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Features of the study of anthropology of art through the lens
of interdisciplinary interaction between culturology and art history

Abstract. The relevance of the study is substantiated by the need to synthesise cultural and art-historical approaches
in order to form a holistic paradigm of the anthropology of art and is driven by the crisis of classical formal-stylistic
analysis, which may overlook the artist’s subjectivity and the socio-political significance of the creative process. The aim
of the study was to distinguish the anthropology of art from the general range of humanities disciplines and to analyse
it within the context of interdisciplinary interaction between such important fields of science as cultural studies and art
history. The methodological framework of the research consisted of a combination of the cultural-historical method,
the systems approach, the comparative method, and the methods of analysis and synthesis. The findings indicated that
the anthropology of art, within the interdisciplinary field of cultural studies and art history, functions not as an auxiliary
discipline but as an independent analytical approach focused on the study of the human being as a subject of cultural
meaning-making. It was determined that its theoretical and methodological potential ensures a shift in research focus
from the formal-stylistic analysis of artistic forms to the interpretation of human experience embodied in symbols,
images, and cultural archetypes. It was substantiated that the integration of cultural and art-historical approaches
makes it possible to consider art as a form of socio-cultural communication and self-construction of both the individual
and society. It was revealed that the anthropology of art serves as a theoretical foundation for understanding artistic
practices in the context of the formation of value orientations, identity, and cultural space. It was also established that
the interdisciplinary approach expands the possibilities for analysing art as a complex system of interaction between
symbolic, social, and cultural factors. The results of the study can be used to develop new strategies for teaching the
anthropology of art, where priority is given to an interdisciplinary approach, which will facilitate the further development
of art studies beyond traditional frameworks towards meta-anthropology and meta-culturology

Keywords: inter-studio relations; meta-culturology; meta-anthropology; cultural archetypes; sociocultural space;
life-creation

INTRODUCTION
The study of the anthropology of art is essential due to  approaches often overlook the role of the human being
its interdisciplinary nature, integrating insights from as a creator of meanings and symbolic systems. In this
cultural anthropology, aesthetics, philosophy, cultural context, the anthropology of art shifts the focus from
studies, and art history to provide a more comprehen-  analysing artworks as isolated objects to examining
sive understanding of art. Traditional formal-stylistic — art as a form of human communication and a means of
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interpreting the world. As an academic discipline, it plays
a key role not only in the analysis of artistic practices but
also in understanding the mechanisms through which in-
dividuals and societies construct cultural meanings and
shape their sociocultural environment.

As S. Plattner (2003) noted, the anthropology of art
can make a unique contribution to the study of the glo-
balisation of art. It also provides an opportunity to deep-
en understanding of the general processes underlying the
cultural interaction of different peoples and countries.
Moreover, as I. Nechitailo et al. (2022) wrote, universities
also measure the cultural capital accumulated during the
educational process. Thus, informational cultural capital,
in fact, tends to transform into academic success. In this
context, the study of the anthropology of art also emerg-
es as an important part of forming the individual cultur-
al capital of every well-educated, successful professional.
Having analysed the development of museum anthropol-
ogy in the 21** century, Ph. Schorch (2023) concluded that
its purpose is of paramount importance. Museum anthro-
pology is identified as a specific set of knowledge practices
imbued with significant methodological, epistemological,
and ontological potential; this potential should be strate-
gically harnessed for cross-disciplinary fertilisation across
the academy and beyond the museum itself.

V. Karpov el al. (2020) underscored the importance
of the interconnection between anthropology and con-
temporary art, as well as the significance of studying the
role of art in anthropology and its impact on art history
theory and artistic practice. Thus, the anthropology of art
emerges as a theoretical foundation for artistic practices,
viewing the artist as a socially significant phenomenon.
.M. Lymar (2023), investigating the specificities of the
anthropology of art, noted that the anthropological di-
mension of art determines the study of the process of aes-
thetic reflection of human activity based on the canon of
beauty as the essence of a human being and the embodi-
ment of this inner need through artistic expression. At the
core of the anthropological approach is the human being
with their perceptions of the beauty of the world, society,
and its relations with the individual, as well as the free-
dom of creativity and the expression of inner reflection
and mental states. At the same time, as S. Rudenko (2025)
noted, in many countries worldwide, the science of cul-
ture has acquired a euphemistic multifacetedness. Issues
of culture have been directly examined by sociologists,
cultural and social anthropologists, cultural historians,
and researchers of collective memory, as well as within
the frameworks of cultural and arts studies. Consequent-
ly, culture and art are shifting from the scientific sphere to
the sector of social activism, remaining outside the theo-
retical-hypothetical field.

The significance of the humanities: philosophy, cul-
turology, art history, and anthropology as well as their
constituents (cultural anthropology, the philosophy of
creativity, the anthropology of art, etc.) in the develop-
ment of contemporary digital society and cutting-edge

technologies should not be underestimated. They pos-
sess significant potential and remain a vital condition for
the successful advancement of science as a whole. Inves-
tigating the “axiological heterogeneity of culture”, V. Siv-
ers (2025) noted that this process involves the creation of
a collective picture of reality by developing mechanisms to
align an individual’s personal worldview with the commu-
nal one. Indeed, creativity serves as a form of transmitting
value-based energy. As P. Just & J. Monaghan (2000) have
observed, social and cultural anthropology examines more
than merely “ancient customs”; rather, it investigates how
people across diverse regions of the world continue, well
into the 21* century, to endow their lives with meaning.
Furthermore, these cultural rules, meanings, and social
structures exert a direct influence on the behavior and ex-
istence of both the individual and society as a whole.

Analysing the various stages of the formation and de-
velopment of the anthropology of art, M. Durand (2025)
noted, that this field currently possesses broad interdis-
ciplinary perspectives; if considered collectively, they are
capable of re-evaluating fundamental questions and ex-
isting theories, thereby reaching new levels of scientific
advancement. As E. Cassirer (2021) noted, a human being
lives not merely in a physical universe, but in a symbolic
universe. Language, myth, and art constitute the integral
components of this social universe. Consequently, the
study of not only art itself but specifically the anthropol-
ogy of art emerges as a vital element in the advancement
of the humanities.

All of the above determines the relevance of this re-
search and the need for further detailed analysis of the
interconnection and interpenetration of culturology (cul-
tural studies), art history, and anthropology, along with
the coordination of their scientific approaches to form a
holistic paradigm for understanding the further develop-
ment of the humanities. The purpose of this article was to
distinguish the anthropology of art from the general list of
humanities disciplines and to analyse its uniqueness, es-
pecially within the context of the interdisciplinary interac-
tion between such vital scientific fields as culturology and
art history. Thus, in accordance with the research objec-
tive, the main tasks of this study were: to analyse existing
theoretical approaches to the interpretation of the anthro-
pology of art; to determine the role of the anthropology of
art in forming interdisciplinary links between culturology
and art history; and to reveal the role of the anthropology
of art in creating a new, modern, and competitive Ukrain-
ian educational and sociocultural space.

The scientific novelty of the study lies in the analysis of
the anthropology of art through the prism of the develop-
ment and interaction of culturology and art history, com-
paring their scientific approaches to the analysis of the
development of culture, art, and the sociocultural space as
a whole. Furthermore, the study analyses the importance
of rethinking the interdisciplinary interactions within
the humanities, emphasising the blurring of distinctions
between them and the increasing transition of research
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objects across these disciplines, which facilitates the for-
mation of a unified humanistic educational and scientific
space of knowledge.

MATERIALS AND METHODS

The research methodology employed a combination of
interdisciplinary methods tailored to the study of the
anthropology of art. The systemic approach was used to
examine the interconnectedness of various artistic prac-
tices and their place within broader cultural systems. This
method helped explore how avant-garde art interacted
with social, political, and cultural processes, and how these
elements formed a unified structure within the artistic
process. The comparative method allowed for the exam-
ination of Ukrainian avant-garde art in relation to similar
movements in Western Europe and Russia, revealing both
universal trends and specific regional characteristics. By
comparing these artistic phenomena, the study identified
the key intersections and contrasts that shaped the devel-
opment of Ukrainian avant-garde art in the first quarter of
the 20™ century.

Additionally, the semiotic method enabled the iden-
tification and interpretation of the visual codes and sym-
bols embedded within the Ukrainian avant-garde works,
providing insights into how these symbols functioned
within the socio-cultural context of the time. The cultur-
al-historical method facilitated an analysis of how artistic
practices reflected the underlying values and ideologies of
the periods in question, with particular focus on how these
artworks served as cultural and social commentaries. By
applying this method, the study was able to contextualise
the evolution of avant-garde art in Ukraine and its interac-
tion with global artistic trends.

The methods of analysis and synthesis were crucial in
deconstructing the complex relationships between artis-
tic forms and their social contexts. This process involved
breaking down the artworks into their aesthetic, social,
and psychological components, and then reintegrating
these aspects to provide a holistic understanding of the
art’s significance. The analysis not only highlighted the
formal qualities of the art but also examined the psycho-
logical and social dimensions that influenced the creative
process. Finally, the generalisation method was employed
to consolidate the findings from the various methods, syn-
thesising them into a cohesive understanding of the devel-
opment of Ukrainian avant-garde art and its place in the
broader discourse of cultural and artistic.

RESULTS AND DISCUSSION
Before proceeding to a direct analysis of the specificities
of studying the anthropology of art through the lens of
interdisciplinary interaction between culturology and art
history, it is necessary to briefly outline the nature of this
field and its connection to other humanities. The generally
accepted definition posits that the anthropology of art is
a branch of anthropology that examines how and why hu-
mans create art, the role art occupies within a culture, and

how art shapes the identity of both the individual and so-
ciety. Consequently, the subject of research encompasses
a broad spectrum of components, including the intercon-
nectedness of the human being, culture, art, artistic works,
cultural heritage, rituals, and traditions.

N. Khamitov (2024) defined cultural anthropolo-
gy as a direction within anthropology and philosophical
anthropology, the subject of which is the historical and
structural characteristics of culture. In cultural anthro-
pology, culture is understood as the most significant at-
tribute of a human being - a universal result of activity
in which the human essence is revealed. Thus, within
cultural anthropology, the study of culture becomes the
fundamental basis for investigating human existence. An
essential component of anthropology is ethnic anthro-
pology, which the Yu.l. Rymarenko (1996), defined as a
scientific discipline situated at the intersection of various
sciences. It studies the human being as a representative
of an ethnic community (or ethnosocial group) and as a
biosocial being from the perspective of morphophysio-
logical characteristics and specific developmental traits
of populations, their formation, and distribution. Con-
sequently, ethnic anthropology emerges as a discipline
capable of elucidating many aspects of the historiological
life of peoples, providing an impetus for the development
of new sciences and research fields. The analysis of the
model of visual-anthropological research deserves sep-
arate attention. This model is still in its formative stage
and may become the subject of further systematic and
thorough research (Pecheranskyi et al., 2023). Simultane-
ously, O. Pavlova (2022) pointed out that it is particularly
important to understand the stages of the formation of
visual anthropology and its basic elements in the context
of the contemporary national transformation of various
types of culturology. Researcher V. Limonchenko (2025)
viewed art as an expansion of the empirical basis of phi-
losophy. In this case, for him, art emerges as a practice
of producing human meaning, fundamentally making a
human being Human.

Furthermore, as noted by D. Androsova & O. Mark-
ova (2022), anthropology and culturology demonstrate a
striking commonality in their scientific, methodological,
and worldview-oriented frameworks. While anthropol-
ogy typically relies on biological anthropology (the study
of races and the physical-physiological indicators of the
human being) and ethnology specifically “cultural” an-
thropology as semiotics, symbology, and philosophy (pri-
marily the philosophy of culture) and related sciences the
foundation of culturology is predominantly philosophy
(mainly ethical and religious), art history, ethnology, folk-
lore studies, and psychology, among others. Furthermore,
according to I. Sumchenko (2025), interpretation in cul-
tural anthropology is a multifaceted process, as every re-
searcher brings unique experience, cultural background,
and theoretical convictions to their work, which inevita-
bly influences their understanding. Therefore, a constant
critical reflection on one’s own interpretations, the search
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for alternative explanations, and the consideration of the
polysemantic nature of various cultural phenomena are
necessary. Moreover, as S. Lytvyn (2025) wrote, the appli-
cation of interdisciplinary approaches - specifically an-
thropology, ethnology, and structuralism - has enabled the
analysis of numerous examples of spiritual and material
culture as a mechanism for constructing collective iden-
tity. This, in turn, has a significant impact on the develop-
ment of the entire sociocultural space of any country.

Thus, the anthropology of art emerges as an inter-
disciplinary field that integrates knowledge from cultural
anthropology, other anthropological subfields, aesthetics,
philosophy, art history, ethnography, sociology, and other
humanities and social sciences. The anthropology of art
examines the human being as a creator, bearer, and con-
sumer of art — and consequently, as a subject who con-
structs symbolic images to comprehend the surrounding
world. Therefore, it is essential to recognise that the an-
thropology of art investigates not only artistic works but
also the creator (the human being) as well as the meanings,
messages, and ideas that individuals embed within these
works. Analysing current issues in visual anthropology
research, O. Pushonkova (2009) emphasised that it is im-
portant not only to understand the reasons for changes in
sociocultural narratives and the methods of their visualis-
ation but also to identify the conditions for the truthfulness
of the human life experience, its integrity, and fullness, as
well as the correct understanding of the polyphonic world
and a person’s place within it. Exploring the anthropology
of collecting, T. Rozova & V. Kubko (2023) wrote that at the
beginning of the 21* century, collecting creates commu-
nication channels through exhibitions, virtualisation, and
digitalisation. This rendered it a unique, active source of
timeless information that reflected cultural meanings and
symbols of both cultural heritage and the contemporary
human life-world.

Exploring the components of culture, V. Sivers (2025)
noted the culture possesses a holistic nature and, as such,
must adhere to general natural laws, though these laws
themselves may be further refined. Concurrently, the pri-
mary field of discourse should be grounded in the princi-
ples currently recognised by science as relevant within the
humanities, particularly in culturology and art history. At
the same time, cultural phenomena exert either a direct
influence on contemporary events and the future devel-
opment of humanity — where influence is formed through
immediate interaction - or they operate through layers,
which serve as imprints of the perception of the event it-
self. M. Kryshtopa (2023) wrote that the anthropology of art
is a branch of cultural (social) anthropology that focuses
on the study of art within its socio-cultural context. It is
designed to explain the formation of various art forms un-
der specific conditions-namely, how and by what exactly
these processes are determined. In general, humanitari-
an strategies in culture are influential factors that shape
the conceptual vision of a state’s cultural policy directions.
Therefore, cultural and artistic development, along with

the mechanisms and tools for its implementation aimed
at unlocking human creativity and forming human capital,
represents an essential area that requires particular atten-
tion from scholars.

Accordingly, scientific research should focus not only
on the artworks themselves, cultural heritage objects,
and other material or spiritual monuments but also on
the human being, their mode of thinking, and their per-
ception of the world, particularly of culture and art. As
0. Polishchuk (2026) states, aesthetic feelings, aesthetic
activities, and aesthetic values, along with their roles in
the life of the individual and society at large, merit rig-
orous scientific attention. Therefore, when formulat-
ing development plans or reforming higher education,
disciplines such as culturology, art history, ethics, and
others must be protected from attempts to reduce or re-
move them from academic curricula. Today, a situation
is observed where even in the training of professionals
in the fields of art and culture, students are effectively
deprived of knowledge in the philosophy of art and re-
main unfamiliar with the achievements of philosophical
and cultural anthropology. This raises the question of the
importance of transcending the boundaries of any single
subject or scientific field to reach an interdisciplinary lev-
el. Consequently, contemporary scholars are increasing-
ly focusing on concepts such as meta-culturology studies
and meta-anthropology. N. Khamitov (2024) defined me-
ta-anthropology as the study of the boundaries of human
existence, its existential dimensions, the conditions for
communication within these dimensions, and the arche-
typal foundations of culture. Meta-anthropology becomes
significant as a methodological strategy in modern philo-
sophical anthropology, the philosophy of culture, ethics,
aesthetics, and culturology. Furthermore, N. Khamitov
defined cultural archetypes as: 1) worldview-existential
foundations upon which the culturally significant cre-
ativity of any representative of a local culture is based,
as well as its perception; 2) the worldview-existential
foundations of culture as a global phenomenon. Cultur-
al archetypes act as the deep-seated result of creativity
and the spiritual communication of individuals within a
given culture. Thus, culture is largely a process of iden-
tifying and modernising archetypes — not in an abstract
or impersonal manner, but existentially and personally,
through the creativity of specific individuals, groups, so-
cieties, and nations.

For his part, S. Rudenko (2025) defined meta-cultur-
ology studies as an interdisciplinary field within which
an innovative habitus is formed. This habitus is necessary
for synthesising theory, practice, and education on the
path toward discovering tools for cultural transforma-
tion, particularly through logo-heuristics (the search for
meanings). For clarity, the author proposes representing
the meta-culturology habitus in the following form (Ta-
ble 1), where the art history component of meta-cultur-
ology studies is highlighted as a vital direction for fur-
ther research. It maintains genetic links with museology
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and culturology (cultural studies). In the context of cul-
turology, visual culture (fine arts) serves as a significant

embodiment of meanings and, therefore, a specific subject
of scientific inquiry.

Table 1. The habitual structure of meta-culturology studies

Meta-culturology

The science of culture ‘

Museology ‘

Art history

Curation, cultural and artistic expertise

Source: developed by the author based on S. Rudenko (2025)

Thus, when considering the anthropology of art as a
field of knowledge taught at the university level, it should
be categorised within the block of philosophical and cul-
tural disciplines. Its primary goal is to cultivate in under-
eraduate and postgraduate students the ability to perceive
art as a phenomenon of human existence. Art should be
viewed not merely as craftsmanship or aesthetic activity
but as a cultural-anthropological form of communication
between the author and other people, society, and the
world. This approach studies the human being as a crea-
tor of artistic meanings: Homo Creator, Homo Aestheticus.
As Ch. Giordano (2005) wrote, Homo Creator is capable of
independently constructing their own identity, as humans
possess the capacity for self-creation, adapting to new
political and environmental circumstances. Meanwhile,
Homo Aestheticus perceives the world through aesthetics
(form, color, rhythm, harmony, etc.), which helps commu-
nities establish shared visual codes and emotional unity.
Consequently, the human being is capable of creating so-
cial structures, politics, and new identities; thus, the hu-
man is a subject who changes the “rules of the game”. At
the same time, the human is a being that requires harmo-
ny and visual meaning. Therefore, imbuing the world with
beauty, rhythm, and emotional significance is one of the
vital components of human activity. Ultimately, anthropol-
ogy is a discipline that seeks to reveal the significance - of-
ten unsuspected or underestimated - of what the human
being, as a social entity, creates every day.

Art, as a sociocultural phenomenon, shapes commu-
nication and preserves traditional, national, cultural, and
civilisational memory. Simultaneously, the cultural con-
text of art involves the interaction between symbols, ritu-
als, and archetypes. Through the anthropology of art, one
can form a comprehensive understanding of diverse eras
and peoples, as well as interpret artistic representations
of emotions, convictions, spiritual and religious beliefs,
myths, legends, and archetypes. The scope of research
in the anthropology of art encompasses a wide range of
pivotal questions. These include: the origins of art; the
reasons why art serves as a universal characteristic of hu-
manity; the role of archetypes, symbols, and the language
of imagery in the life of the individual and society; and the
mechanisms through which material cultural heritage and
artistic works influence human emotional, psychological,
and intellectual development. Furthermore, it examines
how objects created by humans emerge to express cultural
and substantive meaning, and how artistic works impact
the life-creation and viability of individuals and entire

societies. Consequently, the anthropology of art helps to
reveal that art is not merely the result of creative activity
but a fundamental mode of human existence within cul-
ture and the world. From a comprehensive perspective on
contemporary academic art history, O. Klekovkin (2017)
identified the following sub-disciplines: theoretical art
history, which includes the general theory of art (the theory
of artistic types, forms, and genres); historical art history,
encompassing the history of art, the history of genres and
forms, and the historiography of art, among others; and
systemic art history. The latter includes the anthropology
of art, the sociology of art, the psychology of art (including
art therapy), artistic systems and organisations (incorpo-
rating law, management, etc.), as well as the analysis and
criticism of artworks, documentation, and archiving.

Scholars D. Androsova & O. Markova (2022) noted that
while culturology rely on art historical generalisations that
balance rationalistic and extra-rational semantic frame-
works, the anthropological perspective does not offer a
direct path to artistic generalisations. Instead, it appeals
primarily to a sociological lens, prioritising rationalistic
and classical scientific dimensions of cognition. Accord-
ingly, the field of the anthropology of art can be subdivided
into more specialised components, such as the “anthro-
pology of painting” or the “anthropology of music”. For her
part, H.M. Lymar (2023) observes that while the anthropol-
ogy of art traditionally leans toward the interpretation of
prehistoric artefacts, it often fails to address how such art
influences contemporary methods of creation and pres-
entation. Thus, art and anthropology represent vital direc-
tions for seeking representative practices that open new
dialogues between these two phenomena. Consequently,
the anthropology of art emerges as a theoretical founda-
tion for artistic practices, generating a complex reflection
on socially significant processes. As V. Karpov el al. (2020)
noted, the anthropology of art tends toward the interpre-
tation of prehistoric artefacts. Thus, the anthropology of
art can be regarded as a field that investigates the inter-
cultural, universal human experience of creating and per-
ceiving art. Furthermore, it functions as a discipline that
explores the overarching life-creation of humanity.

When comparing the subject areas of anthropology,
art history, and culturology, an analysis reveals distinct
yet overlapping focuses. Anthropology examines the hu-
man being in their entirety: biological, social, cultural, and
spiritual. Within the specific context of the anthropology
of art, it analyses artistic practices as a mode of commu-
nication between the individual and the world, as well as
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between the individual and the community. Art history in-
vestigates forms, styles, and means of artistic expression
within historical and cultural dynamics. Its primary tasks
include the description, analysis, and interpretation of
artworks, as well as attribution and the determination of
artistic value and stylistic specificities. Culturology exam-
ine culture as a whole - a system of meanings and symbols

created by humanity. The culturology approach emphasis-
es that art is an integral part of culture’s communication
system, serving as a means of preserving and transmitting
material cultural heritage and spiritual experience to future
generations. Accordingly, the intersections and common-
alities between anthropology, art history, and culturology
(cultural studies) can be summarised as follows (Table 2).

Table 2. Intersections and commonalities between anthropology, art history, and culturology (cultural studies)

Field / Discipline Intersections Commonalities
Anthronology Investigates art as a manifestation of human nature, Understanding art as an integral part
POI0gY experience, traditions, and rituals of human life activity
Art history Analyses specific artworks, styles, movements, Interpreting the artistic experience of the human

and artistic schools

being as both creator and consumer of art

Culturology
(Cultural studies)

and a symbolic system

Explains art as a form of cultural communication

Identifying meanings, symbols, values,
and archetypes within artistic expression

Source: developed by the author based on Ch. Giordano (2005), O. Klekovkin (2017), D. Androsova & O. Markova (2022)

In conclusion, it can be asserted that these three disci-
plines interact within the “Human - Culture - Creativity”
triad. Anthropology elucidates the origins of art, culturol-
ogy address its semantic content, and art history focuses
on its specific forms and manifestations. Consequently,
the anthropology of art emerges as a cross-disciplinary
dialogue centred on the human quest to understand both
the self and the world. For the viewer, art acts as a vehicle
for spiritual cognition and empathy, as seen in immersive
digital installations where the audience becomes an active
participant in the symbolic space, blurring the line be-
tween the observer and the observed. Furthermore, con-
temporary anthropology of art poses a fundamental onto-
logical question: what does it mean to be a human being
who creates symbols and meanings. In this context, art is
examined in its broadest sense. It encompasses not only
“high art” but also decorative arts, as well as modern ur-
ban phenomena like street art and digital performances.
These practices, ranging from traditional folk rituals to
globalised mass culture, reflect the diverse ways in which
social structures and cultural rules directly influence indi-
vidual and collective behaviour in the 21% century.

For instance, as G. Bakke & M. Peterson (2017) have
observed, anthropologists may present their findings not
only through textual media but also via sound installations
or performances. Art itself constitutes a form of anthro-
pological inquiry; when an artist engages with a specific
community or theme, they perform a “thick description”
Concurrently, N. Bonvillain (2010) conceptualised culture
not as a collection of random traditions, but as an inte-
grated system. She analysed how economics, politics, reli-
gion, and art interact to shape a holistic human experience
within a particular society. As U. Klein (2019) observed,
the interdisciplinary interaction between anthropology
and art facilitates a shift in focus from finalised cultural
products to lived creative processes, thereby transforming
the research method into an experimental space. Conse-
quently, as T. Vlasevich (2022) noted, the knowledge of a
person’s spiritual life differs fundamentally from the study
of nature, as the human world in general - and identity

in particular - cannot be described solely through exter-
nal manifestations; rather, the spiritual realm is revealed
through internal intuition and sensory perception.

Consequently, the anthropology of art must attend to
internal intuition and sensory perception, particularly in
cases where human identity and the spiritual world can-
not be exhaustively described through external manifes-
tations alone. Thus, examining the anthropology of art at
the intersection of culturology and art history facilitates a
transition from a purely descriptive strategy to one of phe-
nomenological immersion. This approach ensures a com-
prehensive understanding of the human being as a creator
of symbolic meanings, where the artistic process serves
not only as an object of study but also as a unique method
for cognising social and spiritual reality. The anthropol-
ogy of art does not supersede art history or culturology;
rather, it expands their horizons. Such a perspective on
the anthropology of art invites scholars to further discuss
the role of this subject both within university curricula and
across the humanities at large. Indeed, it adds a critical-
ly important dimension of human agency, social context,
and cultural function to the study of form (art history) and
systems (culturology). This approach allows for an under-
standing of art as an indispensable part of the process of
creating and sustaining human societies.

CONCLUSIONS
The study examines the specificities of the anthropology
of art within the framework of interdisciplinary inter-
action between culturology and art history. The results
of the research demonstrate that the anthropology of
art emerges as a pivotal field that transcends tradition-
al disciplinary boundaries, integrating knowledge from
aesthetics, philosophy, sociology, and ethnography. It is
established that this discipline shifts the focus from the
purely formal analysis of artistic artefacts to the study
of the human being as the primary agent of the creative
process: Homo Creator and Homo Aestheticus. The anthro-
pology of art, therefore, investigates not only the morpho-
logical features of art but also the existential and symbolic
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meanings that individuals embed in the cultural space to
comprehend the surrounding world.

It is substantiated that the interdisciplinary synthesis
of culturology (cultural studies) and art history within the
anthropological lens allows for a deeper understanding of
“cultural archetypes™ and the “value profile” of the artist.
The research highlights that in the context of contempo-
rary digital society, the humanities — specifically the an-
thropology of art - serve as a fundamental condition for
the development of human capital and the preservation of
national identity. The study proves that the formation of an
“innovative habitus” and a meta-culturology approach in
higher education is essential for protecting humanitarian
disciplines from marginalisation. By treating art as a cul-
tural-anthropological form of communication, the educa-
tional process can ensure a comprehensive development of
creative potential, where thehumanbeingisviewed as asub-

and their application in the digital sociocultural space.
Furthermore, the role of national cultural memory and
the semiotics of artistic creativity in the context of modern
global challenges merit rigorous scientific attention. Con-
tinuing research in this direction will facilitate the forma-
tion of a unified humanistic space of knowledge, where the
anthropology of art acts as a bridge between theoretical
philosophy and the practical reconstruction of the artis-
tic process. In future research, it is essential to continue
applying a comprehensive interdisciplinary approach so
that subsequent studies may extend into the realms of
meta-culturology and meta-anthropological discourse.
Moreover, prospective scholarly inquiries may demon-
strate that art exerts a profound influence on all constit-
uents of human vital activity and the existential self-crea-
tion of both the individual and society as a whole.
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Oco0MBOCTI CTYIiI0BAHHS AHTPOIO/I0TII MICTEITBA
Y CBITVII MIZKIHCIIUILTIHAPHOI B3a€MO/Iil KYJIbTYPO.IOT1I
Ta MICTEITBO3HABCTBA

AHOTAIlifl. AKTYQIbHICTD JOCHZKCHHA OOIDYHTOBYETHCS HCOOXIIHICTIO CHHTE3y KYIBTYPOJOTIYHOTO Ta
MICTEITBO3HABYOTO ITAXOMIB /11 (DOPMYBAHHS ILTICHOI IapaJurMy aHTPOMOIOTII MICTEIITBA Ta 3yMOB/IEHA KPU30I0
KJIACUYIHOIO (DOPMATbHO-CTILICTUYHOIO AHATIZY, SKUH MOKE IirHOpYBAaTH CY0'€KTHICTH MUTISI Ta CYCILIBHO-
MOJITUYHE 3HAYEHHS TBOPYOrO Tporecy. MeToio poOoTu OyI10 BUALIATU 3 3araJbHOTO MEPEeTiKy T'yMaHiTapHHX
JUCHMILIIH aHTPOIIOIOT 0 MUCTELTBA, IIPOAHAIIBYBATU 1 B KOHTEKCTI MizKINCIUILTIHAPHOT B3a€MOJIIT TAKNX BayKINBIX
rajxy3eil HayK sIK KyJIbTYPOJIOLisl Ta MUCTEITBO3HABCTBO. MeTOoM0I0TUHy 0a3y JOCHIIKEHHSI CTAHOBILIN TIO€IHAHHS
KYJIBTYPHO-ICTOPUYHOTO METOY, CUCTEMHOIO IIIXOMY, MOPIBHAJILHOTO METOXY, METOMIB aHaxizy Ta cuHresy. Y
pe3yIbTaTi JOCAIFKEHHS BCTAaHOBJIEHO, 1[0 aHTPOIIOIOLST MUCTEITBA Y MIZKIUCIMILTIHADHOMY TIOJI KyJABTYPOJIOril Ta
MHCTEITBO3HABCTBA (PYHKI[IOHYE HE SK JOMOMIzKHA rajaysb, a SK CaMOCTIHHUI aHaTITUYHUNA TIXiT, opieHTOBaHMIT
HAa JIOC/TZKCHHSA JIIOMUHI K Cy0'€KTa TBOPCHHSA KYJIBTYPHUX CMUC/IIB. BUSHaYCHO, 10 i TCOPCTUKO-METOI0TOTITHITI
MOTEHITIAT 3a0e3Meuye 3MIlIeHH JTOCTITHUILKOTO (POKyCy 3 (DOPMaTIbHO-CTILIICTUYHOTO aHATIZY XYIOKHIX (opMm
Ha iHTepIIpeTariio JIoJCchKOro J0CBiAy, BTLIEHOr0 Yy CUMBOJIAX, 00pasax Ta KYJILTYPHUX apxeTurnax. OOIPyHTOBaHO,
10 iHTerpamis KyJIbTYPOJOTiYHOI0 Ta MHCTEITBO3HABYOIO IIIXOMIB J03BOJISAE PO3LISAATH MHUCTEITBO SIK (GopMy
COIIIOKYILTYPHOI KOMYHIKAIIil Ta CAMOKOHCTPYIOBAHHS IHINBiIA i CYCILIbLCTBA. BUABIEHO, 10 AaHTPOIIOIOTiSA MICTEIITBA
BUCTYIAE€ TEOPETUYHOI0 OCHOBOIO JIJIT OCMHCJIECHHS MUCTEIHKUX MPAKTUK Y KOHTEKCTi (DOPMYBAHHA IIHHICHIX
OpieHTAIil, iIEHTHYHOCTI Ta KYIFTYPHOTO IPOCTOPY. TaK0/K BCTAHOB/IEHO, 1[0 MizKIUCIUILTIHADHUI ITiJIXi]] PO3IIIPIOE
MOKIUBOCTI aHATI3Y MUCTEITBA K CKIATHOI CUCTEMH B3a€MOJIl CUMBOMIYHUX, COIHATLHUX i KYILTYPHUX YMHHUKIB.
PesyapTaTi pOOOTH MOKYTH OYTH BUKOPUCTAHI J/ISI PO3POOKI HOBUX CTPATErill PO3SBUTKY BUK/IAIAHHS aHTPOIOIOTIT
MHCTEIITBA, JI¢ IPIOPUTETOM CTA€ MiyKINCIIUILTIHAPHII IiXiJT, 1110 T03BOJUTD PO3BUBATH MOJAIBII CTY/III MICTEIITBA,
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Itinerant Jewish Yiddish theater troupes in the theatrical landscape
of Transcarpathia (1920s-1930s): A cultural perspective

Abstract. The relevance of this study was determined by the need for a scholarly understanding of the evolution
of Jewish Yiddish theatre within the theatrical space of Transcarpathia during the 1920s-1930s. As of April 2026, the
travelling Jewish theatre in Transcarpathia had not been systematically studied; therefore, this topic had remained
insufficiently explored in academic research. The aim of the study was to investigate and systematise travelling Jewish
Yiddish theatres, as well as to examine the origins and dynamics of theatrical performances within the theatrical culture
of Transcarpathia in the 19205-1930s. Jewish theatre remained an important component of Ukrainian cultural heritage,
evolving from theatrical studios and state theatres. Yiddish theatre served as a centre of artistic life, transmitting
Jewish culture through theatrical art. The research methodology was based on the application of dialectical, analytical,
culturological, historical, biographical, and generalising methods. The study analysed the influence of travelling Jewish
Yiddish troupes on the development of the region’s theatrical culture and established that theatre touring routes passed
through the major cities of the region, including Uzhhorod, Mukachevo, Khust, and Berehove. The repertoire of these
theatres was characterised by considerable genre and thematic diversity, encompassing all age groups of audiences.
At the same time, in accordance with public preferences, musical performances were given particular prominence on
stage. Alongside entertainment productions, the theatres staged plays based on national Jewish dramaturgy, which
highlighted issues of Jewish identity and belonging. The creative staff of the theatres consisted of talented actors,
directors, and musicians from Romania, Poland, Austria, Lithuania, and Ukraine. Their destinies coincided with the
cultural flourishing of the theatre, but ultimately ended in repression, emigration, deportation to concentration
camps, and extermination centres. The practical significance of the study lies in the possibility of using its findings
for the study of theatre history and their application in theatre studies and cultural studies, particularly in preserving
national identity through the investigation of regional theatrical art

Keywords: Jewish heritage; regional culture; performing arts; theatre production; actor; emigration; Holocaust

INTRODUCTION

Against the backdrop of the mass migration of the early
20™ century, Yiddish theatre flourished, playing a decisive
role in transmitting cultural traditions, styles and ide-
as during the mass migration movements in Europe and
beyond. Its theatrical practices and modes of expression
influenced the development of Ukrainian and global the-
atre. In theater studies and cultural studies, the topic of
Jewish Yiddish theater in Transcarpathia had never been

Suggested Citation:

specifically addressed, although its role in shaping the re-
gion’s theatrical culture had been examined in a piecemeal
fashion. Numerous sources shed light on the historical
and sociocultural processes underlying the formation and
genesis of Jewish Yiddish theater. An analysis of scholarly
publications had shown that researchers have focused on
studying Jewish theater in various regions of Ukraine. At
the same time, scholars have devoted significant attention
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to the history of Jewish theater in Kyiv, Kharkiv, Odesa,
Lviv, and Chernivtsi. T. Ovcharenko (2009) noted that Jew-
ish theater — a phenomenon that for hundreds of years was
shaped at the intersection of religious prohibitions and
human spiritual and cultural needs - in the cultural space
of Ukraine, it not only developed but also rose to the lev-
el of highly professional theater and played an important
role in global theatrical and cultural processes. O. Bez-
arov (2025) emphasised that the processes of the formation
of Jewish theater in neighboring Austria-Hungary were not
straightforward. Also, in Galicia and Bukovina, the con-
ditions for the development of Jewish theatrical culture
proved to be not very favourable - the Orthodox segment
of the Jewish community did not approve of Jews’ enthu-
siasm for theatrical performances for religious reasons.
Scholar A. Bakanursky (2013) explored the role of Jewish
theater in Odesa, noting that having travelled a complex
path through European countries from the Netherlands
and Germany through Austria-Hungary and Romania to
Poland, Galicia, and Western Ukraine, Jewish theater, by
refining and expanding its repertoire and expressiveness,
as well as the diversity of characters and performers, ap-
proached a landmark date in its history - the profession-
al period of its development. Researchers T. Brahina et
al. (2025) noted that Jewish theater in Kharkiv became an
important stage in the development of Jewish stage cul-
ture and art in Ukraine. Its activities reflected the complex
dialectic between tradition and modernity, the national
and the Soviet, art and politics. V. Polonskyi (2024) ana-
lysed the centuries-long history of the Jewish minority in
Ukraine and traces the development of Jewish folk culture,
music, and theater. Scientist noted that due to its favoura-
ble geographical location, Ukraine has for many centuries
altracted people of various nationalities, who formed na-
tional minorities within the state, became active members
of society, and contributed to the enrichment of diverse
forms of art. A. Quint & A.M.-K. Seigel (2023) uncovered
the untold stories of female artists in Jewish theater from
Romania to the United States, from Argentina to South
Africa. Also, researchers examined the interwar Yiddish
theater scene in Kaunas, highlighting Jewish theater ac-
tress Rachel Berger, who performed in Uzhhorod in 1924.
Researcher 1. Bercovici (1982) was the first to trace the evo-
lution of Jewish theater in Romania from its origins to the
postwar period, analysing the work of prominent figures
in Jewish theater. The aim of this study was to examine the
dynamics of itinerant Jewish theater troupes within the
theatrical culture of Transcarpathia in the 1920s and 1930s.

MATERIALS AND METHODS
The methodology for studying itinerant Jewish Yiddish
theater troupes in the theatrical landscape of Transcar-
pathia was developed using a combination of methods: di-
alectical, analytical, cultural-historical, biographical, and
generalisation. The dialectical approach occupied a cen-
tral place in the methodology, aiming to understand Jew-
ish theater within the theatrical culture of Transcarpathia

through the prism of the contradictions and transfor-
mations inherent in its historical context. This approach
acknowledged the dynamic interaction of cultural forces,
socio-economic conditions, and artistic forms of expres-
sion over time. It was employed an analytical approach
to examine the repertoire, acting techniques and Jewish
cultural influence on the region’s theatrical culture of the
1920s and 1930s. After all, it was Jewish theatre that had be-
come a story of journeys, with its migration of artists, the
travels of various theatre companies, and encounters with
audiences across different regions. The cultural-historical
method enabled to analyse the development of itinerant
Jewish theatre troupes in Transcarpathia: “Haor” (1921~
1922), “Habamah” (1926-1933), the theater troupe of Leon
Berger (1924) and Paul Baratov (1932), “Vilner Trupe” (1933),
the troupe led by Solo Prizament and Giza Haiden (1937),
the “Zigler-Postor” troupe (1937), and the troupe of Moi-
se Lipman (1938). Biographical analysis had contributed
to the study of the touring activities of Jewish theater and
the participation of leading figures of Yiddish theater in
productions (Solo Prizamant, Clara and Solomon Stramer,
Giza Haiden, Herman Tunis, Sara Kanner, Leopold Jun-
gwirth, Dolly Nahbar, Pavel Baratov, Dina Koenig, Joseph
Kamen, Moisha Ziegler, Sylvia Pastor, Moisha Lipman,
Nohem Turkov). The generalisation method was used to
systematise information about travelling Jewish theater
troupes in the cultural space of Transcarpathia. Based on
this method, conclusions were drawn regarding the re-
search findings and future directions for the study of Yid-
dish theater. Hungarian local newspapers from the 1920s
and 1930s had to be proved to be valuable sources for this
study: “Ruszinszkoi Magyar Hirlap”, “Karpati Magyar Hir-
lap”, “Zsid6 Néplap”, “Uj Kozlony”, and “Hatarszéli Ujsag”,
which published announcements and reviews of Yiddish
plays in their pages and introduced audiences to the rep-
ertoire of Jewish travelling theatres in Transcarpathia.

RESULTS AND DISCUSSION
The issue of Jewish national identity had become one of
the key, defining issues in Ukraine’s theatrical culture. The
history of the Jewish Yiddish theater in Transcarpathia
had remained a blank spot on the map of research into
the history of Transcarpathian theatrical culture. This was
the first attempt to investigate and synthesise information
about the origins and development of Yiddish theater in
the region’s theatrical culture of the 1920s and 1930s. After
all, the travelling Jewish theater always encouraged its au-
dience to feel a connection to the Jewish world. Audiences
of plays and concerts took pride in their Jewish identity,
as Jewish actors embodied Jewish vitality. Starting in the
18708, Jewish artists known as the Broders (“singers from
Brody”) began touring the cities of Austria-Hungary. Art-
ists got their name from the founder of the genre, Berl
Broder (real name Berl Margulis, 1815-1868), who started
the tradition of travelling performers, whose shows took
place in wine cellars and taverns. The Broders’ repertoire
included comic sketches that parodied various types of
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Jewish society and required the performer to possess a
talent for stage transformation and the ability to impro-
vise (Rindyuk et al., 2018). Thanks to their performances in
taverns on the occasion of the Purim holiday, singers from
Brody established themselves as artists in Jewish commu-
nities. The foundation for professional Jewish theatre was
established through their activities.

The origins of Yiddish theater were linked to the
Ukrainian Jew A. Goldfaden (1840-1909), who staged the
first performance at the Pomul Verde Theater (Ionel, 2021).
A. Goldfaden’s theater was an immediate success and be-
gan touring Jewish communities in Central and Eastern
Europe. After all, Jewish theater had always been a form of
theater, in which the social function was far more impor-
tant than the quality of the texts or the actors’ performanc-
es. The theater served as a gathering place for the Jewish
community, where they could speak their own language.
The first playwrights after A. Goldfaden were actors and
musicians, who wrote for their own troupes, as they were
forced to stage anew play every week. After the end of World
War I, Transcarpathia (renamed “Subcarpathian Rus”) be-
came part of Czechoslovakia. In Subcarpathian Rus, which
had become part of Czechoslovakia, lived the poorest Jew-
ish community. In this predominantly rural, small-town
region, Jews were mostly engaged in agriculture and local
trade, and unemployment was high among them (Madi &
Sakal, 2023). The region’s Jews actively participated in the
civic and cultural life of their towns - opened movie theat-
ers, run taverns, factories, workshops, banks, and the “Ko-
rona” and “Central” hotels (Khust), where travelling theat-
er troupes perform. The great flourishing of these cities as
centres of Jewish theater can be explained by several rea-
sons. First, during the interwar period, numerous of Yid-
dish-speaking Jews settled in Subcarpathian Rus, fleeing
difficult living conditions and antisemitism. For most of
these Jewish immigrants, attending theater performanc-
es was a common cultural practice, given that at that time
Yiddish theater troupes were performing throughout Eu-
rope. Yiddish was the primary spoken language of Eastern
European Jewry, which had always occupied “a decidedly
low place in the multilingual hierarchy of Ashkenazi Jewish
culture” (Caplan, 2014).

Travelling theater troupes were often family business-
es, consisting of a husband, wife, children, and relatives.
As a folk theatre tradition of a nomadic people, Yiddish
theatre consistently required improvisation under chang-
ing circumstances; however, it was frequently noted by
Yiddish-speaking actors and critics that constant travel-
ling prevented the Jewish stage from attaining the artis-
tic standards achieved by other theatres (Caplan, 2014).
Performances took place in permanent city theaters in
Mukachevo (1899) and Uzhhorod (1907), as well as in hotels,
cafes, casinos, and on summer stages. It was very common
for travelling theatre troupes to visit during Jewish festivals
(Hanukkah, Purim, Sukkot). For example, during Hanuk-
kah, theater groups performed scenes from plays, in which
the main characters were always Esther, King Ahasuerus,

Mordecai, and Haman. Theater scholar I. Meleshkina (2015)
asserted that travelling troupes of Jewish actors visited
virtually every town, while the theatre itself enjoyed con-
siderable popularity among the public, maintained close
contact with audiences, and responded to their needs. Yid-
dish drama uniquely reflected the issues that concerned
Jewish society. National theatre performed in the native
language — both Jewish and Ukrainian - was regarded as
a powerful means of self-identification, fostering national
dignity and encouraging resistance to humiliation, which
often provoked strong dissatisfaction from the authorities.
In August 1921, the Jewish theater “Haor” from Bratislava,
led by Shloyma Pryzament, arrived in Uzhhorod. Theat-
er scholar Yu. Shereheiy (1993) noted that in the 1920s the
“Haor” theatre, directed by Prizamant, staged productions
such as “The Destruction of Jerusalem”, “Esther’s Love”,
and “The Jewish Hamlet”. Although the troupe was large,
relatively little attention was devoted to stage design. At the
same time, the “Habimah” theatre, directed by Shtramur,
presented operettas and dramas including “The Dybbuk”,
“The Blind Violinist”, and “Kol Nidre”. On 17 January 1922,
“Haor” (artistic director: Shlomo Prizamant) returned to
Subcarpathian Rus and began its tour in the city of Uzh-
horod, this time with a new theatre poster (Fig. 1). Uzhho-
rod newspapers reported that “the Jewish theater troupe
“Haor” began its performances in Uzhhorod yesterday. The
public has high expectations for the reorganised troupe.
We hope it will live up to expectations” (The Jewish theatre
has opened, 1922).

 Zidovské divadio — Jiidisches Theater
o : 3 - HAOR“

Figure 1. “Haor” theater poster, 1920s
Source: Leaflet: Jewish Theatre - opera, 1921 (1921)

Director Shlomo Pryzament (Salo, Solomon Pryza-
ment, 1889-1973) was born on September 6, 1889, in the
small town of Uhniv near Rava-Ruska (Lviv region). In 1910,
composer became the director of the “Ukrainska Besida”
theater (Lviv). During the 1920s in Czechoslovakia, the
“Haor” society was established on the initiative of Zacha-
ris Franziska, Itshak Mestel (Yakov Mestel, 1884-1958), and
Shlomo Prizamant (Museum of the Yiddish Theatre, n.d.b).
The first performance was “The Wild Man” by Y. Gordina.
The performance took place during the Purim celebration
in the grand hall of a restaurant in Bratislava. Later, the
troupe went on tour to Czech and Carpatho-Rusyn cities
with the following productions: “The Savage” by J. Gor-
dina, “Ahasuerus”, “Sulamith” by A. Goldfaden, “The Sac-
rifice of Isaac” by A. Goldfaden, “Jewish Happiness” by
B. Tomashevsky, “The Father” by A. Strindberg, “Kol Ni-
dre”, or the “Secret Jews of Madrid” - A. Sharkansky, “The
Jewish Spark™ - B. Tomashevsky, Z. Mogulescu, music by
A. Perlmutter, G. Vol, “The White Slave”. In 1922, the “Haor”




O. Zaitsev

society ceased its activities due to the local Jewish popu-
lation’s limited command of Yiddish and the resulting low
attendance at performances (Museum of the Yiddish The-
atre, n.d.b). In 1923, Prisazament moved to Poland, became
a member of the Union of Jewish Artists of Poland (Fig. 2),
met the actress Gizi Haydn, who became his wife, and later
founded a new theatre company.
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Figure 2. Solo Prizament - a member
of the Union of Jewish Artists in Poland, 1928
Source: Museum of the Yiddish Theatre (n.d.a)

During World War 1I, Prizamant and Gizi
(Haydn-Prizamant, 1906-date of death unknown) fled to
the Soviet Union. In 1943, they settled in Samarkand, in the
19408, the family returned to Poland. In 1949, he emigrat-
ed to Buenos Aires (Argentina) and continued to work in
the country’s theaters, in 1960, his monograph “Di Broder
Zinger” (“The Broder Singers”) was published in Argenti-
na (Museum of Family History, n.d.). In 1973, Shlomo Pris-
ament died in Buenos Aires. The Transylvanian Jewish
professional theater “Habimah” was founded by Stramer
in the 1910s. Beginning in the 1920s, the troupe active-
ly toured cities in Romania and Czechoslovakia. Between
1926 and 1933, theater performed in the cities of Uzhho-
rod, Mukachevo, and Berehove (Museum of Family Histo-
ry, n.d.) (Fig. 3).

Figure 3. Theater poster, 19308
Source: Leaflet: Jewish Theatre in Myto (1927)

Director, actor, and impresario Solomon Stramer was
born in Eastern Europe on June 6, 1888. After the end of
World War I and the incorporation of Transylvania into the
Kingdom of Romania, Stramer moved to Cluj and began
performing with his theater troupe, which featured actors
Clara Stramer, Albert Segalesco (1889-date of death un-
known), Isidor Ashkenazi (1897-date of death unknown),

Sarah Kanner (Friling, 1882-1959), Marcus Glikman (1883-
1928), Solomon Friedman (1889-date of death unknown),
Avram Ash (Avraham Averbukh, 1895-1942), and Sarah Syl-
via (1893-date of death unknown) (Bercovici, 1982) in vari-
ous European cities (Fig. 4).

Figure 4. Stramer’s theater troupe. Romania, 1920s
Source: based on I. Bercovici (1982)

In November 1923, “Habimah” performed in the re-
gion’s major cities (Uzhhorod, Mukachevo, Berehove) with
A. Goldfaden’s play “Hetskele the Milkman”. The plot cen-
tres on the comical adventures of the quick-witted Het-
skele, who managed to extricate himself from compli-
cated situations. The play was rich in folk humor, songs,
and dances. Jewish theatre functioned not merely as a
performance medium in the Hebrew language, but also
as a cultural phenomenon embodying Jewish identity and
traditions. Although the troupe did not stage complex
dramatic works, its productions were characterised by
professionalism, conviction, and enthusiasm. Among the
performances presented were “Kol Nidre” and “The Go-
lem”. Particular attention was devoted to the artistic con-
tributions of Solomon Stramer and Clara Stramer, Elsa
Rabinovich, Aranka Blind, Gersh Rabinovich, Herman Tu-
nis (Chaim-Gersh Owend, 1900-date of death unknown),
Michael Preis (1904-1978), and Ben-Zion Sigal (1900-1942),
who perished together with his wife Rachel Weissherg
and their children in the Belzec concentration camp. It
was also noted that the travelling activity of Jewish actors
contributed to the dissemination of Jewish culture from
one town to another. In the early 1930s, faced with esca-
lating anti-Semitism and economic hardship in interwar
Europe, Solomon Stramer emigrated to Argentina in 1933
along with the actors (Solomon and Clara Stramer, Isra-
el and Ana Feldbaum, Elsa Rabinovich, Esther and Anje
Rapel, Adolf and Clara Streitman, Sarah Silvia (1893-date
of death unknown), Samuel Silberberg (1892-date of death
unknown), and Joseph Schein). The artist’s key work whilst
in exile consisted of staging musical productions and per-
forming in plays such as “The Blind Clown™ and “The Girl’s
Secret” (Fig. 5). During World War II, Solomon Stramer
continued to work in Argentina at the “Soleil”, “Excelsior”,
“Mitra”, and “Ombu” theaters (Ansaldo, 2020). In addition
to his theatrical activities, Stramer made a significant con-
tribution to the development of sound recording, begin-
ning in the 1920s with recordings of Yiddish couplets, folk
songs, and theatrical excerpts.
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Figure 5. Play poster: Solomon and Clara Strammer, 1931
Source: The New York Public Library Digital Collections (1931)

In June 1924, a Jewish theater troupe from Bucharest,
led by Leon Berger, performed in Uzhhorod at the Coro-
na Hotel. The local newspaper “Zsidd Néplap” reported
that the actors did not receive sufficient support from
the Jewish community; nevertheless, the performances
were characterised by considerable ambition and artis-
tic professionalism. The leading performers of the troupe
included Leon Berger, his sister Sarah Kanner, his wife
Rachel Berger (1907-date of death unknown), and Eni
Smilovich (Shmilovich) (Theatre, 1924). Starting in August
1926, a Jewish theater troupe performing known as “Habi-
mah” (managed by Zacharias Franzos) began touring the
region for three-day engagements (Monday, Wednesday,
Friday). At the Uzhhorod City Theater, the actors - Yak-
ov Weisman, Morris Weisman (188o-date of death un-
known), Moise Lerer (Adolf, Aron Lerer, 1888-date of death
unknown), Zacharias Franzos, and guest stars: Leopold
Jungwirth (1891-1942, died in the Krakow ghetto), and
Ms. Sonya Berson (Paris) showcased their artistry in the
productions: “The Street Musician” by J. Latayner, and
“The King of Beggars”. As for the theater’s director, Zacha-
rias Franzos — a notorious theater impresario who illegally
appropriated the name “Habimah” — would appear on the
scene every year, collect money, and vanish, leaving debts
in his wake. Franzos, acting as concessionaire and impre-
sario of the Yiddish-language theatre troupe, generally
avoided indicating the authors of staged plays in order to
circumvent the payment of royalties. Therefore, director
gave false titles, but showed respect only for the plays of
Goldfaden, Gordin, Kobrin, Pinsky, Kalmanovich, and oth-
er authors, whose works belonged to the “best” of Jewish
theater (Dalinger, 2003).

In February 1927, a troupe led by Zacharias Franzo
performed at the city theater under the “Habimah” banner,
presenting three plays: “The Golden Wedding”, “The Jewish
Soul”, and “Cain and Abel”. A newspaper Habamah Ung-
varon (1927) reported that all fifteen actors demonstrated
a high level of artistic mastery and presented productions
unprecedented for the theatrical life of Uzhhorod. Both
the operetta and the dramatic one-act performances were
characterised by considerable ambition and professional-
ism, while the artistic efforts of the troupe were regarded
as deserving broader support from the Jewish audience of
the city. Thus, on February 24 1927, the troupe presented

the drama “The Seven Hanged Men” by A. Leonidov to a
small but enthusiastic audience. On February 25 1927,
they performed the operetta “The Romanian Wedding”.
Particular distinction among the actors was attributed to
Basha Libgold (Basya or Barbara, 1942-date of death un-
know), who later perished together with her daughter
and husband Zalman Libgold in the Treblinka concen-
tration camp, and whose performance was characterised
by strong artistic temperament. The cast also included
Frenkel, Rosa Gutman (1889-date of death unknown), and
Rachel Weinberg (1901-1942), who perished together with
her husband Ben-Zion Sigal and their two children in the
Belzec concentration camp. Their performances were not-
ed for a high level of preparation and expressive personal
humour. It was also reported that the theatre auditorium
was filled to capacity, while the audience enthusiastically
applauded the actors and joined the performers in singing
the verses (Habamah in Uzhhorod, 1927).

In July 1927, the “Stramer Troupe” arrived in Uzhho-
rod. The Hungarian newspaper “Ruszinszkoi Magyar Hir-
lap” reported that the renowned director Stramer, having
recently returned from a trip to America, arrived in Uzh-
horod for a two-day guest performance accompanied by a
highly regarded ensemble. The performances, scheduled
for 20-21 July, were presented with the participation of
the city theatre orchestra (The guest performance of the
Strammer..., 1927). The performers (Solomon and Clara
Strammer, Elsa Rabinovich, Aranka Blind, Herman Tunis,
Simcha Weintraub (Fisfeld, 1890-date of death unknown),
Max Brinn, Helena Gurevich) presented the operetta “Why
Do Girls Run Away?” by Y. Rumshynsky and “Mosse, How
Are You?”. On February 19, 1928, a Jewish theater troupe
(managed by Zacharias Franzo) opened its run at the
Uzhhorod City Theater with a performance of “The Beg-
gar-Musician” by K. Weill and E. Hauptmann. The local
Hungarian newspaper “Ruszinszkoi Magyar Hirlap” not-
ed that the actors Leopold Jungvirt (pseudonym Leonid
Peretz, 1891-date of death unknown), Zacharias Franzos,
Herman Tunis, and Max Hartzendorf contributed to creat-
ing a distinctive atmosphere within the performance (The
Beggar Musician, 1928).

In February 1929, “Habimah” returned to Uzhho-
rod with new performances and concerts featuring Vera
Kanevska (d. 1945) with her husband Paul Breitman (1890-
1975) and Max Brinn. In February 1930, the “Habimah”
troupe invited Uzhhorod audiences to its performances,
which featured renowned artists such as Leopold Jun-
gwirth, actor and set designer Dolly Nahbar (1903-date of
death unknown), Ernestina Jungvirt (Ferner, 1891-date of
death unknown), theater and film actress Laura Glucks-
man (Larke Glucksman or Perla Leah Glucksmann, 1885-
1938, died in a concentration camp), Fanya Brantsovska
and Herman Tunis. From February 25 to March 14, 1931,
the Uzhhorod City Council made the municipal theater
available to the Jewish theater troupe “Havima” (managed
by Zacharias Franzos). The press reported that Jewish
theatre performances had been staged at the municipal
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theatre since the establishment of the Jewish theatre tra-
dition in the city. Productions on Jewish themes, including
the operetta “Yudales Bar Mitzvah” by S. Vorobkevich were
characterised by a high artistic level. Particular attention
was devoted to the talents within the troupe, including
Sevilla Pastor (1905-1981), although audience interest was
described as moderate (Theatre, 1931). But with every per-
formance, the auditorium grows increasingly empty. The
Uzhhorod public showed little interest in attending thea-
tre performances.

In July 1932, the “Baratoff Troupe™ arrived in the re-
gion. Director, actor, and impresario Paul Brenner (Bara-
tov, 1873-1951) performed under the pseudonym Ben-Zvi
Baratoff (Fig. 6). A reviewer for the Uzhhorod newspaper
“Zsid6 Néplap” reported that the internationally known
Baratov Jewish theatre troupe scheduled performances
across several cities of the region in 1932, including Muk-
achevo, Berehove, Khust, Yaseny, and Uzhhorod. Particu-
lar attention was devoted to Dr. Paul Baratoff, whose act-
ing was characterised as original and highly artistic, and
whose appearance was regarded as a significant event for
admirers of Jewish theatre. At the same time, criticism
was directed toward the management of the troupe un-
der Zacharias Franzos, whose previous theatrical activities
were described negatively in relation to other Jewish the-
atre companies (Theatre Baratoff, 1932). After the troupe’s
first performance in Uzhhorod, the press wrote that Bara-
tov’s acting was not acting, but reality, an event, a slice of
turbulent life. Particularly unforgettable were roles in the
dramas “The Father” by A. Strindberg, “Hinkemann” by
E. Toller, and “The God of Vengeance” by S. Ashi. But no
less successful was actor’s performance in the American
comedy “The Underworld”, where was also demonstrated
unsurpassed mastery. Baratov’s worthy partners includ-
ed: Henrietta Schlitt, Ola Slivkovitz (1910-date of death un-
known), Clara Meisels (Friedhofer, 1896-1960), Yakov Shig-
orin, Boris Sigal (1885-date of death unknown), Herman
Tunis, and actor and playwright Moshe Shnatman (Mikhail
Shnaidov), who formed a wonderful ensemble. At the gen-
eral request of the audience, the “Baratoff Troupe” con-
tinued its tour during 1932 in Uzhhorod: on Saturday, 1932
“Der Mezamet” by Berkovich; in the evening: “The Five
Children of Nachez” by Gorin (Theatre, 1932).

Figure 6. Pol Baratoff, 1930s
Source: based on L. Bercovici (1982)

In January 1933, “Habimah” submitted a request to
perform at the municipal theater in Uzhhorod but Uzhho-
rod audiences were in no hurry to buy tickets to the shows.
It was reported that after the second week the troupe had
begun performing to nearly empty halls, while financial
difficulties became so severe that the actors lacked suffi-
cient funds to leave the cily. On this basis, the absence of
significant demand for Jewish theatre among the Jewish
population of Uzhhorod was noted (A Habimah Jewish The-
atre..., 1933). In the summer of 1933, “Habimah” returned to
Uzhhorod with its productions, in which the leading role
was played by the theatre and film actress Lydia Patots-
ka. In August 1933, the second branch of the Vilnius Jewish
Theater Troupe (“Vilner Trupe”), led by Jozef Kamen (Stein,
1900-1942), arrived in Uzhhorod. In the 1930s, the “Vilner
Trupe” (Fig. 7) split into several groups that toured various
countries. Actors affiliated with the “Vilner Trupe” toured
almost continuously from the establishment of the troupe
in 1915 until its dissolution in 1935. Initially, performances
were staged in small towns and cities throughout Poland,
while later racTponbna gisibHicTs expanded to Austria,
Romania, Germany, the Netherlands, Belgium, France,
England, Canada, Mexico, Brazil, Argentina, South Africa,
Zimbabwe, Australia, New Zealand, and the United States.
These theatrical activities were carried out within the
framework of complex multidirectional migration routes
between countries and continents (Caplan, 2014). The
troupe’s director, Y. Kamen, led one such company, which
performed in cities across Romania and travelled to Tran-
scarpathia with the plays “Richi, China!” by S. Tretyakov,
“The Mutiny in the Penitentiary” by P. Lampel, and “The
Deaf Man”, based on the work by D. Bergelson. The local
newspaper reported that the troupe, featuring Y. Kamen
and his wife Dina Konig (1907-1964), presented the finest
Jewish dramatic works over four days. As for the touring
sets for the productions of “Vilner Trupe”, they were always
created in accordance with the established requirements:
stage sets, costumes, lighting equipment, and props were
required to remain highly portable regardless of the artis-
tic preferences of directors or designers. Scenic elements
were designed to be easily dismantled for transportation in
railway carriages, while props and costumes were inten-
tionally made lightweight and compact. Lighting arrange-
ments also had to be adaptable and readily reproducible in
a wide variety of performance spaces, ranging from large
proscenium theatres in European capitals to converted
barns and temporary tents in rural areas (Caplan, 2014).

Figure 7. Logo of the “Vilner Trupe”, 1916
Source: based on D. Caplan (2014)
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In January 1937, following performances in Mukachevo
and Uzhhorod, the theater troupe led by Salo Pryzament
and Giza Haydn opened its tour in the grand hall of the
“Korona” hotel. The Uzhhorod newspaper “Uj Kozlony”
reported that the theatre management had borrowed
the necessary stage equipment from the city authorities.
Particular attention was devoted to Giza Haydn, whose
performances were distinguished by vocal mastery and
a successful repertoire, contributing to her widespread
recognition. Salo Prizamant was likewise identified as one
of the leading figures of the troupe due to his notable act-
ing abilities, strong vocal performance, and central role in
the artistic activity of the company (Theatre “Haor”, 1937).
The troupe’s repertoire consisted of the plays “The Little
Thief” by S. Talman, “The Bride of Marmaros”, “The Girl
Who Fell from the Fire”, “The Jewish Violinist”, “Passionate
Love”, “Two Kuni-Lemls”, and “Auf der Kayt in Pulisch”
The Uzhhorod newspaper “Zsido Néplap” reported that
troupe’s principal strengths were associated with the per-
formances of Giza Haydn, Salo Prizamant, Kalmen Gut-
man (1901-1945, killed in action), Rosa Gutman, Jacob Relis
(Leizer, 1878-1941), Salcia Waldberg (née Sara Licht, 1878-
1940), and Herman Waldberg (1863-1942). Particular atten-
tion was devoted to Prizament, who functioned not only
as the leading performer, but also as the author and com-
poser of the staged works, whose musical compositions
were characterised by artistic maturity and memorability
(Theatre, 1937a).

In 1937, Siegler-Pastor theater troupe, led by Moise
Siegler (Moritz or Moses Beiser, 1878-1965), arrived. From
1908 1o 1915, Moritz Siegler served as director of the “Jew-
ish Stage” in Vienna. In 1920, together with his wife Rosa,
their three children, and Muni Pastor (Fig. 8), he founded
the travelling theater troupe “Siegler-Pastor”. 1. Bercovi-
ci (1982) noted that the members of the “Siegler-Pastor”
troupe were Rosa Siegler (née Aron, 1888-date of death un-
known), Muns Pastor (stage name Abraham Moses Paster-
nak, 1808-1941/1944, died in a concentration camp in Po-
land), Erna Siegler (1911-date of death unknown), actor and
director Samuel Leresko (Shmuel Lerer, 1876-date of death
unknown) and his wife Adela Leresko (Kerner, 1886-date of
deathunknown), Burach (Borch) Rintzler, Shmuel Iris (1889~
1960), the orchestra was conducted by the young violinist
Marcel Kreisler and Seville Pastor. After the anschluss of
Austria to Nazi Germany, the troupe toured the Carpathi-
an Ruthenia until the group disbanded (Dalinger, 2003).

Sevilla Pastor (née Sevilla Ziegler, 1905-1981), togeth-
er with the company’s stars (Erna Ziegler, Dolly Nah-
bar, Muns Pastor, Rosa Ziegler, Isaac Havish (Isi, Yitzhak
Havish, 1910-1991), and conductor Zon Polyakov (d. 1941),
staged several performances (“Samuel’s Mission” by
A. Zweig) at the recently renovated Uzhhorod City Theat-
er. The Hungarian newspaper “Zsidé Néplap” reported
in its pages that “performances by the Jewish troupe will
take place: June 15-17 in Khust; June 19-24 in Mukachevo;
June 26-30 in Uzhhorod” (Theatre, 1937b). Each visit by the
Yiddish theater troupe allowed residents of the region to

enjoy the actors’ performances, discovered new plays, and
experience theatrical culture, demonstrating a close na-
tional connection in the shared cultural development of
national art (Sandrow, 1996). In January 1938, the Warsaw
Jewish theater troupe “Habimah” (directed by Moise Lip-
man) began a tour in Uzhhorod. Moise Yakub Lipman was
one of the founders of the State Jewish Theater in Odesa. In
the 1920s, Lipman toured Galicia and performed in theat-
ers in Warsaw. In 1926, he became the director of the Ska-
la Theater (L6dz, Poland), in 1928, the artist collaborated
with the Warsaw Theater under the direction of Abraham
Isaac Kaminsky (1867-1918). Starting in 1929, director began
working actively in film (Fig. 9). Among the plays presented
in Uzhhorod “Motke the Villain”, “God of Vengeance” (“Got
Fun Nekome”) by S. Ashi, “Yoshe Kalb” by J. Singer, “The
Street Child” by V. Sigel, and “The Dybbuk” by S. Ansky
were particularly successful. In which the troupe’s actors
performed - Nukhem Turkov (Jonas Turkov, 1898-1988),
Moise Lipman (1893-1947), Natalia Lipman (189o-date of
death unknown). In October 1938, when Hitler’s army in-
vaded Czechoslovakia, the troupe dishanded (Museum of
Family History, n.d.).

Figure 8. Sevilla and Muns Pastor, 1930s
Source: based on 1. Bercovici (1982)

Figure 9. Moshe Lipman
in the film “In the Polish Wilderness”, 1929
Note: director: Jonas Turkov
Source: Shtetl Routes (n.d.)

On March 18, 1939, Transcarpathia was occupied
by Hungarian troops. A large-scale anti-Jewish cam-
paign began, culminating in a wave of deportations to
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ghettos and camps. Itinerant Jewish theater troupes
stopped coming to the region to perform their plays. Actors
from many Jewish theaters emigrated to Argentina (Solo-
mon and Clara Stramer, Elsa Rabinovich, Morris Pelz, Es-
ther Rappell, Samuel Silberberg, Sara Kanner, Leon Berg-
er, Iris Shmuel); the United States (Paul Baratov); Australia
(Sara Silvia); South Africa (Vera Kanevska, Paul Breitman),
and Israel (Moshe Shnatman). Those who did not man-
age to emigrate were deported to concentration camps
or death camps (Auschwitz, Oswiecim, Belzec, Treblinka).
The Yiddish theater of the 19205-1930s was an internation-
al phenomenon in the theatrical culture of Transcarpathia,
created by various travelling Jewish troupes that brought
the best theatrical traditions from different countries to
the region. The findings of this study were consistent with
a number of articles and works that have examined Jewish
culture and Yiddish theatre from various perspectives. For
example, T. Stepanchykova (2005) examined the social and
cultural life of Galicia and the emergence and develop-
ment of professional Jewish theatre. I. Meleshkina (2020)
researched the history and activities of Jewish theatres
in Ukraine during the 19™ and 20™ centuries. The authors
provided a detailed and well-founded account of theatrical
elements in traditional Jewish culture, from the emergence
of amateur troupes through the brief flourishing of Jewish
cultural life to its dramatic decline under the pressure of
anti-Semitic policies. B. Pinchevska (2013) sought to shift
the perspective of Ukrainian academic art history regard-
ing the subject of Jewish art as an independent cultural
and artistic phenomenon that developed separately within
a specific multi-ethnic region. M. Abramowicz (2022) pre-
sented a detailed history of Polish Jewish theatre, begin-
ning with the earliest theatrical performances, through the
performances of travelling theatre troupes, to productions
following the World War II. The study was based on a large
number of Polish and German sources (archives, librar-
ies, including the memoirs of actors such as Jonas Turk-
ov, who performed regularly in Uzhhorod in the 1930s).
S. Simakova (2023) conducted historical research into the
preservation of the memory of the Kyiv Jewish Theatre.
The researcher worked with first-hand accounts from
people, who were involved in the theatre’s activities dur-
ing the 1980s and early 1990s. D. Caplan & R. Moss (2023)
examined the finest production of the Yiddish play the
“Dybbuk”, which had served as an answer to the question
of Jewish identity. For many audience members, the play
marks their first encounter with Jewish culture. The schol-
ars analysed various productions of this play and reveal
the secrets behind its enduring presence on the theatrical
stage. This research had highlighted the conclusion that

Jewish theatre, with its deep historical roots, was regarded
as an evolutionary aspect of national culture. The history
of Jewish theatre was a history of journeys, the movement
of productions and theatre companies, and the migration
of artists and audiences.

CONCLUSIONS

A study of itinerant Jewish theater troupes in the theatri-
cal landscape of Transcarpathia riviewed the activities of
Yiddish-language Jewish theaters in Transcarpathia dur-
ing their heyday between 1920 and 1930. The art of Jewish
theater was examined in relation to national and regional
cultural traditions. Throughout its history, the Jewish Yid-
dish theater had worked to preserve folk traditions and
promote Jewish drama. After the outbreak of World War
II and the Holocaust, records of Jewish theater activities
and the subsequent fate of the artists came to an abrupt
end. Most representatives of Jewish theater perished in
the ghettos or emigrated to other countries. Yiddish the-
atre lived on in the cultural heritage and in the memories
of audiences, remaining forever an important part of the
country’s cultural history. It had been established that
the origins of the itinerant Jewish Yiddish theater influ-
enced the subsequent development of theatrical culture
in Transcarpathia during the 20" century. For example,
the theatre companies “Haor”, “Habimah”, “Vilner Trupe”,
“Zigler-Postor”, and the troupes led by Leon Berger, Paul
Baratov, Solo Prizament and Moise Lipman became a sig-
nificant milestone in the development of Jewish cultural
life in the region. Reports on the theatres’ touring per-
formances made the front pages of the local press, but all
publications noted the high standard of professional per-
formance. The touring activities of Jewish Yiddish thea-
tres proved decisive for the creative development of the
Transcarpathian Ukrainian Music and Drama Theatre and
the Mukachevo Drama Theatre during the period 1946-
1980. A prospect for further research is the examination
of stage design and theatrical costume as a continuation
of the theme of Jewish (Yiddish) theatre within the context
of the multicultural theatrical environment of 20"-century
Transcarpathia.
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ManapiBHI eBpelichbKi iU Tpynu
B T€ATPAJIBLHOMY IIPOCTOPi 3akapnarTs (1020-1930 POKN):
KYJIbTYPOJOTIIHII ACIEKT

AHOTAIISI. AKTYaILHICTD IIHOTO JOC/IZKEHHA 3yMOB/JIEHA HEOOXITHICTIO HAYKOBOrO PO3YMIHHA PO3BUTKY €BO/IIONIT
€BPEHCHKOrO IIMII T€ATPY B T€ATPAILHOMY IIPOCTOPI 3aKapHaTTs 19020-1930-X POKIB. JI0 KBiTHA 2026 POKY MaHIDiBHIIT
€BPEUCHKUI Tearp Ha 3akapoaTTi He BUBYABCSA, TOMY IISI HAYKOBAa TeMa 3aIMIINIACI MAaJIOBUBUYCHOI. Mera
JTOCTIKEHHS — TOCTIINTY Ta CUCTEMAaTU3YBaTU MAHIPIBHI €BPENCHKI IIMII TeaTpu, PO3LITHYTH BUTOKU Ta JUHAMIKY
TeaTpaJbHUX BHUCTYIIB B TeATPAJbHIN KYIbTYPi 3aKaprmarTsa 1920-1930-X POKIB. EBPEHCHKUI TeaTp 3aIUIINBCS
BAK/IMBOI0 YACTUHOK YKPATHCHKOI KYJIbTYPHOI CIAJIIMHY, €BOTIOMIOHYIOUN Bil T€ATPAJIbHUX CTYIIN Ta JepP;KaBHUX
TeaTpiB. Ium TeaTp 3aBAKIU OYB 0CCPEAKOM MUCTCILKOIO CEPETOBUIA, TPAHCIIOUN €BPCHCHKY KYILTYPY uepes
TeaTpajibHe MUCTEITBO. MeTOI0/I0 i TOCIIZKEHHS I'PYHTYBAIACS HA BUKOPUCTAHHI JiaJJeKTUIHOT0, aHAJTITUIHOTO,
KYJIBTYPOJOTIYHOI0, iCTOPUYHOTO0, OiorpadivyHoro Ta y3araabHIOI090r0 MEeTO/IB. Y TOCTIKEeHHI Oy/10 IpoaHaIi30BaHo
BILIMB MaHIPIBHUX €BPEHCHKUX TIMII KOJIEKTUBIB HA PO3BUTOK T€ATPAIbLHOI KYIBTYPH PEriony Ta 0yJ10 BCTAHOB/JICHO,
1[0 TaCTPOJIbHI MApUIPYTU TE€ATPIiB MPOXOIILIN Yepes Beauki micra periony (V:kropoa, Mykaueso, XycT, beperoso).
Pernepryap TeaTpiB Bij3HAYaBCH KAHPOBO-3MICTOBOIO PI3HOMAHITHICTIO, OXOILTIOIOUU BCi BIKOBI KaTeropii risjauvis,
BOJHOYAC, BPAXOBYIOUN BIIOJ00AHHA MyOJIiKU, Ha CIIEHI TeaTpiB HajaBaIach mepeBara My3UdHUM BHUcCTaBaM. OKPiM
PO3BAKAIBHIX BHCTAB, BUKOHYBAIICS IT'€CH, SIKI 0asyBaIMCs Ha HAIIOHAJIbHINA €BPEHCHKINl apaMaryprii, sKi
AKTYa/I3yBa/IM IMTAHHS €BPEICHKOT MPUHAIEKHOCTL. TBOpUMII CKIa1 TeaTpiB (hOPMYBaBCS 3 TAJAHOBUTHX AKTOPIB,
pesKucepiB, My3sUKaHTiB 3 Pymynii, Ioibii, Ascrpii, Jintsu, Ykpainu. X 1014 crniBnasa 3 KyILTYPHUM PO3KBITOM
TeaTpy, a 3aBeplieHa — pernpeciaMu, eMirpaiiieio, Iernopraiin 10 KOHICHTPAIIINHNX TabopiB Ta IEHTPIB CMEpTi.
[IpakTHYHE 3HAYCHHS TOCIIKEHHS II0ISTAI0 B MOSK/IMBOCTI BUKOPUCTAHHS I10r0 PE3yIbTaTiB I/ BUBYEHHS icTOPIT
TeaTpy Ta IX 3acTOCyBaHHI y cdepi TeaTpo3HaBCTBA Ta KYJILTYPOJIOTIl y 30epesKeHHi HallioHAJIbHOT iIeHTUYHOCTI B
JOCIJ;KEHHI TeaTpaJlbHOI0 MUCTELTBA PErioHiB
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The media environment of cultural and artistic institutions in Ukraine:
The influence of media practices and the agenda on its formation

Abstract. Given the rapid mediatisation of contemporary cultural institutions, it is pertinent to analyse the values and
narratives of revitalised sites in Ukraine, as well as the influence of media practices and agendas on their development.
The aim of this article was to analyse trends in the formation of the media-cultural environment within cultural
and artistic institutions in Ukraine, based on a study of media practices and agendas in the digital age. The research
methodology was based on an interdisciplinary approach, integrating methods from cultural studies and media theory.
The main results of the study were a comparative analysis of the value content and narratives of the largest revitalised
sites in Ukraine that function as cultural institutions: the Platform Art Factory, the Izolyatsia Art Centre, Re hub, the Jam
Factory Art Centre, and Promprylad. Renovation, Lem Station, Innovatory and Dnipro Light Flowers. The commonality
of their narratives is revealed through the relevance of transforming industrial giants into creative hubs, with the aim
of developing human capital, greening the cultural space through the reuse of premises and objects, and introducing
inclusivity and accessibility to the urban environment. It has been established that the agendas of the institutions under
study tend towards two vectors. The socio-cultural strand was represented by Izolyatsia (transforming regional identity
through art interventions, preserving historical memory), Re'hub (cultural regeneration, creative freedom, community
engagement) and Jam Factory Art Centre (critical analysis of socio-cultural processes, revitalisation of industrial sites). The
entrepreneurial and innovation vector encompassed Promprylad. Renovation (impact investing, social entrepreneurship)
and Lem Station (cutting-edge media technologies, Al, VR, cross-sectoral collaboration). Art Factory Platform integrated
both vectors, combining inclusivity, eco-consciousness and the preservation of industrial heritage with the development
of intellectual capital and innovative ecosystems. The practical value of the work lies in the opportunity for cultural
institutions to utilise the research findings to formulate effective media strategies, taking into account the identified
common and distinct value agendas of the revitalised sites

Keywords: narratives; creative hubs; industrial heritage; values; social networks; revitalisation

INTRODUCTION

A key thematic focus in the humanities and cultural stud-
ies in the 21t century has become the study of the media
environment, in which media practices within cultural
and artistic institutions transform forms of socio-cul-
tural participation and communication, genre structures,
social interaction and methods of conveying cultural
meanings, whilst media education serves as an effective

mechanism for shaping the identity and value orientations
of the younger generation in the context of the mediatisa-
tion of contemporary society. O. Venger (2025) highlight-
ed L. Manovich’s conceptual approaches to the historical
and cultural interpretation of new media. The researcher
drew on the methodological foundations of media culture
analysis and substantiates the inseparable link between
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technological innovations and socio-cultural meanings. In
contemporary academic discourse, she interpreted media
education as a specific socio-cultural form, the genesis of
which is inextricably linked to the historical and psycho-
pedagogical context, the development of modern comput-
er technologies and innovative media products, and the
emergence of new cultural and educational meanings and
distinctive languages within the framework of interactive
human interaction. Contemporary researchers of cultural
institutions attach particular importance to the axiologi-
cal aspect, viewing media education practices as a tool for
transmitting and reproducing deep-seated cultural mean-
ings. In a publication by the Ukrainian cultural studies
scholar S.M. Sadovenko (2024), the role of social networks
is conceptualised as a relevant tool for the actualisation of
Ukraine’s intangible cultural heritage. Using the content
strategy of the Vinnytsia Regional Centre for Folk Art as
an example, the author demonstrated that the digitisation
and visualisation of local traditions in digital discourse en-
sure their effective popularisation and sustainable pres-
ervation, whilst contributing to the establishment of the
region’s cultural brand in the contemporary information
space. This underscored the significance of social media
in the development of social capital and regional culture.
Yu. Trach (2024) identified the opportunities and prospects
for the development of cultural and creative industries in
the digital environment, and argues that the expansion of
internet infrastructure has contributed to the revitalisa-
tion of the interregional flow of creative products, an in-
crease in the speed of information dissemination, and the
accumulation of human capital.

The question of how cultural institutions actively
shape their media presence and convey values through
digital tools has similarly attracted growing attention.
AV. Fastivets el al. (2026) considered the media education
component as a constituent of media literacy develop-
ment, encompassing cognitive, critical-analytical, regula-
tory and professional- applied dimensions, which ensures
the development of an individual’s ability to critically an-
alyse media content, recognise manipulative techniques,
adhere to the principles of digital hygiene, and prevent
information overload. Alongside media literacy, the broad-
er digitalisation of the cultural sphere has emerged as a
transformative force reshaping the institutional land-
scape of Ukrainian culture. K. Pletsan (2021) argued that,
from a historical and cultural perspective, the concept of
digitalisation has radically modernised Ukraine’s creative
industries and opened up new opportunities for generat-
ing new ideas, innovative projects, collaborations and the
readiness of Ukrainian artists to engage with global trends.
0. Bezruchko et al. (2024) devoted considerable attention to
the implementation of digital and immersive technologies
in theatre and film sets, and discussed the use of augment-
ed reality and new media tools to create screen reality in
Ukraine. At the institutional level, digitalisation is increas-
ingly understood not merely as a technical process but as a
strategic cultural priority. M. Tsilina (2025) demonstrated

that the digitalisation of the cultural sphere in Ukraine
is taking on strategic importance, being implemented
through numerous academic and practical initiatives, the
application of artificial intelligence, 3D technologies, digi-
tal archives and interactive narratives, and contributes to
the preservation of national heritage and the strengthen-
ing of cultural identity.

The aim of the study was to identify the specific charac-
teristics of the media environment surrounding revitalised
cultural and artistic institutions in Ukraine through an anal-
ysis of their media practices, narratives and value agendas.

MATERIALS AND METHODS

The methodological framework of the study is based on an
interdisciplinary approach that combines methods from
cultural studies and media theory. The structural-func-
tional method was applied to study the media environment
of cultural and artistic institutions as a multi-level commu-
nication system, encompassing official channels (websites,
social media, press releases) and horizontal communica-
tion (curators’ blogs, visitor reviews). The axiological meth-
od enabled the identification of the value content of media
practices and agendas, in particular the establishment
of a hierarchy of cultural values that institutions convey
through various communication channels, and their cor-
respondence to current socio-cultural demands. Methods
of analysis and synthesis were used to determine the cul-
ture-forming potential of narratives and media practices.
Cultural values were identified through a content analysis
of each institution’s media materials — social media posts,
texts on official websites and materials from cultural pro-
jects — followed by a synthesis of recurring value patterns.
The unit of analysis was the verbal and visual representa-
tions of values in media content, which enabled the value
profiles of the institutions to be compared with one another.

The subjects of comparative analysis, included in the
study, were thelargest-scale revitalised sites in Ukraine that
operate as cultural institutions: Art Factory Platform and
Izolyatsia Art Centre in Kyiv, Re'hub in Odesa, Jam Factory
Art Centre and Lem Station in Lviv, Promprylad.Renova-
tion in Ivano-Frankivsk, Innovatory in Zhytomyr, and Dni-
pro Light Flowers in Dnipro. The primary criteria for their
selection were a pronounced media component, the pres-
ence of own communication channels and cultural projects,
and affiliation with the creative industries. The analytical
criteria encompassed cultural values, leisure practices,
agendas and narratives, digital and performative compo-
nents, and the overall media content of each institution.

RESULTS AND DISCUSSION
Cultural agendas as a determining factor in the transfor-
mation of public consciousness, the formation of values
and public discourse in the socio-cultural space. The
term “agenda” is widely used in the business environment,
project management, and educational and political pro-
cesses. An agenda can be viewed as a clearly formulated
plan of action, a list of topics or issues to be considered
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during a meeting, discussion, event or any other organ-
ised process. The main purpose of an agenda is to ensure
structure during communication, to plan work, to avoid
chaos and to make rational use of time. M. McCombs &
D. Shaw (1972) argued that mass media exert limited in-
fluence on the direction or intensity of public attitudes,
yet play a decisive role in shaping political campaigns by
determining which issues gain prominence in public per-
ception. This foundational insight extends beyond political
communication: in the contemporary media landscape,
the term “agenda” is applied across blogs, social media and
the press to denote not merely a structured plan, but the
selective emphasis placed on particular information. Thus,
the modern interpretation of the term goes beyond the
classical business approach and relates to broader pro-
cesses of shaping worldviews, values and public discourse
within the socio-cultural sphere.

Cultural agendas operate as a strategic mechanism for
transforming public consciousness by integrating priority
political and ethical narratives into the structure of collec-
tive identity. At the heart of this approach lies the mecha-
nism of “agenda-setting”. The mass media not only inform
but also prioritise topics of discussion (politics, culture,
European integration), which becomes the basis for the
community’s self-identification. The further construc-
tion of national values is achieved through the coverage
of historical events, traditions and heroic figures, which
contributes to the formation of a stable identity. In this
sense, as P.E. Herchanivska (2021) and Z.Z. Denysiuk (2025)
argued, Ukrainian cultural identity constitutes the foun-
dational basis of national resilience and cultural policy
formation. Furthermore, agendas influence processes of
personal identification by dominating the media landscape
with themes of information confrontation and by creating
content aimed at strengthening the patriotic vector of so-
cial development. Accordingly, S.V. Vytkalov & LY. Vilchyn-
ska (2025) interpreted new cultural practices as an instru-
ment for fostering national unity underwartime conditions.

By constructing social reality through the selection of
topical issues, agendas become a powerful tool for shaping
society’s cognitive priorities. As so-called “agendas”, cul-
tural agendas act as a determining factor in the transfor-
mation of public consciousness and the formation of in-
dividuals’ attitudes towards social phenomena, which are
directly correlated with socio-cultural processes. A prom-
inent agenda in the media space of cultural institutions is
the decolonisation of culture, the return of artefacts, the
reinterpretation of the classics, and the displacement of
imperial narratives from cultural programmes. For exam-
ple, the theatre agenda for the 2026 season reinterprets
classical works through the prism of national identity,
often accompanied by the cancellation of productions
by authors who support aggressive ideologies. The me-
ta-agenda of virtual worlds, in turn, comprises the rules
of conduct for digital avatars, the trend for “digital cloth-
ing” and virtual architecture. These examples illustrated
that cultural agendas not only shape the current worldview

but also define a system of value orientations — a dynamic
that P. Joshi (2026) addressed through a framework com-
bining spiritual, moral, social, cultural, legal and technol-
ogy-oriented values as a response to the decline of moral
standards in contemporary society. The mediatisation of
the socio-cultural space constitutes a key structural con-
dition under which cultural agendas are produced and
disseminated. The active use of digital technologies by
cultural institutions facilitates interactive communication,
online learning, and the digitisation of cultural heritage,
transforming their cultural, value-based and substantive
components. S. Hjarvard (2013) argues that mediatisation
represents a new social condition in which the media have
become a key institution in society and, at the same time,
have become integrated into the very fabric of social and
cultural life. Drawing on a broad understanding of the me-
dia as technologies, institutions and aesthetic forms, the
scholar examines the impact of the media on human in-
teraction, social institutions and the cultural imagination.

Modern media fulfil the demand for remote, interac-
tive and cultural engagement among social media users by
integrating a range of tools designed to foster individuals’
creative self- expression, boost their social engagement
and promote inclusion within global information flows.
Media and social networks offer cultural practices where
the user is not merely a spectator, but an active participant
or even a co-author. Rather than positioning the user as
a passive spectator, contemporary media and social net-
works configure cultural participation as active co-author-
ship. This occurs through shared content consumption -
the practice of synchronous viewing, which is integrated
directly into the interface of streaming services and social
networks. Using Instagram filters or special apps, users
can visit world-famous museums or historical sites; global
challenges as digital performances - this is a practice of
mass co-creation, where thousands of people perform a
specific action (singing, dancing, drawing) under a shared
hashtag, or form a single digital choir or mosaic; metaverse
places of memory and clubs, where virtual spaces are
created on social media to discuss books, philosophical
movements or reinterpret history; gamified charity (Im-
pact Culture) - participation in cultural events through
game mechanics. Users complete cultural tasks on social
media, for which brands or foundations transfer funds
towards the restoration of real-world monuments, etc.

In contemporary socio-cultural discourse, the pro-
cess of an individual’s socialisation is subject to the intense
influence of media content from cultural institutions.
Television programmes, digital platforms and social me-
dia act as relevant agents of gender and national identity.
Narratives integrated into the media space are subject to
individual internalisation, transforming into structural
components of personal self-identification. The scale of
this participatory media culture is significant. According
to an analytical report by Hromadskyi Prostir (2026), there
are approximately 5.66 billion social media users world-
wide; on average, people visit around 6-7 social media
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platforms per month. An analysis of the media component
of revitalised sites in Ukraine as cultural institutions re-
veals platform-specific patterns of audience engagement.
An analysis of the media component of revitalised sites in
Ukraine as cultural institutions, through an examination
of the content component of the Facebook platform, re-
veals its predominant focus on the accumulation of social
capital and the stimulation of discursive practices (re-
posts, the formation of thematic communities, longreads).
Instagram is dominated by visual storytelling, where rele-
vant practices include Reels (a tool for attracting new au-
dience segments) and Stories (a means of fostering loyalty),
whilst promotion mechanisms are implemented through
a system of geotags, hashtags and influencer marketing.
Through these media tools, younger audiences in par-
ticular enact value-driven engagement - eco-activism,
volunteering, the protection of human rights - transform-
ing media participation into a form of cultural and civic
practice. The revitalisation of industrial sites represents
a concrete materialisation of these processes within the
Ukrainian urban context. N. Biloshytska et al. (2023) defined
the revitalisation of industrial sites as a form of action that
is part of urban socio-cultural policy, influences all as-
pects of city life, and combines respect for the past and
local traditions with the resolution of community needs.
An analysis of the media component of such revitalised
sites as cultural institutions allows to identify the agendas
and cultural values that determine society’s cognitive and
creative priorities — and these form the subject of further
consideration. T. Bodnar & M. Yasinsky (2023) examined
the process of transforming and regenerating derelict in-
dustrial areas (brownfields) using the example of a specific
site in Lviv - the area along Zamkova Street — and analyse
international experience in the regeneration of industrial
sites. The authors argue that revitalisation should provide
for a sufficient number of public spaces; the organisation
of architectural competitions, both for the masterplan as
a whole and for individual buildings; the preservation of
existing historic buildings (whilst retaining the possibili-
ty of refurbishment to meet new needs); an emphasis on
pedestrian safety and convenience; a systematic approach
to stormwater management (the ‘sponge cily’ concept,
maximising the use of permeable surfaces, rain gardens,
bio-drainage, green roofs), and so on. T. Reva (2024) ex-
plored the revitalisation of cultural heritage as a tool for
shaping civic identity, and analyses attempts to re-exam-
ine and revitalise cultural narratives using the performing
arts, specifically the theatre, as an example.

Analysis of the media component of revitalised sites
in Ukraine as cultural institutions. In the digital age, re-
vitalised sites have become modern cultural institutions.
The axiological method enabled the study of the value
content of media practices and allowed to establish their
determinism by decolonial processes, the preservation of
cultural heritage, and the intensification of international
representation. The Art Factory Platform in Kyiv, situated
on the site of the former Darnytsia Silk Factory, is seen as

a symbol of the transition from the industrial era to the
creative economy (Fig. 1).

Figure 1. Art Factory Platform
Source: Biz.NV (2025), Art Zavod Platforma (n.d.b)

The venue serves as a hub connecting various com-
munities - IT specialists, artists, entrepreneurs and young
people. By 2026, fully-fledged digital production facilities
(R&D centres), educational campuses and laboratories had
been established on its premises, enabling it to function as
a “city within a city”, with a focus on professional develop-
ment, featuring large-scale digital production centres and
the fashion industry (clothing design). The official narra-
tive of the Art Factory Platform, demonstrating its trans-
formation from an industrial giant into a creative hub:
“People. Ideas. Work™. As a medium, Platforma provides an
interface (stages, walls for murals, co-working spaces) for
artists. Any event here becomes content that is amplified
through social media, creating a virtual image of modern
Kyiv. Platforma conveys a set of values of creative entre-
preneurship and comfortable growth, which define its
role in the contemporary media environment and public
discourse. Among these is the value of intellectual capital,
which manifests itself through the creation of educational
campuses and co-working spaces. For example, Platforma
Office Club encourages lifelong learning and the exchange
of experience among professionals. The value of joint
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projects is collaboration, which involves creating an eco-
system where IT start-ups, designers, media artists and
manufacturers work in the same space, creating innova-
tive products together. The value of preserving cultur-
al and historical traditions, and caring for the industrial
heritage of the Darnytsia Silk Factory, is demonstrated by

giving “a second life” to old objects and spaces. Factory
sites are being transformed into European-style art clus-
ters. Through festivals such as Kurazh and Beer Fest, new
formats of urban leisure and consumer culture are emerg-
ing. The media component of the revamped Art Factory
platform as a cultural institution is outlined in Table 1.

Table 1. The media component of the revitalised Art Factory Platform as a cultural institution

Communication
channel

Content example

Values and agenda

State cultural
policy and strategic

Implementation of the strategy of the Ministry
of Culture and the Ministry of Social Policy
regarding human capital development, inclusivity
and accessibility of the urban environment. Art-
Zavod Platforma’s official narrative illustrates its
transformation from an industrial giant into a creative
hub: “People. Ideas. Work™. Spanning an area of

It combines the values of inclusivity, environmental
awareness and the preservation of industrial heritage
with the development of intellectual capital and

narratives A . . R . .
120,000 m?, the site houses co-working spaces, offices innovative ecosystems.
for start-ups, exhibition halls, festival venues, and
locations for filming music videos, hosting conferences
and Comic Con, creating a space for new jobs, leisure
activities and the realisation of creative ideas.
The importance of spending time together as a
. . . family (through a children’s festival) and traditional
Positioning the space as a place for work and leisure. A Y
Own . A . NP cultural values was highlighted. Social causes were
R Kyiv hosted its first large-scale children’s festival. . A X .
communication AR . . . promoted: inclusivity, volunteering and environmental
. The rowing festival’s promotional video featured . . .
channels (website, . R . . awareness. The values of creative entrepreneurship
an electronic and live music stage, vibrant VJ . L. .
Facebook, content. performances. foam. swimmine pools and and sustainable development were highlighted - in
Instagram) P ’ i &P particular, the promotional video for Kyiv Tattoo Fest

trampolines.

2026 showcased tattoos, music, performances and the
atmosphere of a large-scale festival.

Cultural projects
with media support
from the business
sector

single multifunctional space.

The promotional video for the cultural project
showcased Ukrainian and international artists, 4D
visualisations and sets in which nature comes to life
amidst the concrete jungle. The “PesDay” project
brought together business and innovation in the
pet sector. Business Hub housed all the business
processes of the creative industry - production,
warechouse, office, studio and showroom - within a

The value of diversity in leisure and cultural practices
was recognised - in particular, the PesDay project
brought the “People” narrative to life through
inclusivity and a humane approach to animals.
The values of collaboration, charity and socially
responsible business were promoted as part of the
“Collaboration” initiative (advertising and coverage
of the “Kurazh Bazaar” festival, awards in the field of
street art); participants included local clothing brands,
contemporary artists, food start-ups and charitable
foundations.

Curators’ blogs and
visitor reviews

workshops.

The “Skyscraper” communily has published an article
entitled about the transformation of abandoned
factories into European-style art clusters. A visitor left

areview of the ‘Tokyo Drift’ festival.
The “Culture and Creativity” Association have
described, in the curators’ blog, the transformation
of factories into creative hubs: music and food
festivals, charity flea markets, co-working spaces and

The value of revitalising industrial heritage by
transforming it into modern creative spaces has
been recognised - derelict factories are presented
as European art clusters. The value of social
responsibility and charity, as well as that of creative
entrepreneurship, has been reaffirmed.

Source: Art Zavod Platforma (n.d.a), SV.ET. Festival (n.d.), Culture and Creativity (n.d.)

Izolyatsia Art Centre (Kyiv) represents a distinctive
case of institutional resilience and spatial adaptation.
Originally established on the grounds of an insulation
materials factory in Donetsk, the centre relocated to Kyiv
following the events of 2014, revitalising part of the Kyiv
Shipbuilding Plant. In its initial phase, Izolyatsia advanced
the concept that contemporary art can emerge within
an aggressive industrial environment, employing artis-
tic interventions as a means of transforming the cultural

identity of an entire region (Fig. 2). The relocation to Kyiv
reframed the institution as a cultural landing force - an
entity defined not by purpose-built infrastructure, but by a
community of ideas capable of taking root within the walls
of a former shipyard. This trajectory reflects a broader un-
derstanding of cultural institutions as mobile, communi-
ty-driven formations rather than fixed spatial structures.
The activities of Izolyatsia thus carry a pronounced cultur-
al, political and human rights dimension.
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Figure 2. [zolyatsia Art Centre in Kyiv
Source: Ukrainer (2020)

Based on an analysis of the platform, the following
values can be identified: memory and continuity - the
platform works with collective memory, documenting
tragedies (in particular, experiences of captivity and occu-
pation); freedom of expression and human rights - a tool
for the fight for human rights, which involves giving a voice
tovulnerable groups and supporting critical art and cultur-
al projects that expose totalitarianism and censorship; so-
cial impact - the platform focuses on direct action art; the
value lies in influencing social change through workshops,
residencies and research, transforming communities and
the socio-cultural landscape; innovation and experimen-
tation - the creation of creative laboratories (e.g., [ZONE
FFabLab), where artists have access to modern production
tools (3D printing, laser cutting) to bring non-commercial
ideas to life; cultural development — supporting local com-
munities and amplifying their voice in the national dis-
course; resilience - the value of adaptability, the ability of
culture to survive and thrive in times of crisis.

In contrast to Izolyatsia’s politically charged agenda,
Re’hub in Odesa pursues a quieter, yet equally transform-
ative programme of cultural regeneration. Re hub is locat-
ed on the site of the former Stalkanat Art, where industrial
workshops have been transformed into exhibition spaces
and artists’ studios (Fig. 3). It conveys a narrative of the
greening of cultural spaces through the reuse of premises

and objects - aesthetics do not necessarily have to be new,
and the value of an object lies in its history and new func-
tionality, rather than in the cost of raw materials. The insti-
tution positions itself as an artistic laboratory and an aes-
thetic manifesto for post-industrial Odessa, whilst helping
to expand its international cultural presence. Rehub’s key
focus is a programme of cultural regeneration - a system-
atic approach to the restoration, revitalisation and adap-
tive reimagining of urban spaces and communities through
culture, the creative industries and social integration.

Figure 3. Re’hub in Odessa
Source: Stalkanat ART (2020), Stalkanat (n.d.)

As the centre positions itself as a platform for inde-
pendent artists, its core value is artistic freedom - the ab-
sence of strict commercial constraints, which allows artists
to create large-scale installations, stage performances and
experiment with forms that would be impossible in tradi-
tional galleries. Engagement with the community through
lectures, film screenings and exhibitions is shaping a new
intellectual community in the city, defining community
engagement as a distinct value axis of the institution. Pre-
serving the original interior - the metal structures of Stal-
kanat - affirms the value of industrial memory and respect
for the city’s industrial history. Building horizontal links
between Odessa’s creative community and international
partners realises the value of global integration, trans-
forming the local hub into part of an international network
of creative industries. Finally, the adaptive reimagining
of large industrial spaces to meet the needs of the mod-
ern experience economy reflects the value of urban sus-
tainability as the rational use of available resources. This
process exemplifies V.M. Rivlina’s (2018) concept of the
mediatisation of culture as a meta-process in which the
media become the medium of culture’s existence, altering
its logic and formats, with particular emphasis on the con-
vergence of real and virtual spaces.
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The Jam Factory Art Centre in Lviv shares Re'hub’s
commitment to adaptive reuse of industrial space, yet dis-
tinguishes itself through a more explicitly institutionalised
and professionally structured approach. The Jam Factory
Art Centre, situated on the site of the Jam Factory, which
following the site’s regeneration has become a multidis-
ciplinary space featuring theatre halls, galleries and artist
residencies; as a medium, it conveys a narrative of the pro-
fessional decentralisation of culture and the relevance of
the discourse between history and the present (Fig. 4). The
Jam Factory Art Centre’s agenda is based on a critical anal-
ysis of socio-cultural processes and the revitalisation of the
urban space in the Pidzamche district through art prac-
tices, theatre, exhibitions and the socio-political context.
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Figure 4. The Jam Factory Art Centre building and

Unveiling of the restored ceramic panel “Grape Harvest”
Source: The Jam Factory Art Center (n.d.)

The Jam Factory Art Centre’s institutional values
emerge from a distinct programmatic logic that prioritis-
es critical engagement over cultural spectacle. The focus
on technical excellence in operational processes — from
acoustic standards to management practices - establishes
professionalism as the fundamental principle underpin-
ning the functioning of a non-profit cultural institution.
The integration of media art, performance, academic
music and digital installations into a single artistic space
embodies the value of interdisciplinarity. Support for pro-
jects that undertake a critical analysis of socio-cultural
processes defines research and critical thinking as an in-
dependent value position of the institution. Participation
in international cultural exchanges serves as a tool for
realising the value of the global integration of Ukrainian
art. Targeted work with the Pidzamche district - engag-
ing local residents and transforming a depressed indus-
trial area into a prestigious cultural quarter - represents
the value of community and urban environment develop-
ment. Finally, the preservation of the factory’s neo-Gothic

architecture, ensuring the visibility of every historical lay-
er, affirms adaptive repurposing as a value of transforma-
tion that respects industrial heritage.

Where Jam Factory Art Centre focuses on artistic
and critical programming, Promprylad.Renovation ex-
tends the logic of revitalisation into the economic sphere.
Promprylad.Renovation (Ivano-Frankivsk) is a prime ex-
ample of impact investing in the Ukrainian context: a for-
mer automotive equipment factory has been transformed
into an innovation hub based on the ‘city within a city’
model, bringing together workshops, a contemporary art
centre, educational centres and the offices of international
companies, thereby having a direct impact on the region’s
economy (Fig. 5). The organisation implements the concept
of a cultural ecosystem, in which the interaction of differ-
ent communities generates new cultural meanings and
shapes a new social contract between the city and its resi-
dents. This model resonates with V.P. Bekh’s (2010) concept
of the autopoiesis of social systems, which substantiates
the renewal of the energy-information form of life as an
integral component of the contemporary sociocultural
space. Promprylad.Renovation’s programme of activities
covers four strategic areas - the new economy, urbanism,
contemporary art and informal education - fostering syn-
ergy between artists, entrepreneurs and community activ-
ists within a single institutional space.

Figure 5. The Promprylad building and conference hall
Source: Promprylad (n.d.)

Promprylad.Renovation operates according to a fun-
damentally different institutional logic — one oriented not
towards artistic production per se, but towards the con-
struction of a cultural ecosystem grounded in impact in-
vesting. The social enterprise model, under which inves-
tors derive both financial returns and cultural and social
dividends from the city’s development, establishes shared
value as the fundamental principle governing the institu-
tion’s operations. The coexistence within a single space of
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children’s educational centres, artists’ studios, IT com-
pany offices and government services embodies the val-
ues of openness and inclusivity as a prerequisite for the
formation of a multifunctional cultural ecosystem. The
preservation of the historic structure of the factory work-
shops, adapted for use as contemporary galleries, labora-
tories and offices, demonstrates a focus on regenerating
industrial identity rather than rejecting it. Finally, the in-
stitution’s infrastructure - the Detector contemporary art
gallery, the multimedia laboratory, the Teple Misto plat-
form, MetaLab and Foodoteka — embodies the value of the
knowledge economy as a transition from an industrial to
an intellectual model of production, where ideas and tech-
nologies are the primary resources for development.

Lem Station in Lviv pursues a comparable entrepre-
neurial agenda, yet places greater emphasis on techno-
logical innovation and the creative industries. It is a crea-
tive and innovative hub that combines conference rooms,
workshops and relaxation areas (Fig. 6). As a medium, it
conveys a message about an innovative future and the
role of intellectual heritage in the city’s development. The
project is named after the eminent futurist and writer
Stanistaw Lem, who defines its ideological direction. The
Lem Station conceptis based on combining a technological
future with respect for the industrial past, whilst upholding
inclusivity and accessibility as fundamental institutional

principles. Its focus on artificial intelligence, virtual reality
and the latest media technologies, inspired by the figure of
Stanistaw Lem, establishes innovation as the institution’s
core value, positioning it as a space for ideas that are ahead
of their time. The collaborative environment for engineers,
programmers and artists realises the value of interdisci-
plinary synergy through cross-sectoral collaboration as a
mechanism for creating unique intellectual products. The
hub’s operation as an educational platform through pub-
lic lectures, hackathons and masterclasses embodies the
value of knowledge accessibility, whereby complex tech-
nological concepts are made accessible to a broad urban
audience. The development of maker spaces, where en-
gineering is combined with design, fosters a culture of
hands-on creation as a response to the challenges of the
digital age. In this context, M. McLuhan’s (1994) definition
of media technology as an ‘extension’ of the human being -
enhancing their power, speed and senses - finds direct
institutional expression: Lem Station’s maker spaces and
digital platforms extend the cognitive and creative capac-
ities of their users, operationalising the principle that the
medium is the message. In terms of social priorities, Lem
Station promotes the agendas of sustainability and adapt-
ability in times of crisis, mutually beneficial cooperation
and solidarity, support for artists and the development of
the creative class (Table 2).

Figure 6. LEM Station
Note: a - a creative hub; b - presentation of B. Patsyuk’s art project “On resistance in times of post-reality”

Source: LEM Station (2025), LEM Station (n.d.)

Table 2. The media component of the revitalised LEM Station as a cultural institution

Communication
channel

Content example

Values and agenda

. . . R . . The agenda for cooperation with local authorities was
State cultural The event is organised fpr the Lviv (Jtyj(,(.)unul: The LEM Station implemented - premises were provided for an event
policy and concept is based on the idea of transforming Lviv’s historical past . R h .
strategic into a foundation for its future, specifically as a multi-format organised by Lviv Gity Council, which reaffirmed
& ’ ‘p. - the value of the partnership between the cultural
narratives platform for hosting events. Lo .
institution and the city.
The wf:pslte described the layout of the space and its 11 venues Postmodern cultural values have been established.
Depo Event Hall - a multi-purpose hall for conferences, forums, - ,
S . . and the global and local social agendas have been
concerts and exhibitions; Lem Square - an open-air space for R o
X X o A . cemented: resilience and adaptability in times of
street events, fairs and residents’ leisure activities; a co-working IR . A
Own . . crisis; solidarity (concerts in a bomb shelter to raise
- space with flexible workspaces. Facebook and Instagram are . . N e .
communication . ) . . funds for the military); support for artists (free space
promoting the hub as a strategic platform that brings together | . N .
channels . ) . > in exchange for voluntary work); and the development
- business, culture and the community, and have positioned the . T o o
(website, . h . of the creative class and new opportunities. The
space using the formula “24-hour co-working + food court + . A P - S
Facebook, . . .| value of diversity in artistic practices was highlighted
i events”. Both channels have documented key stages in the space’s ! o o anc .
Instagram) P . A through the Tram Day celebrations - the day’s
development with video content - in particular, they covered the .
hub’s opening and the completion of the first phase of the depot’s programme included workshops, a lecture on
pening ) Ip L Stp A, D the regeneration of the depot and an evening of
regeneration as a symbolic transition from a derelict industrial - .
Rt ) enlertainment featuring a DJ sel.
building to a modern urban centre.
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Table 2. Continued

Communication

channel Content example Values and agenda

The value of preserving architectural heritage

Cultural projects An advert for commercial premises ranging from 24 to 8o m* through social entrepreneurship has been recognised.
with media offered spaces ‘ranging from a café to a makerspace’. The opening | A business agenda based on the ‘space as a service’

support from the | of a food court housing 13 catering outlets of various formats in a | concept has been implemented: a unique atmosphere

business sector former tram depot. and complete autonomy without the involvement of

external contractors.

Source: Creatives Unite Newsroom (2024), K. Churylova (2026), LEM Station (2026), LEM Station (n.d.)

A similar orientation towards technology and local  Light Flowers. It is a project aimed at the deindustriali-
identity is evident at Innovatory in Zhytomyr, though at a  sation of the city through light and culture, which has es-
smaller institutional scale. It is located on the site of the  tablished itself as a global benchmark for the revitalisation
former Elektrovymiruvach factory (Fig. 7). It is a modern  of industrial heritage (Fig. 8). Abandoned factory buildings
innovation park that has become a hub for media artists, and their chimneys on the left bank of the Dnipro River have
IT specialists and start-ups in the field of sound design  become the backdrop for art installations, whilst the sites
and engineering. As a medium, it conveys a narrative of  have been transformed into centres for digital art, host-
adaptability and readiness for change, emphasising that  ing international media art forums. This project has been
the greatest resource is not buildings, but people’s abili-  recognised as one of the largest light installations in the
ty to generate and implement new cultural meanings. The  world and a contemporary socio- communicative practice,
key value of local pride is the development of Zhytomyr  winning the most prestigious global awards in the field of
as a modern technological hub, placing it on the map of  lighting design and the transformation of post-industri-
Ukraine’s and Europe’s creative industries. One cultural  al landscapes: the LIT Lighting Design Awards, Red Dot
value identified is tech & arts fusion, which manifests in ~ Design Award, Global Urban Regeneration Award, Smart
bringing together media artists, IT specialists, and start-  City Expo World Congress, and others. As a medium, Dni-
ups in the field of sound design under one roof to create  pro Light Flowers conveys the narrative of transforming a
innovative products; as well as heritage reimagined & monument to the industrial past into a cultural object - a
new craft, which involves reimagining tangible heritage = media messagewithin the urban space.
through a new culture of craftsmanship, thereby deepen-
ing and complementing the philosophy of the space at the
Experimental School of Product Design.

i - J 4‘\}\ ,i = | %
| BAT ENNEKTPOBUMIPIOBAY
e

Figure 7. The Innovatory building in Zhytomyr and the

premises of the Experimental School of Product Design
Source: T. Bots (2021)

The most radical departure from the conventional Figure 8. Dnipro Light Flowers
model of a cultural institution is represented by Dnipro  Source: Expolight (n.d.)
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Unlike the institutions examined above, Dnipro Light
Flowers operates not as a venue but as a city-scale media
installation, and its value system is inseparable from its
form. Replacing industrial emissions from factory chim-
neys with light projections represents the value of ecolog-
ical transformation as a symbolic transition from an in-
dustrial to a post-industrial model of urban development.
Reimagining Dnipro’s urban image through the language
of high technology and art reinforces civic pride and the
formation of a new urban identity as the institution’s core
value. The use of laser and IT systems to create an aesthet-
ic and emotional experience embodies the value of high-
tech humanism. The integration of 13 pipes from enter-
prises under various ownerships, including the Interpipe
Group, into a single lighting system symbolises the value
of solidarity and consolidation between the community,
business and the authorities. The installation’s seven-kilo-
metre scale, which makes every city resident a participant
in the cultural process regardless of social status, affirms
the universal accessibility of public art as an independent
value in its own right. Winning prestigious international
awards demonstrates a commitment to creating a world-
class cultural product, which enhances Ukraine’s interna-
tional prestige. As N. Luhmann (2010) argued within his so-
ciological theory of communicative systems, the media are
the primary source of people’s perceptions of society and
the surrounding world, whilst the mass communication
system serves as a tool for developing humanity’s intellec-
tual potential - a function that Dnipro Light Flowers fulfils
at an urban scale, transforming industrial infrastructure
into a medium of collective self-perception.

The comparative analysis of the media environments
of the eight revitalised sites examined in this study reveals
a series of recurring patterns in the construction of in-
stitutional agendas and cultural values. Across all cases,
the media component functions not merely as a commu-
nication tool, but as a constitutive element of institutional
identity that actively shapes public discourse and urban
cultural space. Whilst the specific agendas vary signifi-
cantly - from artistic freedom and collective memory to
technological innovation and impact investing — all insti-
tutions demonstrate a consistent orientation towards the
democratisation of culture, the adaptive reuse of industri-
al heritage, and the fostering of community engagement.
Notably, the most developed media environments are
characterised by a convergence of official communication
channels, social media practices and community-gen-
erated content, which together produce a multi-layered
communicative system capable of reaching diverse au-
dience segments. These findings confirm that revitalised
cultural institutions in Ukraine have evolved beyond their

function as physical creative spaces, emerging as active
mediators between cultural policy, civil society and the
global creative industries.

CONCLUSIONS

The present study has undertaken a comparative analy-
sis of the media environments of eight revitalised sites in
Ukraine functioning as cultural institutions, examining
their media practices, strategic narratives and value-lad-
en agendas. The findings demonstrate that the media
component of revitalised cultural and artistic institutions
constitutes a complex, multi-level communication sys-
tem that simultaneously implements state cultural policy,
constructs institutional identity and shapes public dis-
course. It has been demonstrated that the current trend in
shaping the media environment within cultural and artis-
tic institutions and educational establishments in Ukraine
is characterised by agendas that define the themes and
concepts most important to culture, as well as cultur-
al values, which are disseminated into the media space
with the aim of influencing public opinion. They focus on:
preserving the genetic code; protecting cultural heritage;
actively working to return cultural assets; international
representations and cultural discussions; empathy and
solidarity; and resilience as the ability of culture and so-
ciety to recover from crises and maintain viability. It has
been established that media practices across all institu-
tions studied are oriented towards the realisation of so-
cial agendas that transcend purely cultural functions: they
address civic resilience, decolonisation of cultural space,
ecological transformation and the democratisation of ac-
cess to culture. The shared communicative logic across all
eight institutions reveals a convergence between cultural
programming, digital media strategy and urban develop-
ment policy, suggesting that revitalised cultural institu-
tions increasingly operate as agents of broader socio-cul-
tural transformation rather than as conventional venues
for artistic production. Further research should expand
the current conceptual framework by covering a broader
sample of institutions, as well as incorporating studies of
audience perception in order to assess the social impact
of the identified priorities and values.
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Street art and internet memes as identity narratives of resistance:
Hybrid visual communication in frontline cities of Ukraine (spring of 2022)

Abstract. The full-scale invasion of Ukraine by the Russian Federation in February 2022 profoundly transformed
the country’s cultural, informational, and symbolic landscape, turning urban space into a site of visual and symbolic
resistance. This article examined how street art, symbolic civic practices, and digital visual culture in frontline Ukrainian
cities during the spring of 2022 function as interconnected forms of symbolic resistance and collective resilience within a
hybrid visual communication network linking urban and digital spaces. The study employed an interdisciplinary approach
combining semiotic analysis, discourse analysis, visual anthropology, and digital culture studies. The empirical material
included murals, graffiti, symbolic interventions, and internet memes documented between February and October 2022
in Kyiv, Kharkiv, Mykolaiv, Chernihiv, and Zaporizhzhia. The findings demonstrated that, under wartime conditions,
war-damaged urban spaces acquired renewed symbolic meanings, while murals, the micro-interventions of the Yellow
Ribbon Movement, and digital memes form a hybrid visual communication network. Murals and graffiti transformed
damaged buildings and public spaces into communicative surfaces, through which narratives of national identity,
collective memory, and resilience were articulated. The Yellow Ribbon Movement demonstrated how decentralised
symbolic interventions sustain civic solidarity and affirm Ukrainian identity in temporarily occupied territories. Digital
memes functioned as adaptive communicative tools that reframed fear through humour and irony, while countering
disinformation and engaging international audiences. Together, these visual practices constituted a distributed semiotic
system that reinforced cultural resistance, social cohesion, and symbolic resilience under wartime conditions

Keywords: cultural problems; sociocultural transformations; symbolic resilience; visual culture; spatial semiotics;
Yellow Ribbon; digital memes

INTRODUCTION

The Russian Federation’s full-scale invasion of Ukraine
on 24 February 2022 transformed public space into a site
of cultural resistance, where street art, graffiti, stencilled
images, memorial signs, and digital memes document-
ed wartime experiences, reinforced national identity,
and challenged propaganda and narratives promoted by
the occupying forces. Together, these physical and digi-
tal forms of expression created a hybrid visual-symbolic

network, linking urban spaces with online communica-
tion networks and enabling the rapid circulation of shared
meanings, emotions, and narratives of resistance. Stud-
ies of Ukrainian visual culture and symbolic politics an-
alysed how artistic practices contributed to processes of
nation-building and collective memory formation. K. Kys-
liuk (2023) demonstrated that visual representations of
the Russian Federation’s war against Ukraine combined
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media frames with deeper cultural archetypes and collec-
tive meanings, thereby shaping perceptions of violence,
heroism, and national identity. Ukrainian scholars had
also examined digital communication and memetic cul-
ture. E.E. Scialabba (2020) defined digital mimesis as a
defining principle of contemporary visual culture, argu-
ing that recursive imitation and spreadability enable visual
forms to circulate across media environments and become
carriers of collective emotions, social values, and politi-
cal narratives. A. Khudiakova (2023) examined anti-war
murals created in Ukraine and abroad after the Russian
Federation full-scale invasion. Researcher conceptualised
wartime muralism as a form of symbolic resistance that
transformed urban space into sites of memory, solidarity,
resilience, and national identity.

M. Poliakova et al. (2026) conceptualised contempo-
rary Ukrainian muralism as a form of public polylogue
that mediated communication between artists, commu-
nities, and urban environments. Scientist emphasised the
communicative and dialogical potential of monumental
art, arguing that murals function as mechanisms for ne-
gotiating social meanings and shaping collective mem-
ory. In this sense, public art extended beyond aesthetic
representation to become an active participant in civic
discourse. Similarly, S. Hulievych (2025) interpreted con-
temporary Ukrainian visual art as a medium of cultural
memory that combined documentary and symbolic modes
of representation. By linking personal experiences with
collective narratives, wartime artistic practices contrib-
uted to the preservation of identity and the articulation
of cultural resistance. D. Syzonov & O. Zlotnyk-Shagi-
na (2024) analysed Ukrainian wartime memes as multi-
modal communicative units characterised by distinctive
psycholinguistic markers. The authors demonstrated that
memes encoded collective emotions and shared experi-
ences through recurrent symbolic references and lin-
guistic patterns. Researchers argued that the reactivation
and circulation of memes contribute to the formation of
collaborative memory and facilitate psychological adap-
tation under conditions of war. Extending this perspec-
tive, A. Mozolevska (2024) investigated memes circulating
on Ukrainian and russian social media during the russian
invasion of Ukraine. Scientist argued that memes func-
tioned not only as mechanisms of humour and psycho-
logical adaptation, but also as powerful tools for con-
structing collective identities and negotiating images of
self and other. By establishing symbolic boundaries and
reinforcing shared narratives, memetic practices contrib-
uted to national solidarity and the articulation of resist-
ance. Thus, digital humour emerged as an important me-
dium of resilience and symbolic resistance. S. Ahmed &
M. Masood (2024) demonstrated that exposure to political
memes facilitated online political participation and can
mobilise otherwise disengaged audiences, highlighting
their role as instruments of participatory communication
and digital activism. It demonstrated that wartime memes
functioned not only as markers of collaborative memory

and mechanisms of psychological adaptation, but also as
forms of symbolic resistance, digital activism, and iden-
tity construction. From 2022, attention had turned to
emerging forms of digital visuality associated with the
Russian Federation’s war against Ukraine. M. Makhortykh
& M. Bareikyté (2025) showed that image-generative Al
models influenced the production, circulation, and in-
terpretation of wartime imagery, while simultaneously
tending to homogenise visual representations of violence.
Scientists’ findings underscored the growing role of ar-
tificial intelligence in shaping collective perceptions and
contemporary visual cultures of war.

Another line of inquiry concerns cultural practices
that combined artistic activism with civic engagement un-
der wartime conditions. S. Vytkalov & 1. Vilchynska (2025)
examined how these initiatives linked artistic expression,
social solidarity, and community reconstruction. Volun-
teer movements integrated internally displaced persons
through collaborative creative activities, while memorial
projects transformed sites of loss into spaces of collective
reflection. Digital platforms extended participation be-
yond geographical and security constraints. These prac-
tices performed integrative, communicative, mobilising,
and therapeutic functions, strengthening social cohesion
through shared symbols and collective meaning-making.
Despite these significant contributions, relatively few
studies examined the interaction between physical visual
practices, such as street art and symbolic urban inter-
ventions, and digital visual cultures within the context of
active military conflict. Existing scholarship often treats
street art, symbolic civic practices, and internet memes as
separate analytical domains despite their increasing over-
lap within contemporary media environments. Moreover,
while journalistic documentation of wartime murals and
visual activism in Ukraine had been extensive since the
full-scale invasion of 2022, systematic academic analysis
of these visual practices remained limited. In this study,
a hybrid visual communication network was understood
as an interconnected system, through which meanings
circulated between urban space and digital platforms via
mutually reinforcing visual practices, thereby shaping
collective memory, reinforcing national identity, and fos-
tering cultural resilience. This concept provided the ana-
lytical framework for examining the interaction between
street art, symbolic civic interventions, and digital memes
during the initial phase of the Russian Federation’s full-
scale invasion. Accordingly, this article examined how
street art, symbolic civic practices, and digital visual cul-
ture in frontline Ukrainian cities during the spring of 2022
operate as interconnected forms of symbolic resistance
and community resilience within a hybrid visual commu-
nication network linking physical and digital spaces. The
analysis proceeds in three stages, examining monumental
street art, decentralised symbolic interventions associat-
ed with the Yellow Ribbon Movement, and digital memes
as interconnected components of this hybrid visual com-
munication network.
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MATERIALS AND METHODS

This study employed an interdisciplinary methodology to
analyse wartime visual culture as a situated symbolic prac-
tice produced under conditions of armed conflict. It exam-
ined visual materials created between February and Octo-
ber 2022 in five frontline regions of Ukraine: Kyiv, Kharkiv,
Mykolaiv, Chernihiv, and Zaporizhzhia. The empirical cor-
pus comprised approximately seventy-two documented
visual artefacts, including murals, graffiti inscriptions, Yel-
low Ribbon symbols, and widely circulated digital memes,
identified through photographic documentation, media
reports, and publicly accessible digital platforms. Twelve
representative examples were reproduced and examined
in detail. The corpus nevertheless remained incomplete,
as many locally produced and ephemeral visual interven-
tions may have disappeared before documentation. The
analysis focused exclusively on publicly documented visual
materials and avoids reproducing images that may expose
vulnerable individuals or locations. The selected time-
frame corresponded to the initial phase of the full-scale
invasion, when spontaneous forms of visual resistance
rapidly emerged. These early visual practices represent-
ed an initial stage of wartime symbolic production, which
continued to evolve as the conflict shifts from emergen-
cy response toward longer-term processes of cultural
memory. The selected cities represented diverse wartime
conditions, including direct frontline proximity, intensive
bombardment, temporary encirclement, and sustained
civic resistance. Visual symbols were interpreted within
their cultural and spatial contexts, acknowledging that
meanings may vary across audiences and evolve over time.
The analysis combined visual, semiotic, and discourse
approaches. Visual analysis examined composition, ico-
nography, material context - including damaged facades
and shelters - and the spatial visibility of artworks within
urban environments, allowing interpretation of how street
art interacted with the physical landscape of war.

Semiotic and discourse analysis were used to inter-
pret symbolic meaning and the social functions of visual
representations. R. Barthes’ (1977) theory of myth provided
a framework for analysing how images transformed spe-
cific wartime events into broader narratives of national
identity, resistance, and collective memory, while M. Fou-
cault’s (2002) concept of discourse together with subse-
quent work on counter-visibility helped to explain how
visual practices challenge dominant narratives and con-
test symbolic power. A. Giddens’s (1984) structuration the-
ory was particularly relevant for understanding how art-
ists and citizens operated within the constraints imposed
by war, while simultaneously exercising agency to reshape
symbolic environments through creative practice. Digital
visual culture was analysed using frameworks from meme
studies, particularly L. Shifman’s (2013) typology of par-
ticipatory memes and B.E. Wiggins & G.B. Bowers’ (2015)
genre approach to memetic communication. G. Ma-
rino’s (2015) semiotic approach to digital mimesis and
spreadability informed the analysis of how visual content

acquired meaning through circulation, replication, and
transformation across digital environments. E.E. Scialab-
ba’s (2020) work further explained how recursive imitation
structures contemporary visual communication, enabling
visual forms to be continually reinterpreted and remedi-
ated across media platforms. Together, these methods en-
able an integrated analysis of murals, symbolic gestures,
and digital memes as interconnected elements of wartime
visual communication.

RESULTS AND DISCUSSION

The analysis of visual artefacts demonstrated that war-
time visual culture in Ukraine operated through intercon-
nected material and digital forms of symbolic resistance.
Murals and graffiti transformed damaged urban environ-
ments into communicative spaces, while the Yellow Rib-
bon Movement develops decentralised symbolic practices
in occupied territories. At the same time, digital memes
translated daily wartime experiences into shared emo-
tional narratives, collectively forming a hybrid visual com-
munication network linking physical and digital spaces.
The interaction between urban and digital visual culture
was particularly evident in the emergence of shared sym-
bolic motifs that rapidly circulated across media and pub-
lic space. Among the earliest and most recognisable exam-
ples was the “Tank forces” phenomenon (Fig. 1).
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Figure 1. Tank forces

Note: a - photo taken on 27 February 2022 near the village
Lyubymivka (Kherson region); b - photo of the mural in
Amsterdam by the artist NILS; ¢ - photo of the postage stamp

Source: A. Hanchuk (2022), Vidar (2022), Volstamp (n.d.)
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The analysed images traced the transformation of
a wartime event into a cultural symbol of Ukrainian re-
sistance. Figure 1, a documents Ukrainian farmers tow-
ing abandoned Russian Federation military equipment by
Ukrainian farmers near Lyubymivka (Kherson region) on
27 February 2022. An image that rapidly spread through
national and international media as a symbol of civilian re-
silience and ingenuity. Figure 1, b, a mural by Dutch artist
NILS in Amsterdam, translated this event into global street
art, demonstrating international solidarity with Ukraine.
Figure 1, ¢, a Ukrainian postage stamp based on the same
motif, institutionalised the image within national com-
memorative culture. Together, these examples illustrated
how a documentary image evolved across media formats
into a widely recognised visual narrative that reinforced
collective identity, public morale, and international sup-
port for Ukraine. The urban landscapes of Kyiv, Kharkiv,
Chernihiv, Mykolaiv, and Zaporizhzhia during the spring of
2022 revealed a pronounced tension between physical de-
struction and symbolic reconstruction. As missile strikes
and artillery reshaped the material environment, commu-
nities reclaimed damaged urban spaces through murals,
inscriptions, and symbolic gestures that asserted continu-
ity despite rupture. Graffiti, stencils, and improvised visual
interventions transformed ruined buildings, streets, and
barricades into communicative surfaces, through which
wartime experiences were translated into narratives of
resistance, memory, and collective endurance. In this con-
text, urban space itself became a medium, through which
destruction and symbolic meaning were simultaneously
inscribed. An example was the mural by Ukrainian mural-
ist Sasha Korban (Fig. 2).

Figure 2. Mural “Everything will be Ukraine”
Note: photo by Sasha Korban
Source: I1. Vorona (2022)

Painted on a damaged wall, while serving in the Armed
Forces of Ukraine, the mural depicted gloved hands stitch-
ing together the torn blue and yellow halves of the national
flag, symbolising resilience, unity, and national recovery
amid destruction. The exposed brickwork was integrated
into the composition, transforming wartime damage into
a visual narrative of renewal. Widely circulated in Ukrain-
ian media and on social media, the work became a pow-
erful symbol of resistance, while the act of sewing itself

functioned as a metaphor for repairing the social fabric
disrupted by war and restoring a sense of collective iden-
tity under conditions of crisis. In cities such as Kyiv and
Kharkiv, where bombardment left visible traces across
residential districts and public infrastructure, artists
frequently worked directly on damaged surfaces. Burnt
apartment blocks, shattered bus stops, barricades, and
partially destroyed facades became symbolic canvases that
framed artistic intervention. In Kyiv, murals and graffiti
often depicted Ukrainian defenders, volunteers, and civil-
ians, juxtaposing vulnerability with defiance. Soldiers were
frequently rendered with elements of sacred iconography,
presenting defenders as moral protectors of the nation.
Other murals portrayed children holding blue-and-yellow
balloons or women represented as guardians, echoing the
mythological imagery of the Berehynia, a traditional Slavic
female protector associated with the safeguarding of home
and nation. These visual forms condensed wartime experi-
ence into symbolic narratives of dignity and perseverance,
functioning as what R. Barthes (1977) described as “myths
today”, through which historical events were translated
into culturally intelligible meanings. A representative ex-
ample of these visual narratives is provided by the mural
“Ghost of Kyiv” (Fig. 3), created by a team led by Ukrainian
artist Andrii Kovtun in Kyiv in 2022.

Figure 3. Mural “Ghost of Kyiv”
Note: photo by Olga Kosova
Source: O. Kosova (2024)

The mural portrayed a Ukrainian fighter pilot in-
spired by the popular wartime legend of the “Ghost of
Kyiv”, which emerged during the defence of the capital in
the first weeks of the invasion. Unveiled on Aviation Day,
the work transformed a popular wartime narrative into
a monumental visual symbol of courage, sacrifice, and
national resilience. Widely covered by Ukrainian and in-
ternational media, the mural became an important visual
representation of community resilience and the symbolic
heroism associated with Ukraine’s resistance. Visual nar-
ratives increasingly expanded beyond military themes to
commemorate civilian forms of courage and solidarity as
illustrated by “Support” and “Heroes without weapons”.
Figure 4 presented the mural “Support”, based on a work
by the renowned Canadian artist and illustrator Eric Pause
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and realised in Kyiv in 2022 by the organisation GoGlobal
in cooperation with the communication agency ETER as
part of the youth initiative.

and symbolic mobilisation, reinforcing narratives of sac-
rifice and collective resilience, as exemplified by the mu-
ral “For freedom” (Fig. 6).

Figure 4. Mural “Support”
Note: photo by GoGlobal
Source: 0. Kosova (2024)

The composition depicted intertwined human figures
rendered in the artist’s characteristic geometric style,
symbolising solidarity, mutual support, and social cohe-
sion during wartime. Created as part of an international
artistic initiative supporting Ukraine, the mural attracted
public attention as a visual expression of unity and human-
itarian support, reinforcing narratives of collective resil-
ience and recovery. Figure 5 depicted the mural “Heroes
without weapons”, created by Kyiv artists Vitalii Hydevan
and Olena Noyna in 2023.

Figure 5. Mural “Heroes without weapons”
Note: photo by Olga Kosova
Source: 0. Kosova (2024)

Portraying a firefighter against the colours of the
Ukrainian flag, the work commemorated rescuers, who
risked their lives responding to the consequences of the
Russian Federation’s attacks. By extending wartime her-
oism beyond the military sphere, the mural emphasised
civic solidarity, sacrifice, and the essential role of emer-
gency workers in sustaining social resilience. Widely cov-
ered in Ukrainian media and positively received by the
public, it became a visual tribute to those protecting civil-
ian lives under conditions of war. More broadly, wartime
street art functions as a mechanism of commemoration

Figure 6. Mural “For freedom”
Note: photo by GoGlobal
Source: 0. Kosova (2024)

Figure 6 presented the mural “For freedom”, created in
Kyivin 2023 by the Paint Hunters team, comprising Dmytro
Kasianiuk and Marian Motruk. It depicted a Ukrainian sol-
dier against the blue and yellow colours of the national flag
beneath the slogan “For freedom” It commemorated the
sacrifice of Ukrainian defenders and symbolised the strug-
gle for sovereignty and independence. The work honours
those defending the country and reinforces narratives of
national unity and resilience. Widely covered by Ukraini-
an media, the mural was positively received as an expres-
sion of gratitude, collective memory, and support for the
Armed Forces of Ukraine. Beyond individual commemo-
rative works, wartime street art became increasingly em-
bedded in the urban fabric of frontline cities. Kharkiv, sub-
jected to relentless shelling, developed a visual landscape,
in which street art became closely intertwined with the
materiality of destruction. Artists painted directly on dam-
aged facades and the remnants of public buildings, trans-
forming ruined structures into sites of visual meaning.
This materially anchored symbolism reflected G. Mari-
no’s (2015) observation that spreadability extended beyond
digital networks to encompass spatial visibility: symbols
reproduced across damaged urban surfaces enable rapid
recognition and collective identification. A representative
example of this materially grounded symbolism was the
mural “Kharkiv - hero city” (Fig. 7). Figure 7 reproduced
the mural “Kharkiv - hero city”, created by Ukrainian artist
Anastasiia Khudiakova in October 2022 and dedicated to
the resilience of Kharkiv during the Russian Federation’s
invasion. Painted on a building damaged by a russian mis-
sile strike on 1 March 2022, the work incorporated the
material legacy of destruction into its symbolic narrative.
The mural portrayed construction workers rebuilding the
city alongside iconic landmarks, including the Assumption
Cathedral, the Mirror Stream fountain, the Ferris wheel,
the Annunciation Cathedral, Derzhprom, and the rail-
way station, symbolising recovery, local identity, and civic
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solidarity. Widely appreciated by residents, the mural
transformed a site of destruction into a powerful affir-
mation of Kharkiv as a hero city and of the city’s determi-
nation to rebuild and preserve its cultural heritage amid
continuous shelling.

Figure 7. Mural “Kharkiv - hero city”
Source: MuKha. Murals of Kharkiv (n.d.)

Although the visual culture of Kharkiv foregrounded
commemoration and the material traces of destruction,
wartime symbolism in Mykolaiv assumed more humorous
and participatory forms. Widely circulated wartime phras-
es were recontextualised as graffiti, stickers, and murals,
demonstrating how the convergence of digital memes and
urban space generated distinctive practices of symbolic
resistance and collective resilience.

Memetic imagery translated online humour into urban
space, allowing recognisable digital templates to circulate in
material form. Following L. Shifman’s (2013) typology, such
visual references combined recognisable formats, explic-
it stance, and intertextual connections with global meme
culture. Digital memes and street art therefore operated
not as separate domains, but as interconnected symbol-
ic practices within a shared visual environment. Humour,
irony, and satire function as mechanisms, through which
communities process uncertainty and reaffirm collective
solidarity, while repeated visual motifs generated a shared
symbolic language extending from social media platforms
into everyday urban environments. A representative ex-
ample of this convergence between digital meme culture
and urban space was the mural “Defender Kitty” (Fig. 8).

Figure 8 depicted the mural “Defender kitty”, creat-
ed in Mykolaiv by muralists Dmytro Slepukha and Alyo-
na Martynova. Inspired by the popular wartime imagery
of the “combat cat”, the mural combined humour and
military symbolism, translating a memetic image into
urban space. According to the artists, the work aimed
to raise the spirits of Mykolaiv residents, who remained

in the city despite intense daily shelling by the Russian
Federation. Warmly received by local residents and
widely followed throughout its creation, the mural be-
came a source of emotional support and a symbol of
resilience and optimism. As one resident observed, the
artwork provided much-needed positivity during war-
time and inspired hopes for similar initiatives through-
out the city.
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Figure 8. Mural “Defender kitty”
Note: photo by Svitlana Vovk
Source: Svidok.info (2026)

Although humour and memetic symbolism played a
central role in Mykolaiv’s wartime visual culture, visual
practices in Chernihiv and Zaporizhzhia adopted more
commemorative forms. There, sites of destruction, in-
cluding schools, residential buildings, and public squares,
were transformed into spaces of remembrance, mourning,
and hope. In Chernihiv, spontaneous memorial artworks
included portraits of civilians killed during bombard-
ments, painted flowers surrounding craters, and inscrip-
tions commemorating victims of attacks. Such imagery
corresponded with N. Gal’s (2016) observation that visual
media established emotional publics through shared
forms of mourning and hope, converting traumatic loca-
tions into mnemonic landscapes that preserved collective
memory, while affirming communal resilience. In Zapor-
izhzhia, murals frequently expressed themes of protection
and perseverance. Images of birds breaking through cages,
guardians guiding children, and stylised maps of Ukraine
accompanied by inscriptions such as “T'pumatimocs” (Try-
maymosya, “Holding on”), communicated emotional soli-
darity and endurance. The emotional immediacy of these
images illustrated A. Giddens’s (1984) concept of struc-
turation, as artistic expression emerged precisely, where
structural constraints were most pronounced. Through
these visual narratives, artists transformed spaces of vul-
nerability into symbolic sites of continuity and survival.

Graffiti, stencils, and improvised visual interventions
transformed ruined buildings, streets, and other urban
surfaces into communicative surfaces, through which
wartime experiences were translated into narratives of
resistance and collective endurance, collectively forming
part of a hybrid visual communication network linking
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urban space with digital media circulation. As these images
circulated across physical and digital environments, famil-
iar symbols acquired new layers of meaning and became
embedded in broader narratives of identity, memory, and
collective survival. Street art in wartime Ukraine thus con-
stituted a dense semiotic field, in which recurring motifs
operated as mythic signifiers of resistance and resilience
in the sense described by R. Barthes (1977). The trident, fre-
quently appearing in murals, served as a unifying national
symbol, whose presence on bomb-damaged walls empha-
sised the irreducibility of Ukrainian identity. In semiotic
terms, it evolved from a conventional political emblem into
a signifier of collective survival. The national colour palette
became similarly pervasive, appearing not only in murals,
but also on barricades, helmets, sandbags, and structur-
al supports. This chromatic proliferation reflected, what
E.E. Scialabba (2020) described as digital mimesis, extend-
ed into physical space: repeated reproduction stabilised
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symbolic meaning. Images of mothers shielding children
appeared repeatedly across frontline cities, evoking older
cultural archetypes, such as the Berehynia and the Theot-
okos, alongside contemporary narratives of civilian suffer-
ing. Murals also portrayed Ukrainian soldiers, medics, and
volunteers in stylised heroic forms that foreground agency
rather than victimhood and function as counter-images
to dehumanising propaganda. Birds — particularly storks,
cranes, and nightingales - symbolised return and nation-
al continuity, while angels appeared as protectors of cit-
ies near hospitals or bomb shelters. Together these motifs
formed a semiotic network, through which wartime street
art articulated collective identity and resilience. Yet sym-
bolic resistance was not limited to monumental murals
and large-scale public art. In occupied territories, visual
practices often assumed more discreet and decentral-
ised forms, giving rise to micro-symbolic interventions
associated with the Yellow Ribbon Movement (Fig. o).
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Figure 9. Yellow Ribbon Movement
Note: a - screenshot of the movement’s website, which coordinated activities and disseminated messages opposing Russian Federation’s
occupation; b - inscription of the Ukrainian letter “I”, a distinctive letter of the Ukrainian alphabet (pronounced «yi»), adopted by activists
to affirm Ukrainian cultural and linguistic identity; ¢ - yellow ribbons placed on trees, fences, flowerbeds, and other public spaces in

occupied territories in Ukraine's south
Source: Yellow Ribbon (n.d.)

Through these simple yet recognisable interven-
tions, activists transformed everyday spaces into sites of
symbolic resistance, communicating solidarity and as-
serting the continued presence of Ukrainian identity un-
der occupation. Operating without formal hierarchy, the
movement relied on low-risk symbolic practices to chal-
lenge imposed visual orders and maintain the visibility of
Ukrainian identity. The movement’s activities demonstrat-
ed how resistance could be enacted through everyday ob-
jects and spatial interventions rather than overt political
action. As L. Althusser (2006) suggested, ideology oper-
ated through routine practices; similarly, Yellow Ribbon
interventions functioned as rituals of subject formation,

reassuring communities that Ukrainian identity and civic
resistance persisted despite occupation. Their widespread
replication across occupied territories also illustrated how
symbolic practices circulated within a hybrid visual com-
munication network, linking physical interventions with
digital dissemination and collective meaning-making. Un-
like large murals, Yellow Ribbon signs relied on subtlety
and reproducibility. Their simplicity reflected G. Mari-
no’s (2015) notion of spreadability through minimalism: the
simpler the form, the more easily it circulated. While oc-
cupation authorities attempted to impose a new symbolic
order by removing Ukrainian flags, renaming streets, and
installing propaganda, these small interventions disrupt
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the imposed visual regime and undermine the appearance
of control. The yellow ribbon thus became a condensed
symbol of continuity, nonviolent defiance, and belonging
to the national collective. Its semiotic efficiency mirrors
the logic of memes, demonstrating how micro-symbols
functioned as nodes within a distributed semiotic system
of wartime resistance. A similar logic characterised digi-
tal memes circulating across Ukrainian and global digital
platforms, which complemented the rhetorical and affec-
tive power of street art. As L. Shifman (2013) emphasised,
memes communicated through recognisable and adapt-
able templates. Ukrainian memes addressing air-raid si-
rens, blackouts, missile interceptions, and frontline hu-
mour transformed fear into shared irony and collective
resilience. As B.E. Wiggins & G.B. Bowers (2015) argued,
their social power derived from genre recognition: war-
time adaptations retained familiar formats, while incor-
porating references to the conflict, enabling audiences to
navigate uncertainty through recognisable communicative
patterns. The capacity of memes to transform fear into
shared irony and collective resilience was illustrated by “f
B Kauigopi” (“I'm in the hallway”) (Fig. 10).

Figure 10. Meme “fI B kamizopi” - child’s softened
mispronunciation of “I'm in the hallway” during air raids,
later transformed into a shared symbol
of vulnerability and solidarity

Source: S. Ruth (2022)

The meme “d B kamigopi” (“I'm in the hallway”)
originated from a child’s softened pronunciation of the
phrase “I'm in the corridor” during an air raid. Popu-
larised through illustrations and adaptations on social
media, the phrase became a humorous yet emotionally
resonant expression of everyday wartime experience. By
transforming the practice of seeking shelter according
to the “two-wall rule” into a shared cultural reference,
the meme converted vulnerability into solidarity and fear
into irony. Its widespread circulation demonstrated how
ordinary experiences were translated into participatory
forms of meaning-making and collective resilience. The
participatory nature was further illustrated by their con-
tinuous adaptation and recombination. One such exam-
ple was the meme “I'm in the hallway and ballistic mis-
siles” (Fig. 11), which combined the familiar phrase “I B
Karigopi” (“I'm in the hallway”) with exaggerated image-
ry to express the anxiety associated with missile attacks
through humour and irony.
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Figure 11. Meme “I am in hallway and ballistic missiles”
Source: V. Shaparenko (n.d.)

Figure 11 depicted a wartime adaptation of the “fI B
Kamigopi” (“I'm in the hallway”) meme, juxtaposing the
everyday practice of taking shelter during air raids with
the threat of ballistic missile attacks through exaggerat-
ed visual imagery. Widely circulated on social media, such
humorous reinterpretations transformed fear and uncer-
tainty into shared experiences, reinforcing solidarity and
collective resilience. Humour in times of crisis often fos-
tered social solidarity (Laineste & Voolaid, 2017). Ukrainian
wartime memes illustrated this dynamic through ironic
adaptations of popular culture, animal imagery combined
with military references, and textual jokes addressing
everyday wartime hardships. V. Chekanov (2017) described
“memocomplexes” as coordinated thematic clusters that
structured symbolic communication in information war-
fare. Ukrainian memetic responsed frequently target dis-
information by exposing contradictions through parody,
operating as a counter-visual strategy that disrupted the
propagandistic spectacle described by G. Debord (1995).
The adaptive and participatory nature of Ukrainian war-
time memes was further illustrated by the visual afterlife
of the kitchen cabinet from Borodianka (Fig. 12), which
evolved from documentary evidence of destruction into
a widely recognised symbol of endurance and hope. Ini-
tially documented as part of the destruction caused by the
Russian Federation’s attacks, the image was subsequently
reinterpreted through illustrations and memes. Figure 12
illustrated the transformation of the kitchen cabinet from
Borodianka into a memetic symbol of resilience. Figure 12,
a showed the original photo taken by Yelyzaveta Servatyn-
ska of a surviving kitchen cabinet suspended on the wall
of a heavily damaged apartment building. Figure 12, b pre-
sented Oleksandr Grekhov’s illustration “Kitchen cabinet
from Borodianka”, while Figure 12, ¢ depicted a meme
based on the same motif, using the dialogue: “How are
you?” - “Holding on”. Ukrainian “Tpumaerecn?” (“How are
you holding up?”) possessed a distinctive wartime com-
pactness, simultaneously enquiring about physical safety,
emotional condition, psychological endurance, and con-
tinued survival. These multiple meanings were condensed
into a single everyday expression. Through successive
reinterpretations, the image evolved from documentary
evidence of destruction into a widely recognised symbol
of endurance, solidarity, and collective resilience. Digital
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circulation further amplified this communicative power.
Ukrainian wartime memes displayed extensive intertex-
tuality through the adaptation of established templates,

-
Photo taken by Yelyzaveta Servatynska

lllustration done by Oleksandr Grekhov

historical imagery paired with contemporary captions,
and linguistic played combining Ukrainian phonetics with
English code-mixing.

- TUGK?

- TPUMAHICh!

Figure 12. Kitchen cabinet “How are you? Holding up!”
Note: a - kitchen cabinet from Borodyanka, photo by Yelyzaveta Servatynska; b - illustration “Kitchen cabinet from Borodianka™ by

Oleksandr Grekhov; ¢ - meme “How are you? Holding up!”
Source: P. Mandryk (2022)

Similar visual practices had appeared in other conflict
contexts, such as Northern Ireland and Palestine, where
murals functioned as territorial and ideological mark-
ers. However, the Ukrainian case was distinctive due to
the rapid interaction between urban visual practices and
global digital meme circulation. Visual narratives there-
fore circulated bidirectionally: urban images entered dig-
ital circulation, while memetic forms returned to the city
through graffiti, murals and stickers. In this sense, the
wartime visual environment in Ukraine can be understood
as a hybrid visual communication network that integrat-
ed murals, graffiti, symbolic gestures, and digital memes
into a coherent cultural response. Street art and memes
operated as an interdependent communicative system:
murals become meme content, memes inspired graffiti,
and Yellow Ribbon symbols circulated across both phys-
ical and digital spaces. This hybridity reflected A. Gid-
dens’s (1984) concept of structuration, in which cultural
practices simultaneously reproduced and transformed
social structures. Visual culture also performed important
psychological and social functions during wartime. Images
of humour, defiance, mourning, and solidarity contrib-
uted to emotional stabilisation and reinforced collective
belonging under conditions of uncertainty and disruption.
At the same time, wartime visual narratives reinforced
linguistic identity, territorial cohesion, and moral distinc-
tions between aggressor and defender, reflecting L. Droti-
anko’s (2009) understanding of mass culture as a transmit-
ter of shared values. International artistic interventions,
most notably those by Banksy, together with the global
circulation of Ukrainian memes, further integrated the
country into transnational circuits of representation, am-
plifying its symbolic presence within global visual culture.

The relationship between visual culture, political re-
sistance, and national identity had attracted sustained
scholarly attention across cultural studies, visual anthro-
pology, media studies, and political sociology. K. Avramidis
& M. Tsilimpounidi (2017) analysed data of conflict zones,

including Northern Ireland, Palestine, and the Middle East,
and demonstrated that murals, graffiti, and symbolic in-
terventions function as markers of territorial belonging
and ideological struggle. Graffiti and street art operated
simultaneously as spatial practices and cultural expres-
sions, mediating the relationship between architecture,
urban space, and social identity. J. Ranciere (2004) argued
that aesthetic practices reorganised the “distribution of
the sensible”, creating new forms of political visibility and
participation, while J.C. Alexander’s (2012) theory of cul-
tural trauma explained how symbolic forms transformed
collective suffering into culturally mediated narratives that
shaped identity. Studies of street art further emphasised
its role as a form of spatial negotiation and political com-
munication, with A. Young (2014) conceptualising it as a
situational practice, whose meaning emerged through the
interaction between the artwork, the viewer, and the urban
environment. Street art can therefore be understood as
an ephemeral, often unsanctioned form of urban expres-
sion, while P. Bengtsen & M. Arvidsson (2014) emphasised
its capacity to reshape the symbolic organisation of cities
and contributed to debates on spatial justice and dominant
regimes of representation. Scholarship on visual culture
and digital media underscored the political and affective
dimensions of images. W.J.T. Mitchell (2005) develops ex-
plored the agency of images by asking what pictures “want”,
treating them as entities that actively participated in the
production of political meaning rather than merely reflect-
ing human intention. At the same time, N. Mirzoeff (2011)
conceptualised visuality as a contested terrain, in which
authority and resistance struggled over regimes of rep-
resentation and identified a paradox characteristic of mod-
ern warfare: the immense quantity of imagery produced
by conflict often results in limited political impact, a phe-
nomenon researcher described as the “banality of images”.

L. Laineste & P. Voolaid (2017) further demonstrated
that memes frequently combined seriousness with play-
ful expression, describing them as “playfully serious”
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cultural forms. In political crises, memetic humour can un-
dermine official narratives, while simultaneously support-
ing public discussion and collective reflection. Research
on participatory media provided an additional framework
for understanding contemporary visual communication.
H. Jenkins (2006) highlighted the emergence of partici-
patory culture, in which audiences actively produced and
circulated media content. Z. Papacharissi (2014) conceptu-
alised digital communication networks as “affective pub-
lics”, organised around shared emotional expression and
collective responses to political events. These perspectives
helped to explain wartime visual communication, where
digital images circulated rapidly across social and na-
tional boundaries. The Ukrainian context had generated a
growing body of scholarship examining cultural responses
to political upheaval, particularly since the Revolution of
Dignity in 2013-2014. Ukrainian scholars had also exam-
ined digital communication and memetic culture. L. Dro-
tianko (2009) analysed the dynamics of mass culture with-
in informational society and the mediating role of visual
forms in transmitting social values. T. Poda (2017) concep-
tualised internet memes as a phenomenon of contempo-
rary informational culture, while V. Chekanov (2017) inter-
preted meme complexes as strategic instruments within
information warfare. L. Smola (2019) further demonstrated
how memetic humour may function as a mechanism of
psychological resilience during periods of political crisis.
Wartime visual practices in Ukraine may be understood
through five interconnected theoretical approaches: se-
miotics, discourse, ideology, structuration, and digital
mimesis. Taken together, these approaches explained how
murals, symbolic gestures, and digital memes acquired
meaning and operated within systems of power. Visual
imagery of defenders, volunteers, mythical figures, and
national symbols transformed experiences of loss and
struggle into narratives of dignity and endurance. War-
time visual symbols thus functioned as mythic signifiers
that translated historical events into culturally intelligi-
ble meanings. M. Foucault’s (2002) concept of discourse
highlighted how regimes of visibility shape knowledge and
authority. Ukrainian wartime memes illustrated these dy-
namics, as visual templates mutated through iterative re-

late, and reinforce symbolic meanings of resistance. The
analysis showed that street art, symbolic interventions,
and digital memes evolved from peripheral forms of cul-
tural expression into significant mechanisms of commu-
nication, identity formation, and collective resilience.
The examined examples revealed three interconnected
dimensions of wartime visual culture. First, murals and
graffiti transformed damaged buildings, shelters, check-
points, and urban ruins into communicative spaces that
conveyed narratives of sovereignty, endurance, and na-
tional continuity. By reappropriating sites of destruc-
tion, these visual interventions enabled communities to
reclaim symbolic agency and counter hostile propagan-
da narratives. Second, the analysis of the Yellow Ribbon
Movement demonstrated how decentralised symbolic
actions functioned as effective forms of civic resistance
in occupied territories. Ribbons, coded inscriptions, and
micro-graffiti communicated solidarity, maintained vis-
ibility of Ukrainian identity, and strengthened collective
belonging despite restrictions imposed by occupation
authorities. Third, the analysed wartime memes func-
tioned as adaptive communicative tools that reframed
fear and uncertainty through irony, humour, and parody.
Their rapid circulation facilitated collective interpreta-
tion of wartime events, countered disinformation, and
connected local experiences with global audiences. Taken
together, these findings indicated that murals, symbolic
markers, and digital memes form a hybrid visual com-
munication network linking physical and digital spaces.
Rather than isolated artistic responses, these practices
operated as interconnected mechanisms, through which
communities interpreted violence, reinforced national
identity, sustained social cohesion, and adapted to war-
time conditions. The study thus highlighted the impor-
tance of visual culture as a key component of cultural re-
silience and symbolic resistance in contemporary armed
conflict. Future research should further examine how
wartime visual practices influence the long-term devel-
opment of Ukraine’s cultural memory, artistic discourse,
and national identity by integrating approaches from
visual culture, urban semiotics, and digital media studies.
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By/mmaHe MICTEITBO Ta iHTepHET-MEeMH
SIK HAPATUBHU ICHTUYHOCTI OIOPY: riopujiHa BidyaabHa KOMYHiKaIis
y npu@poOHTOBUX MicTax YKpainu (BecHa 2022)

Anoranig. [TopHoMacmTadue BroprueHus Pociiicbkol degepartii B VKpaiHy v IOTOMY 2022 POKY CIIPUYIHILIO [INO0KY
TpaHc@OpPMAIiI0 KYIBTYPHOr0, iH(MOPMAIIIHOI0 Ta CHUMBOJIYHOIO IIPOCTOPY, MEPETBOPHUBIIN MiChKE CEPEIOBUILE
Ha T07€ Bi3yalbHOI'0 Ta CUMBOTIYHOTO CIPOTUBY. METOI0 JOCTIKEHHS CTaB aHaIi3 TOTO, SIK BYIMYHE MUCTEITBO,
CUMBOJIIYHI TPOMAASHCHKI MPAKTUKKA Ta Iu@poBa BisyalbHa KyabTypa y NpUGPOHTOBUX MicTaX YKpalHU HaBeCHi
2022 POKY (DYHKIIOHYBAIN K B3a€MOIIOB’3aHi (POPMU CUMBOTIYHOIO CIPOTUBY Ta KOJICKTUBHOI CTIMKOCTI B MesKax
riopuaHol Bi3yaabHOI KOMYHIKaIfiiinol Mepe:Ki, 1o MOoeIHyBaIa MICHbKUN 1 mu@pPOBHIl MpocTOpu. JOCTiKEHHI
0asyBasocs Ha MKIUCIUILIIHAPHOMY TIIXOMI, IO TIOEIHYBAB METOIM CEMIOTUYHOTO aHadizy, JIUCKypC-aHATi3y,
Bi3ya/IbHOI aHTPOIIOIONIT Ta ZOCHKeHb HI(GPOBOI KYIbTypU. EMIIPUYHMI MaTepiaa OXOILTIOE HMPUKIAIN MYyPaTIiB,
rpadiri, CUMBOMYHUX iHTEPBEHIIN Ta iHTEpHET-MeMIB, 3a(DiKCOBAHMX Y IEPioj Bif JIOTOr0 10 JKOBTHS 2022 POKY Y
't MpuPOHTOBUX MicTax YKpainu: Kuesi, Xapkosi, Mukosaesi, YepHirosi ta 3anopizkiki. PesyabraTi J0CTiKeHHS
JTEMOHCTPYIOTh, 1[0 B YMOBaX BIHM 3PYHHOBAHUI MiCHKUI IIPOCTIP HAOYB HOBOI'O CUMBO/IIYHOIO 3HAYEHHSI, 4 MyPAII,
MiKpoiHTepBeHIril pyxy «KoBra cTpiukay Ta mudpoBi Memu chopMyBaIn riOpUIHY MePeKY BisyaabHOT KOMYHiKallii.
Mypai Ta rpadiTi epeTBopI0Th HOMIKOIKEH] OYIiB/Ii i1 TPOMAaIChKi IPOCTOPU HA KOMYHIKATUBHI IIOBEPXHI, Yepes
SKI apTUKY/IIOI0THCS HAPATHBU HALIOHAIBHOI iI€HTHYHOCTI, KOJIEKTUBHOI MaM’ITi Ta ;KurTecTiiikocti. Pyx «;KoBra
CTpiYKay JEeMOHCTPYE, SK JEHNEeHTPATI30BaHi CUMBOMIYHI MPAKTUKU THATPUMYIOTH TPOMAIAHCHKY COTIapPHICTD i
VTBEPHKYIOTH YKPATHCHKY 1JEHTHYHICTD HA TUMYACOBO OKYIOBAaHUX TepuTopisax. [udposi Mmemu (GyHKIIOHYIOTDH K
AJANTUBHI KOMYHIKaTUBHI iHCTPYMEHTH, TPAHC(HOPMYIOUN CTPAX y IYMOP Ta ipOHil0, IMPOTUAioYN ae3indopMarii it
MPUBEPTAIOYN YBATy MiKHAPOAHOT ayauTopil. V CYKYIHOCTI Ii Bi3yalbHi HMPAKTUKU YTBOPIOIOTH B3a€MOIIOB’SI3aHi
€JIEMEHTH DPOBIOILICHOT CEMIOTUYHOI CHUCTEMU, IO 3MIIHIOE KYJIbTYPHHUII CIPOTUB, COLIAJIbHY BIYPTOBAHICTH i
CUMBOJIIYHY CTIHKICTb B yMOBaX BilTHI

KJ104oBi ¢/10Ba: Ky1bTypHi 1mpodaeMu; cOmioKyInTypHi Tpanc@opMarii; CMMBOIIYHA PE3WILENTHICTD; Bi3yaabHa
KYIbTYpa; MpocTopoBa cemioTuka; sKopra CTpivuka; mudposi meMu
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complex of historical-archival, on-site and laboratory studies shapes a scientifically grounded and reversible conservation
programme. The methods used were historical-source analysis, comparative study of the specialist literature,
systematisation of on-site survey data, and generalisation of empirical material from restoration-work documentation.
The empirical basis was the 1786 sculpture “Christ of Boremel Bearing the Cross”, restored during the first stage of works
in 2023 within the framework of a project of the Polish Institute POLONIKA. It was established that pre-restoration
diagnostics made it possible to identify authentic limestone overlaid with cement plaster and limewash coating, to identify
corroded metal reinforcement from secondary reconstructions, and to record the remains of the original polychromy.
It is demonstrated that the removal of hard cement layers is not a cosmetic but a structurally necessitated operation,
since cement is a source of soluble salts and condensation moisture that accelerate the deterioration of carbonate stone.
The expediency of structurally consolidating the limestone with silicon-organic preparations and of disinfecting it with
biocides is substantiated. The practical value lies in the formulation of a generalised algorithm for the preparatory stage,
suitable for application to a broad range of stone monuments of monumental art

Keywords: stone sculpture; technologies; materials; conservation; restoration; cultural heritage

INTRODUCTION

A special place in the system of Ukraine’s material herit-  parameters of the repair mixture with the porous struc-
age belongs to three-dimensional plastic art and monu-  ture of the authentic stone. In turn, the study by E. Ap-
mental sacred sculpture of the seventeenth and eighteenth  ostolopoulou (2021) was devoted to an in-depth analysis
centuries. The preservation of these monuments, most of  of the hydrophysical and vapour-permeability properties
which are displayed in the open air, is complicated by the  of materials for the preservation of cultural heritage. This
intensive impact of anthropogenic and climatic factors.  work emphasised that any incompatible, rigid intervention
The situation becomes critically acute in cases where, over  disrupts the natural moisture exchange of the structure,
past decades, the authentic stone has undergone unpro-  making strict adherence to the ‘like-for-like’ principle the
fessional repair interventions using materials incompat-  sole guarantee of the long-term stabilisation of porous
ible with it. The most destructive manifestation of such  historic substrates; a basic criterion of restoration mate-
actions is the use of Portland-cement mortars for infilling  rials science was thereby formulated - the “like-for-like”
and coating the surfaces of soft, porous limestones. This  repair principle, according to which restoration mortars
leads to the blocking of the capillary system, the accumu-  are required to fully replicate the hydrophysical and va-
lation of soluble salts, and the accelerated degradation of  pour-permeability properties of the authentic matrix. In
the historic substance beneath the cement crust. Inview of ~ Ukrainian scholarly discourse, the methodological founda-
this, the development and implementation of scientifically  tions of the restoration of stone sculpture are summarised
grounded algorithms for diagnostics, the step-by-step re-  in the work of O. Stasiuk (2020), which defines the criteria
moval of cement-lime accretions, and the systematic con-  for justifying restoration intervention and substantiates
servation of the damaged carbonate substrate is defined as  the staged nature of the conservation process on the basis
an urgent task of contemporary restoration science. of respect for material authenticity.

The present stage in the development of restoration Despite the considerable body of recent laboratory
science and the diagnostics of stone heritage is character-  work, the contemporary literature contains virtually no
ised by the emergence of a number of the latest studies in  integrated technological analysis of a practical case in-
the field of materials science and microstructural analysis.  volving the restoration of a free-standing Baroque sculp-
In particular, works of the 2020s intensively examine the  ture with limestone deterioration caused by Portland-ce-
mechanisms of interaction and the dynamics of salt-solu-  ment sulphate salts, which determines the relevance of
tion migration at the interface between modern repair  the present study. Most publications are confined to lab-
materials and historic stone (Pollet et al., 2025). The ques-  oratory tests on artificially aged samples, whereas the re-
tion of the critical assessment of non-destructive testing  al-world experience of the step-by-step uncovering and
methods for porous sandstones and artistic surfaces has  rescue of an endangered monumental sculpture under
been examined in detail in the works of R. Prikryl (2023).  the local microclimatic conditions of western Ukraine
The evaluation of the effectiveness of innovative TE-  remains undocumented.
0OS-based nanocomposites modified with hydroxyapatite The aim of the article was the scientific and method-
for the consolidation of carbonate rocks is the subject of a  ological substantiation of a comprehensive programme of
study by A. Rodrigues ef al. (2022). In the work of R. Pavlik e/ pre-restoration diagnostics, cleaning and structural con-
al. (2016), the materials-science characteristics and du-  solidation of the Baroque monument “Christ of Boremel
rability of historic lime and lime-pozzolana mortars have  Bearing the Cross” (Miocene limestone), with verification
been studied in detail. The authors experimentally demon-  of the effectiveness of the modern conservation materi-
strated that the key to preventing the deterioration of ma-  als and technologies applied. To achieve this aim, the fol-
sonry is the full compatibility of the physico-mechanical  lowing tasks were addressed: to conduct a comprehensive

49



Restoration of monuments of monumental art...

instrumental and chemical-technological study of the state
of preservation of the monument’s material; to determine
the composition and origin of the secondary destructive
layers on the surface of the limestone; to substantiate and
test a method of micro-surgical removal of the cement
shell; and to assess the effectiveness of applying modern
biocidal and silicon-organic consolidating preparations
for the long-term protection of the stone’s structure.

LITERATURE REVIEW

The problem of the methodology of the preparatory stage
and instrumental diagnostics in stone restoration has a
deep theoretical grounding in the work of earlier years. A
systematic approach to this problem was laid down in the
fundamental study by C.A. Price (2010), in which, within an
analysis of the effectiveness of restoration interventions, a
shortage of primary diagnostic data was identified as the
principal cause of conservation failures. This methodolog-
ical line was further developed in the collective monograph
edited by S. Siegesmund & R. Snethlage (2014), in which, on
the basis of petrographic analysis, priority is given to the
architectonic assessment of stone durability.

A separate body of classic literature is devoted to the
mechanisms of salt and Portland-cement degradation of
porous substrates. In particular, A.E. Charola (2000) es-
tablished the role of free Portland cement as a perma-
nent donor of sulphate ions that destroy adjacent layers
of limestone. Experimental studies by E.I. Nadelman &
K.E. Kurtis (2019) deepened this finding, substantiating
a kinetic model of the destruction of cement materials
during sulphate attack. The physico-mechanical nature
of the formation of crystallisation pressure in subsurface
pores was examined in detail by R.J. Flatt e al. (2014) and
A.E. Kokh et al. (2005), whose findings became the foun-
dation for the ‘like-for-like’ repair principle (Pavlik et
al., 2016; Apostolopoulou et al., 2021).

The line of research into the biological factor of de-
terioration is grounded in the classic works of L. Scheer-
er et al. (2009) and E. Miller et al. (2012), who systematised
the mechanisms of monument colonisation and the re-
lease of aggressive organic acids by endolithic micro-or-
ganisms. In the field of structural consolidation, the basic
approaches were laid down in works on inorganic con-
solidants, in particular by E. Sassoni et al. (2011). At the
same time, questions of the non-destructive on-site test-
ing of the structure of monuments were developed in the
works of C. Vasconcelos et al. (2008) and E. Vasanelli et
al. (2015), who substantiated the effectiveness of scler-
ometry. Drawing on this body of fundamental research
from previous years makes it possible to establish a re-
liable theoretical basis for solving the practical tasks of
preserving Baroque sculpture.

MATERIALS AND METHODS
This study was based on a synthesis of theoretical prop-
ositions and practical experience in the preservation and
restoration of stone monuments of monumental art. The

conceptual foundation of the work consisted of the prin-
ciples of contemporary European theory of preventive
and active conservation, founded on the preservation of
material authenticity and minimal intervention. The theo-
retical framework of the study was provided by the works
of leading specialists in materials science and the pres-
ervation of historic building materials (Wheeler, 2005).
The methodological basis comprised a set of interrelated
scientific and practical methods of enquiry aimed at the
comprehensive study and preservation of objects. General
scientific and theoretical methods: historical-archival and
source analysis was used to study the origin of the monu-
ment and previous interventions; terminological analysis
was based on international standards, in particular the
“Illustrated glossary on stone deterioration patterns” -
ICOMOS-ISCS (2008), edited by V. Verges-Belmin (2008).

On-site and laboratory-technological research meth-
ods: on-site investigations, petrographic analysis, surface
micro-probing, laboratory analysis of salt efflorescence,
and a complex of microscopic analysis (in particular by
optical microscopy) were used to diagnose the state of the
material. These methods helped to identify internal de-
fects, the character of the deterioration of the stone ma-
trix, and the migration of salts, drawing on the methods of
A.E. Charola (2000), E. Franzoni et al. (2015), and E. Fran-
zoni (2018). Instrumental-technical and practical resto-
ration methods: for the practical execution of the works,
the localisation of concealed metal reinforcement, the me-
chanical uncovering of the original limestone volume, the
layer-by-layer thermodynamic removal of cement mortar,
and a micro-surgical method using hand-held burrs for
cleaning delicate areas were applied. These methods made
it possible to safely remove late aggressive layers with-
out damaging the authentic surface. For the subsequent
stabilising stage, the structural restoration of the degen-
erated stone matrix was used. The sequence of the study
encompassed the following stages: from the historical and
on-site survey to laboratory analyses, the development of
a conservation programme, and its direct practical im-
plementation (as exemplified by the conservation works
on the figure of Christ in Boremel, following the report of
B. Markowski (2023), and by materials on the sacred sculp-
ture of the Ternopil region from the 2020 album-catalogue).

The source base of the study was formed from sev-
eral groups of materials: the normative-methodological
base - international documents in the field of heritage
protection, in particular the Venice Charter (1964); reports
and empirical data - official restoration documentation, in
particular the report of B. Markowski (2023) and regional
catalogues (Yagodynska et al., 2020). The specific charac-
ter of the source base employed lies in the combination
of theoretical materials-science research with real practi-
cal restoration experience. The study of these sources and
the application of the listed methods made it possible to
substantiate the effectiveness of the technological stages
of restoration, the results of which are set out in detail in
the following sections of the article.
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RESULTS AND DISCUSSION
The preparatory stage of restoration: from histori-
cal-archival research to on-site diagnostics. The pre-
paratory stage of restoration constitutes a set of in-
vestigative actions that precede physical intervention
in the material of a monument and determine its con-
tent. In the case of the Boremel sculpture, this stage
began with historical-archival work aimed at estab-
lishing the time of creation, authorship, original ap-
pearance, and further study of the object. According to

inscriptions and historical records, the figure of Christ
falling under the cross was erected in 1786 at the ex-
pense of the Chacki family, a year after the construc-
tion of the new church and the transfer of the miracu-
lous image of Christ of Boremel (Markowski, 2023). The
sculpture was installed on the site of the old church,
and two sandstone inscription plaques in Polish and
Latin bearing the date 1786 were placed on the pedestal;
these have survived in the best condition of all the ele-
ments of the monument (Fig. 1).

Figure 1. The figure of Christ falling under the Cross in Boremel

Source: photograph by V. Lutz, 1983

The historical context of the object is inseparably
linked to the cult of the miraculous image. According to
tradition, the image of Jesus carrying the cross against a
background of thirty-three crosses became famous for
miracles as early as in the castle church of the Holy Trin-
ity, and in 1773, at Easter, it miraculously appeared on
the site of the destroyed church, “weeping bloody tears”
(Markowski, 2023). It was precisely on this site that the
Chackis erected the stone figure in 1786. Research car-
ried out within the POLONIKA (2025) project revealed, at
the same time, the limits of the historical method. It did
not uncover any direct iconographic materials relating to
the sculpture itself, only indirect sources in the form of
graphic reproductions of the miraculous image. This re-
sult is methodologically instructive: historical research
outlines the cultural-semantic horizon of the monument
and points of reference for its future reconstruction, but
cannot replace on-site study of the object’s physical con-
dition. From this follows the principle of the mutual com-
plementarity of the historical-archival and materials-sci-
ence components of the preparatory stage, which should
be regarded as a single research system rather than a se-
quence of isolated procedures.

The methodological value of the on-site stage lies in
the fact that it translates the historical hypothesis into a

plane of verified factors. Whereas the historical sources
attested to the Baroque origin of the figure, the mapping of
the damage and the initial investigations made it possible
to assess the actual scale of losses and secondary interven-
tions. It was precisely on the basis of the on-site data that
the fundamental decision of the first stage was formulated:
to uncover the original sculpture from beneath the sec-
ondary cement layers, in order to make possible an assess-
ment of the actual condition of the stone and to prepare
the subsequent stages of the work. This decision illustrates
a key principle of restoration methodology - the interven-
tion programme is not set in advance but is formed situ-
ationally, as new data become available, as illustrated in
the diagram of the preparatory stage (Iig. 2). The diagram
presented summarises the logic of the preparatory stage
as a three-component system, in which historical-archival
research feeds on-site and laboratory diagnostics, which,
in turn, shapes the intervention programme. Studies by
C. Saiz-Jiménez el al. (2016) demonstrated that, under the
action of atmospheric sulphur dioxide, the calcite of lime-
stone is converted into gypsum, which, by retaining soot
and dust particles, forms dense dark layers. Taking ac-
count of the mechanism of surface sulphation is therefore
important for the correct interpretation of the contamina-
tion identified during the survey.
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I. HISTORICAL & ARCHIVAL RESEARCH

1l. ON-SITE & LABORATORY RESEARCH

Source survey

archives, inscriptions, iconography.

Photographic & descriptive recording
damage mapping
x

1ll. INTERVENTION PROGRAM

v

Attribution & dating

suthorship, period, cultural context

Material identification

stone, plaster, pigments, metal

Conservation concept

minimal intervention, reversibility

¥

v

Diagnosis of secondary layers

cement, whitewash, rebar cotrosion

Selection of compatible materials

blocides, adhesives, consolidants

History of alterations

previous repalirs and “renovations™

v

Assessment of decay causes

moisture, salts, biocolonization

Phased execution

uncovering - consolidation -+ protection

v

e —————

feedback loop: findings from uncovering refine subsequent stages

RESULT: a scientifically grounded, documented, and reversible intervention
that preserves the authentic substance of the monument

Figure 2. Workflow of the preparatory phase and technological research in stone sculpture conservation
Source: developed by the authors on the basis of restoration documentation

The question of the origin of the stone deserves par-
ticular attention within the preparatory stage. Establishing
the probable source of the limestone (the environs of Dub-
no, specifically Boremel, where limestone deposits occur)
is of not only historical but also purely practical signifi-
cance, since knowledge of the petrographic characteris-
tics of the parent rock is a precondition for the selection
of compatible materials for consolidation and any future
infilling. Contemporary diagnostic practice regards the lo-
calisation of historic quarries as one of the basic directions
of pre-restoration research, alongside the petrograph-
ic and physico-chemical study of the material. For the
“Christ of Boremel Bearing the Cross”, the determination
of the local origin of the limestone is consistent with the
general picture of the use of regional carbonate rocks in
the sacred architecture of eighteenth-century Volyn (Ry-
chkov, 2002) and orients the subsequent stages towards
the search for stone of a uniform structure and colour for
infill elements.

An important component of the preparatory stage is
also standardised photographic and descriptive documen-
tation, which performs a dual function. On the one hand,
it records the state of preservation before, during and
after intervention, ensuring the transparency and repro-
ducibility of the restoration process. On the other hand, it
becomes a primary scientific source for further research,
as indeed occurred in this case, where it was precisely
the documentation that made a professional analysis of
the case possible. The photographs, the descriptive sec-
tion, and the mapping of the deterioration of the “Christ
of Boremel Bearing the Cross” meet the requirements
of the illustrated register of forms of stone degradation
(Verges-Belmin, 2008) adopted in international practice,
and demonstrate that quality documentation is not a for-
mality but an instrument of the scholarly understanding of
a monument. The study conducted has thus made it possi-
ble to verify the preparatory stage of restoration as an in-
tegrated three-component system with contour feedback,

in which invasive on-site diagnostics corrects the initial
historical-archival hypothesis. The mapping of stone de-
terioration according to the international ICOMOS-ISCS
Mlustrated Glossary standards translated the empirical
analysis of the damage into the plane of verified mate-
rials-science factors of sulphation and biocolonisation.
The localisation of the origin of the Miocene limestone
substrate of the Dubno region scientifically substantiated
the petrographic compatibility parameters for future in-
filling. The iterative approach generalised by the authors
demonstrates that pre-restoration documentation is not
an informal regulation but a fundamental instrument for
modelling the conservation-intervention programme.

Technological studies of materials and diagnosis of
the causes of stone deterioration. On-site investigation
of the Boremel sculpture made it possible to reconstruct
its authentic structure and to establish the precise causes
of its deterioration. Petrographic analysis showed that the
figure was carved from light-beige Miocene limestone of
local origin. The sculpture has a block structure: its pro-
jecting details (the right forearm, the foot, the arms of the
cross) were joined to the torso by means of iron pins set in
lead and fixed with the original lime-sand mortar. During
surface micro-probing, beneath layers of dirt, remains of
a two-layer painted coating (red and blue pigments) were
identified, the stratigraphic relationship of which to the
original layer is currently being established.

The main threat to the monument proved to be the
concealed consequences of previous cement repairs. Us-
ing magnetometric scanning and trial exposures inside
the secondary insertions (in the head and elements of the
cross), thick, rusted iron rods were discovered. The cor-
rosion products of this iron, expanding in volume, created
powerful internal pressure, which led to the appearance
of through-cracks in the limestone. This dictated a direct
restoration decision: to completely dismantle the extra-
neous cement insertions and remove the oxidised metal,
replacing it with inert fibreglass pins.
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Laboratory analysis of salt efflorescence confirmed
that the dense cement crust, with which the figure had been
coated during repairs, was the principal destructive factor
for the stone. The cement proved to be considerably harder
than the historic limestone and blocked vapour diffusion.
Even despite the presence of a protective roof over the mon-
ument, a “condensation trap” formed beneath the cement,
as moisture from the air accumulated under the crust and
could not evaporate, destroying the capillary structure of
the limestone. At the same time, the cement mortar released
sulphate salts, which migrated into the pores of the lime-
stone, crystallised there, and split the stone from within,
causing desquamation and the flaking of the figure’s surface.

Additionally, microscopic analysis recorded biolog-
ical damage to the object. The surface of the limestone

Verification and instrumental
analysis method

Technological

zone/material

Table 1. Material stratigraphy of the sculpture, verification methods, and justification of conservation actions
Identified forms of degradation

was densely colonised by endolithic lichens and mosses,
which released aggressive organic acids that dissolve the
calcite base of the stone. To halt this process, targeted an-
tiseptic treatment with biocides was included in the work
programme. To ensure the methodological verification of
the results, each type of material and the character of its
degradation was analysed comprehensively: the original
substrate and biocolonisation were investigated by optical
microscopy; the localisation of the concealed iron-bearing
reinforcementwas carried out by means of magnetometric
scanning; and the presence of sulphates in the cement lay-
ers was demonstrated through laboratory analysis of salt
extracts. The consolidated results of these instrumental
studies, which formed the basis for the choice of conser-
vation solutions, are systematised in Table 1.

. Conservation decision adopted
and risks

Original substrate
(Miocene limestone)

Petrographic analysis of thin
sections; microscopy; stratigraphic
probing of paint layers

Desquamation, deterioration
of calcite cement through salt
migration, loss of strength

Anti-salt poultices, structural
consolidation with ethyl silicates
(TEOS)

Internal joints (iron
reinforcement)

Magnetomelric scanning,
local probing

Deep corrosion of pins,
crystallisation pressure of iron
oxides, through-cracks

Complete removal of cement
blocks, excision of the iron,
installation of fibreglass pins

Secondary layers
(Portland cement)

Qualitative chemical reactions of
salt extracts, visual-technological
analysis of joints

Blocking of moisture exchange,
emission of destructive
sulphate ions

Step-by-step micro-surgical
and ultrasonic removal of crusts

Biological surface
(mosses, lichens)

Light microscopy of biological
samples, analysis of washings
for organic acids

Biodegradation of the carbonate
matrix by biotic acids, destruction
of the original micro-relief

Targeted chemical disinfection
of the surface with professional
biocidal preparations

Source: developed by the authors

The first stage of the practical conservation-inter-
vention work consisted of the step-by-step mechanical
uncovering of the original limestone volume. After the
erection of protective scaffolding and baseline photo-
graphic recording, the sequential removal of limewashes
and Portland-cement crusts was carried out using scal-
pels, micro-chisels and spatulas. In the process of the
layer-by-layer removal of the cement mortar, the actual
stratigraphy and the boundaries of later reconstructions
were clarified, which differed substantially from the earli-
er visual assumptions.

The following actual characteristics of the monu-
ment’s structural components were established: the up-
per lateral arm of the sculpture - a secondary replacement
of the original limestone with a block of roughly worked,
fine-grained sandstone was identified; the lower arm of
the sculpture and the left palm - monolithic cement ad-
ditions were identified, fixed by means of iron nails and
iron pins; the right foot, right palm and the head of the
figure - verified as entirely extraneous cement casts with
no connection to the authentic sculptural form. The main
technological difficulty of this stage lay in the high strength
of the Portland-cement insertions set against the critical-
ly deteriorated original limestone lying beneath them. To
avoid mechanical damage to the authentic matrix, the re-
moval of the cement head, foot and arm of the sculpture

was carried out by a micro-surgical method using hand-
held burrs. During the exposure of the internal joints, the
presence of thick iron rods in a state of deep corrosion was
confirmed. The oxidised metal, together with its cement
surroundings, was completely removed from the body of
the sculpture, which made it possible to relieve the inter-
nal expansive stress within the carbonate substrate.

The final cleaning of the limestone surface from mi-
cro-residues of the repair mortar was carried out by a
thermodynamic method using a steam generator (regu-
lated pressure up to 0.2 MPa, steam temperature 110°C)
and brushes with soft natural bristles. This method made
it possible to fully dissolve cement dust in hard-to-reach
places without abrasive damage to the preserved original
relief. The cleaned and dried limestone surface was treat-
ed three times with a biocidal preparation based on ben-
zalkonium chloride, applied by low-pressure spraying, in
order to fully eliminate foci of endolithic microflora before
the subsequent stage of structural consolidation.

Finalisation of the first stage: Sequence of structural
consolidation and modelling of the material condition.
The concluding technological operation of the first con-
servation cycle was the structural restoration of the de-
generated stone matrix. On the basis of the step-by-step
removal of the cement shell, a spatial model of the dam-
age was constructed, and the stratigraphy of the material
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layers of the monument was clarified. It was established
that, in the course of freeing the sculpture from its accre-
tions, the boundary between the authentic limestone and
the destructive zones shifted iteratively. The process of un-
covering, and the decisions taken at each stage, recorded
the following chronological sequence of discovery: stage
1 - the stage of initial probing: a continuous surface overlay
of the limestone by layers of limewash and cement fillings
was found, which visually obscured the original modelling
of the folds of Christ’s garment; stage 2 — the stage of mi-
cro-surgical exposure: through-cracks were found in the
area of the neck and right arm of the figure. The cause of
the deterioration was the capillary rise of ground moisture
in the plinth section, which, owing to the vapour-imper-
meability of the cement, accumulated within it, causing
cycles of crystallisation of leached salts directly within
the subsurface layer of the limestone; stage 3 - the stage
of invasive dismantling: the critical condition of detached

authentic fragments was confirmed, which were being
held in place only by the density of the cement coating.

To stabilise the damaged zones, the detached original
fragments (the area of the neck and the right arm) were re-
turned to their authentic design position by bonding with
a high-strength vinyl-ester resin. To compensate for shear
loads, concealed structural reinforcement of the joints was
carried out using fibreglass rods 6 mm in diameter. After
the polymerisation of the adhesive compounds, general
structural consolidation of the weakened rock was carried
out with a silicon-organic consolidant based on the ethyl
ester of silicic acid (TEOS). To ensure full diffusion of the
preparation and the completion of the hydrolysis process,
the object was kept within a controlled geometric enclo-
sure under polyethylene film for four weeks. An empiri-
cal comparison of the recorded architectonic problems,
the materials applied, and the results achieved within this
study is given in Table 2.

Table 2. Matrix of verified diagnostic results, conservation actions carried out, and criteria of the predicted effect

Results of technological

diagnostics (recorded fact)

Instrumental
verification

Restoration action
carried out (physical

Scientific criterion
for method selection

Predicted conservation effect

method

intervention)

Biocolonisation: dense Optical microscopy | Threefold sanitisation
coverage by endolithic of biological by spraying a
lichens and mosses with samples, analysis benzalkonium
calcite deterioration of surface washings chloride solution

Low toxicily to the
limestone substrate
compared with
mechanical scraping

Devitalisation of the microflora:
cessation of organic-acid
release, prevention
of secondary bio-growth

Cement shell: presence of
dense, vapour-impermeable

Chemical analysis

Micro-surgical
removal with burr

Minimal abrasive
effect of steam on the

Regeneration of moisture
exchange: elimination of the

Portland cement crusts and of salt extracts drills and layer-by- preserved authentic | ‘condensation trap’, restoration
limewashes layer steam cleaning relief of water-vapour diffusion
Internal joints: concealed Magnelometric Extraction of rusted Complete chemical Stabilisation of stress:
iron reinforcement in a state | scanning, local iron, injection of inertness and absence climination of internal
of deep corrosion with an mechanical cavilies, installation | of corrosive expansion pressure, prevention
expansive pressure vector exposure of fibreglass pins in fibreglass ol new cracks
Fixing of fragments . s .
Deterioration of the stone: Petrographic with a vinyl- .(‘.Ompatl.blhty of cthy} Structural consolidation:
o . silicate with the stone’s . . .
through-cracks (neck, analysis of thin ester compound; . restoration of the strength of
. . . . . . : porous structure; . .
shoulder), loss of cohesion | sections, mapping impregnation of . . the carbonate matrix, bonding
. . . . high adhesion .
between limestone grains of damage the stone with ethyl . N of the damaged blocks
o ., of the vinyl ester
silicate (TEOS)

Source: developed by the authors

In order to eliminate methodological vagueness and to
draw a clear distinction between descriptive and prognos-
tic material, the results of the study have been systema-
tised according to five interrelated vectors. The first three
columns of Table 2 record exclusively empirically proven
facts: the objective state of the damage, the instrumental
method of its recording, and the conservation actions car-
ried out by the authors. The subsequent blocks, by contrast,
disclose the scientific-theoretical basis of the project: the
justification of the criteria used in selecting restoration
materials, and the anticipated conservation effects.

The proposed approach should appropriately be con-
sidered in the broader context of contemporary threats and
international efforts to preserve Ukraine’s heritage. Ac-
cording to UNESCO (2024), as a result of the full-scale war,
damage to hundreds of objects of cultural value had been
confirmed as of 2024, a significant proportion of which are

religious buildings and monuments. Under these condi-
tions, programmes for documenting and monitoring her-
itage have been intensified, in particular through the use
of remote sensing and satellite imagery to record damage,
together with the analysis of applicable international-legal
mechanisms for the protection of cultural property during
armed conflict (Campfens et al., 2023). Digital methods of
three-dimensional recording of monuments, which have
proved their effectiveness in crisis conditions, ensure the
creation of backup models of objects in case of their loss.
The comparative analysis of the results obtained
against international experience in the conservation of
carbonate rocks thus makes it possible to reconsider es-
tablished regional approaches to the restoration of mon-
umental sculpture. The ‘shell effect’” of Portland cement
identified in the course of on-site uncovering fully con-
firms the conclusions of E. Sassoni ¢t al. (2011) regarding
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the critical deterioration of porous systems under the ac-
tion of sulphate emissions from secondary mortars. At the
same time, the assertion of B. Markowski (2023) concern-
ing the expediency of using classical ethyl silicates on the
monuments of Volyn appears debatable, since our probing
of the microstructure of the Boremel limestone revealed
its reduced chemical affinity to silicate consolidants ow-
ing to the absence of a quartz component in the substrate.
This divergence in interpretation arises because foreign
researchers, in particular A.P. Ferreira Pinto et al. (2020),
generally experiment with silicate compounds on mixed
sandy-carbonate matrices, whereas in the present case the
white Miocene limestone requires the exclusive use of in-
organic lime-based or phosphate systems. In view of this,
the optimistic conclusions of Ukrainian authors regarding
the universality of polymer adhesive compounds for rein-
forcement should, in the light of the results of the present
study, be reconsidered from a different angle - namely, in
terms of the risk of the formation of localised stress zones
al the joints between original limestone blocks and a rigid
vinyl-ester seam.

CONCLUSIONS

The study conducted has fully confirmed the initial aim
of providing a scientific and methodological substanti-
ation for the programme of pre-restoration diagnostics
and conservation of the Baroque monument “Christ of
Boremel Bearing the Cross” The empirical data obtained
make it possible to give an affirmative answer to the key
research question: step-by-step instrumental control and
the micro-surgical uncovering of secondary layers are the
only possible means of preserving severely deteriorated
Miocene limestone.

The synthesis of the results of the technological diag-
nostics obtained demonstrates that the critical condition
of the monument was caused by two interrelated factors:
capillary blockage and salt attack. Chemical analysis veri-
fied the presence of high concentrations of sulphate ions
at the interface between the authentic matrix and the
restoration-era Portland-cement infilling of past years.
The ‘shell effect’ recorded by on-site investigation led to
the accumulation of crystallisation pressure from soluble
salts that exceeded the tensile strength of the limestone

and provoked the deterioration of subsurface layers of
the stone to a powdery state. Instrumental probing of the
microstructure revealed the complete absence of a quartz
component in the carbonate substrate, which determined
its low chemical affinity to standard ethyl-silicate con-
solidants. Trials of inorganic lime-based and phosphate
systems, by contrast, demonstrated optimal indicators
of structural consolidation without the formation of rigid
stress boundaries.

The conceptualisation of these results within the
broader problematics of the restoration of monumental
stone sculpture makes it possible to formulate three im-
portant conclusions. First, the use of Portland cement for
the repair of historic limestone objects in open-air con-
ditions has a prolonged destructive effect that manifests
itself even after decades. Second, the classical principle of
conserving stone by means of TEOS compounds (ethyl sili-
cates) cannot be regarded as universal; its application must
be strictly limited by the petrographic composition of the
rock, in particular by the presence or absence of natural
quartz. Third, the reinforcement of cracks and block joints
by means of polymer adhesive compounds carries a hid-
den risk owing to the substantial difference in the elastic
moduli of the rigid vinyl-ester seam and the soft, porous
limestone, which leads to localised spalling under the in-
fluence of temperature fluctuations.

The proposed and practically tested algorithm for the
micro-surgical, step-by-step uncovering of the ‘cement
shell’ demonstrates the effectiveness of a differentiat-
ed approach to the conservation of the region’s Baroque
sculpture. Prospects for further research lie in the long-
term monitoring of the dynamics of residual-salt leaching
and the assessment of the durability of the phosphate con-
solidants applied under the real microclimatic conditions
of western Ukraine.
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PecTaBpariisi naM’ITOK MOHYMEHTAJIbHOI'0 MUCTEITBA: 3HAYCHHSI
MiIF0TOBYOr0 €TAIY TAa TEXHOJIOTTYHUX JOCTi/ZKEHD (HA IPUKIA]
CRYJIBNTYPH «XpucToc bopeMebCchbKHI, 110 Hece XpecT» Y ¢. bopeme.ip)

AHoTaiigi. Y crarri o0IpYHTOBAHO BUPINIAILHY POIb INATOTOBYOrO €TAIly TA TEXHOIOTIUHUX JOCTIIKCHD Y
pecraBpaiii maM’ aTOK MOHYMEHTAILHOT'O MUCTEITBA 3 KaMEHI0. AKTYaJIbHICTh TEMH 3yMOBJIEHA MacOBOIO IMPAKTHKOIO
Henpo(eCiitHNX KIIOHOB/IEHbY, 0 BIIPOZOBK XX CTOIITTS CIIOTBOPILIN COTHI CAKPAILHUX 00’€KTiB Ha TepeHax Boaumi
11 yciel YKpainu, Ta morped0i0 HayKOBOr0 IEePEOCMICICHHS METOIUKI BTPYYAHHS B YMOBAX aKTUBI3aIil MIyKHAPOTHIX
IpoTpam 30epesKeHHs CIaJIUHI. MeTo10 po60TH 6Y/I0 BUSHAYEHHS TOTO, IK KOMILTEKC iCTOPUKO-apXiBHIX, HATYPHUX i
J1ab0paTOPHUX JOCTIKEHD (DOPMYE HAYKOBO 00T PYHTOBAHY Ta 000POTHY IPOTpaMy KOHcepBaIlil. BAKOPUCTaHO MeTOIN
ICTOPUKO-/;KEPET03HAaBUOTO aHATI3Y, TOPIBHAILHOI'0 BUBUEHHS (DaX0BOI JIiTepaTypu, CHCTeMaTU3aIlil JaHuX HATYPHIX
o0CTeKeHb Ta y3araJibHEHHs EMIIPUYHOr0 Marepiaay AOKYMEHTAlil pecTaBpaiiilHuxX poOiT. Emmipudnon 06a3010
cTaja CKYIbITypa «XpUCToC BopeMeIbChKIil, 110 Hece XpecT» 1786 POKY, BiipecTaBpoBaHa BIIPOJOBIK IIEPUIOI0 €TaILy
pobiT y 2023 poli B MesKax poeKTy Iloabepkoro incruryry POLONIKA. BeTtanoBiaeHo, 0 caMe repeapecraBpaniiia
JTIarHOCTUKA JajIa 3MOIY BUSBHTU AaBTCHTUYHHUII BAIHSK 3 HANIAPYBAHHAM IEMEHTHOI IITYKATYPKU Ta ITOOLIKOI0
BAIHSHIM DO3YUHOM, iIeHTUMIKYBaTH KOPO3iHY METAJIEBY apMaTypy BTOPHMHHIX PEKOHCTPYKIN i 3adikcyBaTu
3aJULIKU TiepBicHOT moxixpoMil. JoBegIeHo, 10 BUAAJCHHS TBEPAUX ILEMEHTHUX IIApiB € He KOCMETUYHOIO, a
CTPYKTYPHO 3YMOBJICHOIO OIICPAIIi€I0, OCKLIBKU IIEMEHT € JKEPEJI0M PO3UMHHIX COJMCH i KOHACHCAIIITHOT BOJIOIH, 110
[IPUCKOPIOIOTH PYHHYBAHHS KapOOHATHOr0 KameHo. OOrPYHTOBAHO JTOULILHICTh CTPYKTYPHOI'O 3MIIIHECHHS BaITHIKY
KpeMHIOpramiynuMu rpenaparamu Ta aesingekiil Giommmamu. IIpakruyna LiHHicTh noasrae y ¢GopMyBaHHi
y3araJbHEHOT0 aITOPUTMY IiIF0OTOBYOTO eTaIy, IPUIATHOTO IS 3aCTOCYBAHHS /10 HIMPOKOT'0 KOJa KaM STHUX ITaM ITOK
MOHYMEHTAJIHHOTO MUCTEI[TBA

J ic : KaM’siHa CKYJABIITYPA; TEXHO/IOTIT; MaTepiain; KoHCcepBallis; BiTHOBICHHS; Ky/JIbTYPHA CIIA/IIIHA
KJ1104uoBI ¢10Ba y. \ VBT
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