spiritual musical and aesthetic traditions, common life
creativity, and collective salvation.

All aesthetic and religious configurations of spirit-
uality, culture and art were perfected in combination as
a manifestation of syncretism, coexistence of power and
church institutions with man, therefore conciliarity (com-
munity) is the fundamental engine of the Orthodox world.
The same is true of church musical traditions. God is the
perfect external subject, and the Church is a manifesta-
tion of his inner worldview, but both the Creator and the
Church of Christ, filled with God’s creation, appear as one,
inseparable, “receive the body of Christ, eat the fountains
of the immortal” (Gospel), and all creation “glorify the
Lord from heaven, for He is merciful, for His mercy en-
dures forever”, “Praise Him with a melodious choir, praise
Him with singing, let everything that breathes praise the
Lord” (Psalms of David). Church liturgical music is also
symbolic, transcendental, full of empiricism, it appears as
a peculiar form of manifestation of the literary, verbal ori-
gin in the reproduction of the Word, the Logos, the move-
ment of thought, a sonorous manifestation of hesychia.
Knowledge of the supernatural, divine, hesychast in music
is manifested in the relationship between the subject of
musical perception and a certain conditional form creat-
ed in his imagination, which has symbolism and causes a
moment when he becomes the subject of synergy - peace,
tranquility, balance. Such hesychast ideas gave rise to the
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aesthetics of Byzantium, later they became widespread in
the musical liturgical practice of the Orthodox of the East-
ern rite, and soon spread to Kyivan Rus.

Thus, the musical aesthetics of Orthodox liturgical
chants, which found its expression in the symbiosis of
spirituality and creativity, was explicated on the fertile
Kyivan Rus land and had self-expression in church music.
The culture of liturgical singing in the Orthodox Church of
the Kyivan Rus period was introduced from ancient Greek
musical experience and teaching. When the all-powerful
empire of Rome collapsed, the territories of settlement of
Bulgarians, Serbs, Syrians and other peoples in one way
or another explicated the Byzantine church custom, a kind
of spiritual culture. The Greek system of liturgical singing
came to ancient Rus through Bulgaria. Prince Vladimir, the
Baptist of Kyivan Rus, brought with him to Kyiv the first
Metropolitan Michael, who was a Bulgarian, and other
bishops, bishops, and singers who had been sent to Rus by
the Patriarch of Constantinople.

Rusichi was ambiguously placed before the ancient
Greek model of Orthodox songs. Authoritative scholars of
church singing by D.A. Bolgarskyi (2002), O.S. Tsalai-Yaky-
menko (2004), L. Korniy (2010) indicate that there were
three main trends. The first is a pro-visantius, as it was
trimmed by the aristocratic and episkopical commodity of
the Kiyan. The idea is to accurately reach the Greek-Orien-
tal traditions in the writings with the use of the elements of
melizmatics, ornamentation, specifics of the vocal manner
of interpretation and sound creation. The offensive was
radically visibly navigating the view of the first. Its spec-
ificity is the interpretation of liturgical canonical texts at
one’s own discretion and taste. The peculiarity of anoth-
er trend in the interpretation of church singing was the
combination of the two previous ones, which became the
basis for the creation of their own, ethnic liturgical singing
of the Rusichi. On the ancient Rus cultural soil, the best
achievements of the system of church singing of the Greek
tradition were introduced and assimilated (Fig. 1).
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Figure 1. The main achievements
of the Greek church singing system
Source: developed by the author

The empire of the Church of Constantinople subse-
quently declined, sowing faith in mysticism and doubts
about the ephemerality of the universe and God’s provi-
dence. This, in turn, contributed to the spread and con-
solidation of hesychast traditions and the practice of
spiritual hesychia.

It should be noted that Christian virtues, including
pious and penitential life, are inherent in all churches
of the Eastern rite, however, in the Ukrainian Orthodox
liturgical tradition, the most representative aspects are
distinguished, including: “prayer with the heart”, venera-
tion of the faces of saints, special grace of priests, church
fathers, seven sacraments of faith (baptism, communion,
confession, wedding, anointing), church rule, liturgical
calendar. A large part of the Orthodox belief is accom-
panied by rituals, where Jesus Christ is fundamental
(requires, prayers, sacraments, burials). The hesychast
tradition of spiritual life took root and was perfected in
ancient Russian church music. This was facilitated by the
deep ritual and customary nature of the musical scale of
the ancient Russians, composed of the sounds of melody,
harmony, and tempo.

The peculiarity of church singing lies in the specificity
of the forms and rules of artistic expression that operate
in it. For example, the law of rhythmic symmetry, on which
classical sacred music is based, is not applied in most cas-
es in singing during divine services. This is due to the arbi-
trary textual tempo rhythm, where there is no division into
stressed and unstressed syllables, as in the literary poetic
word, and church liturgical music is not associated with
the rhythm of movements. The liturgical text is not divided
into meter, the rhythm is arbitrary, there is no sequence
of stressed and unstressed beats (strong and weak), since
the musical text depends on the literary, on the semantic
textual stress, which is always excluded by the symmetry
of bars, periods in the grouping of a musical phrase, etc.
This contributed to the appearance of a special system
of “chants” in the znamenny chant, which exists only in
church singing. These chants are specifically grouped, put
into the tempo rhythm with the help of phrases, combined
into one whole or divided into fragments-chants depend-
ing on the structure of the text and its semantic load. Thus,
church music is a self-regulating spiritual and aesthetic
sphere, which manifested itself and was realised in a spe-
cific system of voices-melodies — Octoechos (Octoglass)
(according to O. Shevchuk (2007)).

The ancient church singing of Kyivan Rus was mani-
fested in an integral and self-sufficient concept, built ex-
clusively according to the rules and canons of liturgical
prayers. The performance of church hymns during the
Orthodox liturgy was considered angelic singing, the em-
bodiment of the image of which was the “znamenny chant”,
in the self-expression of the idea of hesychia, silent prayer,
“spiritualised singing”. It was considered inappropriate
to have an academic musical interpretation of the work,
including pitch, tempo, duration, dynamic shades, agogy,
ete. The theory of singing of Kyivan Rus did not operate
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with individual sounds, but told about the peculiarity of
the process of making music. The static scale of music was
contrasted with the dynamic “sound scale of the phrase”.
The system of glases (poglasitsa) was based on Greek mu-
sical modes, but it represented not only a melodic, but also
a liturgical and calendar concept, since the melodic ma-
terial of the Voices was formed according to the liturgi-
cal rite and calendar. Osmoglas is a system of voices that
served to decorate the service. Every eighth day after the
feast of Easter (Sunday liturgical service), hymns were sung
to a special chant or melody - Glas. The cycle of the eighth
day was also repeated every 8 weeks from Easter, which
extended to the entire calendar year. Octoichus became
the book where all liturgical texts and melodious voices
are recorded, which are a combination of individual me-
lodic formulas and principles that arise behind a specific
sacred action or text. It is precisely this law of grouping the
variety of modified values that is laid down in the system
of octopus (Octoechos).

The system of melodic chant formed the basis of ca-
thartic and ethical manifestations of church music, in the
transformed forms of cognition of the hesychast way of
Orthodox ascetic life. Therefore, it can be noted that the
“znamenny chant” received such a name not only because
of the system of its writing in the form of special signs -
banners, but also because it was also a symbol, a sign of
special angelic singing, which was decisive in the experi-
ence of hesychasts. That is why singing during divine ser-
vices in medieval Rus-Ukraine was called Yangeloglasnym
and Yangelopodibnym. Relevant to our Kyivan Rus men-
tality and conscious hesychia, Yangeloglasnym and Yange-
lopodibnym nature were due to the characteristic features
of the znamenny chant, which were manifested both in
the specifics of the melodic mode and in certain features
of its structure. Church singing was distinguished by the
dominance of verbal prayer text over musical phrases, so
church chant, melody, phrase is primarily chant, recita-
tion, and recitation of a verbal text.

In the times of Kyivan Rus, people involved in church
service, and, especially, in church liturgical singing, were
considered chosen, wise, consecrated, perceiving church
singing itself as one of the sacraments. The difference be-
tween everyday music-making and liturgical songs was in-
terpreted in such a way that liturgical singing contributed
to the mood of the layman for diligent prayer, while every-
day music-making was necessary for pleasure.

It should be noted that church music, from the stage
of introduction in Kyivan Rus to the end of the 17" centu-
ry was the only musical direction that had a professional
basis. Liturgical singing developed rapidly, during its ex-
istence it was marked by the development of an Orthodox
liturgical school at churches, monasteries, and rural par-
ishes. The church practice of liturgical singing contribut-
ed to the emergence of educational centers, schools, and
academies of Orthodox orientation in Kyivan Rus, culti-
vated church singing traditions, and provided the basis for
the development of new trends in art.

During the reign of the Kyiv prince Volodymyr the
Great, the first children’s parish schools were opened, and
the first Orthodox liturgical services and a capella church
singing were held. Graduates of the school became well-
known singers and choir directors, conductors (choir di-
rectors) of parish choirs, zocrema and monasteries (his-
torical developments to know about the choir director’s
school at the Kyiv Church of the Tithes for the hours of
Volodymyr the Great; such schools were distorted under
other monasteries, as from the Epiphany, Ostroz, Pechersk
monasteries). The spiritual prowess and perfection of the
monks during the liturgical church hymn was a support,
first of all, of their prayerful status and as such was de-
scribed in the works of saints, monks, martyrs and confes-
sors of the Orthodox faith. Psalmody was a consolation and
help for monks (especially novices), they contributed to a
deeper awareness of heartfelt secret prayer; psalms were
necessary for hesychast monks like oars in calm weather
for a boat in the whirlpool of passions (Filaret, 2011).

Church singing fulfilled a spiritual mission - the
awakening and development of the “gift of tears”, which
appear as meaningful and secret movements of the soul
with regret for the sins committed, capable of cleansing
sins and restoring in a person the true essence - the image
and likeness of God/“For a psalm carves tears out of a heart
of stone, a tear is the product of thoughts, and the father of
thoughts is meaning” (Listvychnyk, 2022).

Inner silent singing is a guide for the prayer practice
of hesychast ascetics, where singing is seen, first of all, as a
synergistic path of the human soul to the Lord, this move-
ment is hidden, in its innermost thoughts it is in tune with
the Lord’s Spirit. This movement is soulful, incorporeal,
but it can take on an artistic manifestation, embodiment,
manifesting itself in melodic and verbal origin. However,
from the point of view of hesychia, it should remain an at-
tribute of the spiritual labours of the individual, his work
of the soul, the secret and pleasant in the spiritual move-
ments of the “sweetness of silence”, which was cultivated
by hesychast prayers, ascetics of the Orthodox faith.

As noted by P. Matsenko (1994), Yu. Yasinovsky (2011),
theologians of the hesychast doctrine emphasised the
special value of tears as “weeping of the heart”, “zealous
pain and regret”. Thus, there was a personal and general
expression of prayer, which was also emphasised by the
theologian and St. John of the Ladder, describing the role
and tasks of liturgical hymns. The inner plane of prayer
is a prayerful mood, lofty thoughts, holy impulses, and
deep feelings. Truth and sincerity are manifested in that
prayer that rises not with a voice, but silently, in silence,
from the heart. Such prayer is not made by the power of
sound or bodily movement, but by inner zealous regret for
sins, heartfelt tears, and sent from the depths of the soul
(Listvychnyk, 2022). It was precisely this prayer connection
that was promoted by the zealot of hesychase traditions,
the venerable saint of the Ukrainian land Paisius Velych-
kovsky, he in the 17" century wanted to revive the prac-
tice of prayer with the heart, hesychast sacred silence in
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monastic monasteries (Brychka, 2019). Wordless, mute,
intelligent, heartfelt prayer gives rise to the singing of
psalms. Such a psalmist also has an external sensual mani-
festation, and an internal, secretive, hesychast one.

CONCLUSIONS

The church music of Kyivan Rus was based on common
Christian, cultural, ethno-national values, being under
the influence of the church musical tradition, which was
consonant and created a symbiosis with the Byzantine
spiritual heritage. Spiritual chants became a conductor of
religious and aesthetic ideals and mental-ideological in-
terpretation of the world of Eastern Rite Orthodoxy in its
Kyivan Rus manifestations, which affected the continuity
of the processes of cultural and ethno-national identity.
Church music has become a manifestation of the undefiled
thoughts and thoughts, repentance, it helps a believer to
work with the soul, to perfect the inner work in prayer with
the heart, personal silence, listening to the efforts of his
soul and creating in himself the image of God, cooperating
with his own energy with the Lord. It is addressed to God
and to every believer at the same time. In the understand-
ing of music, the hesychast presence is justified by the fact
that the heart of music is its spiritual dimension, which is
realised in the “illumination of the soul” as the highest goal
of quiet sophistication, hesychia.

Pan-Christian tendencies also influenced the reli-
gious and aesthetic mentality, spiritual practice of musical
Orthodoxy of the period of Kyivan Rus. Musical liturgical
rules prompted their development and symbiosis with
ethnic spiritual models, in particular under the influence

towards the highest, absolute moral values, including hes-
ychast traditions, adopted from Mount Athos and cultural-
ly realised in the spiritual space of ancient Ukraine. Hesy-
chastideas in sacred music are justified by the fact that its
heart is not external melodic forms, but its inner essence
in the illumination of the soul becomes the meaning and
goal of hesychia.

The peculiarity of the verbal expression of thought,
the Word, the Logos, the artistic manifestation of the
meaning of hesychia is the church hymn, since it empiri-
cally, semantically, symbolically fills with unknowable fac-
tors and meanings. In order to cognise musical hesychia,
it is necessary to interact with a person as a construct and
subject of perception and the symbolic form created by
him in the imagination, which will cause and determine
the moment of spiritual-aesthetic, emotional-sensual ca-
tharsis, harmony and inner peace. These hesychast ideas
were embodied in the church musical practice of Eastern
Christianity, and with the passage of time they were estab-
lished in our ancient Ukrainian Orthodox environment of
the times of Kyivan Rus.

Promising in further scientific research will be the
study of the influence of church music of the Orthodox tra-
dition on the development of Ukrainian academic singing
art. The significance of future scientific research is seen in
the deepening of the analysis of the spiritual, moral, aes-
thetic, cultural content of Orthodox church music with the
projection of awareness of the processes of transferring
hesychast ideas into the worldview and musical-aesthetic
culture of Orthodoxy.
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HarrionaibHa akajeMist KepiBHUX KajIpiB KYILTYPH i MUCTEIITB
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IleproBHa my3uka KuiBcbkoi Pyci
y (hopMyBaHHI peTiriiiHO-eCTeTHYHIX ifeaIiB
Ta MEHTAJbHO-CBITOIVISITHIX YCTAHOBOK IPABOC.JIAB A

AHOTAIISL. YV 2024 poli HEPKOBHA My3MKa YKPAIHCLKOIO MPABOCIAB’S MOTPEOy€e IPYHTOBHOIO aHaIi3y I BILIUBY HA
KYJILTYPHY 1I€HTHYHICTD Ta AYXOBHUN PO3BUTOK IMPOTATOM CTOTITE. [IepKOBHI IMcHECHIBY Yepe3 CUHTE3 MUCTEITB i
TATHCTB CIIPUSLIN B3a€MOJIT MY3UKH i 60roc.Iy;k00B0I0 TEKCTY, 30arauy0un T TyPriiiHy paKkTUKy i 1yxoBHicTb KUiBChbKOT
Pyci. V 2024 pori mpo6iaema JyXOBHOTO BiIpOI;KeHHS HaIlil, 11 KyIbTYPHOT caMOOYTHOCTI 4epes 3aIy9eHHs iCMXacTChKUX
TPATUIIIN 10 TPABOCIABHOT IEPKOBHOI IIPAKTUKI HA0YBA€ HOBOT aKTYa IbHOCTI Ta TOILIHLHOCTI. MeTa cTaTTi — 3TiHCHITH
KOMILIEKCHII aHAII3 PeJriiHo-eCTeTHYHIX, O0r0CIOBCHKIX Ta KYIbTYPOIOTTUHMX iell icuxasMy, sIKi IPOSIBILIICS B
LIEPKOBHO-MY3UYHIN TPAKTHUI O0T0CIY;KiHb i BILIUHY/IN HA IYXOBHICTH IIPABOC/IABHOI JTIOIIMHH IIPOTIIOM THCIIO T THHOL
icTopii. YV gocimKenti 3acT0COBAHO MICTEIITBO3HABYMI Ta KYILTYPOIOTTUHMI IiIX0A1, BUKOPUCTAHO METOIN AHATI3Y,
CUHTE3Y, TTOPIBHAHHSA Ta B3a€MO3B’I3KY KyILTYPHOI MPUHAIEKHOCTI Ta JyXOBHOTO TOCTYIY Hallil. HayKoBo 10BeIeH0
Ta OOI'PYHTOBAHO, 1[0 My3MYHE MUCTENTBO KHIBCHKOT Pyci cTaIo yocoOIeHHAM JTyXOBHUX ITEPETBOPEHD, C(HOPMYBAIO
MEHTaIbHI T CBITOLISIIHI KOHCTPYKTU CXiIHOTO XPUCTUSHCTBA B IOr0 TaBHHOPYCHKINl (popMi 3aBISKM IPAaBOCIABHIl
JUTYPrifHiid Mysuiii. 3a pesyIbTaTaMi HAyKOBOI'O aHAMI3y 3’SICOBAHO, IO HPUIHATTS KUIBCHbKOIO Pyccio cximnoro
XPUCTUAHCTBA CTan0 (GYHIAMEHTAILHOIO BiX0I0 B PO3BUTKY Il My3MUYHOI KYIBTYPH, SKa 3a3HaJa 3HAYHOI'O BILTUBY
CBATOOTIIBCHKOIO BIPOBUCHHSI Ta JYXOBHOCTI, 30KpeMa iCUXAaCTCHKUX IOLISAIB i 3BHYAIB, 110 NPUNALLIN HA Pych 3
Adomny. JloBeeHo, 10 MepKoBHA My3uKa B KUiBChbKil Pyci Oy1a HamoBHeHa BO;KIM CBITIOM, TYXOBHOIO «CHEPIi€i0y,
MUPOTBOPYOI) FaPMOHI€I0, BPIBHOBAKEHUM TEMIIO-PUTMOM i IPOHUKINBOI0 MEIOIUKOI0, OyIa BUSIBOM <«I3BIHKOI»
00KECTBEHHOI TUII, «CIIBOM JyMKamMty. JlaHe JOCHZKeHHS Oyle JOPEYHUM Y HaBYAJIBHUX IPOTrpaMax 3 icTopii
MY3UKH, 3 iCTOPIT cCaKPaIbHOT'0 MUCTEITBA, 3 XPUCTUAHCHKOT €TUKH Ta €CTETUKH, JIIs TIOJATBIINX HAYKOBUX Ta OCBITHIX
JOCTIKEHD IEPKOBHUX MTPABOCIABHUX ITCHECITIBIB Ta 1X B3aEMO3B I3KY 3 Bi3aHTIIICHKOI0 iCUXACTCHKOIO ITPAKTUKOIO B
KOHTEKCTi B3a€MOBILIUBY HA MEHTAIbHICTD, CBITOLIS, PEIIriiiii Ta ecTeTyHi ixeamn

K/10uoBi c¢J10Ba: Gorocay;K00Bi micHecHiBy; iCHXa3M; AyXOBHICTB; KyJIbTYPHA IJEHTUYHICTD; €THOHAIIOHAILHA
MEHTAJIbHICTH; XPUCTUAHCTBO CXiTHOTO 00Dy
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Humanitarian strategies in culture in forming
the newest tendencies in the Ukrainian cultural space

Abstract. The actuality of the study is stipulated by the need to establish appropriate facilities for the humanitarian
advancement of the country, to form a favourable cultural space for the disclosure of the personal creative potential of
each citizen on the basis of substantiation of priority humanitarian strategies in culture. The aim of the research is to
identify the peculiarities of humanitarian strategies in culture as factors in the formation of the most relevant trends
in the in the ongoing development of the modern Ukrainian cultural space. Research methods: method of theoretical
analysis comparative method, system method, method of generalisation. The main results of the study are that, from
the theoretical standpoint of cultural knowledge, the concept of ‘humanitarian strategies in culture’ is interpreted
as priority areas of humanitarian and cultural development, which are specified by defining the goals, methods,
mechanisms and tools for their implementation, aimed at revealing human creativity, forming human capital for
creating a creative cultural space. The humanistic nature of the content of art education, its focus on the comprehensive
development and creative potential of society is substantiated. It is determined that the actualisation, protection
and restoration of the national cultural heritage is a key factor in the formation of national identity. The process
of knowledge, research, preservation and restoration of the national cultural heritage is an important humanitarian
strategy in culture. Cultural diplomacy is an important resource for the humanisation of culture, an effective tool for
establishing intercultural communication among the main agents - artists from different countries, creative teams,
civil society institutions, and the expert community. The creative industries are a platform for the country’s economic
recovery. The importance of certain humanitarian strategies in culture for the creation of an innovative, competitive
Ukrainian cultural space in the post-war recovery of the country is proved. Through innovation and the introduction of
the latest technologies, a creative humanitarian space can be formed based on common cultural and humanistic values

Keywords: art education; cultural heritage; cultural diplomacy; creative industries; creative economy; creative
personal development; cultural innovations
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for creativity. Its focus on people, their needs and spiritual — as a science of culture within the humanitarian discourse.
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Modern cultural studies address broad humanitarian is-
sues, identifying key areas of research. Considerable at-
tention is paid to socio-cultural transformations due to
Russian armed aggression and the recognition of culture
as aweapon of spiritual resistance and a source of national
identity. The central focus is on the individual as a creative
person, using his or her potential to develop new cultural
approaches. It is important to identify and justify prior-
ity strategies in culture focused on human development.

It is worth noting that this issue is highlighted in var-
ious policy documents, analytical materials, scientific re-
ports, and studies. The humanitarian sphere is seen as a
space for the realisation of the spiritual and creative po-
tential of a person and is a key priority of the state policy.
Thus, pursuant to the Decree of the President of Ukraine
No. 837/2019 “On Urgent Measures for Reforming and
Strengthening the State” (2019), the Ukrainian Institute
for Policy Analysis and Management developed and sub-
mitted to the Verkhovna Rada of Ukraine the “Concept of
the Humanitarian Strategy of Ukraine”. The main tasks of
the Concept are defined at three levels: state, society and
citizen. The key approach to solving these tasks is hu-
man-centred, which is defined as the basis for ensuring
human and civil rights and freedoms.

It should be noted that similar analytical materials are
developed by state institutions in many countries to create
a strategic vision for the development of important areas
for the country, including humanitarian and cultural are-
as. For example, the Ministry of Culture, Media and Sport
of the United Kingdom presented “The Culture White Pa-
per”, a document in which culture is seen as a powerful
means of revitalising the development of society and the
economy at the national and local levels. In addition, Arts
Council England, as the national agency responsible for
the prospects of cultural development in the country, has
proposed the “Let’s Create” Strategy, which formulates a
vision for the future development of creativity, creativity,
and culture for 2020-2030.

The authors Y. Kaplan & Y. Tyshchenko (2020) analyt-
ical report is devoted to the analysis of the main current
problems in the humanitarian sphere of Ukraine: cultural,
educational and scientific. The issues of strategic prior-
ities of the modern cultural policy of Ukraine as an im-
portant cultural factor in the implementation of the tasks
of consolidating society, developing human potential and
creativity, introducing innovations and establishing a pro-
ductive, meaningful dialogue are considered in the context
of the leading humanitarian policy strategies of the coun-
try (Kaplan & Tyshchenko, 2020).

The collective monograph “Cultural and Humanitar-
ian Strategies for the Development of University Educa-
tion in the Context of Dynamic Social Transformation” by
LV. Stepanenko et al. (2018) is devoted to the problem of
forming a modern system of high education in Ukraine
that meets the current needs of the country’s socio-cul-
tural development. The researchers note that high educa-
tion should have cultural and humanitarian content and be

implemented on the basis of personal growth. The mono-
graph emphasises that cultural and humanitarian strate-
gies are crucial for the future development of educational
politics and the humanisation of education.

The role of art education as a creative environment
for the self-development of a modern personality and the
basis for sustainable humanitarian development of society
is considered in the article by I. Lyashchenko (2020) “Art
Education as a Direction of Sustainable Development”. The
author substantiates the idea of the need to form a new
person of the 21 century, the need to educate a creative
personality. The strategic direction for this is art educa-
tion, the main tasks of which are considered through the
prism of the concept of sustainable development.

The key trends in the development of the system of
modern art education in the context of globalisation and
cultural transformations are considered in the study by
7h. Denysiuk (2023) “Art education in the context of glo-
balisation and cultural transformations of modernity”. The
new opportunities and challenges that arise in the context
of globalisation create the preconditions for the modern-
isation of art training and provide opportunities for the
growth of the creative abilities of each individual. This
creates the preconditions for further transformations of
the cultural space.

N. Musienko (2021) focuses on the value and commu-
nicative dimensions of cultural heritage that contribute to
the consolidation of society. In the author’s interpretation,
cultural heritage appears as a basis of commonality in both
the European and Ukrainian contexts.

In the context of revealing the culture-creating po-
tential of cultural diplomacy, it is important to refer to the
works devoted to the study of this phenomenon. The arti-
cle by A. Tatarnikova (2023) proves that cultural diplomacy
is an effective tool for disseminating the achievements of
Ukrainian culture and its traditions, playing an essential
role in the formation of intercultural relations, and thus
acts as a powerful humanitarian strategy.

Creative industries are a promising humanitari-
an strategy in culture. This is pointed out by researchers
T. Vlasenko & M. Pozniak (2020). The authors emphasise
that cultural industries promote the economic advance-
ment of society through the use of digital technologies in
the field of culture, and stimulate the revelation of the cre-
ative capacity of the individual.

The development of humanitarian strategies in cul-
ture should focus on restoring culture, overcoming the
traumas of society and engaging the potential of creative
industries. It is necessary to create a favourable cultural
space for unlocking the creative potential of every citi-
zen, which justifies priority humanitarian strategies as a
basis for developing conceptual provisions of the state’s
humanitarian and cultural policy.

The aim of the research is to justify the prospects
for the evolution of humanitarian strategies in the con-
text of the current trends of the modern cultural space of
Ukraine. Tasks of the study:
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to substantiate the role of modern art education
in the development of creative and intellectual potential
of society;

to characterise the humanistic essence of cultural
diplomacy;

to reveal the role of creative industries in creating
an innovative, competitive Ukrainian cultural space.

The scientific significance of the study is that for the

primary time in Ukrainian cultural studies the essence
of the concept of ‘humanitarian strategies in culture’ is
interpreted.

MATERIALS AND METHODS
At the stage of studying the degree of research of the prob-
lem, the method of theoretical analysis was used to study
theoretical concepts that reveal the essence of humanitar-
ian strategies in culture, interpretation of scientific theo-
ries and conceptual provisions of scientific works, as well
as information documents and analytical materials aimed
at developing the content of the concept of humanitarian
development. Based on the method of theoretical analysis,
the author analysed the legal acts regulating the principles
of forming humanitarian strategies in culture.

For this purpose, the study used important provisions
of the Law of Ukraine No. 3152-1X (2023) and Law of Ukraine
No. 3136-1X (2023). On their basis, the definition of key con-
cepts for the study such as “art education”, “cultural indus-
tries”, “cultural heritage” was substantiated. The analysis
of these phenomena allowed to identify further directions
of their development as humanitarian strategies.

The regulatory functions in the field of culture are
performed by such important legal documents as Decrees
of the President of Ukraine, Orders of the Cabinet of Min-
isters of Ukraine, and Orders of the relevant ministries. In
order to determine the main tasks and goals of the pro-
posed humanitarian strategies in culture — art education,
national cultural heritage, creative industries - the study
analysed the Order of the Cabinet of Ministers of Ukraine
No. 265-1 (2019), the Order of the Ministry of Culture of
Ukraine No. 686 (2018).

The comparative method is used to compare different
approaches to understanding the phenomenon of the hu-
manitarian in culture. The method was used to study and
compare approaches to the application of humanitarian
strategies in Ukraine and other countries. This allowed us
to identify common and distinctive features of humani-
tarian strategies, to expand our understanding of further
ways to improve and implement humanitarian strategies
in the cultural space of Ukraine.

The systemic method was used to analyse the links
between different humanitarian strategies and their im-
pact on cultural development. This method was used to
identify possible ways of implementing various programs
based on humanitarian strategies, and to determine the
prospects for their application. To this aim, the study an-
alysed the “Long-term Strategy for the Development of
Ukrainian culture - Strategy of Reforms” (2016), which

outlines the essence of the country’s priority reforms in
the field of culture. To determine the prospects for the
development of the humanitarian sphere in Ukraine, the
study examined the “Concept of the Humanitarian Strate-
gy of Ukraine” (2019), developed by the Ukrainian Institute
for Policy Analysis and Management. The presented docu-
ments became the basis for analysing the strategies pre-
sented, potential application, and determining the further
development of cultural subsystems.

The method of generalisation is used to systematise
information on various aspects of humanitarian strate-
gies in culture, to identify key areas for the development
of humanitarian and cultural policy. Based on the method
of generalisation, conclusions are drawn about the re-
sults and further directions of the study of humanitarian
strategies in culture.

RESULTS AND DISCUSSION

The development of the Ukrainian state fundamentally
new conditions of civilisational change necessitates the
search for cultural foundations and value orientations of
Ukrainian society. The global challenges it faces require
fundamental changes in many areas — economic, social,
political, and legal - as key to the implementation of the
conditions necessary for the intellectual and creative po-
tential of a person. Based on this approach, the Ukrainian
state needs a comprehensive humanitarian development
policy that will meet the current modernisation challenges
and promote the realisation of the intellectual and creative
potential of its citizens as the basis for the state and na-
tion’s competitiveness in the world.

The key area where the necessary conditions for this
should be created is the cultural sphere. By combining the
humanitarian and cultural aspects, the cultural needs of
individuals and opportunities for their creative expres-
sion can be met. The humanitarian aspect of culture in its
practical dimension also allows for the participation of the
general public in building regional creative centres, devel-
oping social cultural initiatives and cultural practices.

In the scientific space, the turn of research interests
to the concept of “humanitarian” is associated with the
expansion of the discursive field of cultural studies, its
humanistic essence, as well as the expansion of modern
knowledge about culture as a creative environment of hu-
man existence. In the context of study, it is important to
combine the concept of “humanitarian” with the defini-
tion of cultural strategy, which involves the elaboration of
the concept of humanitarian development and thus pro-
motes the growth and realisation of the creative potential
of a person as a subject acting in a cultural environment.
The entry of modern independent Ukraine into the global
post-industrial space also leads to the study of the pos-
sibilities of expanding international cultural relations as
a means of dialogue between cultures in the space of the
multicultural world (Tymoshenko, 2015).

The unity of humanitarian and cultural factors deter-
mines the format of the activities of state institutions —
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central legislative and executive bodies. Thus, among the
wide range of areas in which the legislative work of the Ver-
khovna Rada Committee on Humanitarian and Informa-
tion Policy is carried out, worth noting cultural and educa-
tional activities, cultural and artistic activities, protection
of cultural heritage, information and information security,
as well as the protection of children, families, freedom of
conscience and religious organisations (Official website
of Committee of the Verkhovna Rada of Ukraine, 2024). In
general, despite the fact that previously this Committee of
the Verkhovna Rada was directly involved in issues of cul-
ture and spirituality, state’s humanitarian policy now in-
cludes the sphere of culture, as well as issues of children’s
rights, family protection, language preservation, and free-
dom of conscience and religious organisations.

The Ministry of Culture and Information Policy of
Ukraine is the central executive body coordinated by the
Cabinet of Ministers of Ukraine and aimed at implement-
ing humanitarian strategies in the cultural space. The main
areas of activity of the Ministry are the implementation of
government policy in culture, restoration and preserva-
tion of national memory, arts, protection of cultural herit-
age, museums, import and return of cultural property, as
well as in the media, information and publishing sphere.

The key function of the Ministry as an executive body
is to formulate urgent strategies for the improvement of

these areas, organise and implement the required activ-
ities, and manage processes aimed at fulfilling priority
tasks that provide opportunities for creative development
of both individuals and entire systems and industries that
are affected by the humanitarian situation in the country.
The document that defines the strategy for the growth of
Ukrainian culture and thus outlines its prospects is the Or-
der of the Cabinet of Ministers of Ukraine No. 119-p (2016).
The adoption of this Long-Term Strategy is based on an
understanding of the role of culture in the realisation of
human rights, and the desire for creative expression and
self-realisation: “The sphere of culture is the most sensi-
tive indicator of the realisation of human rights, in par-
ticular, the right to identity, national memory, self-esteem
and social harmony. It is the culture that encourages the
most diverse forms of creative expression and, at the same
time, the study and renewal of traditions, that promotes
the development of a creative economy, innovation policy
and active public participation in building a modern and
democratic state” (Order of the Cabinet of Ministers of
Ukraine No. 265-r, 2019). The adoption of this document
by the Government of Ukraine was a recognition of cul-
ture as a centre of state interests and national policy, and
of the role of culture in the socio-economic development
of Ukraine. Thus, the Long-Term Strategy identified the
main directions of reforms in the field of culture (Table 1).

Table 1. The main directions of reforms in the field of culture

Strengthening the interaction and responsibility of state bodies for the state
of culture, as well as international cooperation and intercultural dialogue

Improvement and modernisation of legal, structural and financial instruments to support culture

Ensuring access to culture through traditional and new forms of cultural activity;
ensuring state support for Ukraine’s cultural diversity

Ensuring state support for the national cultural product and the leading role
of artists and cultural managers in the creation, dissemination and preservation of the national cultural product

Support for innovations, new knowledge, creative industries that meet the challenges of the 21 century

Source: based on Order of the Cabinet of Ministers of Ukraine No. 119-p (2016)

Thus, the development and adoption of strategies at
the state level - documents that outline prospects and
priorities in various important sectors for the country —
indicates the need to develop a vision of goals, plans and
stages of their achievement, taking into account specific
tasks formed at a certain stage of the country’s historical,
economic, social and cultural development.

In Ukraine’s cultural sector is undergoing active in-
novation processes driven by conceptual technological
innovations, reaching new boundaries of interdisciplinary
interaction between different creative practices, active ar-
tistic experimentation and the development of new levels
of creativity. All this, in a global context, opens up the ho-
rizons of technological possibilities. On the other hand, it
requires understanding of the humanitarian factor as a key
factor in the formation of a new type of culture. Thus, the
integration of the humanitarian and cultural is becoming
crucial in guiding future cultural development and thus

actualises substantiation, both in theoretical and practi-
cal terms, of the defining humanitarian strategies that can
significantly change the landscape of the Ukrainian cultur-
al space in the near future.

To solve these problems, it is necessary to formulate
their theoretical basis and provide a terminological jus-
tification for the concept of ‘humanitarian strategies in
culture’. It should be noted that the concept of ‘strategy’
is widely used in the works of theorists and practitioners
representing various scientific fields. Thus, by origin, it is
a military terminology, but it has acquired different con-
notations. So, the definition of strategy is presented by
scholars in many variants and interpretations, which are
determined by the context in which this concept is used.

In the theory of management, the term “strategy” is
defined as a model of action, as a system of principles and
methods that help achieve the long-term development
aims of an organisation (Porter, 1990). M. Porter (1990), one
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of the most authoritative scholars in strategic manage-
ment, using the idea of a value chain, proposes to consid-
er strategy as an analysis of internal processes and inter-
actions between different components of an organisation
in order to determine how and where value is added. At
the same time, the strategy, according to the scientist, is
the positioning of the organisation in relation to the in-
dustry environment.

Experts in various fields - management, economics,
foreign policy, etc. - have made attempts to exhaustively
define the term “strategy”. According to Ukrainian experts
in the field of strategic management 7. Shershniova &
S. Oborska (2004), “strategy is a long-term direction of the
development, a way of achieving the goals that it sets for
itself, based on its own considerations within the frame-
work of its politics™ In the authors’ opinion, the essence of
the strategy is determined by the presence of the follow-
ing components: determination of directions for achieving
goals; establishment of interaction with the external envi-
ronment; determination of the complexity of the internal
structure; formation of strategic plans and changes in the
organisational structure of management; constant refine-
ment in the course of the enterprise’s activities. From the
point of view of M. Martynenko & I. Ignatieva (2006), “eco-
nomic strategy is a general strategy of activity and behav-
iour of an organisation that defines the rules and methods
of ensuring the effective achievement of strategic goals.
Such a strategy is aimed at developing rules and tech-
niques for the implementation of strategic goals, which
are based on the interest of all participants in the process
of developing and implementing strategic programmes in
their effective achievement”. Presenting the comprehen-
sive Foreign Policy Strategy of Ukraine, Foreign Minister
D. Kuleba stressed that the Strategy is an important tool
that structures thinking and perceptions of the world (Offi-
cial website of Ministry of Foreign Affairs of Ukraine, 2020).
However, the main thing is that it structures, first of all,
actions. The presented definition of strategy implies that
strategy is not so much the result of planning as the re-
sult of understanding strategic goals and objectives.

Thus, a strategy is a set of priority long-term goals,
directions and developed tools by which the defined goals
are achieved. The strategy can also be seen as a certain
core around which the defined goals, essence and content
are concentrated, which depends on the scope and condi-
tions of the strategy implementation, specific opportuni-
ties that ensure its successful implementation.

The need to develop and implement humanitarian
strategies is driven by the need for new approaches to the
realisation of human potential and the reproduction of the
country’s human capital. This is due to the fact that, as a
European nation by its civilisation, the Ukrainian nation
must rely on the European human-centred system of val-
ues, which has repeatedly proved its effectiveness. It is in
the context of the European worldview that intelligence,
education, professional experience, and social mobility
are recognised as the main component of national wealth

and the main resource for the country’s socio-economic
development. These traditional indicators of competitive-
ness have been supplemented by the ability to be creative,
to attract innovations, and to develop the intellectual and
creative potential of society.

These humanitarian factors are decisive both in the
overall humanitarian development of the country and in
its integral component - the cultural sphere. In view of
this, humanitarian development will be considered as a
model of development that is focused on maximising the
potential of each individual and society as a whole, and
provides for the creation of decent conditions for the real-
isation of all intellectual, cultural, and creative capabilities
of a person and a nation. Thus, the humanitarian sphere
ensures the realisation of the spiritual potential of the hu-
man personality and its development in the time-space of
modern culture.

The need for a new understanding of culture, name-
ly as a phenomenon that actualises the development and
application of the latest information technologies, shapes
the creative potential of the cultural economy, ensures
the preservation of the national identity of a person and
a citizen - all this contributes to the integration of human
development in its cultural dimension. In this sense, hu-
manitarian development means: ensuring the disclosure
of human creativity and broad access to cultural heritage;
actualisation of historical and cultural heritage; preserva-
tion of cultural diversity, etc. However, the development of
humanitarian strategies in culture has a more global scope
of implementation and defines the key areas of humanitar-
ian development in the field of culture.

In these conditions, humanitarian strategies are di-
verse not only in various forms of actions, media pres-
entations, and communication practices, but also by the
sequential implementation of events designed to support
and intensify the humanitarian development of society:
ensuring the growth of human creativity, expanding the
activity of human consciousness, and shaping spiritual-
ity in relation to the priorities and national goals of the
state. Thus, humanitarian strategies in culture should be
understood as priority areas of humanitarian and cul-
tural development, which are specified by defining goals,
methods, mechanisms and tools for their implementa-
tion, aimed at unlocking human creativity, forming hu-
man capital to create a creative cultural space.

Humanitarian strategies in culture define a concept
of human development that ensures the ultimate con-
vergence of the processes of culture creation and human
creation in the special value and meaning dimensions of
culture. Among the key humanitarian strategies at this
stage of the country’s socio-cultural development are: art
education, national cultural heritage, cultural diplomacy,
and creative industries.

Art education is one of the leading humanitarian
strategies in culture, the implementation of which, in
the context of global economic transformations, the in-
creasing role of new technologies, and in a multicultural
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world, is becoming the main means of forming new gen-
erations capable of rethinking, preserving and enriching
the world’s cultural heritage. In general, education that
meets the needs of society plays a powerful role in human
development, as it helps to develop the ability of each per-
son to quickly adapt to modern socio-economic realities
and ensure an adequate quality of life. Art education is be-
coming a unique environment for the comprehensive cre-
ative development of the individual. The skills, values, and
competences promoted by art education are more impor-
tant than ever. According to UNESCO, creativity, work,
and creative problem-solving build resilience, foster an
appreciation of cultural diversity and freedom of expres-
sion, and develop innovation and critical thinking skills
(Official website of UNESCO, 2024). Being a vector of dia-
logue in the highest sense, art and art education acceler-
ate social integration and tolerance among multicultural
societies. With this in mind, the 36th session of UNESCO’s
General Conference in 2011 proclaimed the fourth week of
May as the International Arts Education Week (UNESCO
International Weeks, 2024).

The Law of Ukraine No. 3152-1X (2023) defines art ed-
ucation as “specialised education in the fields of culture
and arts”. However, the main provisions of the functioning
of the art education system in Ukraine are regulated by
a number of legal acts as well as Resolutions of the Cab-
inet of Ministers of Ukraine and Orders of the Ministry
of Culture and Information Policy. For example, accord-
ing to the Order of the Ministry of Culture of Ukraine
No. 686 (2018), an art school is an institution of out-of-
school education in the field of culture and carries out its
activities in the areas of out-of-school education: artistic
and aesthetic, which ensures the improvement of creative
abilities and the gaining of practical skills by students, the
acquisition of knowledge in the field of national and world
culture and arts. The artistic direction of out-of-school
education ensures that students acquire special artistic
performance competencies in the process of active ar-
tistic activity. In the opinion of the authors O. Bezghin et
al. (2019), understanding the ability of art education to
transform the humanitarian space defines the tasks for
modern humanities and allows professional art education
as a social institution of society to carry out educational
activities in intellectual and general cultural directions, to
act as a channel for the transmission of hereditary forms
and a factor in the development of cultural innovations.

The art education system of Ukraine has an extensive
and developed structure and is divided into educational
levels: primary art education, specialised art education,
vocational pre-university art education, and higher art
education. At each of these levels, students acquire skills
in various types of art: music, visual arts, decorative arts,
choreography, circus, theatre, film/television, and multi-
media. It is important to note that the educational pro-
cess involves the acquisition of professional competenc-
es, personal creative development of each student of art
education, the formation of their worldview and value

orientations, and the ability to comprehend the value of
the cultural heritage of mankind. Thus, the system of art
education as a subsystem of culture, due to the human-
istic nature of the content of education, ensures the for-
mation of the creative potential of society, performs an
important function of human creation, and determines
innovative directions for the development of humanitari-
an and cultural policy of the state.

National historical and cultural heritage is another
important humanitarian strategy in culture. The policy
documents of the UNESCO World Heritage Centre state
that “heritage is the heritage of the past that we live with
today and that we will pass on to future generations. The
global scope of application is what makes the idea of
World Heritage exceptional. World Heritage sites belong
to people all over the world, regardless of where they are
located” (Official website of UNESCO, 2024).

The Law of Ukraine No. 3136-1X (2023) states that cul-
tural heritage is a set of cultural heritage objects inherited
by humanity from previous generations. It is important
to reassess the role and importance of Ukraine’s cultur-
al heritage, as it is the historical and cultural capital of
the nation, on the basis of which its national self-identi-
fication and national and cultural self-determination are
built. The destruction of cultural monuments, cultural
values, objects of national cultural heritage, its material
and spiritual assets, and damage to cultural institutions
that perform the function of preserving the national cul-
tural heritage pose a threat of losing the national histori-
cal cultural roots and national cultural memory.

In the context of Russian armed aggression, when
1062 cultural heritage sites in Ukraine, including mon-
uments of architecture and urban planning, history and
archelogy, monumental art, architecture and landscape
gardening, have been affected, a new level of awareness
of the importance of cultural heritage is being formed,
which is becoming the object of a civilisation war aimed
at destroying a stable system of worldview values, de-
stroying the collective historical and cultural memory of
the Ukrainian nation, and levelling the established mech-
anisms of self-identification (Official website of Ministry
of Culture and Information Policy of Ukraine, 2024). This
is yet another attempt in the historical development of
Ukrainian culture to destroy its heritage, historical evi-
dence of its existence and identity, and thus deny the very
existence of Ukrainian culture. This violates the founda-
tions of national spiritual unity and leads to the threat of
losing cultural identity, and with it Ukrainian statehood.
This is emphasised in the article “Protection of immovable
objects of cultural heritage in the conditions of aggres-
sive war: Theoretical and practical aspects” by researcher
M. Mishchenko (2023).

The actualisation and restoration of the national cul-
tural heritage, including through the use of modern dig-
ital technologies, contributes to its transformation into a
key factor in the shaping of national identity, teaching of
young people on the basis of knowledge of the historical

71



Humanitarian strategies in culture in forming...

memory, and the awareness of the originality and identity
of Ukrainian national culture. As T. Horbul (2024) notes,
the digitalisation of cultural heritage makes it possible to
preserve it for future generations and the world commu-
nity. All of this allows us to consider the process of learn-
ing, research and restoration of the national cultural her-
itage as an important humanitarian strategy in culture
that ensures the development of the creative potential of
both individuals and the entire Ukrainian society.

In the context of Russia’s full-scale armed aggres-
sion (2014-2024), cultural diplomacy has proved to be
not only an effective weapon, but also an important
strategy of the state cultural policy for shaping the im-
age of the state in the international arena. At the same
time, cultural diplomacy has become an instrument of
communication and information policy within society.
This has led to a paradigm shift in the understanding of
culture and an awareness of its importance in the fight
against the enemy on the information and cultural front.
Thus, the internal and external vectors of cultural di-
plomacy together form a powerful humanitarian strate-
gy that is implemented through the activities of artists,
experts, cultural critics, curators of creative events,
cultural managers, heads of cultural institutions, etc.

Cultural diplomacy as a state policy received a special
impetus with the recognition of the fact that the potential
of culture is capable of addressing important state inter-
ests. On the one hand, it is a product and, on the other
hand, a mechanism for ensuring the functioning of for-
eign policy instruments, since it is not only applied at all
levels, but also has a unique ability to shape the world’s
opinion about the culture of a particular state, its nation-
al cultural traditions and cultural development strategies
in general. Studies of this issue have revealed not only the
importance of cultural diplomacy as a “soft power”, but
also its problems and prospects. M. Kushnariova (2023)
emphasises the need to attract new forms and directions
of popularisation of Ukrainian culture.

Thus, cultural diplomacy is an effective humanitari-
an strategy in culture. An important resource of cultural
diplomacy is the establishment of intercultural commu-
nication among the main agents of cultural diplomacy -
artists from different countries, creative teams, cultural
institutions, and the expert community. In the opinion of
a well-known researcher on cultural diplomacy, O. Ro-
zumna (2016), the artist should become a mediator be-
tween different cultures, and his or her art should act as a
guide to the latest views on the directions and ways of art
development. Such artistic interaction through various
forms of cultural exchange will contribute to the forma-
tion of the humanitarian essence of cultural diplomacy.
The humanitarian development of the nation is ensured
through the involvement of various forms of its imple-
mentation - popularisation of Ukrainian culture, pro-
motion of the national cultural product of Ukraine, and

expansion of creative contacts of Ukrainian artists. The
post-war development of Ukraine will require the use of
both economic and cultural capital. In this regard, the
use of creative strategies is of great importance, as they
will define the success of the country’s socio-economic
recovery and the prospects for the formation of its crea-
tive economy. The basis of these processes is the ability
to propose original ideas and turn them into a cultural
product that is in demand. Despite the fact that the crea-
tive industries sector suffered a catastrophic drop in cre-
ative output with the onset of Russian armed aggression,
the further development of the country’s creative econo-
my depends on its recovery (Hryhorenko, 2023).

Cultural industries are a key component of the cre-
ative economy, as they have the strategic potential to at-
tract investment, develop creative projects, and create
innovative laboratories for the development of cultural
products. In the modern economic system, it is the cre-
ative industries that can become an important compo-
nent of the economy, ensuring the production of cultural
products and services (Marukhovska-Kartunova, 2023).

The Law of Ukraine No. 3152-1X (2023) defines creative
industries as follows: “Creative industries are types of
economic activity aimed at creating added value and jobs
through cultural (artistic) and/or creative expression”.
The types of economic activity that belong to the creative
industries are defined by the Order of the Cabinet of Min-
isters of Ukraine No. 265-1 (2019).

The creative industries sector is an important driver
of innovation. The creative industries foster innovation
through the implementation of creative ideas, which al-
lows for the generation of new products, creative goods
and services. In this way, they encourage the produc-
tion of fundamentally new artistic directions, thereby
increasing their productivity and competitiveness. They
promote the development of flexible, mobile networks for
the implementation of contemporary cultural and artistic
projects. This is also facilitated by the spread and use of
artificial intelligence in the cultural industries.

At the same time, the promotion of creative indus-
tries requires a wide range of cultural product creators —
artists, cultural managers, and organisations focused on
creating original ideas. Their availability is ensured by a
long process of forming human capital and creative prob-
lem-solving skills through the provision of competitive
education, including art education, modernisation of cul-
tural policy, and promotion of social and civic activity. It
is the level of creative and intellectual potential of society
that determines the success of the development of creative
industries. All of this allows us to define cultural industries
as a powerful humanitarian strategy that shapes the latest
trends in the modern Ukrainian cultural space.

The Ministry of Culture and Information Policy (2024)
has identified the following as promising areas for the
creative industries (Fig. 1):
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Implementation of electronic

Support for representatives
of cultural industries through the
use of available financial
instruments and the involvement
of cultural and artistic institutions

systems of immovable
monuments of Ukraine,
which will ensure digital
registration of information
on cultural values

Improving education in the
field of cultural industries

Figure 1. Main areas of the creative industries
Source: developed by the author based on The Ministry of Culture and Information Policy (2024)

Thus, providing financial, organisational and institu-
tional conditions can become a platform for the country’s
economic recovery through the development of the crea-
tive economy, thereby contributing to the formation and
realisation of the creative potential of representatives of
the Ukrainian artistic environment. All of this proves that
through the potential of creativity, innovation, develop-
ment of creativity, and the use of the latest technologies, a
creative humanitarian space can be formed based on com-
mon cultural values.

CONCLUSIONS

Humanitarian strategies in culture are the determining
factors that shape the conceptual vision of the directions
of development of the state’s humanitarian and cultural
policy. In the theoretical aspect, from the standpoint of
cultural knowledge, humanitarian strategies in culture are
interpreted as priority areas of humanitarian and cultural
development, which are specified by defining the goals,
methods, mechanisms and tools for their implementation,
aimed at unlocking human creativity, forming human
capital to create a creative cultural space. It is substanti-
ated that humanitarian strategies define a concept of hu-
man development that ensures the ultimate convergence
of the processes of culture creation and human creation
in the special value and meaning dimensions of culture.

It is proved that the system of art education as a sub-
system of culture, due to the humanistic nature of the con-
tent of education, ensures the comprehensive development
of the creative potential of society, performs an important

by educating young people on the basis of knowledge of
the historical past, awareness of the originality and iden-
tity of Ukrainian national culture. The process of learn-
ing, research, preservation and restoration of the national
cultural heritage is an important humanitarian strategy in
culture. Cultural diplomacy, as an important area of the
country’s cultural policy, carries out the function of hu-
manising culture. The tools of cultural diplomacy help to
establish intercultural communication, develop creative
contacts between artists from different countries, creative
teams, civil society institutions and the expert communi-
ty. Such artistic interaction contributes to the formation of
the humanitarian essence of cultural diplomacy, expanding
its influence through intercultural communication both
within the country and abroad. Creative industries are a
platform for economic recovery of the country through the
development of the creative economy. This will contribute
to the formation and realisation of the creative potential of
the Ukrainian artistic community. The introduction of in-
novations and the newest technologies allows us to form a
creative humanitarian space that determines the prospects
for the development of cultural and humanistic values.

Promising for the further development of the problem
of humanitarian strategies in culture is the substantiation
of the role of national cultural memory in the formation
of cultural identity, the impact of modern media on the
national cultural space, the latest forms and content of
the activities of modern cultural and artistic institutions
in the conditions of war.

function of human creation, and determines innovative di- ACKNOWLEDGEMENTS
rections for the development of humanitarian and cultural ~ None.
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Innovative features of corporate identity development

Abstract. In 2024, a clear and recognisable visual identity becomes a key factor for success for any brand. Traditional
approaches to developing a corporate style are no longer as effective as they once were, so there is a need for fresh
and innovative solutions. This research aims to elucidate the interrelationships between various elements of corporate
identity. The methodology encompasses generalisation, identification of common patterns based on acquired data, and
logical analysis of existing knowledge. The research methods employed include a comprehensive analysis of specific
works to isolate fundamentally similar operations. Furthermore, model the commonality of corporate style and its
components as an integrated system to identify the forms of new elements. This study involves an in-depth examination
of theoretical materials and a detailed analysis of case studies, focusing on key features that render the development
of corporate identity innovative. These include visual identity, flexibility, storytelling, authenticity, universal design,
personalisation, VR, AR, Al, and sustainability. Visual identity ensures brands are recognisable and memorable.
Flexibility allows brands to adjust their visual elements across various platforms, maintaining consistency. Storytelling
and authenticity build trust and loyalty by conveying a brand’s history and values. Universal design enhances reach by
being inclusive. Personalisation tailours identity to individual preferences, creating relevant experiences. VR and AR
offer immersive experiences, enhancing brand engagement. Al facilitates dynamic brand elements that evolve based on
real-time data. A sustainable approach aligns brands with consumer demand for eco-friendly practices. In summary,
the innovative development of corporate identity is characterised by a multifaceted approach that integrates visual
identity, adaptability, storytelling, inclusivity, personalisation, immersive technologies, Al, and sustainability. Each of
these elements contributes to a cohesive and compelling brand presence that resonates with contemporary consumers.
Implementing these innovative principles to carry out projects will help create a unique and dynamic corporate style
that stands out in the competitive market, emotionally influences the audience, and contributes to success
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INTRODUCTION

In 2024, where competition is constantly increasing and
consumers are becoming more discerning, a clear and
recognisable visual identity is a key factor for the success
of any brand. Traditional approaches to corporate iden-
tity development are no longer as effective as they once
were, necessitating fresh and innovative solutions. The
development of corporate identity is becoming a crucial
stage in building a successful business. Innovations in this
process can significantly enhance a company’s percep-
tion and make its brand more memorable and attractive
to customers.

S. Di Lauro ef al. (2020) examined the growing im-
portance of storytelling in developing a strong corporate
identity. The researchers argue that in 2024, consumers
will engage with brands on an emotional level, and com-
panies that are able to create compelling stories around
their values and goals will be able to strengthen relation-
ships with their target audiences. The authors’ analysis
shows that incorporating storytelling elements into visual
brand identity, messaging and marketing campaigns can
enhance brand memorability and foster emotional con-
nections with consumers.

X. Wang & L. Zhang (2021) investigated the increasing
influence of user-generated content (UGC) on corporate
identity. Scientists argue that social media platforms have
empowered consumers to become active participants in
shapingbrand perception. Companiesneed to considerhow
UGC like customer reviews, social media posts, and brand
mentions influence their corporate identity. Their findings
support the notion that a successful corporate identity de-
velopment strategy must be adaptable and responsive to
external factors. The authors suggest that companies can
leverage UGC to gain valuable insights into consumer pref-
erences and adapt their corporate identity accordingly.

The researcher J. Miiller-Brockmann (2021) highlights
that creating a unique corporate identity is a crucial factor
for brand success in the market. His research focuses on the
significance of structuring visual elements using modular
erids, which ensures harmonious and functional design.
The author’s emphasis on the importance of proper spacing
and keystroke to enhance text readability aligns with find-
ings that a well-structured and visually appealing corpo-
rate identity can significantly boost brand recognition and
customer loyalty. Research supports his conclusion that
continuous innovation in corporate identity is essential for
maintaining relevance and attracting consumer attention.

S. Heller & S. Chwast (2011) explore the influence of
surrealism on contemporary design, tracing its evolution
from the works of Salvador Dali to the application of arti-
ficial intelligence in design. They argue that surrealist el-
ements in contemporary graphics can create unique and
memorable corporate identities, which is supported by
research. Incorporating innovative and surreal design ele-
ments can attract the attention of the target audience and
increase brand recognition. The author’s analysis shows
how surrealism can promote personalisation in design,

supporting the conclusion that personalisation helps to
build closer and longer lasting relationships with custom-
ers, increasing customer loyalty and satisfaction.

The author R. Poulin (2020) provides practical rec-
ommendations for creating effective layouts in corporate
identity development. He covers various aspects of layout
design, including typography, colour schemes, and com-
position. The author’s emphasis on practical exercises
to master layout skills complements findings on the im-
portance of detailed planning and execution in corporate
identity development. His work highlights that a well-de-
signed layout not only improves aesthetics but also en-
hances communication effectiveness, which aligns with
conclusion that systematic and detailed planning in cor-
porate identity is crucial for market success.

V. Papanek’s (2020) book focuses on the social and en-
vironmental responsibility of designers. He advocates for
design that is not only aesthetically pleasing but also so-
cially useful and environmentally sustainable. The author’s
principles are directly relevant to research, which em-
phasises the role of ethics and sustainability in corporate
identity. Findings indicate that an ethical and sustainable
corporate identity increases trust in the brand and attracts
consumers who value corporate responsibility. V. Papa-
nek’s (2020) work underscores the importance of integrat-
ing ethical considerations into corporate identity to build a
positive brand image and foster consumer loyalty.

The official website of DaliWin (2022) discusses the ben-
efits of visual identification for business, emphasising that
a well-designed corporate identity helps create a unique
brand image that stands out in the market and increases
consumer awareness and trust. This aligns with findings
that innovative and personalised corporate identity ele-
ments enhance brand recognition and competitive advan-
tage. This source emphasis on the importance of a uni-
fied visual style supports conclusion that comprehensive
planning and a systematic approach to corporate identity
development are essential for achieving market success.

Developing a corporate identity in modern environ-
ment has become a challenging task for businesses. Rap-
idly changing consumer tastes and preferences, constant
technological development and the growing globalisation
of markets put constant pressure on companies trying to
stand out from the competition and attract consumer at-
tention. The main problem is that traditional approaches
to corporate identity development are no longer always
effective in 2020’s market. Changing consumer preferenc-
es and expectations require companies not only to analyse
their needs, but also to actively respond to them by de-
veloping innovative solutions and a creative approach to
branding. The globalisation of markets also creates new
challenges for companies in developing their corporate
identity. Companies need to consider their audience not
only locally but also internationally, ensuring that their
brand is universal and understandable to different cultural
and geographical consumer groups.
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Finally, the growing emphasis on social and environ-
mental responsibility requires companies to reflect these
values in their corporate identity. This means not only cre-
ating an aesthetically pleasing design, but also reflecting
the company’s social and environmental initiatives in its
brand. Developing an innovative corporate identity re-
quires companies to be flexible, creative and open to in-
novative approaches.

The purpose of the publication is to identify innovative
features of corporate identity development.

MATERIALS AND METHODS

The research conducted in this article is based on a com-
prehensive multi-level methodological approach, which
includes the presentation and research of scientific facts,
comparison of design creation and review processes,
modelling of different identity formation possibilities and
analysis of corporate identity formation systems. Each
of these research methods was chosen to provide a deep
understanding of the complex processes involved in the
development of innovative corporate identity, as well as
to identify the key factors that contribute to this process.
The research involved the presentation and examination
of academic evidence. This involved an in-depth analysis
of existing scholarly literature and publications highlight-
ing current trends and approaches to corporate identity
development. The scholarly evidence gathered at this stage
informed the subsequent stages of the research (Melewar
& Jenkins, 2002). Particular attention was given to ex-
ploring the key elements influencing corporate identity
innovativeness, such as visual identity, flexibility and ad-
aptability, storytelling and authenticity, universal design,
personalisation, use of virtual reality (VR) and augmented
reality (AR), artificial intelligence (AI) and sustainability
(Di Lauro et al., 2020).

The next step was to compare the design creation and
evaluation processes. For this purpose, acomparative anal-
ysis of different processes of creating and evaluating cor-
porate design in leading companies was conducted. This
enabled the identification of best practices and approaches
to corporate identity development. The comparison pro-
cess took into account various aspects including concep-
tualisation, design approval and review processes, and the
impact of these processes on the final outcome. Particu-
lar attention was paid to how different companies adapt
their visual elements to ensure consistency and coherence
across different platforms and contexts (Kapferer, 2012).

One of the key stages of the research was modelling
different possibilities of identity formation. To do this,
were used a modelling approach that allowed us to develop
and test different approaches to corporate identity crea-
tion. The modelling involved creating different options for
visual identity, flexibility, adaptability, storytelling and au-
thenticity, universal design, personalisation, and the use of
VR/AR and Al (Fombrun & Rindova, 1998). Each of these op-
tions was evaluated in terms of its effectiveness in achieving
its objectives as well as its impact on the target audience’s

perception of the brand. The modelling helped to identify
the most promising approaches to corporate identity de-
velopment, as well as the potential risks and challenges that
companies may face in implementing these approaches.

The fundamental and main research method was the
analysis of existing corporate identity systems. This method
reached its peak through the abstraction and concretisation
of the phenomena inherent in corporate identity. The anal-
ysis of the systems included a systematic review and syn-
thesis of information from various sources, which allowed
us to identify general trends and innovative approaches
(Miiller-Brockmann, 2021). Particular attention was paid
to the study of how different elements of corporate identi-
ty interact with each other to create a single and coherent
system. The analysis also included a study of the impact of
external factors, such as cultural, social and economic con-
ditions, on the processes of corporate identity formation.

Research has shown that visual identity is a key ele-
ment in ensuring brand recognition and memorability.
Flexibility and adaptability allow brands to easily adapt
their visual elements for use on different platforms and in
different contexts, which helps maintain consistency and
integrity (Aaker ef al., 2001). Personalisation has become
a significant trend, allowing brands to customise their
identity according to individual user preferences and be-
haviours, creating more engaging and relevant experienc-
es (Hamari el al., 2014). Using these research methods, it
was determined that, the introduction of VR and AR tech-
nologies has revolutionised the way brands interact with
consumers, offering immersive experiences that enhance
brand perception and engagement (Manovich, 2002). Ar-
tificial intelligence plays a key role in developing innova-
tive brand identities as Al tools and algorithms facilitate
the creation of dynamic and adaptive brand elements that
can change based on real-world data and user interactions
(Fombrun & Shanley, 1990).

In addition, a sustainable approach to corporate iden-
tity development emphasises the importance of environ-
mentally friendly practices, which ensures that brands are
in line with growing consumer demands for environmen-
tal responsibility. This includes the use of environmen-
tally friendly materials and technologies, as well as the
implementation of strategies that help reduce negative
environmental impact.

The use of a multi-level methodological approach al-
lowed us to comprehensively study the processes of cor-
porate identity development and identify the key factors
that contribute to its innovation. Presentation and re-
search of scientific facts, comparison of design creation
and review processes, modelling of different possibilities
of identity formation and analysis of corporate identity
formation systems provided a deep understanding of the
complex processes involved in the development of an in-
novative corporate identity. Thus, an innovative corporate
identity is the result of a comprehensive approach that in-
cludes the consideration of many factors and the use of
various research methods.
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RESULTS AND DISCUSSION
Corporate identity development is becoming a crucial
stage in building a successful business. Innovations in this
process can greatly improve the perception of a company
and make its brand more memorable and attractive to cus-
tomers. Flexibility and adaptability are key aspects in de-
veloping a corporate identity. It should be easily adaptable
to different media formats and platforms, including print
materials and social media. The use of animation and in-
teractive elements for digital platforms is also an important
step. Research and study of proportions, scale, rhythm,
statics and dynamics, symmetry and asymmetry, con-
trast, nuance, identity; colour harmonious combinations.

Corporate identity is a set of colour, graphic, verbal,
typographic and permanent elements that provide visual
and semantic unity of goods (services) and all information
coming from the company and its internal design. Tradi-
tional approaches to corporate identity based on stand-
ards and rules have their advantages, but in the rapidly
changing world of 2024, they can become a limitation for
brands. For example, the use of static logos and fixed col-
our schemes provides stability and brand recognition, but
also makes it difficult to adapt to rapid changes in the mar-
ketplace (Olins, 2017).

Visual identity is an important aspect of any brand, as
it is its face and the first element that consumers notice.
This system includes various elements that together create
a unique brand image and convey its identity. The main
components of visual identity are the brand name or logo,
which is the main visual symbol of the company, as well
as the colour palette and typography that complement and
reinforce the brand perception. In addition, the visual key
includes other visual elements, such as graphic elements,
templates, photo style, etc., that help create consistency
and unity across all visual brand communication. It is im-
portant that these elements are consistent and reflect the
brand’s uniqueness and identity, revealing its history, val-
ues, and character. This approach helps to stand out from
the competition and creates a strong association between
the brand and its audience.

In a world where technology and consumer trends
change at high speed, the need for constant flexibility be-
comes critical. Traditional methods can slow brands’ re-
sponse to new market conditions and demands, as they
do not provide mechanisms for rapid adaptation. This
can lead to a loss of competitive advantage and a loss of
connection with audiences. As noted by C. Fombrun &
V. Rindova (1998), developing innovative approaches to
corporate identity that promote greater flexibility and ad-
aptability becomes an important challenge for brands in
the 2024 business environment.

The lack of interactivity in traditional approaches to
corporate identity can be a serious limitation in audience
engagement. Modern consumers, becoming increasingly
demanding, expect active and engaging interactions with
brands. Innovative corporate identities can fulfil these
expectations by becoming interactive and engaging for

audiences. This means that brands need to create special
interaction formats that encourage consumer participa-
tion in the brand’s life. These formats can be very diverse,
including games, surveys, interactive applications, or even
open dialogues (Hamari et al., 2014). For example, creating
interactive websites with gamification elements can make
the process of getting to know a brand more exciting and
interesting for users. This approach helps to increase con-
sumer loyalty and engagement, as they actively interact
with the brand and feel part of its community. In particu-
lar, the authors S. Deterding et al. (2011) investigated the
historical origins of the term gamification and how this
phenomenon is related to game design in general

It is also important to note that interactivity allows
brands to better understand the needs and preferences
of their audience. With the help of surveys and feedback,
companies can collect valuable information that will help
them to constantly improve their product or service. Thus,
innovative approaches to corporate identity development
not only increase brand flexibility, but also ensure its clos-
er connection with the audience, which is a key success
factor in modern dynamic market environment.

Being tied to a human brand ambassador is a great ex-
ample of interaction for both small and large companies. It
can be a show host on a specific channel, a content creator
for a large company on social media, or even the head of
the company who actively communicates with the audi-
ence through online platforms. The person representing
the brand becomes the face of the company and a reflec-
tion of its values and approaches. If this personality shows
a smiling, positive, cheerful and intelligent nature, then all
these positive traits are automatically associated with the
brand. This approach not only increases brand awareness,
but also helps build trust and a deeper connection with the
audience. When consumers see that there is a real person
behind a brand with a strong personality and opinions,
they feel more like and willing to engage with it.

A good example of interactivity is the ability for con-
sumers to communicate with the brand, especially when it
comes to a large brand. For example, a chatbot with sup-
port managers that operates around the clock allows cus-
tomers to get fast and effective help at any time. Answers to
frequently asked questions can be presented in a “specific
comment-answer” format, which helps consumers find
the information they need quickly and easily. In addition,
infrequent public displays of loyalty to specific customers,
such as discounts, gifts, or personal positive comments,
create an emotional connection with the brand. This not
only increases loyalty, but also fosters a sense of attach-
ment to the company and positive brand perception. Such
interactivity and personalisation help create a deeper con-
nection between the brand and its consumers (Pharma-
ceutical encyclopaedia, 2024).

Creating a visual identity for a brand is a multifacet-
ed and delicate process that requires attention to detail
and careful planning. A unique visual identity becomes a
kind of face of the brand, which is perceived by consumers
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and defines its identity in the market. A well-built iden-
tity allows a brand to stand out among competitors and
create a unique image that attracts attention and leaves a
lasting impression on consumers. The first step in creating
a visual identity is to carefully study the goals and target
audience of the brand. It is necessary to understand what
ideas and values it seeks to convey and what emotions it
wants to evoke in its consumers. This information serves
as the basis for developing a design concept that reflects
the brand’s characteristics and appeals to its target audi-
ence. The next step is to select key elements of visual iden-
tity, such as a logo, colours, fonts, and graphic elements.
Each of these elements should fulfill its function and con-
tribute to the creation of a coherent brand image. The logo,
for example, should be easily recognisable and associated
with the brand, while colours and fonts should emphasise
its personality and style.

It is also important to ensure that visual elements are
used consistently across all media and in all brand com-
munication materials. This helps to maintain the unity and
clarity of the brand image and ensures its successful rec-
ognition among consumers. Innovation in creating a visual
identity lies in the ability to reproduce brand features
through modern technologies and a creative approach to
design. It allows brands to go beyond standard approaches
and create unique and engaging images that attract atten-
tion and leave a lasting impression on their consumers. In
global context, since the 20108, many huge corporations
have had their own virtual worlds where they provide in-
teractive experiences for users from all over the world:
demonstrations of new projects, previews and even con-
certs. The augmented reality system is also actively used
as a tool for unique displays and improving the existing
reality in the desired format. History and authenticity
play a key role in the development of innovative corporate
identity, as this approach allows brands to recreate their
unique story and highlight their authenticity. This ap-
proach creates a favorable environment for building trust
and loyalty among consumers.

Focusing on brand storytelling allows companies to
connect with their consumers by sharing their roots, val-
ues, and vision. Telling the brand story not only reflects
the journey the company has been on, but also helps

consumers better understand the company’s mission and
empathise with its goals. An in-depth understanding of
the brand story stimulates an emotional connection be-
tween the company and its customers, which helps build
long-term relationships.

Emphasising authenticity allows brands to establish
trust among consumers as they perceive the company as
honest, open, and reliable. The alignment between how a
brand presents itself and how consumers perceive it cre-
ates a compelling brand image. Authenticity is becoming a
key factor in building sustainable customer relationships,
as it is reflected in every aspect of a brand’s interaction
with its audience. Innovative brand identity, based on tell-
ing your own story and emphasising authenticity, allows
brands to stand out from the competition and attract the
attention of consumers who value openness and honesty
in their interactions with a company. Universal design is a
step forward in corporate identity, as it not only promotes
inclusivity, but also opens the door to a larger audience
(The power of storytelling..., 2024). This concept ensures
that the brand’s products and services are accessible and
convenient for everyone, regardless of their needs or lim-
itations. The innovation lies in the fact that designers not
only create aesthetically pleasing products, but also take
into account the needs of different user groups, including
people with disabilities. The principles of universal design
aim to ensure that a product or service is accessible and
understandable to all users, regardless of their age, gen-
der, level of physical or cognitive abilities. This means that
the design should be flexible and adaptive, providing dif-
ferent ways of interaction and perception for different us-
ers. The innovation in this approach lies in understanding
and implementing new technologies and design methods
that contribute to the creation of more inclusive products
and services. For example, the use of smart technologies
can help create products with interfaces that are easy to
use by people with different types of disabilities. Also,
innovations in materials and designs can make products
more ergonomic and user-friendly. Universal design is a
key component of innovative brand identity, as it allows
brands to create products and services that meet the needs
of different users while ensuring unity and consistency in
brand representation (Table 1).

Table 1. Main features of universal design

Feature Description

Universal design

brand representation

A key component of innovative brand identity that allows
brands to create products and services that meet the needs
of different users while ensuring unity and consistency in

Example

1. Accessibility and convenience for all users: Companies
can create products and services that are accessible to
people with disabilities, such as ramps, Braille signage, and
websites with screen readers

2. Expanded target audience: By considering the needs of a
wider range of users, brands can reach a larger market and
increase their customer base

3. Increased competitiveness: Companies that adopt
universal design principles can gain a competitive edge by
offering products and services that are more inclusive and

user-friendly
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Feature Description

Innovative brand
identity
materials, and employee interactions

A unique and memorable brand identity that reflects the
company’s values and mission. It should be consistent
across all touchpoints, including packaging, marketing

Table 1. Continued
Example
1. Unity and consistency: The brand identity should be

visually and conceptually consistent across all platforms,
creating a cohesive brand experience for consumers

2. User-centered design: The brand identity should be
designed with the user in mind, ensuring that it is easy to
understand, navigate, and interact with

3. Emotional connection: The brand identity should evoke
positive emotions and create a sense of connection
with consumers

Benefits of
combining
universal design
and innovative

. . experience
brand identity p

A company that designs its website with universal
design principles in mind will make it easier for people
with disabilities to use, which will improve their overall

1. Improved user experience: Users are more likely to have
a positive experience with a brand that is both accessible
and appealing

2. Enhanced brand reputation: Brands that demonstrate a
commitment to accessibility and inclusivity are perceived
more favourably by consumers

3. Increased brand loyalty: Consumers are more likely to be
loyal to brands that they feel understand and value them

Source: developed by the authors

Personalisation is becoming not only an important but
also a necessary component of innovative corporate identi-
ty in the modern business environment of the 21 century.
This approach involves taking into account the individual
needs and wishes of each customer to create a unique expe-
rience that meets their unique expectations. Using person-
alisation gives companies the opportunity to interact with
customers on a more personal level, which helps to improve
their satisfaction with the service. This includes creating
customised offers, recommendations, and promotions that

meet the specific needs and interests of each customer. A
key aspect of personalisation is the use of data and analytics
to understand customer behavior and preferences. This al-
lows companies to create more effective and agile customer
acquisition and retention strategies that meet their indi-
vidual needs and expectations. Personalisation of customer
interaction not only increases business efficiency, but also
allows you to build strong and long-term relationships with
customers, which is becoming an important success factor
in 2020’s competitive environment (Table 2).

Table 2. Features for personalising customer interaction

Feature Description
Using data and analytics to
tailor products, services, and
interactions to individual
customer needs

Personalisation of Customer
Interaction

Benefit Example

* Companies can offer targeted
promotions and discounts.
* Personalised product
recommendations can lead to
increased sales

Increased Business Efficiency &
Strong Customer Relationships

Creating a brand identity
that focuses on personalised
customer interactions

Innovative Corporate Identity
with Personalisation

* Personalised greetings and
communications can make
customers feel valued.

* Loyalty programs with
personalised rewards can
incentivise repeat business

Capture Attention & Build Long-
Term Relationships

Source: developed by the authors

The use of the latest technologies, such as virtual real-
ity (VR) and augmented reality (AR), opens up many oppor-
tunities for brands to create immersive and memorable
experiences for users. These technologies are transform-
ing the way brands interact with their audiences, turning
ordinary interactions into immersive and emotionally
charged events. Virtual reality offers users the opportunity
to enter a virtual world where they can move freely and
interact with a brand’s products or services in a fully im-
mersive environment. For example, companies can create

virtual tours of their stores or showcase their products in
virtual spaces. This allows consumers to have a realistic and
immersive experience without leaving home. Augmented
reality really allows users to augment the real world with
digital objects or information, which opens up new oppor-
tunities for brand communication. For example, with AR,
users can use their smartphones to view virtual elements
such as 3D product models or interactive usage instruc-
tions. This creates an opportunity for brands to interact
with their audience in a new, engaging, and innovative way.
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On the other hand, augmented reality also allows us-
ers to supplement the real world with digital objects and
information. For example, using AR apps on smartphones
allows you to view virtual instructions or demonstrate
products in real time. Brands can create AR filters for so-
cial media, allowing users to try their products or interact
with brand characters virtually. This approach of using
the latest technologies, such as virtual and augmented
reality, opens up great opportunities for brands to cre-
ate memorable and immersive experiences for their au-
dience. This strategy not only makes brand engagement
more interesting and efficient, but also helps to create a
deep and memorable impression of a product or service
among consumers.

Augmented reality, which allows users to interact
with the real environment by supplementing it with dig-
ital objects and information, creates new opportunities
for creative marketing and audience engagement with the
brand. In particular, the use of AR technologies in mar-
keting campaigns allows creating interactive virtual ele-
ments that attract users’ attention and stimulate their ac-
tivity. In general, the use of the latest technologies, such
as virtual and augmented reality, expands the capabilities
of brands. This not only helps to increase user engage-
ment, but also allows you to attract their attention and
deepen their interaction with the brand. This approach is
becoming an effective tool for achieving marketing goals
and increasing brand competitiveness in the modern dig-
ital environment.

Artificial intelligence and machine learning turn cor-
porate identity into a personalised experience for users.
Developing a brand-specific Al script helps brands tailor
their communications and content to the unique needs
and interests of each user. With the help of algorithms
that analyse large amounts of data, brands can create in-
dividualised offers, recommendations, and content that
increases customer engagement and satisfaction. Artificial
intelligence also conducts additional analysis and summa-
rises the results and draws an accurate conclusion close to
human performance.

The visual hierarchy is not only an important but also
a necessary element of any corporate identity, as it deter-
mines the way users perceive and understand the brand.
This hierarchy determines which design elements attract
attention first, how they are positioned relative to others,
and how they interact with each other to form an over-
all impression. A clear visual hierarchy makes a corporate
identity more understandable, easy to perceive, and mem-
orable. When a user browses brand materials, such as a
website, advertisement, or product packaging, a visual hi-
erarchy helps them quickly navigate and focus on the most
important elements. For example, using a large headline,
contrasting colours, or highlighting keywords can draw
the consumer’s attention to the main brand message. A
well-built visual hierarchy also enhances the effectiveness
of brand communication. It helps convey key ideas and
messages with greater clarity and efficiency, making them

more understandable and accessible to consumers. This, in
turn, contributes to a positive impression of the brand and
strengthens its status in the minds of the target audience.

The main aspects of visual hierarchy include the
placement and size of elements, colour, font, contrast,
proportions, and other important visual characteristics. A
clear hierarchy allows you to separate important elements
from less important ones, managing users’ attention and
providing a logical structure to the information. For ex-
ample, using different font sizes or colours can emphasise
headlines and key messages, making them more visible
and eye-catching. Also, the proper use of space and the
arrangement of elements can improve the readability and
comprehension of content. A clear visual hierarchy helps
consumers navigate a page or brand materials faster, re-
ducing the time it takes to find the information they need.
It also helps to create a consistent and professional im-
pression of the brand, which can positively enhance its
perception and reputation among consumers.

An eco-friendly approach to corporate identity design
opens up new perspectives for brands seeking to improve
their environmental impact. Using eco-friendly materials
and reducing emissions is becoming not only a strategic
step to preserve natural resources, but also an important
element of sustainable development. This approach re-
flects the brand’s commitment to environmental issues
and responsibility to society and nature. It helps brands to
positively influence their audience by promoting aware-
ness of the importance of preserving the environment.
In addition, sustainability becomes a key component of
a brand’s identity, emphasising its values and principles.
This allows brands to build deeper and more meaningful
connections with consumers who care about the environ-
ment and value sustainability.

The use of eco-friendly materials in the process of
creating a corporate identity reflects the brand’s desire to
reduce its environmental footprint and contribute to the
conservation of natural resources. This may include the
use of renewable materials, recycled paper, biodegradable
polymers, etc. It is important not only to use such mate-
rials, but also to implement them properly in the design,
which allows maintaining the aesthetic level and quality of
the brand. Waste minimisation strategies in the corporate
identity process help to reduce the environmental impact of
production. This may include improved waste management,
the use of renewable energy sources, and the use of recycling
and reuse of materials. This approach helps brands reduce
their environmental footprint and contributes to building
a positive environmental image. Thus, an eco-friendly ap-
proach to corporate identity is not only a strategic deci-
sion for a brand, but also an important part of its corporate
identity. The practice of using environmentally balanced
materials and waste reduction strategies contributes to
the creation of a more sustainable and environmentally
responsible brand that has a positive impact on consum-
ers and society as a whole. In general, the use of eco-ma-
terials and waste minimisation strategies in corporate
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identity design allows brands to maintain their environ-
mental responsibility, reduce their ecological footprint,
and meet the requirements of sustainable development.

The results of the study are a valuable contribution
to understanding the current challenges faced by brands
in developing their corporate identity. It was found that
traditional approaches that were once effective no longer
meet the requirements of the modern market. Changes in
consumer preferences, the rapid pace of technological de-
velopment and the globalisation of the economy require

brands to adopt new, more flexible and innovative strat-
egies. Traditional methods are now expected to be able to
adapt to rapid changes in the environment and use new op-
portunities to communicate effectively with the audience.

Rsearch reveals the needs and priorities of brands
in the context of modern market dynamics, which allows
us to better understand their needs and aspirations. This
paves the way for the development of new strategies and
tools aimed at improving their brand identity and market

competitiveness (Table 3).

Table 3. Key innovative features in the development of corporate identity

Feature Description

The identity must work well
across various media (print, web,
mobile, social media).

Adaptability & Versatility

Benefit

Consistent brand experience
across all touchpoints.

Example

Alogo that can be easily resised
and retains its impact.

The identity evokes positive
emotions and associations in the
target audience.

Emotional Connection

Creates a stronger brand
connection with consumers.

Using warm colours to evoke
feelings of comfort and trust.

Incorporates interactive elements
like animation, 3D modeling, or
AR.

Interactivity

More engaging and dynamic
brand experience.

A website with interactive
product demos.

All elements (visual and non-
visual) are carefully considered
and harmonised.

Attention to Detail

Creates a professional and
polished brand image.

Consistent use of brand fonts
across all materials.

Reflects the company's
commitment to ethical practices
and environmental responsibility.

Ethics & Sustainability

Builds trust and loyalty with
socially conscious consumers.

Using recycled materials in
product packaging.

Tailors the identity to individual
customers using dynamic
elements or messages.

Personalisation

More relevant and engaging
brand experience for each
customer.

A website that personalises
product recommendations based
on browsing history.

Involves the target audience in
the development process through
surveys, focus groups, etc.

Collaboration with Audience

Identity that better resonates
with the target audience.

Conducting customer surveys to
understand brand perception.

The identity should evolve
alongside the company and its
audience.

Openness to Change

Maintains brand relevance and

Periodic updates to the logo or
brand voice to reflect company

adapts to market trends.

growth.

Source: developed by the authors

Implementing these innovative features into corpo-
rate identity opens up numerous opportunities for creat-
ing a deep and meaningful connection with target audi-
ence. Consequently, brand will not only attract attention
but also actively influence the emotional sphere of con-
sumers. Thanks to innovative approaches in corporate
identity, brand will become a symbol not only of style but
also of modernity and openness to innovations. Interac-
tive elements and the use of cutting-edge technologies will
create a unique brand interaction experience that will at-
tract audience’s attention and make their interaction with
the brand more enriching and memorable. Additionally,
considering environmental aspects in the development
of corporate identity will allow brand not only to express
its responsibility towards the environment but also to at-
tract the attention and support of consumers who value
eco-friendly solutions and sustainable development.

Overall, an innovative corporate identity opens wide
horizons for brand’s development and market positioning.
It will create a strong foundation for building relationships

with the audience and enable brand to become a true force
that influences society and contributes to achieving your
goals. Research results underscore the necessity for brands
to engage in constant innovative activities in corporate
identity development. This allows companies not only to
remain relevant in the market but also to positively influ-
ence the perception and attention of their target audience.

Introducing innovative elements in corporate identity
development such as adaptability, emotional connection,
interactivity, attention to detail, ethics, sustainability, per-
sonalisation, collaboration with the audience and open-
ness to change, opens up new opportunities for brands.
Scholars C. Fombrun & M. Shanley (1990) point out the fol-
lowing functions of corporate identity development such
as increasing awareness and loyalty, which means that an
effective corporate identity that is emotionally connected
to the target audience makes the brand more recognisa-
ble and memorable. This leads to increased brand loyalty
and strong customer relationships. J.M.T. Balmer (2001)
points out the connection between corporate identity and
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corporate brand and notes the differences between product
brands and corporate brands. S. Heller & S. Chwast (2011)
note that a unique and innovative corporate identity can
be a competitive advantage that sets a brand apart from
its competitors. Researchers S. Di Lauro et al. (2020) in-
dicate that social media has created a multitude of ways
for organisations to develop and communicate their cor-
porate and organisational identity. J.-N. Kapferer (2012)
points out such a function as increasing the emotional
engagement of the audience, which means that interac-
tive elements and emotional design in corporate identity
make the interaction with the brand more interesting and
exciting. This leads to increased emotional engagement
of the audience and the formation of positive attitudes
towards the brand. In her article, H. Stuart (1999) inves-
tigates the importance of various models for conceptual
thinking about corporate identity. Based on the existing
models, she suggested developing a clearer model of the
corporate identity management process.

J. Aaker et al. (2001) and J. Nielsen & H. Loranger (20006)
highlight brand trust building as a function: an ethical and
sustainable corporate identity demonstrates that the com-
pany fulfils its obligations to society and the environment
in a responsible manner. This increases trust in the brand
and makes it more attractive to consumers. The next func-
tion is to provide a personalised experience for customers:
the use of personalised elements in the corporate identity
allows you to create a more individual experience for each
customer. This makes brand interaction more enjoyable
and valuable for customers (Poulin, 2023).

Emphasising the importance of careful planning and
an integrated approach in the process of developing a
corporate identity, it is worth noting that this stage deter-
mines the company’s future success in the market. A clear
definition of goals, target audience and key brand char-
acteristics plays a crucial role in building a competitive
advantage. Authors V. Papanek (2020) and J. Miiller-Brock-
mann (2021) note that planning should be systematic and
detailed, covering all aspects - from visual identity to
communication strategy. The involvement of leading de-
sign, marketing and communication experts is essential
for successful corporate identity innovation, as T. Mele-
war & E. Jenkins (2002) and J.-N. Kapferer (2012) point out.
Their expertise helps to ensure that the plan is executed
flawlessly and that the style is unique and memorable to
the target audience. K.L. Keller (2009) notes that in order
for marketers to successfully manage brands, it is impor-
tant to use the customer-centric brand equity model. Em-
phasising the powerful impact of innovative elements on
business development, S. Fombrun & S. Shanley (1990) and
J.M.T. Balmer (2001) point out that they become a source
of competitive advantage and brand differentiation in the
market. Their implementation enables companies to at-
tract consumer attention, strengthen market position and
achieve greater success in modern business.

The discussion of the research results demonstrated
that developing a corporate identity in 2024 is not only a

significant element in forming a company’s image but also
a key factor for its market success. Traditional approaches
to this process no longer meet the needs of modern busi-
ness, as the environment continuously changes and re-
quires new strategies.

CONCLUSIONS

The development of corporate identity transcends mere-
ly shaping the external facade of a company; it is a fun-
damental aspect of the company’s overall identity and
its perception within the market. This multifaceted pro-
cess involves various innovative features that collective-
ly enhance the brand’s presence and resonance with its
audience. The primary innovative features of corporate
identity include visual identity, flexibility and adaptabil-
ity, history and authenticity, universal design, personal-
isation, virtual reality, augmented reality, artificial intel-
ligence, and eco-friendly approaches. Visual identity is a
cornerstone of corporate branding, ensuring that a com-
pany’s visual elements are distinct and easily recognisa-
ble. This includes logos, colour schemes, typography and
other graphic elements that create a cohesive and memo-
rable brand image. Flexibility and adaptability are crucial
in rapidly changing marketplace of the 21 century, allow-
ing brands to maintain consistency across platforms and
devices, and to be able to seamlessly adapt their identity to
different contexts and audiences.

The incorporation of history and authenticity into cor-
porate identity helps establish a deeper connection with
consumers. By embedding the company’s story and core
values into its brand elements, authenticity fosters trust
and loyalty among customers. Universal design principles
ensure that the corporate identity is inclusive, making the
brand accessible to a wide range of audiences, including
those with disabilities, thereby broadening its reach and
impact. Personalisation has become a significant trend in
corporate identity development, enabling brands to cus-
tomise their identity elements to meet individual consum-
er preferences and behaviors. This tailored approach en-
hances user engagement and creates a more personalised
brand experience. The integration of virtual reality (VR)
and augmented reality (AR) technologies has revolution-
ised the way brands interact with consumers, offering
immersive and interactive experiences that elevate brand
engagement and perception.

Artificial intelligence (Al) is increasingly playing a piv-
otal role in the development of corporate identity. Al-driv-
en tools and algorithms allow for the creation of dynamic
and responsive brand elements that can evolve based on
real-time data and user interactions, thereby ensuring the
brand remains relevant and engaging. An eco-friendly ap-
proach to corporate identity emphasises the importance
of sustainable practices, reflecting the growing consumer
demand for environmental responsibility and enhancing
the brand’s reputation as a socially conscious entity.

In conclusion, the development of corporate identity
is a complex and multi-dimensional process that involves
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a blend of innovative features. Each of these features -
visual identity, flexibility and adaptability, history and
authenticity, universal design, personalisation, virtu-
al reality, augmented reality, artificial intelligence, and
eco-friendly approaches - plays a critical role in shaping

The findings open up new perspectives for further re-
search in this area and opportunities for innovative solu-
tions aimed at supporting the development of brands in
the digital age.

a cohesive and compelling brand presence that resonates ACKNOWLEDGEMENTS
with modern consumers. The integration of these ele- None.
ments not only strengthens the brand’s market position
but also contributes to building a lasting and meaningful CONFLICT OF INTEREST
relationship with its audience. None.
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Communicative potential of stop-motion animation...

INTRODUCTION

The rapid development of technological innovations in the
218 century has a significant impact on project processes
in the design of visual communications. This adjusts and
changes creative approaches and methods in the process
of forming effective visual messages that can accurately
relay ideas and meanings to the viewer. The animation in-
dustry is also changing regularly, showing new forms, the
feature of which is not only computerisation and the ex-
pansion of the scope of application, but also the intention
to strengthen creative possibilities through established
approaches. Therefore, the problem of practical imple-
mentation of the most effective visual-narrative media
formats, as well as their theoretical and scientific justifi-
cation, is being updated.

As a part of the film industry with a long history, in the
first decades of the 21* century, animation is perceived not
simply as a technical way of shooting or a spectacular at-
traction. It represents a new self-sufficient type of audio-
visual art with its own design tools and figurative language,
means of emotional expressiveness and influence, capable
of forming a new reality and existence in a new space-
time. In the process of searching for the most expressive
design forms, traditional technologies of frame-by-frame
animation and the search for effective design methods for
their application in modern design become relevant.

The question of stop-motion animation is part of the
general problems of the development of modern art and
design related to animation and audiovisual projection.
Therefore, the scientific base of the research consists of
publications containing theoretical and practical aspects
of the development of animation and stop-motion design.
Research by E. Gure (2019) actualises stop-motion anima-
tion as a field of application of ecological materials and as a
field corresponding to sustainable development. Also, the
author proves the effectiveness of the technique for media
and education. L. Yilmaz (2019) considers stop-motion in
the context of design tasks, investigates its unique aes-
thetic qualities in the context of the formation of a move-
ment metaphor and the influence of these factors and the
visual series. Researchers D.A. Purwaningsih & B. Yek-
ti (2020) consider the peculiarities of working with props
and demonstrate the advantages of using recycled and re-
used materials. N. Luniya et al. (2022) explore the technical
characteristics of the stop-motion technique.

In the Ukrainian scientific discourse, the topic of
stop-motion animation is poorly covered and represent-
ed by the more general problems of motion design in the
studies of M. Opaliev & K. Savina, M. Murashko, V. Oliynyk.
In the study of M. Opaliev & K. Savvina (2014), attention
is focused on the possibilities of using motion design in
the context of working with branding and art objects. At
the same time, the authors emphasise experiments with
animated typography. M. Murashko (2017) examines the
design and artistic tools of motion design; clarifies the
terminological apparatus, raises the question of space as
an active element of motion design, but the stop-motion

technique remains outside her scientific attention. In the
work of V. Oliynyk (2022), motion design products are clas-
sified into art objects, commercial and informational ob-
jects, the styles and software arsenal are described, at the
same time, the problems of the frame-by-frame animation
technique remain undisclosed.

At the same time, these publications highlight project
specifics and general issues of motion design, including
in the context of the Ukrainian media segment, and ena-
ble the extrapolation of certain conclusions to the field of
stop-motion animation. In general, it is possible to state
that the issue of stop-motion animation as a direction of
motion design and the field of audiovisual design is insuf-
ficiently studied in the scientific literature.

The purpose of this work is to substantiate the techni-
cal, formal and artistic techniques of frame-by-frame ani-
mation and to reveal their influence on the communicative
potential of an audiovisual product in the context of vari-
ous project tasks.

MATERIALS AND METHODS
The research methodology is composed of both general
scientific and specialised methods, allowing for a com-
prehensive analysis of stop-motion animation’s evolu-
tion, techniques, and applications in contemporary design
practices. Historical analysis was employed to trace the
evolution of animation techniques and their subsequent
influence on modern design. This method provided a
foundational understanding of how historical develop-
ments have shaped current practices in stop-motion an-
imation. The processing and generalisation of information
from scientific sources were conducted using scientific
analysis and synthesis. These methods facilitated the ex-
traction and integration of relevant data, ensuring a co-
herent and thorough review of the literature. Empirical
material was carefully selected to illustrate the historical
stages of stop-motion animation development, its various
types, and its effectiveness in addressing specific design
challenges. This selection process ensured that the study
encompassed a wide range of examples and applications.
The method of visual observation was utilised to gather
primary information. This involved compiling empirical
statements regarding the current state of stop-motion
technique use in audiovisual practices. Visual observation
allowed for direct insights into contemporary applications
and trends. The formal-typological method was applied
to analyse empirical material. This method enabled the
identification of characteristic features and techniques of
stop-motion animation, as well as the substantiation of
its typology. Through this approach, distinctive elements
and methodologies were systematically categorised. To
assess the potential of stop-motion animation in per-
forming specific project tasks, various methods were em-
ployed, including modeling, art history analysis, and com-
parative and content analysis. These methods facilitated
a multi-faceted exploration of stop-motion animation’s
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capabilities and applications. The phenomenological
method contributed to identifying elements or charac-
teristics of stop-motion animation that captivate viewers.
This method demonstrated the impact of these elements
on the viewer’s emotional state and overall perception
within the narrative context. By focusing on the viewer’s
experience, the study highlighted the emotional and per-
ceptual effects of stop-motion animation.The compre-
hensive approach to analysing and utilising stop-motion
animation in modern projects allows for the consideration
of various aspects of its impact on viewer perception. This
holistic perspective ensures the effective harnessing of
stop-motion animation’s potential across diverse fields,
including art, science, and advertising. By integrating
multiple methodological approaches, the research offers a
well-rounded understanding of stop-motion animation’s
role and significance in contemporary design practices.

RESULTS AND DISCUSSION

Against the background of the development of techni-
cal capabilities and formal and figurative innovations in
audiovisual communicative practices, the corresponding
public demand and reception of their perception is ex-
pressed. In particular, in the context of sending a high-
tech productin the field of audiovisual art, the intention to
reveal new artistic values in traditional forms is actualised.
In the 2020s, this form is represented by the technology
of stop-motion animation - sequential filming of physi-
cal objects made of material that is easily subject to the
mechanical influence of the animator. It is not just a tech-
nical method of spectacular attraction, which is tradition-
ally considered experimental, it is an independent type
of audiovisual art, which creates communication through
some author’s artistic reality and opens up unlimited pos-
sibilities for the creative embodiment of imaginative ideas
and meaningful concepts.

Stop-motion as a technique attracts the attention
of researchers due to its unique possibilities to express
complex artistic concepts and convey emotions with the
help of frame-by-frame shooting. In a fundamental study,
C. Webster (2005) examines the principles of animation,
avoiding the technical aspects. The author rightly believes
that technical development and production is happening
too quickly. Instead, the key principles and techniques,
including issues of timing, audio synchronisation, cam-
era work, transitions, etc., remain the same. Stop-motion
theoretician and practitioner T. Gasek (2013) examines the
historical aspects of the development of the technique,
the stages of production, and the means to implement the
idea. He does this by analysing the practical experience of
modern directors and artists working with stop-motion
animation. This monograph is an important study on the
topic, the author gives a lot of practical information about
the processes and results. Instead, in this study, the em-
phasis is more on revealing the possibilities of expressive-
ness and communicative potential of the technique. Often,
researchers turn to the technical aspects of stop-motion

and the creation of props, because it is the main artistic
and formal object in the frame. T. Brierton, S. Shaw in
their seminal works focus on character development for
animation. At the same time, S. Shaw (2004) emphasises
the need to understand movement and emotion, while
researcher T. Brierton (2004) focuses on processes, mate-
rials and techniques. Researcher V. Yekti (2017) considers
the importance of visual tactility of stop-motion anima-
tion objects in the context of 3D printing. In his opinion, all
the originality and imagery of the stop-frame technique
is based on some imperfection of the frame. At the same
time, the need to keep the viewer’s attention prompts cre-
ators to search for methods of improvement and improve-
ment of animated objects, including with the help of 3D
printing. J.M. Barker (2009) emphasises the uniqueness of
the stop-motion technique in conveying a message due to
its special materiality, tactility, and physical imperfection.
A. Gambrell (2011) explores the almost artisanal processes
of stop-motion animation, referring to the metaphor of the
“invisible hand” as an element of self-regulating tenden-
cies. The interdisciplinarity of technology and its possibil -
ities in educational processes are considered by G. Hoban
& W. Nielsen (2014), which sets a new vector for studying
it in the context of communicative potential. Animation
has always been an important form in the film industry
“..prompting, informing and responding to each of the
technical innovations in production” (Chong, 2008). Re-
searcherA. Chong (2008) interpretsitasamodernistform of
art that interacts with culture and society and rethinks and
reflects complex aspects of human experience. The main
core values of all filmmaking were the creation of a nar-
rative, the development of characters and the search for a
visual aesthetic of the environment in which to place them.

Animation plays an important role in various social,
cultural and artistic spheres. In media and entertainment,
it has become a key element of visual content, providing
exciting and creative ways to tell stories. In the field of
marketing, animation helps brands to create effective ad-
vertising campaigns, capturing the attention of the audi-
ence and strengthening their emotional connection with
the product or service. Animation is also widely used in
education, where it provides opportunities to visually ex-
plain complex concepts and enriches the learning process.
In the field of medicine, it is used to create interactive sim-
ulations and visualisations that help in increasing the level
of understanding and effectiveness of treatment. Thanks to
awide range of technical approaches and ways of realising
the scenario, animation is a powerful tool for communi-
cation, education and influence, expanding opportunities
in various fields of activity and social spheres. Thanks to a
wide range of technical supports and ways to implement
the scenario, animation is a powerful tool for communi-
cation, learning and influence, expanding opportunities in
various fields of activity and social spheres.

The main technical approaches and ways of imple-
menting the scenario in animation videos are: 2D anima-
tion, which is used to create two-dimensional animated
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objects and characters moving in one plane; 3D animation,
which provides the ability to create three-dimensional
models that move in three-dimensional space, which gives
ereater realism and depth of the image; computer graphics
used to create graphic images and scenes animated using
special software; rotoscopy, which allows you to reproduce
the movements of real actors or objects using an animated
drawing based on filming; motion-capturing, which in-
volves capturing real movement and turning it into an ani-
mated image with the help of special sensors and cameras;
stop-motion animation, which requires physical modeling
of objects, which are then shot frame by frame to create
the effect of motion (Pettigrew, 1999; Moltenbrey, 2014).

The technique of stop-motion animation stands out
among the mentioned techniques, as it allows the creation
of a unique and authentic visual narrative with the help of
physical models that are shot frame by frame. This method
allows you to achieve a special aesthetic effect and expres-
siveness and attracts the attention of the viewer with its
unpredictability, experimentation, artistic value, and the
feeling of the invisible presence of the creator.

Stop-motion is a continuous frame-by-frame shoot-
ing. The basis of shooting are material objects made of
one or another material (plasticine, loose materials, any
objects that can be manipulated in the frame). This is a
technique in which an object is physically manipulated
and photographed in one frame so that it appears to be
moving independently. Since the release of the first an-
imated film by British directors J. Stuart Blackton and
Albert E. Smith “The Humpty Dumpty Circus” (1897),
which in the simplest way moved inanimate objects
(wooden toys - animals and dolls), and to this day, this
cinematographic method develops synchronously with
technical innovations, experiments with materials and
plots (Maselli, 2018). Initially, the artisanal aesthetics of
this technique (since it was about the manufacture of ap-
propriate props) with the increase in the use of digital
technologies gradually evolves to more complex hybrid
forms, where the quality of movement in the frame and
the appearance of the props change synchronously with
the general audiovisual message, leveling the boundary
between the artificial and real environment.

In the 2020s, stop-motion animation demonstrates
the synergy of traditional and innovative design methods.
The experimentalism inherent in the technique allows to
use in a single format the classic tried-and-tested and

quite innovative technical and artistic techniques. The
global video archive, formed over more than a century, al-
lows us to single out several main technical directions of
frame-by-frame animation, which are formally consistent
with modern 2D and 3D computer animation. That is, the
manipulation of images (flat or three-dimensional) takes
place on a plane or in the middle of the scene.

The first animation technique with frame-by-frame
shooting is considered to be the “layout” which gives mo-
bility to two-dimensional puppet figures composed of sep-
arate parts. Technically, the animation is formed within
the two-dimensional scene where the plot action unfolds.
The formal characteristics of such animation are flatness;
fixed shooting angle; linearity of movement; limited per-
spective. Such a technique creates an emotional response
in the viewer due to the possibility of using complex, de-
tailed characters and the originality of artistic and figura-
tive approaches to the visual message of the moving series
(Furniss, 2017). Emile Cohl’s innovative film “Fantasmago-
rie” (1908) is considered one of the first most famous films
in this technique. Visually, the simplest almost schematic
animation of a white line on a black background, which
transforms from one object to another through visual
morphing, makes a strong emotional impression even in
2024. In addition, the author-artist appears several times
in the frame, whose hands first create with a pencil, and
then outline the shape and movements of the little man -
the main character of the animation.

The same planar language is characteristic of silhou-
ette animation; loose or sand animation, for painting in
various techniques (watercolour, oil, acrylic, painting on
glass); pixelation techniques (animation of sequential pho-
tographs). Sand animation involves applying thin layers of
sifted sand to the glass, which create an image, and the
light surface gives the frames the necessary contrast and
expressiveness. The technique was invented in the 1960s
by the Canadian animation director Caroline Leaf and is
still used to a greater extent in non-commercial artistic or
social projects, as well as in advertising. An example of the
commercial use of sand animation is the advertisement of
the Ukrainian private medical institution “Oxford Med-
ical” (N. Arnaut. Sand animation. Oxford Medical, 2018).
However, in this film, sand animation does not convey all
its form-creating possibilities and visual potential, as it is
edited in synthesis with other techniques that weaken its
communicative characteristics (Fig. 1).

Figure 1. Advertisement of a medical center using sand stop-motion animation

Source: N. Arnaut. Sand animation. Oxford Medical (2018)
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The animation of paintings, applications and collages
in the stop-motion technique acquires expressive visual
effects (Fig. 2). The frame-by-frame filling of the screen
with graphic elements forming the environment and plot
captures attention, as it introduces the viewer to the pro-
cess of creating a work of art. Examples of such work are
tapes by animator designer Lukas Rooney, where a paper
collage comes to life and becomes a full-fledged environ-
ment for an animated film (Lost sheep. Paper stop-mo-
tion short film, 2023). The absence of the artist in the
frame and the gradual filling of the compositional field
with images and plot keeps the viewer’s attention, as it
creates the impression of a living world where the work
of art tells its own story. This approach not only creates
a unique visual experience, but also allows you to feel the
very process of creating an artistic masterpiece, involving
the viewer in the active perception and understanding

of the story unfolding before his eyes. Such integration,
involving the viewer in the depth of the work, maxim-
ises the communicative potential of animation. Anoth-
er method of pixelation allows you to give movement to
sequentially taken photographs. For example, the tech-
nique of pixelation of a person’s image was used in Nor-
man McLaren’s experimental film “Pas de Deux” (Anima-
tion: Norman McLaren’s Pas de Deux, 1968). Pixelation is
used to divide frames into pixels, which gives the visual
material discreteness and forces the viewer to perceive
the movement as a sequence of individual frames. In “Pas
de Deux” this method is used to recreate the movements
of the dancers, allowing you to explore and analyse their
graceful movements with precision and detail. This cre-
ates the impression of a deeper immersion in the scene
and facilitates the understanding of the mechanics of
movement through visual representation.

Figure 2. Paper stop-motion short film by Lukas Rooney
Source: L. Rooney. Lost sheep. Paper stop-motion short film (2023)

These techniques ensure the accurate transmission
and depth of the ideological content of the film thanks
to the technical features and artistic imagery inherent in
classical works of art. At the same time, the means of in-
fluencing the viewer are an aesthetically expressive and
attractive unusual visual form, the rhythm of the moving
sequence and musical composition, symbolism that en-
riches the plot and strengthens its subtext, as well as the
use of the language of colour, light, perspective to create
an atmosphere and convey a mood. These techniques allow
complex concepts and emotions to be expressed through
images and symbols, making animation a powerful tool for
communication and audience impact.

The three-dimensionality of the image, going beyond
the boundaries of the plane and the formation of three-di-
mensional moving scenes in the environment make possi-
ble the techniques of puppetry, plasticine and subject (ob-
ject) animation. These techniques demonstrate work with
real material forms, which successively acquire movement
in the frame and, together with direction, scenography
and soundtrack, form an audio-visual story.

One of the first animations of this type is “The sculp-
tor’s nightmare” (1908, Director Wallace McCutcheon).
In the film, the stop-motion technique is used to create
an impressive effect of transformation and movement
of inanimate objects. According to the plot of the film, a
sculptor tries to create statues from a block of marble, but
they transform into strange and illusory images that re-
flect his nightmares. Thanks to the use of the stop-motion

technique, the marble sculpture dynamically transforms
into various forms, creating the impression of a living
and magical process (Fig. 3). This film illustrates how the
stop-motion technique can be used to create fantastical
situations, images and reflect the inner conflicts and emo-
tions of a person. It allows the viewer to immerse himself
in a fantasy world using only physical objects and anima-
tion techniques (The sculptor’s nightmare). In the films
“King Kong” (1933), “Star Wars” (1977), “Honey, I Shrunk the
Children” (1989), the stop-motion technique was used to
create visual tricks — special effects of filming.

Figure 3. The subject (object) animation.
Sculptor’s nightmare (1908) short
Source: Classics of world cinema. The sculptor’s nightmare
(1908) (2018)

It is important to note that puppetry and plasticine
animation require careful work with props for each spe-
cific project. There are both established and experimental
approaches to prop creation, which can vary greatly de-
pending on script requirements, aesthetic priorities, and
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technical constraints. For puppet animation, for example,
props are often made of wood, fabric, and other materials,
and may include additional details such as moving parts or
accessories. Also, the 3D printing technique is relevant in
the 2020s, which has a significant impact on the sector of
the creative industry and with the help of which you can
get the most realistic and suitable doll characters for vari-
ous projects. In any case, regardless of the method, careful
creation of props remains an important aspect of the ani-
mation process that adds depth and realism to any project.
Each item of props must be created with attention to small
details, as they can be exposed to the camera on a large
scale. Careful work with props allows you to create atmos-
pheric, lively and expressive objects that complement the
plot and add depth to characters and scenes. As a result,
the ability to create props becomes an important aspect of
the animation process that adds a touch of craftsmanship
and creativity to every project. Scientists and practitioners
A. Gambrell (20m1), B. Yekti (2017), L. Yilmaz (2019), studied
the issue of props in their research. It is worth noting that
both traditional hand-crafting and the use of 3D printing
have their advantages and challenges when creating props.
Traditional hand-crafting allows animators to realise their
unique ideas and add a personal touch to each object. This
method allows you to control every detail and interact with
the material directly, which contributes to greater expres-
siveness and authenticity of the prop. However, this ap-
proach can require a lot of time and effort to manufacture
each element, especially in the case of complex or detailed
objects. On the other hand, the use of 3D printing allows
you to create props faster and more efficiently, especial-
ly when you need to make many objects of the same type.
This method also opens up opportunities to create more
complex and detailed objects with the help of computer
modeling. However, the downside can be less personality
and authenticity that hand-crafting can have. The visual
tactility that stop-motion carries when communicating
is important. It is provided by a sense of the materiality
of objects and the possibility of touch, formed depending
on materials and textures; atmosphere, which is provided
by imperfection in the frame; the opportunity to feel the
evidence of human intervention in the animation process,
which helps bring the audience even closer to the percep-
tion of the film (Yekti, 2017). Famous examples of puppet
stop-motion animation using 3D printing technology are,
in particular, “ParaNorman” (2012) from the Laika studio;
“Frankenweenie” (2012) by Walt Disney Pictures. Despite
the use of modern technological tools such as a volume
optimiser or articulation fabricator along with 3D printing,
the use of stop-motion in the mentioned films pays tribute
to the classic style of film production due to the appear-
ance of various creative non-standard elements. In par-
ticular, special attention is paid to the detailing of scenog-
raphy and characters. In “Frankenweenice”, subtle shades
of black and white colour not only honor the aesthetics of
old horror films, but also create a unique atmosphere that
enhances the emotional impact on the viewer.

The plot in the short film “Bottle” by Kirsten Lep-
ore (2010), where the characters are created by hand, ac-
quires special communicative power. The plot of the film
shows a transoceanic conversation between two charac-
ters made of sand and snow. They communicate using ob-
jects in the bottle. Through the magical world created by
the author, this deeply psychological film gives the viewer
the opportunity to feel the depth of friendship between
completely different personalities and the tragic ending of
this friendship. The visual depth, materiality and realism
of the characters in a real natural environment have a con-
vincing effect on the viewer and form a visual message that
is difficult to achieve using exclusively digital methods.
Hand-crafted and animated, the characters have a unique
expressiveness and emotion.

In the case of plasticine animation, props can be made
of modeling clay or silicone, in order to provide flexibility
and the ability to change shape during filming. This type of
animation provides a truly unique visual appeal and tac-
tility that is difficult to achieve with other types of anima-
tion. Because each frame is created by hand, the animators
need to demonstrate a high level of detail and precision so
that the characters and elements of the scenes smooth-
ly transition from one movement to the next. This adds a
special “live” quality to the final product. Morphing is often
used in such animation - characters and objects dynam-
ically change, merge with each other, acquire completely
different forms and meanings. Using plasticine or silicone
allows animators to easily modify the shapes, facial ex-
pressions and poses of characters between frames, creat-
ing the illusion of continuous movement. This method also
provides great freedom in experimenting with expressions
and movement dynamics, which is critical for conveying
the emotional state of the characters and the dynamics
of the plot. Plasticine animation is especially popular in
children’s films and cartoons, as well as in commercials,
where a bright, colourful and instantly attention-grabbing
visual style is required. Soft three-dimensional shapes and
vivid colours can create an interesting and memorable
image that will remain in the minds of consumers. Such
animations can be particularly effective in attracting the
attention of children and young people. In addition, plas-
ticine animation allows you to easily bring to life any idea
or concept, even the most unconventional. It provides
many opportunities for a creative approach and experi-
ments with visual effects. Thus, it can be used to adver-
tise any product or service, from children’s toys to food
or cars. Also, it is successfully used in social projects and
advertising. As an example, the “Dumb ways to die” project
of the Melbourne Railway (Australia) is designed to raise
awareness about railway safety. An interesting example is
the English cartoon “Creature Comforts” by Aardman An-
imations. The plot of the cartoon episodes is built around
interviews with animals in their natural habitat and has
a social context. At the same time, the soundtrack of the
film was created by superimposing real interviews of real
people on a video with plasticine animation. In general,
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plasticine animation in advertising is a powerful tool for
creating attractive, emotional and memorable advertising
materials that can significantly increase the effectiveness
of marketing or social campaigns.

Puppet and plasticine animation require careful work
with props for each specific project, on the other hand,
objective animation, manipulating ready-made objects in
the frame, almost does not require additional equipment.
The relative affordability and simplicity of the technique, as
well as its visual characteristics, make it in demand, in par-
ticular, in the advertising industry. It ensures the broadcast
of the advertising idea through the focus of the plot in the
conditions of real entourage and real objects. One of the
advantages of subject animation is its ability to evoke an
emotional response from the audience due to the visual
impact and realism of the images. It can help make a prod-
uct or service more attractive to consumers by showing
it in real situations and environments. In addition, object
animation can be a fairly economical option for advertis-
ing agencies, since it does not require complex processes,
invited models, trips to filming locations, and expensive
special effects. This allows you to effectively use a limited
budget to create advertising content, without losing the
quality and effectiveness of advertising.

Famous examples of modern advertising using the
stop-motion technique are, for example, the advertise-
ment “The Cog” for the car brand Honda. A complex se-
quence of movements, which clearly demonstrates the
interaction of various car components, forms an exciting
visual sequence, holds the viewer’s attention, and forms a
holistic understanding of the connection between technol-
ogy and product quality (Honda Suissse, 2013). In the Nokia
advertisement “Dot”: The world’s smallest stop-motion
character shot on a Nokia N8” stop-motion animation was
used to present the powerful technical capabilities of the
camera, which captures the movement of small details in

a story clip (Nokia No8 Fan Club, 2010). Such advertising
communications with the techniques of moving inanimate
objects in a frame where there is no person can keep the
viewer’s attention much longer due to unexpected scenar-
ios, dynamism, expressiveness and emotional saturation of
the frame. The viewer delays looking at the ad, hoping for
a decisive moment in the development of events, which in-
creases the overall time of interaction with the ad and im-
proves its effectiveness (Fig. 4).

Figure 4. Holding the audience’s attention
due to an unexpected scenario. Dot. The world’s smallest
stop-motion animation character shot on a Nokia N
Source: Nokia No8 Fan Club. Dot. The world’s smallest stop-
motion animation character shot on a Nokia N§ (2010)

Stop-motion animation allows you to create a unique
visual form of a communicative message, giving a signifi-
cant level of control over every aspect of visual expression,
however, this process requires, unlike linear video or video
graphics, considerable time and effort.

The design tasks of audiovisual works using stop-mo-
tion animation can be diverse and depend on the specific
goals and context of use. In particular, these can be short
animated films, advertising videos, art projects and instal-
lations, educational programs and interactive demonstra-
tions (Table 1). Each of the tasks in these areas has specific
requirements for visual style, technical complexity and
way of interacting with the audience.

Table 1. Implementation of communicative tasks in audiovisual works in the stop-motion technique

Type of audiovisual work

Scope of use

Characteristics of project

Peculiarities of using stop-motion for

(genres, subtypes)

approaches

effective communication

Require in-depth development of

Music industry, . The stop-motion technique reveals the story
the script and characters, as well . ) L .
corporate . . . through the interaction of original images. Their
. . . L as attention to detail in creating o . - .
Short animated films (musical, | communication, artistic content acquires special expressiveness.

a visual atmosphere. Both

story, concept, adapted, etc.) film festivals and . . Such projects can use both planar and object
. aesthetic and narrative aspects . . . o
contests, social animation and achieve a communicative goal

must be considered to ensure the

campaigns o . due to high artistic characteristics
film’s integrity and appeal
The goal is to quickly and
. & d . The technique allows you to show a product or
effectively attract the attention . . . .
. service in detail, to emphasise their features
Television, of the consumer. They are usually

. and advantages, to emphasise uniqueness due
Internet, external | short and require a high level of & P q

to an original visual presentation, to evoke an

Advertising animated videos dynamic impact in a minimal amount of . .
X . . . . . . emotional response from the viewer. Stop-
(commercial, social) advertising, time, so stop-motion animation . L o .
. . . motion advertising is qualitatively different
mobile in this context can be used to

L . from standard video and animation techniques,
applications create vivid, memorable scenes | | . .

. . . . increases the trust of the viewer, as it creates the
that will be easily associated with

effect of a friendly, almost family story

a product or brand
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Type of audiovisual work e

Characteristics of project

Table 1. Continued
Peculiarities of using stop-motion for
effective communication

(genres, subtypes)

Museums
and galleries,
Art projects (video art, cultural and art
installation) festivals, public
and commercial

spaces

approaches
It is important to achieve a

certain atmosphere or convey a
deeper philosophical or social
message. Animation can serve

as a way to explore form and
movement, as well as give new
meaning to familiar objects or

materials

The use of stop-motion animation in art
projects can add a new level of expressiveness
and interactivity to works of art, allowing
viewers to interact with animated objects and
scenes, see dynamic changes in the created
image, forming a new unforgettable experience

. Education,
Educational programs and .
i X . professional
interactive demonstrations
. . development,
(educational, entertaining, .
. corporate training,
educational) . . .
inclusive training

The need to create resources that
increase audience engagement
are easily perceived and
assimilated

Stop-motion helps create clear and interactive
visuals that help students better understand
complex learning material. Animation in this

context performs not only an educational
function, but also becomes a means of attracting

attention and increasing interest in the subject

Source: developed by the authors

In conclusion, it can be noted that the communicative
potential of stop-motion animation is ensured by such
characteristics as visual comprehensibility (transmission
of complex ideas, author’s messages and concepts through
a clear visual representation); emotional expressiveness;
ease of perception by a wide audience; completeness of
information transmission (due to the possibility of detailed
reproduction of objects and actions); the ability to create a
special viewing atmosphere; high artistic characteristics.

Animation (commercial or non-commercial) is tradi-
tionally considered to be a self-sufficient work, and motion
design is part of a system with a clear utilitarian meaning.
The technology of stop-motion animation ensures the im-
plementation of these two relevant project strategies and
allows solving communicative problems of different levels,
demonstrating an idea or meaning in an understandable,
emotionally effective artistic way.

CONCLUSIONS
Stop-motion animation is an effective tool in modern au-
dio-visual design practices. It increases the emotional in-
volvement of the audience and improves the perception
of communication content due to its attractiveness and
experimental nature. The detail in the frame, the visual
saturation of the story, the expressiveness and emotion-
al expressiveness inherent in this technique contribute
to the solution of design problems where a deep narra-

and materials, provides a unique aesthetic that can evoke
strong emotional responses from viewers. Stop-motion
animation’s ability to convey complex emotions and subtle
nuances through detailed character movements and facial
expressions makes it a powerful medium for conveying
intricate stories. Its versatility allows designers to exper-
iment with different textures, lighting, and perspectives,
creating a visually captivating experience that can effec-
tively communicate the desired message.

It was found that in the 2020, the techniques of
two-dimensional (overlapping, silhouette, loose, painting,
pixelation) and three-dimensional (doll, plasticine, object)
stop-motion animation remain relevant, which provide a
wide range of opportunities for creative expression and
communication with the viewer. Design tasks for audiovis-
ual works using stop-motion animation include short an-
imated films, commercials, art projects and installations,
educational programs and interactive demonstrations.
The effectiveness of the communicative potential of the
technique is ensured by visual clarity, emotional expres-
siveness, ease of perception by a wide audience, the ability
to create a special viewing atmosphere, as well as by high
artistic characteristics. The issue of the communicative po-
tential of stop-motion animation in the context of project
tasks of audiovisual art considered in the article proves its
effectiveness and lays down prospects for further research.

tive impact needs to be achieved. This animation tech- ACKNOWLEDGEMENTS
nique allows for the creation of visually rich and intricate ~ None.
scenes, each frame meticulously crafted to enhance the
storytelling experience. The tactile and tangible quality of CONFLICT OF INTEREST
stop-motion, achieved through the use of physical models  None.
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KoMyHIiKaTUBHUI ITOTEHIA CTON-MOYIIH aHiMAaILiT
B IPAKTHILi CYYACHOT0 AU3AITHY

AHOTAIlIfl. AKTYaJIbHICTh JOCTIIKCHHS BHU3HAYAETHCA HCEOOXITHICTIO OOIDYHTYBAHHA Ta BIPOBAIKCHHSA
e@eKTUBHUX Bi3yaJabHO-HAPATUBHUX MegiadopMaTiB s CTBOPEHHS Ai€BUX Bi3yaJabHMX KOMYHIKAI[ill, 31aTHIX
YiTKO JOHOCHUTH TOBITOMJICHHS Ta imel g0 migmada. MerTa poOOTH — BUABUTH Ta OIIHUTUA KOMYHIKATHUBHUI
MMOTEHI[ia] CTOI-MOYIIH aHiMaImil B KOHTEKCTI ayIioBi3yalbHUX HPAKTHK CY4acHOrO AH3ailHy. MeTom0/10riio
JocaiKeHas (GopMyIOTh 3araJbHOHAYKOBI Ta CIIeliaIbHi METOAM, 30KPEMa, MOPIBHAILHO-ICTOPUYHUN aHATII3,
HAayKOBMII aHAII3 i CHHTE3, METOIM Bi3yaIbHOTO CIIOCTEPEKEHHS, MOACTIOBAHHS, MICTEIITBO3HABYMI Ta KOHTEHT -
aHaxiz. V J0CT/KEeHHI OOIPDYHTOBAHO TEXHIUHI mpuiloMu, (QOpMaabHi Ta XyIO/KHI IIAXOIM CTOIN-MOYIIH Ta
BUABJICHO IXHill BILINB HA KOMYHIKATUBHUN ITOTEHITAT aHIiMaIlil B KOHTEKCTI Pi3HUX MPOEKTHUX 3aB1aHb. JlIoBeIeHO
e(EeKTUBHICTD BUKOPUCTAHHS IHCTPYMEHTIB CTON-MOYIIH aHiMallii B Cy4acHUX IPaKTUKaX aylioBi3yaJabHOTO
AUBANHY IS TIBUIIEHHS eMOLIIHOT 3aIy4€HOCTi ayTtuToPil Ta MOKPALIEHHs CIPUIHATTS KOHTEHTY 32 PAXyHOK
MIPUBAOIUBOCTI Ta eKCIIEPUMEHTAIBHOCTI. 3JaTHICTH CTOI-MOYIIH aHIMAIIil 10 eTari3allil, BisyaabHOI HACUUEHOCTI,
€KCIIPECUBHOCTI Ta eMOIIIIHOT BUPA3HOCTI MOKE BiZirpaBaTu KJIIOUOBY POIb Y BUPIlIEHH] JU3aliHePChKIX 3aBIAHbD,
Je HeoOXiTHO JOCATTH IMUOOKOTO HApPaTUBHOTO BILIMBY. Y pPOOOTI 0OIPYHTOBAHO JAOULIBHICTD BUKOPUCTAHHSI
OCHOBHUX TEXHIYHUX MPUIOMIB CTOII-MOYIIH aHiMalii IpU pearisamil KOHKPETHUX KOHIIECHTYAIbHUX [TPOEKTHIX
3aBJIaHb, 30KPEMa Y KOPOTKOMETPAKHUX aHIMALIITHUX (iIbMaX PI3HUX JKAHPIB, y PEKJIAMHNX BiIeOPOIMKaAX, B apT-
MPOEKTAX, JIe TToCTaBIeHa MeTa MOyKe OYTHU JTOCATHYTA 3a PAXYHOK BUCOKUX XYIO0KHIX XapaKTePUCTUK Bi3yaIbHOTO
psiIy, iIHTEPaKTUBHOCTI Ta eMOLIITHOT B3aeMOIil 3 LisigadeM. [IpakTuuHa iHHICTH POOOTU BUBHAYAETHCS MOK/IUBICTIO
BTiIEHHSA PE3YAbTATIB JOCTIZKEHHS B TPAKTUUHI PEKOMEH 1INl I/ peatizanii KOHKPeTHUX MPOEKTIB. PesyrbTaT
JTOCTIIKEHHS MOKYTDH OyTH KOPUCHUMU B aKaJeMidHOMY CEPETOBUII IS MOJAIBIION0 PO3BUTKY TEOPETHIHUX
3acaj] CTOM-MOYIIH aHiMaIlil Ta PO3MINPEeHHs MPOEKTHUX ITiIXO0IB B OCBITHIX Kypcax, OB I3aHNX 3 aylioBi3ya IbHIM
MUCTEILTBOM Ta Bi3yaJbHOI0 KOMYHIKaIli€l0

K/1104oBi cJ10Ba: ayriosizyaabie MUCTEITBO; Bi3yalbHa KOMYHIKAIsS; 00'€KTHA aHIMAIIIA; €KCIIEPUMEHT; MPOEKTHE
3aBJAHHS; PEKBI3UT; TEXHIYHII ITiIXiT
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