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Artistic heritage as a foundation of cultural identity
in contemporary typographic design in Ukraine

Abstract. A prominent thematic focus in the humanities and design fields in the 21 century has been the exploration
of cultural identity in the context of globalisation, the promotion of unity in diversity, the recognition of the value of
local cultures, and the development of methods to influence graphic design processes. This article aimed to analyse
typographic design with Ukrainian identity from 2014 to 2024 and to investigate the sources of Ukraine’s cultural
heritage that 21°t-century designers have drawn upon in the creation of typefaces and lettering. The findings confirmed
that typographic design was a vital element in expressing cultural identity within the work of Ukrainian designers,
aligning closely with international practice. It was established that the reflection of Ukrainian identity in typefaces
and typography was achieved by referring to four groups of cultural heritage sources: traditional Ukrainian writing
systems, the synthesised experience of early 20"-century typographic art, the work of specific 20"-century graphic
artists, and selected typographic artefacts (handwriting of cultural figures, archival photographs of urban shop signs,
book and magazine graphics from the first half of the 20™ century, and archival documents). Two distinct stages
in the development of digital typeface content reflecting Ukrainian identity over the period 2000-2024 have been
identified: 1) the creation of typeface families that made historical developments accessible (including cursive scripts,
as well as the work of Heorhii Narbut and his followers); 2) the rise of Ukrainian fonts characterised by glocal design,
along with the expansion of the source base referencing cultural heritage. The study identified both implemented
approaches and existing gaps in the engagement with Ukrainian cultural heritage. It demonstrated the research-
driven, synthetic, and experimental nature of typographic design in Ukraine during 2014-2024. It has been shown that
Ukrainian designers approached the development of fonts with distinctly Ukrainian visual features in a deliberate
and thoughtful manner, actively promoting their use through social communication. The findings are of value to
both Ukrainian and international scholars, as they reveal the particularities of Ukraine’s engagement with a broader
international trend in graphic design in the 2020s

Keywords: graphic design; cultural heritage; Ukrainian identity; font; typography

INTRODUCTION
Socio-cultural identity is one of the pressing issues of  identity, conceptualising the notion of cultural hybridity,
21%%-century society, as well as of contemporary humanities  and promoting the values of unity in diversity and of glocal
and design practice. Visual communication and graphic  cultures - issues explored in depth across various studies.
design play a significant role in addressing the crisis of  Linda Kudrnovska, co-author of the documentary research
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project “Identity”, which focused on Czech graphic de-
sign, observed that graphic designers create visual iden-
tities for individual brands, public figures, communities,
and events. Collectively, this contributed to shaping the
visual identity of the environment, which, in turn, influ-
enced the identity of those who inhabit it (With Ales Najbrt
in the footsteps..., 2023). Visual production thus became a
complex platform for interpretation: through the decod-
ing of embedded visual messages, recipients form a sense
of themselves as members of a particular society. Graph-
ic design thereby participates in the shaping of a society’s
identity as a community of recipients.

The issue of cultural identity embedded in graphic
design projects and conveyed through them in the infor-
mation and communication space has become the sub-
ject of academic research across various countries. A. Yeo
& F. Cao (2021) developed a design methodology aimed at
creating graphic design with African identity, specifically
that of Cote d’Ivoire (Ivory Coast). Drawing on theories
of culture and cultural identity, the authors explored the
visual language of traditional African culture and con-
cluded that effective outcomes were achieved through
the use of graphic symbols, traditional colours, writing
systems, and other elements of the cultural framework.
E. Tunstall & E. Agi (2023) focused on decolonising design
and the rejection of the European modernist paradigm
in favour of positioning the local cultures of Indigenous
peoples of the Americas - both in the organisation of
everyday life and in the visual concepts of design pro-
jects. T.H. Nguyen (2024) emphasised the importance of
preserving and promoting cultural identity under glo-
balisation, using Vietnam as a case study. The research
addressed the challenges faced by Vietnamese graphic
design students studying in international programmes,
which lacked dedicated courses on national history and
cultural traditions. S.M. Hassan & T.A. Al-Dajani (2025)
explored the significance of design in preserving cul-
ture and reinterpreting the cultural experience of Saudi
Arabia within the framework of the national Vision 2030
programme. They identified the aesthetic and artistic
dimensions of Saudi heritage that can be represented
through bold and contemporary visual design solutions
and reflected on the creation of a cultural brand that
resonates with both local and global audiences. As repre-
sentatives of local cultures, the authors provided a schol-
arly rationale for the need to preserve cultural diversity
in the context of globalisation. They regarded graphic
design as a powerful communicative tool for sustaining
diversity and conveying it to the international arena. The
studies cited above highlight a shared concern: the devel-
opment of a distinctive aesthetic and semantic language
in design projects grounded in cultural heritage. They
identified mechanisms for integrating traditional forms
into contemporary design and offered predictions re-
garding the effectiveness of such approaches.

In addition to comprehensive studies that have ad-
dressed the broader issues of cultural identity, the

examination of more specific aspects of graphic design
has become increasingly important in academic research.
Within the context of cultural identity and the search for
its sources in local artistic heritage, typeface and typo-
graphic design have emerged as key areas of focus. For
instance, S. Elbardawil (2022) investigated cultural herit-
age in Arab countries through the lens of Arabic typogra-
phy. The author examined the use of Naskh-style fonts in
navigation systems and signage as part of the visual ur-
ban heritage of the United Arab Emirates and the Hash-
emite Kingdom of Jordan. The study demonstrated that
typographic design contributed a unique character to
the visual urban landscape in the Arab context. Scientist
advocated for the preservation and documentation of Ar-
abic typographic heritage in urban spaces, including its
history, methods, processes, and artefacts. In doctoral
research, W. Wang (2024) classified modern Chinese char-
acters and analysed both traditional and contemporary
forms of hieroglyphs using various graphic design pro-
jects as case studies. As a result of her research, the author
raised the issue of the interrelation between the morphol-
ogy and imagery of Chinese characters, questioning how
the use of more pronounced artistic techniques and the
enhancement of a character’s visual-expressive quali-
ties might affect the perception of the symbol as a whole.
D. Maisuradze (2024) examined the typographic heritage
of Sakartvelo and explored the prospects for its digital-
isation in graphic design during the third decade of the
218 century. Meanwhile, M. Ling (2021), in the study of
calligraphic heritage and the development of innovative
typeface content based on it, introduced a cross-cultur-
al approach. In the context of Ukrainian typography and
typographic heritage, significant academic and journalis-
tic attention has been devoted to the Ruthenia project by
V. Chebanyk et al. (2024), which presented the full trajec-
tory of the project’s development, along with a rationale
for the underlying concepts and typeface designs.

This study aimed to analyse the development of typo-
graphic design that reflected Ukrainian cultural identity
and to identify the layers of Ukraine’s cultural heritage that
were readily accessible and capable of broadening the cre-
ative horizons of contemporary graphic designers. It was
worth noting that, in Ukraine, international design trends
were being intensified by the social upheaval of war — an
assault aimed at the eradication of Ukrainian identity.

MATERIALS AND METHODS
The research was carried out through two parallel pro-
cesses: the collection of a source base and the analysis
of design projects. The source material consisted of two
categories of design work from the period 2014-2024.
The first group comprised completed graphic design
projects, whose artistic expression was based on the
use of distinctive typographic elements with Ukrainian
identity. The collection of this group was conducted in
two stages: 1) empirical observation of sites, where the
projects were in use (bookshops, grocery stores, street
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signage, public events), which confirmed the real-world
presence of the identified trends; 2) examination of the
context, in which the collected projects were created, as
outlined in annotations posted on the social media pag-
es and websites of the designers or design studios re-
sponsible. In the first stage, the selected projects were
compared with others that had already been recognised
by the professional community as containing elements
of Ukrainian identity. The comparison focused on key ty-
pographic features - such as the character of letterforms
and the presence of elements developed throughout the
historical evolution of Ukrainian typographic culture.
In the second stage, a textual analysis of annotations
was carried out to identify the sources of Ukrainian ty-
pographic identity referenced by the designers and to
assess the extent to which they reinterpreted historical
cultural heritage. All data obtained during the analysis
were synthesised into a table.

The second group of source material consisted of
functional digital typeface families, available for purchase
or free download and use in projects, created between
2000 and 2024. The selection criterion for inclusion in
the core sample was that the designers explicitly identi-
fied their typefaces as containing Ukrainian identity. The
study of this category involved the collection, systema-
tisation, and analysis of descriptions of developed type-
face families. Based on this analysis, the types of cultural
heritage objects referenced by designers were identified.
Key resources for this group included the websites and
pages of type designer Dmytro Rastvortsev (Rastvortsev
& Bulanov, 2020; Rastvortsev, 2021a; 2021b), specialised
platforms such as the Rentafont blog (2025), the Alfabra-
vo (2025) design studio, UKRfonts.com (n.d.), and the site
of designer Bohdan Hdal (Fonts, n.d.).

By applying the method of abstraction, the data ena-
bled conclusions to be drawn regarding the stages of type
culture development in the period 2000-2024. Addition-
ally, online interviews with Ukrainian designers Oleksii
Chekal, Oleksandra Korchevska, and Kyrylo Tkachov were
analysed, focusing on their personal experiences and de-
sign approaches as discussed during the presentation
of the book Graphic Design with a Ukrainian Face (How
to make Ukrainian..., 2023a; 2023b). Further insights for
both research processes were drawn from review publi-
cations by Ukrainian journalists featured on specialised
media platforms such as Projector (Identities of Ukrain-
ian..., 2021) and Suspilne Media (Kuzmenko, 2023). An-
alytical input also included an expert publication by
K. Tkachov (2020), which, based on practical experience,
addressed key themes relevant to the analysis of contem-
porary type design in Ukraine.

RESULTS AND DISCUSSION
Between 2014 and 2024, Ukrainian graphic design saw
significant enrichment - both through projects in which
typographic elements became the central expression of
national cultural identity, and through the creation of new

typefaces imbued with distinctively Ukrainian character.
This process became particularly prominent against the
backdrop of the ongoing Russian-Ukrainian war, which be-
gan in 2014 and escalated dramatically with the full-scale
invasion by the Russian Federation in February 2022. In
the context of attempts to erase national identity, cultural
forms have emerged as vital tools for asserting uniqueness
and maintaining visibility on the global map of cultural di-
versity. Graphic design has become one of Ukraine’s most
powerful instruments of soft power in positioning the
country and its heritage internationally.

Among the most notable and expressive design pro-
jects of the 2014-2024 period were visual identity sys-
tems, packaging, labels, and covers. A significant portion
of modern territorial branding (for cities and regions) has
been based on the adaptation and reinterpretation of his-
torical type heritage and the works of Ukrainian graphic
artists. Examples included the typographic components
of the identities of Lutsk, Kyiv, Kyiv Region, Cherkasy Re-
gion, Vorokhta, and Chernivtsi (Fig. 1). In project descrip-
tions, designers often justified their creative decisions
by referencing the legacies of Vasyl Krychevskyi, Pavlo
Kovzhun, and Vasyl Yermilov. For example, the identity
of the Rivne Region (Fig. 1, ¢) features a distinctive font
executed in small caps, drawing on the styles of Heo-
rhii Narbut, Yakov Hnizdovskyi, and Robert Lisovskyi. A
now-classic yet still highly relevant example in Ukrainian
design was the limited-edition release of Chernihivske
beer. In 2015, metal cans were decorated with refined
calligraphic lettering in the style of Ukrainian “skoropys”
(fast-writing style), created by the Lopukhina sisters. The
label design for Umanske beer featured a distinctive in-
scription based on the aesthetic of Narbut-inspired type-
faces and patterns incorporating geometric elements
derived from the natural floral motifs of the Ukrainian
landscape. The minimalistic and simple layout highlight-
ed the inscription itself, successfully combining mo-
dernity with elements of cultural and artistic heritage.
A particularly striking example of rebranding in favour
of stylised typographic composition can be seen in the
redesign of the Volia energy drink can. At the beginning
of 2023, the can’s defining visual element was a vertical
composition built from traditional Ukrainian embroidery
patterns, which contributed to a structured layout and
enhanced the emotional tone of the character depicted.
However, following a consumer feedback analysis, the
design team revised their approach at the end of 2023
(Updated “Volya” from..., 2023). The selected word “ne-
zlamna” (unbreakable), chosen to express the essence of
the brand and the core values of Ukrainian resilience, was
reimagined as a typographic composition inspired by the
layout of titles and headings in Gospels printed in Ukrain-
ian printing houses of the 15™-16" centuries (Fig. 2). As a
result, they can retain high recognisability in fast-paced
visual contexts among competitors, while gaining origi-
nality and conceptual depth through the reinterpretation
of Ukrainian typographic and lettering heritage.
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Figure 1. Typographic elements in the visual identities of Ukrainian cities and regions
Note: a - Kyrylo Tkachov. Font Lutsk for the city’s identity; b - Dmytro Rastvortsev. Typeface compilation for the identity of Kyiv Region;
¢ - Oleksandra Korchevska. Typographic component of Rivne Region’s identity; d — Dmytro Rastvortsev. Typographic component of
Cherkasy Region’s identity; e - White Studio Design. Logo for the city of Vorokhta; { - OCB Agency. Logo for the city of Chernivtsi
Source: K. Tkachov (2017); D. Rastvortsev & D. Bulanov (2020); D. Rastvortsev (2021a); D. Rastvortsev (2021b); Identities of Ukrainian
regions worth seeing (2021); The city of Chernivtsi has received a new branding (2024)
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Figure 2. Beer packaging design
Note: a - metal cans from the limited-edition Chernihivske beer
series; b - label design for Umanske beer; ¢ — can design for the
Volia energy drink
Source: BBDO studio - Ukrainian songs (2015); Updated “Volya”
from “Morshynska” (2023); Umanske. Exquisite mild taste (2025)

A large-scale typographic project was developed by
designer Dmytro Rastvortsev as part of the visual identi-
ty for the National Art Museum of Ukraine. While the logo
appeared visually minimal - consisting of only four let-
ters — it was supported by a comprehensive type system
comprising nine typeface families. The foundation of the
project was archival material from the museum, spanning
from early printed books to works from the early 20" cen-
tury. This type of system has since been adapted for var-
ious applications, including the aforementioned identity
for the Kyiv Region, book covers, and the redesigned logo
for the public organisation DesignForUkraine (Fig. 3).

“NANIY

NATIONAL ART UIUSEUM OF UKRAINE

D=SIGN SR
& UILB4iINQ

Figure 3. Dmytro Rastvortsev. Typographic projects

Note: a — book cover for Names of Ukraine. 100 Artists; b — the
logo of the National Art Museum of Ukraine; ¢ - the rebranded
logo for the NGO DesignForUkraine

Source: The National Art Museum has made a cool rebranding.
Now it is called NAMU (Many photos) (2018); S. Pobozhii (2020);
DesigngUkraine Association is a Ukrainian non-governmental
organisation that aims to shape a holistic society (n.d.)

A synthesised Ukrainian typographic identity also un-
derpins the visual style of the Kharkiv State Academy of
Design and Arts, developed to mark its 100" anniversary.
The variable typographic compositions, created by Oleksii
Chekal, were based on a fusion of lettering styles by Borys
Kosarev, Sviatoslav Hordynskyi, Vasyl Yermilov, and Vasyl
Krychevskyi (Chekal, 2021). Logotypes for the magazine
“The Ukrainian” and the KyivDesignWeek project (Fig. 4)
were developed from a combination of calligraphic flour-
ishes and digital grotesques that also reference various
cultural periods in Ukrainian visual history. The covers
and overall design of printed publications featuring cul-
tural references typically draw on adapted and compiled
calligraphy inspired by “skoropys”, the titles of early print-
ed books, inscriptions on the walls of religious buildings,
works by 20"-century Ukrainian graphic artists, and even
the handwriting of prominent figures.
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Figure 4. Oleksii Chekal. Typographic projects
Note: a - lettering and graphic symbolism of the visual identity of the Kharkiv State Academy of Design and Arts; b - covers of The

Ukrainian magazine; ¢ - logo for the KyivDesignWeek project

Source: Ya. Trehubova (2020); O. Chekal (2022); O. Kmelyovska (2023)

A notable area of application for a typographic design
featuring Ukrainian visual identity has been the creation of
film logos for Ukrainian cinema. One of the most active con-
tributors in this field is designer Bohdan Hdal. The logo for
“Hutsulka Ksenia” was developed using his Old Kharkiv font,
enhanced with decorative elements. For the film “Black Ra-
ven”, Hdal’s Vernyhora typeface was used in both the logo
and visual identity. The logo for “Dovbush” (Fig. 5) under-
went several design phases, evolving from sketches refer-
encing the angular, carved Hutsul aesthetic to a more mod-
ern look - yet retaining a distinctive Ukrainian character,
especially in the stylised letter “Y”based on the ligature “OY™.
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Figure 5. Bohdan Hdal. Logos for Ukrainian films
Note: a - logo for the film “Hutsulka Ksenia”; b - logo for the film
“Black Raven”; ¢ - logo for the film “Dovbush”

Source: Logotypes for the films Dovbush, Hutsulka Ksenya and
The Stranger (2021)

Among the most prominent authors of widely used
typefaces and typographic concepts are Vasyl Che-
banyk, Henadii Zarechniuk, Viktor Kharyk, Kyrylo Tk-
achov, Bohdan Hdal, Andrii Shevchenko, Dmytro Ras-
tvortsev, Oleksii Chekal, and Marchela Mozhyna. In his
article, K. Tkachov (2020) highlighted the rapid emer-
gence of new names in the field of type design and the
active development of the discipline between 2020 and
2022. The design work of individual creators has also
been explored in publications by A. Dubrivna & S. Dor-
onina (2021), I. Cherkesova (2023), and A. Koliesnikova &
0. Pasko (2023). However, these articles do not offer an
in-depth analysis of cultural heritage as a foundational
source of identity — an area of increasing importance in
defining future directions for the development of typo-
graphic culture in Ukraine.

The study also examined 50 of the most widely known
and used typeface families that, according to their de-
signers, embody Ukrainian identity. The selected type-
faces were created to a high professional standard and
feature full functionality, including complete character
sets, case systems, and at least four styles or weights.
Most also support multilingual usage: approximate-
ly 75% of the typefaces are suitable for use in 80 to 100
languages, while the remainder support three languages.
The analysis focused on reviewing and organising the
design concepts and approaches presented in the type-
face descriptions provided by the designers. The primary
aim was to identify patterns in the references to Ukrain-
ian cultural heritage objects that serve as the conceptual
basis for these contemporary typeface projects. The
source analysis of 50 typeface families produced the fol-
lowing data (Table 1).

Table 1. Sources of Ukrainian cultural heritage in the design of contemporary typefaces

Number typefaces Type of cultural heritage serving as a conceptual source Typeface names

Traditional Ukrainian writing systems

Ancient Kyiv, Hajdamaka, Ukrainian Barokko

10 (uncial, semi-uncial, Kyiv-style vyaz, skoropys, 2D, Bravestone, Palitura, Kyiv Region Type, Kyiv,
graffiti on the walls of ancient churches) Kudriavchenko, Ascetic 2D, Veles
6 ‘ General experience of type design ‘ Irpin Type, Zlam, Almaz, e-Ukraine Head,

from the early 20" century in Ukraine

Aleksa, Kyiv Region Type
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Table 1. Continued

Number typefaces Type of cultural heritage serving as a conceptual source Typeface names
Narbut Abetka, Narbut Classic, Narbut Narrow
. Contrast, Narbut Extra Wide, Narbut Whirl, Abetka
Work of a specific 20"-century . . . .
20 L. X . . Kirnarskoho, Yakutovych, Kyiv Region, Ukrainka,
Ukrainian graphic artist or designer .
Repyakh, Zluka, Homenko, Zahar, Yurchi, Hordyi,
Holos, Volja, KSADA, Vernyhora, Kalyna
Some cultural artefacts, including:
. . . . KobzarKs, Bairak Script, Kudriavchenko, IBan
handwriting of prominent cultural figures
l'onuap
shop signage from the first half
P SISNas Old Kharkiv, Lviv Towers, Konfekt, Univermag
of the 20" century (retro photographs)
14 book and magazine graphics from the early 20™ century Lutsk Type
archival documents NAMU Old Style, Koziyar
urban street graffiti Kharkiv Tone
posters from the 1930s and credits from silent films of the X X
.. . .. . RelmagineUA Dziga
all-Ukrainian Photo and Cinema Administration
contemporary Ukrainian music Mak

Source: compiled by the author

The integration of cultural motifs and patterns into ty-
pography adds meaning and establishes a deeper connec-
tion with the audience (Karahan, 2024). The identification
and classification of Ukrainian cultural heritage objects
that served as sources for contemporary typeface design
revealed trends and patterns within the creative practic-
es of Ukrainian type designers. Overall, the experience of
Ukrainian designers is shaped in alignment with interna-
tional design trends. For instance, among young African
designers, a group of followers of Saki Mafundikwa has
emerged - developing projects based on adapted ethnic
scripts that he helped to revive (Johanet & Fesson, 2016).
Designer and researcher S. Mafundikwa (2004) published
a book in which was explored the ancient writing tradi-
tions of Africa in detail, comparing writing systems from
Ghana, Cote d’Ivoire, Nigeria, the Congo, Angola, and other
countries across the continent. As noted by W.M. Aleshaw-
ie (2019), in Saudi Arabia, 95% of surveyed designers used
typography to express visual identity, reproducing tradi-
tional forms of writing in their projects. A similar trend
was observed in Lebanon, where researchers M.P. Khoury
& T.E. Khoury (2017) proposed a development strategy for
design and design education based on integrating distinc-
tive cultural features into design projects. Their approach
was rooted in authentic typography, yet emphasised the
importance of modernisation and a synthesis of local and
global influences. D. Maisuradze (2024) described typefac-
es created by contemporary Georgian designers - includ-
ing his own - that were based on palacographic scripts
drawn from historical documents, ancient manuscripts,
and the handwriting of various Georgian public figures
from the 19" and 20" centuries.

Engaging with the cultural heritage of a particular eth-
nic group or nation may involve more than reproducing or
reinterpreting entire traditional writing systems or type-
faces created by professional artists. It can also include
modelling letterforms based on specific artefacts — such

as shop signs, slogans on posters, the graphic elements of
iconic household items, or architectural structures. For
example, N. Noordyanto et al. (2022) analysed the seman-
tics and morphology of the sickle used by the Madurese
ethnic group in Pamekasan Regency, Indonesia, and de-
veloped a typeface based on its visual characteristics, in-
tegrating these into the structural foundation of the type-
face design. In Ukrainian type design, such an approach
has appeared in conceptual proposals and has mostly been
realised through student experiments involving decora-
tive typefaces. Another interdisciplinary study by J. Burns
& D. Jarratt (2022), which focused on typography in tour-
ist destinations at an English seaside resort, demonstrat-
ed that “inscribed, painted, or fabricated letterforms play
a significant role in constructing the recognised “image”
and our experience of the seaside” Thus, in certain areas
of local community life, the cultural heritage of the every-
day was created through design - and specifically through
typography - which in turn became a source of identi-
ty. According to the authors, “interpretation of the value
of typography provide depth to a design proposal, but it
would emphasise the heritage/traditions associated with
these distinctive places” These traditions form a concep-
tual foundation for contemporary typographic design.

At the same time, Table 2 revealed that the majority
of typefaces have been developed based on references to
the work of specific Ukrainian graphic artists and design-
ers of the 20" century, or through the synthesis of select-
ed elements from their works. This reflected a significant
and distinctive feature of Ukrainian culture - artistic and
historical continuity - characterised by the transmission
of visual methodologies and identity-forming approach-
es from earlier generations of artists to newer ones. This
finding led to the next stage of the study: an analysis of
how the heritage of individual artists was represented in
a sample of 20 typefaces from Table 1, to identify the most
influential figures.

1
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Table 2. Representation of Ukrainian artists’ heritage in contemporary typefaces

Ukrainian graphic artist Contemporary Tvpef
(20 century) Ukrainian designer ypelace name
Narbut Abetka, Narbut Classic,
. . Narbut Narrow Contrast,
Henadii Zarechniuk . . 2000-2003
Narbut Extra Wide, Narbut Whirl,
Abetka Kirnarskoho
Heorhii Narbut Oleksan(.lra Aleksandrova, Kalyna 2014
Lukian Turetskyi
Bohdan Hdal Vernyhora 2017
Dmytro Rastvortsev U.k ralnlfa 2018
Kyiv Region 2021
Oleksii Chekal KSADA 2021
Bohdan Hdal Vernyhora 2017
Vasyl Krychevskyi Dmytro Rastvortsev U.k rainlfa 2018
Kyiv Region 2021
Oleksii Chekal KSADA 2021
Henadii Zarechniuk, Viktor Kharyk,
Vasyl Khomenko R Homenko 2010, 2020
Kostiantyn Holovchenko
Volodymyr Yurchyshyn Henadii Zarechniuk, Viktor Kharyk Yurchi 2017
. Dmytro Rastvortsev Ukrainka 2018
Vasyl Yermilov Oleksii Chekal KSADA 2021
Petro Kholodnyi Henadii Zarechniuk, Viktor Kharyk Zluka 2018
.. Henadii Zarechniuk Yakutovych 2000-2003
Heorhii Yakutovych Henadii Zarechniuk, Viktor Kharyk Zahar 2019
Borys Kosariev Oleksii Chekal KSADA 2021
Nil Khasevych Marchela Mozhyna Volja 2022
Sviatoslav Hordynskyi Hanna Kovalenko Hordyi 2023
Pavlo Kovzhun Alona Korysta Holos 2023
Dmytro Rastvortsev in collaboration
Mykola Butovych with LevType studio Repyakh 2024

Source: compiled by the author

It was important to note that Table 2 included only
those typefaces, whose accompanying annotations explic-
itly name the artists, whose work served as the visual and
structural foundation for the design. In the annotations for
such typefaces as Kyiv Region Type, e-Ukraine Head, Al-
maz, Zlam, and Irpin Type, designers referenced the gen-
eral aesthetic of Ukrainian 20'""-century avant-garde and
modernism. These stylistic movements were embodied in
the works of many of the artists listed in Table 2. Designers
most frequently referred to the legacy of Heorhii Narbut,
who laid a robust foundation for the aesthetics of Ukrain-
ian identity and established a methodological framework
for reinterpreting typographic heritage. These contribu-
tions were supported by an in-depth analysis in the article
by S. Fedorenko et al. (2025), which provided new evidence
of Narbut’s lasting significance — both for his contempo-
raries and for his successors in the 21* century.

Therefore, based on the analysis of typefaces and in-
scriptions, two distinct stages in the development of digi-
tal typographic content with Ukrainian identity were iden-
tified over the period 2000-2024. The first stage involved
the creation of typeface families that made the historical
context accessible to a wide range of users. Fully function-
al and widely available fonts such as Narbut Abetka, Nar-
but Classic, Narbut Narrow Contrast, Narbut Extra Wide,

Narbut Whirl (2000-2003), Abetka Kirnarskoho (2000-
2003), Homenko (2010), Ascetic 2D (2010), Ukrainian
Barokko 2D (2010), Yakutovych (2000-2003), Ruthenia,
Kalyna (2014), and Skoropysi7 (2016-2017) became digital
versions of typefaces - either fully or partially reconstruct-
ed - that reflected historical scripts or were originally cre-
ated in the 20" century as products of Ukrainian cultural
expression. This process of practical digitisation was car-
ried out in parallel with theoretical research and the public
dissemination of information concerning earlier periods
of Ukraine’s typographic heritage. Notable in this context
were numerous academic publications and the doctoral
research of I. Dudnyk (2019). This stage made it possible
to enrich a wide variety of design projects with Ukrainian
fonts that carried cultural significance and opened up op-
portunities for a new generation of designers to engage in
a creative dialogue with the typographic legacy of the past.

The second stage, spanning predominantly from 2018 to
2025, was characterised, firstly, by a significant expansion of
the source base of cultural references (including newly ac-
knowledged names within Ukraine’s artistic heritage), and
secondly, by a marked increase in the number of Ukrainian
typefaces that can be classified as examples of glocal design
(Udris-Borodavko, 2024). Designers of the late 20108 and
early 2020s demonstrated a predominantly synthetic mode
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of thinking, expressed through the simultaneous applica-
tion of citation, graphemic interpretation, and heuristic
combination. This approach enabled the creation of vari-
able compositions of typographic graphemes that reflect-
ed Ukrainian identity, while remaining contemporary and
aligned with global design trends. This development was
likely influenced, at least in part, by Ukraine’s intensified
integration into the European context following 2014, the
growing participation of Ukrainian designers in profession-
al competitions and festivals, and their increasingly prom-
inent presence within the international design community.

Fach contemporary Ukrainian designer developed a
personal approach to typeface design, crafting individual
project concepts. For example, Dmytro Rastvortsev’s de-
sign philosophy centres on experimenting with the fusion
of authenticity and modern forms, based on the belief that
harmonious combinations will prove viable, while eclectic
ones were unlikely to take root. In an interview, Dmytro
Rastvortsev also emphasised the importance of harmony
and gradual progression in typographic innovation, noting
that the acceptance of new typefaces by professionals and
audiences alike required time for adaptation. According to
Marchela Mozhyna, a modern type designer must study
authentic type traditions - such as early printed books and
manuscripts. However, in contemporary typeface design, it
was no longer sufficient to simply replicate original sourc-
es: “One should extract ideas or isolate a single parameter
and blend it into a modern typeface” (Kuzmenko, 2023).
For Bohdan Hdal, the primary aim of a project was not the
perfection of letterforms or strict historical accuracy, but
the ability to convey spirit and meaning - to communi-
cate mood and emotion to the viewer (Kapustynska, 2024).

In a 2023 interview, O. Chekal, when addressing his-
torical typographic heritage, also advised against de-
signing in a way that would make the historical prototype
overtly recognisable. Artist stressed that, for Ukrainian
design, it was crucial to consider both context and ap-
propriateness. O. Chekal highlighted the importance
of selecting a particular style suited to a specific theme,
carefully and thoughtfully choosing historical referenc-
es, reworking them, and incorporating modern features
(How to make Ukrainian..., 2023a). For example, mas-
ter adapted a technique used by Ukrainian graphic artist
S. Kosarev - imitating the appearance of letters cut by
glass — for a contemporary poster design using a modern
typeface (Chekal, 2021). Additionally, in research, O. Chek-
al (2023) provided a theoretical rationale for drawing upon
the handwriting of H. Skovoroda as a foundation for con-
temporary typeface design. In everyday design practice,
Chekal frequently experiments with combining elements
from different historical periods - for instance, integrat-
ing “skoropys” with Ukrainian avantgarde aesthetics. Art-
ist often referred to his projects as post-historical - works
grounded in historical context, but contemporary and rel-
evant in their overall expression. In projects, the designer
conveyed the importance of defending national distinc-
tiveness and embracing a humanistic approach in art, as

well as skilfully referencing artistic imagery. According to
K. Tkachov, the call to recognise “Ukrainianness” in graph-
ic design first emerged in the early 20™ century, with H.
Narbut and V. Krychevskyi laying the foundations for a
design methodology that drew on primary sources of folk
motifs. Both artists began shaping a direction that was lat-
er continued following Ukraine’s independence in 1991 -
namely, the quest to reflect the uniqueness of Ukrainian
culture. The key approach identified by K. Tkachov in his
own experience was to avoid direct copying and instead
create new design products informed by previous devel-
opments. Moreover, a designer’s pursuit of a distinctive
style should not follow a linear path, but rather be branch-
ing and constantly evolving. A designer must demonstrate
individuality not only in their creative solutions, but also
in their choice of source material (How to make Ukraini-
an..., 2023b).

The conducted study has demonstrated, firstly, that
font and typographic design serve as vital components
in expressing cultural identity and, secondly, that leading
Ukrainian type designers approach the creation of fonts
with a distinct “Ukrainian character” in a deliberate and
thoughtful manner, drawing on a diverse range of histori-
cal sources. This aligned with the design practices in other
countries, where the question of identity was also brought
to the fore by wider social developments. Between 2000
and 2024 — particularly since 2014 — a considerable number
of typefaces have been developed in Ukraine, enabling oth-
er designers to incorporate Ukrainian identity into a broad
spectrum of visual communication projects, across vari-
ous functions and audiences. The reproduction of Ukrain-
ian identity in fonts and typography has relied on refer-
ences to objects of Ukrainian cultural heritage, which can
be broadly categorised into four distinct groups. Ukrainian
type designers have not only mastered the craft of digi-
tal font creation, but have also established it as an online
business model that supported the continued growth of
the field by: a) ensuring access to fonts for all users on
varying financial terms; b) motivating type designers to
create new work; ¢) offering a coherent representation of
the overall quality of type design in the country. In addi-
tion, the practice of distributing newly developed fonts for
free public use has contributed significantly to raising the
overall standard of graphic design.

CONCLUSIONS
As a result of the study, it was established that the active
use of the expressive potential of typography to pres-
ent cultural identity has become a general trend global-
ly and in Ukraine in particular. Furthermore, during the
post-independence period, a significant part of the devel-
opment of Ukraine’s typographic culture has involved the
creation of fonts or unique branded lettering that reflect
Ukrainian identity. It was found that such design work has
been grounded in Ukraine’s cultural heritage - especial-
ly traditional Ukrainian scripts, the overall experience of
typographic art in early 20"-century Ukraine, the work
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of specific Ukrainian graphic artists and designers of
the 20™ century, and a range of cultural artefacts (such
as the handwriting of cultural figures, retro photographs
of shop signs from the first half of the 20" century, book
and magazine graphics from the same period, and ar-
chival documents). The study also revealed that the de-
velopment of digital typographic content with Ukrainian
identity between 2000 and 2024 has already gone through
two distinct stages. The first stage involved the creation of
typefaces that made historical heritage widely accessible
to the general public (such as fonts based on the cursive
script and the work of . Narbut and his followers). The
second stage has been marked by the spread of Ukrainian
fonts within the context of glocal design and a deepening
engagement with sources of cultural heritage. While the
first stage was characterised by the adaptation of existing
fonts to digital design environments - often involving a
degree of authorial reinterpretation and supplementation
dictated by technical requirements - the second stage
was associated with innovation. This included the simul-
taneous application of citation, graphemic interpretation,

and heuristic combination to achieve distinctive results
in type design. It has been established that the leading
figures of the new generation of Ukrainian typographers
agree that engaging with cultural heritage should take
a research-oriented, synthetic, and experimental ap-
proach. The result should be a unique product that rep-
resents the identity and at the same time meets modern
global trends. Future research should focus on identifying
and substantiating new sources of cultural heritage that
embody Ukrainian identity and can serve as a foundation
for font and typographic projects, as well as on assessing
their impact on Ukrainian audiences.
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AHOTAIISI. AKTYaJbHUM TEMATUYHMM HANPAMOM TyMmamiTapuol cdepu i mpoexrnoi gisibnocri B XXI cromirri
CTaJ0 BUBYEHHA KYIHTYPHOI iIEHTUYHOCTI B YMOBax LI00aTizallil, BTLICHHA iel €IHOCTI po3MaiTTA Ta IIHHOCTI
JIOKATBPHUX KYIBTYD Ta (DOPMyBAaHHSI METOIIB BILIMBY Ha Ipouecu rpadiuHoro amsaiigy. MeTa crarTi mmoisraia B
aHaT3] TumorpadivHoro AMU3aiHy 3 YKPaiHChKOIO iTEHTUYHICTIO BIIPOJOBK 2014-2024 POKIB Ta JOCTIIKEHHI JKepe
KYIBTYpHOI CHAMIIUHN YKpaiHu, 10 SKUX 3BepTaaucsa ausaidepu XXI cTomiTrs y po3pooui mpudTis i aiTepariii.
PesyapTaTu MiATBEPAILIN, 10 TUITOrPApIuHII IU3aIH — BaK/IMBUI KOMIIOHEHT BiITBOPEHHS KYIbTYPHOI iIeHTHIHOCTI
B IPOEKTAX YKPATHCBKUX IM3ANHEPIB, 10 IIKOM Y3[OIKYBAJIOCS 3 MIXKHAPOIHOI IPAKTUKOIO. 3’SICOBAHO, II0
BiATBOPEHHsI YKPATHCHKOI ifeHTruHocTi B mpudrax i Trmorpadii 3ailicHI0OBATOCS 3BEPHEHHAM 10 JIyKepPe KyIbTyPHOL
coamuian YKpaiHu 4-X TPYIL TPAAMIIIHA YKPAIHChKA IMICEMHICTh, CHHTE30BAHUI JTOCBi MPUMTOBOr0 MUCTEIITBA
moyatky XX CTOMITTS, TBOPUYICTH KOHKPETHUX XYTOKHUKIB-TpadikiB XX cTomiTTsA, oKkpeMi Tunorpadiuni apredakTi
(moYyepKkyu KyIbTYPHHUX if4iB, PETPOCBITIMHM BUBICOK MIiCHKUX KPaMHHIIb, KHIZKKOBA 1 jKypHaibHa rpadika
repuioi moIoBUHN XX CTOMTTS, apXiBHi JOKYMEHTH). By/10 BUABIEHO JBA €TAI PO3BUTKY IUI(PPOBOro MIprdTOBOro
KOHTEHTY 3 YKPAlHCHKOIO iIEHTHUYHICTIO B IEPiOJ 2000-2024 POKIB: 1) CTBOPEHHS MWPHQPTOBUX CIMEIICTB, M0
3pOOMIN JOCTYIHUMU iCTOPUYHI HampaigoBanis (mpudTu ckopormcy, leopris HapOyra Ta 1Oro MOCIiI0BHUKIB);
2) 3pOCTaHHsA YKPATHCHKUX MIPUQTIB IIOKAIHHOIO AU3AMHY 1 POSUIMPEHHS JKEPEIbHOI 0a31 3BepHEHb 10 KyJIbTYPHOI
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The architectural arrangement of the 18-century Uniate church:
Tradition and Western borrowings

Abstract. The aim of this study was to identify the architectural characteristics of the 18"-century Uniate church
in Right-Bank Ukraine, with a focus on its confessional, spatial, and structural specificity. The research employed a
comprehensive interdisciplinary methodology, combining historical-architectural, spatial-analytical, typological and
comparative-stylistic methods. The source base included historical maps, ecclesiastical-administrative descriptions,
graphic representations and aggregated statistical data on the confessional structure of 18®-century of Right-Bank
Ukraine. The findings demonstrated that the architectural landscape of the Uniate church evolved within a complex
confessional environment, wherein the Uniate tradition functioned as a synthetic phenomenon, integrating elements of
the Byzantine rite, vernacular timber construction and Baroque influences drawn from the Latin sacred heritage. This
interplay fostered the emergence of a distinctive spatial-visual model that affirmed the Uniate church's confessional
identity in a region marked by intense religious competition. The Kyiv Uniate Metropolis encompassed the regions
of Volhynia, Podillia, Kyiv and Bratslav, where the presence of Uniate churches varied considerably: the highest
concentration was recorded in Volhynia and Podillia and the lowest in Kyiv and Bratslav, reflecting political changes
and jurisdictional shifts. In the middle of the 18™ century, the number of Uniate churches reached approximately 1,500-
1,700, decreasing to 1,200-1,300 by the end of the 18" century. The analysis of single-nave, tripartite, and triconch
architectural types revealed that Uniate church interiors were characterised by multi-tiered iconostases with carving
and gilding, wall reliefs, frescoes and decorative motifs blending sacred symbolism with local ornamental traditions.
Baroque elements - such as vine scrolls, palmettes, and acanthus leaves - played a prominent role in enhancing the
ceremonial visual expressiveness of the sacred space. The practical value of the study lies in its potential application
to the reconstruction of the 18"-century sacred environment, the preservation of the architectural heritage and the
development of scientifically grounded restoration approaches

Keywords: sacred space; church typology; confessional dynamics; iconostasis; Baroque stylistics; spatial zoning;
log construction technique

INTRODUCTION
The architectural configuration of the 18"-century Uniate =~ European trends. The Uniate architecture not only assimi-
church in Right-Bank Ukraine reflected a multi-layered lated traditional Byzantine-Slavic forms, but also remained
process of cultural transformation, shaped by confes-  open to Western borrowings — most notably from the Ba-
sional coexistence and the aesthetic influence of broader roque style. However, the scholarly discourse has lacked
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a comprehensive examination of Uniate church design
through the lens of this symbiosis between the local and
Western, traditional and innovative elements. This gap un-
derscored the relevance of a study aimed at elucidating the
distinctive features of the architectural landscape of Uni-
ate churches within the regional framework of Right-Bank
Ukraine, based on the analysis of the 18"-century sources
and the mechanisms of external architectural model inte-
gration. The core problem addressed by this research was
the limited representation of the 18™-century Uniate ec-
clesiastical architecture in contemporary interdisciplinary
studies. While numerous scholarly works have examined
the Baroque style in the broader Ukrainian context, they
often neglected Uniate churches and their specific forms
of sacred architecture. Moreover, statistical and visitation
materials - offering descriptive insights into church build-
ings — remain only partially explored. This situation neces-
sitated an investigation of the Uniate church's architecture
as a distinct phenomenon in terms of spatial planning,
decoration, materials used and its role within the admin-
istrative framework of the Kyiv Uniate Metropolis.

The iconographic and decorative components shaping
the artistic language of Basilian sacred art in the 18" centu-
ry have been explored by M. Levytska (2021), who demon-
strated how the activities of Basilian monasteries contrib-
uted to the formation of a coherent aesthetic environment
combining traditional forms with the stylistics of Europe-
an Baroque. The author’s findings confirmed that Basilian
art was closely linked to the religious identity and the con-
fessional politics of the 18" century. A. Urakina (2022) sys-
tematised the evolution of spatial-compositional solutions
in the church architecture from the 10" to the 18" century,
tracing transformations in volumetric-spatial structures,
including changes in plans, vaulting systems and church
terminations. Researcher’s work highlighted the develop-
ment of a synthetic approach to church design by the 18™"
century, harmonising the structural functionality with the
stylistic expressiveness. The preservation, loss and recon-
struction of Baroque-era decorative elements in Kyiv’s ar-
chitectural monuments were the focus of K. Tretiak (2024),
who analysed authentic sources and proposed reconstruc-
tions of lost details - such as facade décor, bell towers and
pediments — emphasising the role of architectural memo-
ry in the national identity.

Scientist J. Casanova (2022) analysed models of Chris-
tian sacred geography in Kyiv by examining three major
churches through the theological concept of Kyiv as the
“Third Rome”. The author’s study illustrated, how the ar-
chitecture symbolised a continuity linking Rome, Con-
stantinople and Kyiv, thus constructing a sacred topog-
raphy of strategic and symbolic significance. The role of
natural landscape in the perception of sacred architecture
was explored by D. Chernyshev et al. (2020), who demon-
strated that topography, elevation and panoramic posi-
tioning were crucial to the visual dominance and symbolic
resonance of churches within the sacralised space. O. Gor-
byk (2024) examined the fusion of European architectural

forms with vernacular building traditions in Baroque sa-
cred architecture, revealing that Baroque elements were
adapted to local conditions and technical capacities — ev-
ident in plans, facades and construction techniques that
combined professional and folk practices. The icono-
graphic system of the Ukrainian Baroque sacred book was
studied by O. Kurhanova (2023), who investigated visual
metaphors, compositional solutions and the symbolism of
book design, underlining the importance of graphic lan-
guage as a medium of spiritual communication reflecting
the Baroque worldview and the church's visual culture.

S. Olianina (2023) addressed the functional organisa-
tion of monastic church spaces and the iconostasis as an
architectural-liturgical element, showing that the iconos-
tasis served both decorative and spatial-semantic pur-
poses by structuring the liturgical space and marking the
sacred hierarchy within the interior. L. Miliayeva (2023)
analysed the historical and stylistic development of the
Ukrainian icon from its Byzantine origins to the Ba-
roque period, examining changes in composition, colour
schemes, themes and linking iconography to the architec-
tural context - especially the placement of iconostases,
mural paintings and interior aesthetics. The interpreta-
tions of Ukrainian Baroque in the national art of the his-
torical discourse were discussed by I. Levchenko (2024),
who explored how Baroque style was incorporated into
historiographical narratives and became the part of the
national artistic canon, integrating architecture, visual art,
and liturgical space into representations of national iden-
tity. Thus, the research in the field of the 18"-century sa-
cred art and architecture has addressed a wide range of is-
sues, including stylistic transformations, the iconographic
language, spatial semiotics, the landscape interaction and
the historiographical interpretation. These works provid-
ed a theoretical foundation for the further analysis of Uni-
ate Church architecture as a distinctive phenomenon that
synthesised traditional sacred architectural models with
elements of Western European origin.

The aim of the study was to identify the architectur-
al characteristics of the 18"-century Uniate churches in
Right-Bank Ukraine by analysing the regional architectur-
al landscape, statistical records, general visitation reports
and the incorporation of both traditional and Western
architectural elements. The objectives included: examin-
ing the architectural landscape of the 18™"-century Uniate
churches within the territorial structure of the Kyiv Uni-
ate Metropolis; analysing statistical data on the number
of Uniate churches in Right-Bank Ukraine throughout the
18™ century; identifying traditional architectural elements
specific to the Uniate context.

MATERIALS AND METHODS
The study of the architectural configuration of the 18"-cen-
tury Uniate church in Right-Bank Ukraine was conduct-
ed using the comprehensive methodological approach,
grounded in historical-architectural, source-based and
spatial-analytical analyses. The material basis included
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archival sources, historical-confessional descriptions, il-
lustrative and cartographic materials, as well as the con-
temporary academic literature on early modern Ukrainian
sacred architecture. The territorial structure of the Kyiv
Uniate Metropolis was examined using the historical-geo-
graphical method, which enabled the reconstruction of the
regional scope of the Uniate network across the main ec-
clesiastical-administrative zones — Volhynia, Podillia, Kyiv
and Bratslav. This involved the use of historical maps ob-
tained through the analysis of the source Kyiv Metropolis
and Other Orthodox Churches before 1686 (MAPS) (May-
orov, 2018) and analytical data from the works of I. Skochi-
lyas (2004; 2009), which facilitated the correlation between
parish distribution and the geography of local cultural
centres. The spatial characteristics of the network were
recorded with consideration of settlement structures, lo-
cal patronage and administrative divisions.

To reconstruct the number of Uniate churches and
the dynamics of their changes throughout the 18" century,
the quantitative-descriptive approach was employed. Data
on the number of churches and their distribution among
parishes, monastic centres and missions were drawn
from aggregated ecclesiastical descriptions, inventories
and general visitation protocols, available via the Central
State Historical Archive of Ukraine (n.d.). The study also
utilised the work of Yu. Legun (2004), which analysed the
18™-19"-century ecclesiastical visitations as a source for
examining the number of parishes, clergy, material provi-
sion and jurisdictional affiliation of churches. A compari-
son of quantitative data from the mid- and late 18™ century
allowed for the identification of general trends and the con-
sequences of political and confessional transformations.

The comparative-stylistic method was used to trace
borrowings from the Latin tradition and to identify Ba-
roque and Rococo stylistic elements in the architecture of
Uniate churches. Observations on facade compositions,

portal forms, symmetry, decorative finishes and the use
of Western European motifs were made through the cor-
relation of textual descriptions with the visual repertoire
of preserved buildings, were also discussed in the works
of 1. Skochilyas (2004; 2009). The research included the
comparative analysis with analogous structures in the Or-
thodox and Roman Catholic contexts. The contextual anal-
ysis method allowed for the consideration of political and
cultural factors influencing the confessional and architec-
tural transformation. It was applied in studying changes
in confessional jurisdiction that affected the operation of
parishes, the transformation of the architectural land-
scape and the adaptation of churches to new conditions.
This ensured the alignment of historical processes with
architectural changes, examined in their dynamic and re-
gional specificity.

RESULTS

Throughout the 18" century, the architectural image of the
Uniate Church in Right-Bank Ukraine was shaped within
the context of political instability, inter-confessional ten-
sion and sociocultural polyphony, all of which determined
the spatial and stylistic specificities of sacred construc-
tion. The coexistence of Roman Catholic, Orthodox and
Uniate traditions produced the distinctive religious envi-
ronment in which the architecture served as a key medium
for expressing the confessional identity. The Kyiv Uniate
Metropolis, established the following of the Union of Brest,
gradually consolidated its structure from the early 17
century, encompassing a significant portion of Right-Bank
Ukraine, including Volhynia, Podillia, Kyiv and Bratslav. Its
development was closely linked to local conditions - such
as the social composition of parishes, the cultural policy
of the nobility, the activities of monastic institutions and
educational centres — which collectively contributed to the
diversity of architectural manifestations (Fig. 1).
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Its architectural landscape simultaneously reflected
the enduring influence of the ancient Eastern Christian
tradition and the transformative processes shaped by the
confessional status of the Uniate Church as a mediator be-
tween East and West. Archival data, including acts of gen-
eral visitations, indicated that the highest concentration of
Uniate parishes in the 18" century was found in Volhynia
and Podillia, whereas in Kyiv and Bratslav regions, the in-
fluence of the Union declined due to political changes and
the growing dominance of Orthodox and Catholic factors
(Skochilyas, 2004). In Volhynia, which encompassed the
Lutsk and partly the Kremenets districts, the developed
network of Uniate churches was recorded, particularly
within Basilian monasteries.

Their architecture preserved constructive features of
the Eastern tradition, notably the tripartite layout, while
simultaneously displaying Baroque influences in the deco-
rative design of facades and rooflines. In Podillia, covering
the Kamianets and Bratslav dioceses, the architectural en-
vironment evolved under the influence of Latin Baroque,
especially in parishes closely linked to Catholic education-
al and monastic centres. Uniate churches in this region
were often built of masonry, featured with more complex
spatial layouts and exhibited symmetrical facade composi-
tions. In Kyiv and Bratslav regions, the Uniate architecture
in the 18" century was developed less intensively, which
can be attributed to administrative changes resulting from
the policies of the Russian Empire, as well as the return of
many parishes to Orthodox jurisdiction. Nonetheless, cer-
tain sites in this region retained architectural continuity,
particularly through the preservation of log-constructed
wooden churches that maintained early modern features
typical of Ukrainian sacred architecture (Skochilyas, 2004).

In the context of political transformations following
the Union of Brest in 1596, the architectural development
of the Uniate Church acquired a new significance (Full
text of..., n.d.). The Union, which officially recognised the
primacy of the Pope, while retaining the Byzantine rite,
created conditions for the emergence of a hybrid architec-
tural language. Throughout the 17" and 18" centuries, the
Uniate Church underwent the institutional consolidation,
accompanied by the extensive construction of church-
es, monasteries and episcopal residences. The architec-
ture of Uniate churches reflected not only their liturgical
function, but also served as a visual marker of the Union’s
presence in the local landscape. The political climate of the
Polish-Lithuanian Commonwealth in the 18" century - in-
cluding reformist initiatives, the influence of Catholic or-
ders and educational policy - fostered the integration of
European architectural trends into the ecclesiastical con-
struction. This was particularly evident in Basilian monas-
teries, which served as key centres for the dissemination of
Baroque stylistics adapted to local traditions. At the same
time, adherence to the liturgical structure of the Byzantine
rite was maintained, requiring the inclusion of a narthex,
nave and sanctuary, as well as the iconostasis as a spatial
separator of the sacred interior.

The Uniate ecclesiastical architecture of Right-Bank
Ukraine emerged under the conditions of inter-confes-
sional competition, which was reflected not only in the
religious discourse, but also in visual representation. On
the one hand, the architectural presence of the Union un-
derscored its autonomy from the Latin rite; on the other
hand, the stylistic proximity to Roman Catholic models
reinforced a sense of unity within the religious space of
the Commonwealth. Certain elements of Uniate church
planning - such as symmetrical facades, towers and por-
tals with semicircular arches - testified to the influence of
Western European building traditions. A widespread type
of Uniate church in the region remained the triconch plan
with a dominant nave and log construction, particularly
evident in wooden architecture (Fig. 2).

Figure 2. Holy Trinily Cathedral in Radomyshl (1730)
Source: Echoes of the past: Radomyshl as a center of Uniate
traditions (2025)

In more urbanised centres, Uniate churches were con-
structed in masonry, featuring a composite structure that
combined a Basilican layout with Baroque decorative ele-
ments. An important role in this process was played by edu-
cated architects and monastic builders, many of whom had
studied in Jesuit schools and possessed experience in real-
ising Latin-rite ecclesiastical projects. As a result, the archi-
tecture of the Uniate Church acquired features intelligible to
both Orthodox and Catholic communities, thus fulfilling a
communicative function within the multi-confessional envi-
ronment. Special attention in the 18"-century architectural
landscape of Right-Bank Ukraine was warranted by Uniate
monasteries — particularly Basilian ones — which played not
only a spiritual, but also a significant cultural, educational
and social role. They served as centres of enlightenment,
spiritual formation and clerical training, as well as hubs of
book production, religious polemics and schooling. Basilian
monastic complexes were designed with long-term func-
tioning in mind and their architecture was characterised by
a high degree of planning sophistication, compositional co-
herence and functional zoning. The key architectural domi-
nant of the monastic ensemble remained the church, around
which the entire complex was organised - comprising res-
idential quarters, refectories, utility buildings, schools, li-
braries, printing houses and hospitals (Iig. 3).
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Figure 3. Basilian Monastery
of St. Nicholas in Krekhiv village
Source: Basilian Monastery of St. Nicholas (n.d.)

Monasteries were often designed in the form of en-
closed courtyards, a layout borrowed from the Latin tra-
dition of organising cloisters. At the same time, the inter-
nal structure of the churches and the organisation of the
liturgical space remained faithful to the Byzantine canon,
as evidenced by the preservation of ritual zones, iconos-
tases and the eastward orientation of the altar. This inter-
action between architectural and liturgical models shaped
a distinct typology of Uniate monastic complexes, com-
bining functionality, stylistic representativeness and ritu-
al integrity. In the context of the 18" century, the Uniate
Church gradually acquired the features of a formally in-
stitutionalised confessional system, complete with its own
theological doctrine, administrative structure and spatial
organisation. This development manifested itself not only
in the church governance, but also in the emergence of a
recognisable architectural style. The distribution of Uniate
churches across Right-Bank Ukraine was uneven, shaped
by geopolitical conditions and the extent of support from
the local nobility. The presence of Basilian monasteries,
which served as centres of religious, cultural, and educa-
tional life, played a crucial role. As a result, the local ar-
chitectural landscape consisted of a combination of major
sacral centres and numerous rural wooden churches with
tripartite layouts.

Thus, the architectural landscape of the Uniate Church
in the 18®-century of Right-Bank Ukraine was defined by
the territorial structure of the Kyiv Metropolis, politi-
co-confessional factors and adaptation tolocal architectur-
al practices. Uniate churches constituted a distinct type of
sacred architecture, blending elements of the Eastern rite
with formal features of Western European style. Through
this synthesis of building traditions, functional planning
and visual codes, the architecture of the Uniate Church as-
serted its presence within the religious and cultural space
of the region, leaving a significant imprint on the sacred
image of the 18"-century Right-Bank Ukraine. During the
18" century, the number of Uniate churches in Right-Bank

Ukraine underwent considerable transformations, driven
both by internal confessional dynamics and broader politi-
cal changes within the Polish-Lithuanian Commonwealth.
The quantitative analysis of the development of the Uniate
ecclesiastical infrastructure was based on a comprehen-
sive study of archival sources, including general visitation
records, church inventories, and descriptive documents
(Central State Historical Archive of Ukraine, n.d.). These
documents provided detailed information about parish
conditions, clergy numbers, the material state of church-
es and their confessional affiliation. Particularly valuable
were the general visitation protocols of the Lviv Eparchy,
which served as sources of information on the pastoral
activity, internal parish organisation, liturgical function
distribution and the degree of institutional integration of
the Uniate Church into the local context. Yu. Legun (2004)
analysed inventories and descriptions documenting the
number of parishes, clergy and the material condition
of churches in Volhynia, thus enabling the reconstruc-
tion of spatial dynamics in the development of the Uni-
ate presence. A synthesis of these data revealed a growth
in the number of Uniate parishes during the first half of
the 18" century, particularly in the Volhynian and Podilian
eparchies and the regression in the second half, caused
by political transformations - especially the partitions of
the Polish-Lithuanian Commonwealth and the transfer of
territories under Russian imperial jurisdiction. As a re-
sult, the Uniate infrastructure suffered significant reduc-
tions, particularly in Kyiv and Bratslav regions, where the
number of functioning churches declined, many parishes
were lost, and their confessional affiliation was changed.

According to archival descriptions and general vis-
itation records covering a significant portion of the Kyiv
Uniate Metropolis, there were approximately 1,500-1,700
Uniate churches in Right-Bank Ukraine by the mid-18"
century. These sources, thoroughly documented in the
research of 1. Skochilyas (2009), included numerous vis-
itation records of parishes in Volhynia, Podillia, Kyiv and
Bratslav. The highest concentration was recorded in the
Volhynian Eparchy, with over 600 active parishes, rep-
resenting around 35-40% of the total number within the
Metropolis. In Podillia, visitation data from the Kamianets
Eparchy indicated that the number of Uniate churches
reached 400-450, the majority being parish churches, with
fewer monastic churches, mostly under the Basilian ju-
risdiction. The situation in Kyiv and Bratslav regions was
less stable, with visitation records noting 300-350 active
churches, some of which were partially ruined or lacked a
full clerical staff. Many parishes suffered from a shortage
of clergy, limiting regular liturgical services. In numerous
cases, Basilian missions served as replacements (Central
State Historical Archive of Ukraine, n.d.).

In general, the mid-18™ century was marked by the sta-
ble functioning of the Uniate church network, which com-
prised not only churches, but also schools, monastic cells
and printing houses, thereby forming a fully developed
cultural environment. After the 1760s, the confessional
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landscape of Right-Bank Ukraine began to change gradual-
ly due to several factors: the political weakening of the Pol-
ish-Lithuanian Commonwealth, increasing Russian impe-
rial influence and the intensification of Orthodox reaction,
including the forced transfer of parishes to the jurisdic-
tion of the Russian Orthodox Church. Following the First
Partition of Poland in 1772 and the Second in 1793, much
of Right-Bank Ukraine was incorporated into the Russian
Empire, profoundly affecting the functioning of the Uniate
Church. Visitation records from the late 18" century note a
decrease in the number of Uniate churches in the region to
1,200-1,300, of which only 900-1,000 remained fully oper-
ational; the rest were either non-functioning or had been
transferred to other confessions (Shlikhta, 2025).

The decline of the Uniate presence was particular-
ly acute in the Kyiv region, where the number of active
churches had halved by the 1790s. In some cases, local
communities - lacking administrative support - chose to
convert to Orthodoxy or the Latin rite. Greater stability was
maintained in Volhynia and Podillia, partly due to the sup-
port of Uniate nobility and the network of Basilian monas-
teries, which assumed responsibility for clergy provision
and material support. Alongside the Uniate Church, Lat-
in (Catholic) and Orthodox structures remained active in
Right-Bank Ukraine. According to consolidated statistics

from the second half of the 18" century, the number of Lat-
in churches (including monastic ones) was approximately
1,000-1,100, with over 70% under the patronage of reli-
gious orders (Jesuits, Dominicans, Franciscans), primarily
concentrated in towns and noble estates. The Orthodox
network experienced revitalisation in the latter half of the
century due to the policies of the Russian Empire. By the
17908, there were around 900-1,000 Orthodox churches in
Right-Bank Ukraine, many of them either re-registered
Uniate churches or newly constructed with state support,
particularly in Kyiv and Bratslav regions. Consequently,
while the Uniate Church outnumbered both Orthodox and
Latin structures in the mid-18™ century, by the end of the
century it had been surpassed in some areas due to politi-
cal circumstances (Ketola, 2023).

The official ecclesiastical documentation of the 18%
century - including general visitation acts, church de-
scriptions, inventories, and statistical reports of Basilian
structures - provided invaluable data on the number,
condition, functioning and typological characteristics of
Uniate church architecture in Right-Bank Ukraine. These
documents served not only an administrative and super-
visory role, but also preserved a wealth of empirical evi-
dence, enabling a reconstruction of the confessional and
spatial structure of the sacred landscape of the time (Fig. 4).

Figure 4. Types of documents and their functions in the context of 18" century Uniate architecture

Source: based on A. Upart (2021), G. Guidarelli (2024)

These documents, taken together, not only outlined
the quantitative structure of the Uniate ecclesiastical net-
work, but also enabled the tracing of the functional logic
of architectural development - from the ritual core (altar,
sanctuaries, iconostasis) to spatial organisation (zones for
prayer, schoolchildren, women and men) and further to
the complex of ancillary buildings surrounding the church.
Thanks to such documentation, it was possible not only to
reconstruct the number of structures, but also to identi-
fy regional features of church construction, the degree of
Baroque influence, the extent to which traditional forms

were preserved, and the transformations that occurred
due to political and confessional pressures. In this way,
the official ecclesiastical documentation of the 18™ century
served as a unique source not only for analysing the demo-
graphic or confessional situation, but also for studying the
architectural dynamics of Uniate churches in Right-Bank
Ukraine. It captured the material, spatial and cultural di-
mensions of the functioning of the Uniate sacred environ-
ment during the Late Baroque period (1730-1790).

The architectural specificity of Uniate churches in
the 18"-century Right-Bank Ukraine was shaped by the
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influence of long-standing regional building traditions
that integrated elements of the Byzantine-Christian her-
itage, local artisanal techniques, and typical construc-
tive and decorative features of vernacular wooden ar-
chitecture. Despite the gradual penetration of European
styles — in particular, the Baroque - the majority of Uni-
ate churches retained traditional construction solutions,
typological models and ornamentation in their structure,
reflecting the continuity of national architectural forms.
The overwhelming majority of Uniate churches in Right-
Bank Ukraine in the 18" century were built according to a
single-nave or tripartite layout, reflecting continuity with
the traditional Eastern Christian architectural model. One
of the most striking examples of the tripartite structural
organisation of sacred space in Ukrainian 18™-century ec-
clesiastical architecture was the Church of St. Nicholas in
Buchach, Ternopil region (Fig. 5).

Figure 5. Modern photo of St. Nicholas Church
Source: St. Nicholas Church (2008)

The Church of St. Nicholas is the oldest surviving
masonry church in Buchach, erected in 1610 with the pa-
tronage of Maria Amalia Mohylianka and Stefan Potocki.
Its architecture combined the Ukrainian tripartite layout
with Moldavian conch elements: the nave was flanked by
an altar section and two semicircular lateral apses. Above
the narthex once stood a defensive tower with loop-
holes, which, unfortunately, has not survived. The church
was enclosed by a stone wall that served to protect lo-
cal inhabitants during attacks. A particular treasure of
the church was its 18™-century iconostasis, presumably
created by masters of the Zhovkva school of wood carv-
ing and painting. Executed in the Baroque style, it was
adorned with elaborate vine-motif carvings and gilding.
The iconostasis was installed in 1743 under the patron-
age of Mykola Potocki. This church was a vivid example

of Uniate ecclesiastical architecture in the 18"-century
Right-Bank Ukraine, combining the traditional Eastern
Christian architecture with elements of Western Europe-
an style. Its tripartite layout and the decorative richness
of the iconostasis reflected the influences of Ukrainian
Baroque and Western architectural traditions. Typolog-
ically, the dominant form in church architecture was the
rectangular log structure, serving as the core construc-
tive unit. Its main components - the base (walls), roof and
superstructure — conformed to the canons of traditional
wooden architecture (Fig. 6).

Figure 6. A chapel in the city of Slavuta, Zaslav district
Source: based on B. Voron (2021)

The single-nave structure of Uniate churches in the
18" century was characterised by compact proportions
and an overall symmetry of volumes, which allowed for
a balanced interplay between the horizontal layout and
vertical organisation of space. This composition en-
sured not only the aesthetic coherence of the building,
but also enhanced the functionality of liturgical practic-
es, with the central axis directing focus towards the altar
and iconostasis. In the case of tripartite variants, a clear
vertical hierarchy was evident: the central nave typically
rose above the narthex and sanctuary, creating a visual
dominant and enabling the placement of a lantern or
skylight for the natural illumination. Some examples also
employed structures with light towers or an opening in
the roof ridge, thereby enhancing the dramatic quality of
the church interior (Fig. 7).

The roofs of the churches typically featured gable,
broken-gable or multi-broken forms, often characterised
by distinctive angular outlines that created a pyramidal
silhouette. This design was functionally justified: such
shapes ensured efficient drainage of rainwater and melt-
ing snow, suited to the climatic conditions of the region.
The gable ends, usually triangular, were decorated with
wooden ornamental boards, carved cornices, sunburst ro-
settes and other elements serving both artistic and sym-
bolic purposes. In masonry churches, these same forms
were interpreted through stone or brickwork techniques:
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architectural belts, stucco mouldings, applied pilasters
and plaster decoration echoed stylistic motifs drawn from
wooden prototypes. The framework structures, built from
locally sourced timber species (oak, pine, larch), were con-
structed using traditional joinery methods - “lap joints” or
“dovetail joints” — which ensured the strength and dura-
bility of the log constructions (Fig. 8).

Figure 7. Church of the Nativity
of the Virgin Mary in Drukhiv
Source: Wooden temples of Ukraine: The most interesting, most
beautiful, oldest, largest (n.d.)

Figure 8. Church of the Nativity
of the Blessed Virgin Mary in the village of Pechera
Source: Church of the Nativity of the Blessed Virgin Mary
(Pechera village, Vinnytsia region): Map, photo, description (n.d.)

Such a technical solution allowed for the creation of an
open interior space without numerous supports, thereby
promoting good acoustics for worship. An integral element
of the external appearance of many churches was the bell

tower - either two-tiered or three-tiered - constructed in
the same structural style. It could be a separate structure
positioned adjacent to the main volume or integrated into
the composition through a vestibule or gallery. Bell tow-
ers not only served the function of sound signalling, but
also acted as vertical accents in the church’s silhouette,
reflecting the architectural tradition of Cossack Baroque.
Their presence emphasised the solemnity of the sacred
building and strengthened its visual prominence within
the settlement’s landscape. The Uniate church architec-
ture maintained the continuity with the vernacular wood-
en architecture of Central and Western Ukraine, which
had developed over the course of the 17" and 18" centuries.
This was evident in the methods of log construction, roof
organisation, the shape of the domes, the lighting system
and the composition of the church interior (Fig. 9).

Figure 9. St. George’s Church in Hrabiv village
Source: Church of Saint George (2025)

The Volhynia and Podillia zones were characterised by
the presence of wooden churches with a three-log (three-
part) composition, which essentially reproduced models
known from the era of medieval architecture (14-16™
centuries). These churches were distinguished by their
compactness, proportionality and restraint in detail. A dis-
tinctive feature was the complex multi-tiered roof, which
combined decorative qualities with functionality, ensur-
ing effective water runoff and acoustic insulation. The folk
tradition also widely employed the technique of shingle
roofing, which persisted in Uniate churches until the early
19" century. In some cases, the roof was double-layered:
the first layer made of boards, the second of shingles. Such
structural solutions ensured durability and were suited to
the climatic conditions of the region. Particular mention
should be made of the use of ventilation openings, light
apertures and roof breaks, which had both practical sig-
nificance and an aesthetic function. The windows were ar-
ranged symmetrically, often in a single row, and featured
simple rectangular or arched shapes, sometimes with
carved surrounds. They were framed with wooden casings
painted in natural colours - ochre, dark brown or lime
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white. In later examples of Uniate architecture, specifically
between 1760 and 1790, the influence of Polish and Lith-
uanian Baroque was felt, particularly in the expansion of
the transept, the inclusion of side chapels, and the appear-
ance of internal vaulting in masonry churches. All these
elements were integrated into the preserved traditional
form, creating a synthetic model of the sacred building
(Kuryliak et al., 2022).

The decoration of the 18"-century Uniate church-
es in Right-Bank Ukraine was shaped by a deeply rooted
icon-painting tradition, skilled woodcarving and local or-
namental motifs, which simultaneously carried sacred, di-
dactic and aesthetic meanings. These elements functioned
as a visual mediator between the faithful and theological
truths, especially important in rural communities with low
literacy levels. The central compositional element of the
interior was the iconostasis — a four-tiered structure com-
bining an iconographic programme with an architectural
sculpture. In most cases, it was created by local carvers,
who adapted Baroque symmetry to the canonical structure
of the Eastern rite, emphasising the hierarchy of sacred
images and the sacred perspective of the church interior.
The carving was done by hand, featuring geometric and
floral motifs (Fig. 10).

Figure 10. The iconostasis of the Trinity Gate Church
Source: Iconostasis of the Trinity Gate Church (n.d.)

The main subjects depicted were scenes from the
Holy Scripture, lives of the saints, as well as themes of
Uniate apologetics (such as scenes of Church unification
and images of hierarchs like Basil the Great, Josaphat
Kuntsevych and others). The backgrounds of the icons
were executed using the traditional technique of tem-
pera painting on gesso. In some churches, gilding and
silvering were employed, particularly for halos, icon cov-
ers and decorative insets. The colour palette remained

within a restrained Baroque range: warm ochre tones,
blue,darkgreen andred. Inthe interiors of the 18""-century
Uniate churches, carved elements and the technique of
inlay were widely used, covering not only the main ar-
chitectural structures, but also numerous decorative ob-
jects. Wall carvings adorned the inner surfaces of doors,
arched openings, choir lofts, altar railings and elements
of the iconostasis (Fig. 11).

Figure 11. Decoration of the Trinity Gate Church
in the Kyiv Cave Monastery
Source: based on A. Kondratyuk (2020)

Traditional ornamentation was dominated by styl-
ised floral compositions, grapevines, acanthus leaves,
palmettes and geometric elements imbued with deep
symbolic meaning. These motifs were associated with the
Garden of Eden, spiritual fertility, the unity of the faith-
ful and the continuity of church tradition. The symbolic
content of the visual decoration was directly linked to the
dogmatic aspects of faith and the liturgical function of the
church. Floors were generally made from solid wooden
planks, while in masonry buildings ceramic or stone tiles
were used, sometimes featuring simple patterns. The altar
area was raised by several steps, emphasising its sacred
status. Textile elements were actively employed in the dec-
oration - embroidered coverings, towels and woven icon
frames crafted by women of the community, thereby pre-
serving the continuity of local artisanal traditions. Thus,
the architectural and decorative environment of the Uni-
ate church not only fulfilled a sacred function, but also vis-
ually and ritually affirmed confessional identity within the
Right-Bank Ukraine region. The study of the architectural
arrangement of the 18"-century Uniate churches in Right-
Bank Ukraine revealed a complex structural dynamic of
the church network, spatial planning features and stylistic
transformations of sacred buildings.
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DISCUSSION

The findings demonstrated that the architectural lan-
guage of Uniate churches was formed as a synthesis of
Byzantine tradition, local building practices and Baroque
stylistics. Similar trends were observed in the work of S.
DeLouche (2021), who emphasised that the architecture of
18"-century sacred buildings in Europe generally reflected
a rethinking of stylistic codes to strengthen confessional
identity. According to this study, Uniate churches served as
carriers of the symbolic presence of the Union, which aligns
with the author’s conclusions about the symbolic function
of architecture in the religiously fragmented space. The
study also established that the highest concentration of
Uniate parishes in the 18" century was found in the Volyn
and Podillia dioceses. This correlated with the results of
M. Jakubowski (2024), who examined the architectural
mechanisms of Uniate presence in the Polish-Lithuanian
context. Researcher emphasised that patronage strategies
of the local nobility played a decisive role in supporting the
Uniate infrastructure. This research confirmed that the
support of noble families was pivotal for the preservation
and functioning of Uniate churches in these regions.

The typological analysis of single-nave and three-part
churches conducted in the study demonstrated a cor-
respondence between the architectural form of Uniate
buildings and the functional level of parish organisation.
This differentiation directly aligns with the conclusions of
A. Buczylo (2025), who argued that the architectural forms
of 18""-century Uniate churches were not only expressions
of stylistic preferences or technical capabilities, but also
reflected the internal structure of diocesan administration.
Specifically, the researcher noted that larger, architectur-
ally complex churches functioned as institutional markers
of deanery or protopresbyterate levels, whereas smaller
parish churches tended to have simplified forms, indi-
cating their peripheral role in the confessional landscape.

The statistical decrease in the number of Uniate
churches during the second half of the 18™ century, doc-
umented in this study, confirmed the broader trend of the
Uniate Church losing its institutional positions in Right-
Bank Ukraine. This coincided with the findings of F.E. Sy-
syn (2021), who investigated the consequences of the par-
titions of the Polish-Lithuanian Commonwealth for the
Uniate Church. Scientist pointed out that the incorpora-
tion of Ukrainian territories into the Russian Empire led
to the systematic dismantling of Uniate structures, forced
transfer of parishes to Orthodox jurisdiction, restrictions
on Basilian monasteries’ activities and destruction of sa-
cred infrastructure. The study evidenced similar phenom-
ena, notably in the Kyiv and Bratslav regions, where be-
tween 1770 and 1790 the number of active Uniate churches
nearly halved and many communities lost their clergy
or were compelled to transfer to different confession-
al oversight. In the context of continuity with Byzantine
architectural tradition and gradual Baroque influence on
churches, a comparison with the work of F.E. Sysyn (2023)
was appropriate, as researcher highlighted the difficulties

in accepting the Union and the related architectural com-
promise strategies. The Uniate architecture, according to
this research, indeed exhibited mixed features — on the
one hand preserving the Eastern liturgical space and on
the other presenting a Baroque facade embodying the idea
of integration into the religious space of the Polish-Lithu-
anian Commonwealth. This fully accords with researcher’s
assertion about the Uniate identity’s striving to balance fi-
delity to tradition with the adaptation to new conditions.

Within the symbolic design of sacred space, spe-
cial attention in the study was given to architectural and
decorative elements that shaped the visual identity of the
Uniate church within the confessional environment of
Right-Bank Ukraine. The analysis confirmed the leading
role of Baroque decoration, iconostases, elaborate wood-
carving and iconography not only as aesthetic, but also
theologically charged elements. This interpretation align
with the conclusions of P. Goyret (2022), who emphasised
the importance of Eucharistic unity as the main ecclesio-
logical idea of Eastern Catholicism. According to author’s
observations, the iconostasis in Eastern Catholic churches
served as a material embodiment of the synthesis between
Latin universality and Byzantine sacred heritage, visually
and performatively modelling communion.

Jurisdictional tensions between Eastern Catholics and
Orthodox, as well as their architectural manifestations
found in this study, correspond with the findings of A. Kap-
tijn (2020), who analysed the legal foundations of Eastern
Catholic churches’ functioning in the context of ecumeni-
cal dialogue. The Uniate churches recorded in the research
combined adherence to Eastern liturgical discipline (zonal
division, orientation, iconostasis) with openness to visu-
al borrowings from Latin architecture (Baroque facades,
symmelry, portals). This confirmed the hybrid nature of
Uniate architecture, which operated at the intersection
of confessional and canonical systems, forming a spatial
model capable of adapting to a multiconfessional envi-
ronment and the political challenges of the 18" century.
The reconstruction of the typology of monastic complexes
conducted in the study revealed the systematic planning
of Basilian monasteries with inner courtyards and clear
functional zoning. This approach was supported by the
work of D. Bains (2021), who examined the secularisation
of sacred space and the transformation of its functions.
Uniate monasteries, like their Latin counterparts, stood at
the intersection of sacred and educational spaces, as evi-
denced by the presence of educational buildings, printing
houses and utility structures described in the study.

Within the scope of the study of the architectural ar-
rangement of the 18™-century Uniate Church, one of the key
aspects was the examination of the spatial integrity of the
sacred landscape amid political instability and confessional
pressure. The spatial transformations recorded in the Uniate
churches of Right-Bank Ukraine were associated with the
need to preserve the sacred order against external challeng-
es, particularly from Orthodox and Latin jurisdictions. These
observations align with the conclusions of M. van der Tol &
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P. Gorski (2022), who interpreted the fragmentation of sa-
cred space as a symptom of modernisation and secularisa-
tion shifts occurring in the European religious landscape
of the 18" century. They argued that under conditions of
weakening institutional stability of the Church, the sacred
space began to lose its unity, splitting into separate symbolic
and functional zones. Thus, a parallel was revealed between
the findings of this authors concerning changes in the sa-
cred landscape of Europe and the transformative tendencies
observed in the Uniate architecture of Right-Bank Ukraine.

Another important line of discussion was the issue of
confessional syncretism, which defined the architectural
identity of Uniate churches. The study noted that typical
architectural solutions - particularly the combination
of Baroque symmetry of facades with Byzantine internal
zoning, the use of vernacular construction techniques
alongside elements of European decoration - formed a
distinctive visual code of the Union, understandable to
communities with diverse cultural and ritual affiliations.
This corresponded with the analysis by Z. BurZinskas (2021),
who described the Uniate architecture of the Grand Duchy
of Lithuania as a product of confessional synthesis func-
tioning within a milieu of religious polyphony. Scientist
emphasised that the architectural form of Uniate church-
es served not only a cultic, but also a symbolic function -
demonstrating the possibility of visual reconciliation
between the canonical heritage of Byzantium and the cul-
tural tradition of the West. The results of the study traced
similar processes in the architectural environment of Vol-
hynia and Podillia, where wooden churches with Baroque
elements combined the symbolism of Eastern Christianity
with the representativeness of the Latin style.

Regarding the decoration and iconographic content of
Uniate churches, the study highlighted the preservation of
the organisation of iconostases, traditional carving tech-
niques, and the use of local ornamental motifs. These ob-
servations resonate with the conclusions of R. Kosiv (2022),
who investigated the iconography of wooden churches
in Central Europe. The author stressed the importance
of interaction between regional artistic traditions and
pan-European styles, manifested in decorative practices,
adaptation of Baroque schemes to local materials and the
preservation of the national iconographic canon. The study
confirmed that decorative solutions in Uniate churches
of Right-Bank Ukraine did not copy the Latin model, but
interpreted it through the prism of local technical and
aesthetic traditions. The use of colours, compositional
rhythms, ornaments, and carving techniques demonstrat-
ed a synthesis within the material space, reflecting the
identity of the Union as a ritual and cultural system.

The conclusions of W. Zielecka-Mikolajczyk (2022)
regarding the archives of the Greek Catholic episcopate
confirmed the high informational value of visitation acts,
descriptions, and inventories for analysing both quan-
titative and spatial-functional characteristics of the
church network. This corresponded with the approach of
the present study, which utilised generalised data from

historical-church documentation, including indirect ref-
erences to visitation practices. Such an approach allowed
the reconstruction of parish population dynamics, the
identification of typical church planning models and the
detection of features of sacred environment organisation
of the Uniate Church at various levels of its functioning. In
the study by G. Pidgrushnyi et al. (2021), it was established
that the spatial structure of the Kyiv metropolitan region
was determined by historical factors, socio-economic ties
and cultural heterogeneity. The authors emphasised that
the lack of unified criteria for defining the boundaries of
the agglomeration complicated its functional planning and
certain territories remained outside institutional integra-
tion due to weak administrative linkage. The results of this
study confirmed a similar tendency: the Uniate church
network in Right-Bank Ukraine was also characterised by
unevenness, caused by political influence, patronage and
monastic presence. In both cases, spatial organisation
was shaped not only by geographical factors, but also by a
complex network of functional and cultural-historical con-
nections. The obtained results correlated with theoretical
approaches and empirical observations presented in the
analysed sources, attesting to the appropriateness of the
chosen methodology, the validity of the analytical conclu-
sions and the significance of the architectural heritage as a
tool for representing religious identity in the multi-confes-
sional environment of the 18"-century Right-Bank Ukraine.

CONCLUSIONS

As a result of the study of the architectural arrangement
of the 18"-century Uniate Church in Right-Bank Ukraine,
key features of its territorial structure, quantitative dy-
namics and spatial-constructive characteristics have
been established. It was determined that the architectural
landscape of the Uniate Church was formed in a complex
religious-political environment, within which the Uniate
tradition combined elements of the Byzantine rite with
local construction forms and certain features of the West-
ern European style. Geographically, the jurisdiction of the
Kyiv Uniate Metropolis in the 18" century included four
regions — Volhynia, Podillia, Kyiv region and Bratslav re-
gion — with uneven intensity of Uniate presence. The high-
est concentration of parishes was observed in Volhynia and
Podillia, accompanied by the development of an extensive
church-monastic infrastructure. In Kyiv and Bratslav re-
gions, a gradual decline in Uniate influence was observed
due to political pressure and jurisdictional changes.

Statistical review established that the number of Uniate
churches in Right-Bank Ukraine reached 1,500-1,700 units
by the mid-18" century, most of which were parish church-
es. The largest number of churches was recorded in the Vol-
hynian and Podolian dioceses. In the second half of the 18"
century, a gradual decrease in the number of active churches
to 1,200-1,300 was noted, caused by the transition of some
parishes to Orthodox or Latin jurisdiction. Comparison with
data on Catholic and Orthodox structures showed that by
the mid-18" century, the Uniate Church held a quantitative
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advantage, which gradually diminished by the end of the
18" century. It was found that the traditional architectural
arrangement of Uniate churches was based on the continu-
ity with Ukrainian wooden church architecture and adapt-
ed forms of the Eastern rite. The most common types were
single-nave and three-part churches using log construc-
tion, gable and multi-sloped roofs, triangular pediments,
and symmetrical facades. The interior preserved the clas-
sic structure — narthex, nave and altar, often with a Baroque

of individual architectural objects in the absence of visual
documentation. Prospective directions for further re-
search include archival cataloguing and digital process-
ing of general visitation acts, church descriptions, and
inventories to create databases of the 18"-century Uniate
church network. Field architectural and ethnographic ex-
peditions documenting preserved Uniate heritage objects,
particularly wooden churches, are also advisable to refine
typological models and regional features.

iconostasis. The decoration was dominated by wooden carv-
ing, local ornaments and icon painting, ensuring visual and
theological integrity of the sacred space. The study outlined
the specifics of Uniate architecture as a synthetic phenome-
non formed at the intersection of tradition, style and identity.

Among the limitations of the study, the fragmentary
nature of source material should be noted, which compli-
cated the accurate reconstruction of the quantitative dy-
namics of the Uniate network and the full reconstruction
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ApXiTeKTypHE 00 1amTyBaHHs YHiITHOT epkBu XVIII cToxiTTs:
TPpaaNIisA i 3axXiHi 3amo3m4e s

AHOTAIISI. MeTo1o JOCHKEeHnsa 0yI0 BUABUTH apXiTEKTypHi 0COOMMBOCTI yHilinoi nepksu XVIII cromirTs na
[IpaBoOepeskuill VKpaini B KOHTEKCTI T KoH(eCiliHOI, IPOCTOPOBOI Ta KOHCTPYKTUBHOI crenudikm. VY pobori
3aCTOCOBAHO KOMILICKCHUN MUKIUCIMILTIHADHAN IHAXIA, 10 TOETHYBAB METOIM 1CTOPUKO-apXiTEKTypPHOTO,
MPOCTOPOBO-AHATITUIHOTO, THUIIOJIOTIYHOTO Ta IMOPIBHAJILHO-CTUIICTUIHOrO aHadizy. JsKepeabHy 0a3y CKIATH
icTOpUYHI KapTH, IEPKOBHO-aAMiHICTPATUBHI ontmcH, rpadivii 300pasKeHHs, a TAaKOK y3araJabHeHi CTaTUCTUYHI TaHi
oo Koudecimnol crpykrypu IlpaBooepesxknol Vipainu y XVIII cromiTTi. V X071l J0CTiKeHHS 610 BCTAHOBICHO,
IO apXiTEeKTypHUI JaHamadT YHIIMHOI HepKBU cOPMYBABCS B YMOBAX CKJIAJTHOIO KOH(ECIHOro ceperoBuiia, B
AKOMY VHIITHA TPAJUIIA BUCTYIIAIA CUHTCTUYHIM SBUIICM, ITOETHYIOUN €ICMEHTH Bi3aHTIICHKOr0 00pSA/Iy, HAPOITHOT
JEPEB’SIHOI apXiTeKTypu Ta 0apPOKOBUX BILIUBIB JATUHCHKOI CAKpaIbHOI cuamuin. Taka B3aeMojis 3adesneuyBajia
(opMyBaHHA BUPA3HOI IPOCTOPOBO-Bi3yaIbHOT MOJIC, IO YTBEPIKYBAIa KOH(ECIHHY iIecHTUYHICTh YHil B periomni
3 BHCOKHUM PiBHEM peIiriiinoi Koukypenuii. KuiBcbKa yHiliHa MUTPOIIOIISI OXOILTIOBAIA TePUTOPil Bosmmi, o,
KuiBnman Ta bpaimiaBmyiu, jge yHillHA I[PUCYTHICTH OyIa HEpiBHOMIPHOIO: Halibiablie XpamiB 3a(iKCOBAHO
Ha Boammi 1 [ogin, naiiMvennre — na Kuisimdi ta Bparasniui, mo 6y10 3yMOBJICHO MOTTHYHIMN 3MiHAMHI Ta
IOPUCTUKIIHNME 3pynrenaavu. Y cepequni XVII ¢TomiTTd KIIbKICTh YHIMHUX IIEPKOB CATAIA 1500-1700, OTHAK
70 Kinsg XVIIL cTomiTTa 3MEHIINIACI 0 1200-1300. Y MeKax aHaIi3y OJHOHABOBUX, TPUJLILHUX Ta TPUKOHXOBUX
apXiTEKTYPHUX THUIIB XpaMiB OyJI0 BCTAHOBJIEHO, 1[0 iHTEP €PN VHIMHIX XpaMiB 0()OPMIIOBAIUCS 0AraToSPyCHIMUI
iKoHOCTacaMM 3 pi3bOJEHHAM i IM030JI0TOI0, CTIHHOIO pidb0b010, (hpecKaMu Ta JEeKOPATUBHUMH MOTHBAMH, SKi
MOEIHYBAIN CAKPAJbHY CUMBOTIKY 3 JOKATBHUMH OPHAMEHTAILHUMU TPaguIisMu. OcoOJIUBY pOJIb BigirpaBaim
0apPOKOBi eJleMEeHTH — BUHOIPAJHA J103a, MAJIbMETU, AKAHTOBE JIMCTS — 1[0 IJICIIIOBAIN Bi3yalbHy YPOUYUCTICTD
XPaMoBOTO IPOCTOPY. IIpakTuuHe 3HAYECHHSI JOC/IKEHHS O0IAra€ B MOK/INBOCTI BUKOPUCTAHHS OO0 Pe3y/abTaTiB
JIS PEKOHCTPYKIIT cakpaabHoro cepepopuiina XVII cTomiTTs, 36epesKeHHs apXiTeKTYPHOT CITaJIIMHN Ta (DOPMYBAHHSI
HAYKOBO 00I'PYHTOBAHNX PECTaBPALINHUX ITiIX0IiB
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event management. The use of the immersive effect in cultural practices helped to gain new practical experiences
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Immersive exhibition as a cultural phenomenon...

INTRODUCTION

The growing influence of globalisation, and information
and communication processes on the cultural develop-
ment of 21* century society has led to the emergence of
innovative forms of socio-cultural practices. As the infor-
mation society evolved, cultural and leisure practices were
expanding and transforming, shifting towards individual-
isation, intellectualisation, and creativity. One of the key
innovative cultural phenomena resulting from the devel-
opment of cultural and creative industries in contempo-
rary information and communication-driven society was
the immersive exhibition.

The relevance of studying immersive exhibitions as an
innovative form of event management was determined by
several key factors. First, the demand for interactive and
immersive experiences among audiences was steadily
increasing, making immersive formats particularly ap-
pealing. Second, immersive technologies created a deeper
emotional connection between art and viewers, enhancing
information retention and engagement. Third, the organi-
sation of immersive exhibitions offered new opportunities
for monetisation, including increased ticket prices and
sponsorship from companies interested in collaborating
with innovative art projects. As a result, immersive exhibi-
tions were gaining significant attention from researchers
and professionals in the event industry.

0. Kopievska (2019) presented a scholarly reflec-
tion on methodological approaches to understanding the
concept of cultural practices within cultural studies. The
researcher described it as “a set of methodologically and
disciplinarily heterogeneous yet thematically intercon-
nected conceptual discourses through which contem-
porary culture is examined, characterised by mosaicism,
fragmentation, diversity, and hybridity”. The author an-
alysed the role of cultural practices in applied research.
Researcher L. Skokova (2018) suggested using the concept
of cultural omnivorousness and the concept of a culturally
omnivorous individual, when studying cultural practices.
According to the researcher, the concept of “cultural om-
nivorousness” reflected the process of destruction of the
traditional classical disposition - high culture and low cul-
ture, hybridising culture and may mean “rejection of snob-
bery, exclusivity of tastes in favour of their “inclusiveness”,
inclusion, and therefore democracy, cultural openness,
tolerance”. V. Sudakova (2021) explored the characteristics
of cultural practices as phenomena within the cultural
space of a globalised social world. Researcher’s study ex-
amined their role in the transformation of everyday com-
munication and grassroots initiatives. Scientist noted that
“in the real cultural space, cultural practices change in
accordance with historical, economic, and socio-cultural
changes and, at the same time, retain their basic essential
properties, that is, they have a transcultural nature and se-
mantic predictive projections”

The authors Ya. Antonyuk & I. Shindyrovskyi (2015)
investigated the organisation of exhibition activities, fo-
cusing on managerial and organisational aspects that

ensured the effectiveness of cultural event implementa-
tion. L. Zelenska (2018) examined the sociocultural aspects
of exhibition activities, emphasising their role in shaping
the cultural space and interaction among participants
in the cultural process. Scientists T. Povaliy & N. Svitay-
lo (2021) explored event management with consideration
of the specifics of organising events in contemporary
sociocultural conditions, highlighting the importance
of innovative approaches in cultural practices. The ex-
ploration of immersive cultural practices and immersive
art was greatly enriched by other researchers. For exam-
ple, M. Beck (2023) considered immersive multisensorial
art exhibitions as a new kind of “not that cheap images”,
emphasising the experiential dimension formed during
interaction with such art. The author H. Cecotti (2022)
investigated the preservation of cultural heritage in fully
immersive virtual reality, analysing the potential of tech-
nologies for cultural learning. M.K. Bekele & E. Champi-
on (2019) compared different forms of immersive reality
and interaction methods, underlining their significance
for cultural learning in virtual heritage.

However, the Ukrainian scientific discourse lacked
comprehensive studies on the transformation of innova-
tive cultural practices, the organisation and development
of immersive exhibitions, and their role as an innovative
form of event management. Understanding immersive cul-
tural practices was essential for designing and implement-
ing effective management strategies for immersive exhi-
bitions in contemporary Ukrainian society. This included
refining artistic objectives and integrating advanced tech-
nologies into event management. The purpose of the study
was to provide a theoretical analysis of immersive exhibi-
tions as a cultural phenomenon within the socio-cultural
paradigm and to examine the features of immersive cul-
tural practices as an innovative approach to event man-
agement. The scientific originality of the study lied in the
identification of specific features of immersive cultural
practices as an innovative form of event management.

MATERIALS AND METHODS
Throughout this study, several theoretical methods were
applied, such as analysis, synthesis, comparison, and
the generalisation of scholarly perspectives from various
countries on different aspects of the problem in question.
The method of analysis was employed to examine the phe-
nomenon of immersive exhibitions as an innovative form
of event management. This allowed for the clarification of
the essence of the concepts of “cultural code” and “im-
mersivity”, enabling the investigation of cultural practice
as immersive, the identification of internal interrelations
between the substantive and technical components of the
exhibition environment, and the determination of key fac-
tors contributing to the effect of deep immersion of the
subject. The method of synthesis was applied to integrate
the results of the analytical review into a coherent con-
ceptual model of the immersive exhibition as a specific
cultural practice, where in artistic techniques, innovative
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technologies, and the sociocultural context appeared as
interrelated elements of a unified system of influence on
the audience. The method of generalisation provided the
opportunity to isolate universal principles for constructing
immersive space, and used to reveal the general properties
and connections between the understanding of immersiv-
ity, immersive technologies, and the influence of sociocul-
tural factors on them.

The purpose and objectives of this study have neces-
sitated the use of a socio-cultural method. It facilitated an
understanding of the distinctive features of immersive cul-
tural practices and immersive exhibitions as both a cultur-
al phenomenon and an innovative form of event manage-
ment. Within the framework of the socio-cultural method,
the semantic parameters of the concept of “cultural prac-
tices” can be defined as a special type of cultural practice
that possessed the unique ability to create the effect of deep
immersion in artistic or historical topics, interactivity, and
emotional involvement. For this study of immersive cul-
tural practices, using immersive exhibitions as an exam-
ple, socio-cultural approach held particular significance. It
addressed key aspects such as the generation of meanings,
images, myths, and rituals that shape both individual and
collective experiences within culture. The study analysed
successful examples of the practice of organising and con-
ducting immersive exhibitions as an innovative form of
event management created by the First Charitable Thea-
tre Foundation: the immersive exhibition “The Immersive
World of Taras Shevchenko” created in 2021 to commem-
orate the 30" anniversary of Ukraine’s Independence Day,
and the immersive exhibition about the war in Ukraine,
“Ukraine Land of the Brave”, created in 2022.

RESULTS AND DISCUSSION

An immersive exhibition was not only an innovative form of
event management that transformed traditional approach-
es to organising events and engaging audiences. It also
served as a platform for expressing and interpreting cul-
tural codes. The cultural code, as a set of deeply embedded
values, symbols, beliefs, and historical narratives within a
particular society or group, permeated all aspects of an im-
mersive exhibition - from the conceptual idea to the choice
of technologies and the design of interactive elements. In
immersive exhibitions, the cultural code manifested on
multiple levels, including visual, auditory, textual, and in-
teractive elements, creating a multilayered experience that
resonated with visitors’ cultural memory and identity.

One of the key areas of cultural research in contem-
porary socio-humanitarian discourse involved the study
of socio-cultural phenomena through the new cultural
theory. J.C. Alexander (2003) introduced a new theoret-
ical framework for studying culture and cultural prac-
tices, which the researcher termed «cultural theorys.
The scholar offered examples of a new broad understand-
ing of culture, and also analysed the process of creating
cultural codes, the most important mechanism of which,
according to the researcher, was performativity.

At the visual level, the cultural code was reflected
through specific colours, patterns, architectural motifs,
and imagery that held historical or symbolic significance
for a particular culture. For example, an exhibition ded-
icated to Ukrainian culture might incorporate traditional
embroidery, Easter eggs (pysanky), or folk instruments,
visually encoding national identity and cultural values.
The auditory code in immersive exhibitions may include
traditional music, folk songs, natural sounds, or record-
ings of historical figures, fostering an atmosphere of deep
cultural immersion. The textual code can be presented
through quotes from literary works, historical documents,
folktales, or legends that convey cultural narratives and
values. Thus, immersive exhibitions acted as a powerful
tool for expressing and interpreting cultural codes, ena-
bling the creation of profound and emotionally resonant
connections with audiences.

Despite the existence of scientific research on various
aspects of cultural practices, the concept of “immersive-
ness” in the context of cultural practices and their inherent
characteristics remained insufficiently defined and needs
further clarification and supplementation. The concept of
“immersiveness” refered to a special means of perception
that created the effect of “immersion” in an artificially cre-
ated environment or space. Immersiveness, as a property
of certain types of cultural practices (such as performanc-
es and installations), was characterised by the intensity of
the viewer’s involvement in the art project.

Immersive cultural practice created an immersive
effect through the use of special technologies, including
light and sound installations, video installations of varying
complexity, and virtual/augmented reality. An immersive
exhibition, based on the integration of virtual and aug-
mented reality technologies, 3D projections, interactive
installations, and multimedia elements, provided deep
immersion for the visitor in an interactive environment,
stimulating sensory perception and emotional involve-
ment. Unlike traditional exhibition formats, where in-
formation was mostly presented statically, immersive
formats engage all the senses, creating an unforgettable,
personalised experience that was deeply imprinted in
memory. Moreover, immersive exhibitions offered end-
less possibilities for creative expression and the realisa-
tion of non-standard concepts, allowing for the creation of
unique events (Nesen, 2024).

A characteristic feature of immersiveness was taking
the viewer in a new, virtual environment forced the viewer
to concentrate as much as possible on the situation. Ad-
vanced media and information technologies helped to cre-
ate virtual realities that would be unattainable in real so-
cial contexts. In creating the immersive effect, the impact
on the peripheral anatomical and physiological system,
particularly sight and hearing, was of primary importance.
G. Calleja (2011) proposed two types of immersiveness
based on the depth of the immersion experience: immer-
sion in the environment (referred to as “immersion as ab-
sorption”), which required physical presence; immersion
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in another reality (referred to as “immersion as trans-
fer”), which requires mental presence. The technologies
used in immersive cultural practices were continuously
improving and actively developing due to the latest soft-
ware (e.g., Al-driven programmes). As immersive cultural
practices, including immersive exhibitions, evolved, there
was a growing demand for immersive technologies that
allowed for deeper engagement with the information and
cultural context of an art project. The primary immersive
technologies used in cultural activities included:

augmented reality (AR). Also known as added reality,
this technology added elements (such as animation, virtu-
al images, effects, or titles) to real-world environments to
enhance perception;

virtual reality (VR). A fully simulated reality experi-
enced through a helmet or glasses, created not only with
3D scenes, but also with sound, tactile sensations;

mixed reality (MR). Also known as hybrid reality, this
term emerged with the launch of Windows Mixed Reality
and refered to both a specific type of device and methods
for blending real and virtual worlds;

extended reality (XR). A demonstration combining
elements of augmented, virtual, and other realities.

360-degree photos and VR 180 videos referred to the

content consisting of single or multiple combined 360-de-
gree photos or videos, presented in monoscopic or stere-
oscopic formats. This content can be projected onto walls
or other surfaces and was also available through “interac-
tive computer displays, helmets, and virtual reality glass-
es” (Othman et al., 2022). These technologies simulated full
or partial immersion in an alternative, artificially created
environment, altering the interaction with the subject and
elevating the process of gaining practical experience in
specific cultural or historical topics.

In the context of this study, the concept of “immersive
cultural practices” can be defined as a special type of cul-
tural practice that possessed the unique ability to create
the effect of deep immersion in artistic or historical top-
ics, interactivity, and emotional involvement. The use of
the immersive effect in cultural practices helped to gain
new practical experiences through immersion, altered
behaviour or thinking through rethinking, and evoked
unique and unforgettable emotions. Meanwhile, in the
contemporary cultural and artistic context, immersive-
ness was often perceived as interactivity. However, these
phenomena were not identical. The notion of interactivity
implied active participation in cultural practices, whereas
in immersive cultural practices, active participation was
not mandatory. Viewers can interact with exhibits, which
made the exhibition more dynamic and engaging, contrib-
uting to a deeper understanding and better retention of
the experience. To achieve this, such technologies as vir-
tual/augmented reality, 3D projections, interactive instal-
lations, and multimedia elements were used. Immersion
in the atmosphere can trigger strong emotional reactions,
thereby fostering a more personal connection between
viewers and the art.

The most common immersive cultural practices in-
cluded immersive exhibitions, immersive films, immer-
sive tours, museum immersive exhibitions, and more. One
of the key advantages of immersive exhibitions was their
appeal to a diverse range of audiences, including young
people, for whom the digital environment was a comfort-
able way to engage with cultural or historical topics. Im-
mersive exhibitions can attract a broad audience due to
their versatility and interactivity. Enhancing the emotional
and intellectual involvement of visitors or viewers during
an immersive exhibition created the conditions for inter-
nal cultural, axiological, and other transformations. The
relevance of creating immersive exhibitions was driven by
several factors. These involved: a) their growing popularity
among a wide audience seeking unique and emotionally
engaging experiences; b) the innovative approach to pre-
senting information, which increased the effectiveness of
communication and content retention; c¢) their significant
economic potential due to the ability to implement premi-
um pricing policies and attract additional funding sources
through sponsorship and the sale of related products.

In the late 2010s, Ukrainian society was transforming
traditional cultural practices and developing innovative, im-
mersive cultural practices. A detailed analysis of Ukrainian
cultural and artistic projects created with the help of im-
mersive technologies, specifically multimedia exhibitions,
can be found in the paper by S. Leontiev et al. (2021). The
researchers noted that in the late 2010s, immersive tech-
nologies were gradually developing and gaining populari-
ty in Ukraine as “a rather new and complex phenomenon
thathas influenced almost all cultural industries”. They also
provided illustrative examples of their use in the museum
environment, including the multimedia exhibition of the
People’s Artist of Ukraine and laureate of Taras Shevchen-
ko National Prize of Ukraine, I. Marchuk (2019, ARTAREA
digital gallery), and the multimedia exhibition “The Im-
mersive World of Taras Shevchenko” (2021, Vira Kholodna
Art Centre, Odesa). A successful example of immersive ex-
hibitions as an innovative form of event management was
the immersive exhibitions created by the First Charitable
Theatre Foundation (President — Natalia Deliyeva). As the
experience of immersive exhibitions organised by the First
Charitable Theatre Foundation around the world demon-
strated, immersive exhibitions can play a significant role
in supporting and promoting Ukraine’s cultural heritage
worldwide (Deliyeva, 2023).

In 2021, the First Charitable Theatre Foundation, in
partnership with Kostyuk Productions, RockNLight Mul-
timedia, and Starvox Entertainment, formed a Ukraini-
an-Canadian partnership, which resulted in the exhibition
“The Immersive World of Taras Shevchenko” The exhibi-
tion premiered in 2021, on the 30™ anniversary of Ukraine’s
Independence Day, at the Odesa Film Studio. “The Im-
mersive World of Taras Shevchenko” combined Ukraini-
an cultural traditions with cutting-edge art technologies.
An important aspect of managing socio-cultural activi-
ties during the organisation of the exhibition was that the
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funds needed to launch the project were raised in a short
time via the Spilnokosht crowdfunding platform. The ex-
hibition leaves a powerful impression on every visitor, as

it unveils the fascinating and unfamiliar world of Taras
Shevchenko as an artist. Shevchenko’s paintings appeared
to come to life, acquiring new meanings (Fig. 1).

Figure 1. Immersive exhibition “The Immersive World of Taras Shevchenko”
Source: The Immersive World of Taras Shevchenko (2021)

The exhibition’s musical design was also unique: the
organisers analysed musical compositions from 1814 to 1861
to create an original musical accompaniment that links
Shevchenko’s time with the present (Riznykova, 2021). After
Russia’s full-scale invasion of Ukraine, the exhibition was
shown in Canada, the United States, and the European Un-
ion, where it helped to raise funds to support Ukraine. In
2022, the team of the First Charitable Theatre Foundation,
with the support of the Ministry of Culture and Information
Policy of Ukraine, created a new immersive exhibition about
the war in Ukraine, titled “Ukraine Land of the Brave”. This
exhibition was created to convey truthful information about
the events in Ukraine to audiences around the world. To
produce the 32-minute immersive exhibition, many photos
and videos from leading news agencies, photographers, and
journalists were reviewed, documenting the heroic struggle
of the Ukrainian people for their homeland. In the exhibi-
tion “Ukraine Land of the Brave”, visitors can witness the
stories of Ukrainian defenders, view footage of the destruc-
tion of Ukrainian cities, learn about the tragedies experi-
enced by children of war, and observe the farewells to fallen
Ukrainian compatriots (Fig. 2).

:

Figure 2. Immersive exhibition
“Ukraine Land of the Brave”
Source: Immersive exhibit, which shook the world. Ukraine Land
of the Brave. The whole truth about the war in Ukraine (n.d.)

Since immersive exhibitions were artistic and emotion-
al works, this cultural product was understandable and ac-
cessible even to foreigners, who, due to this exhibition, can
connect with Ukrainian culture through modern art forms.
The exhibition “Ukraine Land of the Brave” was intended
not only to provide the international community with reli-
able, truthful information about the war in Ukraine, but also
to offer an opportunity to experience it emotionally through
the eyes of the participants in these events.

Thus, research on innovative forms of cultural prac-
tices in the context of leisure and cultural consumption
was gaining increasing significance. To explore the rela-
tionship between culture and society, scholars examined
cultural practices as fundamental to individual self-iden-
tification, the shaping of lifestyles, and the regulation of
behaviour in both private and public spaces (Giddens,
1991). Understanding the role of cultural practices in so-
ciety and their impact on the socio-humanitarian land-
scape was impossible without considering their moral di-
mension. Therefore, it was crucial to highlight the moral
interpretation of culture, as presented in the paper of Ye.
Borinshtein et al. (2023): “Culture is the process of cre-
ating Homo Moralis in the course of social and spiritual
life”. J. Fiske (2002) noted that the concept of a cultural
code can be understood as “a system of signs governed
by certain rules that are common among members of
a particular culture and intended to generate and cir-
culate meanings in and for that culture”. The author S.
Eckert (2021) explored the concept of immersive theater,
analysing contemporary practices and their impact on
audience experience, and examining the specifics of or-
ganising such performances within the context of con-
temporary performance art. J.J. Cummings & J.N. Bailen-
son (2015) conducted a meta-analysis of the effects of
immersive technologies on user presence, identifying
levels of immersivity that most effectively facilitated deep
engagement within virtual environments. Researcher
A. Stevens (2021) analysed how virtual reality (VR) and
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augmented reality (AR) technologies were transforming
the world of immersive theatre, emphasising their influ-
ence on creating new forms of artistic interaction and
cultural event management.

This study defined a cultural code as a system of ide-
as about culture, values, symbols, traditions, stereotypes,
and behavioural norms. In this context, such concepts as
“mentality”, “worldview”, and “perception of the world”
were closely related to the notion of a cultural code. While
aworldview existed as a conscious representation, mental-
ity and cultural codes were more often reflected in specific
behaviours and experienced on an emotional level. Sim-
ilar to mentality, a cultural code integrated both rational
and intuitive elements, and conscious and unconscious
aspects. However, in the case of the Ukrainian mentality,
despite the transformation of its structural elements un-
der the influence of social and socio-cultural factors, the
core components of the Ukrainian cultural code remain
unchanged. These foundational elements, rooted in both
the conscious and subconscious, and in logic and emotion,
serve as a deep source of national identity and thought (Li-
seienko, 2022). The cultural code not only defined national
mentality, but also had practical applications in the cultur-
al sphere, shaping cultural practices.

CONCLUSIONS

An immersive exhibition is an innovative form of event
management that can transform traditional approaches
to organising cultural events and engaging audiences. The
use of immersive technologies in cultural practices en-
hanced emotional expression, facilitated new experiential
learning through immersion, and influenced human be-
haviour and thinking by encouraging reinterpretation. Im-
mersive exhibitions created new meanings, evoked strong
emotional responses in viewers, and prompted reflection,
often bringing forgotten information to the forefront.

In the era of globalisation and increasing cultural in-
teraction, immersive exhibitions served not only as an in-
novative event management tool, but also as a platform for

expressing and interpreting cultural codes. These cultural
codes within immersive exhibitions can foster intercultur-
al dialogue and promote mutual understanding between
different cultures. By presenting diverse cultural contexts
and narratives, immersive exhibitions helped visitors to
broaden their perspectives and gain a deeper appreci-
ation of other cultures. This study defined the semantic
paramelers of the concept of “immersive cultural prac-
tices”, referring to a unique category of cultural practices
characterised by deep environmental immersion in artis-
tic or historical themes, interactivity, and emotional en-
gagement. In the contemporary context, the development
and display of immersive exhibitions foster the adoption
of innovative methods in exhibition practices. They have
also been instrumental in enhancing Ukraine’s cultural
image internationally, showcasing the country as a centre
of world-class cultural heritage that effectively incorpo-
rated advanced digital technologies for artistic expression.
Additionally, immersive exhibitions acted as an effective
tool for cultural diplomacy, particularly in conveying au-
thentic and emotionally resonant narratives about the war
in Ukraine to the international community. Due to their
ability to present information compellingly and engag-
ingly, immersive cultural practices were highly relevant
for showcasing Ukrainian culture to a global audience and
facilitating participation in international projects. Further
research in this area may focus on the impact of immersive
exhibitions on the establishment of cultural identity, the
development of intercultural dialogue, and the preserva-
tion of cultural heritage.
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Creative economy and socio-cultural projects:
The role of the art manager in creating sustainable development

Abstract. The significance of the study was defined by the growing role of the creative economy in ensuring sustainable
development in the context of globalisation and digital transformation. This article aimed to identify and substantiate
contemporary directions for the sustainable development of the creative economy and socio-cultural initiatives, with an
emphasis on the role of the art manager. The study adopted an institutional approach to analyse the legal environment of
the creative economy, a systematisation method to structure management practices in art management, and modelling
to design an effective management structure. This enabled the assessment of state support, the classification of
management models, and the proposal of tools for resource mobilisation. The proposed development scenarios support
the sustainable growth of creative industries, taking into account digital technologies and marketing approaches.
The leading factors influencing the effectiveness of integrated management in national creative industries were
carefully analysed, including the use of applied marketing strategies, business modelling methods, modern information
and communication technologies, and financial instruments necessary to ensure the sustainable development of
the cultural sector. It was argued that the effectiveness of socio-cultural initiatives depended on the integration of
modern management technologies, including lateral marketing and design thinking, which facilitated the development
of competitive models for national artistic initiatives within the framework of globalisation and digitalisation.
A conceptual model for professional activity in art managementwas developed as the main tool for strategic management
in the creative industries. This included interdisciplinary approaches to artistic project management, strengthening
public-private partnerships, and attracting investment. Mechanisms for integrating creative entrepreneurship into
the economic system were also proposed, aimed at creating new jobs, enhancing innovation potential, and promoting
sustainable development in the cultural sector

Keywords: creative ecosystem; management strategy; cultural space; business model; art management

INTRODUCTION

The growing importance of the creative economy in the
context of globalisation and digital transformation un-
derscored the need to study its role in sustainable devel-
opment. Socio-cultural projects, as a key component of
this process, required effective management approaches
to ensure their viability and long-term impact. The anal-
ysis of scientific literature confirmed that the creative

economy was conceptualised as a dynamic and trans-
formative sector, capable of shaping innovative processes
and influencing socio-economic development at multiple
levels. As E. Dundon (2002) argued, the creative economy
should be viewed as a new economic paradigm ground-
ed in intellectual capital, knowledge, and creativity, which
form the basis for alternative economic systems. Empirical
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research by N. Boccella & 1. Salerno (2016) highlighted the
significance of creative industries in generating localised
value, stimulating entrepreneurship, and fostering inno-
vation through cultural production, with a particular em-
phasis on their role in regional development. Similarly, the
study by H. Rodriguez-Insuasti et al. (2022) situated the
creative economy in a global framework, underscoring its
rising importance in business, management, and account-
ing, and demonstrating the integration of cultural, social,
and economic dimensions.

The notion of cultural capital also occupied an im-
portant place in academic discourse. K. Farinya (2017)
demonstrated that culture was an economic resource with
significant implications for competitiveness at both re-
gional and national levels. In a complementary way, M. Ko-
morowski & J. Lewis (2023) emphasised sustainability and
recovery, linking creative industries to inclusive growth,
employment diversification, and the integration of
digital technologies into cultural production. The author
L.ARM. Al-Faisal (2024) highlighted the integration of
business strategies, marketing planning, and financial
analysis into art management, demonstrating that these
tools were essential for building resilient and competitive
cultural projects within the creative economy. In contrast,
T. Stritiyevych (2023) offered a conceptual exploration of
art management, providing definitions, classifications,
and developmental perspectives. The scholar emphasised
interdisciplinary methods and the crucial role of pub-
lic-private partnerships, underscoring that sustainable
cultural initiatives required both theoretical clarity and
practical collaboration.

Researchers I. Shalinskyi & A. Zabuzhko (2023)
showed the correlation between investment in the cre-
ative sector and the sustainability, adaptability, and in-
novativeness of regions. Their findings align with the
conclusions of the World Economic Forum (n.d.), which
recognised the creative economy as a strategic vector of
global growth. Overall, the comparison of this research
with the results of other studies demonstrated strong
complementarity. While international scholars tend to
focus on general conceptual frameworks and global ten-
dencies, the novelty of this research lies in contextual-
ising these approaches within the Ukrainian cultural
environment, particularly in relation to post-war recon-
struction, digitalisation, and socio-cultural resilience.
Therefore, this study not only confirmed established sci-
entific positions, but also expanded them by integrating
the role of the art manager as a decisive factor in ensur-
ing competitiveness, sustainability, and innovation in the
creative economy. This study aimed to identify the mod-
ern directions of sustainable development in the creative
economy and socio-cultural initiatives, with a special
emphasis on defining the role of the art manager as a key
factor in strategic management in the cultural and artis-
tic sphere, ensuring the integration of economic, social,
and technological components into a coherent model of
sustainable growth.

MATERIALS AND METHODS

The methodological framework of this research was based
on a combination of institutional, systematisation, and
modelling approaches, which provided a comprehensive
basis for analysing the functioning of the creative economy
and socio-cultural projects in the context of digitalisation
and sustainable development. At the first stage, the insti-
tutional support method was applied to analyse the legal
and regulatory frameworks at both the national and inter-
national levels. Particular attention was given to the provi-
sions of the Law of Ukraine No. 2778-VI (2010) and the Or-
der of the Cabinet of Ministers of Ukraine No. 293-1 (2025).
These documents formed the foundation for assessing the
institutional context, in which creative industries operate
and for determining the extent of state support for so-
cio-cultural initiatives. At the international level, the study
also examined the Convention on the Protection and Pro-
motion of the Diversity of Cultural Expressions (20053), as
well as the World Economic Forum (n.d.) reports on the
creative economy and cultural resilience. This enabled a
comparison of national regulatory frameworks with global
strategies of cultural policy and sustainable development.

At the second stage, the systematisation method was
employed to identify and classify key management practic-
es in art management. For this purpose, empirical data and
scientific publications were analysed; the systematisation
of these materials enabled the structuring of management
processes, the evaluation of organisational models, and
the identification of the most effective mechanisms of re-
source mobilisation, such as public-private partnerships
and crowdfunding initiatives. The third stage involved
the modelling method, which was used to construct and
validate a structural model of effective art management.
This model integrated economic, technological, and social
dimensions and was tested against various scenarios for
the development of the creative economy. The approach
enabled the exploration of strategies for incorporating
digital tools (for example, digital marketing and online art
platforms), lateral management methods, and innovative
financing mechanisms. The analysis of a number of aca-
demic sources was crucial, particularly H. Rodriguez-In-
suasti et al. (2022), whose global bibliometric study provid-
ed insights into long-term trends in cultural and creative
sectors, and M. Komorowski & J. Lewis (2023), who exam-
ined sustainability and recovery in creative industries. This
multi-stage approach ensured comprehensive research
and allowed for the integration of legal, managerial, and
technological aspects into a coherent analytical frame-
work that clarified the role of art managers in shaping the
sustainable development of creative industries.

RESULTS AND DISCUSSION
Creativity is a multifaceted concept that encompasses a
wide range of applications and can serve not only as the
basis of creative activity but also as a method of social
perception of the world, enabling adaptation to its chal-
lenges, changes, and new opportunities. On the one hand,
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creativity can be considered a tool for the formation of
non-standard thinking, which contributes to the effective
management of social, economic, and cultural process-
es; on the other hand, it has become a key component of
professional self-realisation, because the use of a creative
approach in any activity not only differentiates work, but
also makes it unique and competitive. For this reason, pro-
fessions grounded in creativity acquire particular signifi-
cance in the modern economy, as they have become a driv-
ing force in creating new markets, cultural products, and
socio-cultural initiatives that directly influence economic
development and the sustainability of social transforma-
tion (Avanesova et al., 2021).

In contemporary conditions, the institutionalisation
of creative activity has led to the formation of the so-called
“creative industries”, which, despite their diversity, are
subject to the general principles of economic organisation
and operate on the basis of market regulation. This in-
volves both the production of mass cultural products and
the monetisation of intellectual property. The term “cre-
ative industries” captures the process of the industriali-
sation of creativity, as it involves structuring, production

standardisation, and the use of effective management
mechanisms that ensure the sustainability of economic
processes in the cultural and artistic spheres. At the same
time, discussions continue in the scientific community
regarding the exact definition of this concept, as it cov-
ers a wide range of activities, ranging from traditional art
to high-tech digital products that combine aesthetic and
commercial value (Law of Ukraine No. 2778-VI, 2010).

Creative industries can be viewed from several per-
spectives, as they perform different functions in the so-
cio-economic environment. First, they represent unique
socio-cultural practices based on creativity, cultural in-
novation, and the integration of artistic ideas into every-
day life. Second, they constitute an important element of
the economic structure, as enterprises and entrepreneurs
in this sector not only generate new jobs, but also create
added value through intellectual products and copyrights.
Third, creative industries play a significant role in the
sustainable development of territories, as they synthesise
economic, political, social, and cultural factors, contribut-
ing to the growth of innovative activity and the formation
of a new level of urban development (Table 1).

Table 1. Main functions of creative industries

Function Economic dimension

Social dimension

Cultural dimension

Technological dimension

. Creation of new Promotion Combination of . .
Innovation . . L . .| Use of digital technologies
business models of creative thinking | traditions and modernity
. R . . . Employment Demand for cultural Development
Market stimulation Generation of new jobs L L .
opportunities for youth products of online platforms
. . Support Strengthening Preservation of cultural Application
Social integration . . . . . .
of local enterprises of social cohesion heritage of interactive tools
. Growth of a knowledge- | Development of “4C” Cultural education of Digital literacy
Educational role . . .
based economy competencies society and elearning
.. . . International Promotion of national Integration into
Global competitiveness | Attraction of investments . . .
cooperation identity global networks

Source: based on D. Kalfas et al. (2024)

In the context of sustainable development of the crea-
tive economy, which is increasingly integrated into global
economic and socio-cultural processes, the role of the art
manager extends beyond a purely administrative or or-
ganisational function and becomes a strategic component
of the effective functioning of the art market. L. Lipych
& T. Radishchuk (2024) noted that the art manager is not
merely an intermediary between the artist, the viewer, and
the consumer of a cultural product, but also a key figure
who shapes the economic value of creative activity, pro-
motes its commercialisation, and ensures the sustainable
development of the socio-cultural space through the in-
tegration of modern management approaches, marketing
strategies, and financial and economic mechanisms. In
this paradigm, art is no longer considered only an aes-
thetic phenomenon, but is instead recognised as part of a
large economic ecosystem that requires effective resource
management, adaptation to changing market conditions,
and an understanding of the principles of sustainable de-
velopment (Convention on the..., 2005).

An important role in this process is played by the for-
mation of an artistic environment in which a cultural prod-
uct is not only created, but also actively promoted in the
market and integrated into the global system of creative
industries. One of the main factors contributing to the suc-
cessful functioning of this environment is the development
of creative industries, which have become an important
mechanism not only for cultural expression but also for
economic growth. In the modern world, where post-indus-
trial economic models emphasise knowledge, information,
and intellectual capital, creative industries are increasing-
ly important, as they combine socio-cultural, economic,
political, and informational processes that determine the
prospects for the development of modern societies. This is
because, unlike traditional sectors of the economy, crea-
tive industries are not limited by material resources, but
instead are based on human intelligence, creative poten-
tial, cultural innovation, and modern technologies, which
enable them not only to adapt to change but also to actively
shape the future (Bezuhla & Lazakovych, 2024).
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For a deeper understanding of the essence of the art
manager profession as a manager in the field of culture,
it is necessary to refer to the general definition of man-
agement, according to which management involves not
the direct creation of a product, but the organisation of all
necessary conditions for its effective production, distribu-
tion, and consumption (Dundon, 2002). According to this
concept, an art manager is not the author of works of art
in the traditional sense, but plays a crucial role in ensur-
ing their viability in the market, creating a favourable en-
vironment for the implementation of artistic projects, the
development of creative entrepreneurship, and the forma-
tion of sustainable business models in the field of culture.
The manager’s activities include strategic planning, con-
ducting market research, establishing effective interaction
with investors, patrons, and consumers of cultural prod-
ucts, as well as ensuring the legal and financial aspects of
the functioning of artistic initiatives (Chen, 2023).

One of the main components of the professional ac-
tivity of an art manager is the development and conclusion
of contracts that regulate the process of creation, perfor-
mance, and distribution of artistic products, as well as en-
sure the legal protection of artists’ intellectual property.
V. Makedon et al. (2024a) emphasised that the role of the art
manager applies both to traditional agreements between
artists and customers and to modern copyright manage-
ment mechanisms, which are becoming increasingly rel-
evant in the digital era, when creative industries are be-
ing integrated into global technological processes. In this
context, an art manager acts not only as a director of art
projects or an organiser of cultural events, but also as a
strategic agent of change, determining trends in the devel-
opment of the creative economy, forming business models
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for promoting cultural products, and ensuring their ac-
cessibility to a wide audience. A modern art manager is
not merely an administrator, but an educated and creative
professional, able to work in conditions of rapid change,
predict cultural trends, and adapt traditional approaches
to new challenges of the digital age. Not only the success
of individual cultural projects, but also the development of
entire institutions that form a global creative ecosystem
depend on the manager’s professional activities (Kovaité et
al., 2022; Makedon et al., 2025).

In addition, effective art management requires the use
of modern technologies and innovative approaches that
optimise management processes, enhance communication
efficiency between artists, consumers, and businesses, as
well as strengthen the financial sustainability of the cre-
ative sector. An important component of this process is the
digitalisation of the cultural space, which entails the active
use of information and communication technologies (ICT),
the digitisation of works of art, the development of digi-
tal marketing, and the integration of cultural products into
digital platforms, which significantly expand their audience
and create new opportunities for the monetisation of cre-
ative activities. For instance, leading museums in Ukraine
and Europe have launched large-scale projects to create
high-resolution digital copies of paintings, sculptures, and
archival collections. The National Art Museum of Ukraine,
in cooperation with international partners, has implement-
ed initiatives to scan and digitise its most valuable exhibits,
enabling researchers and the general public to view them
online. Such projects contribute to the development of vir-
tual galleries and interactive educational platforms, where
digital artworks are combined with expert commentary, 3D
visualisation, and multimedia technologies (Fig. 1).

Figure 1. Virtual exhibition Masterpieces of NAMU at the National Art Museum of Ukraine

Source: Masterpieces of NAMU (2025)

Digitisation has reduced the risk of physical deterio-
ration of masterpieces, while at the same time promoting
their global accessibility, fostering cultural diplomacy, and
stimulating innovative forms of art consumption in the
digital era (Posnova, 2024). In the context of a globalised
world and its trends, characterised by instability, rapid

technological change, and the need to adapt to new eco-
nomic and socio-cultural challenges, art managers must
demonstrate a high level of professional flexibility, ana-
Iytical thinking, and the ability to innovate (Akimov, 2023).
For this reason, their activities are increasingly based on
modern management concepts such as lateral marketing,

42



A. Tatarnikova

design thinking, CRAFT, and other technologies that ena-
ble the effective management of creative processes and the
creation of sustainable business models for the develop-
ment of cultural products.

Art management, as a key component of the effective
functioning of the creative economy and socio-cultural
projects, is grounded in the application of innovative ap-
proaches that not only optimise management processes
but also facilitate the creation of qualitatively new busi-
ness models that meet the requirements of the digital age
and the principles of sustainable development. One such
effective approach is lateral thinking, which, unlike tradi-
tional methods of analysing market opportunities, offers
an alternative way of finding solutions by going beyond the
boundaries of familiar concepts and standard economic
models. H. Andrews & A. Hawcroft (2024) noted that in the
field of creative industries, this method contributes to the
development of unique products and services, the crea-
tion of new market niches and, consequently, ensures the
sustainable growth of enterprises operating in the cultural
and artistic sectors.

Another effective tool in the field of creative man-
agement is the CRAFT methodology (Creative Algorithm
Framework & Tools), which is based on the systematisa-
tion of the creative thinking process and its application to
solving specific business tasks in the field of socio-cultural
development. A practical example of applying the CRAFT
methodology can be found in the development of a digi-
tal platform for promoting local cultural heritage in small
Ukrainian communities. Within this project, art managers
and IT specialists used CRAFT to systematise the creative
thinking process and transform abstract cultural ideas
into structured business tasks. At the first stage, the team
applied algorithmic tools to identify key needs of the com-
munity: preservation of folklore, promotion of traditional
crafts, and attraction of tourism. Then, through CRAFT
modelling, these needs were translated into concrete digi-
tal solutions, such as an online marketplace for handmade
products, virtual tours of cultural sites, and interactive
storytelling applications (Fig. 2).

Silk weaving

Glass blowing

Figure 2. Application of the CRAFT methodology
to traditional crafts: motion capture and digital
structuring of silk weaving and glass-blowing processes
Source: based on N. Cadi Yazli et al. (2022)

The methodology facilitated iterative testing of ideas,
optimises user experience, and supported the creation
of a scalable business model that ensured both cultural
sustainability and economic benefits. Thus, CRAFT has
proved effective in bridging creativity with entrepreneur-
ship. The use of this technology not only structured cre-
ative processes, but also developed effective mechanisms
for integrating artistic ideas into market systems, which
was extremely important for the development of the cre-
ative economy. For example, the Kiricard marketplace,
which specialised in the production and wholesale supply
of greeting cards, has also expressed interest in applying
the CRAFT methodology and has described the main folk
crafts of different countries around the world (Fig. 3).

72 KIRICARD HOME SHOP  ABOUTUS CONTACTUS WHOLESALE FREE TEMPLATE QP PP @
ProbuCTS
- . gt Aushalian Animals Happy
25+ Traditional Craft Techniques from Around the World i e
Posied by £ keadmin On Jly 31, 2024 oo
««««« Colorful Merry Christmas
@ Popuup Card
=]
Christmas Night Pop-up
4 Santa's Cozy Room Popup
gl =
Christmas Town Popup
=
CATEGORIES

Blog
Free Pop Up Card Template.
Handmade Story

Kiri News

Figure 3. Demonstration
of contemporary works of traditional crafts
Source: Kiricard (n.d.)

Art managers, who apply this approach gain the op-
portunity to streamline their activities, simplify the pro-
cess of implementing cultural projects, and increase their
economic efficiency by using algorithmic methods in cre-
ative activities (Blyzniuk, 2024). Design thinking deserves
special attention, being one of the defining practices of
modern art management, which was gaining particular
importance in the context of the so-called “fourth indus-
trial revolution”, characterised by the close integration of
technology, innovation, and socio-cultural processes. The
approach itself elevated the management of cultural pro-
jects to a fundamentally new level, as it drawn on collective
intelligence, creative cooperation, flexible management
strategies, and a deep understanding of consumer needs.
1. Moiseienko et al. (2024) pointed out that, thanks to de-
sign thinking, art managers have acquired tools for devel-
oping solutions that not only align with modern market
trends but also contribute to solving global social prob-
lems through the use of aesthetic, cultural, and economic
mechanisms.

Design thinking can be considered a “free art of tech-
nological culture”, as it combines the rationality of sci-
entific analysis with an intuitive and artistic approach to
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solving problems, which is particularly relevant for mod-
ern art management. Its roots can be traced back to the
Renaissance, when humanistic education provided a wide
range of knowledge in various fields of science and art,
enabling the creation of harmonious socio-cultural sys-
tems. A similar approach has emerged in 2022-2024, as
it has contributed to the formation of universal solutions
based on a deep understanding of social needs, techno-
logical capabilities, and economic realities, which has not
only increased the efficiency of creative industries but also
ensured their sustainability in the long term (Yatsko, 2020).

Contemporary design thinking is not only a technology
that contributes to the development of effective manage-
ment strategies in the creative economy, but also reflects
a holistic concept of a creative manager, capable of com-
bining an innovative project management style with a peo-
plecentred and problem-oriented approach to business
development in the socio-cultural sphere. The use of this
method in the activities of an art manager makes it possi-
ble to integrate a systemic, interdisciplinary, and iterative
approach to management, which constitutes an important
element of the effective implementation of cultural and ar-
tistic initiatives. Design thinking involves a sequential cycle
of actions that correspond to the PDCA concept (Planning —
Implementation - Check - Adjustment), which supports
the continuous improvement of decision-making process-
es and optimisation of business models in the creative in-
dustries. V. Makedon et al. (2024b) argued that applying this

approach to managing artistic projects enables not only the
identification of the main problems and requests of con-
sumers, but also the creation of an appropriate prototype
of a product or service, which subsequently undergoes
testing, analysis, and necessary refinement before large-
scale implementation on the market.

Another important element of management in the
creative economy is business modelling, which plays a
key role in the development of small and medium-sized
businesses within the framework of creative entrepre-
neurship. Using this approach makes it possible to create
unique, competitive products and services that hold high
value for consumers and contribute to the development
of the socio-cultural space. In a modern economy driven
by creativity, cooperation, and innovation, an art manager
needs to have a wide range of competencies that ensure
the effectiveness of managing creative projects. Especial-
ly important in this context are skills that correspond to
the concept of “4C” (critical thinking, creativity, commu-
nication, collaboration), as they help address complex,
non-standard tasks that arise in the process of develop-
ing and implementing socio-cultural initiatives. It should
be noted that, in order to function successfully in a mod-
ern post-industrial society, under the conditions of rap-
id changes in the knowledge economy and the so-called
“orange economy”, an art manager must reformat their
thinking, using a comprehensive approach based on key
principles (Table 2).

Table 2. Key principles of art managers’ thinking in the orange economy

Principle Core meaning Practical application Expected outcome
Emergence Spontaneous development Encouraging self-organisation Generation
of systems in creative teams of innovative project ideas
Compasses Stratesic orientation Setting long-term cultural Clear vision .
development goals and sustainable strategies
Risk Readiness for innovation Implementing (?xperimental Competitive advantage
art projects through novelty
Diversity Integration Engaging experts Broader perspectives
of multifaceted experience from different fields and inclusive growth
Critical thinking | Evaluation of decisions’ effectiveness | Regular analysis of project outcomes | Improved quality and accountability

Source: based on H. Kapinos & K. Larionova (2024), I. Moiseienko et al. (2024)

The modern structure of the art market recognises
the art manager as an entrepreneur who not only organ-
ises activities in the field of art but also actively influences
the formation of demand, tastes, and cultural expectations
of the audience, broadening the boundaries of perception
of works of art and art products. In view of this, a mod-
ern art manager must not only be well-versed in various
types of art, but also deeply understand the specifics of
the creative process, the mechanisms of organisation
and production of cultural products, technological as-
pects of their implementation, documentation, manage-
ment practices, marketing, and information strategies, all
of which are essential for the effective functioning of the
art industry (Order of the Cabinet of Ministers of Ukraine
No. 293-1, 2025). It is also important to recognise that art is

not only a commercial industry, but also part of the gen-
eral cultural heritage of humanity, an important element
of spiritual heritage, which plays a significant role in the
moral, social, and cultural development of society. The
use of marketing tools, such as fundraising, advertising,
PR campaigns, promotion, digital marketing, and other
mechanisms for attracting an audience, ensures the effec-
tiveness of the creative sector, supports the expansion of
its influence, and facilitates its integration into global eco-
nomic processes (Tatarnikova, 2022; Loots, 2023).

An individual art manager is not just a manager in
the traditional sense, but a multifunctional specialist who
performs various roles depending on the level of the or-
ganisational structure in which they work. An art manager
can act as a producer involved in financing and organising
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artistic projects, an entrepreneur creating and promoting
new artistic initiatives, an impresario managing the ca-
reers of artists, or an art director who shapes cultural con-
cepts and implements strategic plans for the development
of artistic organisations. N. Bolkvadze & S. Shmanko (2022)
emphasised that, regardless of the specific specialisation,
the activities of an art manager are aimed at achieving
an end result that has both cultural and economic value,
which makes them a key actor in the processes of devel-
oping the creative economy. Management methods in the
art industry, art business, and sociocultural space draw
on different approaches to the organisation of activities,
which are founded on modern concepts of management,
marketing promotion, financial management, and the in-
tegration of digital technologies into the cultural sector.
In view of this, a modern art manager must possess not
only traditional management competencies but also un-
derstand the principles governing the creative process, be
able to balance artistic and commercial aspects of activity,
and be flexible in decision-making, adapting to new eco-
nomic and cultural challenges (Ericsson et al., 2024).

The creative economy has already become one of the
defining sectors of the modern global services market,
shaping new employment models, expanding opportuni-
ties for the self-realisation of creative individuals, and pro-
moting economic growth through the production of cul-
tural and artistic products. In this context, art management
plays an important role in building effective strategies for
the development of creative industries that combine eco-
nomic benefit, social responsibility, and cultural mission.
Through the activities of art managers, creative projects
receive proper support, maintain sustainability, and adapt
to the rapidly changing market environment, which is an
important factor in their long-term success. J. O’Con-
nor (2024) noted that one of the main tasks of state policy
in this context is not only the production of new cultural
products and services but also the creation of innovative
mechanisms for the active use of existing cultural resources
of territories, involving the implementation of project-ori-
ented strategies aimed at the development of the creative
environment, the transformation of social institutions, and
the formation of new approaches to cultural policy.

In this approach to the implementation of cultural
policy, where the territory, its infrastructure, human cap-
ital, and social environment become the main objects of
strategic management, art management serves as one of
the key mechanisms for integrating culture into the eco-
nomic system. Thanks to effective management and the
involvement of entrepreneurial initiatives in the field of
art, opportunities emerge for the development of pub-
lic-private partnerships, the creation of target investment
funds, and the formation of cluster associations, within
which synergy occurs between business structures, cre-
ative entrepreneurs, cultural institutions, and state in-
stitutions. H. Nikoli¢ & F. Mikusa (2023) pointed out that
this approach activates the mechanisms of cultural pro-
duction, supports innovative art projects, and fosters the

creation of economically profitable cultural products that
have high social and spiritual value. In the space of modern
post-industrial and postmodern society, all processes in
the field of culture and art acquire a commercial charac-
ter, which necessitates the development of competencies
in creative management and entrepreneurship.

Art management, as a separate discipline and man-
agement practice, was one of the key tools for the de-
velopment of an innovative creative economy. In this
context, the art manager became not just a coordinator
of projects in the field of art, but also a driving force of
creative development, ensuring the transformation of
cultural policy and contributing to the expansion of re-
gional economic opportunities by integrating culture
into sustainable development strategies. As an important
element of human capital and an intellectual resource
of the creative economy, the art manager combined the
competencies of an entrepreneur, marketer, strategist,
and cultural diplomat, shaping new approaches to the
organisation of cultural business and the promotion of
art projects. They were specialists engaged in discover-
ing new talents, organising art festivals, developing new
segments of the art market, popularising modern artistic
trends, and ensuring the integration of creative products
into the global cultural space.

CONCLUSIONS

The study demonstrated that creative industries served as
a powerful factor of economic growth, integrating social,
economic, political, and informational aspects. This stimu-
lated the emergence of new markets and the generation of
intellectual property and cultural products that combined
artistic value with a commercial component. It was shown
that the regulation of creative activity shaped innovative
business models, where creativity functions as the main
source of added value, driving job creation, innovation, and
economic enrichment. Modern art management was re-
garded as a key element of the creative economy, as it syn-
thesised managerial, entrepreneurial, marketing, financial,
and cultural mechanisms. The art manager acted not only
as a coordinator of artistic processes, but also as a strategic
initiator of transformation, introducing modern methods
of managing the cultural sector and promoting its globali-
sation and monetisation. Their functions included the de-
velopment of business strategies, management of creative
teams, attraction of investment, implementation of digital
marketing solutions, and financial analysis, all of which
supported the long-term stability of cultural initiatives.

A conceptual model of effective art management was
proposed, based on a combination of artistic and commer-
cial thinking, the integration of technologies into cultur-
al processes, and cross-sectoral cooperation. The model
envisioned the formation of an ecosystem of creative en-
trepreneurship through cooperation between the state,
business, and civil society, thereby ensuring sustainable
development and sectoral competitiveness. To improve
the management of socio-cultural projects, the following
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measures were proposed: the development of public-pri- ACKNOWLEDGEMENTS
vate partnerships, attracting investment in culture, and  None.

the advancement of digital transformation within the na-

tional art market. Future studies should focus on the de- FUNDING
velopment of quantitative and qualitative indicators for  None.

assessing the effectiveness of art management in creative

industries, with special attention to measuring cultural CONFLICT OF INTEREST
capital and its impact on regional competitiveness. None.
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KpeaTuBHa eKOHOMIKA Ta COLiOKYJIbLTYPHI IIPOEKTH:
POJIb apT-MEHEIKEPa B CTBOPEHHI CTAJI0I0 PO3BUTKY

AHOTAIISL. 3HAUYNIICTD JOCIKEHHA BUSHAYEHA 3DOCTAIOY0I0 POJLIIO KPEATUBHOI EKOHOMIKH Y 3a0€31eYeHHi CTa10ro
PO3BUTKY B yMOBax rao0aiisamii ta mudposoi Tpancdopmarii. Mero crarti 0y10 BUSHAYNTH I OOIPYHTYBATH
CYJACHI HAPSAMU CTAJOT0 PO3BUTKY KPEATUBHOI eKOHOMIKU Ta COIIOKYILTYPHUX iHII[IATUB 3 aKIIEHTOM Ha POJIb apT-
MeHemKepa. Y TOCTKeHH] 3aCTOCOBAHO IHCTUTYIIMHII IHAXIA I8 aHaxi3y IpaBoBOr0 CEPEIOBUINA KPEaTUBHOI
€KOHOMIKH, METOJ CHCTEMAaTU3AITiI TSI CTPYKTYPYBaHHSA YIIPABIIHCHKUX IMTPAKTUK B apT-MEHE;KMEHTI Ta MO TIOBAHHS
IUIST TIPOEKTYBAHHS e(EKTUBHOI YIIPABIHCHKOI CTPYKTYPH. Lle 710 3MOry 3IiHCHITH OIIHKY JeP;KAaBHOI I ITPUMKI,
Kracudikaiio yIpaBImHCbKIX MOJEIEH 1 3ampomoHyBaTH IHCTPYMEHTH MOOLTi3amii pecypciB. 3ampornoHoBaHi
creHapii pO3BUTKY MiATPUMYBAIN CTAJIE 3POCTAHHSA KPEATUBHUX iHAYCTPIN i3 ypaxyBaHHAM IUMPOBUX TEXHOIOIII
Ta MApPKETHUHTOBHUX IIXOMIB. Byl10 pereabHO MpoaHaTi30BaHO MPOBIIHI (aKTOPH, MO BILIUBAIN Ha eOEKTUBHICTD
IHTErpOBAHOTO YIPABTIHHA HAIIOHATLHUMHM KPEATUBHUMM iHAYCTPIAMU, 30KpeMa BUKOPUCTAHHSA IMPUK/IATHUIX
MapKETUHIOBUX CTPATETill, METOIIB Oi3HEC-MOAETIOBAHHS, CYyIACHUX 1H(MOPMAITHO-KOMYHIKAIINHIX TEXHOIOTIN Ta
(hbiHAHCOBUX IHCTPYMEHTIB, HEOOXiJHUX /IS 3a0€3II€UEHHS CTAJI0T0 PO3BUTKY KyJIbTYpPHOI cdepu. OOIPpyHTOBAHO, IO
PE3YABTATHBHICTD COLIOKY/IBFTYPHUX IHIIIATHB 3aJ€KUTh Bifl iHTErpariii Cy4acHux yIpaBIiHChKIX TEXHOIOTI, 30KpeMa
JIATEPATBHOI0 MAPKETHUHIY Ta AU3AITH-MIC/JICHHS, SIKi CIIPUSIOTH (POPMYBAHHIO KOHKYPEHTHHIX MOJE/IeH HAIIOHAIbHIX
MUCTENBKUX IHIIATUB y MeKax raobaxisamii Ta unudposisamii. Po3po0IeHo KOHIENTYaIbHy MOAEIb TPodeciiiHol
TSUIBHOCTI B Traaysi apT-MeHeZKMEHTY SIK OCHOBHUI iIHCTPYMEHT CTPATEriYHOro yIpaBs/iHHs B KPEATUBHIX iHAYCTPIsAX.
BoHa BKJIIOYAJA MIKIUCHUILIIHAPHI IHIXOIM 10 YIPABIIHHSI MUCTEHbKUMU IIPOEKTAMM, ITOCUJICHHS JepPyKaBHO-
[IPUBATHOIO IIAPTHEPCTBA TA 3aAyYEHHs iHBECTUIN. TaKo;K 0Y/I10 3aIIPOIIOHOBAHO MEXaHi3MH iHTerparii KpeaTuBHOro
MAIPUEMHUIITBA B EKOHOMIYHY CUCTEMY, CIIPSMOBAHI HA CTBOPEHHS HOBUX POOOUYNX MiCIIb, i BUIIEHHS IHHOBAIITHOIO
MOTEHINATY Ta CHPUSHHS CTATOMY PO3BUTKY KYJIBTYPHOI chepr

KJIouoBi €/10Ba: Kpearusna €KOCUCTEMA; CTPATErid yOPaBIHHA;, KYILTYPHUII OpPOCTIp;  6i3Hec-Momen;
apT-MeHEe;KMEHT
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Transformation of the urban environment into mini-public multifunctional
spaces by organising an innovative architectural form - parklets

Abstract. The search for alternative solutions to the problem of organising public space, without the implementation
of large-scale projects or substantial capital investment under the constraints of dense urban development, is a pressing
issue. The purpose of the study was to assess the condition of existing public spaces through a population survey
and formulate recommendations for the design and integration of parklets within architectural and urban planning
infrastructures. Based on the findings, the design principles, main components, formal design approaches, fundamental
requirements, and usage scenarios of parklets in the urban environment were defined within the framework of the
“parklets — public space - citizens” system. Methodological recommendations necessary for the construction of parklets
that considered residents’ interests and aligned with contemporary urban development trends were outlined. A survey
demonstrated that the vector of development, planning, and operation of public space ought to be revised according to
residents’ needs. 53% of respondents indicated a shortage of public spaces for urban recreation, highlighting the necessity
of alternative solutions to address this issue. 42% of participants observed a low standard in the quality of organisation
of existing public spaces, suggesting a requirement not merely for reconstruction, but for redesign. 91% of respondents
supported the creation of additional public mini-spaces in the form of parklets to address the shortage of recreational
zones. 38% of respondents expressed willingness to take an active role in enhancing the quality of public spaces, from idea
generation through to project implementation, indicating a readiness among citizens to collaboratively address issues
of urban improvement. The findings may be utilised by designers and architects in the development of public space
projects, and by local governments during implementation

Keywords: components of parklets; parklet use scenarios; parklets design principles; structure of parklets; effectiveness
of parklets; requirements for parklets

INTRODUCTION

Public spaces increasingly play a central role in the lives
of urban residents and can serve as the primary catalyst
for urban transformation and renewal, enhancing quality
of life, fostering local entrepreneurship and, consequent-
ly, facilitating the integrated development of urban infra-
structure. The creation of a comfortable and safe urban
environment constitutes the principal focus in the design
of public spaces.

Parks and other public spaces confer evident health
benefits on citizens and communities, and financial value
on cities. K. Herman & M. Rodgers (2020) stated that many
cities experience difficulty in providing adequate levels of
open space for residents, particularly in densely built-up
neighbourhoods. In this context, many settlements found
it challenging for architects, designers, and municipal
authorities to create a comfortable, social and safe urban
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environment that was resident-oriented and adapted to
local needs, without resorting to large-scale projects and
substantial capital investments amidst the constraints of
dense urban development. Simultaneously, uncontrolled
parking of vehicles frequently occurred on pavements,
streets, plazas, and vacant yard areas. Specialists recog-
nised the need for novel approaches to the creation of
public spaces, such as squares, streets, and other publicly
accessible areas, since public space was an integral com-
ponent of urban infrastructure.

.M. Shokry (2020) noted that public space develop-
ment should incorporate the latest technological advance-
ments to ensure citizen well-being and comfort. As popu-
lations grow and urban development densily intensified,
existing open spaces were diminishing; hence, the estab-
lishment of parklets (miniature public spaces) may offer
a viable solution to public space deficits. A parklet was a
small public recreational area, a miniature public space
or mini-square, comprising a specially designed structure
with seating and landscaping. It extended from the pave-
ment to offer additional space and convenience for indi-
viduals to meet, socialise, and relax. As A. Holovatiuk (2022)
indicated, historical analyses of public space development
demonstrated that parklets represented a recent instru-
ment for addressing the challenges of organising recrea-
tional areas in contemporary cities.

Parklets aimed to increase space and convenience
for people to relax, meet, and socialise by extending the
pavement, as explained by K. Zhykhareva & S. Rogov-
sky (2021). Parklets simultaneously help to reduce unau-
thorised vehicle parking on pavements and in squares,
while also organising new recreational areas for citi-
zens. Parklets were publicly accessible and open to all.
J.L. Muller (2021) emphasised that architects and design-
ers had a critical role in shaping the image of future pub-
lic spaces and integrating them into the overall urban
fabric. E. Korkmaz (2024) noted that parklet structures,
which can be installed modularly in one or more parking
spaces, were employed to regulate traffic, ensure pedes-
trian safety and create public spaces. G.FY. Caymaz &
M.A. Zerriouh (2022) indicated that the parklet concept
was initially introduced in San Francisco (USA), a city
overloaded with car parks, and that the idea of creating
parklets was now spreading widely, enjoying popularity
in many countries as a means to address the lack of rec-
reational areas in cities.

In Ukraine, the idea of transforming parts of parking
areas into mini-oases (parklets) started relatively recently,
in 2015, in Ivano-Frankivsk. N. Sosnova (2021) emphasised
that this initiative could serve as one potential solution to
contemporary urban planning challenges in Ukraine. Par-
klets represented a form of artistic expression in public
spaces and contributed to shaping the image of the archi-
tectural and urban environment from the perspective of
artistic design (Praslova, 2021).

Since their inception, the concept of mini-parks
(parklets) has evolved into a global experiment aimed at

revitalising and reshaping urban spaces for social inter-
action, recreation, and artistic expression. N. Jarman &
E. Stratford (2023) observed that a global movement in
urban design and planning, encompassing small experi-
mental parklets, held promise as a strategy for address-
ing the organisational challenges of contemporary cities.
Modern trends in urban planning and policy suggested
an increasing focus on sustainable urban mobility and
improved living conditions for urban residents (Comi et
al., 2022). According to Q. Stevens & M. Morley (2024), the
innovativeness and creativity evident in the design and
components of parklets served as key criteria in evaluat-
ing the quality of street-level urban spaces, features that
were consistently appreciated by the public. Based on the
analysis of various sources, including theoretical literature
and practical case studies, the creation of comfortable and
inclusive public spaces was as a pressing priority for urban
environments. The purpose of this study was to identify
innovative solutions to the challenges of public space or-
ganisation and to address related social issues.

MATERIALS AND METHODS
The methodological framework of the study was:

Literature review and conceptual analysis. Papers,
abstracts, and monographs were analysed to explore the
research subject. This approach enabled the systematisa-
tion of existing theoretical knowledge and the integration
of new information.

Interviewing and data collection. Practical data col-
lection was conducted via oral and written surveys to eval-
uate the quality of existing public spaces.

Monitoring. Observation of the condition of existing
objects of public spaces allowed systematising the facts
and giving an assessment of their qualitative and quanti-
tative condition.

Systematisation and generalisation. The diverse
data obtained were systematised and generalised into a
coherent scientific framework, forming the basis for the
conclusions of the study.

This study was conducted in 2024 to assess the con-
dition of public spaces in Ukrainian cities. Observations
and surveys were conducted among residents and visi-
tors of Cherkasy (Ukraine). Semi-structured surveys were
conducted among 488 respondents. Two groups of people
were selected for the surveys - citizens and visitors of the
cily. 351 citizens and 137 visitors took part in the survey,
among them were 54 teachers, 144 students, 45 civil serv-
ants, 119 business employees, 126 representatives of other
professions (Table 1). Respondents, both male and female,
ranged in age from 16 to 70 years and voluntarily disclosed
their occupation and age. The geographical scope of the
respondents included Cherkasy, Kyiv, and Kharkiv oblasts,
represented through students and guests of Cherkasy
city. Moreover, students of Cherkasy State Technologi-
cal University participated in the survey. The survey was
conducted in organisations among employees and on the
streets of the city.
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Table 1. Distribution of respondents by occupation
Respondents Educators Students Government Business Others Total
employees employees

Residents 45 12 34 91 69 351
City visitors 9 32 1 28 57 137
Total 54 144 45 119 126 488

Source: developed by author

The criterion for selecting respondents among those
working in organisations and local public bodies was tar-
geted, while on the streets of the city, it was random. This
approach allowed for the inclusion of opinions from profes-
sionals and the general public. In line with the objectives of
the study, respondents were asked to answer six open-ended

questions (Table 2). Respondents were informed about the
aim of the survey and of the study in general. The ethical
aspects of the study adhered to the principles of The Dec-
laration of Helsinki (2013). Following the completion of the
primary analysis of the survey results, statistical processing
and summarisation of the obtained data were conducted.

Table 2. List of survey questions
No. Questions Response options

In your opinion, is there a deficit of public spaces for
citizens’ recreation in the city (district, neighbourhood)?

A. Enough
B. Not enough
C. I'would like more

2 How do you assess the quality of public spaces in the city?

A. Excellent
B. Good
C. Satisfactory
D. Poor

How do you feel about the idea of creating additional

A. Positively

3 .. . . . B. Negatively
mini-public spaces in the city?
P P &l C. Difficult to answer
A. Demolish some structures
What would you suggest to increase the number of B. Eliminate unauthorised parking spaces
4 recreational areas in the city? C. Utilise vacant land
D. Difficult to answer
A. Parks
Which type of public space is more realistic in a cramped B. Squares
5 urban environment? C. Parklets
D. Difficult to answer
Would you participate in programmes to improve A. Yes
6 public recreational areas in the city (from idea to B. No
implementation)? C. IU’s a concern of the city government
Source: developed by author
RESULTS AND DISCUSSION or unauthorised car parking spaces along streets, in alleys,

A parklet is a stylish and practical element of the urban
landscape, which is a cosy place for relaxation and is dis-
tinguished by its functionality. The main purpose of or-
ganising parklets is to increase available space and create a
zone for relaxation for both citizens and visitors, offering a
place to rest, meet, and engage in social interaction, while
observing city life.

Typologically, parklets may be classified as small ar-
chitectural forms, structures used to organise mini-public
spaces that complement the architectural, urban planning,
garden, and park composition of the city (Jain, 2019). Par-
klets were often installed in place of one or more authorised

squares, or near cafés and shopping centres. Their pur-
pose was to demonstrate, how many people can simulta-
neously use the space occupied by a single parking spot
(Jarman & Stratford, 2023). Parklets created mini-func-
tional public spaces. In addition to garden benches and
landscaping elements, they may include chairs, tables,
bicycle parking racks, exercise equipment, and modern
amenities. The design of parklets represented a new ap-
proach that responds to the needs of the present and an-
ticipated future challenges. Parklets served as catalysts for
the transformation of the urban environment. Their de-
sign must consider the needs of a diverse range of users,
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such as holidaymakers, pedestrians, drivers, cyclists, and
public transport passengers, within a limited urban space.
M. Husiev (2024) noted that the successful implementation
of parklets contributed to business and service develop-
ment and enhanced the quality of recreational spaces. The
basic principles of parklet design were:

Compositional unity of the object-spatial environment.

Creation of connections between places and people
by widening pavements and adding seating areas.

Optimisation of the carriageway and increased safety.

Improved accessibility by installing additional ele-
ments such as benches, bins, flowerbeds, lighting features,
and green spaces.

Enhancement of public spaces by increasing recre-
ational areas.

The following parklet components should be included

in the design to better organise the seating area (Fig. 1).

Green plantings
Furniture
Static light
Information stands
Electrical power supply

Wi-Fi zone

Components of parklets design

Cycle parking facilities

Figure 1. Object-spatial components of parklets
Source: developed by author

The components of parklets may include natural and
artificial materials that were environmentally sustainable.
Design elements that reflected the historical context and
modern trends were advantageous, when creating par-
Kklets. The incorporation of innovative content allowed for
improved organisation of recreational areas and contrib-
uted to the development of the urban environment. The
inclusion of an information stand and a Wi-Fi zone within
the parklet enhanced convenience for users.

Parklets contributed to inclusive green infrastructure,
enhancing the urban environment and raising ecological
standards. They symbolised a healthy, pleasant, and vi-
brant public environment. Parklets improved quality of
life, expand recreational areas, eliminate unauthorised
parking, addressed the lack of rest areas for residents,
enhanced the aesthetic appeal of streets, increased land-
scaping, and mitigated traffic imbalances in urban areas
(Baster & Pohranychna, 2024). The implementation of par-
Klets in contemporary cities was an effective and rational
approach to addressing numerous challenges associat-
ed with shaping public spaces in modern metropolises.
Among the primary issues addressed through the use of
parklets were the following (Fig. 2).

Effectiveness of parklets in solving
recreational areas problems:

e Unauthorised parking.

« Lack of recreational facilities for citizens.
» Absence of aesthetically pleasing areas.

« Insufficient greening of urban streets.

« Traffic imbalance of city streets

Figure 2. The role of parklets in mitigating challenges
faced by recreational areas
Source: developed by author

Innovative solutions in the form of parklets provided
increased space for pedestrians, improved the comfort
and aesthetics of streets through targeted landscaping,
contributed to air purification, and created comfortable
conditions for short-term recreation. The development
of such mini-parks within urban areas was a relevant and
timely task. This approach represented a new and engaging
urban experience for Ukraine. These public spaces offered
an effective means of locally transforming the urban land-
scape, revitalising, and enhancing the built environment.
Parklets were designed to highlight alternative uses of ur-
ban space, with potential usage scenarios including: public
(freely accessible to all); commercial (repurposed for busi-
ness activity); and public-commercial (a combination of
public and commercial use). According to their structural
design, parklets can be classified as follows (Fig. 3).

Structural forms of parklets

Simple platforms

Modular blocks

Customised constructions

4

Figure 3. Constructional forms of parklets
Source: developed by author

The choice of constructional forms of parklets de-
pended on the site of installation and the compositional
resolution of the surrounding object-spatial context. Stud-
ies demonstrated that the installation of parklets brought
numerous functional and emotional benefits to residents,
in particular by helping to:

Create additional dynamic public spaces and sup-
port social interaction.

Ensure pavements remain accessible for pedestri-
ans rather than being occupied by vehicles.

Provide opportunities for effective advertising and
increase footfall for local businesses.

Mitigate the effects of pollution through landscaping.

Establish new and vibrant public areas.

Improve perceptions of the urban streetscape.

Contribute to the city’s distinctive character.
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Based on the results of the study, it was recommended
that the following requirements be considered, when de-
signing and installing parklets in urban spaces (Fig. 4).

inclusiveness

safety

functionality

attractiveness
Basic

requirements
for parklets

mobility
modularity
stability
durability

proximity

Figure 4. Basic requirements for parklets
Source: developed by author

Considering these recommended requirements, when
designing and installing parklets enhanced their function-
al and aesthetic quality, along with their popularity and
appeal among residents. The second stage of the study
involved conducting surveys among residents and visitors
of the city. The objective was to assess the condition and
quality of existing public spaces. The following findings
were obtained through a sociological study using a sur-
vey, which aimed to gauge public opinion regarding the
availability of recreational public spaces in the urban en-
vironment. In response to the question, “In your opinion,
is there a deficit of public spaces for citizens’ recreation
in the city (district, neighbourhood)?”, responses were dis-
tributed as follows: “Enough” - 16%, “Not enough” - 53%,
and “I would like more” - 31% (Fig. 5).

1. In your opinion, is there a deficit of public spaces for
citizens' recreation in the city (district, neighbourhood)?

60
50
40
30
20
10

0

Enough Not enough I would like more

Figure 5. Assessment of sufficiency
of public spaces in the city, %
Source: developed by author

The survey results indicated that residents experience
a shortage of small-scale recreational spaces near their
homes and workplaces. This suggested that urban devel-
opment has not adequately addressed the needs of citizens
and other users. The creation of additional public spac-
es in the form of parklets should address these real and

pressing demands. When assessing the quality of public
spaces in the city, the distribution of responses was as fol-
lows: “Excellent” - 7%, “Good” - 21%, “Satisfactory” - 30%,
and “Poor” - 42% (Fig. 6). Survey participants highlight-
ed the generally low quality of the organisation of existing
public spaces, noting that these areas require not only re-
construction but also comprehensive redesign.

2. How do you assess the quality of public spaces in the city?

5
0 Excellent Good Satisfactory

45
40
35

Figure 6. Assessment of the quality
of public spaces in the city, %
Source: developed by author

The survey and the territorial analysis demonstrated
that many public spaces in urban areas suffered from in-
adequate spatial organisation and required comprehensive
improvement. This issue necessitated the development
and implementation of an overarching concept and an in-
novative design approach that aligned with contemporary
quality standards for public space design. When respond-
ents were asked about the potential creation of additional
public mini-spaces in the city, their answers were as fol-
lows: “Positively” - 91%, “Negatively” - 2%, and “Difficult to
answer” - 7% (Fig. 7). The overwhelming support (91%) for
the creation of additional mini public spaces in the form of
parklets highlighted a strong public demand. This should
be addressed through the development of more small-
scale public spaces within urban areas.

3. How do you feel about the idea of creating

100 additional mini-public spaces in the city?

90
80
70
60
50
40
30
20
10

Positively Negatively Difficult to answer

Figure 7. Public support for the creation
of mini public spaces, %
Source: developed by author
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The study showed that the urban population welcomes
the expansion of recreational space in the city; moreover,
there was a considerable need for the creation of addi-
tional public mini-spaces in various areas. Two-thirds of
respondents supported the development of new public
mini-spaces. When selecting locations for the creation of
additional recreational areas in the city, the respondents’
suggestions were distributed as follows: “Demolish some
structures” - 18%, “Eliminate unauthorised parking spac-
es” - 53%, “Utilise vacant land” - 26%, and “Difficult to an-
swer” - 3% (Fig. 8). The findings indicated that unauthorised
parking spaces were a source of irritation for many urban
residents. Cities should prioritise increasing the number of
compact public spaces integrated into the existing urban
fabric to address this strong community demand.

4. What would you suggest to increase the

60 number of recreational areas in the city?

50

40

30

20

'

0 |
Demolish some Eliminate  Utilise vacant Difficult

structures  unauthorised land to answer

parking spaces

Figure 8. Options for increasing the number
of public spaces in the city, %
Source: developed by author

The survey showed that a majority (53%) of respond-
ents proposed creating public mini-spaces (parklets) by re-
moving unauthorised parking areas. Observations of urban
environments also confirmed the widespread presence of
such parking practices. In response to the question, “Which
type of public space is more realistic in a cramped urban
environment?”, the distribution of answers was as follows:
“Parks” - 14%, “Squares” — 30%, “Parklels” - 54%, and “Dif-
ficult to answer” — 2% (Fig. 9). The results demonstrated
that city residents recognised the creation of mini-public
spaces in the form of parklets as the most realistic solution
in the context of spatially constrained urban areas. Accord-
ing to 54% of respondents, this approach could be the most
effective in addressing the need for recreational zones for
residents and visitors. Moreover, 30% of respondents ex-
pressed support for more conventional solutions, such as
the development of recreational zones in the form of pub-
lic gardens. Residents acknowledged that urban space was
constrained by existing buildings and therefore proposed
more feasible solutions, favouring the creation of par-
Klets. This illustrated the growing popularity of parklets
as a means of establishing open, comfortable, and inno-
vative environments within compact urban settings. These

spaces served as hubs for gathering, recreation, socialis-
ing, and community activity. Regarding participation in
programmes aimed at improving public recreational areas
in the city, respondents answered as follows: “Yes” - 38%,
“No” - 20%, and “It’s a concern of the city government” -
42% (Fig. 10). Among those surveyed, 42% considered the
development and organisation of public spaces to be the
exclusive responsibility of municipal authorities. This find-
ing highlighted a lack of public awareness and guidance
concerning the role of citizens in shaping public spaces. No
considerable effort was made to engage citizens in discus-
sions about the challenges of public space development or
possible solutions. If city authorities were to conduct ex-
planatory and participatory initiatives, this misconception
could be effectively addressed.

5. Which type of public space is more realistic
in a cramped urban environment?

Parks Squares Parklets Difficult to
answer

60
50
40
30
20

o

Figure 9. Types of public space, %
Source: developed by author

6. Would you participate in programmes to improve public
recreational areas in the city (from idea to implementation)?
45

40
35
30
25
20
15
10
5
It's a concern

ofthe city
government

Yes No

Figure 10. Willingness to participate
in public space improvement programmes, %
Source: developed by author

The survey showed that more than a third of respond-
ents were willing to take an active role in improving pub-
lic recreational areas in the city, from generating ideas to
implementing projects. This figure could increase, if city
authorities were to undertake promotional and organisa-
tional initiatives. Such efforts would also provide citizens
with opportunities to participate, allowing each individ-
ual to propose their own solutions to urban development
challenges. A. Wojnarowska (2016) emphasised that the
model for assessing the quality of public spaces and the
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landscape organisation of recreational areas should reflect
the contemporary needs of the population. These criteria
were confirmed in this study through population survey
results. According to O. Oliynyk (2021), elements of open
urban space, as part of the city’s cultural heritage, should
reflect public life. The author noted that the components
of parklets should not only follow contemporary trends,
but also respect the cultural and historical characteristics
of the local community. Recommendations by C. Neuge-
bauer (2021) regarding the planning and renewal of the
urban environment in German cities may prove valuable
for Ukrainian cities. As a solution to the issue of organis-
ing public spaces, this study proposed the creation of mi-
ni-public spaces in the form of parklets.

Researchers J.G. Vargas-Hernandez & J.A. Zdunek-
Wielgolaska (2019) summarised modern trends in urban
planning and their practical applications. Despite gen-
eral trends and shared developmental areas, this study
demonstrated that it was essential to consider the unique
cultural context of each society, necessitating an individ-
ualised approach. The conventional approach to the land-
scape organisation of public spaces, as a method of urban
adaptation proposed by L. Ustinova & A. Matsokha (2024),
may be suitable, where there was no shortage of free
space. However, in densely built-up urban environments,
the use of parklets was preferable. M. Diomin & O. Oli-
ynyk (2022) proposed the principle of functional recom-
bination in the organisation of the urban environment.
This study built on their work by introducing the prin-
ciple of parklet polyfunctionality, which enhanced their
aesthetic qualities, popularity, and attractiveness among
citizens. N. Voiko & 0. Dobrovolskaya (2019) outlined a
typology of urban public open spaces. Based on the re-
sults of this study, the inclusion of parklets as a distinct
type of public space was found to be both feasible and
beneficial. C. Garau & V.M. Pavan (2018) argued that the
quality of urban life depends on numerous objective and
subjective indicators, including: accessibility, flexibility
and functionality, minimum services available, emotion-
al well-being, quality of life, social well-being, environ-
mental characteristics, built environment features, the
efficiency of primary services, soil pollution, security
systems, smart crime prevention, and the risk of natu-
ral disasters. The combined values of these indicators
formed, what they termed the Indicator of Smart Urban
Quality (ISUQ). The authors emphasised that the index
of urban environmental quality can be calculated as the
average of the summed ratings of each sub-indicator. As
urban populations grow and building density increases,
existing public spaces were becoming increasingly limit-
ed. Therefore, as this study confirmed, the development
of parklets (mini-public spaces) represents a viable solu-
tion to this issue.

CONCLUSIONS
The study demonstrated that parklets may serve as an in-
novative solution to the challenge of developing municipal

public spaces within densely built urban areas. The vast
majority of respondents (91%) recognised the need to cre-
ate additional public mini-spaces in cities. In addition,
the majority of respondents (53%) stated that there was an
insufficient number of public spaces available for citizens
to relax within the urban environment. 54% of respond-
ents supported the creation of mini-public spaces in the
form of parklets as a more realistic option to address the
need for more recreational areas in conditions of limit-
ed urban development. Furthermore, 42% of respondents
reported the poor quality of existing public spaces in cit-
ies, which required immediate intervention to improve
their condition.

The study recommended considering the fundamental
principles of parklet design in urban spaces, namely: mul-
tifunctionality, inclusiveness, and barrier-free accessibil-
ity. The survey showed that the majority of respondents
believed that unauthorised car parking hinders residents’
ability to enjoy urban spaces. Moreover, they advocat-
ed for the removal of unorganised parking areas and the
creation of additional mini-public spaces for recreation in
their place. With regard to participation in programmes
aimed at improving the quality of recreational areas in the
city, 38% of respondents expressed a desire to be involved.
However, analysis of the survey results indicated that 41%
of residents were reluctant to participate in such pro-
grammes, believing that responsibility for improving and
maintaining the urban environment lay solely with the city
authorities. This demonstrated a lack of public awareness
and ineffective communication channels for involving citi-
zens in the development of recreational spaces.

This study confirmed that innovative thematic ele-
ments in the design of parklets enhance the attractiveness
of public spaces. The integration of smart technologies
into parklets provided additional convenience for city res-
idents. The design of parklets must account for the needs
of various users, including holidaymakers, pedestrians,
drivers, cyclists, and public transport passengers, particu-
larly in areas with limited space. The task of designers and
architects in creating parklet projects should be to harmo-
nise and optimise the compositional unity of the spatial
environment. The development of parklets in Ukrainian
cities may offer an optimal solution to the challenges of
organising public spaces in conditions of constrained ur-
ban density. Narrative detailing, the infill components of
parklets, and a tailored approach for each city, considering
local history and community traditions, represent a prom-
ising area for further exploration.
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Tpancdopmaiiss MiCbKOT0 cepeToBHIIA
Y MiHiITy0./1iuHi 0araTo(pyHKIiOHAIbHI IPOCTOPU
ILISIXOM OpraHiszanii iHHoBaIiiiHol apXiTeKTypHOI (hOpMHU — IApPKRIETa

AHOTANA. TlomyK alIbTepHATHBHUX DINIEHL IIPOOIEMM Opramizamii IPOMajChKOrO IIPOCTOPY 0e3 peasisamii
MACIITAOHUX IIPOEKTIB 00 3HAYHUX KaIliTATOBKIA/IeHb B YMOBaX IILIBHOI MiCHKOT 3a0y/I0BU € AKTYAIbHIM 3aBJAHHIM.
MeTo10 JOCTIZKEHHST CcTada OIiHKAa CTaHy HaABHUX TI'DOMAJICHKUX IPOCTOPIB NLIAXOM AHKETYBAHHS HaceJIeHHS
Ta (OPMYTIOBAHHA PEKOMEHIAIN IOT0 HPOEKTYBAHHA Ta iHTerpaiii mapkieTa B apxXiTeKTYypHO-MicTOOYIiBHI
CTPYKTYpH. Ha 0OCHOBI OTpUMAaHUX PE3YIbTATiB BUSHAYCHO MTPUHIIUITA ITPOEKTYBAHHA, OCHOBHI KOMITOHEHTH, T/ TXO/IN
710 (POPMAIBLHOTO BUPIIIEHHS, 0a30Bi BUMOI'M Ta CIieHAPil BUKOPUCTAHHS ITAPKJIETA B MiCbKOMY CEPEIOBUII B MeKaxX
CHUCTEMU IAPKJICT — TPOMAICLKUN TTPOCTIp — MemKaHIly. CHOPMYIHLOBAHO METOIMYHI PEKOMEH/IAIT, HEOOXiHi 1Is
CTBOPEHHS MAPKJIETa 3 YPAaXyBaHHAM IHTEPECiB MEIIKAHINB BiAIOBIIHO 10 CYYaCHUX TEHACHIIN PO3BUTKY MiCHKOI'O
cepeoBuIIa. PesyrbTaTi OMUTYBAHHS 3aCBiTININ TIPO HEOOXITHICTD Meperisy BEKTOPY PO3BUTKY, ILTAHYBAaHHS Ta
eKCILIyaTalil rpoMajicbKoro IIPOCTOPY 3 OpPieHTAIIE€I0 Ha TOTPEOU MENIKAHIIIB. 30KpeMa, 53 % PeCIOHIeHTIB BKa3a/ M Ha
HeCcTauy IPOMajICbKUX TIPOCTOPIB /LIS MiCHKOTO BiIIMTOYMHKY, IO MiIKPECIUI0 aKTYATbHICTD MOIYKY aTbTePHATUBHIX
pilens. 42 % yIaCHUKIB ONMUTYBAHHS BII3HAYMLIN HU3bKUI PIBEHD SIKOCTI OpraHi3aliil HAsSBHUX IIPOCTOPIB, 1[0 BUMATa/I0
HE IPOCTO PEKOHCTPYKIIL, a HEPEIPOEKTYBAHHSA. 91 % OIMMTAHUX HiATPUMAIN CTBOPCHHS JOIATKOBUX I'POMAJCHKUX
MiHinpocTopis y (opmi mapk.iera s mogoranms redinury pekpeaninuux 308, [Ipu npomy 38 % pecIioneHTiB BUSBILIN
TOTOBHICTH OPATH AKTUBHY YYaCTb Y MPOIIECi MOKPAIEeHHsA SKOCTI FPOMAJICBKUX TIPOCTOPIB — Biji (hopMyBaHHA i€l 10
peautisarii IIpoeKTy, IO CBITYI/IO0 PO HASIBHICTH IMOTEHINALY 10 CILILHOI0 BUPIIIEHHS IIUTAHb MiCHKOT'0 0JIaroyCTPOIO.
OTpumMaHi pe3yIbTaTH MOKYTh OYTH BUKOPUCTAaHI MMPOEKTYBAILHUKAMU Ta apXiTEKTOPaMU IIPU PO3POOIT IPOMATICHKUX
IIPOCTOPIB, a TAKOK OPraHaMy MiCIIEBOI'0 CAMOBPSIYBAHHS i/l Yac peanisariil BiloBiJHUX IIPOEKTIB

K/I1090BI CJ10BA: KOMIOHEHTH IMAPK/IETA; CIIeHapil BUKOPUCTAHHA NAPKIETa; IPUHINIIN TPOEKTYBAHHA APKICTa;
CTPYKTYpa HMapKIeTa; epeKTUBHICTH MapKJaeTa; BUMOTH JI0 MapKJaeTa
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The hero archetype and the semiotics of liberation struggle in Oles Sanin’s
film “Dovbush”: Between historical allusion and visual narrative

Abstract. The actualisation of the image of the national hero in times of war, under conditions of informational
pressure and cultural decolonisation, is one of the key challenges for contemporary Ukrainian visual culture. The aim
of this study was to conduct an interdisciplinary analysis of Oles Sanin’s film “Dovbush” as a cultural text, in which new
models of heroism were shaped through semiotic, aesthetic, and mythological means. Cinema increasingly functions
as an instrument in the formation of collective identity, where the figure of the hero acquired significance not only
as an artistic image, but also as an archetypal marker of historical transformation. The article traced, how the film’s
visual language created a complex system of signs and symbols, in particular: the hero’s body, blood, earth, the cross,
water, and the Carpathian landscape were presented not merely as elements of artistic composition, but as bearers
of traumatic experience, collective memory, and ritual structures. The Carpathian space in the film appeared not as a
picturesque backdrop, but as a sacred chronotope, shaping the spiritual topography of the narrative and acting as an
active participant in the hero’s ritual transformation. It was revealed that the film’s structure followed the ritual logic
of initiation: betrayal, flight, dedication, sacrifice, death, and resurrection, forming a sacred formula of the narrative of
resistance. The image of Oleksa Dovbush emerged as an archetypal figure of the leader, integrating the motifs of avenger,
martyr, and cultural mediator between the trauma of the past and the nation-building perspective of the present.
The study also included a comparative analysis of the film with other examples of Ukrainian historical cinema, which
made it possible to discern a shared patterned model in the formation of the visual narrative of national resistance.
Particular attention was paid to the figure of the woman in the film as the bearer of sacred knowledge and collective
intuition. The film’s public reception confirmed its status as a national screen myth. The practical value of the research
lies in the proposed model of film analysis as a ritual narrative, which may be applied in the fields of cultural studies,
film analysis, memory studies, and the study of national identity in wartime conditions

Keywords: national myth; ritual narrative; visual language; Ukrainian cinema; cultural memory; spatial symbolism;
postcolonial discourse

INTRODUCTION
In the context of full-scale war and active decolonisation,  symbolic construction of national identity, acquiring func-
the formation of the image of a national hero in Ukrain-  tions not only of historical representation, but also of ritual
ian cinema becomes a leading tool of visual influence on  coding of collective memory within the postcolonial con-
the politics of memory and cultural identity. The image  text. That is why the analysis of the latest representations
of the hero in the visual space emerges as a key means of  of archetypes, in particular in the 2023 film “Dovbush” by
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director Oles Sanin, is necessary both from the point of
view of cultural memory and from the perspective of semi-
otics, ritualistics and the postcolonial approach.
Contemporary research has confirmed the growing
role of cinema in transmitting national values and forming
anew canon of heroism. V. Griza et al. (2023) noted a shift in
emphasis from the traditional historical hero to the mul-
tidimensional figure of the avenger hero, who functions
as a symbol of resistance. M. Sachleben (2024) analysed
trends in post-Maidan period films, emphasising the new
emotional density of screen myths. T. Zhurzhenko (2022)
examined cinema as a component of memory politics,
particularly in the processes of derussification and de-
communisation. The author also detailed the relationship
between cinema and the legislative construction of his-
torical memory in Ukraine. The study by D. Khlevniuk &
B. Noordenbos (2024) highlighted the temporality and ten-
sion between the past and the future in the visual culture
of memory. Visual media have become a field for visual-
ising trauma and recovery, which was particularly evident
in the work of B. Shumylovych (2023), who analysed digital
visuality and graphic narratives as a form of resistance. A
separate layer of contemporary research concerned the
mobilising role of Ukrainian cinema in wartime. E. Olzac-
ka (2023) analysed cinema as an instrument of cultural mo-
bilisation and solidarity that contributed to the formation
of national unity in times of crisis. P. Castello Branco &
M. Lihus (2023) emphasised the construction of identi-
ty through screen images that combined the narrative of
trauma with the narrative of resilience. In the works of
S. Marchenko (2023), the emphasis was on documentary
cinema, but his observations on the formation of new gen-
re strategies can also be applied to feature films, in par-
ticular in connection with “Dovbush” These approaches
emphasised that Ukrainian cinema functions not only as
an artistic, but also as a sociocultural act, in which visual
myth acquired direct political action. Archaic symbolism,
as noted by S. Binbin et al. (2022), retained its power in cin-
ematic images, especially, when it came to cultural mem-
ory associated with folklore, the body, and the land. In the
work of M. Demydenko (2022), interest in the themes of
archetypes, mythological heroes, body narratives and cul-
tural memory in Ukrainian films was consistently traced,
with the author emphasising the interpretation of cine-
matic language as a carrier of symbolic meaning. M. De-
mydenko & N. Markhaichuk (2024) examined chronotope,
body, sacred geography, and intertextuality as key param-
eters of national visual historiography. Despite active pub-
lic reception, no comprehensive cultural analysis of the
film “Dovbush” has been carried out. The reviews avail-
able in the media (in particular, in Ukrainska Pravda, on
Suspilne, and in Plomyn magazine) focused mainly on the
genre and entertainment aspects of the film, ignoring its
semiotic, folkloric, and postcolonial potential. In this re-
gard, there was a need for a cultural reading of the film,
in which it appeared not simply as historical action, but
as a visual manifesto of an era of resistance. The semiotic

aspects of the film “Dovbush” and its ritual structure re-
main understudied in contemporary cultural discourse.

The aim of the study was to comprehensively iden-
tify the archetypes, ritual structures, and visual-semi-
otic mechanisms in the film “Dovbush” that shaped the
contemporary model of the national hero in Ukraine’s
cultural memory. The objective was to identify the semi-
otic mechanisms of constructing a visual narrative of re-
sistance, the ritual logic of character development, and a
comparative analysis with similar national film practices.
The scientific novelty lay in the proposed interpretation
of the film as a ritual text with a clear symbolic structure
that fit into the contemporary postcolonial, hermeneutic,
and cultural discourse.

MATERIALS AND METHODS

Within the scope of the study, the film “Dovbush” (directed
by Oles Sanin, 2023) was examined as a complex cultur-
al text that combined elements of historical epic, nation-
al myth, folkloric visuality, and ritual cinema. The source
material was the full version of the film, which was ana-
lysed as a single semiotic object, taking into account not
only the plot, but also the visual language, cinematograph-
ic decisions, the symbolic meaning of space, colour, body,
ritual, costume and chronotope. The research was based
on a comprehensive interdisciplinary methodology, with-
in which semiotic, hermeneutic, mythocritical, ritualistic,
intertextual, and comparative approaches were applied.

Semiotic analysis made it possible to identify the key
visual codes of the film: blood, earth, stones, the cross,
weapons, and the hero’s body as structuring elements that
function in the film as signs of collective memory. It was
analysed how these signs work within the visual series,
acquiring sacred or ritual significance depending on the
context. The hermeneutic method made it possible to in-
terpret the complex multi-level structure of the narrative,
in particular the transformation of the hero, his physi-
cality, suffering and sacrifice as elements of a ritual act.
Particular attention was paid to the moments of initiation,
isolation, betrayal, death, and rebirth as symbolic mile-
stones of the mythological cycle. A mythocritical approach
was applied to the analysis of the archetypes represented
in the film: the avenging hero, the traitor, the guide, the
sacrificial mother, and the enemy as the forces of evil.
These archetypes were viewed as instruments of collective
imagination, referring both to folklore and to the modern
image of a defender in wartime. Ritualistic analysis made it
possible to comprehend the structure of the film as a visual
ritual, where each scene appeared as part of a transition:
from chaos to sacred order, from namelessness to a heroic
name. The plot was divided into phases corresponding to
the logic of initiation: the hero leaves his familiar world,
undergoes trials, suffers losses, and emerges transformed
into a new role — a symbol of national resistance. Inter-
textual analysis allowed to identify visual and plot paral-
lels with other cultural texts, from folklore to Ukrainian
historical cinema, and to contemporary media images
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of defenders. In this way, the film was read as a cultur-
al matrix that synthesised previous experiences of visual
myth. A comparative analysis was carried out by compar-
ing it with other historical films: “Kruty” 1918 (directed by
0. Shaparev), “Black Raven” (directed by T. Tkachenko),
and “The Guide” (directed by O. Sanin). It was established
that the film “Dovbush” demonstrated a qualitatively new
model of heroisation, not as a representation of the past,
but as a projection of the contemporary experience of war,
where the hero appeared not only as a historical character,
but as an archetype of victim and avenger.

RESULTS AND DISCUSSION

The film “Dovbush” (directed by Oles Sanin, 2023) was not
just a historical reconstruction, but a multi-layered cul-
tural text that used visual language and symbolism to cre-
ate an archetype of a chosen hero undergoing an initiation
rite in the context of national resistance. The central figure
of Oleksa Dovbush was presented not as a flawless aveng-
er, but as a personality, who experiences trauma, loss,
internal conflict, and transformation (Griza et al., 2023).
His path resonated with the classic model of the “heroic
journey” (Campbell, 2004), but in the film, this path was
transformed in accordance with the rhythm of the mod-
ern narrative. Already in the first scenes (Fig. 1), the hero
appeared as a leader and defender of the oppressed: in
the scene with the bandit attack, Dovbush was present-
ed as majestic, similar to a folk avenger like Robin Hood,
and in the dinner scene with his brothers, as the central
figure, compositionally inscribed in a visual reference to
“The Last Supper”. These images were important for re-
search because they symbolise the two poles of the heroic
archetype: the warrior-defender and the sacred leader of
the community. It was this duality that determined the dy-
namics of his further initiation throughout the film.

Figure 1. Initial images of the leader Oleksa Dovbush
Note: a — scene of an attack with a knife; b - “The Last Supper”
with his brothers-in-arms in the mountains
Source: Dovbush (2023)

The frames symbolised the warrior and sacred func-
tions of the hero as a guide of the community. The hero’s
image was both corporeal and emotional: the body was
wounded yet alive; blood and scars not only display phys-
ical pain, but become themes of memory and symbols of
sacrifice. In the scene, where the hero, bent and injured,
barely crawls to a stream to wash away the traces of bat-
tle, the camera slowly closes in — not to elicit the viewer’s
pity, but to allow the body to be read as a bearer of histor-
ical experience. In this same episode, Marichka appeared
beside Dovbush, helping the exhausted and bloodied hero
(Fig. 2). Marichka’s presenced not only accentuates Dov-
bush’s corporeality and mortality, but also symbolised the
feminine principle as the bearer of memory and intuition,
supporting the hero at the moment of transition between
life and death. The importance of this frame for the study
lied in its visualisation of the concept of “postmemory”
(Hirsch, 2012), where the traumatised body became a com-
municative form of memory, and the female figure func-
tions as a symbolic bridge between past and future.

Figure 2. I'rame of the scene the wounded Dovbush and
Marichka as a symbol of the combination
of physical sacrifice and female support
Source: Dovbush (2023)

The frame emphasised the heroes as bearers of na-
tional trauma and the female figure as the keeper of mem-
ory. The key plot dynamic was the conflict between the
brothers Oleksa and Ivan. Ivan embodied the archetype of
the shadow - the choice of betrayal, power, and bribery.
In contrast, Oleksa was the bearer of sacrificial meaning.
However, Sanin does not show betrayal as a banal evil: the
camera lingers on Ivan’s face, conveying his inner con-
flict and division. In the scene of their direct confronta-
tion (Fig. 3), close-ups of the two brothers’ faces capture
the maximum tension: Oleksa and Ivan’s gazes meet like
a mirror reflection of light and shadow, the choice be-
tween dignity and conformity. Thus, the shadow here was
not only an antagonist, but also a mirror of the hero, and
therefore their conflict took on a deeply symbolic charac-
ter. A similar dichotomy can be seen in the film “Cyborgs”
(directed by Akhtem Seitablaev), where the opposition be-
tween characters with different worldviews defined the
moral boundary between cynicism and ethical resistance
(Cyborgs: Heroes Never Die, 2017). In this film, as in “Dov-
bush”, the conflict was brought to the level of a symbolic
choice: to remain within the bounds of personal pragma-
tism or to become part of the collective myth of struggle.
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Figure 3. Close-up frame of the confrontation between
the brothers (Oleksa and Ivan)
Source: Dovbush (2023)

This frame symbolised the archetypal conflict be-
tween the hero and his shadow, where the choice between
dignity and conformity takes shape. The ritual structure
of the film manifested itself in the repetition of the initial
plot phases: escape, initiation, death, rebirth. In the scene,
where Dovbush touches the ground before the battle, the
gesture has a ritual meaning: the ground was not a back-
drop, but a subject that accepts the sacrifice (Binbin et
al., 2022). Water in the film functions ambivalently: it pu-
rified and at the same time separated the living from the
dead, becoming a boundary between worlds. The cross, in
turn, was presented not as a religious detail, but as a code
of national mourning, a visualisation of a shared experi-
ence of loss. These motifs were particularly clearly artic-
ulated in the frame with Dovbush near the cross, where
the sacred space took on the meaning of a collective altar,
and in the flashback frames of the ritual, in which the boy
was buried under a rose, coins were placed on his eyes,
and then he comes back to life (Fig. 4). This episode rec-
reated the archaic motifs of funeral and initiation rites:
the coins symbolise payment for the passage to the after-
life, and the boy’s rebirth symbolises purification and the
continuation of life. Thus, the ritual in the film functions
not only as an individual event, but as a collective formula
of national initiation, in which death opens the way for a
new generation. According to V.W. Turner (1969), this scene
demonstrated a liminal state — an intermediate space be-
tween death and rebirth, where the hero and the viewer
experience a shared transformation. These frames sym-
bolised the sacred dimension of his struggle and collective
memory as a sacrificial altar, visualising the transition to
the afterlife according to archaic tradition. It showed the
burial site, the boy’s body in the ground, and a woman
performing a ritual symbolising death and subsequent re-
birth. The space in the film functions not as a background
decoration, but as an active player in the myth, shaping the
spiritual topography of the narrative. In this logic, space
acted not as a backdrop, but as a full-fledged participant
in the ritual that transforms both the hero and the viewer,
in which the hero was born and undergoes initiation. They
were not depicted as a picturesque landscape, but as liv-
ing matter: dark, damp, chthonic. In the night scenes, the
forest sounds: the camera was silent to let the space speak.
This was an element of the viewer’s deep immersion in
the space of initiation. In the escape scene, when the hero

moves along a night forest path, only the sounds of breath-
ing, the crackling of branches and the rustling of grass can
be heard (Khlevniuk & Noordenbos, 2024). This was how
the transition to the hero’s inner world was formed: the
scene became a cinematic visualisation of loneliness, fear,
and the need to make a choice (Sachleben, 2024). In this,
the film echoed Sanin’s “Mamai”, where the landscape also
became a condition for the hero’s metaphysical journey.

Figure 4. Ritual symbols in the film
Note: a - Dovbush on the mountain near the cross; b - close-up
of a boy with coins on his eyes; ¢ — general view of the ritual
Source: Dovbush (2023)

The female characters in the film function as spiritual
guides. The heroine Marichka appeared on the border be-
tween sleep and reality, between life and death. Marichka’s
role in the film was to embody the image of memory and love,
reminding the hero of his origins and supporting him in mo-
ments of inner crisis. Her appearance was accompanied by
a slow rhythm, darkness, and warm light. The camera seems
to “glide” over her image, capturing not her physical pres-
ence, but her aura. Particularly revealing was the flashback
scene (I'ig. 5), where Marichka appeared in a wedding dress,
as if from another time. This flashback transformed her im-
age into a symbol of lost opportunity, a memory of love, and
at the same time a sacred sign that returned the hero to his
essence. Marichka was the voice of traumatic memory, the
one thing that prevented the hero from forgetting, who he
is. It was the woman in the film, who marked the boundary
between the past and the future, between the physical and
the prophetic. Thus, the female characters in the film do not
simply accompany the protagonist, but actively shape the
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mythology of the film, embodying the functions of memory
transmission, initiation, prophecy, and sacred connection
between generations. This interpretation of women corre-
sponded to the observations of B. Shumylovych (2023), who
seen the female figure in the visual culture of war as a bridge
between collective memory and moral intuition.

5 A
./‘ -l

:

Figure 5. Frame of Marichka’s image
in the wedding flashback
Source: Dovbush (2023)

The frame symbolised the combination of individual
memory and collective archetype, where the female fig-
ure functioned as a guide between the past and the future.
Thus, the results obtained allowed for a deeper under-
standing of the place of the film “Dovbush” (directed by
Oles Sanin, 2023) in contemporary Ukrainian cinema and
cultural memory. Central to this was the question of the
ritual structure and archetypal symbols that organised the
film’s narrative. As VW. Turner (1969) emphasised, ritual
functions as a mechanism of transition, where the individ-
ual and the community pass through liminality to obtain a
new status. In “Dovbush”, this mechanism was applied not
only to the hero, but also to the viewer: the film was struc-
tured as an initiation rite in which death and rebirth were
not metaphors, but central formulas. Water, earth, blood,
and the cross act as semiotic nodes that shape the logic
of transition and give events a supra-individual meaning.

In the broader context of cultural memory, “Dovbush”
came out during a period of intensified derussification and
decolonisation of public space. As O. Betlii (2022) noted,
the processes of memory politics in Ukraine take place not
only at the level of historiography, but also in culture and
visual media. A similar idea was developed by A. Wylegata
& M. Glowacka-Grajper (2020), who emphasised that col-
lective memory in a postcolonial context functions through
symbols that replace official narratives with new forms of
historical continuity. In this sense, “Dovbush” can be in-
terpreted as a cinematic analogue of such processes: it
represented not academic history, but ritualised memory,
where the hero became the body of the nation. It was also
important to pay attention to the gender aspect of collec-
tive memory. B. Tornquist-Plewa & Yu. Yurchuk (2017) noted
that visual representations often reinforced new forms of
identity through female images as carriers of moral intui-
tion. In “Dovbush”, this trend was realised through the char-
acter of Marichka: she functioned as the “voice of memory”
that supported the hero and at the same time articulates the
national continuity between the past and the present.

Modern Ukrainian cinema was increasingly seen
as a tool for shaping national identity. O. Bezruchko &
N. Stepanenko (2024) argued that screen images become
means of constructing an imagined community, where
collective traumas and victories were artistically embod-
ied. In this context, “Dovbush” was no exception: the film
integrated folkloric archetypes, historical traumas, and
contemporary political codes into a single system. A sim-
ilar idea was put forward by P. Castello Branco & M. Li-
hus (2023), who emphasised that Ukrainian cinema shaped
cultural resilience through visual images, combining
narratives of trauma and resilience. In “Dovbush”, these
approaches were synthesised: the archetype of the hero
undergoing initiation appeared not only as a folkloric or
historical character, but as a contemporary cultural code
aimed at mobilising the community. The film also contrib-
uted to the language policy of Ukrainian cinema (Demes-
chenko, 2023). A. Vidaud (2024) emphasised that language
in films was not only a tool for communication, but also a
means of marking identity. In the case of “Dovbush”, the use
of the Ukrainian language and dialectal forms reinforced
authenticity and at the same time affirmed the rejection of
colonial cultural influence. The symbolic structure of the
film correlated with the analysis of V. Zaporozhchenko &
M. Ishchenko (2024), who viewed contemporary Ukrainian
cinema as a space for the creation of new national myths.
Unlike the traditional heroic narrative, “Dovbush” not only
recreated the historical struggle, but also offered a model
of cultural revival, where the hero undergone a rite of pas-
sage that became a metaphor for national renewal.

Another important element in the film was the conflict
between the brothers Oleksa and Ivan. This motif can be ex-
plained by the contrast between the archetypes of the hero
and the antihero, which was also analysed by N. Sas (2023).
Ivan embodied the archetype of the shadow, the choice of
power and betrayal, while Oleksa represented sacrifice and
dignity. This contrast goes beyond personal drama and be-
comes a cultural code symbolising the national dilemma
between adaptation and resistance. To better understand
the place of the film “Dovbush” in Ukrainian cinema, it
was worth comparing it with other iconic Ukrainian films.
For example, in the film “The Guide” (directed by Oles Sa-
nin, 2014), music functions as a conduit for trauma: a blind
kobzar and his art became a metaphor for collective memo-
ry, which the totalitarian regime was trying to destroy. Thus,
music acted as a kind of code for survival, allowing history
to be preserved through song. In “Dovbush”, the Carpathi-
an space and ritual symbols performed a similar function:
they became carriers of memory and myth that cannot be
destroyed. “Cyborgs” (directed by Akhtem Seitablaiev) pre-
sented a modern hero, who created himself through re-
sponsibility and moral choices in a war situation (Cyborgs:
Heroes Never Die, 2017). In this respect, Seitablaiev’s film
echoed the image of Dovbush: his path was also a story of
choosing between adaptation and dignity. However, while
the heroes in “Cyborgs” remained within the confines of
modernity, “Dovbush” took this conflict to an archetypal
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level, transforming an individual biography into a cultural
myth. “The Inglorious Serfs” (directed by Roman Perfiliev)
works in the genre of postmodern irony, where historical
images were deconstructed and intertwined with motifs of
mass culture (The Inglorious Serfs, 2020). This film offered
a playful model for working with the national past, but at the
same time showed that Ukrainian viewers were ready to re-
think the heroic canon. In contrast, “Dovbush” returned to
the serious, sacred logic of myth, where the past was inter-
preted not as parody, but as ritual. In the films “Kruty” 1918
(directed by Oleksiy Shaparev) (Kruty 1918, 2019) focused on
the sacrifice of youth as a symbol of national awakening,
while “Black Raven” (directed by Taras Tkachenko) offered
an individualised image of struggle, focused on the figure of
a Cossack chieftain (Black Raven, 2019). Both films operat-
ed within the paradigm of historical heroism, but remained
closer to genre clichés. “Dovbush”, on the other hand, de-
parted from classical reconstruction and created a ritual
drama, where history became not an event, but a sacred
initiation. An important context was also the comparison
of “Dovbush” with documentary filmmaking. S. Marchen-
ko (2023) analysed non-fiction cinema as a form of preserv-
ing memory and comprehending trauma. Unlike this genre,
Sanin’s film works with artistic and mythological means,
but pursues a similar goal: to actualise collective experience
and transform it into part of contemporary identity.

The public reception of “Dovbush” showed that viewers
were impressed by the film’s spectacular nature, complex
staging, and acting. At the same time, critics noted that the
discussion was mostly limited to evaluating technical and
genre characteristics. Less attention was paid to the ritual
structure, symbolism, and archetypal codes of the film. This
created space for scientific analysis, as research can show
that Sanin’s film not only recreated a historical plot, but also
formed a cultural ritual, in which the viewer became a par-
ticipant in a collective experience. Thus, “Dovbush” can be
considered one of the key films of modern Ukrainian cine-
ma, combining elements of historical reconstruction, folk-
loric archetypes, and postcolonial thinking. The use of the
concept of ritual (Turner, 1969) allowed to interpret the film
as a drama of transition, where death and rebirth function
as a model of cultural transformation. Compared to other
Ukrainian films, from “The Guide” to “Cyborgs™ and “The
Inglorious Serfs”, Sanin’s film represented a synthetic level
of visual coding of myth, where the archetype of the hero
became the body of history, and history became a ritual on
screen. This was what made it an important text in the for-
mation of new national ideas and collective memory.

CONCLUSIONS
The film “Dovbush” was not just a historical action movie
or a spectacular film, but a complex ritual text in which
aesthetics, myth and symbolism form a multi-layered
narrative of national self-affirmation. It was based on
a complex ritual, mythological, and semiotic structure,
which was realised as a visual scenario of the initiation
of the hero and the viewer. The image of Oleksa Dovbush

was presented not simply as a legendary leader, but as a
symbolic figure of cultural transformation, combining el-
ements of pain, physicality, sacrifice, and spiritual growth.
It was through physical vulnerability, wounds, gestures,
and physical suffering that a new type of screen hero was
built, personifying the nation in times of loss and struggle.

The film was structured according to the logic of ritu-
al: the plot stages were not just a sequence of events, but
components of a cultural formula for the transition from
anonymity to a national name. The cinematic structure of
“Dovbush” was ritualistic in nature: the plot composition,
visual repetitions, bodily gestures, and editing rhythm
form a coherent rite of transformation of the hero, which at
the same time initiated the viewer into the myth of collec-
tive experience. Visual codes function not as scenery, but
as active signs that included the viewer in a shared memo-
ry. The space of the film functions as a mythologised space
of the Carpathians, where each natural element became an
initial agent of the ritual: the earth accepted the sacrifice,
the water purifies, and the forest and caves became border
zones between life and death. It does not illustrate history,
but experiences it together with the protagonist, creating a
new geography of national memory. Female images func-
tion as moral and emotional landmarks; their actions and
presence initiate profound transformations in the protag-
onist and activate the sacred dimension of the narrative.

Thus, the film formed a holistic ritual structure, in
which the physical, sacred, national, and personal were
combined in a common act of visual resistance. It was not
just a visualisation of history, but an initiation through
images, an initiation into collective memory. The film
“Dovbush” served both as a form of aesthetic gesture and
an act of collective initiation: it transformed history into
ritual, folklore, and cinematic myth, and the viewer into a
participant in the symbolic transformation of the nation.
Its cultural significance also lied in the fact that the film
combined different levels of symbolism: the physicality of
the hero, the archetypes of sacrifice and betrayal, female
images as guides, and the space of the Carpathians, which
models the geography of national memory, acting as a me-
diator between the past and the present. This approach
opened up a new plane of understanding Ukrainian cine-
ma not as a genre product, but as a visual action aimed at
constructing postcolonial identity through the body, space,
gesture, and symbol. Prospects for further research lie in a
deeper analysis of visual corporeality, ritual structure, and
archetypal narratives in contemporary Ukrainian cinema
in the context of war.
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Features of aesthetics in the development
of ergonomic web products for users with disabilities

Abstract. The study discussed the need to create an inclusive digital environment, where web products should provide
equal access for people with different abilities, combining visual appeal, ergonomics, and accessibility for a full user
experience. The purpose of the study was to analyse key aesthetic principles and design solutions that ensured visual
appeal, comfort, and full accessibility of web products for users with various types of disabilities. The main research
findings indicated that the aesthetics of inclusive web products were shaped by a harmonious blend of visual appeal,
functionality, and accessibility. The study emphasised the importance of utilising a clear structure, logical navigation,
and understandable interface elements to facilitate interaction for users with diverse disabilities. Key aesthetic and
ergonomic principles and techniques have been identified, the application of which ensured the creation of accessible
content within the context of inclusive web design. The necessity of ensuring sufficient colour contrast, design
adaptability to various devices, and support for alternative information perception methods had been established. It was
determined that consideration of the needs of users with disabilities contributed to a positive aesthetic experience and
enhanced the overall quality of the web product. It was found that the impact of emotional response and social inclusion
were important criteria for evaluating inclusive web products. Research has shown that design that made users with
disabilities feel respected and included significantly improved their overall interaction and perception experience. The
practical significance lie in demonstrating how integrating aesthetics is ensuring accessibility and delivering high-quality
user experiences, thereby shifting web development from mere technical compliance to an inclusive design approach

Keywords: inclusive design; harmony; digital products; visual-design solutions; ergonomic principles

INTRODUCTION

Web products are important for equal access, yet many re-
main inaccessible to users with disabilities. True inclusiv-
ity goes beyond technical standards, requiring attention to
aesthetics and ergonomic design for a positive user expe-
rience. Implementation of ergonomic principles through a
systematic approach from design to testing is essential for
accessible web design. While adhering to standards such
as Web Content Accessibility Guidelines (WCAG) 2.1 (2025),
was a good starting point, true ergonomics went beyond
formal requirements and required a deep understanding

of user needs. The standard emphasised that aesthetics
and ergonomics were complementary aspects, and dis-
cussed key principles that had aesthetic manifestations,
such as simplicity and clarity.

Researchers V. Klym & Yu. Tarasenko (2022) con-
ducted an analysis of requirements effective in both Eu-
ropean countries and Ukraine regarding the creation of
informational web portals with ensured accessibility for
people with disabilities. The authors presented key as-
pects of major international documents that established
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standards and recommendations for website accessibility
for individuals with limited capabilities. The problem of
web accessibility shortcomings for people with disabilities
was investigated by S. Saripalli (2019), where the research-
er emphasised not only the importance of applying the
best standards, but also the necessity of ensuring acces-
sibility for everyone, regardless of moral considerations.
J. Pihavaara (2020) presented an analysis of the problem
of implementing accessibility products in the digital de-
sign environment. The researcher examined accessibility
integration processes as a system, identified factors that
facilitated or hindered the implementation of accessibil-
ity among designers in Germany, and analysed how these
factors can interact with each other. J. Chmal et al. (2022)
conducted a study on the application of ergonomic prin-
ciples to e-commerce web applications, noting that their
implementation significantly improved user experience,
increased conversion, and ensured accessibility for a wider
range of consumers, including people with special needs.
N. Alajarmeh (2022) focused on the accessibility of a
number of public health websites represented in 25 differ-
ent countries, with the aim of identifying common trends
and unique challenges in this field. Researcher examined
how various types of disabilities (visual, hearing, motor,
cognitive) affected the perception of and interaction with
digital interfaces, and identified the main principles of ac-
cessible design as a foundation for creating ergonomic and
user-friendly web products. A. Miller (2024) analysed the
impact of accessibility on the emotional perception and
comfort of users with disabilities. It was emphasised that
inclusive design not only expanded the product’s audience,
but also contributed to increased loyalty, self-esteem, and
user satisfaction, demonstrating the social responsibility
and high level of professionalism of developers. B. Arias-Ba-
dia et al. (2022) presented key stages of the development,
implementation, and evaluation of accessible products and
services, focusing on inclusive design, emphasising the im-
portance of considering the needs of people with limited
abhility from the very beginning of the design process.
Scientists MV.R. Leite et al. (2021) provided an analy-
sis of the state of mobile accessibility from the perspective
of developers and companies. Researchers focused on five
key aspects, such as: awareness; level of knowledge about
standards and tools for creating accessible interfaces; fre-
quency and methods of integrating accessibility principles
into development processes; main reasons that motivate or
do not motivate developers to create accessible products;
barriers. H. Afuzova (2021) analysed the place of higher ed-
ucation in the context of European values of diversity and
inclusion. The researcher examined how the principles of
inclusion were integrated into the educational policies and
practices of European countries, focusing on the need to
transform education systems to ensure equal opportuni-
ties for all learners. I. Radionova (2025) analysed inclusive
digital transformation from the perspective of its political
dimension. The researcher outlined how public policy and
governance influence digitalisation processes to make them

accessible and consider the needs of all population groups.
The research focused on the role of government in creating
a legislative and institutional framework for inclusive dig-
ital services. The purpose of this study was to identify the
features of aesthetics in the development of ergonomic web
products for users with disabilities by analysing the rela-
tionship between aesthetics, ergonomics, and accessibility.

MATERIALS AND METHODS

The methodology of the research was based on a compre-
hensive approach, encompassing the following methods:
systemic, analytical, cultural and historical, biographical,
and generalising. Systemic method allowed considering
aesthetics and ergonomics not as static phenomena, but as
dynamic, interconnected categories in constant develop-
ment and interaction, especially in the context of chang-
ing needs of web users with disabilities and technological
progress. This approach enabled the analysis of contradic-
tions between conventional notions of aesthetics and ac-
cessibility requirements, identifying ways to harmoniously
combine them. Through the integration of the presented
methods, the research topic was defined, its conceptual
framework was clarified, and the exposition of the materi-
al was logically structured.

Applying synthesis, key European biographical prin-
ciples were combined with Ukrainian studies in the field
of aesthetics. These approaches were adapted to the ac-
ademic requirements of both Ukraine and Europe, and
their concepts were applied within the discourse of art
history (Web Content Accessibility..., 2025; International
Disability Alliance, n.d.). This method allowed the research
to become holistic and to integrate into the established
system of humanities. The generalisation stage included
a brief description of the results, main conclusions, and
plans for future research. The study was based on leading
approaches. The hermeneutical approach was applied in
the investigation of meanings and significances that users
with disabilities ascribe to the aesthetics and ergonomics
of web products. This allowed moving beyond superficial
analysis and delving into the subjective experience of in-
teracting with digital space.

Interdisciplinarity allowed for the combination of sci-
entific principles of ergonomics with artistic aspects in the
development of web products for users with disabilities.
This was not merely a merger of two different fields, but a
synergistic approach that enabled the creation of solutions
that were not only functional, but also aesthetically appeal-
ing and intuitively understandable. This was because ergo-
nomics traditionally focuses on optimising the human-sys-
tem interaction, ensuring convenience, efficiency, and
safety. The analytical approach was based on a vast number
of literary sources, including the most promising research
on this topic. This allowed not only to gain a comprehen-
sive understanding of the modern state of the problem, but
also to identify key trends and gaps in existing knowledge.
Acording to a systemic approach, the topic was investigated
and the combination of various methods allowed reaching
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innovative conclusions. This integrated approach helped to
identify patterns, develop unique solutions, and formulate
recommendations that hold not only scientific value, but
also practical significance for the development of inclusive
and aesthetically appealing web products.

The paper analysed the design projects of websites,
such as: 1) Top disability websites. From the focus on disa-
bility team (n.d.); 2) Remember the milk (n.d.); 3) Mobile app
for people with disabilities (Sviryda, 2018); 4) International
Disability Alliance (n.d.); 5) Disability Gateway (n.d.); 6) Asean
Disability Forum (n.d.). These examples served as models for
identifying and analysing key principles of inclusive design
that combine aesthetic appeal with ergonomic functionali-
ty and accessibility for users with various types of disabil-
ities. The analysis helped to: identify common features in
visual design, such as high contrast, clear typography, and
minimalist design, which contributed to easy perception of
information; formulate practical recommendations for cre-
aling interfaces that were not only visually appealing, but
also intuitive and convenient for everyone; confirm the im-
portance of adhering to Web Content Accessibility Guide-
lines (WCAG) 2.1 (2025) standards as a basis for developing
advanced and socially responsible web products.

RESULTS AND DISCUSSION
Contemporary web environments are increasingly pop-
ulated by products designed with integrated accessibility
for people with disabilities. This process transformed cy-
berspace from a source of frustration and exclusion into an
inclusive environment, opening new opportunities for edu-
cation, employment, communication, and self-realisation.
But excessive visual complexity can become an obstacle to
conversion. When a page is overloaded with elements, the
user experiences cognitive overload, which leads to con-
fusion, loss of interest, and ultimately, to closing the site.
Conversely, excessive simplicity can create the impression
of insufficient information or low quality (Matveieva, 2022).
Through the purposeful integration of accessibility, digital
platforms became more than just tools; they serve as bridg-
es that overcome physical and sensory barriers, ensuring
equal opportunities for all (Berdynskykh et al., 2025). De-
sign developed considering the needs of people with dis-
abilities demonstrated respect and empathy. Research into

the theoretical and methodological foundations of digital
accessibility was extremely relevant, as advanced technol-
ogies perform universal functions, which contributes to
the development of an inclusive society (Davydenko, 2023).
The application of aesthetic and ergonomic principles in
contemporary web product development is becoming an
indispensable part of creating a high-quality and universal
digital experience that catered to the needs of every user.
A. Pakki (2024) noted that modern digital transformations
largely depend on the development of Al technologies and
Internet services, which contribute to the development of
an inclusive intellectual space for a wide range of users.
The development of software focused on the needs of us-
ers with various types of disabilities is a key tool for reduc-
ing the digital divide. Touch screens, voice interfaces and
other inclusive technologies play a key role in ensuring the
accessibility of the Internet for users with various types of
disabilities. J. Pihavaara (2020) stated that digital products
developed with inclusive design in mind included: websites,
web applications, mobile applications, software, games, and
other digital tools. These can be further categorised based
on their aesthetic principles as:

visual harmony, which includes: colour palette, ty-
pography, composition and layout, shapes and lines, ico-
nography and illustrations, space;

interactive aesthetics, comprising: animations and
transitions, microinteractions (small, but noticeable visual
or auditory reactions to user actions, such as a button co-
lour change on hover, or a confirmation sound), feedback
(how quickly and smoothly the interface responded to user
actions, creating a sense of control and connection);

auditory aesthetics, including: sound effects, back-
ground music (if present);

emotional aesthetics, encompassing: identity and
personality, mood and atmosphere, symbolism;

unique style and branding (reflecting the product’s
individuality through unique visual solutions that en-
hanced recognition and user trust).

One of the key aesthetic characteristics in the devel-
opment of ergonomic web products for users with disa-
bilities is clarity and simplicity. An aesthetically appealing
interface for users with disabilities is often minimalistic,
free from unnecessary “visual clutter” (Fig. 1).

Top Dlsablllty Websues

the Focuson D|sub|||ty Team

Home |“AddYourWebsite| Forum for Disabled People  Blog  Shop  Focus on Disability Website  Contact

Figure 1. Website for people with disabilities

Source: Top disability websites. From the focus on disability team (n.d.)

A.J. King et al. (2019) emphasised that users form their
first impressions of a web page almost immediately. This

first impression determines whether users will stay on the
site and whether they will want to visit it again. There were
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gaps in the study of how objective design characteristics
(e.g., visual complexity) affected the subjective perception of
a website and users’ first impressions. This implied clearly
delineated elements, a coherent information hierarchy, large
and easily readable fonts, and sufficient contrast between
text and background. For individuals with visual impair-
ments, for instance, aesthetic contrast is not merely visually
pleasing, but is vitally necessary for element distinction. The
deliberate use of a balanced yet visually harmonious colour
palette, compliant with accessibility standards Web Content
Accessibility Guidelines (WCAG) 2.1 (2025), transformed a
technical requirement into an aesthetic component. Users’
expectations of web design vary depending on the category
of the site: they intuitively understand, what an online store,
news portal, or educational platform should look like. Com-
pared to university websites, which were often text-centric,
e-commerce websites have a different visual structure. They
display products in a grid format, contain minimal descrip-
tive text, and offer users advanced search, filtering, and per-
sonalised recommendations. The web page’s compliance
with the user’s desires regarding its visual style and struc-
ture make it highly prototypical, which positively influences
perception and improved the user experience (Miniukovich
& Tigl, 2023). Furthermore, functional beauty served as an-
other key element. Every design element, from buttons to
navigation menus, must not only appear appealing, but also
be intuitively understandable and convenient to use. For us-
ers with motor impairments, large interactive areas, ample
spacing between elements, and predictable interface behav-
iour create an aesthetic of ease of interaction. This beauty
manifested as convenience and the absence of frustration,
enabling the user to achieve their desired goal effortlessly.

According to S. Saripalli (2019), the aesthetics of adapt-
ability and flexibility are critically important. A web prod-
uct must adapt to various assistive technologies (screen
readers, magnifiers, voice control) without losing its visual
or functional integrity. This implies that aesthetics are not
limited to the visual layer alone, but extend to the seman-
tic structure of the code, the application of ARIA attributes,
and the ability to customise the interface to individual user
needs (e.g., font size adjustment, colour scheme modifi-
cation). When an interface empowers the user to control
their experience, it fosters a sense of comfort and personal

e' ,3

remember
&P the milld

Best Apps for
Reminders

belonging, which constitutes a deeply aesthetic experience.
The combination of ergonomic and aesthetic principles in
the creation of contemporary web products has endowed
them with the ability to be not only visually appealing, but
also maximally user-friendly and intuitive. The main ergo-
nomic principles in developing web products for users with
disabilities include: perceivability, operability, understand-
ability, robustness, and adaptability (Chmal ez al., 2022).
During 2015-2025, a distinguishing feature of aesthetic
solutions in web design has been the integration of artistic
style elements such as minimalism, modern, retro, flash,
and elegant, which enriched the user’s visual experience,
imbuing the web space with unique character and depth.
For instance, the website presented in Figure 2 (a), exhibits
a minimalist design. Ergonomic ease of information reada-
bility for visually impaired individuals was achieved through
the use of humanist typefaces with low-contrast letter el-
ements. The absence of excessive details in the designed
website provided elegance and modernity, emphasising
purity and functionality. The generous amount of “white
space” surrounding all elements created a sense of “airi-
ness”, making the page visually lighter, reducing cognitive
load, and allowing the eye to rest. This underscored a focus
on content rather than decorative elements. Furthermore,
the lack of unnecessary details on the page, specifically
complex background images, shadows, gradients, or exces-
sive visual effects, indicated that all elements served a spe-
cific function. Figure 2 (b) also showcased the design of an
inclusive mobile application utilising elements in a modern
style, which possessed a vibrant visual identity. One can ob-
serve the dominant saturated, contrasting colours - fuchsia
and blue - which created an energetic, dynamic mood and
attract attention. The choice of colours also contributed to
better visibility of elements for users with visual impair-
ments. Large, clear fonts, with an emphasis on the word
“ABLE”, highlighted the product’s main idea and ensured
easy information comprehension. The use of varying font
sizes and colours created hierarchy and visual emphasis.
The visual solutions accommodated the needs of people with
disabilities — contrast, large elements, clear hierarchy, and a
positive mood - contributing to broader audience engage-
ment. Ergonomic aspects included clear information hier-
archy, readability and contrast, and simplicity of navigation.

IDEATION

Figure 2. Design of digital products for people with disabilities

Note: a - minimalist design of the application “Remember the milk” by the company “37signals”; b — design of a mobile inclusive application using

elements of the modern style
Source: A. Sviryda (2018), Remember the milk (n.d.)
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The next example is the identity design developed a disability portal, designed with elements characteristic of
for the Asean Disability Forum (n.d.), which featured ele-  geometric abstraction. Its abstract form avoided literalism,
ments derived from Modernist and Postmodernist design  allowing it to be universal and not tied to a specific image.
principles, specifically characterised by abstraction and  The use of contrasting combinations (red-green, blue-red)
symbolism. The developed identity is not a realistic rep- is often associated with positive emotions, hope, and cheer-
resentation but uses abstract forms to convey an idea. The  fulness. The contrast between the geometric shapes of the
elements employed are characteristic of Futurism, where  emblem and the softer, more rounded font in the “Disability
movement is a central idea of the works. Thus, as can be  Gateway” name creates an interesting visual dialogue. Ergo-
seen in Figure 3 (a), the use of repetitive lines and blurred  nomic features include the use of a clear, modern sans-serif
forms emphasised a sense of motion and speed. Simplified,  font. Such fonts are typically easy to read on screens and at
abstract human forms make the identity understandable  small sizes. The absence of excessive decorative elements
and ergonomic for a broad audience, regardless of cultural  facilitates quick word recognition. The logo contains no
differences. This avoided specific depictions that might be  small, complex details that could be lost, when scaled down,
exclusive. Furthermore, Figure 3 (b) presented the logo for ~ which is a crucial ergonomic requirement for digital media.

¢ 1k R t. 1800 643 787«
Disabili ty Gateway Monday to Friday, 8am to 8pm AEDT/ AEST

Seach topiosand s [ Q s |

Connecting you to information and services

v
l \SEAN

a ?}f.ﬂ?,‘,’ ty b pafety and help Australia’s Disability Strategy Hub Supported decision making

Figure 3. Interface designed with web accessibility in mind
Note: a - website design developed using elements of the artistic style “Futurism”; b ~webpage is designed using elements of the artistic style inherent
in geometric abstractionism

Source: International Disability Alliance (n.d.), Disability Gateway (n.d.), Asean Disability Forum (n.d.)

According to S. Kurt (2018), despite its transforma-  clear visual elements, and this is the basis of aesthetics
tive potential, the web space primarily serves those, who  that facilitated effective communication. For example,
were already integrated into it, thereby creating signifi- using sufficient colour contrast not only helped people
cant barriers, especially in the realm of online education,  with visual impairments, but also made the design more
for segments of the population facing various obstacles. In  professional and legible for all users, especially on mobile
exploring this issue, the systemic causes hindering acces-  devices or in bright lighting. On the other hand, good, in-
sibility and outlined pathways for implementing effective  tuitive design minimised cognitive load. If the site nav-
solutions were identified. To achieve a complete and enjoy-  igation was logical, the icons were clear, and the infor-
able user experience, researchers K. Fernandes et al. (2023)  mation was well-structured, users do not have to spend
pointed out the need to integrate inclusive aesthetics into  unnecessary effort to find the information they need. This
contemporary digital products and services. This involved — approach made the experience comfortable not only for
not only functional accessibility, but also visual appeal and  people with cognitive impairments, but also for any user,
ergonomics, ensuring equal usability for all users, includ- ~ who values their time.
ing people with permanent, temporary or situational lim- The study by M. Skierniewska & K. Skroban (2018) was
itations. It concerns creating visually appealing and intui-  a significant external research in the problem of software
tive interfaces that are pleasant to use, not just functional.  accessibility. However, analysis, which was based main-
Aesthetic decisions, such as font choices, colours, and ly on the Web Content Accessibility Guidelines (WCAG)
layout, should consider the needs of different user groups 2.1 (2025) standards, can be expanded to integrate ergo-
without sacrificing beauty and contemporary design. nomic approaches, allowing to move from purely technical

Y. Inal et al. (2019) analysed the awareness of user aspectls to a greater understanding of usability and effi-
experience professionals (UX professionals) in Turkey re-  ciency. The study of how product design affected the us-
garding the concept of web accessibility. Integrating aes-  er’s cognitive processes, such as perception, memory, and
thetics and cognitive comfort into technical accessibility — decision-making. An accessible interface should minimise
is the next logical step for UX professionals. Instead of  cognitive load. For example, overly complex navigation,
viewing accessibility as a burdensome list of technical re-  illogical structure, or confusing terminology can create
quirements, it should be perceived as an important com-  significant difficulties for the elderly or people with cogni-
ponent of overall ergonomics and design quality. Such an  tive impairments, even if they technically meet the WCAG
approach will help to move from perceiving accessibility — requirements. Assessing how the design interacted with
as a mandatory, but burdensome set of rules to under-  the user’s physical capabilities was especially important
standing it as an integral part of a comprehensive and  for users with motor impairments. Software should pro-
enjoyable user experience. Accessible design required vide the possibility of effective use using various assistive
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technologies and alternative input methods. B. Vollenwy-
der et al. (2019) examined key beliefs and perceptions that
influenced developers and designers’ willingness to con-
sider web accessibility in their work. The researchers used
the Theory of Reasoned Action to examine the attitudes,
social norms, and behavioural controls that determined
the intention to adhere to accessibility principles.

The conducted analysis of key aesthetic principles and
solutions determined that the implementation of various
aesthetic approaches in the development of ergonomic
web products for people with disabilities significantly en-
hanced their effectiveness and memorability. The applica-
tion of elements of artistic styles in creating the interface
of web products was not a direct copying or imitation, but
rather an interpretation of the key principles, aesthetic di-
rections, and visual motifs inherent in certain art move-
ments. This was explained by the fact that a visually well-
thought-out and pleasant interface was not only better
remembered, but also encourages repeated use, creating
a positive user experience. Therefore, aesthetics in the
development of ergonomic web products for users with
disabilities extended beyond the traditional understand-
ing of visual appeal. It encompassed clarity, simplicity,
functional beauty, adaptability, and emotional satisfaction.
This was design that combined visual harmony with im-
peccable accessibility, creating not just a convenient, but
also an aesthetically perfect experience that allowed every
user to fully interact with the digital world. This is a true
manifestation of inclusive and humane design.

CONCLUSIONS
Aesthetics in design for people with disabilities was not
secondary, but an integral part of ergonomics and acces-
sibility. Well-thought-out aesthetics (colours, typography,
composition) directly influenced the ease of perception,
navigation, and overall comfort of use, which formed the
basis of ergonomic design. In the course of the study, the
specific influence of aesthetic practices used in creating
a contemporary ergonomic web environment for users
with disabilities was identified. The study revealed that

aesthetic and ergonomic principles were closely intercon-
nected, forming a coherent foundation for effective design.
Their combined application ensured an optimal balance
between functionality and visual appeal, which directly in-
fluenced the quality of user experience and enhanced the
efficiency of developed solutions.

As a result of the study, it was determined that aes-
thetic decisions must be subordinated to the goal of maxi-
mum readability and clarity. This included a well-thought-
out high contrast between text and background, colour
combinations that considered the various impairments of
users with disabilities. It also involved the use of humanist
sans-serif fonts, adequate text size, and the minimisation
of visual “noise”. Aesthetics should not hinder functionali-
ty, but enhance it. Bright, yet not overly aggressive colours
can creale a positive impression and be associated with
inclusivity. Aesthetic decisions must be adaptive, so that
the product looks good and functions properly on various
devices (desktops, tablets, smartphones) and with differ-
ent assistive technologies. Well-thought-out aesthetics,
combined with ergonomics complemented by function-
ality, was the key to creating effective, attractive, and us-
er-friendly solutions. Key promising areas for further re-
search are the development of quantitative metrics and
models that will provide an objective assessment of the re-
lationship between accessibility, aesthetics, and ergonom-
ics. The proposed models, which will include specialised
scales and questionnaires, will allow not only measuring
technical compliance with standards, but also assessing
visual appeal and overall user satisfaction, helping to iden-
tify the most effective design solutions.
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Oco0.IMBOCTI €CTETURKHI IIPHU PO3POOIIi €ProHOMIYHIX BEOIIPOIYKTIB
JJISI KOPUCTYBaYviB 3 iHBAJITHICTIO

AHOTAIA. YV T0CAIKEHH] PO3IIAHYTO HEOOXIIHICTD CTBOPEHHS IHK/II03UBHOr0 IU(POBOr0 CEPEIOBUIIA, Y AKOMY
BEOIPOAYKTH MAIOTh 3a0€31€UyBaTU PIBHUI JOCTYI /IS JTIOAEH 3 PI3HUMU MOKJINBOCTIMU, ITOETHYIOUN Bi3yaIbHy
MPUBAOIUBICTb, €ProHOMIKY Ta JOCTYIHICTD IS TOBHOTO KOPUCTYBAIILKOTO J0CBiTy. MeTOI0 MOCTiIKEHHS
OyI0 IpoaHAIi3yBaTU KIIOUOBI €CTETUYHI NMPUHIUIM Ta IM3alHEPChKI pilleHHs, SKi 3a0e311euyloTh Bi3yaabHy
MPUBaOIUBICTH, KOM(MOPT i MOBHY JIOCTYITHICTD BEOITPOAYKTIB /I KOPUCTYBAYiB i3 PISHUMH TUIIAMH iHBATITHOCTI.
OCHOBHI pe3yabTaTH JOCTZKEHHS 3aCBiTYMIM, 1[0 €CTEeTHKA IHKIIO3UBHUX BeOIPOAYKTIB (HOPMYETHCS
FapMOHIIHUM IIO€IHAHHSAM Bi3yaabHOl HPUBAOIMBOCTI, (PYHKIIOHAABHOCTI Ta JIOCTYHHOCTI. VY JTOCTIKEeHHI
HAroJIONIEHO HA BAKIMBOCTI BUKOPUCTAHHS YiTKOI CTPYKTYPH, JIOriYHOI HaBiramii Ta 3po3yMianx inrepdencumnx
eJeMEHTIB IS IMOJEeTIeHHs B3aeMojlil KOPUCTYBaviB i3 pisHUMHM BUJIAMU iHBATIIHOCTI. BU3HAYEHO KIIOYOBI
€CTETHYHI Ta eProHOMIYHI HPUHIMIN W HPUHOMU, 3aCTOCYBAHHS SKUX 3a0€3I€Yye CTBOPEHHS JOCTYIIHOIO
KOHTEHTY B KOHTEKCTI IHKIIO3UBHOrO BeOau3aliny. BcraHoBieHO HeoOXigHicTh 3a0e3medeHHs J0CTATHHOIO
KOHTPACTY KOJAbOPIiB, aJalTHUBHOCTI AU3ANMHY A0 PI3HUX MPUCTPOIB i MIATPUMKHM aIbTEPHATUBHUX CIIOCO0IB
CHpUUHATTA iHdopMmariii. 3’1coBano, 1[0 BpaxXyBaHHs I0TPE6 KOPUCTYBAUIB 3 IHBAIIIHICTIO CIPUSIE MO3UTUBHOMY
€CTETUYHOMY JOCBIJy Ta HiJBUINYE 3araibHy AKICTL BEOIMPOAYKTY. BUABICHO, 1[0 BILIUB EMOIINHOI peakiiii Ta
COLiaIbHOT IHK/II03IT € Ba;KIMBUMU KPUTEPISIMU OI[iHIOBAHHS iIHK/IIO3UBHUX BEOIIPOAYKTIB. JIOCIIIZKEHHS I10KAa3a.10,
1[0 TU3AMH, IKUHI 3MYIIYE KOPUCTYBAUIB 3 IHBAIIIHICTIO BiTUYBATH II0BAry I 3a1y4€HICTh, CYTTEBO IIOKPAIIYE IXHIO
3arajIbHy B3aEMOJIII0 Ta CIPUNHATTS. [IpaKTUUHE 3HAYCHHS II0IATA€ Y JEMOHCTPALII TOro, IK iHTerpaiis eCTeTHKI
3a0e3Ieuye JOCTYIHICTD 1 HaMae BUCOKOSKICHMI KOPUCTYBAIBKUI TOCBiJ, 3Milryioun Be6GpO3pOOKY Bim cyTo
TEXHIYHOT BiAIOBIAHOCTI 10 IHKII0O3MBHOTO JN3aMHEPCHLKOTO TiIXO0IY

K/iouoBi ¢J10Ba: iNKMIO3uBHMIT Au3aiin; rapMoHisg; mu@poBi MPOIYKTH; BI3yaabHO-AU3ANHEPCHLKI  PIIICHHS;
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