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Abstract. This research aimed to systematise traditional small wooden tools of the Central Plains of China in
order to determine their cultural significance and to explore the interdependence between traditional creativity
and modern design. The study was based on historical and cultural analysis and involved a systematic and
interdisciplinary approach. The methods employed included literature review, art historical and cultural analysis,
and archaeological classification techniques. From a design perspective, both qualitative and quantitative research
methods were used to collect data and examine traditional small wooden tools in the Central Plains. Building
on previous studies, the design principles and methods inherent in these tools were clarified, and the dialectical
relationship between structure and function in form design was established. The study focused on the combination
of materials used in traditional small wooden tools in light of advancements in science and technology. The
factors influencing the development of the shape and size of these tools, as well as the ways in which they can be
integrated into contemporary design, were identified. The design principles and methods refined from traditional
small woodwork tools include: the dialectical relationship between structure and function; the prioritisation of
functionality and the modular design concept; the emotional design approach; a design philosophy that highlights
the expressive qualities of materials and the integration of new technologies; and a human-centred approach
incorporating safety and customisation. Investigating the design heritage of small wooden tools not only contributes
to the preservation of traditional culture but also facilitates the incorporation of its elements into modern practice
by merging historical forms with contemporary technologies and materials

Keywords: Chinese traditional culture; creative concepts; design inspiration; innovative design; artefacts

INTRODUCTION

By the early 21 century, woodworking had become
heavily industrialised, leading to a loss of the traditional
warmth and personal connection once associated with
handcrafted wood products. Traditional Chinese wood-
working tools combined practical functions with signif-
icant cultural values, embodying aesthetic standards
and cultural norms. This study focuses on traditional
small wooden tools from the Central Plains region of

Suggested Citation:

China, examining their development and underlying
design principles.

Recent research defines these small wooden tools
as hand-powered woodworking implements used for
crafting doors, windows, and furniture, distinct from
larger structural carpentry tools (Hu et al., 2024). Tra-
ditional Chinese carpentry historically categorised
tools into “large woodwork” for structural projects and

Sun, H., & Rubanka, A. (2025). Research on the design of traditional small wooden tools in the Central Plains of China. Art and

Design, 8(2), 11-19. doi: 10.30857/2617-0272.2025.2.1.
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“small woodwork” for furniture and detailed crafts. As
early as the Song dynasty (960-1279 CE), texts record-
ed distinctions between large-scale tools and small
woodworking tools (Xidong, 2023). During the Qing
dynasty (1636-1912 CE), these smaller tools were clas-
sified under decorative carpentry, explicitly covering
furniture and interior woodworking. Scholars have
extensively analysed traditional woodworking princi-
ples as resources for contemporary design innovation.
For example, W. Hu et al. (2024) enhanced traditional
Chinese furniture joints through experimental and nu-
merical methods, improving mechanical strength and
production efficiency. They also summarised ecological
concepts in the design of traditional wooden furniture,
providing new references and ideas for the sustainable
development of modern wooden furniture.

Some scholars, such as H. Ni (2024), have ap-
proached the subject from the perspective of materials
and processes, exploring the reasons why ancient ar-
tefacts continued to flourish and proposing a frame-
work for realising traditional artefact culture in the
production of modern goods. Y. Chen (2024) explored
the integration of traditional woodworking techniques
with digital restoration technologies, demonstrat-
ing potential avenues for preserving cultural heritage
while advancing technological innovation. Additional-
ly, G. Xue et al. (2024) emphasised sustainable cultural
development strategies in traditional Ming-style furni-
ture, highlighting the importance of incorporating his-
torical forms, structures, and aesthetics into contempo-
rary design. Contemporary researchers such as L. Xia et
al. (2024), Y. Lou (2024), and M. Zhang & L. Jia (2024)
have further explored how classical design philosophies
inspire regenerative design concepts through the study
of ancient texts related to artefacts, production, and
craftsmanship. These efforts help translate traditional
craftsmanship methods into modern practices. Studies
by Y. Sun et al. (2022) have demonstrated how features
of ancient ritual objects can inform contemporary prod-
uct design. Y. Shen (2021) examined the patterns and
evolution of woodworking tools from a process-orient-
ed perspective. Q. Wang (2024), by contrast, focused on
the Neolithic period to explore the concept of artefacts
in the early stages of human civilisation - work that con-
tributes significantly to understanding the broader Chi-
nese artefactual cultural system. Likewise, Q. Li (2022)
applied traditional woodworking principles to sus-
tainable lighting designs, emphasising ecological and
aesthetic considerations in product development. In
addition to research on the connection between tradi-
tional artefact culture and modern design, recent stud-
ies have also investigated how digital technologies can
enrich the dissemination of traditional woodworking
culture (Shen, 2024). For traditional small woodwork-
ing tools, there exist both abstract bodies of knowl-
edge and tangible artefactual studies, but most re-
search stops at this point. It merely presents the design

concepts of traditional artefacts, while neglecting an un-
derstanding of the artefacts after their inheritance - a
crucial aspect in preserving and extending their vital-
ity and value. Therefore, exploring the modern value
of traditional artefacts through their transformation
into contemporary design holds essential significance.

This research aimed to bridge historical wood-
working knowledge and contemporary design prac-
tice. Specific design principles and concepts inherent
in traditional small wooden tools were identified and
proposed as guidelines for modern design, ensuring the
preservation and innovative adaptation of traditional
craftsmanship.

MATERIALS AND METHODS
This study employed a multidisciplinary approach that
integrated design, statistics, anthropology, archaeology,
sociology, and the history of technology. A combination
of qualitative and quantitative methods was adopted to
comprehensively investigate the design principles of
traditional small wooden tools. These methods were
selected to uncover both the cultural significance and
technical characteristics of the tools. The sequence of
the study was designed to correlate logically with the
results obtained.

A systematic literature review was conducted to
collect and synthesise relevant historical documents
and recent academic publications. This review estab-
lished the theoretical foundation and provided con-
textual data. Field investigations were carried out in
traditional woodworking workshops and through
interviews with craftsmen. Observations of physical
objects and production processes were recorded, and
supplementary data were obtained from reliable online
sources. The collected data were classified, synthesised,
and analysed to identify inherent design principles and
cultural significance (Jiang, 2020). The procedures fol-
lowed standard qualitative research methods as docu-
mented in earlier studies.

Quantitative methods were employed to meas-
ure and statistically analyse key indicators such as
tool dimensions, material properties, and operation-
al efficiency. Representative cases of traditional small
wooden tools were purposefully selected for detailed
study (Shen, 2024). Measurement indicators included
size, weight, material density, and other parameters
relevant to tool performance. Statistical analyses were
performed to establish correlations between design
features and functional outcomes. This analytical ap-
proach was grounded in established frameworks from
the literature (Hu & Li, 2024).

RESULTS AND DISCUSSION
Dialectical relationship between structure
and function
The analysis revealed that the dialectical relationship
between structure and function played a pivotal role
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in the design of traditional small wooden tools. Classic
production tools were created with a balance between
structure and function, and this study confirmed that
the same structural configuration could serve multiple
functions, while certain functions required a specific
structure (Xidong, 2023). Field investigations and an-
alytical methods applied in this research showed that
the design of these tools was not arbitrary but followed
principles that ensured both practical efficiency and
cultural expression. In comparison with previous re-
search, M. Jiang (2020) emphasised that traditional
wooden tools not only performed utilitarian tasks but
also conveyed deeper cultural meanings. In contrast, the
current study demonstrated that the interplay between
structure and function was clearly visible in how mate-
rial choices and modular design concepts contributed
directly to both tool performance and aesthetic appeal.

The study further revealed that the concept of mod-
ular design was integral to achieving an optimal balance
between durability and adaptability. Y. Shen (2021) ar-
gued that the careful combination of materials in tra-
ditional tools was critical for ensuring stability while
allowing for aesthetic variation. In the present analy-
sis, it was found that modular design not only enabled
tools to adapt to various tasks but also functioned as
a mechanism for the transmission of cultural heritage.
These results indicated that traditional artisans had de-
veloped a systematic method for integrating multiple
functions within a single structural framework - a find-
ing that supported and extended the conclusions drawn
by M. Jiang (2020).

In addition to the Chinese context, international re-
search has also explored the material culture of hand
tools. Research conducted by Japanese scholars, as
referenced in related studies, focused on the tangible
attributes of tools to understand their cultural signifi-
cance. However, those studies often lacked a systematic
analysis of the underlying design principles. The pres-
ent study addressed this gap by providing empirical ev-
idence that the same design principles governing struc-
tural-functional relationships in Chinese tools could
also be observed in foreign examples. This comparison
underscored the universality of certain design concepts
while also highlighting the unique cultural factors that
influenced traditional Chinese woodworking.

a)

Classification of traditional small wooden tools
The study further classified traditional small wooden
tools in the Central Plains into four functional catego-
ries. Cutting tools, including axes and saws, were identi-
fied by their robust designs suited to heavy-duty appli-
cations. Smoothing tools, such as various types of planes
and shovels, exhibited refined craftsmanship, indicat-
ing their use in precision work. Carving and piercing
tools, including chisels and drills, were noted for their
versatility and delicate construction. Finally, measuring
and alignment tools, encompassing instruments such
as gauges, rulers, and related devices, were character-
ised by their accuracy and specialised design. B. War-
cholinski & A. Gilewicz (2022) had previously estab-
lished a functional classification of woodworking tools,
and the present study confirmed this categorisation
through both qualitative observation and quantitative
measurement. The empirical data supported the view
that these categories were not arbitrary but reflect-
ed the inherent logic of traditional tool design, which
prioritised both functionality and cultural expression.
In summary, the discussion integrated the results
of structural analysis, cultural evaluation, and func-
tional classification. The findings corroborated ear-
lier research while offering new insights into the dy-
namic evolution of traditional small wooden tools. By
comparing the present results with those reported by
M. Jiang (2020) and Y. Shen (2024), the study demon-
strated that traditional design principles were robust
and had significant implications for modern design
practices. This comparative analysis provided a clear
framework for understanding how cultural heritage and
technical functionality could be reconciled, thereby lay-
ing the groundwork for future research on the contem-
porary transformation of traditional artefacts. The find-
ings align with broader international research trends,
such as those by V. Strilets et al. (2021), who identified
key patterns in furniture design development at the turn
of the 21°* century. They emphasised the importance of
form-making and the reinterpretation of traditional
elements in contemporary material culture. Similarly,
the concept of ecological design in traditional Chinese
furniture proposed by J. Hu & B. Li (2024) highlights a
combination of philosophy, craft heritage, and function-
ality as the foundation of a sustainable design approach.

N/
<

X

Figure 1. Functional classification of small woodworking tools
Note: a - tools for woodworking, b - flat wood tools, ¢ - carving and piercing tools, d - measuring and orienting tools

Source: authors’ photos based on Z. Li (2015)
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With regard to the relationship between the
structure and function of tools, W. Houkes & A. Mei-
jers (2006) proposed two criteria for the ontology of
technological artefacts: underdeterminism (UD) and
realisation constraints (RC) (Meron, 2024). These en-
compass two key phenomena. One is structure-to-func-
tion, where the same structure can realise multiple
functions. For example, the leverage principle is widely
applied in traditional small wooden tools. The frame
saw, for instance, uses its beam as a fulcrum to maintain
the saw blade and the biu tsi rope in a state of balanced
tension, ensuring the effectiveness of the sawing oper-
ation. Each component is detachable and contributes to
the functionality of the tool, as illustrated in Figure 2.

Figure 2. Force analysis diagram
of rope and saw blade
Source: drawn by the authors

The fact that the “soft” twine at one end is tight-
ened to keep the “hard” saw blade at the other end taut
reflects the ingenuity and empirical understanding of
mechanical balance and material properties possessed
by ancient designers. The second phenomenon is func-
tion-to-structure, whereby a single function can be
realised through various structural forms. An analysis
of traditional small wooden tools reveals that the ful-
filment of a function does not rely on a single structur-
al solution. For example, tools such as jin, ji, zhen, chi,
and various planers differ significantly in structure and
mode of operation, yet all serve the purpose of levelling
wood. In contrast to UD, the RC phenomenon represents
the relative rigidity of the relationship between struc-
ture and function - that is, a structure cannot perform
all possible functions. This constraint underlies the
classification of processes and tools in woodworking.
Both UD and RC have distinct advantages. UD enables
the optimisation of resources through multifunctional
design, reflecting an environmentally conscious design
philosophy. Conversely, RC enhances the specialisation
and hierarchical organisation of tools, improving their
functional efficiency and clarity of use.

The essential embodiment of morphological design
First, the function determines form. In the traditional
handicraft industry, woodworking itself is categorised
into large-scale carpentry, small wooden tools, fine
woodworking, round woodworking, and water wood-
working, among others. These fields are wide-ranging,
and the division of labour is a key characteristic. Howev-
er, the tools used are largely similar, differing primarily
in their dimensions and scale. In modern times, wood-
working tools are numerous and diverse, with common
types including saws, axes, planes, chisels, gauges, rul-
ers, and inkwells. This rich and enduring system of tools
has been passed down for thousands of years, owing to
the craftsman'’s close interaction with the tools. Priority
is given to usability and efficiency - tools are refined
and optimised primarily with functionality in mind. For
instance, although planers may vary in shape and oper-
ational style depending on specific tasks, functionality
remains the central and consistent design focus. Ac-
cording to a study by L. Xia et al. (2024), the evolution
of tools reflects a growing understanding of the natural
world. This “use-oriented” approach is the essence and
core of traditional Chinese artefacts.

Second, the concept of nested design is central.
Different structural optimisation strategies influence
aspects such as material consumption, assembly forms,
and recycling methods throughout a product’s life cycle.
Historically, the Chinese were pioneers in employing
modular systems on a large scale. A defining character-
istic of small wooden tools used by carpenters is their
combinatory structure - that is, they consist of multiple
components related by material, function, or structur-
al design. Regardless of these interrelations, such tools
are always presented as part of a coherent and system-
atic whole. This modular logic is also evident in other
traditional implements, including utensils, medical in-
struments, and farming tools. Traces of these produc-
tion methods continue to influence modern product
design, even in everyday objects found in 2025.

Finally, emotional design must be acknowledged.
Ancient artisans created with the aspiration of a bet-
ter life and this aspiration has been continuously ex-
pressed and developed through heritage. Y. Sun et
al. (2022) observed that the form of artefacts not only
embodies practical value but also reflects human con-
sciousness and cultural values. Objects often serve as
tangible expressions of the maker’s or owner’s identi-
ty and aesthetic preferences. Numerous sources doc-
ument the enduring use of traditional woodworking
tools. H. Ni's (2024) study found that although tools
such as the Lu Ban ruler, ink pot, planer, and frame saw
are small in scale, they have remained in use for centu-
ries. Their continued relevance is due not only to their
functionality butalso to their cultural symbolism, which
resonates with the values of Chinese society. This hu-
man-centred and emotionally responsive approach to
design has always existed in Chinese architecture and
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craftsmanship and aligns with the principles of emo-
tional design advocated in contemporary psychology.
Material and technical rationality

The first principle is to emphasise the expression of the
material itself. The role of materials in design can be
summarised as practical function, aesthetic function,
and emotional expression. Material selection is based
on functional requirements, meaning that the materi-
als used are chosen according to the specific purpose of
the tool. Traditional small wooden tools are primarily
made of wood, with working parts reinforced by met-
al. This approach effectively leverages the functional
properties of each material, combining the “softness” of
wood with the “rigidity” of metal to achieve a balance of
flexibility and strength in the design, thus maintaining
the tools’ inherent stability and equilibrium.

The second principle is to explore the possibilities
afforded by new technologies. According to TJ. Riv-
ers (2022), the essence of technology lies in pushing
the “limits of method”, and it begins to explain the evo-
lution of human culture through the development of
tools as representations of technological advancement.
In other words, the history of human civilisation mir-
rors the development of tools. Traditional small wood-
en tools are typical production implements that span
the Palaeolithic, Neolithic, Bronze, and Iron Ages - each
period introducing new technologies and materials
that significantly influenced the performance and effi-
ciency of such tools. During the Palaeolithic era, natural
objects such as stones, wood, animal bones, shells, and
mussels were intentionally shaped to produce sharp
ends suitable for gripping (Kim & Seo, 2024). In the
Neolithic period, tools remained predominantly stone-
based (Shen, 2021), though materials such as wood,
bone, mussels, pottery, shells, and metals were also in-
troduced. Composite tools emerged, constructed from
multiple materials and connected through bindings
or mortise-and-tenon joints. The use of handles facili-
tated striking, grinding, and drilling, marking a major
leap in technological and cultural development. By the
late Western Han dynasty, society had entered the iron
age - a clear watershed moment. As iron smelting ad-
vanced, tool components such as saw blades, planer
blades, and drill bits became sharper and more refined.
This transition brought about qualitative changes in the
performance of small wooden tools, enhancing their
function and enabling more precise categorisation and
application. These innovations reduced material waste
and refined the processing of objects. Technology and
society, both centred on tools, together form an intri-
cate and interdependent network - mutually reinforc-
ing and co-evolving to support the creation of a stable
and harmonious world.

A human-centred view of creation

The principle of people-oriented design was articulated
as early as ancient China (Guanzi, 2015). Objects should
serve people, not the other way around - that is, one

should use things without being burdened by them.
This concept has long stood as the core of the human
relationship with material culture. Similarly, while all
tools are hand-operated, the variation in grip styles and
the direction of applied force significantly influence the
curvature and design of tool handles. The userfriend-
liness of traditional small wooden tools is evident not
only in their compatibility with human body propor-
tions but also in their functional convenience. A single
tool may be adapted for multiple purposes, with the
most notable example being the modular design meth-
od previously discussed. In line with human tendencies
to rely on familiar tools, such a model undoubtedly re-
duces the need for re-adaptation. Fewer tools also make
transportation more efficient and less labour-intensive.
Within the concept of customised design, tradition-
al small wooden tools - as artefacts shaped by human
intent - are significantly influenced by human agency
(Lou, 2024). These tools were almost always handcraft-
ed by carpenters for their own use, which, in contempo-
rary terms, aligns with theidea of customised or bespoke
design. Addressing the relationship between personal-
ised craftsmanship and large-scale industrial produc-
tion, and determining how to preserve human-centred
values in an era defined by speed and efficiency, re-
mains a pressing challenge in both society and industry.
Continuation of structural functions
The types and functions of traditional small wood-
en tools continue to influence modern woodwork-
ing, which can broadly be divided into integrated and
handmade processes. Many modern small tools retain
traditional structural or functional characteristics,
while also adapting to contemporary needs through
improvements in power and technology. The snail tape
measure - whose form resembles that of the tradition-
al inkwell - uses a coiled spring mechanism around a
central axle. The ruler still extends and retracts via a
pulling motion, but now includes updated ruler surfac-
es incorporating various measurement systems such as
the centimetre scale, Dinglan ruler, Luban ruler, and ta-
ble ruler. This tool effectively integrates the features of
the inkwell and Luban ruler into a single compact, light-
weight, and portable device (Kroes, 1998; Jiang, 2020).
It not only preserves the wisdom embedded in tra-
ditional tools but also accommodates multicultural
measurement systems, thereby meeting the needs of
a wider range of users. The continuation of traditional
tools’ functions and working principles is a vital path
for future development (Zhang & Jia, 2024). For exam-
ple, the modern reciprocating saw consists of a main
body, handle, battery, switch, chuck and saw blade. Its
working principle is essentially the same as that of the
traditional frame saw: the object is cut via a reciprocat-
ing blade movement. In traditional designs, this motion
was powered manually; modern versions use mechani-
cal components driven by gears to operate a telescopic
rod. With a stroke distance of 15 mm and powered by
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electricity, the saw’s cutting capacity is greatly en-
hanced, and the frequency of blade movement is signif-
icantly increased. Reciprocating saws are used not only
by carpenters but also as versatile tools across various
fields. By changing the saw blade via the collet mecha-
nism, it is possible to cut through metal, wood, plastic,
stone, and other materials, thereby significantly broad-
ening their range of applications.

Power evolution and innovations in tool materials
From the perspective of technological development
within society, the dominant power sources have
evolved over time. In the primitive and agricultural pe-
riods, manpower and animal power were the primary
means of operation. During the industrial era, steam
power became prevalent. In information society - char-
acterised by rapid scientific and technological advance-
ment - numerous new technologies have emerged.
These advancements primarily involve the widespread
use of electric power, internal combustion engines, and

a0 PP S

innovations in transportation and communication tech-
nologies. Currently, electric and petroleum-powered
tools dominate, with renewable energy sources serv-
ing as complementary options. As part of the transition
towards ecological civilisation, the future focus will be
on the development of environmentally friendly energy
sources, in response to low-carbon and sustainable de-
velopment goals. This evolution in power technologies
underscores how science and technology are powerful
drivers of social progress. Modern small wooden tools
have evolved from manual operation to electric-pow-
ered devices, such as electric saws, power planers, elec-
tric drills, laser levels, and electronic precision measur-
ing instruments.

Traditional small woodworking tools were made
from a range of materials, including wood, stone (in-
cluding jade), metals (such as bronze, copper, and iron),
and composite materials. The material classification
system is illustrated in Figure 3.

Figure 3. Material classification system for small wooden tools
Note: a - wood type, b - stone type, c - metal type, d - mixed material class
Source: authors’ photos based on Z. Li (2015)

The technical level of tool design has improved con-
tinuously over time. Material use represents the opti-
mal expression of technology. In selecting materials for
tools, two core principles are generally followed: choos-
ing the most appropriate material based on function,
and keeping pace with the times through the adoption
of innovative materials. This requires designers not
only to be familiar with various materials but also to
possess a forward-looking understanding of technolog-
ical trends. The dual nature of the tools - being both
functional and symbolic - increases the complexity and
specificity of material selection. Fully understanding
and utilising material properties is a challenging task,
butitis a critical factor in a tool’s ability to remain com-
petitive in the market.

Extension of application scope

With the popularisation of technology, the application
scope of traditional small wooden tools has continued
to expand, particularly in terms of user demographics
and contexts of use. Traditional small wooden tools
were once exclusively used by carpenters, who were

typically the only group to possess a full set. However,
as of 2025, the revival of traditional culture has led to
a gradual increase in individuals engaging in wood-
working as a hobby or profession. Compared to earlier
generations, the demographic profile of modern wood-
working enthusiasts is increasingly youthful. Many
founders of contemporary woodworking studios are
young people. Some are university teachers guiding
students in the creation of handcrafted wooden items;
others are descendants of traditional carpenters, en-
gaging in woodworking to preserve family craftsman-
ship. Additionally, there are experiential workshops
aimed at nurturing children’s creative thinking and
practical skills. Preserving tradition requires adapting
it to the pace of contemporary life. Traditional skills and
tools must be transformed into a dynamic and youth-
ful force. The continued vitality of tradition depends
on the innovations brought by younger generations.
As small wooden tools undergo changes in technology
and materials, their use has expanded from exclusively
processing wood to also accommodating metal, plastic,
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stone, and other materials. For example, electric drills,
thanks to their durable drill bits and sufficient pow-
er have become essential not only for woodworking
but also for everyday tasks such as drilling and screw

driving. In this way, tools have undergone a transforma-
tion from specialist to general-purpose use, shedding
their exclusive identity and achieving greater functional
versatility. The innovation path is illustrated in Figure 4.

Analysis of the design of
traditional small wooden tools
in the Central Plains

Figure 4. Analysis of the design of traditional small wooden tools

Source: compiled by the authors

Innovation in design involves modernising tradi-
tional forms by integrating them with contemporary
needs and aesthetics while retaining culturally signif-
icant elements. This process requires selecting and
adapting traditional features that continue to hold rel-
evance today. In particular, features that embody the
spirit of the current era deserve closer examination
and careful preservation. Through an analysis of tradi-
tional small wooden tools from Central China, focusing
on both their historical evolution and their relevance
to modern design, this study demonstrates that many
underlying principles remain valuable. By merging tra-
ditional concepts with modern design strategies, new
possibilities emerge for the evolution of these tools.
This research proposes practical methods and strate-
gies for transforming traditional designs into innova-
tive products that align with the demands of contem-
porary society.

CONCLUSIONS
This study found that traditional small wooden tools
in the Central Plains exemplify a distinct balance be-
tween structure and function, developed through cen-
turies of practice. The analysis demonstrated that the
integration of modular design, material properties, and
cultural symbolism enhanced both the tools’ practical
efficiency and their aesthetic value. Qualitative field in-
vestigations and quantitative measurements revealed

that traditional artisans employed resource-sharing
strategies to optimise functionality while preserving
cultural heritage. Specifically, the research analysed
how the dialectical relationship between structure
and function was achieved through design elements
that enabled a single structure to serve multiple func-
tions, as well as how different structures could realise
the same function. These findings support the view
that key traditional design principles - such as mod-
ular configuration and the interrelation between ma-
terial expression and mechanical performance - can
serve as effective guides for contemporary design
practice. Furthermore, the study demonstrated that
experiential design strategies, which emphasise user
interaction and cultural context, can be effectively ap-
plied to modern design challenges. By establishing a
bridge-building approach between traditional meth-
ods and modern technology, the research provided a
clear framework for integrating historical craftsman-
ship into current design processes. Future research
should focus on developing and testing new design
prototypes based on these traditional principles, as
well as conducting comparative studies in different
cultural contexts to further explore their applicability
to modern innovation. This research thus not only en-
riches the understanding of traditional woodworking
tools but also lays the groundwork for their revitalisa-
tion in contemporary society.
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AHoTauia. le [fgociipkeHHs Majao Ha MeTi CUCTeMaTH3yBaTH TpPaJuUiidHI Masi gepeB'siHi iHCTpyMeHTH
llenTpasbHOi piBHUHK KuTato, 1106 BUSHAUYUTH IXHE KYJIbTYpPHE 3HAYEHHS Ta JAOCIIUTH B3aEMO3a/IEXKHICTD MK
TpaJULIMHOI0 TBOPYICTIO Ta CYy4aCHUM AU3alHOM. Jl0C/IiI>KeHHA I'PYHTYBaJIOCA HA ICTOPUKO-KYJIbTYPHOMY aHaJ1i31
Ta BKJ/IOYAJI0 CUCTEMHHUU I MDKIUCUUIUIIHAPHUM mifxiA. BukopucrtaHi MeToAUu BKJIHOYAJU OIJISL[, JIiTepaTypH,
MHUCTETBO3HABYMU Ta KYJIbTYPHUHN aHaJIi3, a TAKOK METO/IM apxeoJioTiuyHoi kiaacudikalii. 3 TOYKH 30py JHU3aiHy,
JU1s 360py ZlaHUX | BUBUEHHS TPaAMILIHHUX MaJlUX JilepeB'ssHUX IHCTpyMeHTIiB Ha lleHTpa/ibHUX piBHHHAX OY/IU
BUKOPUCTaHI K sKicHi, Tak i KiJbKicHI MeToAu gociimkeHHsa. CIMparyduch HA MoNepeaHi JOoCTiKeHHs, 6y10
3's1COBAHO MPUHIUIM Ta METO/AM JHU3alHy, NPUTAaMaHHI [IUM iHCTpyMeHTaM, @ TAKO>K BCTAHOBJIEHO Jlia/IeKTUYHUH
B3aEMO3B'SI30K MK CTPYKTyporo Ta yHKIi€r0 B AusaiiHi ¢opmu. OCHOBHY yBary NpH/iJIEHO MOEJHAHHIO
MaTepiaJsiB, [0 BUKOPUCTOBYBAIUCS B TPAAUIINHUX MaTUX JepeB'THUX 3HAPSAAAAX Mpalli, y CBIiT/Ii JOCATHEHb
HaykKH i TexHiku. BusHaueHo dakTopH, 1110 BIJIMBAIOTh Ha PO3BUTOK GOPMHU Ta PO3MipiB IIUX iHCTPYMEHTIB, a
TAaKOX LJISAXM IX iHTerpauil B cydyacHUHM Au3aiH. [I[pyHUMOM Ta METOAM JU3aiHy, 3all03UYeHi 3 TpaguLiiHUX
MaJlUX lepeB'SHUX iIHCTPYMEHTIB, BKJIIOYAIOTh: lia/leKTUYHUH 3B'I30K Mi>K CTPYKTYpo1o Ta yHKIli€t0; mpiopuTeT
JYHKILIOHAJIBHOCTI Ta MOJIY/IbHY KOHIIEMLi0 AU3aiHY; eMOIiHHUHN nifxia 1o ausaiiny; ¢inocodiro auzaiiny, ska
MiJIKpeCJII0E BUPa3Hi KOCTI MaTepiaJiB Ta iHTerpawilo HOBUX TEXHOJIOTIH; a TaK0X MiAXiJ, OpiEHTOBAaHUM Ha
JIFIVIHY, 1110 BKJIFOUA€E 6e3MeKy Ta iHAuBiAyatisanit. lociimkeHHs JU3alHEPChKOI CIa/[IIUHU MaJTUX JIepeB' THUX
iHCTPYMEeHTIB He Jivlle cpusie 36epeKeHHI0 TpauLiHOI KyJIbTYpH, ajle ¥ oJIeT1ye BKIYeHHs ii eleMeHTIB y
Cy4JacHY MPAKTHUKY IJISIXOM MO€AHAHHS iCTOPUYHUX GOPM i3 Cy4aCHUMH TEXHOJIOTISIMU Ta MaTepiasiaMu

Knto4oBi cnoBa: kuraiicbka TpapuiiiiHa KyIbTypa; TBOpPYI KOHIEIIl; Ju3aliHepChbKe HATXHEHHs; iHHOBAL{iiMHMIT
IM3aitH; apTedakTn
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Abstract. This research investigated the integration of cultural elements from the Zhujiajiao bridges in Shanghai
into casual shoe pattern design, employing shape grammar and the fuzzy evaluation method. The study focused on
four iconic bridges - Release, Huimin, Chenghuangmiao, and Yong'an - extracting and redesigning their distinctive
patterns to create a collection of decorative elements. These patterns were enhanced by a colour scheme inspired by
the Jiangnan water town landscape. The research process comprised three steps: extracting bridge elements using
design software, redesigning these elements based on shape grammar rules to generate pattern collections, and
evaluating the patterns and colours using a fuzzy evaluation method with input from teachers and students. Shape
grammar, defined as SG=(S, L, R, I), was utilised to evolve initial bridge elements through various rules, resulting
in three pattern sets (SG,, SG,, and SG,). The colour scheme, characterised by neutral tones and contrasting hues,
was developed by extracting colours from significant buildings in Zhujiajiao. Two colour schemes (C, and C,) were
created and matched with the pattern sets. Using the fuzzy evaluation method, these combinations were evaluated
according to criteria such as usability, design characteristics and template attractiveness. The results revealed
that the combination of patterns SG, and SG, with colour scheme C, was the most preferred. These redesigned
patterns and colours were successfully applied to casual shoe designs, resulting in visually appealing and culturally
significant footwear. The study demonstrated the practicality of shape grammar in automating design processes
for culturally creative products, enriching casual shoe designs with traditional bridge patterns while fostering
appreciation of cultural heritage in contemporary fashion

Keywords: Zhujiajiao bridge cultural elements; traditional pattern integration; cultural inheritance; Chinese
culture; modern footwear; fashion; graphic design

INTRODUCTION

As of 2025, there has been a heightened focus on inte-
grating traditional cultural elements into contemporary
designs, particularly in the field of fashion. This study is
especially timely and relevant as it explores the incor-
poration of cultural motifs from the iconic Zhujiajiao
bridges in Shanghai into casual shoe pattern designs,
utilising shape grammar and fuzzy evaluation methods

Suggested Citation:

to enrich modern footwear with traditional aesthetics
and to foster an appreciation of cultural heritage. Pre-
vious research on pattern design and shape grammar
has primarily focused on four key areas. According
to L. Bu et al. (2023), reflecting the local characteris-
tics of ancient towns in order to achieve differentiated
competitiveness has become a significant issue in the
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development of culturally and creatively themed an-
cient towns. Earlier studies related to pattern design
and shape grammar fall into the following categories:
The first concerns the application of shape grammar
in pattern reuse and optimisation. Shape grammar, as
a powerful design tool, has demonstrated considerable
potential in this area. A. Caetano et al. (2020) discussed
computational design (CD) and proposed an improved
and robust classification method based on traditional
shape grammars for key CD concepts, including para-
metric design. D. Chen & P. Cheng (2024) used first-or-
der quantitative theory to establish a correlation model
between shape grammar transformation rules in cloth-
ing pattern design and young people’s image percep-
tions. Their research illustrated the mapping relation-
ship and degree of influence on consumer preference
through graphical methods. The second area was the
exploration of computational design within architec-
tural design. With the rapid advancement of digital
technology, computational design has seen increasingly
widespread application in this field. N. Ding et al. (2020)
defined and applied concepts of parameterisation, gen-
eration, and algorithmic design in architecture, offering
a theoretical foundation for the digital and intelligent
transformation of pattern design. This trend was driv-
ing architectural practice towards greater efficiency,
flexibility, and personalisation.

The third category involved the innovative appli-
cation of traditional patterns in modern design. As an
essential component of cultural heritage, traditional
patterns have received increasing attention regarding
their adaptation and innovation within contemporary
design contexts. A series of studies have focused on the
use of traditional patterns in modern design across dif-
ferent cultural contexts. N. Ding et al. (2020) extracted
and analysed traditional furniture patterns, applying
the shape grammar theory to derive core elements for
new decorative patterns through evolutionary recon-
struction, thereby enabling the morphological trans-
formation and cultural continuity of traditional fur-
niture designs. M. Kulinska et al. (2022) explore how
body measurements are widely used and implemented
in the digital design of traditional garments. Y. Xu &
F. Xia (2024) employed shape grammar to extract and
deduce the basic elements of Miao embroidery pat-
terns in Wenshan, resulting in the creation of innova-
tive designs. W. Huang (2023) selected typical Ruyuan
Yao embroidery patterns for compositional analysis,
deconstructs them into fundamental elements, and re-
constructs these to form innovative base patterns. By
applying shape grammar, these base patterns are devel-
oped into a series of unit innovations that are subse-
quently integrated into product design.

The fourth area concerns the application of shape
grammar in automated and intelligent design. L. Zhang
& Y.R. Xiao (2024) analysed the perceptual differ-
ences between residents and tourists regarding the

characteristics of ancient towns, examining the emo-
tional responses these evoke and identifying influenc-
ing factors. E. Yilmaz et al. (2023), following the ar-
rangement of intelligent microcapsules, utilise shape
grammar to determine the pattern structure and de-
sign of a new sports bra, enhancing its aesthetic appeal.
L. Gao & X. Li (2025) introduced topological geometry
into product shape design, conducting hierarchical fea-
ture analysis of a target product prototype and iden-
tifying its form-defining characteristics based on top-
ological weights. Primary features are constrained by
topological properties, while secondary features are
derived through shape grammar rules, ultimately gen-
erating an innovative product design scheme.
Ultimately, this study aimed to contribute to the re-
vitalisation of traditional cultures through modern de-
sign practices, while also offering valuable insights into
the application of shape grammar in pattern redesign.

MATERIALS AND METHODS

The research process involved several key steps. First,
four representative bridges in Zhujiajiao were selected
as the subjects for pattern extraction. These bridges -
namely, the Release Bridge, Huimin Bridge, Cheng-
huangmiao Bridge, and Yong'an Bridge - were chosen
for their distinctive styles and historical significance.
Through meticulous abstraction and line drawing, the
basic elements of each bridge were extracted and sub-
sequently reorganised into a cohesive pattern design.
Next, the extracted patterns were further refined and
transformed using shape grammar rules. It is worth
noting that Adobe Photoshop was used in the study.
This process involved applying various generative and
modifying rules to the initial patterns, producing a
range of variations that preserved the core character-
istics of the original bridges while incorporating mod-
ern design elements. The refined patterns were then
evaluated through a fuzzy evaluation method, which
assessed their aesthetic appeal, cultural authenticity,
and adaptability for footwear design. In order to illus-
trated the redesign of bridge culture, design software
was employed to optimise the derived patterns through
adjustments such as mask transparency, pattern layer
overlays, and transparency locking. While retaining the
original patterns and colours, this process enabled a
more harmonious integration of bridge elements char-
acteristic of the Jiangnan water town. In addition, a
combination of product design techniques was applied
to create patterns embodying the features of the water
village. These culturally rich patterns were then incor-
porated into the design of casual footwear.

The pattern extraction and redesign process for
Zhujiajiao was divided into three main stages. Firstly,
four ancient bridges with distinctive stylistic features
were selected as the basis for element extraction. Their
line drawings were abstracted to obtain the defining
features of water town bridge architecture. Based on
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shape grammar, the extracted elements were arranged
and integrated according to design principles to gener-
ate more complex, orderly, and decorative monolithic
design elements. Subsequently, constraints and trans-
formation rules were applied using graphic design
software. The primary features of the original bridges
were analysed in terms of points, lines, and surfaces.
At the same time, unnecessary design elements were

harmonised or removed to form a comprehensive pat-
tern set. Colour schemes were also developed based on
real-life scenes. Finally, the fuzzy evaluation method
was employed to refine the basic elements of the water
town bridges, compare data, evaluate the pattern and
colour collections, and determine the optimal combina-
tion for application in casual shoe design. The process
is illustrated in Figure 1.

The evolution of
f h " " monomer pattern
conforms to the cultura collection
start overall characteristics of bridge
form
¥ v
element determination and use design
extract cultural dominant line draft shape grammar application rules for apply shape grammar
symbols of bridges character extraction 1.rules of generative evolution constraint to generate pattern set
2.rules of modified evolution evolution +
cultural - whether to meet the
character the formulation and evolution rules of
constraint of rules pattern redesign
the optimal extract the color
if not collocation is obtained
N scheme
by fuzzy evaluation +
design presentation

Figure 1. Flow chart of the study

Source: developed by the authors

The pattern system functioned as a design language
integrating generative and modifying rules. Shape
grammars served as modern computational tools that,
once transformation rules were established, enabled
the combination of basic forms, evolutionary com-
mands, and novel, style-specific design outputs. The
evolutionary rules of generative design allowed for cre-
ative development through the sequential application
of multiple rule sets, resulting in a coherent and inno-
vative design language.

According to the definition of shape grammar by
G. Stiny & J. Gips (1971), it can be expressed as SG= (S,
L, R, I), where SG denoted the finite set of shapes re-
sulting from the application of evolution rules; S rep-
resented the set of shapes derived through operations
such as proportional transformation, rotation, mir-
roring, etc.; L referred to the finite set of markers; R
was the finite set of inference rules for evolution; and
[ was the initial shape from which the inference pro-
cess begins. In practical product shape inference, the
initial shape corresponded to the target morphological
curve. Evolutionary inference can be applied to part
or all of these curves, with the optional use of shape
markers. Affine transformations allow for arbitrary an-
gular tilting and longitudinal scaling while maintaining
co-linearity, co-pointing, and mutual parallelism. The
corresponding operations include translation, scaling,
rotation, and miscutting. Bézier curve transformation
refers to stretching a curve through four control points
while preserving affine and geometric properties.
This study primarily applied evolutionary rule con-
straints, with modifying rules serving as the primary

mechanism and generative rules as a supplement. The
aim was to ensure that the elements extracted from the
target scenery retained the defining cultural character-
istics of the bridges after undergoing transformation
through the evolutionary reasoning process, as illus-
trated in Figure 2.
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Figure 2. Evolution rule description
Source: developed by the authors

Evolutionary rules encompass design operations
such as addition, subtraction, division, modifica-
tion, replacement, deletion, scaling, mirroring, copy-
ing, rotation, and miscutting. As shown in Figure 3, a
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design language can be derived from these fundamen-
tal operations and then applied to design objects. These
rules demonstrated that shape grammar functions as
a design methodology governed by the principles of
arithmetic logic.

QaddmonO central@

mirror

O e Ra

orlzontal
L L

mirror
element1 element 2

SO

rotation 90° addition

Figure 3. Scheme of rule instructions
Source: developed by the authors

To begin with, based on the principles of modelling
and composition of basic elements, the initial shape of
the pattern was extracted with careful attention to the
monolithic modelling structure and the continuity of
the subsequent design. The distinct elements required
for the design were extracted using Photoshop 2024

Feature refinement | Fangsheng Bridge - 1,

Yong’an Bridge - I,

and Procreate 5.3.4. These four basic elements were
imported into Procreate, where, using a single-line
brush, they were manipulated according to shape
grammar: the first step involved retaining the original
form of each initial element while incorporating new
design features; the second step filtered and removed
overly complex components to highlight each element’s
distinctive characteristics; the third step applied mod-
ification instructions while preserving the structural
skeleton of the original form, thereby generating alter-
native stylistic variations. The architectural outlines of
the four historic bridges in Zhujiajiao were abstracted
and simplified into line drawings, yielding four groups
of basic elements: I, I, I, and I,. While maintaining the
distinctive features of the bridges, a degree of defor-
mation was introduced using affine transformations
and generative rules. These served as secondary evo-
lutionary tools. The generative evolution rules enabled
the preservation and enhancement of the bridges’ most
distinctive design features.

RESULTS AND DISCUSSION
Characterisation of Zhujiajiao bridge elements
The extraction process of the bridge elements is pre-
sented in Table 1. Firstly, real-life images of the bridges
were processed to extract features, and line drawings
were generated using Adobe Photoshop.

Table 1. Characterisation and extraction of Zhujiajiao bridge elements

Chenghuangmiao

Bridge - I, Huimin Bridge - I,

Picture

Line draft extraction

Line abstraction

Evolution of element 1 ~ANNA A~ -~ .
R: R R: R:
< Sy
Evolution of element 2 N, -
b T
R:Re R:R10 R RR:
] 1 1 LT L
Evolution of element 3 : J
R:R- R. R:Ris R,

Extraction result

New element - T,

New element - T,

New element - T, New element - T,

Source: developed by the authors
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As observed across the four groups of elements, the
abstracted forms exhibit not only structural stability but
also distinct stylistic features characteristic of Jiangnan
water town architecture. The compositions primarily
consist of quadrilateral and smooth, circular surface
elements. Subsequently, generative evolutionary rule
R, was applied to amplify key features by selectively
deleting components from the four structural groups
(I, L, I, and 1,), without compromising their skeletal
morphology. These elements were then further refined
and amplified, retaining their defining characteristics
and adhering to rule-based constraints. During the fea-
ture refinement process, it was essential to apply mod-
ifiability rules to deepen shape derivation and produce
more nuanced characteristic elements. To ensure align-
ment between the derived forms and the target design
intentions, a combination of evolution rules - add (R,),
enlarge (R), vertical mirror (R;), and miscut (R, ) -
were applied alongside R,. These helped optimise fea-
ture modelling under positional constraints. Finally,

additional rules, such as central mirror (R ), vertical mir-
ror (R,), and 90-degree rotation (R,,), were employed
to further evolve the forms, resulting in the final new el-
ements: (T,=R,+R +R +R,+R ), (T,=R,+R,+R +R ),
(T,=R,+R,+R,+R J),and (T,=R,+R  +R +R,). These
four evolved groups of elements successfully retain the
modelling characteristics of the original bridges while
also expressing a more structured and coherent formal
style, contributing to the understanding of morphologi-
cal principles and the preservation of visual rhythm.
Evolution and redesign of foundation elements
Building upon the refined elements described above,
four sets of foundational forms were derived. These
forms employed affine transformations under the mod-
ifiability rules, enabling arbitrary angular tilting, tele-
scopic scaling, and rotational transformations while
preserving co-linearity, common points, and paral-
lelism. This approach facilitated the directional con-
trol and precision required in the subsequent redesign
phase, as shown in Table 2.

Table 2. Transformation rules applied to foundational element evolution

Element rule T1 T3 T4
Transformation rule
I’ ‘I
\_’
R,/R,/R, Unused Unused Unused Unused
’_\
R, I I | |
\_’

N
4
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X
O (
I_I
I_I
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I
Y
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S
i

O
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Table 2. Continued
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Source: developed by the authors

According to the formal characteristics of the Ji-
angnan water town bridges, and following the refine-
ment and evolution of the geometric elements, select

forms from the base set in Table 2 were used to gen-
erate reconfigured designs under defined constraints,
as illustrated in Figure 4. Subsequently, the final pat-

tern design was executed, and three sets of pattern
results - SG,, SG,, and SG, - were generated, as shown

in Table 3.

vertical mirror

The refined base elements provided a structured
foundation for precise and directionally consistent pat-

tern redesign, inspired by the architectural characteris-
tics of bridges in the Jiangnan water town region.

Table 3. Matrix of final cultural and creative pattern designs

{2

Rotation 90°

Rs Rs

horizontal
mirror

13 R,
J vertical

mirror

. }}4{

mirror

R12 P \\_‘ 7 a\\Y

rotation 45°

Figure 4. Schematic diagram of element evolution
Source: developed by the authors
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Table 3. Continued

Element rule

SG,
T1R13R13R8R9

T, R R,R..R,R R

277 74771374 89

SG,
T,R,R,R,T,R,R

98 41 9 4

SG set

Extraction result Pattern design - SG,

Pattern design - SG, Pattern design - SG,

Source: developed by the authors

Colour extraction, pattern evaluation and screening
The predominant colour palette of Zhujiajiao Ancient
Town comprises neutral tones such as green, white, and
grey, with a balanced contrast between warm and cool
hues. The buildings display a marked contrast in bright-
ness, with harmonised transitions between walls and
roofs, creating an overall natural and refined visual im-
pression. The low-saturation colour system defines the
core chromatic perception of the town. Representative
buildings emblematic of Jiangnan culture were selected
for their significant architectural and cultural value. The
primary colours include black, white, grey, ochre, lake
blue, indigo, universal blue, dark grey, and deep red,
complemented by secondary tones such as light green,
vermilion, emerald green, dark green, light yellow, and
gold. Two sets of colour schemes - C, and C, - were
designed by extracting hues from photographs using
Adobe Photoshop, and these colour groupings were ap-
plied in the subsequent redesign process. The schemes
are illustrated in Figure 5. To effectively evaluate and
optimise the visual characteristics of the redesigned
patterns and to preserve their cultural associations
with bridge architecture, this study employed a fuzzy
comprehensive evaluation method. This addressed the
limitations of shape grammar-based evolution, pattern
redesign, and colour matching. Three pattern sets and

two-colour schemes were assessed using this method.
Evaluation criteria and weighted indicators were es-
tablished to quantify the performance of each design
scheme. These indicators enabled a preference-based
synthesis of design attributes under environmental
constraints, laying a strong foundation for the applica-
tion and innovation of the design elements, as present-
ed in Table 4.

Colour schemes - C1 Colour schemes - C2

B Panseram )
p <L ad -~

N

Figure 5. Colour scheme collection table
Source: developed by the authors

Table 4. SG, advantage indicator table

K, Description of indicators Weighting/%
K, - utilisation capability Excellent formal sensibility and broad applicability in creative contexts 0.51
K, -design features Clear representation of Jiangnan water town architectural elements 0.36
K, - pattern advantage High continuity, replicability, and strong potential for reinterpretation 0.13

Source: compiled by the authors

After the morphological evolution process, three
groups of pattern collections were generated, pro-
ducing a wide range of pattern elements suitable for
design combinations. Based on the aforementioned
deductions, three pattern collections - SG,, SG,, and
SG, - were established. In order to identify the optimal
combination of pattern and colour scheme, the fuzzy
evaluation method was employed to determine the

26

preferred evaluation outcomes for the pattern and col-
our schemes used in this design. The dominant indices
were defined as follows: K,, the pattern ensemble in-
dex, and KB, the colour scheme index, as illustrated in
Figure 6. In conjunction with the reference to corridor
bridge structures and their historical origins, the five
sets of dominant indices for the design - K, and K, - are
presented in Tables 4 and 5.
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Figure 6. Example of K, pattern advantages

Source: developed by the authors

Table 5. C, advantage indicator table

K, Description of indicators Weighting/%
K, - utilisation capability Design value after integrating pattern elements 0.64
K, - colour attributes Reflects the Jiangnan water town cultural style 0.36

Source: compiled by the authors

To enhance clarity in both demonstration and eval-
uation, a schematic table illustrating the advantages of
the K K, pattern was produced (Fig. 6), along with a
schematic table demonstrating the K K, utilisation ca-
pability, as shown in Figure 7.

Figure 7. Example of K K, pattern advantages
Source: developed by the authors

Ten lecturers and 35 visual communication design
students from the teaching and research department
participated in evaluating the dominant indices of the
pattern and colour collections. They contributed to
determining the weighting percentages of each dom-
inant index in the bridge design, thereby constructing
a comprehensive weighting system for pattern design
evaluation.

Evaluation and optimisation of culturally-inspired
design solutions

Taking into account the requirements of both pattern
design and colour schemes, a five-point rating scale was
used: very good, excellent, fair, not very suitable, and
unsuitable. The scoring vector was assigned as o= (90
80 70 60 50) X. The 45 aforementioned participants
evaluated each aspect of the styling and decorative de-
sign independently. This is summarised in Table 4. A
fuzzy comprehensive evaluation matrix was then con-
structed, and the calculation method along with the re-
sults are presented in Tables 6 and 7, using pattern SG,
and colour scheme C, as examples.

Table 6. SG, final assessment score calculator

Evaluation matrix Weighting Scores
0.56 0.24 0.13 0.07 0.00 0.51 0.286 | 0.122 | 0.066 | 0.036 0
P, 0.32 0.27 0.37 0.04 0.00 K, 0.36 P*k 0.115 | 0.097 | 0.133 | 0.014 0
0.24 0.37 0.23 0.16 0.00 0.13 0.031 | 0.048 | 0.023 | 0.021 0
Total 0.432 | 0.220 | 0.222 | 0.071 0
a 90 80 70 60 50
/ Total*a 38.88 | 17.57 | 15.57 4.25 0
Score 76.27
Source: compiled by the authors
Table 7. C, final rating score calculator
Evaluation matrix Weighting Scores
b 0.37 0.39 0.13 0.04 0.00 K 0.64 - 0.237 | 0.250 | 0.083 | 0.026
“ 0.40 0.13 0.28 0.19 0.00 B 0.36 0.144 | 0.047 | 0.1008 | 0.068
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Table 7. Continued

Evaluation matrix ‘ Weighting Scores
Total 0.381 | 0.296 | 0.184 | 0.094 0
a 90 80 70 60 50
/ Total*« 3427 | 23.71 | 12.88 | 5.64 0
Score 76.50

Source: compiled by the authors

From the above, the evaluation weight vectors
H,, =P *K, H  =P_*K for pattern SG, and Colour
C,, together H,  =(0.4320, 0.2169, 0.2224, 0.0709, 0),
H_ =(0.3808, 0.2964, 0.1840, 0.094, 0). Finally, multi-
plying by the scoring vector a=(90 80 70 60 50)X, the
final scores for pattern H,, and colour H_, were 76.27
and 76.50, respectively. The evaluation also produced
the following scores for pattern SG, - 74.33, pattern
SG, - 76.27, and colour C, - 79.34. As pattern SG, and
SG, achieved equal scores, and colour scheme C, out-
performed C,, the final design presentation incorpo-
rates pattern SG,, pattern SG,, and colour scheme C,.

In order to more effectively present the redesigned
bridge culture concept, design software was employed
to refine and optimise the output. Building upon pat-
terns SG, and SG,, mask transparency adjustments in
Procreate 5.3.4, along with the stacking and interweav-
ing of pattern layers and alpha-locked overlays, were
utilised to enhance the texture of the colour scheme
without altering the original patterns or palette. This
process helped to ensure that the pattern design, based
on the architectural features of bridges in the Jiangnan
water town, appeared more cohesive and harmonious.
Additionally, modifications and enhancements were
made to the design according to the characteristics of
the patterns, integrating elements consistent with Ji-
angnan bridge culture. These refinements were intend-
ed to align with the aesthetic preferences of tourists,
thereby facilitating the seamless integration of the de-
signs into both footwear and broader cultural and cre-
ative applications.

Innovative design of Zhujiajiao bridge pattern
casual shoes

Following the redesign of the bridge patterns, a
cross-disciplinary approach combining product design
principles was applied to create pattern motifs that
convey both a strong design language and the unique
character of water towns. This initiative not only pre-
sents a novel pathway for the preservation and inno-
vation of Zhujiajiao’s bridge culture but also provides
inspiration for the development of cultural and creative
products - particularly the design of Zhujiajiao-themed
casual footwear, as illustrated in Figure 8.

Using graphic design software, these culturally rich
motifs were skilfully embedded into casual shoe de-
signs, creating a bridge between tradition and moder-
nity, and between cultural heritage and contemporary
fashion (Fig. 9).

Figure 8. Casual shoe pattern - design presentation 1
Source: authors’ material

Figure 9. Casual shoe pattern - design presentation 2
Source: authors’ material

Locally representative casual footwear products
were selected and combined with refined pattern de-
signs. A minimalist approach was adopted, with the
patterns arranged in a continuous and layered compo-
sition. Design elements primarily included patterns SG,
and SG,, while the colour palette was dominated by the
cool tones of scheme C,. The final visual outcomes are
shown in Figures 8, 9, and 10.

Figure 10. Casual shoe pattern - design presentation 3
Source: authors’ material

28 Art and Design Vol. 8, No. 2



Qiang & Pashkevych

The impact of technology on modern society is both
profound and multifaceted, influencing nearly every as-
pect of daily life. This transformation is especially visi-
ble in the field of design. Through parametric modelling,
generative techniques, and algorithm-driven design, re-
searchers have advanced the automation and optimisa-
tion of design processes, enhancing both efficiency and
creative capability. In the area of ethnic pattern design,
for instance, shape grammar enables the creation of in-
tricate, culturally significant motifs with a level of pre-
cision and repeatability that is challenging to achieve
manually. Similarly, in architecture, computational
design tools have enabled the exploration of complex
geometries and structures, pushing the boundaries of
design and construction possibilities. Furniture design
has also benefited greatly from these advancements,
enabling designers to create bespoke pieces that fit
seamlessly within a given space and meet specific func-
tional requirements. Three-dimensional shape gener-
ation, cultural heritage conservation, and textile and
fashion design are further fields in which shape gram-
mar and computational design have made notable con-
tributions. In each of these disciplines, the ability to de-
fine and manipulate forms using algorithmic rules has
led to more efficient and innovative design processes.

C. Cui & N. Shaari (2023) enhanced shape gram-
mar to enable the efficient reuse and innovative devel-
opment of national patterns, offering a new approach
to intelligent and automated pattern design. A. Chan-
tamool et al. (2024) improved shape grammar by in-
corporating a national narrative research method, fo-
cusing on a hand-woven silk group selected through
purposeful sampling. Data were gathered via in-depth,
face-to-face interviews, and analysed using interpretive
thematic analysis. F. Zhang et al. (2023) applied shape
grammar to interpret the characteristics of box-type
furniture in detail, highlighting its importance within
Korean traditional furniture. The study proposed ideas
for the organic integration of traditional and contem-
porary Korean furniture design. Y. Li et al. (2024) used
innovative derivative patterns in the design of modern
leather goods, ensuring that the products aligned with
contemporary aesthetic sensibilities while retaining
national characteristics and cultural depth. Y.L. Wang et
al. (2024) combined grounded theory principles, shape
grammar, and sustainable design methodologies to
reinterpret and innovate the aesthetic design of Ming-
style furniture. A. Wutte & J.P. Duarte (2021) proposed
a parametric shape grammar for ancient Egyptian fu-
nerary monuments, which could be used to reconstruct
incomplete tombs, extend existing ones, or generate
new designs. Y.G. Ying & ET. Jin (2024) inferred that
shape grammar facilitates the effective transforma-
tion of designers’ knowledge, providing technical sup-
port for the intelligent application of shape grammar
in design and manufacturing processes. Research into
the automatic generation of rule-based logo designs

further illustrates the significant potential of shape
grammar in automated design systems. This line of in-
quiry not only enhances design efficiency but also es-
tablishes a solid foundation for the future of intelligent
design development.

B.L. Qi et al. (2023) analysed and extracted shape
feature lines at various levels of train head forms, creat-
ing abstract design elements by applying shape gram-
mar. An interactive genetic algorithm was then used to
encode these design features. F. Zhang et al. (2024) con-
ducted research on gene extraction and intelligent as-
sisted design in the context of Nanjing Republic archi-
tecture, highlighting the characteristics of inheritance,
selection, replication, and variation in architectural
gene expression. This work achieved a creative trans-
formation and innovative development of architectural
heritage, demonstrated the potential for intelligent, as-
sisted cultural and creative design, and enhanced the
cultural depth of such products. However, in the field
of footwear creative design, there remains a lack of re-
search on the application of shape grammar. Footwear
design is a complex discipline that integrates both art
and technology. Its cultural and creative aspects require
not only aesthetic appeal and uniqueness but also ac-
count for comfort and functionality. Shape grammar,
with its strong capabilities in shape transformation and
rule-based reasoning, offers a distinct opportunity for
innovation in footwear design. By defining shape rules
and transformation logic, a wide variety of shoe designs
can be automatically generated while maintaining co-
herence and design unity. This approach would not only
streamline the design process but also create new pos-
sibilities for creativity and innovation. Designers could
more easily experiment with diverse shapes, patterns,
and materials, thereby expanding their range of de-
sign options. In addition, shape grammar can support
designers in capturing and transforming traditional
footwear elements, enabling the modern expression of
cultural heritage and its innovative transmission. This
is particularly valuable in the context of cultural herit-
age conservation, where the preservation of traditional
footwear design holds significant importance. P. Ger-
chanivska (2021) conceptualised cultural identity as
a resource for social development, revealing its struc-
tural integrity through correlations with cultural codes
and transformation models.

This study explores casual shoe pattern design us-
ing shape grammar, through the extraction and redesign
of elements from the ancient town bridges of Zhujiaji-
ao. Other related studies - such as N. Ding et al. (2022),
on the reuse and optimisation of patterns in furniture
design using shape grammar; Y. Li et al. (2024), on
the automatic generation of logo designs; and Y. Xu
& F. Xia (2024), on the integration of shape grammar
and the analytic hierarchy process in redesigning Miao
embroidery patterns - all demonstrate the broad ap-
plicability of shape grammar across design field. These

Art and Design Vol. 8, No. 2 29



Research on casual shoe pattern design based on shape grammar

studies share a common approach with the present arti-
cle in their application of shape grammar rules for inno-
vative and optimised design. However, this study differs
in its design subject, objectives, and evaluation meth-
odology. Moreover, the fuzzy evaluation method em-
ployed here offers a novel perspective on design assess-
ment, which is less frequently seen in related research.

CONCLUSIONS
This study provides a detailed account of the process
of redesigning cultural design elements from bridges
in Jiangnan water towns, through the extraction and
reinterpretation of features from the Zhujiajiao bridge.
The coherence of this redesign is closely aligned with
the conceptual framework of footwear design. In the fi-
nal design outcome, a colour scheme was applied that
not only integrated the distinctive colours of the water
town but also effectively combined regional hues with
modern commercial appeal. At the same time, the au-
thors curated a series of patterns that reflect the ele-
ments of the Zhujiajiao bridge, which not only enrich
the visual layering of the design but also express the
harmonious integration of tradition and modernity.
The design outcomes not only demonstrate the unique
charm of Shanghai Zhujiajiao’s traditional culture but
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AHoTauifa. [JloctipkeHHs GyJ0 COpsiMOBaHe Ha IHTErpalil KyJIbTYPHHUX eJeMeHTIB MOCTiB UDKyu3su3so B
[llanxai y Au3aiiH Mo/iesiell MOBCAK/JEHHOTO B3yTTs 3 BUKOPUCTAHHSAM rpaMaTUKU GOPMHU Ta METOAY HEYiTKOT0
onjiHIOBaHHsA. Jloc/1i/PKeHHs 6Y/10 30CepeP)KeHO HAYOTUPbOX3HaKoBUXMocTax - Release, Huimin, Chenghuangmiao
Ta Yong'an - 3 KUX GYJI0O BUOKPEMJIEHO Ta NepepobJsieHO XapaKTepHi Bi3epyHKU [Jisi CTBOPEHHS KOJIEKIil
JleKOpaTUBHUX esieMeHTIB. lli BisepyHkH Oy/siM [JOOBHEHi KOJIbOPOBOIO IaMOI0, HATXHEHHOIO JIaHAIapTOM
BoAHoro Micra l3sgHbHaHb. [Iponec gociifKeHHs CKJIaJaBCs 3 TPbOX eTaliB: BUJYYEHHS €JIEMEHTIB MOCTIB
3a /I0TIOMOr010 JIM3alHEePChbKOro NMPOrpaMHOro 3abe3nedyeHHs, pe/jU3aiiH I[MX eJieMeHTIB Ha OCHOBI NMpaBUJI
rpaMaTUKy GopMHU /151 CTBOPEHHS KoJleKIii Bi3epyHKiB, a TaK0X OLiHKa Bi3epyHKIB i KOJIbOPIB 3a ONOMOTI010
MeTO/ly HE4iTKOTO OLiHIOBaHHSA i3 3ajiyyeHHAM BHUKJaZadiB i cTyseHTiB. 'pamaTtuka ¢dopmu, BU3HAYEHA SK
SG=(S, L, R, I), 6bynia BUKopucTaHa A/ €BOJIIOLI] MOYAaTKOBUX €JIEMEeHTIB MOCTIB 3a pi3HUMU IpaBUIAMH, B
pesysbTaTi 4oro 6ys10 CTBOPEHO TpU HabopH BizepyHKiB (SG,, SG, i SG,). KonmbopoBa rama, 1o xapakTepusyBasacs
HeUTpaJIbHUMK TOHAaMU Ta KOHTPACTHUMHM BiJTiHKaMy, Gysa po3pobJseHa LIJISXOM BUJIYyYEeHHs KOJIbOPIB 3
BU3HaYHUX 6y/iBesb y Dxynsaussao. byno creopeno aBi kosipHi cxemu (C, i C,), aki 6y.1m 3icTaB/ieHi 3 Habopamu
3paskKiB. 3a JOMOMOTOK METO/y HEHUiTKOI0 OI[iHIOBaHHS 1[i KOMOiHaIil 6yJ10 OlliHeHO 32 TAKUMH KPUTEPiAMU, K
3pY4HICTh BUKOPUCTAHHS, AU3aWHEPCHKI XapaKTePUCTHUKHU Ta MPUBAGJIMBICTh NaTepHiB. Pe3ysibTaTH MokasaJiy,
o KoMmb6inauisa BisepyHkiB SG, i SG, 3 xosipHorw ramoro C, 6ysna Haiikpamomw. Li oHOBJIeHI BisepyHKH Ta
KOJIbOPH 6yJIH YCHILIHO 3aCTOCOBAHI B IM3aliHi MOBCAKAEHHOT0 B3YTTs, 1[0 IPU3BEJIO /10 CTBOPEHHS Bi3yaJlbHO
MPUBAGJIMBOTO Ta KYJbTYPHO 3HAYYLOr0 B3yTTs. JlOC/IiI>KeHHS IPOJeMOHCTPYBaIo NPAKTUYHICTb rPaMaTUKU
¢dopMu B aBTOMaTH3alil mpoleciB NPOeKTyBaHHS KyJbTypPHO-KpeaTHBHUX NPOJYKTIB, 36arayyrouu Au3aiH
MOBCAKAEHHOT0 B3yTTA TPAAULIMHUMHU BizepyHKaMU MOCTIB | BOJHOYAC CIPUAI0YU NOLiIHOBYBAaHHIO KYJIbTYPHOI
CraJUHU B Cy4acHIN Moji

Karouosi croBsa: KY/IBTYPHi efleMeHTI MOCTa YKylI3:11350; iHTerpania TpafuLifiHNX Bi3epyHKiB; KyIbTypHa CIIaJI/Ha;
KUTaJCbKa KY/IbTYPa; Cy4acHe B3y TTs; MOJIa; rpa(’pquI/{ﬁ[ II3aiH
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Abstract. This study aimed to systematise existing approaches, principles, and trends related to the restoration
and renovation of public spaces, while also identifying the actual needs of residents through surveys. Based on
the findings, recommendations are proposed for the post-war development of public urban spaces. The primary
methods used for data collection included visual analysis, individual surveys, and interviews with residents to
determine their genuine needs. The results were structured using general scientific research methods. The survey
revealed that 63% of respondents expressed a willingness to participate in the renovation and revival of damaged
public urban spaces. 43% believed the restoration process should retain historical elements that existed prior to
destruction, supplemented with new components. Among those surveyed, 31% preferred complete restoration to
the pre-war state withoutalterations, while 36% wished to see elements of military memorial themesincorporated
into the renewed public spaces. The study outlined key aspects highlighting the significance of public space
in the functioning of a modern city and identifies major challenges associated with their post-war formation.
Methodological recommendations have been provided to guide the formation, restoration, and renovation of
public spaces, taking into account both residents’ interests and current trends. Existing approaches, ideas, and
proposals for the renewal and renovation of public urban spaces have been systematised and supplemented with
new concepts. Evaluation criteria for public urban spaces have been refined based on indicators such as functional
and spatial organisation, principles of public space formation, development prospects, and public participation.
Mechanisms for civic engagement in the restoration and renovation of public spaces have been proposed for all
stages - discussion, design, planning, and practical implementation. The findings of this study may be applied by
designers and architects in developing projects for the reconstruction of war-damaged public spaces, as well as
by local authorities during their implementation

Keywords: spatial planning; post-war transformation; public participation; residents’ needs; architectural
environment; urban identity; design solutions

INTRODUCTION

Russia’s full-scale military aggression against Ukraine
has resulted in the destruction not only of buildings,
structures, and infrastructure but also of public spaces
and recreational zones within the urban environment.
The most extensive damage occurred in frontline cities,
although virtually all cities across Ukraine have been
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affected by the war to varying degrees. The scale of
destruction clearly indicates that the entire urban in-
frastructure - including public spaces - requires both
restoration and renovation. In the long term, the post-
war recovery and renovation of Ukraine’s urban public
spaces is one of the key factors influencing planning
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processes at various levels: national, sectoral, region-
al, and local. Moreover, the need to develop a compre-
hensive national recovery plan, particularly for public
spaces and urban recreational areas, remains pressing
even before the full onset of the post-conflict period.

The issue of forming and restoring urban public
spaces has been examined from various perspectives in
numerous studies. In their exploration of urban design
as a project-based and artistic activity, I.V. Ladygina
& A.O. Rudenko (2024) focused on the functional and
spatial organisation of urban environments and their
material and spatial components. The authors noted
that certain public spaces - such as squares, boule-
vards, embankments, gardens, and parks - constitute
key elements of the structural framework of the urban
landscape. In the article by M. Husiev (2024), it is ar-
gued that the spatial and planning structure of public
urban spaces serves as a key reflection of the history
and culture of the residents. Therefore, various aspects
of the functioning and transformation of public spaces
should align with the lifestyle and traditions of their us-
ers. Yu.V. Idak (2020) emphasised that the transforma-
tion of public spaces should be based on a combination
of traditional and contemporary approaches. Similarly,
S.K. Al-Mosawy et al. (2021) noted in their study that
the restoration and renovation of public spaces in cit-
ies affected by armed conflict can draw upon practical
experience and real-world examples from other coun-
tries. Drawing on the post-World War II experience of
restoring public spaces in German cities, S. Neugebau-
er (2021) focused on the importance of adhering to
fundamental criteria for assessing the attractiveness of
public spaces - namely, identity and individuality. The
author argued that observing the principles of identi-
ty and individuality in the renovation of public spaces
contributes to a city’s uniqueness.

In her research, V. Praslova (2021) stated that the
renovation of open public spaces should be grounded
in the principles of multifunctionality and inclusivity,
which are key directions in the development of contem-
porary public environments. Inclusivity is an essential
component of modern public spaces and must be inte-
grated into any project focused on the restoration and
renovation of a damaged urban environment. Accord-
ing to A. Alkazei & K. Matsubara (2021), incorporating
innovative architectural and design solutions - based
on the experience of countries that have undergone
post-war recovery - is a vital tool in creating inclusive,
multifunctional, and futureoriented public spaces in
post-war settings.

During the post-war restoration and reconstruction
of historical urban areas, the principles of accessibility
and social inclusion serve as important benchmarks for
renovation, as noted by N.A. Leshchenko (2024). In her
article, N. Sosnova (2021) argued that the development
of public spaces must take into account collective pref-
erences and the right of all users to contribute to their

formation. This approach increases public engagement
and usage of such spaces. Public spaces should be de-
signed to encourage civic activity, providing venues for
community gatherings, cultural events, and leisure, as
highlighted by researchers V.V. Vorobyov & O.S. Shy-
lo (2022). They also emphasised that the stylistic inte-
gration of old and new architecture is a crucial aspect
in the formation of public spaces during the post-war
reconstruction of Ukrainian cities.

A review of academic studies revealed that re-
searchers have primarily focused on the challenges
of organising public spaces, the principles of their de-
velopment, and the criteria for assessing their quali-
ty. Scholars have noted that within Ukraine, there are
currently very few examples of restored public spaces
damaged by the war, and there is a lack of clear guidance
regarding their functional and spatial renovation struc-
ture. This highlighted the need for further research on
the topic, taking into account regulatory requirements,
cultural and traditional specificities of the residents,
and current trends in public space design. Therefore,
this study aimed to summarise approaches and trends
in the renovation of public spaces and to provide rec-
ommendations for their post-war development, based
on a conducted survey.

MATERIALS AND METHODS

The research employed general scientific methods,
including analysis, synthesis, generalisation, system-
atisation, and surveying. A review of academic litera-
ture helped to identify existing approaches to the re-
construction and renovation of public urban spaces.
The method of synthesis allowed for the integration of
different ideas, concepts, and proposals to form a com-
prehensive understanding of the issues surrounding
public space restoration. Generalisation enabled the
identification of key trends and existing solutions that
may be applied to post-war recovery and renovation ef-
forts. The systematisation of fragmented data provided
a structured scientific framework within the context
of design-related aspects. The survey method offered
deeper insight into user preferences and gathered sug-
gestions for the restoration and improvement of public
spaces.

The survey was conducted by the authors together
with students of Cherkasy State Technological Univer-
sity, who volunteered to assist throughout 2024 under
the slogan “Civic Engagement in the Renovation and
Development of a Comfortable Urban Environment”.
The aim was to assess the condition of existing public
spaces in cities across Ukraine. In addition to observ-
ing the state of public areas, a survey was carried out
among residents and visitors in the cities of Cherkasy
and Kyiv (Ukraine).

The survey involved 597 respondents, divided into
two categories: city residents (377) and visitors (220).
The participants included 79 educators, 194 students,
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69 civil servants, 137 business employees, and 118 in-
dividuals from other professions (Table 1). Respond-
ents were both men and women aged between 16 and
75, who voluntarily disclosed their age and occupation.
The geographical background of respondents covered
Cherkasy, Kyiv, Kharkiv, and Donetsk regions (Ukraine),

as the survey included students, internally displaced
persons, and visitors to Cherkasy from those areas.
Most participants were students from Cherkasy State
Technological University. The survey was conducted
both among working individuals within organisations
and on the streets of the city.

Table 1. Distribution of respondents by profession

Respondents Educators Students Civil servants | Business employees Others Total
Residents 62 115 51 88 61 377
City visitors 17 79 18 49 57 220
Total 79 194 69 137 118 597

Source: compiled by the authors based on original survey data

In line with the research objectives, respondents
were invited to answer seven open-ended questions with
suggested response options, along with one free-form
question allowing them to share their personal opinions
(Table 2). Respondents were informed about the aims of

the survey and the research in general. Ethical aspects of
the study were aligned with the principles of the Decla-
ration of Helsinki (2013). Following the initial analysis
of the survey results, statistical processing and synthe-
sis of the collected data were carried out by the author.

Table 2. List of survey questions

No. Question Response options
a) Every day
b) Several times a week
1 How often do you visit public spaces? ¢) Several times a month

d) Several times a year
e) I do not visit them

a) Excellent

2 How would you rate the quality of public | b) Good
spaces before the war? c) Satisfactory
d) Poor

How has the war affected the condition of a) Ithas worsened
3 . b) No change
public spaces?

c) Difficult to answer

a) Yes

Are you willing to participate in discussions b) No

4 on the reconstruction and renovation of
public spaces?

c) It is the responsibility of the authorities
d) Difficult to answer

How do you view the extent of renovation of

a) Complete preservation of all original elements
b) Preservation of historical elements with the addition of new features

overall quality of public spaces?

5 . c) Full transformation with the introduction of modern urban design
public spaces?
elements
d) Difficult to answer
a) Historical and cultural themes
Which elements would you recommend b) Military and memorial themes
including in the design of public spaces? c) Creative small architectural forms
d) Elements showcasing scientific achievements
In your opinion, are city residents sufficiently
. . .. . a) Yes
7 involved in decision-making related to the b) No
development of public spaces in the urban e
. c) Difficult to answer
environment?
8 What would you suggest to improve the Please provide your own suggestions

Source: compiled by the authors
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The research methodology was designed to ensure
a comprehensive and multidisciplinary approach to the
study of public space transformation. By combining
theoretical insights with empirical observations, the
study aimed to capture both structural patterns and
human-centred dimensions of urban renewal. This ap-
proach allowed for the integration of diverse perspec-
tives relevant to the socio-cultural, spatial, and partici-
patory aspects of post-war reconstruction.

RESULTS AND DISCUSSION

Renovation and revitalisation of public spaces and rec-
reational areas in urban environments destroyed as a
result of military aggression represent one of the pri-
mary objectives of Ukraine’s post-war recovery. The
renovation and revitalisation process must follow a
multi-step approach, incorporating plans for the short-,
medium-, and long-term future. This process requires
not only technical and engineering solutions but also
the integration of current trends in urban planning.

The definition and components of public space vary
among researchers. For instance, according to L.I. Usti-
nova & A.S. Matsokha (2024), a public urban space is
described as municipal property open for unrestricted
public access, facilitating communication and social in-
teraction. However, in modern cities, municipal and pri-
vate open spaces are often closely interwoven. C. Nelis-
cher & A. Loukaitou-Sideris (2023) define public space
as part of the urban territory accessible to everyone and
designed for non-commercial use, reflecting the city’s
social and cultural character. Itis also considered a place
for communication, leisure, recreation, public events,
and social interaction. This interpretation fully aligns
with the present study. Although researchers differ in
their definitions of public space and its elements, all ap-
proaches converge on a shared understanding: public
space is an open, universally accessible urban area that
fosters social interaction, recreation, and communica-
tion while reflecting the city’s socio-cultural context.

Public space should be regarded as a multifunction-
al platform for social interaction, economic exchange,
and cultural expression among a wide range of social
groups. It should be designed to promote human de-
velopment, foster peaceful and democratic societies,
and encourage cultural diversity. To ensure multifunc-
tionality, the Declaration of UN HABITAT III Issue Pa-
pers (2015) proposed allocating 45% of urban land to
streets and public space. Specifically, it is recommend-
ed that 30% of the urban area be designated for streets
and pavements, and 15% for open public spaces and
green zones.

Types of public spaces in the urban planning con-
text include pedestrian streets, squares, boulevards,
embankments, parks, garden squares, and residential
courtyards, all shaped by historical, cultural, social, and
economic factors (Kudumovic, 2020). In a social dimen-
sion, such spaces are public domains that respond to

socio-economic changes and serve as hubs of civic life.
A sufficient quantity of high-quality, inclusive public
space that reflects the cultural and social needs of the
population is essential for increasing social activity and
visitor engagement. Modern public spaces have become
an important element of the urban environment, inte-
grated into residential developments and commercial
complexes. They function not only as practical areas
but also as spaces that enhance comfort, support social
activity, and improve the overall quality of life. Based on
their spatial structure, the main types of publicly acces-
sible spaces can be identified (Fig. 1).

Parks

Garden
squares

Monuments

_

Boulevards Embankments
B Key types of
public spaces
Streets / \ Courtyards
Pedestrian S
quares
zones

Figure 1. Key types of public spaces
Source: systematised by the authors

In the restoration and renovation of all types of pub-
lic spaces, an effective approach involves implementing
the core principles of inclusive environment design and
enhancing quality in line with contemporary trends, as
emphasised by H. Kamalipour (2023). The authors of
this study have systematised and expanded the princi-
ples of public space design, building upon and enrich-
ing the researcher’s ideas (Fig. 2).

— multifunctionality

= . .
= — inclusiveness
)
=k — accessibility

[}
s g —
L 0 = hospitality
.9 g —
S & - aesthetic appeal
=
e | social value

— safety

Figure 2. Core principles of public space design
Source: systematised by the authors
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Public spaces in modern cities serve multiple im-
portant functions, acting as centres of social activi-
ty (Fig. 3). The creation of clearly defined and pur-
pose-driven spaces often becomes a key factor in the

development of the urban environment. Once a public
space is established, it is essential to ensure the ful-
filment of its functions as an integral component of a
comfortable and effective urban setting.

Functions of public spaces

Cultural
(spaces where communities form and events such as fairs, festivals, concerts, and other gatherings are held)

A Tourism
(locations thatbecome tourist attractions or focal points)
A Health and wellbeing
(provide opportunities for sports, games, and active recreation)
A Political
(spacesthatallow for free expression of public opinion and participation in political processes)
0 Economic
(platforms for trade, advertising, idea exchange, and the development of services)
o Social
(promote social interactionand integration across differentage groups)
Entertainment
(places where individuals can enjoy engagingactivities,amusements, and festive programmes)
A Recreational
(spaces for restoring physical, mental, moral, and emotional well-being)
. Communicative

(spaces for communication and the exchange of information and ideas among individuals)

Figure 3. Key functions of public spaces

Source: systematised by the authors

A.Uhletal. (2021) noted that, under contemporary
conditions, public spaces must fulfil essential functions
and respond to the social, environmental, and cultur-
al needs of the population. When these requirements
are met, public spaces become more attractive and
frequented by residents. This necessitates the devel-
opment of new concepts in which comfort is combined
with innovative approaches and modern trends. In the
process of designing urban renovation projects, it is es-
sential to incorporate current trends that serve as tools
for shaping high-quality public spaces. Among the lead-
ing trends in the development of contemporary public
spaces, several key characteristics can be distinguished,
reflecting the evolution of approaches to their design
and function. Multifunctionality refers to the ability of
a space to serve multiple purposes simultaneously, ad-
dressing the needs of various user groups. Transforma-
bility involves the flexibility of spatial elements to adapt
to dynamic environmental changes or evolving social
demands. Interactivity is evident in the implementation
of interactive features such as touch panels and the use
of smart technologies that enhance the functionality
and user experience of the space. Cultural and histor-
ical thematisation is achieved through the integration
of artefacts that represent the cultural, artistic, and

historical identity of a city or community. Greening, as a
key environmental component, involves the inclusion of
vegetation and compositions of herbaceous and flower-
ing plants, contributing to the creation of a comfortable
and aesthetically appealing environment. Spatial iden-
tity is established by creating a unique image, charac-
ter, and atmosphere that distinguishes one urban space
from another. Lastly, inclusivity refers to the level of ac-
cessibility and usability of public space for all segments
of the population, including people with disabilities, the
elderly, and children - an essential factor in ensuring
social equity and justice. In this context, the findings of
S. Bollano (2024), which examined the planning of “Cit-
ies of the Future” in Albania, are particularly relevant.
The study confirmed the importance of a balanced in-
tegration of innovative technologies, energy efficiency,
cultural heritage preservation, and economic resilience
as key factors in the successful development of urban
environments. The approaches identified in Albanian
cities - such as the creation of eco-parks, restoration of
historical sites, and digital integration - may be adapt-
ed to local contexts in the development of public spaces
in various countries.

The success of renovation and reconstruction de-
pends on the application of progressive, innovative
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solutions - not only during the planning and restora-
tion of damaged public spaces but also in the ongoing
development of the urban environment as a whole.
This requires the formulation of a comprehensive ap-
proach, beginning with a project design that incorpo-
rates modern technologies and extending to the active

involvement of residents in decision-making processes.
Public participation in discussions and decisions con-
cerning socially significant issues plays a crucial role in
improving the quality and attractiveness of public spac-
es. The engagement of citizens should be based on the
following socially innovative principles (Fig. 4).

r{ Principles of public participation

(providinginformation in an open, complete, timely,and comprehensible manner)

Accountability
(the obligation to report on and discuss the outcomes of actions taken)

Transparency L‘

Involvement
(engagingall those who will be directly affected by a decision)

Responsiveness
(openly addressing the concerns and questions raised by community members)

r
r
r !
Support
(ensuringthe availability of resources necessary for meaningful engagement)
J |

Figure 4. Key principles of public participation

Source: systematised by the authors

Public participation in the discussion of social pro-
jects can play a significant role in strengthening the re-
lationship between society and municipal authorities,
while also increasing public trust in decision-making.
In the context of public space regeneration, citizen en-
gagement becomes especially relevant, as it enables ef-
fective consideration of the real needs, preferences, and
interests of residents. Involving the community ensures
that the use of public spaces aligns with specific local
demands. Therefore, the foundation for creating a com-
fortable and functional public space lies in engaging all
stakeholders from the early stages of design through to
implementation. This inclusive approach helps to de-
velop shared solutions that meet the needs of a broad
cross-section of the population.

There are numerous tools and mechanisms avail-
able for gathering public opinion. However, the typical
sequence of interaction with the public during the plan-
ning of public spaces may follow these steps:

1. General information dissemination.

2. Gathering data on population needs, analysing ex-
isting issues, and collecting suggestions from residents.

3. Development of a general project concept.

4. Public discussion of the project sketch.

5. Publication and coordination of the project with
residents.

6. Implementation of the proposed design.

0. Zavalnyi et al. (2023) emphasised that conduct-
ing a preliminary study and comprehensive analysis of
the damaged area of a region is advisable before pro-
posing a project concept. The authors stressed that
the creation of a high-quality urban environment is

impossible without addressing existing problems. In
their research, I. Dreval & A. Zhabina (2021) noted that
the quality of the urban environment is assessed based
on its capacity to meet users’ needs. This aligns with
the core principle of user-oriented design. For a space
to function effectively and remain popular among res-
idents, it must respond to their needs and interests,
which should be identified through communication and
active participation in the renovation and regeneration
of public spaces. Considering public opinion is a key
driver of successful implementation and the creation
of a comfortable public environment. Communities can
express their vision, articulate their needs, draw atten-
tion to existing issues related to the functioning of pub-
lic spaces - such as parks, squares and courtyards - and
propose potential solutions and ideas. Based on this,
and in line with the theme and aim of the present study,
the authors carried out an assessment of public opinion
on the subject.

Researchers X. Zhang & Y. He (2020) identified one
of the most important concepts in the development of
public spaces as their ability to foster social cohesion
through communication and the exchange of informa-
tion among people. This concept is supported by the
results of the survey presented in this article, which
show that the population regards public spaces as key
places for meeting and social interaction. Survey results
revealed that the majority of urban residents (52%)
visit public spaces several times a month. Overall, 97%
of respondents frequent urban public spaces to vary-
ing degrees, indicating a strong interest in improving
their quality (Fig. 5). Thus, public space serves not only
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as a physical environment but also as a social institu-
tion that facilitates communication, the generation of
ideas, and the formation of collective actions. The high
rate of attendance underscores the role of such spaces

as meeting points, platforms for social interaction, and
arenas for the exchange of ideas. Public spaces may
therefore be considered key communicative locations
for a broad spectrum of the population.

How often do respondents visit public spaces?

60

Every day

52
50
40
30
20
20 10 15
10
S — | I 3

Several times a week Several times a

[——

Several times a year [ do not visit them

month

Figure 5. Frequency of visits to public spaces
Source: compiled by the authors based on original survey data

Researchers H.M. Azharetal. (2021) argued that the
quality of public spaces has a direct impact on individu-
als’ psychological and physical well-being. Based on the
authors’ own research, it can be further asserted that
high-quality and universally accessible public spaces
are capable of meeting residents’ needs and improving
urban quality of life. The quality of public spaces is one
of the key factors in shaping an attractive, comfortable,

and inclusive urban environment. Well-designed public
spaces should meet the criteria of safety, convenience,
and accessibility for people of different social and age
groups. According to the survey, prior to the outbreak
of full-scale war in 2022, the general quality of public
spaces in most settlements was assessed as relatively
satisfactory: 35% were reported to be in good condi-
tion, and 48% were in satisfactory condition (Fig. 6).

How do respondentsrate the quality of public spaces before the war?

60 48
50
40 35
30
20 12
5
10
o0 T
Excellent Good Satisfactory Poor

Figure 6. Assessment of public space quality before the war
Source: compiled by the authors based on original survey data

The conducted study showed that, as a result
of military actions, the quality of public spaces has
significantly deteriorated. In some locations, public
spaces were completely destroyed or rendered unfit
for use. More than 70% of respondents confirmed

damage to public spaces alongside residential and
infrastructure facilities (Fig. 7). This highlighted the
need to assess the extent of destruction and begin
drafting recovery and renovation plans for urban
spaces even before the war ends.

How has the war affected the condition of public spaces, according to respondents?

80 73
70
60
50
40
30
20 {

21

10 6

I

0

It has worsened No change

Difficult to answer

Figure 7. Impact of war on the condition of public spaces
Source: compiled by the authors based on original survey data
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The analysis of the survey results revealed that
city residents expressed openness and willingness to
participate in the renovation and revitalisation of a
comfortable urban environment - from the discussion
stage through to the implementation of improvement
projects. Sixty-three per cent of respondents indicated
readiness to engage in various forms and at all stages of

the project life cycle, and many proposed specific mech-
anisms for shaping public space (Fig. 8). This reflects the
population’s active civic stance and patriotism, which
positively influences the development of public spaces.
Harnessing this potential through active involvement in
the design and restoration of public spaces will acceler-
ate progress and increase the popularity of urban sites.

Are the respondents willing to participate in discussions

70

63
60
50
40
30
20 12 17
10 ‘4'
0 I—l
Yes No Itis the
responsibility of

the authorities

on the reconstruction and renovation of public spaces?

8
L 1
Difficult to
answer

Figure 8. Citizens’ willingness to engage in discussions on the restoration and renovation of public spaces
Source: compiled by the authors based on original survey data

According to the survey, 44% of respondents be-
lieved that public space restoration should combine
historical elements with new components, while 31%
favoured a full reconstruction of the pre-war appear-
ance (Fig. 9). This indicates a strong desire among res-
idents to preserve local identity and traditions while
remaining open to renewal and modernisation. The
study by N.Y. Merzhiievska & V.H. Sukhanov (2023),
using the example of Odesa, examined public spac-
es within historic urban developments as active

elements of city infrastructure. These spaces can be
transformed into modern facilities (such as heritage
hotels), due to their high architectural and aesthetic
value, which contributes to the cultural and economic
development of the city. Therefore, an optimal resto-
ration strategy should be based on a dialogue between
the past and the present, allowing both the preserva-
tion of the urban environment’s identity and the ful-
filment of current residents’ needs for functional, safe
and inclusive spaces.

How do respondents view the extent of renovation of public spaces?

50 44

35 31

Preservation of
historical elements
with the addition of
new features

Complete
preservation of all
original elements

Full transformation
with the introduction
of modern urban
design elements

4
I =

Difficult to answer

Figure 9. Degree of public space renovation
Source: compiled by the authors based on original survey data

The challenges of preserving and revitalising na-
tional identity amid rapid globalisation are addressed
in the study by T. Kashchenko et al. (2021). The au-
thors provided classical examples of the harmonious
integration of architecture and landscape design in
urban spaces that reflect national identity - specifi-
cally through public spaces in China and Japan, where

certain traditions and cultural values were incorporat-
ed into the creation of modern parks. Respect for the
national characteristics of the population is one of the
key principles in the restoration and development of
public spaces. The importance of considering the na-
tional identity of city residents - alongside other fac-
tors - is supported by the results of this study, which
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were obtained through a public survey. Over a quarter
of respondents emphasised the necessity of incorpo-
rating historical and cultural themes into the design of
public space restoration projects. When asked which
components they would like to see in renewed public

spaces, 36% of city residents identified commemora-
tive elements with a militarymemorial theme (Fig. 10).
This indicates a desire among citizens to honour the
memory of national heroes and preserve history for fu-
ture generations.

Which elements would respondents recommend including in the design of public spaces?

40 36
35
30 24
25
20
15
10
5
0

Historical and cultural Military and memorial
themes themes

Creative small
architectural forms scientific achievements

23
17

Elements showcasing

Figure 10. Recommended components for public spaces
Source: compiled by the authors based on original survey data

The study’s findings reveal a positive attitude
among residents towards including militarymemori-
al elements in the composition of public spaces. This
emphasis reflects the relevance and significance of
integrating military themes into urban recovery pro-
jects. Considering the role of public spaces in people’s
lives and leisure, W. Holy-Hasted & B. Burchell (2022)
highlighted the importance of involving the public in
shaping the urban environment to create spaces that
residents enjoy and identify with. However, the find-
ings of this study indicate that local authorities often
disregard public participation when discussing urban
development concepts for public spaces. By involving
residents in discussions about the future of public
spaces, city authorities can reach decisions that better
reflect the needs and interests of the wider community.

The creation of a platform for communication with
the population was examined in the study by M.L. Kent

& A. Lane (2021), in which the authors emphasised
that engaging in dialogue with residents encourages
their active involvement in addressing various social
issues. Based on the findings of the present research,
it was confirmed that such dialogue fosters tolerance
and mutual understanding promotes discussion of
real challenges related to post-crisis recovery, and
helps to accommodate diverse perspectives. In re-
sponse to the question, “In your opinion, are city
residents sufficiently involved in decision-making
related to the development of public spaces in the
urban environment?”, the majority of respondents
(71%) stated that local authorities do not put such
projects up for public debate, and therefore they had
not taken part in discussions on any particular initia-
tive (Fig. 11). This indicates that public participation
in shaping the urban environment is often viewed by
city officials as unimportant.

Are city residents sufficiently involved in decision-makingrelated to the
development of public spaces in the urban environment, according to respondents?

80 71
70

60

50

40

30 22
20

w |

l
Yes No

Difficult to answer

Figure 11. Level of public involvement in decision-making
on the development of public spaces within the urban environment
Source: compiled by the authors based on original survey data

City residents, as direct users of public spaces, play
a crucial role in their restoration and improvement.

Harnessing the creative potential of the community
can serve as a foundation for shaping a high-quality,
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modern, and functional urban environment. Collabora-
tion between local authorities and the public enables
the development of shared solutions that take into ac-
count the interests of all parties, reducing the risk of
social tensions and urban disputes. Active public par-
ticipation in the planning and implementation of spa-
tial development projects contributes not only to the
effective transformation of urban space but also to in-
creasing trust in municipal initiatives. In this context, it
is essential that city authorities take the lead in initiat-
ing and supporting citizen involvement at every stage
of urban renewal processes.

G. Valatkaityte & B. Svagzdiene (2024) emphasised
that the effective organisation of leisure in public spac-
es requires an integrated approach that considers the
needs of diverse user groups, the characteristics of the

Avoid reducing space through construction

Minimise unauthorised parking

Diversify environmental features |
Ensure barrier-free access

Enhance safety
Improve lighting levels
Increase biodiversity (vegetation) |

Take into account cultural specificities
Incorporate smart technology elements

surrounding area, and the collective goals of local com-
munities. This study addressed the importance of such
a comprehensive approach in restoring damaged public
spaces. Among the elements of this approach is the in-
clusion of the population in resolving urban issues. The
significance of public involvement in both the restora-
tion of damaged and the creation of new public spaces
is also confirmed by the findings of this research.

Public participation in discussions on urban envi-
ronment planning at the local level is one of the most
important factors in improving the quality of recrea-
tional areas. In this context, the survey also aimed to
identify the main issues residents face when visiting
public spaces. To this end, an openended question was
included, allowing respondents to list their suggestions
for enhancing the quality of public spaces (Fig. 12).

188
138
44
48
42
108
55
85
77

50 100 150 200

Figure 12. Residents’ suggestions for improving the quality of public spaces
Source: compiled by the authors based on original survey data

An analysis of the survey results revealed that the
main concerns expressed by residents regarding the
development of public spaces include: the reduction of
public-use areas in favour of residential or commercial
construction, the presence of unauthorised parking,
and insufficient lighting. Respondents also emphasised
the importance of reflecting the cultural specificity of
the area when designing such spaces, alongside the in-
tegration of modern technological solutions (such as
smart devices) and other innovative elements (Fig. 12).
Residents’ subjective perceptions often correlate with
the actual condition of the environment and can serve
as a valuable source of information for local authorities
in spatial planning processes.

Based on interviews with community activists and
field observations, several key barriers to effective in-
teraction between local authorities and the public were
identified:

a low level of public awareness regarding urban
development plans;

a lack of transparency in decision-making pro-
cesses for project implementation;

the absence of mechanisms for public oversight
during the execution of initiatives;

a lack of effective feedback channels, public hear-
ings, and opportunities for resident involvement;
an unclear distribution of responsibilities among
the institutions accountable for the urban environment.
The survey also showed that over half of the re-
spondents expressed interest in actively participating
in urban planning and the reconstruction of damaged
facilities. Establishing meaningful dialogue between
communities and governing bodies is essential for
identifying current challenges, developing relevant
solutions, and enhancing the effectiveness of public
space transformations. Therefore, the successful trans-
formation of public spaces requires transparent com-
munication between authorities and residents.

CONCLUSIONS
The study found that the effective resolution of issues
related to the functioning of public spaces lies in the cre-
ation of a multifunctional, inclusive urban environment
that addresses the needs of all social groups and takes
into account the historical and cultural characteristics
of the area. The importance of public engagement in the
planning, implementation, and monitoring of urban re-
covery and renovation projects has been demonstrated,
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as it enhances both the effectiveness and social legiti-
macy of these initiatives. A comprehensive approach to
public space renewal has been proposed, aimed at cre-
ating comfortable living conditions, fostering a favoura-
ble sociocultural environment, supporting civic interac-
tion, and enabling the realisation of collective initiatives.

The survey results confirmed the relevance of the
issue: 188 respondents noted a trend towards the re-
duction of public space due to new construction, par-
ticularly in central urban areas. At the same time, 63%
of respondents expressed a willingness to take part in
initiatives aimed at restoring such spaces, indicating
the presence of considerable civic potential that should
be taken into account in administrative decision-mak-
ing. Approximately 70% of respondents also confirmed
that public spaces had been damaged as a result of
armed aggression, particularly in the south-eastern

damage assessment and the development of appropri-
ate renovation projects. Future research should focus
on an in-depth analysis of the extent of destruction
across specific public spaces and the development of
tailored recommendations for their restoration, with
due regard to the specific characteristics of the local en-
vironment and community needs.
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AHoTauia. Merow po6GoTu 6y/a cucTeMaTH3allisg iCHYHOYMX MiAX0AiB, NPUHUHUIIB Ta TEHZAEHIH 1040
BiZiHOBJIEHHS Ta peHoBalii My6/IiYHMX NPOCTOPIB, a TAKOXK BUSIBJIEHHS PeaJbHUX NOTPe6 MEeIIKaHIIiB LIJISIX0M
MpOBe/IeHHSI ONUTYBaHb, Ta IPOMOHYBaHHS peKOMeH/Aalii 1110/10 TOBOEHHOT'0 pOPMYBaHHS My 6JIiYHUX TPOCTOPIB
MicbKoro cepegoBuina. I1if 4ac goci/PkeHHSI OCHOBHUMH MeTO/laM{ OTPUMaHHs NepBUHHOI iHpopManii 6ysiu
Bi3yasibHUH aHaui3, iIHAMBIyabHI onUTyBaHHA i 6eciiu 3 MelIKaHIAMU [JIsl BUSIBJIEHHS iX peaJIbHUX OTpPeED,
pe3ysbTaTH AKHUX OyJ0 CHCTEMAaTH30BAaHO 3araJbHOHAYKOBUMHU JOCJHIJHULBKUMU MeToAaMU. ONMUTYBaHHSA
mokasasio, 1o 63 % pecrnoH/JeHTIiB JJeMOHCTPYBaJU IOTOBHICTH 6paTH y4yacTb y peHoBauil Ta BiApopKeHH]
PYHHOBaHUX My6JIIYHUX TPOCTOPiB MiCHKOTO cepe1oBUIIA, 43 % BBaXKaJIH, 1110 MPOIIeC BiIHOBJIEHHS MAa€E MiCTUTH
Ti icTopuyHi esieMeHTH, Kl Oy/1M 10 pyHHYBaHHA 3 /]0/laBaHHSM HOBUX KOMITOHeHTiB. Cepes onuTyBaHux 31 %
XOTisi1 6 T06AYHTHU MMOBHE BiITHOBJIEHHS 6€3 3MiH, 1K 6yJI0 710 BiliHH, a 36 % — 6AYUTH B OHOBJIEHUX MYOIIYHUX
MPOCTOpax ejJieMeHTH BilicbKOBO-MeMopiasbHOI TeMaTUKU. CHOpPMYJIbOBAHO acleKTH, sKi XxapaKTepu3yrThb
BaXXJIMBICTh MyO6J/IiYHOr0 MPOCTOPY YV GYHKI[IOHYBAaHHI CydyacHOro MicTa Ta MOAAHO NMpo6JieMHi MUTAaHHSA NPHU
ix ¢opmyBaHHi. Hagano MeToguuHi pekoMeHanii Heo6xigHi 1y opMyBaHHSA, BiJHOBJIEHHS Ta peHOBaIlii
ny6/iYHUX MPOCTOPIB 3 ypaxyBaHHSM iHTepeciB MeLIKaHIiB Ta CyyacHUX TeHJeHIil. CUCTeMaTH30BaHO Ta
BUKJIAJI€HO iCHYIOYi iAX01H, i1ei Ta mpono3uIlii ijo/0 BiZJHOBJIEHHSI Ta peHOBaLlil MyOGJIiYHUX TPOCTOPiB MiCbKOTO
cepesloBHIIA Ta JJOMOBHEHO HOBMMM KOHLeNLissMU. BjockoHaseHo kpuTepii oniHKK my6/iYHUX MPOCTOPIB
MiCbKOI'O Cepe/loBHIIA 3a MOKa3HUKaMHU QYHKIiOHAJbHO-NPOCTOPOBOI opraHizanii, npuHuuny GopMyBaHHS
rpoMaJiCbKUX MPOCTOpPIB, MNepCHeKTUBU PO3BUTKY 1 MNPUHLUNY TIpoMajCbkoi yd4acTi. 3anpONOHOBAHO
MexaHi3MU IpoMaicbkoi ydacTi y BigHOBJeHi i peHoBalii ny6/iYyHUX NPOCTOPiB Ha eTanax 06GrOBOPIOBAHHS,
NPOEKTYBaHHS, [IJIaHyBaHHA Ta y NPaKTHU4YHIN peasizalii NpoeKTiB. Pe3yibTaTh JaHOT0 AOCTIJKEHHA MOXYTh
O6yTH BUKOPUCTaHI iM3aiiHepaMu i apxiTeKTopaMu IpU po3po61li NPoeKTIB Bifj6y0BY 3pyHHOBAHUX My OJIIYHUX
MPOCTOPIB BHACJIIIOK BiliHY, a TAK0 OpraHaMy MiCcLleBOro caMOBPAAYBAHHA MiJ 4ac ix peasisanil

Karouosi croBa: npocropose IUIaHYBaHHA; MiCIABOEHHA TpaHCOpMallii; IPOMaJiCbKa y4acTh; HOTPeOU MeIIKaHIIiB;
apXiTeKTypHe CepeloBIIE; MiChKa 1JEHTUYHICTD; IM3alH-PillIEHHA
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Abstract. The blossoming of typography in Galicia during the late 18™ and early 20 centuries helped popularise
engravings depicting castle architecture. A significant portion of these structures are now either lost or ruined,
highlighting the urgent need for their professional restoration as a vital component of preserving Ukraine's cultural
heritage. The aim of this article was to investigate the challenges and specific characteristics of restoring and
conserving late 18" to early 20"-century engravings featuring Galician castles, as well as to analyse methods for
reconstructing lost parts of these architectural objects. The methodology included analysing historical engravings
of Galician castles, researching the techniques and materials used in their creation, and reviewing modern
restoration and conservation methods. The article provided an in-depth analysis of the engraving restoration
process, particularly the reconstruction of lost sections of architectural images. It identified the primary issues
restorers face, such as paper degradation, ink fading, and mechanical damage. Considering the article's objective -
focusing on the peculiarities of restoring castle engravings from the late 18" to early 20" century - the conducted
research revealed the main problems in preserving and restoring these artworks. The article explored approaches
to reconstructing lost fragments of images, with a particular emphasis on working with the architectural details
of castles. Special attention was paid to the specific nature of restoring and conserving engravings from the
period under investigation, taking into account their creation techniques and the materials used. The importance
of this research lies in its ability to offer practical recommendations for restorers, art historians, and historians
working with similar graphic materials. The findings will contribute to the development of scientifically sound
methodologies for preserving valuable historical images of Galician castle architecture for future generations.
Furthermore, the article's content will be beneficial in museum work, archival practice, and in preparing scholarly
publications on art and architectural history

Keywords: engravings; architectural objects; conservation; cultural heritage; reconstruction; historical
significance

INTRODUCTION

Despite the significant contributions of academics to
the study of Galician fortification architecture, paper
and engraving restoration, and methods for recon-
structing lost image sections, the comprehensive topic
of restoring easel graphics depicting 18"-19% century
castles has not yet received adequate attention. This
necessitates a deep analysis of the peculiarities of pre-
serving this specific art form, considering its historical,
artistic, and architectural value, as well as the consid-
erable number of Galician castle structures, many of
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which are in ruins or a state of disrepair. The relevance
of this research is defined by several key aspects that
underscore its scientific and practical significance in
the context of preserving Ukraine’s cultural heritage.
Primarily, the substantial number of surviving late 18
to early 20"-century engravings documenting Galician
castle architecture serve as invaluable primary sources
for historical, architectural, and art-historical research.
These graphic works not only capture the aesthetic
characteristics of the structures but also reflect their
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condition during a specific historical period, which is
especially crucial given the numerous destructions and
reconstructions these objects have undergone overtime.

In this regard, engravings act as a unique visual re-
cord of the evolution of architectural forms and urban
planning trends in the region. Therefore, as M. Bevz &
T. Pinyazhko (2022) highlighted, studying the peculiar-
ities of their restoration and conservation has become
particularly relevant, as it ensures the preservation of
information about objects that have undergone irre-
versible changes. Furthermore, the growing interest of
the academic community and the public in local histo-
ry and cultural heritage necessitates in-depth research
and popularisation of visual sources, which include
engravings. Their proper preservation and restoration
will not only enrich academic knowledge but also raise
the level of cultural awareness in society, and can also
positively influence the development of cultural tour-
ism in the region, as confirmed by studies in the field
of historical and cultural heritage preservation. A com-
prehensive study of the problems of restoring and con-
serving engravings depicting Galician castles is a timely
and necessary step to preserve an important part of
Ukraine’s cultural heritage.

The challenges of preserving graphic works
and architectural heritage in general have attracted
the attention of many researchers. Specific aspects
of restoration, such as the peculiarities of working
with tracing paper, which can be applied during the
preparatory stages of engraving restoration, and the
problems of acidity in the process of preventive con-
servation of architectural graphics, were explored by
M.O. Borysenko (2021a; 2021b). The work of Gali-
cian engravers, although without a direct focus on
restoration, was analysed by L. Kupchynska (2022)
and M. Bihun et al. (2018), which is important for
understanding the artistic context of the investigat-
ed engravings. The architectural heritage of Galicia,
particularly 19%"-century fortification architecture,
in a pan-European context and from the perspective
of preservation, was researched by M. Bevz & T. Pin-
yazhko (2022) and K.-T. Havryliv (2021). Engravings,
as visual records of the past, are undoubtedly valua-
ble iconographic sources that can significantly aid in
the process of restoring castles and other defensive
structures. This is especially relevant in cases where
original buildings have suffered significant destruc-
tion or have not survived to the present day. In turn,
J. Tai (2021) explored the possibility of creating 3D
objects based on historical engravings, which opens
up new perspectives for virtual reconstructions and
provides restorers with a clear understanding of the
original appearance of structures, thus serving as an
invaluable source for future restoration work. The ar-
ticle by V. Karpov (2023) analysed the formation of the
Ukrainian school of monumental painting restoration
in the 1950s-1960s, outlining the main approaches,

achievements, and problems of restoring wall paint-
ings, which became defining for the development of
national restoration.

These studies, although not always directly ded-
icated to the restoration of engravings depicting Gali-
cian castles, shed light on important aspects related to
the preservation of graphics, the study of the region’s
artistic heritage, and the research of architectural imag-
es, which provides important context for investigation.
However, as the review of scientific literature indicates,
a comprehensive work focusing specifically on the pe-
culiarities of restoring engravings depicting Galician
castles from the period under study (late 18" - early
20" century) is absent. Individual aspects of this top-
ic have been touched upon in research. For example,
M.O. Borysenko (2021a) examined the specifics of re-
storing graphic works based on tracing paper. In turn,
L. Kupchynska (2022) analysed the work of Galician
engravers, but the issues of restoring their works were
not the central aspect of her scientific interest.

A comprehensive study of the problems, challeng-
es, and specific peculiarities arising in the process of
restoring and conserving late 18% to early 20"-century
engravings depicting Galician castles includes not only
the identification of typical damage caused by time,
materials, and storage conditions, but also a deep anal-
ysis of the physico-chemical properties of the paper
and dyes used during this period, as well as the study of
engraving techniques characteristic of the time frame
and their influence on modern restoration approaches.
Thus, the aim of the study was to form a holistic un-
derstanding of the problems of restoring and conserv-
ing the investigated engravings, and a comprehensive
analysis of existing theoretical and practical methods
for restoring graphic works, with the subsequent de-
velopment of practical recommendations for their ef-
fective preservation.

MATERIALS AND METHODS

The subject of this research is the complex set of
problems and specific characteristics associated with
the restoration and conservation of late 18" to early
20%-century engravings depicting Galician castles. The
chronological scope of the study is defined by the histor-
ical period when this region was part of the Habsburg
Monarchy, the Austrian Empire, and Austria-Hungary.
This era was characterised by the active development
of printing and the creation of a significant number of
graphic images that now require preservation.

To achieve the stated goal, a range of scientific
research methods were applied. The historical meth-
od allowed for an analysis of the historical context in
which the engravings were created, and an investiga-
tion into the development of printing techniques and
materials used in Galicia during the specified period.
This helped in understanding potential preservation
issues stemming from the specific manufacturing
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processes of engravings from that time. The analytical
method was used to study existing academic litera-
ture, methodological guidelines, and practical experi-
ence in the field of graphic art restoration, particularly
engravings. It also involved an analysis of the causes of
various types of damage typical for paper documents
of the period under study. The comparative method
was employed to contrast different approaches and
methodologies for engraving restoration, assessing
their effectiveness and applicability to the specifics
of engravings depicting Galician castles, as well as
to compare preservation challenges for engravings
from this region with similar problems in other Eu-
ropean countries. The systemic method enabled the
restoration process to be viewed as a holistic system,
encompassing the study of the material base, the im-
age, the historical context, and the ethical aspects of
cultural heritage preservation. Based on the analysis
of literary sources and existing practices, information
regarding typical damage to engravings, their conser-
vation and restoration methods, and problems spe-
cific to the investigated material was generalised and
systematised. During the research, reliance on infor-
mation websites was limited and primarily used for a
general overview of the region’s history, the develop-
ment of printing, and specific aspects of restoration
work. Priority was given to the analysis of academic
literature, professional publications, materials from
scientific conferences, and methodological guides on
graphic restoration.

The research was conducted in the following stag-
es: firstly, defining and outlining the scope of problems
based on literature analysis and general knowledge of
graphic preservation to identify the main challenges
in restoring 18" to early 20"-century engravings. The
next step involved analysing the influencing factors that
lead to engraving damage (physical, chemical, biolog-
ical, climatic), with particular attention to the specific
materials and engraving techniques of the period under
study. Subsequently, an overview of existing restoration
methods was carried out, including contemporary and
historical approaches to the conservation and resto-
ration of graphic works, assessing their feasibility and
potential risks when applied to engravings depicting
Galician castles. Special attention was paid to identify-
ing specific problems by analysing the characteristics of
engravings depicting Galician castles (execution tech-
niques, materials, historical value) to pinpoint unique
issues requiring individual consideration during resto-
ration. The final stage was generalisation and formula-
tion of conclusions, which included systematising the
identified problems and peculiarities of restoring the
investigated type of engravings, as well as formulat-
ing conclusions regarding optimal approaches and the
need to adapt existing methodologies.

The analysis was conducted according to the crite-
ria set by L.S. Dzendzeliuk & L. Loda (2010): identifying

typical damage characteristic of engravings from the
period under study (mechanical, chemical, biological,
etc.); considering the specifics of materials and engrav-
ing techniques of the 18" to early 20" century when
assessing preservation problems and selecting resto-
ration methods; evaluating the effectiveness of exist-
ing methods and the potential consequences of apply-
ing traditional and modern restoration techniques to
the material under study; considering ethical aspects,
particularly the principles of non-intervention, revers-
ibility, and respect for authenticity when addressing
the restoration of lost fragments of castle images; and
accounting for the specifics of the depicted objects, i.e.,
the architectural and historical value of the depicted
castles when developing approaches to loss reconstruc-
tion. The described methodology ensured the possibil-
ity of conducting a comprehensive study of the prob-
lems of restoring engravings depicting Galician castles
based on the analysis of available sources and practical
experience in this field.

RESULTS AND DISCUSSION
In Lviv, several printing houses operated during this pe-
riod, including the Lviv Dormition Brotherhood Printing
House, the Polish-Latin printing house of the Holy Trin-
ity Brotherhood, and private presses such as those of
Jozef Halczewski (1735-1751), Ivan Filipovych (1753-
1767, the most influential), and Jan Schlichtyk (1755-
1787). Many other printing houses were also estab-
lished across the region in towns like Rohatyn, Krylos,
Uhniv, Uhornyky, and Przemysl. One of the most influ-
ential typographies of the time was the Piller family’s
typography, founded in 1772. The establishment of this
typography in Lviv coincided with the emergence of the
Viennese School of Graphics, whose representatives
often depicted the architectural landscapes of the city
and its surroundings (Korol, 2007; Kupchynska, 2022).
This growth in printing significantly boosted the cre-
ation of easel graphics. Common subjects included ar-
chitectural landscapes, nature, palaces, and castles. A
large number of engravings depicting Galician castles
are held in Ukraine’s national collections (primarily
within Galicia), and they are in need of restoration and
proper storage conditions. These works are unique re-
positories of information, as many of them show lost
architectural elements of castles and changes in the
surrounding landscape. The research conducted into
the problems and specific characteristics of restoring
and conserving late 18" to early 20"-century engrav-
ings featuring Galician castles has revealed key aspects
that define the strategies for preserving this valuable
historical and cultural material. An analysis of academ-
ic literature confirms the existence of various methods
for restoring graphic works on paper, each with its own
specific applications.

Among the main methods for restoring the pa-
per substrate, relevant to the engravings studied, are
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mechanical and wet cleaning, deacidification, paper
strengthening, and loss compensation. The preserva-
tion of graphic works on paper is a constant focus for
academics and practitioners. M.O. Borysenko (2021b)
made a significant contribution to understanding the
degradation processes of cellulosic materials, with re-
search focusing on the impact of paper’s chemical com-
position on its durability, and the effect of acidity on the
image. The conservation and restoration of graphics,
including practical aspects of restoration and the de-
velopment of methodological guidelines, are covered in
works by L.S. Dzendzeliuk & L. Loda (2010) and A. Li-
pinska (2011). The documentation and reconstruction
of lost fragments of cultural heritage objects, including
graphic works, were studied by M. Stadnik (2019). In
the context of paper restoration methods, the work of
M.O. Borysenko (2021b) was particularly interesting.
The authors provided an overview of key paper con-
servation and restoration methods, including clean-
ing, strengthening, and filling losses, with practical
recommendations for their application. An important
source for understanding pre-restoration research is
the methodological advice from L.S. Dzendzeliuk &
L. Loda (2010). This authors thoroughly examined the
stages and methods of preliminary research, which are
critically important for developing an effective strate-
gy for restoring graphic works. They emphasised the
need for comprehensive study of the object’s physical
and chemical condition, identification of materials and
execution techniques, and analysis of the causes and
nature of damage before any restoration interventions
begin. Their methodological advice is directly applica-
ble to the study of engravings depicting Galician castles,
helping to determine the optimal approaches to their
preservation. The article by P. Matosek & M. Ciechans-
ka (2011) highlighted the restoration process of a
unique 18%-century fan, focusing on preserving its ar-
tistic value and physical integrity. The authors demon-
strated how a combination of traditional and modern
methods allowed the object to regain its original form
and functionality.

The iconography and principles of using Ukraine’s
architectural heritage in the works of Napoleon Orda
were studied by 1. Berezina (2007). The work of en-
gravers who depicted Lviv and Galicia, specifically Karl
Auer, was analysed by O. Vvedenskyi (2012). P. Sachek
& Y. Kravchenko (2014) also studied the work of Na-
poleon Orda (Fig. 1). The development of printing in
Galicia was studied by S. Korol (2007) and N. Ivany-
shyn (2011). Certain aspects of the work of artists such
as Anthony Lange, who depicted the landscapes of Gali-
cia, were considered by H. Derhachova (1994) (Fig. 2).
The catalogue of engravings of the 17t to 20" centuries
from the collections of the Stefanyk Lviv Scientific Li-
brary, including the architecture of Lviv, was compiled
by S.P. Kostyuk (1989), which is an important source
for the identification and study of such graphic works.

The study by K.-T. Havryliv (2021) has demonstrated
the importance of historical context and iconographic
accuracy in the study of the architectural heritage of
Galicia. His approach to analysing visual sources can be
useful in assessing the authenticity of castle depictions
in engravings and making decisions about the possible
restoration of lost details. For example, the engravings
of Olesko Castle (Fig. 1) and Pidhirtsi Castle (Fig. 2) de-
pict the landscape and architectural features, and this
data can serve as iconographic sources for future res-
toration work.

Figure 1. Olesko at the headwaters
of the Styr River, 1870s. Lithograph by Napoleon Orda
Source: Sobieski Castle in Olesko (n.d.)

Figure 2. The castle in Pidhirtsi, 1823.
Lithograph by Anthony Lange
Source: Castle in Pidhirtsi (n.d.)

Thus, an analysis of the works of leading research-
ers in the field of restoration and art history has con-
firmed the complexity and multifaceted nature of the
problems of preserving graphic works. Applying the
general principles of paper conservation to the specif-
ics of engravings depicting Galician castles requires a
deep understanding of their historical, artistic, and ma-
terial context. The study of the problems of restoration
of engravings depicting castles of from the late 18" to
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early 20" centuries revealed that the process of restor-
ing such objects is complex and multi-stage, covering
both the restoration of the paper base and the resto-
ration of the image itself. The success of restoration
measures directly depends on a preliminary detailed
diagnosis of paper damage, since it is the condition of
the paper that determines the durability of the image.
According to the methodological recommendations
of L.S. Dzendzeliuk & L. Loda (2010), paper damage
characteristic of the studied prints is divided into sev-
eral main types. Mechanical damage, which includes
clear lines of breaks, tears, and breakthroughs with-
out blurred boundaries. These damages usually do not
change the chemical composition of the paper and can
be repaired by restoring the material base. Chemical
damage caused by acids, alkalis and salts, which leads
to the degradation of pulp and other paper compo-
nents. Biological damage, including damage by insects
and rodents, which is also referred to as mechanical
damage, and damage by moulds, which manifests itself
in the form of stains, paper loss, general structural de-
struction, brittleness and fragility of the sheet. Water
damage, which can be easily identified by halos, wet-
ting marks, ink smudging and deformation of the paper,
and can also cause ‘cementing’ and sticking of sheets.
Fire damage, which has typical signs such as brittle-
ness, paper loss, charring, warping, sooty stains and
image damage. General contamination of paper sheets
with dust, dirt and fingerprints. Degradation caused by
environmental factors, such as extreme temperature
fluctuations and light exposure, which can lead to warp-
ing, yellowing, loss of paper strength, and damage and
fading of the ink layer. Damage caused by polluted air,
in particular acid gases (sulphur, nitrogen and carbon
oxides), which cause increased brittleness and yellow-
ing of sheet edges, discolouration of paper, reduced me-
chanical strength, pH changes and ink discolouration.
These destructive factors lead to changes in the pa-
per structure, the destruction of organic matter and the
formation of decay products, which often requires ur-
gent restoration measures. In addition to the condition
of the paper, an important aspect of print restoration
is the preservation of the printing or watercolour ink.
Before starting work, it is necessary to carefully ex-
amine the strength and moisture resistance of the ink
layer. The strength of the ink’s bond to the substrate is
checked organoleptically and by mechanical impact un-
der a magnifying glass to assess its integrity. The pres-
ence of craquelures may indicate a loss of paint elastici-
ty and the risk of shedding, which requires preliminary
strengthening of the paint layer or the creation of a pro-
tective barrier. In case of loss of brightness and clarity
of the image, methods of strengthening and preserving
the existing paint layer, as well as tinting lines and parts
of the image that have partially or completely lost their
colour saturation, are used. Toning with special wa-
ter-based inks helps to restore the clarity of the image

and make the work look more presentable, and is also
reversible if necessary.

Watercolour underpainting of 18%-19* century en-
gravings (Fig. 3) constitutes a special category of ob-
jects of research and preservation due to the specific
properties of the materials used. Characteristic of the
works of such authors as Anthony Lange, Karl Auer,
Napoleon Orda, Vogel, and Josef Swoboda, it is distin-
guished by a combination of graphic basis and pictorial
elements, which expands the information value of the
visual source. However, the water-solubility of water-
colour pigments makes it necessary to avoid any direct
contact with water or a humid environment, which can
lead to blurring of colours, loss of contour clarity and
colour intensity. It is unacceptable to apply wet cleaning
methods or use chemical solvents that can irreversibly
damage both the watercolour layer and the paper base.
Mechanical impact on the underpainted areas, includ-
ing friction, is also unacceptable due to the risk of phys-
ical loss of pigment. Given the potential sensitivity of
watercolours to light radiation, it is necessary to ensure
that prints are stored under controlled lighting condi-
tions to prevent fading. The study of such objects should
be limited to non-invasive methods of visual analysis
and documentation, and conservation measures should
mainly concern the stabilisation of the paper base
without direct intervention in the watercolour layer.

Figure 3. Watercolour underpainting of engravings
Note: a - Ostroh Castle, 1796. Lithography, watercolour
by Sigmund Vogel; b - Pidhirtsi Castle, first half of the
19* century. Lithograph and watercolour by Karl Auer
Source: Ostroh castle (n.d.), Pidhirtsi Castle (n.d.)

Once the restoration processes for the paper and
image of the engravings are complete, they can be con-
served for future preservation. If necessary, the im-
age itself undergoes reconstruction, particularly for
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easel graphics depicting castle architecture. This type
of work is well-suited for restoration due to several fac-
tors: the ability to analyse the architecture of surviving
structures and compare them with the engraving; the
availability of drawings, plans, and works by other re-
gional artists, which allows for inferences about lost im-
age parts; the possibility of analysing the author’s style
based on their other works; and the capacity to restore
some lost elements by directly analysing the image it-
self, especially in cases of minor damage (such as folds
or tears). The reconstruction of lost sections of Galician
castle images is unique because of the abundance of
iconographic sources and the preservation of a signifi-
cantportion ofthearchitectural heritage itself. Surviving
graphic works, as well as photographic and archival ma-
terials, provide a valuable foundation for recreating lost
details. Furthermore, castle architecture often features
recurring elements (window openings, arches, deco-
rative details), which increases the likelihood of their
reconstruction based on preserved image fragments
or analogous elements on other parts of the structure.

Among the methods for restoring lost parts of an
image, digital reconstruction holds a special place, as
explored in the works of M. Stadnik (2023). However,
it's worth noting that these studies on digital restora-
tion mainly pertain to illustrative materials and codices,
as presented in the aforementioned work. The applica-
tion of digital technologies to restore lost elements spe-
cifically in architectural engravings is a less explored
area. M.O. Borysenko’s (2021a) research focused on the
peculiarities of restoring architectural images executed
on tracing paper. In this work, the author meticulous-
ly describes the process of analysing the state of pres-
ervation and methods for restoring lost fragments on
this specific material. Nevertheless, it's important to
mention that tracing paper was not a typical base for
engravings during the period under study (17%-18%
centuries), when engravings were primarily done on
paper. Despite this, the principles of loss analysis and
approaches to their restoration described by M.O. Bo-
rysenko can be useful in developing restoration strate-
gies for paper-based engravings, especially during the
preparation and documentation stages of restoration
interventions. In an article, L.P. Zatoka (2009) analysed
the main methods for strengthening weakened paper
document bases and examined the use of traditional
and modern adhesive compositions that meet conser-
vation safety and effectiveness requirements.

Given the absence of established approaches to
restoring lost elements specifically on engravings de-
picting castle architecture, the insights from research-
ers who studied similar aspects in related fields have
become particularly valuable. Thus, the principles
of loss analysis and approaches to their reconstruc-
tion, described in studies of architectural graphics on
tracing paper, can be adapted for application to pa-
per-based engravings. Methods for documenting and

reconstructing lost fragments of objects are also rele-
vant to this research. General principles of digital recon-
struction, although primarily researched on illustrative
material, can be applied considering the specifics of
architectural images. Therefore, integrating existing re-
search in graphic restoration and digital technologies
creates a foundation for the effective restoration of lost
elements in engravings depicting Galician castles.

Restoring lost parts of architecture in engravings
offers distinct advantages compared to reconstruct-
ing other types of images. Architectural objects, unlike
more dynamic or organic forms, adhere to clear ge-
ometric patterns and structural principles. This makes
their reconstruction process more controlled and
predictable, as existing fragments and knowledge of
typical architectural elements allow for a higher prob-
ability of reconstructing missing parts. Thus, digital
reconstruction opens up significant prospects for rec-
reating lost information in engravings depicting Gali-
cian castles, relying on the structural predictability of
architectural forms and available iconographic materi-
als, making this process especially valuable for cultural
heritage preservation.

It's important to note that the initial stage of work
for preserving engravings depicting castles, namely the
conservation of the material base (paper) and the stabi-
lisation of the existing image, generally does not differ
significantly from the conservation processes for other
graphic works. The specific characteristics of restora-
tion manifest precisely at the stage of reconstructing
lost parts of the image, where it is essential to consider
the architectural features of the object and utilise avail-
able iconographic materials for their reconstruction.

CONCLUSIONS

The research conducted into the problems and specific
characteristics of restoring late 18" to early 20%"-centu-
ry engravings depicting Galician castles has allowed for
a systematic understanding of the key aspects in pre-
serving this valuable historical and cultural material. It
is established that the restoration process is complex
and includes the restoration of both the paper base and
the image itself, with the condition of the paper being
a determining factor for the further durability of the
object. The study describes in detail the classification
of paper damage typical of the studied prints, including
mechanical, chemical, biological damage, as well as the
effects of water, fire, and environmental factors. The im-
portance of preliminary diagnostics to determine effec-
tive methods of repairing these damages is emphasised.

The study also revealed the peculiarities of restor-
ing the paint layer of prints, in particular, typographic
and often present watercolour inks. The necessity of a
thorough determination of the strength and moisture
resistance of the paint layer before starting any resto-
ration interventions, especially for water-soluble paint,
is emphasised. Methods of strengthening, preservation
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and careful tinting of the paint layer to restore image
clarity are proposed. Particular attention is paid to the
reconstruction of lost parts of the image of castle archi-
tecture, which is particularly promising due to the pos-
sibility of analysing preserved objects, historical draw-
ings and stylistic features of ancient graphic works. The
study describes various reconstruction methods, each
of which has its own advantages and limitations. The

preservation of different samples. Prospects for further
research include the development of specialised res-
toration techniques adapted to the unique features of
engravings depicting Galician castles, the study of spe-
cific collections, and the introduction of modern tech-
nologies for their conservation, restoration, or digital
reconstruction.
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Mpo6saemu pectaBpauii cTaHKoBoi rpadiku KiHuAa XVIII - noyaTky XX cT.
i3 306parkeHHAM 3amKiB Ma/1n4mMHK
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AHoTauif. Po3ksit Tunorpadii y Fannvyuni Hanpukidgi XVIII - Ha moyaTky XX CTOITTS cipusiB momyJ/isipusaii
rpaBroOp i3 306pakeHHSIM 3aMKOBOI apXiTEeKTypH, 3HaYyHa YacTHHA KOl HUHI BTpayeHa abo 3pyHHOBaHA, 110
aKTyasisye motrpeby B ii ¢axoBili pecraBpalii K CKJIaZ0BOi 30epeeHHsI KyJbTYPHOI CHaAIMHUA YKpaiHWU.
MeToto cTaTTi 6ys10 JocaifKeHHs Mpo6seM i ocobinBocTel pecTaBparlil Ta koHcepBaljii rpasiop kings XVIII -
novyaTKy XX CTOJITTS i3 300pakeHHSAM 3aMKiB [aJiMuMHM, a TAaKOX aHasIi3 MeTOZiB BiZJHOBJIEHHS BTpPaYeHHUX
YaCTHUH apXiTeKTYpHUX 06'eKTiB. MeTozoJ0Tisl BK/IOYaIa aHasli3 iCTOPUYHUX TpaBiop i3 3aMKaMM [ajnyuHY,
JOCHipKeHHA TexXHIK 1 MaTepiaiB, BAKOPUCTAHUX IIPU CTBOPEHHI LIUX IPaBIOpP, Ta OMVIAJ Cy4aCHUX METOZIB
pectaBpauii i koHcepBauii. ¥ craTTi mpoBejeHOo IMIMGOKUIN aHaJi3 mMpolecy pecTaBpalii rpaBop, 30KpeMa
Bi/IHOBJIEHHS] BTPA4€HUX YaCTUH 300pakeHb apXiTeKTYPHUX 06'€eKTiB. BU3HaueHO OCHOBHI Npo6seMH, 3 IKUMU
CTUKAKTbCA peCcTaBpaTOpH, TaKi AK 3HOILIYBAHHA Ialepy, BULBITaHHA YOPHWJ Ta MeXaHI4YHI MOLIKOKEHHS.
3Bakalo4yM Ha MeTY CTaTTi, IPUCBSAYEHOI 0COGJIUBOCTSAM pecTaBpalii rpaBop i3 306pakeHHSIMU 3aMKiB KiHIA
XVIII - moyaTky XX CTOJIITTS, MpOBeJieHe AOCIiIP)KeHHs JO03BOJINJIO BUSBUTH OCHOBHI MPOO6/IeMH 36epeKeHHs Ta
pecTtaBapuii iux TBOpPiB. Y cTaTTi NpoaHa/i3oBaHO MiJIX0AH J10 BiJHOBJIEHHS BTpaueHUX GparMeHTiB 306paxeHb,
3 aKIeHTOM Ha OCOGJIMBOCTSAX POGOTHU 3 apXiTEeKTYPHUMH JeTalsiMU 3aMKiB. OcoGJMBY yBary NnpuUAiTeHO
cnenuoini pecraBpauii Ta KoHcepBalil rpaBoOp JOCaiPKYBaHOTO Mepio/ly, BpPaXOBYIOYM TEXHIKH IX CTBOpPEHHS
Ta MaTepiajiy, 10 BUKOPUCTOBYBa/IUCA. BaXX/IMBICTh 1IbOTO JOC/II/)KEHHS NoJIsArajsa y UOro 3[JaTHOCTI HaJaTu
NpaKTU4YHI peKoMeHalil AJis pecTaBpaTopiB, MUCTELTBO3HABIIB Ta iCTOPHUKIB, fAKi MPAI0OTh 3 NOAIGHUMU
rpadiyHMMH MaTepiasiaMmu. OTpUMaHi pe3yJbTaTH CIPUATUMYTh PO3pPOOI[i HAYKOBO OGI'PYHTOBAaHHUX METOAUK
36epeXeHHs L[iHHUX iCTOPUYHUX 300pakeHb 3aMKOBOI apxiTeKTypH [aJiMunHu [i/1s Mal6yTHIX nokosiHb. Kpim
TOro, MaTepiaju CTaTTi 6yyTh KOPUCHUMU B My3elHil crpaBi, apxiBHiIM po60Ti Ta Npu MiArOTOBLi HayKOBUX
ny6Jiikanii 3 icTopii MucTenTBa Ta apXiTEKTypH

KatovoBi cnoBa: rpasiopy; apXiTeKTypHi 06'€KTH; KOHCEpBallisl; KYIbTYpHA CIaJlIMHA; BiJHOBIEHHS; iCTOpPMYHA
3HAYVIMICTh
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Abstract. In the period of search for state identification, the visual culture of postage stamps plays an important
social and patriotic component in the representation of the state's features and historical events in the context
of global geopolitics. The main goal of the study was to determine the synchronicity of social constructs, views,
and collective perceptions of Ukrainians with the design of the Ukrainian patriotic stamp. The study used general
scientific historiographical and special methods. The analysis of the social game Postcrossing showed that postage
stamps and epistolary style are undergoing a substantial transformation and popularity within society and beyond,
which contradicts the interpretation of the “archaic nature of postage stamps”. It is established that public demand
has had a qualitative impact on the dynamic development of stamp issuance in Ukraine. The announcement of
competitions to select the optimal and relevant design of a postmark has confirmed the fairly stable positioning
of this segment of graphic products as a tool of state-building visual communication. The dynamics of interest
and relevance of the postage stamp design are reflected in the implementation of a number of interesting and
highly artistic pieces, including the diploma works of students of the Department of Design and Architecture
Fundamentals of Lviv Polytechnic National University. The design projects demonstrated that in this type of visual
culture, it is important to consider three main components: function, with its specific standards and requirements,
theme, and the search for an appropriate and clearly defined figurative and stylistic language. If these segments are
accounted for in the design of postage stamps, they will not only serve as a state mark but also contribute to the
formation of a holistic identity of Ukraine adapted to the global space

Keywords: postmark; postcrossing; visual culture; global society; design project; identity

INTRODUCTION
The role of the postage stamp as an element of visual the need to form a national identity, preserve historical
communication reflects the processes of state-build- memory, and represent cultural codes in the global in-
ing and social transformation, which is relevant given = formation space. A more differentiated study of foreign
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publications has shown that the narrow subject of this
study is indirectly present, but not overly emphasised.
For the most part, quite interesting publications and
editions were found that demonstrate the current de-
velopment, trends, and stylistic and technical aspects
of the ongoing development of the postage stamp as
an integral part of fine arts and crafts and an object of
contemporary design. In his book, R.L. Scott (2025) ex-
plored the evolution of postage stamp design in the 215
century, with a focus oninnovative approaches and tech-
nologies. Stamp magazine reviews (2024) provided the
latest news and analysis of stamp issues from around
the world, including interviews with designers and re-
views of new series. In the book by E. Tran (2025), the
materials of the site Australian postal history (n.d.) pre-
sented a study on the impact of digital technologies on
the design and production of modern postage stamps
and their role in the digital society.

H. Nakamura (2025) examined current trends in
stamp design, including the use of new materials and
interactive elements. The most extensive investigation
of the issue of postage stamps as an important identi-
fier of statehood was conducted by H. Hoyo (2010) in
a large monographic paper on the philosophical-aes-
thetic and political-ideological function of postage
stamps. In particular, the category of understanding
and perception is considered - why and how postage
stamps should be viewed. The patriotic content of the
Ukrainian postage stamp, with a complex search for
the national context, is widely discussed in the collec-
tive monograph by O.V. Potylchak et al. (2021). The
modern challenges of designing patriotic design prod-
ucts during the period of the full-scale war in Ukraine,
2022-2025, are addressed by V. Radomska & S. Ponka-
lo (2023). M. Makar & V. Savka (2023), using the creat-
ed social construct, attempted to create a certain social
pattern to trace how traditional and modern elements
characteristic of pop culture are combined in the graph-
ics and content of a postage stamp.

Several Ukrainian researchers (Bokareva, 2007;
Orekhova, 2020; Potylchak, 2021) analysed the visual
and content features, utilitarian aspects of postage
stamps, and their importance as one of the forms of
state identification. Recently, international authors have
paid considerable attention to modern postage stamps,
especially those that reflect events in Ukraine and sup-
port from the international community. In particular,
the publication of 1. Krupnyk (2022) covered in detail
the issues of stamps of 11 countries, which have cre-
ated at least 44 types of stamps with a total circulation
of 4 million copies since the beginning of the full-scale
war. These stamps, dedicated to the Ukrainian theme,
have become symbols of solidarity and support. In June
2023, the stamp “Russian Warship, Go...”, issued by Ukr-
poshta (n.d.), was recognised as the best in the world
according to the “World Post & Parcel Awards 2023".
This stamp was written about by such international

media as CNN, The Guardian, The Times, The Wash-
ington Post, and Bloomberg, it was an exhibit of the
Smithsonian Postal Museum in Washington (Gordi-
ychuk, 2022). In addition, the catalogue was published
in the USA, dedicated to the issues of Western Ukraine
in the period 1918-1919. The author of this catalogue
is I. Kuzych (2024), a well-known philatelist with over
450 publications. He collaborated with the editors of the
R.L. Scott catalogues to review and expand the entries
related to Ukraine. These publications and initiatives
reflect the growing international interest in Ukrainian
postage stamps and their role in the modern world.

The analysis of the source base of the study allowed
strengthening the statement about the relevance and
popularity of the postage stamp, which acts as a relay
and identifier of Ukrainian culture. Similarly, Ukraini-
an users react to the design of postage stamps of other
countries, assessing the theme, colour palette, graph-
ics, and stylistic features that reflect the differences of
one country from another. National messages in stamps
form analytical categories.

The visual and content of this graphic product is
largely becoming an important identifier and image of
state identity, which distinguishes a certain historical
and cultural originality against the background of the
rapid process of socio-globalisation. The purpose of the
study was to substantiate a generative and competitive
approach to the design of Ukrainian postage stamps as
a form of visual communication, based on progressive
methods of transformation and interpretation of au-
thentic meanings and serving as a means of promoting
high visual culture.

MATERIALS AND METHODS

This study focused on the phenomenon of dynam-
ic development and actualisation of stamp design in
Ukraine. Therefore, the formation and selection of the
methodological framework were based on the use of
atypical methods for art history. The task of the study
was approached through the paradigms of social con-
structivism and visual sociology, which emphasised
the inherent specific image (design), the importance of
graphic identification of a postage stamp, which reflect-
ed the state of society, its moods, and worldviews. The
methodological basis of the work was the historical and
art historical approach and sociological content analy-
sis of visual representations of postage stamps in the
Ukrainian production of the early 21 century. The sys-
tem of general scientific research methods involved the
integrated application of art historical analysis, histori-
ographical analysis, and static, comparative analysis of
production and current trends in the design of modern
patriotic postage stamps in Ukraine.

Two main stages were identified to achieve the goal
and objectives of the study. The first stage is the forma-
tion of a brief historiographical background on Ukrain-
ian stamp production, the state, features, and prospects
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of the design of a modern patriotic stamp. The second
stage includes a sociocultural analysis of the position-
ing of the postage stamp as an identity within society
and on the geopolitical map of general globalisation.
General scientific methods, including art history, histo-
ry, and static, provided for the analysis of the design of
the postage stamp in scientific sources. This approach
involved the examination of historical aspects of the
design of the stamp by referring to scientific literature
and historical documents. Sociological content analy-
sis of visual images of stamps is a quantitative method
used to determine the social construction in the visual
elements of postage stamps. It focuses on the analysis
of visual content and its impact on society. Sociological
analysis of statistical documents - the method involved
analysing statistical data related to the production and
use of brands, which allowed understanding the social
aspects of brand design and consumption. During the
study, the authors used historiographical material from
scientific publications (Orekhova, 2019), materials, and
static data from Internet resources (To the 100* anni-
versary of the first postage stamps of Ukraine, 2023;
Contemporary stamps images, 2025). For analysis, to
identify the social construct, a questionnaire was cre-
ated in Google Forms, and more than 200 respondents
of different age groups were interviewed. Histograms
were created based on the results of the survey, conclu-
sions and analysis of 20 posts with comments on imag-
es of Ukrainian postage stamps and 161 text comments
embedded in the perception of the postage stamp
design (Makar & Savka, 2023). When reporting on re-
search involving human subjects, the authors state that
it was conducted in accordance with The Declaration
of Helsinki (2013). In the stage of forming the social
construct, the statistics of the social game Postcross-
ing were analysed, which covers 209 countries with
804,532 users (Postcards connecting the world. Post-
crossing, 2023). All data were obtained and tracked
from the official Postcrossing website (Postcards con-
necting the world. Postcrossing, 2023).

The combination of an interdisciplinary base of
methods arranged in a certain sequence allowed for an
atypical review of the adaptive value and flexible possi-
bilities of graphic design through postage stamps. The
postage stamp, as a sign of the post office and a pay-
ment element, has gained atypical attention and influ-
ence as a visual applied segment of graphic products. It
is the demand of the domestic consumer that positions
the patriotic stamp as a bright marker of state identi-
fication on the world stage. The methodological base
of the investigation of the sociological aspect allowed
demonstrating and statically confirming that the post-
age stamp has become an object of social unity, a man-
ifestation of an important patriotic component of citi-
zens and artists, designers, and has repeatedly played
the role of a very valuable auction lot of financial assis-
tance to the military actions of the state of Ukraine.

RESULTS AND DISCUSSION

In Ukraine, postmarks first appeared during the era of
the establishment of the independent Ukrainian state
in 1918. The creators of the designs for these postage
miniatures were prominent graphic artists, Heorhiy
Narbut and Antin Sereda. During the period of the
Ukrainian People’s Republic (UPR) and the Hetmanate,
approximately 130 state-applied identifiers featuring
the Ukrainian coat of arms, five postcards, one postal
card, and one money transfer were produced (Gurto-
va, 2016; Orekhova, 2019; Potylchak et al., 2021). How-
ever, for the next 70 years of the 20" century, Ukraine
had no postmarks of its own, even though in 1947, the
Ukrainian Soviet Socialist Republic (USSR) became a
member of the Universal Postal Union (Cherednychen-
ko, 2015; Chyhrynets, 2023). Usually, Soviet postmarks
were used, and some of them featured ideologically
neutral Ukrainian themes (cities, cultural figures, art).
It was only in 1992 that Ukraine began printing its own
postmarks as an independent state (Fig. 1).
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Figure 1. Samples of Ukrainian postmarks,
Heorhiy Narbut, 1918, 1992
Source: First postal standard 1992 (n.d.)

In 1992, in independent Ukraine, the issuance of its
own commemorative and thematic postmarks was re-
sumed. A new period began for the national postmark
and Ukrainian philately. A plethora of outstanding mas-
ters of artistic miniature emerged (Yurij Logvin, Oleksiy
Shtanko, Oleksandr Ivakhnenko, Valeryj Yevtushenko,
Oleg Snarsky, and others). The first postmarks, after
the proclamation of Ukraine’s independence, were
dedicated to the 500" anniversary of Ukrainian Cos-
sacks and the 100" anniversary of the first settlement
of Ukrainians in Canada, with Oleksandr Ivakhnenko
as their author (Baranevych, 1995). The Narbuthian
female portrait on the postmarks from the time of the
UPR was again depicted on a widely used series of 8
postmarks in various colours and with different de-
nominations (Fig. 1). The works of Ukrainian miniature
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artists on postmarks received international recogni-
tion multiple times. Various themes and a wide range
of graphic-identifying factors and means were covered
in terms of thematic directions (Baranevych, 1995; Ra-
domska & Holovata, 2020). A remarkable contribution
to the development of Ukrainian postmark identifica-
tion, particularly in depicting iconic figures of patriot-
ic-national resistance, Ukrainian cultural and artistic
figures, church leaders, ethnic culture, and traditions,
belongs to the initiative of the Ukrainian Philatelic and
Numismatic Society (UPNS) in Toronto, Canada, led
by Vsevolod Sokolyk, a Ukrainian diaspora activist. In
thematic context, two main groups are highlighted:
the portrait group of prominent figures in the libera-
tion movement and leading dignitaries of the Ukrainian
Greek Catholic Church, whose Ukraine-centric activi-
ties were antagonistic to the Soviet ideological regime
(Chyhrynets, 2023). Currently, there is an evident inter-
est in and revitalisation of postmark design in graphic
design, as demonstrated by student design projects.
The issues related to postmark design have become the
subject of research and graphic developments in bach-
elor’s and master’s degree qualification work by Julia
Kudlak, a student at the Department of Design and Art.
Two series of postmarks were developed: Tradition-
al Breast Decoration for the Zerno women’s clothing
brand and the Roksolana Shymchuk Ethno-Gallery, and
a series called Ukrainian Ethnomotives (Fig. 2)
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Figure 2. Yuliia Kudlak, 2016, 2018. Diploma project:
Graphic development of a series of postage stamps,
supervisor Violetta Radomska
Source: Archive of the department DOA IARD (2016;

2018)

Various methods of interpreting the ornament
segment with contemporary graph ic techniques have
been applied. Graphic techniques like polygonisation

(Low Poly) and playing with colour channels, which
are widely popular among designers, have become
practical tools in graphic design. This method allows
for creating large illusionary effects (Colour channels),
colourful gradients, and overall vectorisation of images.
Historiographic analysis indicates the need to create a
contemporary postmark filled with content, featuring
maximum aesthetic authorial graphic visualisation and
artistic-technical compositional approaches, as well as
an emotional component that would force it to attract
attention not only as proof of postage payment but also
as an artistic value of small-scale graphic work. In March
2022, less than a month after the start of the full-scale
Russian aggression, Ukrposhta announced a competi-
tion for the creation of a postmark on the topic of the
war on its Facebook page, which has 124,000 followers.
Out of 500 submitted variants, Ukrposhta selected 20
sketches that were presented for voting (Fig. 3).

Figure 3. Ukrposhta, 2022. Sketches of the competitive
selection of postage stamps “Russian ship go to #uy!”
Source: according to materials of Ukrposhta (2022a),

M. Makar & V. Savka (2023)

The numerous implementations of newly created
brands testified to the prospects and needs of socie-
ty in the creation of this segment of graphic products.
Postage stamps are an effective element and one of the
state-building means of reflecting the authenticity and
depth of Ukrainian culture, historical reality, architec-
tural and artistic heritage, prominent figures, and he-
roes of modern independence. Historiographical anal-
ysis confirms the need to create an actual brand, filled
with content, with the most aesthetic author’s graph-
ic visualisation, artistic and technical compositional
approaches, and with an emotional component that
would make people pay attention to themselves again,
both as a receipt for payment of postage and for the ar-
tistic value of a work of applied graphics of small forms.

This is evidenced by a number of factors that are
subject to analytical statistics. The experience of public
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voting at the stage of the draft development of stamps
during the war, the results of the initial statistics, be-
came an important scientific source and tool on the
way to the implementation of the design project. Such
an example was witnessed by Ukrposhta when it pre-
sented design sketches of a number of patriotic stamps
for public discussion. In general, during the competi-
tion for the best sketch for the postage stamp “Good
evening, we are from Ukraine!”, more than 1,500 works

3
(

were received. For the final vote, the expert council
of “Ukrposhta” selected 5 authors’ works - different
in content, style, and mood. As the press service of
the competition stated, 834,000 people took part in
the voting, more than 340,000 respondents chose the
sketch composition with a tractor pulling a destroyed
Russian tank, second place was taken by a sketch with
Putin, and third with the leader of the Kalush band
(Fig. 4) (Gordiychuk, 2022).
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Figure 4. Competitive variants of draft proposals
for the issue of the stamp “Good evening, we are from Ukraine”, 2022

Source: according to the materials of Ukrposhta (2022a)

Participants in the voting chose the sketch for the
first postmark of the liberation war. Voting was conduct-
ed by pressing the like button and leaving a comment
with the number of the chosen postmark. Ukrposhta
immediately determined that all sketches should con-
tain a distinctive and meaningful message (the defence
of Zmiinyi Island), although an unusual one for public

communication: Russkiy voyennyy korabl, idi na#uy!
(Makar & Savka, 2023). Analysing all the comments, in-
cluding those that do not directly provide arguments for
the choice, two consistentbranches were identified: Com-
mentators’ behaviour (Fig. 5a); Formation of the social
construct (Fig. 5b). An online survey form was created for
more than 200 respondents to create a social construct.
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Figure 5. Components of a social construct
Note: a - commentators’ behaviour; b - formation of the social construct

Source: developed by M. Makar

The winning postmark and the argumentation
for its choice provided confirmation that Ukrainians
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showed respect for the cultural tradition embodied in

the coat of arms and the colours of the flag (Fig. 6).
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Figure 6. Ukrposhta, 2022.
Postmark No. 3 is the winner
Source: developed by the authors according to
materials of Ukrposhta (2022a)

Obscene language on a state postmark faced crit-
icism, but the essence of the message and the coun-
try’s stance were conveyed through the characteris-
tic gesture, which is entirely understandable without
words and served as a compromise for participants in
the contest who had different views on capturing and
immortalising an obscene message. Differences in the
formation of certain elements of the social construct
indicate that the choice was made by people from dif-
ferent sociocultural backgrounds who still shared a
completely unanimous view on the Russian-Ukrainian
war. Thus, traditional and modern elements, typical of
pop culture, are combined in the graphics and content
of the postmark (Makar & Savka, 2023). The historical
events and realities of Ukrainians have highlighted the
need for patriotic thematic identification in the design
of postmarks. The dynamic emergence of new symbols
of heroic struggle has been captured and enshrined in
a series of developments, representing an important
stage in the modernisation of graphic products for the
needs of Ukraine’s postal service and philatelic enthu-
siasts. Modern postmarks from 2022 to 2023 serve as
instant visual identifiers and retransmitters of relevant
events, the achievements and resilience of the Armed
Forces of Ukraine, social consciousness, courage, and
the historical struggle of the Ukrainian state for inde-
pendence and democratic values. The production of
newly created postmarks in large numbers has demon-
strated the prospects and societal needs for this seg-
ment of graphic products. Postmarks are an effective
element and one of the state-building tools for reflect-
ing the authenticity and depth of Ukrainian culture,
historical reality, architectural and artistic heritage,
prominent figures, and heroes of modern independ-
ence. The relevance and actualisation of issuing post-
marks during the full-scale Russian-Ukrainian war in
Ukraine have reached unprecedented levels. The terri-
fying realities, complex geopolitical struggles and vic-
tories, the courage and resilience of Ukrainian society,
the heroic resistance of the Ukrainian Armed Forces,
and the mobilisation of society in the establishment of
Ukrainian statehood all become a source of inspiration

and the subject of project ideas for prominent graphic
artists and designers who are consciously committed to
their creative work. In 2023 a series of postmarks titled
Unconquered Heroic Cities from the Ukrainian Libera-
tion War of 2022-2023 became the thematic and visual
foundation for the conceptual design of a postmark se-
ries for the diploma project of Anna Shyshuta (DS-42), a
student at the Department of Applied Design of the Lviv
Polytechnic National University. This demonstrates the
dynamics and trends in the development of the applied
segment in modern Ukrainian graphic design, particu-
larly in the design of postmarks (Fig. 7).
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Figure 7. Anna Shyshuta, Graphic design
of the Unconquered Heroic Cities series of postage
stamps, 2023 (diploma supervisor V. Radomska)
Source: Archive of the department DOA IARD (2023)

The statistics from the social game Postcross-
ing were analysed, which covers 209 countries with
804,532 users (Countries and territories in Postcross-
ing, n.d.). This game was created by Portuguese enthu-
siast Paulo Magalhdes in 2005, who enjoyed receiving
paper postcards. Over time, the game quickly attracted
participants from other countries, where people eager-
ly checked their physical mailboxes, hoping to receive
greetings, possibly from the other side of the world. The
adrenaline of surprise and receiving a gift is the emo-
tional foundation that motivates people to share a piece
of themselves and eagerly receive something different
and diverse. All data were obtained and monitored
from the official Postcrossing website, where it was
determined that Ukraine ranks 9"in terms of the num-
ber of users (Countries and territories in Postcross-
ing, n.d.), with 25,925 Ukrainians being postcrossers
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(Ukraine in Postcrossing, n.d.). Consequently, postcards
from Ukraine account for 2.2% of the total worldwide
postcards, placing Ukraine among the 15 most active
countries in correspondence, including Germany, the
USA, Russia, the Netherlands, Finland, China, Taiwan,
Belarus, the Czech Republic, Japan, Poland, Ukraine, the
United Kingdom, France, and Canada (Statistics: Post-
crossing in numbers, n.d.). These analytical conclusions
are one of the indicators that Ukrainian postmarks
actively visit other countries and create a visual pres-
entation of Ukrainian state. With the help of postmarks,
engaging in cultural dialogues and informing the world
about Ukrainian resilience and the importance of
breaking away from the colonising country is possible.
The importance of postmarks is demonstrated by the
design of postmarks from foreign countries on the Ukr-
poshta website, which thus spread messages of support
for Ukraine and condemnation of the aggressor country
in 2022-2023 (Fig. 8). In particular, as of 2023, more
than 15 countries have joined this process: Latvia, Esto-
nia, Poland, Austria, Croatia, Moldova, Lithuania, Czech
Republic, Luxembourg, Spain, France, Canada, Slovakia,
Portugal, and Italy.

LYV VVVIVVVVVIN

WY -
+ 5 +€375
ITALIA S0 ITALIA s (B

Figure 8. Postage stamps from all over the world
in support of Ukraine, 2023
Source: developed by the authors according to
Ukrposhta (n.d.)

Based on sociological studies of the modern dy-
namics and revival of postage stamps, it is necessary to
evaluate and provide arguments for the design features
of postmarks, their importance, and artistic and design
content. According to the authors, the popularity and
large print runs of Ukrainian postage stamps do not al-
ways represent a high level of compositional and graph-
icindividuality and a special approach to the creation of
more complex and philosophically refined symbols, the
culture of graphic or painterly design language. These
are obvious factors because the dynamic events and
phenomena, as well as the emotional and stressful state
with which society and its artistic and design segment
have been confronted, do not always enable a deep
search for symbolism and individual graphic format.

An important objective factor is the lack of consistent
experience in the development of this type of graphic
product, which still represents functional design with
its requirements and necessary elements. These dif-
ficulties are also encountered in student design pro-
jects, where a fascination with visual identity often
marginalises the overall composition and readability
of the finished product, the arrangement of necessary
components - typographic elements, denominations,
etc. The positioning of a postmark as a printed product
is a fundamental aspect to consider. The technique of
postmark production did not emerge out of nowhere;
it evolved from the ancient printing tradition used for
producing banknotes and state papers. Therefore, the
graphic language in which the artist creates the orig-
inal postmark design becomes crucial. During the
design phase, the printing technique determines the
possibilities for applying a specific graphic approach.
When using line drawing, the artist must convey the
outline of objects and their plastic form exclusively
through a system of lines arranged next to each other
or intersecting lines. Tone drawing enables the art-
ist to use different gradations of shading, varying the
lighting or darkening of individual areas of the drawing
surface to achieve a wide range of shades, from black
through all shades of grey to white with smooth tran-
sitions between them, resembling a photograph. Most
modern postage releases are in colour, but this does not
mean that linear or tonal gradation is not considered
in the construction of the artistic design. The study by
N. Pantus & N. Zolotarchuk (2023) analysed the impact
of graphic design on printing processes, emphasising
the importance of visual elements such as colour, form,
and texture. These insights are highly relevant to the
design of Ukrainian postage stamps, where thoughtful
colour choices play a key role in shaping national iden-
tity and enhancing visual communication. It is precisely
through the use of different tonal or linear possibilities
of drawing that artistic postage miniatures become
more expressive. The artist choosed one or another of
the mentioned execution techniques, accounting for
the specified printing technique, which indirectly af-
fects the style of the image. The author can also com-
bine both techniques in one miniature, allowing for the
possibility of combining and using different technical
printing methods for the same postmark, capable of
conveying both line and tonal drawings. Additionally,
there is the option of using relief printing, which allows
for creating a raised, embossed, three-dimensional
image on paper. However, this technique of colourless
printing is relatively rare and is usually used in combi-
nation with another printing method for postmark pro-
duction. There is no doubt that with the development of
the printing industry and technological processes, new
technical methods, materials, and possibilities emerge,
and even old, long-forgotten ones resurface. These re-
quire serious creative consideration and mastery by
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artists. Combined printing of postmarks using various
types of printing techniques has gained popularity both
in global philately and in contemporary Ukraine. There-
fore, the theoretical and practical experience, monitor-
ing skills, and the application of analytical methods for
sociological analysis demonstrated in this paper should
be considered and applied in future design projects. In
the future, it is important to focus on the analytical and
constructive analysis of the artistic and design compo-
nents of contemporary Ukrainian postmarks. Based on
this analysis, vectors and thematic priorities for the de-
sign approach to creating high-quality samples of visual
identification for postmarks of Independent Ukraine,
testifying to the victory and triumph of the European
state, should be determined.

The subject raised in this study conceptually coin-
cides the most with the main discoursed of the funda-
mental work of H. Hoyo (2010). The author believed
that in the future, given the conclusions of the historio-
graphical examination of analogues of postage stamps,
preference will be given to postage stamps with more
neutral and global themes - supranational, cosmopoli-
tan content. Messages in stamps of this type advertise
or refer to topics that are essentially universal or at
least supranational, either by their own nature or by
the way they are presented in the final version. In this
sense, the visual content appeals to ideas of design, val-
ues, or development that are considered desirable or
useful for people or wider regions, communities. This
category includes stamps that named “humanity” lit-
erally or through symbols and are revealed with an in-
ternal universal character. For this typological charac-
teristic: depictions of maps, globes, in particular, where
political borders are erased; messages about human
rights; problems of a universal scale, such as pollution
or climate change; phenomena that promote certain
values and attitudes as desirable and universal (friend-
ship, tolerance, eco-communism); promotion of peace
or issues of arms control (Hoyo, 2010). This category
includes postage stamps dedicated to organisations
or events that promote any aspect of supranational
integration (political, humanitarian, cultural, sporting,
technical), and messages where the issuing state sup-
ports, sponsors, or celebrates such values, events, or
institutions. Stamp images that present certain aspects,
persons, or things as having universal human value are
also considered: for example, when ideals or achieve-
ments concern individuals, groups, or institutions, are
depicted as “standing for” or benefiting humanity. This
also applies to places, objects, environments, traditions
or cultural features that are considered to be repre-
sentative, part of the heritage, or even belonging to all
humanity (for example, objects under the protection of
UNESCO), but only as long as such a symbol is clearly
indicated on the stamp. Surely, such a theme is a prom-
ising path of development. However, the authors of
this study, operating on the real state of stamp printing

dynamics and data from Ukrainian authors (Bokare-
va, 2008; Gurtova, 2016; Potylchak, 2021), believe that
such idealised themes do not yet lead to an important
informative state-building identification of Ukrainian
stamps. In the context of the modern reassessment of
imperial narratives about history and ethnocultural
context, the Ukrainian stamp should be a high-quality
retranslator of extremely thoughtful visual material,
which needs to be classified and qualitatively supple-
mented, relying on the reliability and authenticity, ap-
propriate transformation and modern stylisation of the
original source.

The development of stamp production in the
Ukrainian SSR represented a “Ukrainian stamp”, which
literally concerned the asymmetrical political relations
between the centre of power and the “given territory”
with certain distorted narratives about the cultural,
ethnic or ideological superiority of the former. Most of
such stamps explain the power hierarchy, demonstrate
political symbolism, while the key figures are local rep-
resentatives of the imperial power (rulers, party mem-
bers, and cultural figures). Another group presented
more subtle images related to symbols, natural features,
and official culture (Bekhtir, 2000; Radomska & Holo-
vata, 2020). The main part of the products belonged to
the theme, where the visual image of the stamp demon-
strates power, asserting its dominance over the territo-
ry or even a puppet state. Given these complex histor-
ical circumstances, the study expresses the standpoint
that the correctly emphasised content of a postage
stamp can influence the formation of the social con-
struction of a renewed Ukrainian society in the percep-
tion of state positions. The postage stamp will become
arelevant subject of modern design - an elegant minia-
ture with a wide range of content and stylistic culture.

In the context of investigating Ukrainian postage
stamps, it is important to note that statistical data,
monitoring of issuance dynamics and thematic direc-
tion, as well as information about awards received at
international competitions, are available in open sourc-
es (Ukrposhta, 2022b; Ukrposhta, n.d.; Alley of postage
stamps, n.d.). However, the availability of only quantita-
tive indicators and surface-level analysis does not pro-
vide a complete understanding of the artistic and visual
specifics of postage stamps as a design object. There-
fore, there is a growing need for systematic scientific
research focused on stylistics, visual language, means
of graphic expression, and aesthetic trends.

Each year, Ukrposhta, in cooperation with Europe-
an postal administrations, participates in the issuance
of postage stamps under the Europa programme. The
2022 theme of the programme was “Stories and myths”.
Continued participation in this initiative is of strategic
importance for Ukraine, as it enables the promotion of
national culture, art, and creative talent on the inter-
national stage (Ukrposhta, 2022b). Ukrainian postage
stamps have repeatedly received recognition in the
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PostEurop competition. In 2019, the stamps themed
“Birds” - “White stork” and “Eastern nightingale”, de-
signed by N. Kohal, were awarded gold in the “Best post-
age stamp of Europe 2019 - collector’s choice” catego-
ry. In 2020, the stamp “Postman Fedir Feketa”, themed
“Ancient postal routes” and illustrated by 1. Medvedovs-
ka, received silver in the “Best postage stamp of Europe
2020 - jury’s choice” category. In 2021, the stamp “Cry
of the Carpathians” was awarded bronze (Ukrposh-
ta, 2022b). These distinctions confirm the high artistic
and cultural value of Ukrainian postage stamps within
the European context.

CONCLUSIONS
The dynamic implementation of newly created post-
marks confirmed the prospects and societal needs in
this segment of graphic production. Postmarks consti-
tute an effective element and one of the nation-building
means to reflect the authenticity and depth of Ukrain-
ian culture, historical reality, architectural and artistic
heritage, prominent figures, and heroes of modern in-
dependence. On the path to solving the task of forming
an objective state of development for Ukrainian post-
mark printing, an analysis of the social construct em-
bedded in the design and visual culture of postmarks
during Russia’s full-scale aggression against Ukraine
became fundamental.

In the process of interpreting the importance of the
design of Ukrainian patriotic postmarks in global socie-
ty, the dynamics of design projects’ development, their
static component, and the mechanism of competitive
selection were analysed. The practical implementation
of work on postage miniatures by design students from
the Department of Design and Fundamentals of Archi-
tecture at the Lviv Polytechnic National University was
also examined.

In the context of the development of all compo-
nents of state identification, postage stamps are a nec-
essary element. This created a permanent precedent
for further scientific research into the development of
Ukrainian stamp issuance and the prospects for cre-
ating postage stamps of Ukraine that are increasingly
more relevant in design and aesthetic content context.
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BaXKJIMBY COIL[ia/IbHO-MATPIOTUYHY CKJIQJIOBY pemnpe3eHTallil 0COGJUBOCTEN JepKaBU Ta iCTOPUYHHUX MOAINA y
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Abstract. The research relevance is determined by the need to determine the impact of the complex socio-
economic circumstances of the interwar period and the cultural revival of Transcarpathia on the formation of
Ernest Kontratovych's creative outlook. The study aimed to analyse the formation and rise of the cultural
and artistic centre in Transcarpathia and to characterise its influence on E. Kontratovych. The methodology
involved the use of historical, biographical, analytical, and several art historical methods, which were used to
comprehensively characterise the historical context and development of the cultural sphere in Transcarpathia
during the specified chronological period. These methods were also used to analyse the artistic environment of
E. Kontratovych and demonstrate its impact on the selection of themes and motifs in the early stages of creative
career. The article examined the development of the cultural environment in Transcarpathia during the interwar
period, which influenced the formation of Kontratovych's artistic style and the selection of subjects and themes
in the early phases. A significant amount of factual material was gathered concerning the artistic and cultural
life of Subcarpathian Rus in the 1920s and 1930s. The influence of the environment on Kontratovych's thematic
choices and the development of the plots was substantiated. The conclusions drawn from the research contribute
to determination of the development of cultural and artistic processes in Transcarpathia in the 20" century. A
substantial portion of the historiographical and factual material is valuable for scientific research, museum work,
and the creation of textbooks, curricula, and lecture courses

Keywords: Subcarpathian Ruthenia; school of painting; society of contributors to the fine arts in Subcarpathian
Ruthenia; interwar period; regional identity

INTRODUCTION

The events of the interwar period in the territory of
Transcarpathia (1919-1938) were reflected in detail
in the works of Ernest Kontratovych (1912-2009), who
began artistic career during this time. Author’s world-
view, shaped by the complex socio-economic conditions
of the era, was embodied in several original artworks.
The population of Transcarpathia was experiencing
the consequences of the global economic crisis, which
brought mass unemployment, emigration, famine, and
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widespread social suffering. These observations were
captured in early works - genre compositions depicting
the destitute, beggars, and vagabonds who crowded the
roads, church porches, and streets of the region. At the
same time, despite the tragic realities, the 1920s-1930s
marked a period of favorable conditions for the devel-
opment of Transcarpathia’s cultural and artistic envi-
ronment. This era was characterised by a cultural reviv-
al and the renewal of national traditions. Therefore, it
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is necessary to explore the processes of formation and
development of this cultural milieu to identify the key
events and factors that influenced the artistic evolution
of Ernest Kontratovych.

The cultural and artistic environment of 1930s
Transcarpathia was examined by O. Rebryk & A. Re-
bryk (2024). The study demonstrated how the political
and social transformations of the period influenced the
formation of the local intelligentsia and shaped its en-
gagement with the literary sphere. The artistic legacy
of E. Kontaratovych was analysed in the publications
of A. Cheipesh (2020; 2023). The study conducted a
thorough and comprehensive examination of a sub-
stantial body of the artist’s oeuvre, with an emphasis
on the influence of external sociocultural factors on
the selection of themes and subjects in the paintings.
M. Syrokhman (2020) conducted an in-depth study of
the lives and creative paths of ten prominent artists of
the Transcarpathian School of Painting, who successful-
ly integrated leading European artistic trends with the
painting traditions of the Carpathian region. Art histo-
rian O. Havrosh (2022) conducted research on the his-
tory, formation, and various aspects of the development
of the Transcarpathian School of Painting, as well as on
the individual contributions of its representatives. The
studies also explored the interactions among local cul-
tural and artistic figures, including I. Chendey, A. Erdeli,
and V. Mykyta.

Art historian V. Manailo-Prykhodko (2024) con-
sistently explored the work of Fedir Manailo, one of the
leading figures of the Transcarpathian school of paint-
ing. Comprehensive studies by Manailo-Prykhodko re-
vealed essential aspects of the artist’s creative legacy
and life. The interest in the art of Transcarpathian art-
ists remains relevant. Contemporary scholars explore
various aspects of the region’s visual arts, particularly
sacred painting. H. Sklyarenko (2021) investigated the
role of the Transcarpathian School of Painting in the re-
vival of modernisttendenciesin Ukrainian art during the
post-Stalinist era. T. Ivanytska (2022; 2023) examined
the development of the portraitgenre in Transcarpathia,
focusing on the works of A. Erdeli and Y. Bokshai, with
emphasis on the influence of the natural environment
and European artistic education. Additionally, author
explored the portrait painting of the second half of the
20" century through the works of artists such as A. Kot-
ska, V. Mykyta, L. Ilko, and F. Seman, interpreting their ar-
tistic output as a means of personal self-identification.

The study aimed to analyse the development of the
cultural and artistic centre in Transcarpathia in the in-
terwar period and to characterise its influence on the
formation and evolution of Ernest Kontratovych’s cre-
ative personality.

MATERIALS AND METHODS
One of the main sources used in the study is materials
from the book M. Vegesh & Ch. Fedinets (2010). The

study highlighted the path of development of various
social and cultural spheres of life of the population of
Transcarpathia in the specified period. The book con-
tains significant factual material presented in an unbi-
ased light. The archival materials were used to recreate
a complete picture of the development of Transcar-
pathia’s culture and the local art school. Information in
the monographs of the founders of the Transcarpathian
school of painting and active figures of culture such as
V. Martynenko (1973) and 1. Nebesnyk (2007) expand-
ed knowledge about the conducting of important cul-
tural events, in particular, the holding of exhibitions and
plein airs, the organisation of the educational process in
Uzhhorod and the founding of artistic associations and
unions. This was also described by A. Erdeli (2012),
F. Erfan (2016). These events were also covered in the
press at that time. Art historians and critics conducted
a professional review of cultural and artistic events in
magazine and newspaper articles.

An analytical method was used to determine the
topic’s state of development; bibliographical, archival,
and factual material was analysed using a systemati-
sation method. The historical method was used to an-
alyse the historical situation and cultural and artistic
environment in which the artist’s creative personality
was formed. The biographical method was used in the
reconstruction of the main life events of the artist. To
analyse the creative work of E. Kontratovych, a range
of art historical methods was used, such as iconograph-
ic, artistic and stylistic, and comparative methods. The
generalisation method was used to form conclusions
for the conducted research. The aforementioned re-
search methods were used to comprehensively charac-
terise the historical context, and the development of the
cultural sphere in the territories of Transcarpathia in
the specified chronological period; to analyse the artis-
tic environment of E. Kontratovych and provethe influ-
ence on the choice of themes and plots in the works of
the early period of creativity.

RESULTS AND DISCUSSION

Education, art, and nation-building

in interwar Transcarpathia

The first mention about Transcarpathia (until 1919,
the modern territory was called Hungarian Ruthenia)
in the chronological framework of modern history is as-
sociated with the Habsburg Empire, which in the early
XX century was on the verge of collapse. The destruc-
tion of the vast political system called Austria-Hunga-
ry, and its multinational population led to the outbreak
of World War I, which brought several new states to
the world stage, including the Czechoslovak Republic.
Transcarpathia became part of it, which influenced
the political system of the region, its economy and cul-
ture. The government of Czechoslovakia attempted to
bring Subcarpathian Ruthenia the European features
(Subcarpathian Ruthenia is the name of the modern
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territory of Transcarpathia during 1920-1938). The
reforms conducted by the President of Czechoslovakia,
T. Masaryk, contributed to the development of cities,
the construction of roads, the improvement of living
standards and cultural prosperity. The reforms also
created a fertile ground for the development of regional
art, which had a direct impact on the works of emerging
artists, including E. Kontratovych. The 1920s and 1930s
were recognised as a time of emergence of the artistic
achievements of the region. The literature of Transcar-
pathia experienced a significant rise. The Society “Pros-
vita” contributed to the development of theatrical art.
The beginning of the formation of the Transcarpathian
painting tradition also occurred at this time. A. Erdeli
and Y. Bokshay developed the concept of art education
of the region and teached young generation of talented
artists. This environment, with strong cultural founda-
tions, significantly influenced the young artists of the
time, such as Kontratovych, shaping approaches to art
and thematic choices.

In 1919, under the Treaty of Saint-Germain-en-
Laye, the territory of Transcarpathia called Subcar-
pathian Ruthenia became part of Czechoslovakia. The
President T. Masaryk sought to give the new part of
the republic the European features, hence several re-
forms, in particular, in the administrative, financial,
tourism sectors in the 1920s-1930s, were conducted
(Vegesh & Fedinets, 2010). The joining Czechoslova-
kia created new conditions for the development of the
cultural environment of the region. These reforms laid
the groundwork for a cultural awakening, which also
influenced the intellectual and artistic development.
Despite the economic stagnation, even within Czecho-
slovakia, these years were a “Transcarpathian cultural
revival” due to changes in education, the development
of national literature, the establishment of a perma-
nent theater and the formation of the Transcarpathian
school of painting. The educational reform of the 1920-
930s contributed to the opening of new schools (from
475 primary schools, 321 were with the Ruthenian
language of teaching), and the introduction of new sub-
jects and books (Vegesh & Fedinets, 2010). The open-
ing of new schools and the improvement of educational
standards provided better access to artistic education
and new artistic concepts for the young generation.

The issue of higher education was problematic, as
it was received in Prague, Bratislava, Munich, and Bu-
dapest. Doctors, scientists, high school teachers gradu-
ated from local educational institutions. However, this
was not enough, and therefore the progressive public of
the region raised the question of opening local higher
educational institution - the University of Subcarpathi-
an Ruthenia. However, the government of Czechoslova-
kia argued that Subcarpathian Ruthenia has no condi-
tions for the development of higher education (Vegesh
& Fedinets, 2010). The Uzhhorod singing and teachers’
seminary, headed by A. Voloshyn was the exception. The

institution annually graduated 40-50 priests, who also
taught and actively participated in cultural life. In par-
ticular, among the seminarians were the students of the
Public School of Drawing - A. Kotska, E. Kontratovych,
A. Boretskyi and Z. Sholtes (the only minister of a reli-
gious cult and an artist at the same time). In general, the
reform of education in Transcarpathia contributed to a
quantitative growth of the intelligentsia, which affected
the overall increase in the cultural level of the region.
The formation of professional theater is associated with
the activities of amateur theater groups. The groups in
Beregovo and Uzhgorod particularly stood out among
them. In 1920, with the assistance of the Society “Pros-
vita”, the “Ruthenian theater” was opened in Uzhgorod.
The next theater was headed by a prominent Ukrainian
theatrical figure M. Sadovskyi, who helper the theater
to become professional.

Cultural and artistic events

of Subcarpathian Rus in the 1920s

The organisation of the local art center was associated
with several problems: the lack of vocational art educa-
tion institutions and the required number of teachers.
0. Izvorin (1942) characterised Transcarpathia prior to
itsincorporation into the Czechoslovak Socialist Repub-
lic as a region where Verkhovyna functioned not solely
as an artistic movement but as a holistic cultural phe-
nomenonrooted in away oflife centreed on artistic prac-
tice. The area attracted artists, motivated by the status
of a locus of creative inspiration. Nevertheless, despite
its cultural significance, visits by artists were relatively
sporadic, and many of those who did come were primar-
ily driven by the necessity to earn alivelihood, frequent-
ly through the production of religious iconography.

Regarding the sacred art of Transcarpathia, Pro-
fessor M. Pryymych (2017) emphasised that the tradi-
tion of church painting was at the origins of the visual
tradition of the local school. The study proved that the
preserved monuments of fine art provide substantial
evidence that highly skilled and professionally trained
painters were active in the region over an extended pe-
riod. Therefore, the absence of any movement in the
field of art is noteworthy. At this time, artists who lived
in Transcarpathia - S. Beregi, D. Virag, K. Izai, in 1917,
organised “Club of Artists” (another name “Mukachevo
Club of Artists”), which included S. Beregi, Y. Bokshay,
D. Virag, E. Grabovskyi, A. Erdeli, D. Iyas, K. Izai. Due to
their fundamentally conflicting views on the purpose of
fine arts, the group managed to hold just three exhibi-
tions before dissolving - in Mukachevo, Beregovo, and
Kosice (Vegesh & Fedinets, 2010).

The next step in uniting the creative forces was
the exhibition initiated by A. Erdeli and Y. Bokshay.
On January 1-9, 1921, the works of Transcarpathian
and Kosice artists were presented in Mukachevo, and
later in Beregovo, Kosice, and Uzhgorod. The works
of the above-mentioned artists who revived the “Club
of Artists of Subcarpathian Ruthenia” were exhibited.
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This group organised one exhibition in 1922, but could
not provide a significant impetus for further intensive
development (Gapak, 1975). G. Ostrovsky (1974) ex-
plained the reason for the unsuccessful attempt as fol-
lows: the concept of national art was not universally
accepted among Transcarpathian artists, as individual
ambitions and limited professional interests often pre-
vailed over broader ideological or cultural imperatives.
During the 1920s Transcarpathia, its unusual ethnic
group and folklore were “discovered”. With the assis-
tance of the Czechoslovak government, several exhibi-
tions were held, demonstrating the items of folk art and
life of the Ruthenians. The most famous was “Art and
Life of Subcarpathian Ruthenia” (1924), organised by
critic S. Makovskyi in Prague. The great success of the
event, the positive reviews of critics, the album, pub-
lishing in three languages was the evidence of interest
in the presented exhibition (Ostrovskyi, 1974).

The large numbers of Ukrainians living in Prague
and Bratislava expanded and strengthened the cultural
and artistic ties (Boiarchuk, 1993). Education and, in
addition to secondary schools, were emphasised, as in
Prague, at that time, there was a single Ukrainian art
higher educational institution - the Ukrainian Studio
of Plastic Arts (USPM), which was known in Prague
and abroad for its regular exhibitions. The profes-
sional education provided by the Ukrainian Studio of
Plastic Arts in Prague was central in fostering the na-
tional self-awareness and ethnic identity of its youth
(Dzhus, 2015). In the 1920s and 1930s, obtaining a
professional art education was a significant problem
in Transcarpathia. The absence of an art institution
prompted the founders of the Transcarpathian school of
painting A. Erdeli and Y. Bokshay to discuss its creation.
They were inspired by the ideas of the Barbizon paint-
ers, their entry into the plein air, S. Hollosy and K. Fer-
enczy. After graduating from the Hungarian Royal Art
Institute in Budapest, A. Erdeli and Y. Bokshay returned
to Uzhgorod and both began to teach. A. Erdeli became
a teacher of drawing at the Mukachevo Teachers’ Sem-
inary (1916), later at the Mukachevo Real Gymnasium,
and Y. Bokshay taught geometry at the Uzhgorod Gym-
nasium (1918). Researcher of art education in Tran-
scarpathia I. Nebesnyk (2000) considered that the early
stages of the establishment of art education in Transcar-
pathia were directed toward meeting the cultural and
educational needs of the region’s Ukrainian population.

In the 1920s-1930s, Erdeli sought self-fulfillment
more as an artist than as a teacher. From 1922 to 1931,
the artist traveled to Europe (Germany, Switzerland,
Italy, and France). For four years, A. Erdeli lived and
worked in the workshops of Munich, presenting in 1923
works in the most prestigious exhibition hall - “Glas-
palats” (“Glass Palace”). The result of A. Erdeli’s creative
work during the stay in the above-mentioned cities was
numerous paintings that were later presented at exhi-
bitions in Prague (1927), Brussels (1929), Paris (1930),

Bratislava (1936), and Uzhhorod (1930s). In the 1920s,
Y. Bokshay exhibited personal works at the exhibitions
in Czechoslovak cities - Prague, Brno, and Bratislava.
The first personal exhibition of the artist took place in
Prague in 1926. And during 1930-1931 the author vis-
ited Italy, France, Yugoslavia, Switzerland and Germany,
studying the works of old masters, whom he always set
as an example to follow (Ostrovskyi, 1974; Erfan, 2016).
On the initiative of A. Erdeli and Y. Bokshay, in 1927
the Public School of Drawing began to function in the
classes of the Uzhgorod Teachers’ Seminary on week-
ends. Talented seminarians were invited to study at the
school. Students listened the lectures on the history of
art, attended creative disciplines: drawing, painting,
plastic anatomy, basics of perspective, worked with
naked nature and plaster. Open-air classes were a com-
pulsory element of this school. It is possible that on the
classes, one of the students, E. Kontratovych, invented a
method of creating a landscape, which was unchanged
throughout the creative path. As the state of nature
changed, the artist tried to quickly “catch” the main part
of the painting, and the sky and the foreground were
completed in the studio. After three years of study, the
school released the first cohort of professionally trained
artists - A. Kotska, E. Kontratovych, A. Boretskyi and
Z. Sholtes, who confidently continued the picturesque
traditions of mentors.
Activities of Subcarpathian artists in the 1930s
There were more and more followers of the idea of cre-
ating the “Subcarpathian Barbizon”, so in 1931 the “So-
ciety of Contributors to the Fine Arts in Subcarpathian
Ruthenia” was founded - an organisation that involved
artists, including students of “Public School” in artistic
life. As of 1932, the organisation had thirty-eight mem-
bers. A. Erdeli was elected as the chairman, D. Endredi
as the deputy, L. Kaigl as the secretary, A. Dobosh as the
cashier, F. Manailo as the curator (Havrosh, 2017). The
society brought together the artists of different nation-
alities. O. Izvorin (1942) emphasised that the main one
was the “Ruthenian core”: Y. Bokshay, I. Dvan-Sharpo-
toki, A. Erdeli, I. Erdeli. A. Boretskyi, A. Dobosh, A. Kot-
ska, E. Kontratovych, and Z. Sholtes joined the Society
in different years. Their formation was grounded not in
national,specifically Ruthenian principles, but rather in
artistic and ideological convictions; they wholehearted-
ly embraced the idea of discovering the soul and stylis-
tic essence of their people and native land. The first ex-
hibition of works by members of the organisation took
place in 1931 at the Uzhhorod Jubilee Czech Folk School
named after T.G. Masaryk. In 1936, with the support of
“Society of Friends of Subcarpathian Ruthenia”, an ex-
hibition of works by artists of the Society was held in
Bratislava, presenting 95 works by nineteen artists. In
1937, the exhibition “Slovakia and Subcarpathian Ru-
thenia -people and the land in fine arts” took place in
Prague. The local Subcarpathian school was represent-
ed by Y. Bokshay, V. Dvan-Sharpotoki, A. Erdeli, I. Erdeli,
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A. Kotska, Z. Sholtes (Nebesnyk, 2007). Possibly, E. Kon-
tratovych also participated in the exhibition activities
of the Society. After joining the Society of Contributors
to the Fine Arts, Kontratovych participated in art ex-
hibitions from the late 1930s to the early 1940s with
works of pronounced social critique, earning recogni-
tion as one of the most incisive voices expressing rebel-
lious sentiment among Transcarpathian artists (Mysh-
anych, 2010). Early works of E. Kontratovych reveal the
acute social problems in the life of the Transcarpathian
people of the 1930s. They are devoted to the themes of
begging and disability (“Grandfather - Cripple”, 1937;
“Beggars”, 1930s), poverty (“Hunger”, 1937), unemploy-
ment (“Unemployed Tramp”, 1938), death (The Funeral
of the Poor, 1939; “Ruined House”, 1938). The image
“Grandfather - Cripple” depicted an old man with twist-
ed legs standing at the edge of a village (Fig. 1). Next to
the old man is a hollow willow tree, within which the
silhouette of a crucifix is present. The colour scheme is
based on the contrast between warm-toned shades in
the sky and cool greens of varying brightness and satu-
ration. The overall palette is muted and subdued, and,
combined with the distinct brushstrokes, provides the
impression of a graphic work.

Figure 1. Grandfather - Cripple. 1937.
Cardboard, oil. 65x45
Source: Private collection

The unnatural pose of the old man, dressed in white
and leaning on a long staff, stands out against the back-
ground landscape. The figure, along with the depiction
of the sun veiled by a strange cloud, reappears in a later
work “Beggars” (Fig. 2).

Figure 2. Beggars. 1930s. Cardboard, tempera. 70x49
Source: Private collection Umansky family collection
(n.d.)

In the artist’s most renowned work, “The Funeral
of a Poor Man” (1939) (Fig. 3), a multilayered composi-
tion was employed to unfold the painting’s narrative - a
funeral scene taking place in the courtyard of a Hutsul
village home. The asymmetry created by shifting the
group of peasants holding church banners to the left
adds a sense of movement, further emphasised by the
figure of a woman walking across the yard. At the center
stands a traditional Hutsul house, while the mountain-
ous landscape in the distant background serves as a
static backdrop for the slow, deliberate motion of the
funeral procession. This contrast between movement
and stillness underscores the indifference of the nat-
ural world to human sorrow. The colour palette is re-
strained and closely toned, with no vivid highlights. The
peasant group and the woman are subtly distinguished
by a muted light-brown hue. The subdued lighting and
somber tones reinforce the ordinariness and quiet sor-
row of the depicted event.

The works feature a marked sense of suffering and
alienation from the world, because despite the reforms,
the Czechoslovak government failed to solve the prob-
lems reflected in the above paintings (Cheipesh, 2020).
It is necessary to consider the political and economic
conditions of bourgeois Czechoslovakia, which had a di-
rect influence on E. Kontratovych. Alongside the global
economic crisis that affected Czechoslovakia, this peri-
od was also characterised by the intensification of the
revolutionary movement among workers and peasants.
Living and working as a teacher in a rural environment,
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Kontratovych was closely acquainted with the hard-
ships faced by the peasantry. These widespread social
disturbances, often culminating in tragic outcomes,
significantly influenced the ideological and creative di-
visions within the artistic intelligentsia (Gapak, 1983).

Figure 3. The Funeral of a Poor Man. 1940s.
Oil on canvas. 72x67
Source: Transcarpathian Regional Art Museum named
after Y. Bokshai

It is worth noting the educational work of individual
members of the Society. Z. Sholtes, who was a minister
of religious cult in Uzhok village (1933-1937) signifi-
cantly contributed to the involvement of rural youth in
cultural life. The author established a creative work-
shop in this location, which became a centre for local
engagement. Peasants, along with young boys to whom
the author taught ornamentation techniques, were
common attendees. While the girls produced tradition-
al red embroidery based on author’s designs, the boys
practiced wood carving. On Sundays, the author deliv-
ered lectures on folk art, fostering a deeper apprecia-
tion of cultural heritage among the community (Auto-
biography of Z. Sholtes, n.d.).

In the 1930s, the graduates of “Public School of
Drawing” began their exhibition activities. In 1931,
A. Kotska began teaching career at a public school in the
village of Verkhovyna. During this period, Kotska creat-
ed a series of genre scenes and landscapes reflecting lo-
cal life, some of which were later exhibited in Uzhhorod
in 1933 and 1935 (Autobiography of A. Kotska, n.d.).
A. Boretskyii exhibited personal works at the exhibition
in 1933 together with the works of A. Kotska. Z. Shol-
tes organised the first personal exhibitions in 1932 and
1933 in Uzhgorod. Later, E. Kontratovych began an ex-
hibition career. In 1935, Kontratovych was admitted as

a full member of the Union of Artists of Transcarpathia,
actively participating in all exhibitions organised under
its auspices (Personal sheet on personnel accounting of
Kontratovych Ernest, n.d.).

In the late 1930s, the political situation in Europe
began to worsen. Aggression in Germany’s actions
grew; On March 15, 1939, the Hungarian troops oc-
cupied Subcarpathian Rus (Erdeli, 2012). On May 20,
1939, the first meeting of the “Society of Contributors
to the Fine Arts” was held, it was reorganised into the
Union of Subcarpathian Artists (Nebesnyk, 2007). From
July to August this year, members of the Union togeth-
er with representatives of the Art Institute in Budapest
organised a plein air painting in the villages of Velykyi
Bereznyi district - Volosyanka and Uzhok.

After summing up the results of the plein air
painting, the artists of the Union participated in the
5% All-Hungarian Exhibition in Kosice. The local press
regarded the event as positive, noting the work of the
young A. Kotska (Erfan & Miasishcheva, 2011). The art-
ist was soon invited to study at the Roman Academy
of Fine Arts. In 1940, an exhibition of works by Tran-
scarpathian artists was opened in the Uzhgorod cof-
fee house. Hungarian critic E. Kallai (1940) identified
common and distinctive features of Subcarpathian and
Hungarian painting, as well as noted the movement of
Subcarpathian artists to individualisation. During the
occupation, the Hungarian authorities understood the
need to find common ground with the intelligentsia. To
this end, Hungarian authorities began to organise ar-
tistic events of artistic direction. “Art Weeks” were the
most famous, the events of which were described in
detail by A. Erdeli (1941). For four weeks, cultural and
artistic events of various directions were held in Uzh-
gorod, which were designed to show “modern Hungar-
ian values”. An exhibition of contemporary Hungarian
painting, graphics and sculpture was demonstrated as
part of the event. The artist also presented a review of
Subcarpathian artists who took part in the weeks.

The events of the war were reflected by E. Kon-
tratovych in 1939-1944. Albums with sketches were
filled with images of crosses (“Tombstone with red
birds”, 1943), uprooted trees resembling the ruins of
cities (“Old tree with a bunker”, 1943); “Bunkers”, 1942-
1944). “Evacuation in Verkhovyna” (1944) (Fig. 4)
is notable for the colour palette, built on the contrast
between shades of red and green. The dense arrange-
ment of women in the foreground, positioned close
to the edge of the canvas, evokes a sense of silent de-
spair and fear of an uncertain future (Cheipesh, 2023).
Specific for that time gloomy, dark blue-violet colors,
contrasting with bright red-yellow ones intensify the
feeling of anxiety and restlessness (Martynenko, 1973).
During the occupation of Subcarpathian Ruthenia by
Hungarian troops, the authorities tried to support the
development of art, while other industries were falling
into decay, including the economy and industry. Such a
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policy led to future significant problems in the lives of
Verkhovyna peasants and was reflected in the work of
Transcarpathian artists.

Figure 4. Evacuation in Verkhovyna. 1944.
Cardboard, oil. 50x70
Source: Zaporizhia Regional Art Museum

The cultural and artistic environment of Uzhhorod
in the 1920s-1930s significantly affected the forma-
tion of Ernest Kontaratovych'’s artistic identity. During
this period, the city experienced a true cultural renais-
sance, driven by the incorporation of Subcarpathian
Rus into Czechoslovakia, which initiated modernisa-
tion processes in education, infrastructure, and cul-
ture. Thanks to the Czechoslovak government’s poli-
cies, Uzhhorod saw the emergence of new educational
institutions, cultural organisations, and an active in-
tellectual community that fostered the development
of artistic life. One of the key events of the time was
the founding of the Public Drawing School in 1927 by
A. Erdeli and Y. Bokshai. In this institution the young
E. Kontaratovych received foundational artistic educa-
tion, laying the groundwork for future creative devel-
opment. Kontaratovych'’s interaction with leading art-
ists of the time, particularly A. Erdeli and Y. Bokshai,
inspired a deep interest in European art movements
while nurturing a strong appreciation for local artis-
tic traditions. Uzhhorod of the 1920s-1930s served
as a cultural bridge between East and West, and this
synthesis was reflected in its art scene. The combi-
nation of modernist influences with folk aesthetics
became a defining feature of Kontaratovych’s artistic
style, which later manifested in landscapes and gen-
re works. Thus, the vibrant cultural life of interwar
Uzhhorod, the availability of formal art education, and
contact with talented contemporaries played a deci-
sive role in shaping E. Kontaratovych as an artist.

CONCLUSIONS
The cultural and artistic developments that ocurred in
Subcarpathian Rus during the 1920s-1930s provided
a significant impetus for the further evolution of the

Transcarpathian school of visual arts. The Czechoslo-
vak government was central in this process, as broad
reforms in major sectors contributed to the revival of
the cultural heritage of the local population. A system-
atic and detailed examination of the socio-cultural life
of Transcarpathia in the interwar period was conduct-
ed; the role of individual artists (A. Erdeli, Y. Bokshali,
E. Kontaratovych, Z. Sholtes, etc.) and organisations
(Mukachevo Art Club, the Society of Fine Arts of Sub-
carpathian Rus) in the formation of professional art ed-
ucation and traditions of fine arts were clarified. This
identified the key factors that contributed to the forma-
tion of the regional art school and the development of
the original artistic environment of Transcarpathia.

The study determined that the key factors influ-
encing the development of Kontratovych’'s work were,
in particular, T. Masaryk’s reforms that contributed
to the development of infrastructure and support for
education and culture. In addition, the foundation of
the Public Drawing School in Uzhhorod in 1927 was
an important stage in the formation of a professional
artistic environment that influenced the work of Tran-
scarpathian artists, and participation in exhibitions
abroad and the creation of the Society of Fine Arts of
Subcarpathian Rus provided Kontratovych with in-
ternational recognition. The study determined that
the cultural and artistic environment of Uzhhorod in
the 1920s and 1930s had a significant impact on the
formation of Ernest Kontratovych’s artistic identity.
Thanks to educational institutions, cultural organisa-
tions, and interaction with leading artists of the time,
in particular A. Erdeli and Y. Bokshai, the artist man-
aged to combine European modernist influences with
local artistic traditions, which determined the style of
the author. Social themes were vividly expressed in
the works of E. Kontaratovych, which reflect compas-
sion for human suffering and social injustice. The art-
ist’s works revealed that paintings depicted the harsh
realities of peasant life - poverty, disability, and unem-
ployment. The influence of the global economic crisis,
as portrayed in paintings, demonstrated that despite
the overall cultural revival, the Czechoslovak govern-
ment failed to address key problems that perpetuated
economic backwardness and led to tragic consequenc-
es for the region’s population.

Further research on the artistic life of Transcar-
pathia during the interwar period may follow a variety
of directions, including an in-depth analysis of the crea-
tive output of individual regional artists, especially less-
er-known figures, with an emphasis on visual language,
stylistic characteristics, and the socio-political context
of their work. Expanding the source base through ar-
chival materials, private collections, and oral testimo-
nies remains highly relevant, as it can help better re-
construct the cultural landscape of the era. Promising
avenues include the study of the system of art educa-
tion, institutional support for artists, connections with
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educational centers of interwar Czechoslovakia, and
comparative analysis of Transcarpathian art within the
broader European artistic context. Modern technolo-
gies open new possibilities for the digitisation and pop-
ularisation of the region’s artistic heritage, and when
combined with interdisciplinary approaches - histori-
cal, sociological, psychological, and postcolonial - they
will contribute to a deeper understanding of the role
of art in the cultural landscape of Transcarpathia in the
first half of the 20 century.
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AHoOTaUiA. AKTya/lbHICTb JOC/IIPKEHHSI 3yMOBJIEHa HEOOXIHICTIO OCMUC/IEHHS BIUIUBY CKJIa[HUX COLiaJIbHO-
€KOHOMIYHMX 06CTaBUH MIKBOEHHOTO Iepioly Ta Ky/JbTYPHOTrO BiJjpo/>keHHs 3akaprnaTTs Ha GpopMyBaHHSA
TBOpuoro ceitorsaay EpHecra KonTpaTtoBuya. MeToto ctaTTi 6ys10 mpoaHasidyBaTH ¢OpMyBaHHS Ta PO3BUTOK
KyJIbTYPHO-MUCTELIbKOT0 LeHTPy B 3akKapnarTi Ta oxapakKTepusyBaTu Horo BmiuB Ha E. KoHTpatoBuua.
MeTop0.10Tis1 BKJIIOYAJIa BUKOPUCTAHHS icTOpUYHOro, 6iorpadivHoro, aHaliTUYHOTO Ta Py MUCTEIITBO3HABYHX
MEeTO/iB, SIKi JJOIOMOT/IK BCe6iYHO OXapaKTepU3yBaTH iCTOPUYHUN KOHTEKCT i PO3BUTOK KYJbTYpPHOI chepu Ha
TepUuTOpil 3aKkapnaTTsA B 3a3Ha4€HU I XPOHOJIOTYHUM nepiog. LI MeTogu TakoX BUKOPHUCTOBYBAJIMCh /151 aHAI3y
MHUCTelbKOro cepesioBuiia E. KoHTpaToBU4Ya Ta 0BeleHHS HOro BIJIMBY Ha BUGIp TeM i CI0KeTiB Ha paHHbOMY
eTari TBOPYOCTI. Y CTaTTi pO3MIAHYTO PO3BUTOK KYJIbTYPHOI'O CEpeloBUIIA B 3aKapnaTTi B M>)XBOEHHUH Nepiof,
o0 6e3CyMHIBHO BIUIMHYJIO HAa GpOPMYBaHHS XyA0KHbOTO CTHU/IK KoHTpaToBHMYa Ta BUGIp crokeTiB i TeM Ha
paHHBOMY eTani Horo TBop4ocTi. 3i6paHo 3HAYHY KiNbKICTh GaKTUUYHOr0 MaTepialy Npo XyZ0’)KHE Ta KyJbTYpHE
»)uTTs [lizkapnaTcekoi Pyci B 1920-1930-x pokax. /loBeieHO BILIMB cepeZioBUINA HA GOPMyBaHHS BUOOPY TEM
i croxxetiB g TBopiB E. KoHTpaToBuya. BUCHOBKH, 3p06JieH] B XOAi AOCJIPKeHHS, CIPUSIOTh AOTMOBHEHHIO
LiJIICHOI KapTUHU PO3BUTKY KYJbTYPHO-MUCTELIbKUX NpoueciB B 3akapnaTTi B XX CTOJITTI. 3Ha4YHa 4acTUHA
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Abstract. This article aimed to explore current trends in graphic design and to identify the skills and philosophies
required for designers to remain relevant in an increasingly digital and user-centric world. A mixed-methods
approach was employed, combining qualitative and quantitative analysis to examine prevailing trends in graphic
design, with a particular focus on identifying patterns and innovations in design practices - especially in relation to
digital tools, minimalist aesthetics, typography, and user experience. The study found that the integration of digital
tools, such as Al powered design software and augmented reality, has transformed the creative process, enabling
designers to produce more dynamic and interactive visual experiences. At the same time, the trend towards
minimalism reflects a broader cultural shift towards simplicity and clarity, with designers prioritising clean layouts,
limited colour palettes, and functional aesthetics. Typography has also evolved, becoming increasingly experimental
through the use of custom fonts and dynamic typefaces that enhance brand personality and user engagement. An
emerging trend has been the incorporation of sustainable practices into design, such as eco-friendly materials and
energy-efficient digital solutions. The findings indicate that contemporary graphic design continues to adapt to a
digital and user-focused environment. These results have significant practical implications for both designers and
industries reliant on visual communication, providing a valuable resource for understanding and navigating the
rapidly evolving graphic design landscape

Keywords: interaction; visual communication design; user engagement; interactive design; user experience (UX)

INTRODUCTION

Graphic design is continually evolving, shaped signifi-
cantly by rapid technological developments and shift-
ing cultural paradigms. With digital innovation increas-
ingly influencing creative methodologies, designers are
now leveraging sophisticated tools such as Al-driven
software and augmented reality (AR) to generate inter-
active and immersive experiences. Designers integrate
these technologies not merely as supplementary ele-
ments, but as integral components of the creative pro-
cess. Recent studies on the evolution of graphic design

Suggested Citation:

have highlighted the transformative role of digital tools,
yet gaps remain in addressing the full scope of techno-
logical advancements and their interdisciplinary im-
pacts. For instance, A. Balakrishnan & M. Najana (2024)
noted that while Al and AR have revolutionised creative
processes, their potential for fostering real-time inter-
active user engagement - particularly in non-gaming
contexts - remains underexplored in commercial de-
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strated how Al integration in metaverse ecommerce
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extends beyond efficiency gains, enabling immersive
brand experiences that redefine visual communica-
tion. However, foundational studies such as those by
G.E.D. Elkheshen (2020) primarily focused on the in-
itial phases of the digital revolution, overlooking the
nuanced applications of AR and Al in contemporary
design practices.

The minimalist aesthetic, as examined by
M.C. Wibowo & A. Zainudin (2024), reflects a cultur-
al shift towards simplicity, with empirical evidence
showing its efficacy in reducing cognitive load for Gen-
eration Z audiences. Their findings align with S. Gum-
ber’s (2023) assertion that minimalism transcends
visual trends, serving as a functional framework for en-
hancing usability. Nonetheless, prior research has often
neglected the cultural motivations behind minimalist
principles, particularly their role on digital platforms.
Typography’s evolution is another critical area where
recent scholarship, such as S.T.F. Poon (2021), has un-
derscored the strategic use of custom fonts to reinforce
brand identity in digital media. Prior research in this do-
main, however, has largely overlooked the adaptive po-
tential of experimental typography within multilingual
and interactive digital environments. N. Qyll (2022), in
their article, pointed out the lack of a new paradigm
that accounts for the differences between screen and
print typography and called for the development of a
conceptual framework that reflects the impact of new
media on typographic practice.

User experience (UX) research has also advanced,
with TS. Da Silva et al. (2012) laying the groundwork
for iterative design methodologies. Recent studies,
such as A.G. Persada’s (2018), have expanded this by
integrating emotional design principles, showing how
aesthetics and psychology converge to enhance engage-
ment. Yet, a holistic framework linking UX to sustain-
ability - as proposed by G.A. Bonsu et al. (2020) - is
still nascent. Their study critiqued the lack of eco-con-
scious practices in developing nations, urging design-
ers to adopt lifecycle approaches. While contemporary
graphic design research has achieved noteworthy ad-
vancements, it still falls short of a unified framework
that fully captures the interplay among technological
progress, aesthetic innovation, and user-centred strat-
egies. Although many studies discuss these elements
individually, few address how they converge and re-
inforce one another in practical design contexts. This
fragmented understanding limits designers’ ability to
seamlessly merge cutting-edge tools and culturally res-
onant visuals with user-driven principles, ultimately
constraining the potential for transformative outcomes.

Consequently, there is a pronounced gap in the
literature examining the wider implications of these
trends for both practical applications and theoretical
evolution within graphic design. Bridging this gap is
crucial for charting more holistic directions in future
practice and education, ensuring that the discipline

remains relevant, responsive, and robust in a continual-
ly shifting digital landscape. By analysing key develop-
ments such as the integration of digital tools, the rise of
minimalism, the evolution of typography, and the grow-
ing emphasis on user experience, this study aimed to
provide a comprehensive overview of the current state
of graphic design.

MATERIALS AND METHODS

This study employed a mixed-methods research ap-
proach, combining qualitative case study analysis with
quantitative data evaluation, to investigate contempo-
rary trends in graphic design. The methodology was
selected to provide both an in-depth understanding of
design practices and measurable evidence of their effec-
tiveness. The research was conducted in three sequen-
tial phases. Case selection phase: five industryleading
brands were selected for analysis based on their prom-
inence in design innovation: Apple (n.d.) (website de-
sign), Netflix (typography system) (Doughnut, 2023),
Nike (AR campaigns) (Williams, 2020), Headspace (app
interface), and sleepmod (Sleepmod, n.d.) (sustainable
branding). Selection criteria included: a) market lead-
ership, b) design award recognition, and c) document-
ed user engagement metrics. Data collection phase:
digital assets were gathered from official company
websites and mobile applications; typography samples
were extracted from Google Fonts (n.d.) and Variable
Fonts (n.d.) platforms; AR campaign data were collect-
ed from Nike’s official marketing materials; sustainable
design specifications were obtained from sleepmod’s
product documentation. Analysis phase: visual analysis
evaluated colour schemes, layout structures, and typo-
graphic systems; user experience metrics assessed nav-
igation efficiency and accessibility features; sustaina-
bility indicators measured material choices and energy
efficiency claims.

The study adopted the design evaluation model
proposed by B. Miiller et al. (2013) for brand consisten-
cy assessment while incorporating the UX testing meth-
odology from T.B. dos Santos et al. (2021). Key evalua-
tion metrics included:

1. Digital integration: depth of AI/AR implementa-
tion; range of device compatibility.

2. Minimalist aesthetics: colour palette complexity;
compositional balance, including the level of negative
space used to enhance visual expressiveness and inter-
face readability.

3. Typography innovation: investment in custom
font development; capability for multilingual adaptation.

4. User experience: task completion rate; emotional
engagement score.

5. Sustainability: percentage of recycled materials
used; digital energy efficiency claims.

Data sources, including primary materials, consist-
ed of screenshots from the analysed digital platforms,
variable font files from Google Fonts, AR campaign
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demo videos from Nike, and technical specifications for
sleepmod’s textile materials. Secondary data were col-
lected from Google Scholar and IEEE Xplore.

The methodology incorporated modified versions
of YK. Lee’s (2022) Al implementation framework and
G.A. Bonsu et al’s (2020) sustainability assessment
tool, with adaptations noted in Table 1. All website data
were captured using Wayback Machine archives to en-
sure temporal consistency. This systematic approach
enabled a comprehensive evaluation of each design
element while maintaining replicability. Researchers
documented all procedures in a shared digital logbook
with timestamps and version control to ensure meth-
odological transparency.

RESULTS AND DISCUSSION
The in-depth investigation into interactivity within
visual communication design reveals a wide array of in-
fluences and factors, ranging from the enhancement of
user engagement and learning outcomes to addressing
potential issues related to cognitive load and accessi-
bility. This section presents the findings in detail and
considers their broader implications, offering a nu-
anced perspective on the extent to which interactivity
is shaping and redefining the visual communication de-
sign landscape.
Design in transition: Integrating Al, AR,
and minimalist aesthetics in contemporary practice
The adoption of Al and AR in graphic design has trans-
formed creative workflows, enabling dynamic and in-
teractive visual experiences. For example, Al-powered
tools such as Adobe Sensei automate repetitive tasks,
allowing designers to concentrate on innovation. This
aligns with the findings of Y.K. Lee (2022), who demon-
strated that Al integration enhances efficiency in design
processes. However, while Lee’s study emphasised pro-
ductivity gains, the present research further identified
AR’s role in bridging digital and physical experiences -
a factor less explored in prior studies. Nike’'s AR-based
advertising campaigns (Fig. 1) exemplify how immer-
sive technologies enhance user engagement, a trend
corroborated by X. Fan et al. (2025), who found that AR
increases customer purchasing intention compared to
traditional media.

Minimalist design principles, characterised by clean
layouts and restricted colour palettes, dominate con-
temporary aesthetics. Apple’s website (Fig. 2) demon-
strates how minimalism reduces cognitive load - a
finding supported by S.M. Sani & Y.K. Shokooh (2016),
who linked minimalist interfaces to improved user
comprehension. In contrast, B. Miiller et al. (2013) ar-
gued that oversimplification led to an 11% decrease in
brand recognition. The results of this study counter this
by demonstrating how brands such as Google balance
simplicity with strategic typography and imagery, rein-
forcing identity without clutter. This divergence under-
scores the need for context-specific design frameworks.

Figure 1. An AR-based advertising campaign by Nike
Source: R. Williams (2020)

@ Store Mac Pad iPhone Watch Vision AiPods TV &Home Entertainment Accessories Support Q (O

iPad air
Now supercharged by the M3 chip.

Available starting 3.12

Learn more Pre-order
< o)
Built for Apple Intelligence.

Figure 2. Apple’s website highlighting minimalist
design elements
Source: Apple (n.d.)

Likewise, Google’s Material Design framework em-
phasises simplicity, consistency, and responsiveness,
ensuring a unified user experience across diverse plat-
forms and devices. By removing superfluous elements,
these minimalist approaches promote a clear, seamless
interface that maintains brand consistency while fos-
tering deeper user engagement.

Evolution of typography: Custom fonts

and dynamic typefaces

The use of custom typography not only reinforces
brand identity but also increases adaptability across
different platforms. According to V. Singla & N. Shar-
ma (2022), fonts constitute a core component of a
brand’s visual identity system, serving to strengthen
its uniqueness and recognition. Different font styles ef-
fectively convey brand values and cultural positioning,
thereby fostering deeper connections with target audi-
ences. This perspective is further extended by recent
advancements in dynamic typography - particularly its
capacity to respond to user interactions - which signif-
icantly enhances engagement, a dimension that earlier
typographic studies often underestimated (Poon, 2021;
Thottingal, 2025).

These innovations transcend mere aesthetic con-
siderations, emerging as powerful strategic tools for
brand differentiation in increasingly competitive mar-
kets. Through the development of proprietary typefac-
es - exemplified by industry leaders such as Netflix and
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Spotify - designers are able to encapsulate a brand’s
unique voice, values, and visual identity within each let-
terform. A paradigmatic case is Netflix’s custom type-
face, Netflix Sans, which was meticulously engineered
to reflect the brand’s dynamic character while ensuring
optimal readability across diverse screens and devic-
es (Fig. 3). This typographic solution not only consol-
idates Netflix’s distinctive branding but also enhances
user experience through optimised on-screen text pres-
entation. The strategic implementation of such custom
typography demonstrates how technical innovation
can intersect with brand strategy to create compelling
visual communication systems.

abcdefghijkimn

nopgrstuvwxyz

ABCDEFGHIJKLMN
NOPQRSTUVWXYZ

0123456789

Figure 3. Dynamic typography in action
Source: Doughnut (2023)

Beyond their direct effect on brand cohesion, cus-
tom typefaces can also address multilingual require-
ments, allowing designers to tailor the appearance and
functionality of text to align with cultural norms and
linguistic nuances. This flexibility is especially valuable
for global companies that must accommodate audienc-
es who speak different languages or use scripts with
unique typographic properties. Consequently, custom
fonts are increasingly regarded as an essential asset in
establishing a genuinely universal brand presence.

However, dynamic typography presents technical
challenges. As noted by S. Thottingal (2025), although
variable and colour fonts provide designers with great-
er creative flexibility, they also introduce complica-
tions, such as browser compatibility, performance lim-
itations, and the challenge of maintaining consistency
across platforms and devices. The findings of this study
echo this but further emphasise the importance of col-
laboration between designers and developers in ad-
dressing these obstacles. Dynamic typography, which
adapts in real time to evolving user interactions and
contextual variables, is likewise on the rise. Its influ-
ence is most apparent in digital environments, where
letters and words may shift, animate, or change style
in response to a user’s behaviour, ambient lighting, or
device specifications. For example, platforms such as
Google Fonts (n.d.) and Variable Fonts (n.d.) employ
variable fonts capable of automatically adjusting at-
tributes such as weight, spacing, or contrast to enhance

legibility under varying resolutions or screen orienta-
tions. Through these real-time adaptations, dynamic
typography transcends its traditional role of presenting
static information and instead becomes a core com-
ponent of the user experience. Furthermore, the inte-
gration of motion graphics and micro-animations in
dynamic typography can capture attention more effec-
tively, guiding users’ focus and subtly highlighting key
content or calls to action. Ultimately, this transforma-
tive approach not only enhances usability but also of-
fers designers and brands a powerful means of crafting
immersive, memorable experiences that resonate with-
in an everevolving digital landscape.

Emphasis on user experience (UX):

Iterative and collaborative design

The shift towards UX-centric design is evident in apps
such as Headspace (Fig. 4), where iterative testing re-
fines usability. This mirrors the conclusions of T.B. dos
Santos et al. (2021), who found that prototyping helps
companies integrate user feedback into development,
thereby improving user experience and market success.
However, their study overlooked emotional design,
which this research identifies as a critical component of
long-term engagement. The growing emphasis on user
experience (UX) has propelled graphic design beyond
superficial aesthetics into a domain where usability, ac-
cessibility, and adaptability take precedence. Designers
increasingly recognise that a visually striking interface
alone does not guarantee user satisfaction. Instead,
true fulfilment arises from ensuring that each design
decision resonates with actual user preferences and
aligns with contextual needs. As a result, user-centred
design methodologies - including usability testing, pro-
totyping, and ongoing feedback loops - have become
fundamental components of the modern design toolkit.

s s
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Figure 4. Headspace app interface
Source: Mexico Bariatric Center (2024)

An illustrative example is the widely adopted med-
itation app Headspace, where designers invested con-
siderable resources in iterative testing to refine aspects
such as navigation flow, visual hierarchy, and interactive
elements (Fig. 4). By soliciting and incorporating input
from real users at multiple stages of the development
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process, the design team effectively merged simplicity
with rich functionality. Similarly, companies such as
Airbnb exemplify the value of collaborative design by
assembling multidisciplinary teams - comprising de-
signers, product managers, developers, and research-
ers — to address UX challenges. This cross-functional
approach ensures that design decisions reflect diverse
perspectives, align with broader organisational goals,
and remain attuned to user aspirations. The outcome is
a product that balances aesthetic appeal with practical
utility, keeping pace with consumers’ evolving expecta-
tions in a fast-paced digital environment. K.K. Feng et
al. (2023) likewise highlighted that interdisciplinary
teams can integrate knowledge and skills from varied
professional domains, thereby enhancing the quality of
user experience design. Similarly, Figma'’s real-time col-
laboration system exemplifies how cloud-based design
tools enable seamless teamwork across disciplines.
By allowing designers, developers, and stakehold-
ers to co-edit projects synchronously, Figma shortens
feedback cycles and accelerates iterative refinement.
Its version control and commenting features further
streamline the incorporation of user insights, aligning
with the UX-focused principles evident in Headspace’s
development. This approach not only increases effi-
ciency but also democratises the design process, en-
suring inclusivity in decision-making - a crucial factor
for projects involving distributed teams or operating
under tight deadlines.

Sustainability in graphic design:

Eco-friendly practices

Sustainable design practices - ranging from the use
of recycled materials to energy-efficient digital solu-
tions - are gaining momentum. Studies by 1. Hameed &
I. Waris (2018) confirmed that eco-conscious branding
enhances consumer trust. However, this research adds
that sustainability initiatives must also be economically
viable to ensure broader industry adoption. Heightened
awareness of environmental concerns has led many
graphic designers to adopt eco-responsible strategies
across all stages of their work, reflecting a systemic
shift towards more sustainable modes of production
and consumption. This shift extends beyond the use of
environmentally friendly materials in print projects -
such as recycled paper, vegetable- or soy-based inks,
and low-impact printing processes - to encompass a
comprehensive lifecycle approach. Designers increas-
ingly strive to reduce waste and resource consumption
from concept development through to distribution, in-
tegrating sustainable principles directly into creative
briefs and client proposals. By doing so, they aim not
only to minimise ecological harm but also to set a prec-
edent for forward-thinking, conscientious design.

For instance, the design agency ecoBrand special-
ises in crafting sustainable branding solutions, com-
bining recycled or biodegradable materials with effi-
cient, low-ink printing technologies and ecofriendly

packaging. One example is their project “sleepmod”, an
eco-friendly bedding brand that utilises certified eco-fi-
bres from Lenzing AG and Unifi, Inc., such as TENCEL™
and REPREVE®. These materials effectively reduce
water usage, fertiliser and pesticide application, and
microplastic pollution associated with traditional tex-
tile production (Sleepmod, n.d.). The brand’s products
are dye-free and pollution-free, and recycling plastic
bottles into premium textile fibres, significantly reduc-
es its environmental impact. These initiatives lower
the overall ecological footprint while underscoring a
commitment to social responsibility. Beyond print-
based efforts, web and application design also present
opportunities for sustainability. Some creatives advo-
cate for “dark mode” interfaces or other low-energy Ul
solutions to conserve power - particularly on devices
with OLED or AMOLED screens, as quantified by S. An-
drew et al. (2024). Others optimise websites to reduce
data transfer demands and reliance on resource-in-
tensive hosting services. Furthermore, certain agen-
cies have begun exploring carbon offset programmes
and green hosting providers to further diminish their
digital impact. Such practices not only align with in-
ternational sustainability objectives but also resonate
strongly with a growing audience of consumers who
actively seek out environmentally responsible brands.
In an increasingly competitive market, adopting these
ecofriendly strategies offers both a moral advantage
and a tangible business benefit, enabling companies to
stand out while demonstrating a genuine commitment
to preserving the planet. Another notable example is
IKEA's modular packaging system, which exemplifies
sustainable design through material efficiency and
functional adaptability (IKEA, n.d.). By standardising
box sizes and optimising spatial use, IKEA reduces
material waste during production and transportation
while maintaining structural integrity. The packaging
also incorporates recycled cardboard and minimalist
graphic elements, aligning with the brand’s eco-con-
scious ethos. This approach not only reduces environ-
mental impact but also enhances the user experience -
customers can easily identify and assemble products
due to the intuitive visual labelling system. Such inno-
vations demonstrate how sustainability can be embed-
ded within both physical design and logistical work-
flows, offering a scalable model for other industries.
Synthesis and implications: Interconnected trends
shaping modern graphic design

The findings of this study demonstrate that contempo-
rary graphic design is shaped by a dynamic interplay
of technological innovation, aesthetic evolution, and
user-centred methodologies. As the study has shown,
the integration of Al and AR tools - such as those em-
ployed by Nike and Adobe Sensei - has redefined crea-
tive workflows by enabling interactive and immersive
experiences. According to the conclusions of the study
by X. Fan et al. (2025), AR significantly enhances user
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engagement, yet accessibility barriers remain a critical
limitation, particularly in markets with technological
disparities. This technological shift is further comple-
mented by minimalist design principles, which reduce
cognitive load and improve usability, as evidenced by
Apple’s streamlined interfaces and supported by em-
pirical data from S.M. Sani & Y.K. Shokooh (2016). How-
ever, B. Miiller et al. (2013) cautioned against excessive
simplification, highlighting the need for balanced de-
sign strategies that maintain brand recognition while
optimising functionality.

Typography has also undergone a transformative
evolution, with custom and dynamic typefaces serv-
ing as key tools for brand differentiation and multi-
lingual adaptability. According to data from V. Singla
& N. Sharma (2022), proprietary fonts such as Netflix
Sans reinforce brand identity, while dynamic typog-
raphy, as analysed by S. Thottingal (2025), introduces
technical challenges that necessitate closer collabora-
tion between designers and developers. These typo-
graphic advancements align with broader UX-centric
trends, where iterative design processes - exemplified
by Headspace’s development cycle - prioritise usability
and emotional resonance. T.B. dos Santos et al. (2021)
emphasised that prototyping and user feedback are
critical for refining digital products, yet their research
overlooks the economic and logistical constraints
faced by smaller design studios - an aspect examined
in greater depth by R. Frankiv & D. Ditkovskyi (2023)
across the context of the impact of business models on
UX/UI solutions across various service sectors.

Sustainability emerges as another pivotal trend,
with eco-friendly practices gaining traction in both
print and digital design. According to the study by
I. Hameed & [. Waris (2018), sustainable branding
enhances consumer trust, but widespread adoption
depends on economic viability. The research further
reveals that minimalist design principles inherently
support sustainability by reducing resource-intensive
elements, while Al-driven tools optimise energy-effi-
cient digital solutions. These interconnected trends
underscore a broader shift towards holistic design
frameworks that harmonise technological capabili-
ties, aesthetic clarity, and ethical considerations.

The study addresses its core research questions
by identifying four dominant trends in modern graph-
ic design: (1) the integration of Al and AR for inter-
active experiences; (2) the dominance of minimalist
aesthetics for improved usability; (3) the strategic
use of dynamic typography for brand engagement;
and (4) the prioritisation of UX and sustainability. To
navigate these trends, designers must cultivate a di-
verse skill set, including proficiency in digital tools,
an understanding of cognitive psychology, cross-dis-
ciplinary collaboration abilities, and a commitment
to sustainable practices. These competencies en-
able designers to create solutions that are not only

visually compelling but also functionally robust and
ethically grounded. Limitations of this study include
its focus on tech-forward markets, which may not ful-
ly represent global design practices. Future research,
as suggested by F.M. Van Amstel (2023), should ex-
plore these trends in underrepresented regions to
decolonise design discourse and ensure inclusivity.
Additionally, longitudinal studies are needed to as-
sess the long-term impact of converging trends on
industry standards and educational curricula. These
directions will be critical for fostering a more equita-
ble and adaptive design landscape.

CONCLUSIONS

According to the analysis conducted, it was found that
technological advancements, cultural shifts, and evolv-
ing user expectations have a transformative impact
on modern graphic design. The integration of digital
tools - particularly artificial intelligence (Al) and aug-
mented reality (AR) - has expanded the possibilities
for creating dynamic and interactive visual content,
thereby enhancing the depth of user engagement. It
was also found that the spread of minimalist aesthetics
aligns with a broader cultural trend that favours sim-
plicity and functionality. In highly visually saturated
environments, minimalism enables clear and effective
communication of essential messages. The evolution of
typography has demonstrated the growing importance
of custom fonts and dynamic typefaces as tools for re-
inforcing brand identity and capturing user attention
across various media platforms.

Particular attention was given to the rising im-
portance of user experience (UX), which has led to the
development of more iterative and collaborative work-
flows. In these processes, designers, developers, and re-
searchers jointly prioritise usability, accessibility, emo-
tional engagement, and visual quality. Furthermore,
the active incorporation of sustainable practices into
graphic design reflects a growing sense of environmen-
tal responsibility among brands. Eco-oriented methods
not only meet consumers’ ethical expectations but also
provide a tangible competitive advantage.

Thus, the findings of the study outline key direc-
tions in the transformation of the graphic design field
that are relevant for designers, businesses, and educa-
tional institutions. Future research should focus on the
intersection of technology, aesthetics, and sustainable
design, as well as evaluate the long-term consequenc-
es of these converging trends for creative practices and
market demands.
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Abstract. The research relevance is determined by the need to determine the spatial transformations of post-
industrial territories in the context of cultural dynamics and aestheticisation of marginal artistic practices. The
study aimed to analyse art clusters as fluctuating post-industrial spaces that exist between marginality and
aestheticisation, to reveal the mechanisms and stages of their transformation from countercultural initiatives to
cultural and commercial objects. The methodological basis of the study included an interdisciplinary approach
that combines philosophical, cultural and urban methods of analysis, as well as the case study method and visual
and semiotic analysis. The study combined the concepts of Foucault, Lefebvre, and Baudrillard to analyse the
cultural transformation of art clusters as post-industrial spaces, which not only described changes in the urban
environment but also critically reflected on the processes of legitimising marginal cultural content. The author's
typology of art clusters was presented based on the peculiarities of the formation. The analysis has revealed that
art clusters of the 1 type “underground transformations” (according to the author's typology of art clusters)
function as dynamic spatial constructs in which marginal initiatives are transformed into legitimate cultural
practices. Spatial interventions, in particular street art, serve as semiotic markers that form a new identity of a
place and contribute to its aesthetic redefinition. At the same time, the study established that the processes of
commodification and symbolic appropriation lead to the loss of authenticity of protest practices, transforming
them into simulacra. The practical value of the study is determined by the possibility of using the results for
critical analysis of urban development policies, cultural planning and reconceptualisation of public space in the
context of post-industrial transformation

Keywords: artistic environment; gentrification; street art; semiotics of space; commodification of culture;
simulacrum

INTRODUCTION

In the second half of the twentieth and early twen-
ty-first centuries, cities saw a growing number of cre-
ative formations emerging on the territories of decay-
ing industrial sites. Art clusters have emerged as urban
phenomena that combine marginal cultural initiatives,
street art, and tools for aestheticising post-industrial
space. As O. Ivashko (2021) noted, the emergence is
driven by the activities of informal movements (includ-
ing squatting) and is at the same time accompanied
by gradual legitimisation within urban development
strategies, which indicates a complex dynamic between
counterculture and official cultural policy.

Suggested Citation:

Contemporary studies, such as the study by
T. Tunali (2021) on the policy of cultural regeneration
in urban spaces, have focused on the contradictory na-
ture of art clusters. On the one hand, they function as
spaces of free creativity, where new forms of cultural
communication are unfolding. On the other hand, their
integration into the city’s cultural economy leads to
gentrification processes that displace authentic initia-
tives and turn the space into an aestheticised commer-
cial product. The need for rethinking such spaces as
unstable, fluctuating environments was substantiated
by M.N. Marino et al. (2023). The concept of heteroto-
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pias by M. Foucault (1986) provided a methodologi-
cal framework for considering art clusters as “other
spaces” that have the potential to transform social
and cultural meanings through spatial organisation.
It is also worth highlighting the modern adaptations
of this concept, in particular the analysis of spatial
hybrid practices in post-industrial cities by U. Gult-
mair (2021).

In the context of rethinking the role of street art,
the study by P. Bengtsen (2019), where street art acts
as a marker of the identity of a place, contributing to
the formation of an “urban narrative” that affects both
the perception of the environment and social practices
in it, is noteworthy. The study by M. Kalashnyk (2024)
showed that street art has become a powerful means
of visual expression of social and political issues, influ-
encing public opinion and stimulating social change. In
addition, the researcher noted that the integration of
street art into the gallery space can help preserve its
cultural value and enhance its social impact. In turn,
A. Zbarazhska (2020) studied the artistic life of the
squats of the 1990s, which is also important for under-
standing the origins of modern art clusters.

The problem of commodification of cultural protest
was analysed by T. Tunali (2021), emphasising the risks
of turning authentic marginal practices into elements of
commercial attractiveness for urban tourism strategies.
The issues of social justice and cultural gentrification
also remain relevant. The critical analysis of the visual
environment of the post-industrial city presented in the
studies by A. Baldini (2020) on the analysis of the décor
and marginal landscapes as spaces of aesthetic conflict
and symbolic violence are notable. Thus, the space of
art clusters functions as a polyphonic field of struggle
between marginality and commercialisation. Similar
observations were also made in the study by C. Yang &
Q. Zhu (2023), who analysed the social conflict associ-
ated with cultural gentrification in China.

In this context, it is worth mentioning the study by
S. Zukin (2020) on the analysis of the “culture of cities”
as a process of symbolic and economic control over
space. The study emphasised that cultural industries,
in particular art clusters, are becoming a tool of soft
power, which forms the image of the city as a creative
centre, while deepening social hierarchies. The creation
of an attractive urban facade is accompanied by the dis-
placement of less privileged communities, which indi-
cates the ambiguous role of creative spaces in urban
development processes. As noted by S. Zukin (2020),
in this case, culture in the city turns into a commodi-
ty that serves the interests of capital, while marginal-
ising local practices. M.K. Demessie (2024) confirmed
the important role of art objects in shaping the archi-
tectural environment of a modern city, in the context
of the interaction between public space and residents.
The study emphasised that combining art objects into
conceptual groups creates a recognisable image of the

city, reflecting its cultural identity and promoting the
development of public space as a space for communica-
tion and interaction.

The study aimed to examine art clusters as dynam-
ic spaces on the verge of marginality and aestheticisa-
tion, as well as to explore the processes and stages of
their evolution from countercultural practices to cul-
tural and commercial phenomena. The objectives of
the study were to identify the theoretical foundations
of the conceptualisation of art clusters in the context
of philosophical and cultural approaches; to identify
signs of commodification and simulacra in the space of
art clusters; to explore the role of artistic interventions
(including street art) in shaping spatial identity; to an-
alyse the impact of gentrification on the transformation
of marginalised environments.

MATERIALS AND METHODS

During the study, the case studies of art clusters located
in the post-industrial districts of Kyiv, Kharkiv, Warsaw,
Lodz, and Berlin were selected using the case study
method. The key criterion for selecting the cases was
the presence of spatial transformation of former indus-
trial sites into cultural centres that demonstrate signs
of both marginal and institutionalised cultural space.
The analysis of these cases was used to trace general
patterns and differences in the functioning of art clus-
ters in different socio-cultural contexts.

A set of qualitative research methods was used to
collect and analyse the material. An in-depth visual and
semiotic analysis of the spatial elements of art clus-
ters was conducted, with a special focus on street art,
architectural solutions, graffiti and temporary instal-
lations. This identified the mechanisms of forming the
symbolic identity of a place and the spatial redefinition
of the post-industrial environment. The research also
involved the analysis of documents from open sources:
official websites of art clusters, social media pages, pol-
icy documents, curatorial manifestos, as well as publi-
cations in local media and academic journals. This ap-
proach traced the narrative construction of clusters as
part of urban cultural policy.

Theoretical sources on urban transformations in
post-industrial contexts were studied. The research
strategy involved a chronological and comparative
analysis, which was used to reconstruct the dynamics
of the transformation of a marginal environment into a
legitimate cultural space. The findings were interpreted
within the framework of critical urban studies, empha-
sising the mechanisms of cultural appropriation, com-
modification of protest practices, and aestheticisation of
marginal space. This approach presented art clusters as
fluctuating spaces that manifest an ambivalent interac-
tion between alternative culture, institutional recogni-
tion, and the socio-economic pressure of gentrification.

The methodological basis of the study was an in-
terdisciplinary approach that integrates philosophical,
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cultural and urban analysis methods. In particular, the
research was based on the philosophical concepts of
heterotopia by M. Foucault (1986), production of space
by H. Lefebvre (1991) and simulacra by ]. Baudril-
lard (1994), which were interpreted in the context of
spatial transformations of post-industrial territories.
This revealed the contradictory nature of art clusters
as fluctuating spaces that balance between marginality
and aestheticisation.

RESULTS AND DISCUSSION

Dynamics of transformation of art clusters as fluc-
tuating post-industrial spaces

Art clusters that emerge in post-industrial areas are
not only spaces for artists’ self-expression, but also
complex cultural and economic entities that interact
with social, economic and architectural processes (Or-
lenko & Ivashko, 2017). An art cluster is a post-indus-
trial space adapted for cultural and creative activities,
often based on abandoned industrial facilities, which
combines art studios, galleries and other functional
areas for the development of creative industries. The
specificity is determined by the ability to operate on
the borderline between legality and illegality, cultural
autonomy and institutionalisation, protest and com-
mercialisation. They are defined as creative spaces that
emerge in converted industrial buildings or underuti-
lised areas, often under the influence of artists looking
for affordable places to create. Artists often squat in
abandoned industrial buildings, creating the phenom-
enon of industrial squatting, an informal use of space
without official permission (Fig. 1).

Figure 1. Artists in the Kyiv squat “Parkomuna”
Source: A. Zbarazhska (2020)

They usually occupy studio space, and over time,
these spaces transform into structured cultural centres
that influence urban renewal. In this process, succes-
sive stages of development can be identified, but not all
art clusters go through them. Therefore, the study iden-
tified two main types of art clusters according to the
way they are socially and culturally formed. The first
type of art cluster is underground transformations that

emerge through industrial squatting. The formation be-
gins with the unauthorised occupation of abandoned
industrial spaces by artists and creative communities,
who gradually turn these territories into informal cul-
tural centres. Over time, such clusters can become in-
stitutionalised and partially commodified. Examples
include the Artzavod Platform and Ostkreuz in Berlin.
The second type is managed creative zones, which are
formed with the support of city authorities or cultur-
al institutions. Their creation is part of urban recon-
struction and cultural development strategies, and the
art clusters themselves have institutional support and
clearly defined functionality from the outset. Examples
of such clusters include the Dovzhenko Centre in Kyiv
and the Shoreditch area in London.

The study addressed the art clusters of under-
ground transformations, for which specific stages of
their socio-cultural development have been identified.
Thus, an art cluster is located only on the post-indus-
trial territory and goes through certain stages of so-
cio-cultural development that affect further scenarios
of its transformation. The first stage of art cluster de-
velopment is abandonment when former industrial fa-
cilities (factories, warehouses, etc.) are no longer used
for their intended purpose and are in poor condition
due to prolonged decay. This is followed by the stage
of industrial squatting, when artists illegally occupy
these spaces, setting up studios and organising cul-
tural events. Thus, the formation of art clusters usu-
ally begins with illegal artistic interventions by artists
looking for accessible spaces for creativity, taking over
abandoned industrial facilities and turning them into
centres of artistic experimentation and alternative
culture (Hnatiuk, 2020). Such space becomes margin-
alised, but continues to develop, passing through the
next stage of spontaneous cultural colonisation, when
art space attracts the attention of creative communi-
ties and becomes a place for informal initiatives, which
contributes to the organisation of the first cultural
events. Although this space remains marginal, it begins
to interact with a wider audience. The next stage is the
aestheticisation of the space, where the art cluster is
transformed into a well-organised cultural environ-
ment with improved infrastructure and artistic design.
This process contributes to the renewal of abandoned
areas and objects, which attracts wealthier residents
and businesses but can lead to the displacement of the
original residents. Gentrification is the next, and most
fundamental stage, which transforms a space into a de-
sirable area through artistic and architectural chang-
es. It is key in transforming art clusters from marginal
countercultural spaces to legalised cultural centres.
At this stage, according to L. Hae (2011), art clusters
can “balance between alternative practices and the
onslaught of capitalist commodification”. For instance,
the Florentin district in Tel Aviv (Fig. 2), which became
a centre of alternative culture thanks to artists and
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squatters, gradually went through a process of gentri-
fication and transformed into a commercialised space
with cafes, galleries and boutiques aimed at a wealth-
ier audience.

Figure 2. A fragment of the exterior of a building
located in the Florentine district of Tel Aviv
Source: M. Weiss (2022)

Gentrification also changes the architectural ap-
pearance of space. Spatial interventions by architects
create the effect of an “aestheticised ruin” of industrial
heritage that retains its historical authenticity but at
the same time becomes commercially attractive. Ac-
cording to A. Baldini (2020), this aestheticisation of
ruin can turn a protest space into a commercial object.
This is present in Berlin, where the Kreuzberg district,
known for its alternative culture, has gradually turned
into a space of galleries, cafes, and designer shops, dis-
placing the artists who formed its original identity. The
architectural elements of the history - brick facades, in-
dustrial windows, metal structures - serve as markers
of memory, but at the same time acquire new meanings
in the context of contemporary urban design. Ricardo
Bofill’s La Fabrica (Fig. 3) in Barcelona is an example of
the changes in historical space at the stage of gentrifica-
tion. The project combines industrial heritage with new
functions, which shows how industrial architecture can
be transformed into a multifunctional art space that
combines cultural heritage and the latest trends in con-
temporary art and architecture.

Figure 3. A fragment of the exterior
of the current state-of-the-art cluster “La Fabrica”
by Ricardo Bofill in Barcelona
Source: La Fabrica (n.d.)

The gentrification stage is followed by the cultural
capitalisation of the art cluster, a process in which art
spaces and events begin to acquire economic value, be-
coming part of economic activity. For example, in the
case of the Station Nord art cluster in Copenhagen, the
first art events in abandoned industrial areas were ille-
gal, but gradually cultural institutions and businesses
became interested in these spaces, which led to their
legalisation and gentrification. Marginality, which ini-
tially appeared as a sign of radicalism and alternative,
is becoming a marketable commodity. Thus, artistic
initiatives in post-industrial areas often become cata-
lysts for urban change, despite their initial marginality
(Hae, 2011). For instance, former squats turned into
galleries or cultural centres are integrated into the
tourism sector, and their graffiti-covered walls become
part of sightseeing routes. In this sense, gentrified art
clusters become a kind of “museum heterotopia” where
the authentic spirit of marginality functions as a sym-
bolic resource for tourists but loses its original meaning
as a protest gesture.

All of this leads to a change in the socio-cultural
scenario: artists and alternative cultural groups that
contributed to the creation of the art cluster may be
displaced by rising rents and commercialisation. Ac-
cording to the study by L. Lees & C. Melhuish (2013), art
clusters often face the risk of institutionalisation and
loss of authenticity, which can be observed at this stage
of development. As a result, the art cluster goes through
the stage of social marginalisation of its original inhab-
itants, but retains its symbolic importance, moving to
the stage of stable functioning. For example, in the case
of the aforementioned Florentin district in Tel Aviv, the
process of gentrification has led to artists being forced
to leave the area due to rising rent prices, which char-
acterises the phenomenon of social marginalisation of
the original residents.

Thus, art clusters are constantly in a state of trans-
formation and adaptation to changes in the cultural and
social environment. Sometimes they can remain at the
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stage of industrial squatting and act as countercultural
spaces of underground art. In most cases, art clusters
reach the stage of gentrification but do not develop fur-
ther to the stage of cultural capitalisation, playing the
role of “threshold” places between underground and
mainstream culture. Sometimes art clusters develop
rapidly, passing through all stages of development up to
the stage of social marginalisation of the original inhab-
itants, where a period of stability begins, which does
not last very long. Economic problems and “decline”
can occur, which brings the art cluster back to decline,
and then the area becomes attractive to squatters again.
For example, the Metelkova art cluster (Fig. 4) emerged
in the early 1990s as a squat on the territory of former
military barracks. Artists and activists occupied the
abandoned buildings, turning them into a centre of al-
ternative culture. Over time, the space became popular
with tourists and underwent gentrification. Howev-
er, despite its institutionalisation, Metelkova retained
its countercultural identity. At the same time, another
squat in Ljubljana, Rog, was closed by the authorities,
which shows the different fates of similar initiatives in
the context of urban transformation.

Figure 4. A fragment of the exteriors
of the Metelkova art cluster in Ljubljana
Source: Metelkova (n.d.)

Such dynamism, rhythmicity, as well as variability
and dialecticity of art clusters, were used to address
art clusters as fluctuating spaces, i.e. those that are
constantly changing, being in a state of transforma-
tion, adaptation and fluctuation. They are not static
but are characterised by dynamism, in which their
content, functions, use and social roles can change de-
pending on many factors. The fluctuation of art clus-
ters is a concept that describes the unstable, changing
and transient nature in the context of urban and so-
cio-cultural transformations. From the initial stage of
marginalisation (industrial squatting, in this case) as a
place for alternative and countercultural initiatives to
the stage of legalisation and commercialisation (gen-
trification and cultural capitalisation), art clusters are
constantly changing, which preserves the relevance
and attractiveness for different social groups.

In this context, the marginality of art clusters is
manifested through interaction with illegal artistic
interventions such as squatting movements, namely
industrial squatting, the occupation and use of aban-
doned or disused industrial buildings and areas that
have no official owner or remain empty, to create
alternative cultural, social or artistic spaces, often
in protesting commercialisation or urban change.
An example of an art cluster as a fluid space is Villa
Road in London, which became a place of alternative
culture in the 1970s and was initially inhabited by
artists, musicians and other creatives illegally. The
marginality and protest nature of art clusters are
also expressed through street art and graffiti, which
has become an important expression of this margin-
ality, as it articulates protest sentiments, political
messages, and alternative narratives. Graffiti and
street art not only emphasise the alternative nature
of such spaces but also serve as a means of communi-
cation addressed to both the internal audience of the
cluster and the external society. For example, in Lon-
don’s Shoreditch district, graffiti has transformed the
space from a neglected industrial area into a popular
art tourism destination, where commercialisation
has gradually replaced the spirit of protest. In this
context, examples of the integration of marginal art
into the art cluster space should be highlighted. In-
formal exhibitions in non-traditional spaces, such as
abandoned warehouses or temporarily vacant build-
ings within an art cluster, can be used to organise
informal exhibitions of marginal artists, providing
an opportunity to see art that rarely comes to the at-
tention of the public. In addition, owners of studios
or workshops in the art cluster can use elements of
marginal art in the design of their workspaces, paint
walls, use found objects as decorative elements and
display the works of original artists. Another exam-
ple of integrating marginal art is the creation of art
objects from recycled materials and the creation of
‘art courtyards’ with elements of naive art, which add
a sense of informality to the space.

However, along with being marginalised, art clus-
ters also attract official cultural institutions such as
galleries, museums, and educational institutions. This
leads to an internal conflict between the autonomy of
artists and institutionalisation, where independence
and alternatives can be partially lost through integra-
tion into formal cultural structures (Orlenko & Ivash-
ko, 2017). An example of this is the Christiania art
cluster in Copenhagen (Fig. 5), which initially existed
as an illegal space for self-expression but later turned
into a tourist attraction, causing conflicts between art-
ists and the local administration (Shkoliar, 2021). This
balance between marginality and integration into the
official cultural space is crucial for determining the
phenomenon of art clusters as specific post-industrial
heterotopias.
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Figure 5. A fragment of the building on the territory
of the Christiania art cluster in Copenhagen
Source: M. Hesp (n.d.)

In general, the processes of abandonment, indus-
trial squatting, cultural colonisation, aestheticisation,
gentrification, cultural capitalisation and social mar-
ginalisation of industrial squatters reflect the complex
dynamics of the transformation of art cluster spaces.
They demonstrate how marginal countercultural spac-
es gradually lose their original radicality, becoming
objects of cultural capitalisation and commodification
(Shkoliar, 2021). The commodification of culture is a
process in which cultural objects, ideas and symbols
that may have previously had social, spiritual, symbol-
ic or aesthetic value are transformed into goods or ser-
vices that are bought and sold on the market for profit.
The main aspects of the commodification of culture
are highlighted:

1) The transformation of the intangible into the
tangible is when ideas, traditions, knowledge, artworks,
symbols, and even identity can be packaged and sold as
commodities (books, music records, souvenirs, tourist
packages, etc.).

2) Standardisation and mass production for the
sake of achieving higher profits, can lead to the loss of
uniqueness and authenticity of cultural products.

3) Marketing and branding to promote cultural ele-
ments in the marketplace, influencing their perception
and value.

In other words, in the last stages of its develop-
ment, an art cluster radically changes due to commod-
ification, which once again illustrates the fluctuation of
objects of this type. Thus, from an artistic and urban
point of view, art clusters may well form a fluctuating
space. From an urban point of view, this is manifested
as a change in the functional purpose of the industrial
zone, as well as the presence of informality and flexi-
bility in the use of urban space. Informal galleries,

street art, and temporary installations appear, which
can come and go, creating a fluctuating visual and func-
tional landscape. From an artistic point of view, fluc-
tuations in this type of space can be attributed to the
fact that art clusters often emerge organically rather
than according to a clear plan, and their development
can be non-linear and difficult to predict, characterised
by periods of rapid growth, stagnation or even decline
of individual elements. In addition, art clusters usually
unite different types of art, artists with different styles
and approaches, as well as different types of creative
institutions (galleries, workshops, studios, informal
spaces). This internal diversity is constantly changing,
with new players emerging, old ones disappearing, and
new collaborations and conflicts emerging, leading to
fluctuations in the artistic landscape. Moreover, some
of the artistic initiatives within the cluster may be tem-
porary, such as seasonal exhibitions, performances, and
workshops, which adds an element of fluidity and fluc-
tuation to the cluster space.

For a broader determination of how these fluctu-
ating processes affect the spatial identity of art clus-
ters, the philosophical concepts of space by M. Fou-
cault (1986), A. Lefebvre (1991), ]. Baudrillard (1994),
in particular, Foucault’s concept of heterotopias, is no-
table. These approaches can be used to view art clus-
ters not only as physical territories but also as complex
social and cultural constructs that are in a constant pro-
cess of fluctuations between marginality and the aes-
thetics of the dominant culture.

Philosophy of space in the context of art clusters
M. Foucault (1986) described spaces that are alternative
to conventional social environments and can change
their functions depending on socio-cultural transfor-
mations. The study coined the term heterotopia to
describe places that go beyond the usual social norms
and offer alternative forms of existence and interaction.
According to M. Foucault (1986), several types of heter-
otopias can be distinguished. Heterotopias represent-
ing other places are spaces that reflect real or fictional
places, creating certain conditional or mirror images
of the world (for example, museums, libraries, parks).
Time heterotopias are spaces that change or distort
human perception of time. These can be buildings that
have gone through several stages of change, or places
for meditation and relaxation that interrupt the usual
rhythm oflife. For example, in the La Fabrica art cluster,
Bofill used industrial elements of the complex, such as
concrete towers, pipelines and huge brick facades, to
create interiors, and instead of completely reconstruct-
ing the building, the decision was made to preserve its
ruins, providing them new functions and meanings.
In 1973, the Spanish architect Ricardo Bofill came
across an abandoned cement factory near Barcelona, a
giant industrial structure with concrete towers, pipes
and the remains of huge machines (Fig. 6). Instead of
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demolishing the ruins, Bofill saw the potential to trans-
form them into an artistic space that exists outside the
usual concepts of architecture (Fig. 7).

Figure 6. The state of the abandoned La Fabrica
cement factory in 1973. Exterior
Source: Architectuul (2014)

Figure 7. The state of Ricardo Bofil's La Fabrica art
cluster after revitalisation
Source: ArchDaily (2023)

The architect preserved some of the factory’s
brick facades, concrete towers, and metal pipes and
redeveloped them into living quarters, studios, offices,
libraries, and exhibition halls (Fig. 8). Some of them
remained intact, covered with greenery as a kind of
architectural palimpsest. This created the impression
of being suspended between times: the space was nei-
ther fully modern nor historical, but rather timeless.
The factory lost its industrial function but retained its
traces as an architectural memory. Thanks to this ap-
proach, La Fabrica is not only an artistic cluster but
also a heterotopia of time in Foucault’s sense, where
different temporal, spatial and cultural layers inter-
sect. The next type of heterotopia is crisis heterotopia,
spaces that provide shelter to people in exceptional
situations, such as hospitals, prisons, shelters or even
bars, where people seek temporary help or a changed
social status. Heterotopias as countercultural spac-
es or heterotopias of illusion are places that emerge
out of protest against mainstream social norms. They
can be amateur cultural spaces that reject traditional

urban norms. According to the classification, art clus-
ters can be defined as heterotopias of illusion. They
change the urban space, create new opportunities
for cultural interaction, and act as alternative tempo-
ral-spatial structures that change traditional urban
dynamics. Thus, art clusters are both marginalised
in the context of gentrification and social change and
aestheticised through artistic interventions, gentrifi-
cation and cultural capitalisation.

Figure 8. A fragment of the interior
of an office inside Ricardo Bofil’s La Fabrica art cluster
after revitalisation
Source: La Fabrica (n.d.)

In the context of the philosophy of art clusters’
space, the approach of H. Lefebvre (1991) is also im-
portant in theoretical terms, as the study addressed
space not only as a physical reality but also as a social
construction that is formed through practices and in-
teractions in it. In the concept of “space production”,
art clusters can be seen as spaces where various so-
cial practices, including artistic ones, transform spatial
forms and functions. A. Lefebvre emphasised that space
is not only a place for activities but also an active agent
in creating social interactions and cultural identities.

The transformation of art clusters as fluctuating
spaces from marginal to aestheticised within the gen-
trification process is also explained through the con-
cept of simulacra by J. Baudrillard (1994). The simula-
crum is a concept introduced by Jean Baudrillard that
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describes the phenomenon when reality is replaced
by its reflection or copy, which has no connection with
the original. Baudrillard emphasises that in the context
of contemporary capitalism, cultural phenomena that
emerge in such spaces become not only signs or rep-
resentations but also independent objects of consump-
tion that are deprived of their original context. Graffiti
and other forms of street art, originally aimed at pro-
testing and criticising existing social structures, often
turn into elements of a “cultural brand” that lose their
radical nature in the process of aestheticisation and
commodification. Such a change in the social context of
a space leads to its “pseudo-reality”, where the authen-
ticity of protest practices is lost, turning into a symbolic
commodity. In the context of art clusters, simulacrum
manifests itself through fake identities and ideas, and
what was once an authentic expression of protest or
marginality becomes part of the cultural production for
tourists or part of the “fake” culture.

For instance, street art that protests against social
norms can be commercialised and simplified to meet
the demand for style and aesthetics. Protest practices
that were once aimed at criticising society are aesthet-
icised, turning into an aesthetic phenomenon that no
longer serves social criticism but becomes a commod-
ity. This creates the illusion of “authenticity” and can
refer to the perception that a certain place is an “alter-
native”, although in reality it is already commercialised.
An example is the Victoria district in Manchester, where
the initial illegal artistic activity has become a market-
ing tool to attract investors and tourists. In Shoreditch
in London, graffiti and street art, which began as illegal
acts of protest, have become part of the area’s tourist
attraction, losing their authentic protest character.

In this context, it is possible to define simulacrum
and marginality in the process of gentrification as an
important stage in the formation of art clusters, which
stands on the verge of the duality of the social func-
tions of an art cluster. As mentioned earlier, industrial
squatting, which is a marginal phenomenon, precedes
the gentrification stage, but given the fluidity of art
clusters, it is possible to conclude that marginality and
aestheticisation are invariably dualistic components
of an art cluster. Gentrification turns marginal spaces
into objects of cultural appeal, which leads to the loss of
their underground character. Paradoxically, art clusters
retain their aesthetic and cultural role in urban space
but are increasingly becoming simulacra, losing their
significance as places of social change and protest.

A significant contribution to understanding the
transformation of space was made by R.M. Balzarotti &
S. Moroni (2022) in an exploration of the political di-
mension of architecture and activism through design.
The study emphasised that architectural and visual
solutions are not only aesthetic but also political, mark-
ing the conflict between the spontaneity of marginal in-
itiatives and the controllability of cultural policy, which

directly relates to the communication of street art in art
clusters with visitors, as well as the impact of street art
on various aspects of culture.

Thus, art clusters, as post-industrial heterotopias,
function in a twofold dimension: on the one hand, they
are spaces where social and cultural practices express
their marginality, and on the other hand, in the process-
es of aestheticisation and commercialisation, they be-
come part of the cultural industry. In this context, art
clusters are fluctuating spaces that are located between
the poles of marginality and aestheticisation, creating
new opportunities for transformations of public space
in the post-industrial city. Commodification and simula-
cra in art clusters are manifested through the process-
es of transforming authentic, often protest or marginal
cultural practices into market products and cultural
images that lose their original meaning. This creates an
“illusion” of originality and counterculture.

Semiotics of space and the role of street art

in shaping the identity of art clusters

The semiotic analysis of art clusters described the com-
plex interaction between the aestheticisation of space
and its marginality in greater detail. As noted earlier,
in the context of M. Foucault’s (1986) heterotopias, art
clusters can be regarded not only as places of physical
interaction but also as symbolic structures in which
social, cultural and political meanings intertwine and
transform. Such spaces are multidimensional, where
each element has a unique cultural and social load, and
the transformation in the context of marginality and
aestheticisation is one of the important aspects of the
development of post-industrial territories.

Street art, in particular graffiti and street art, act as
the main semiotic tools in the processes of marginali-
sation of art clusters and subsequent aestheticisation.
In the marginalised context, graffiti functions as a form
of protest, expression of alternative views and struggle
againstthe commodification of space (Kalashnyk, 2024).
This type of art, according to Kalashnyk (2024), is an
effective tool of visual protest, capable of mobilising
social movements, broadcasting socially significant
messages and shaping cultural consciousness in public
space, and is the “visual voice” of those who are on the
periphery of the dominant culture and seek to express
their views through radical interventions in urban
space. An example of such use is spaces such as Tache-
les in Berlin, where graffiti served as a manifesto ques-
tioning the city administration and private developers,
acting as a powerful tool of protest (Hnatiuk, 2020).
V. Mehrotra (2021) highlighted that an important as-
pect was that graffiti in these spaces not only expresses
protest but also serves as an “empty” semiotic sign that
can acquire new meanings depending on the context.

Over time, with the process of cultural capitalisation
of art clusters, graffiti and street art may lose their orig-
inal protest essence, turning into an aesthetic attribute
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that supports the “cultural brand” of the art cluster. As
noted by V. Molnar (2018), the process of aesthetici-
sation and commercialisation of street art leads to the
fact that these practices become part of consumer cul-
ture, which in turn leads to the loss of original critical
function. This process can be seen in contemporary art
clusters, where graffiti becomes an element of the city’s
tourist image, transforming from a symbol of protest
into a symbolised aesthetic of the urban environment.

The duality of protest and commercialisation cor-
responds to the concept of Foucauldian heterotopias,
where marginal and institutionalised practices coexist.
Street art in art clusters can be regarded as a “thresh-
old practice” that lies on the borderline between radical
self-expression and an attempt to integrate into official
culture. In particular, the aestheticisation of marginal
spaces through street art contributes to the change in
the socio-cultural identity of art clusters. For example,
the Tacheles art cluster in Berlin (Fig. 9), where street
art is becoming an important tool for expressing local
identity, protesting against social injustice, and engag-
ing with marginalised groups (Tartari, 2019).

Figure 9. Staircase with graffiti
in the Tacheles art cluster in Berlin
Source: U. Gultmair (2021)

Thus, a semiotic approach to the study of street
art in art clusters has revealed the complex process-
es of transformation of marginal spaces into cultural-
ly significant and aestheticised environments. In this
context, street art acts as an intermediary between ille-
gality and legitimation, protest and commercialisation,
authenticity and marketing strategies. As a result, after
the stage of marginalisation, i.e. industrial squatting,
the development of art within the art cluster leads to
the stage of aestheticisation and cultural capitalisation,
which causes the transformation of the space from a
countercultural environment to a cultural centre, los-
ing its status as a heterotopia. For example, the Plat-
forma art factory in Kyiv (Fig. 10), which emerged on
the territory of a former industrial zone, has become
a venue for major festivals and exhibitions. Howev-
er, as 0. Ivashko (2021), this process has also led to

gentrification, displacing the original residents and
marginalised groups who were the first to make this
space culturally significant.

Figure 10. A fragment of the interior of the hall
of the Platforma Art Factory art cluster in Kyiv
Source: Artzavod Platforma (n.d.)

Based on the analysis of art clusters and the liter-
ature, it is possible to argue that street art performs
an important semiotic function, transforming from a
means of protest to an instrument of cultural capitalisa-
tion. It reflects the dynamics between marginality and
institutionalisation, playing a key role in shaping the
identity of post-industrial spaces. Art clusters emerge
as heterotopian environments where authenticity and
commercialisation coexist, and street art becomes a
marker of cultural transformation and rethinking of ur-
ban values.

CONCLUSIONS

The study analysed art clusters as fluctuating post-in-
dustrial spaces that simultaneously accumulate fea-
tures of marginality and aestheticisation. Using an in-
terdisciplinary approach, the study determined that
such spaces are not stable structures, but are constant-
ly changing under the influence of social, economic and
cultural processes. Art clusters go through a series of
stages from industrial squatting to cultural capitalisa-
tion, while their marginality is gradually aestheticised
and institutionalised. In this process, authentic protest
practices lose their original function, transforming into
simulacra that serve as elements of the cultural indus-
try. There are 2 types of art clusters: “underground
transformations” and “managed creative zones” that
emerge either as aresult of industrial squatting (type 1)
or support from cultural institutions (type 2).

Street art is crucial in the transformation of art
clusters, as it is both a tool for a semiotic redefinition of
space and a marker of its changing identity. Graffiti and
street art serve as “threshold practices” that illustrate
the dynamics of the transition from countercultural
to commercialised space. The philosophical concepts
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of Foucault’'s “heterotopia”, Lefebvre’s “production of
space” and Baudrillard’s “simulacrum” were used to
critically reflect on the mechanisms of cultural appro-
priation and symbolic redefinition of the post-industri-
al environment. Thus, art clusters can be interpreted as
heterotopias of a new type, fluctuating spaces that con-
stantly balance between the opposite poles of margin-
ality and institutionalisation, spontaneity and control,
authenticity and simulation.

Promising areas for further research include ana-
lysing the impact of art clusters on local communities
in the context of gentrification, studying inclusion/

comparative study of the fluctuating nature of such spac-
es in different socio-cultural contexts, and delving into
the essence of art clusters of the 2™ type of “managed
creative zones” in the urban and artistic dimensions.
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AHOTaLiA. AKTya/lbHICTb JOCIIPKEHHSI 3yMOBJIeHA HEOOXiJHICTIO OCMHUCJIEHHSI TPOCTOPOBUX TpaHcdopMarlir
MOCTIHAYCTPia/IbHUX TEPUTOPIN Y KOHTEKCTI Ky/JIbTYPHOI AMHAMIKHU Ta ecTeTU3allil MapTriHaJbHUX MUCTELbKUAX
NpakTUK. MeToro cTaTTi OyB aHaJi3 apT-K/JacTepiB fAK QJIYKTyaLiHUX MOCTiHJAYCTpiaJIbHUX NMPOCTOPIB, 110
icHyloTp MiXX MapriHaJIbHICTIO Ta ecTeTH3alli€l0, PO3KPUTTS MexaHi3MiB Ta crTajii ix TpaHcdopmauii Bif
KOHTPKY/JIBTYPHUX [HILiaTUB /[0 KyJbTypHO-KOMEPIIiHHUX 06’€KTiB. MeTo/0/I0r{YHOI0 OCHOBOIO CTATTi OYB
MDKAMCHUIIIHADHUHN MiJXiJ, AKUK noegHaB ¢isocodcbKi, KyAbTyposioriyHi Ta ypbaHicTUYHI MeToAM aHAaJi3y, a
TaKOX MeTO/l Kelc-CTa/li Ta Bi3ya/lbHO-CeMIOTHUYHUHN aHauti3. Y po6OTi 3aMpONOHOBAHO MOEJHAHHS KOHIIENIiH
®yko, Jledpespa Ta bogpiiisipa s aHanizy kyapTypHoi TpaHcdopManii apT-kaacTepiB K NOCTiHAYCTPiabHUX
MPOCTOPIB, 1110 J03BOJIMJIO He JIUILE ONKUCATH 3MiHU B ypO6aHICTUYHOMY cepeJloBUILi, a 1 KPUTUYHO OCMHUCIUTH
NpoLecH JieriTuManii MapriHaJbHOrO KyJIbTYPHOTO KOHTeHTY. [lojlaHO aBTOPCbKY THUIOJIOTiIO apT-KJacTepiB
BiAinoBizHO 70 ocobsnBocTeld popMyBaHHSA. Y pe3y/bTaTi aHa/ i3y BUSBJIEHO, 1[0 apT-KJacTepu 1-ro tumy -
«aHAerpayH/iHi TpaHcdopmanii» (BigmoBifHO f0 aBTOpchbKoi TUmoJiorii apT-kyacTepiB) QYyHKIIOHYIOTh fK
JMHaMIiYHi MPOCTOPOBi KOHCTPYKTH, Y IKUX BiJI0yBa€eThbcs TpaHcpopMarliiss MapriHaJbHUX iHiL[iaTUB y JieriTUMHi
KyJIbTYpHI npakTUKU. [IpocTOpoOBi iHTepBeHLil, 30KkpeMa ByJIMYHE MUCTELTBO, BUKOHYIOTb POJIb CEMIOTUYHHUX
MapkepiB, 1110 pOPMYIOTb HOBY i/JeHTUYHICTb MiCIsl Ta CIIPUSIIOTh HOr'0 eCTETUYHOMY Iepeo3HayeHHI0. BogHovac
BCTAHOBJIEHO, 1110 TNpolecd KoMojaudikalil Ta cuMBoJiiyHOI anpomnpianii BeAyTh [0 BTPaTH aBTEHTHUYHOCTI
MPOTECTHUX NPAKTHUK, TPaHCHOPMYIOUYH iX y CUMYJAKpU. [IpakTH4YHA LiHHICTB [JOC/I[PKEHHS MOJISAraE B
MOXXJIMBOCTI BUKOPUCTAHHA Pe3y/bTaTIB AJid KPUTUYHOIO aHaJli3y MOJIITUK MICbKOTO PO3BUTKY, KYJbTYPHOIO
IJIAaHYBaHHS Ta peKoHIenTyasi3anii my6iYHOro NpocTopy B yMOBax NoCTiHAycTpia/ibHOI TpaHcdopMauii

KnouoBi cnoBa: wmucrenbke cepemoBmine; mKeHTpuGIKalis; ByIMYHE MUCTELTBO; CEMIOTMKA IPOCTOPY;
KoMoaudikalis KyJIbTypu; CUMYIAKP
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Abstract. The study aimed to analyse fine art photography as a form of visual art, its aesthetic characteristics,
stylistic evolution, and contemporary developmental trends. The research was based on the analysis of art-historical
works, exhibition catalogues, artistic practices of leading photographers, as well as content analysis of digital
platforms and the non-fungible token market. The study established that fine art photography has transcended
its traditional documentary function and acquired the status of an autonomous conceptual medium, integrating
elements of painting, cinematography, performance, and digital technologies. It was found that the stylistic
transformations of fine art photography have been accompanied by experiments with form, light, composition,
and narrative structure, particularly evident in the development of such movements as conceptual, staged, and
minimalist photography. The results confirmed that fine art photography has evolved into a multidimensional
artistic practice that combines visual aesthetics with conceptual content and actively interacts with other art forms.
It was revealed that contemporary photographers not only experiment with genres and techniques but also shape
new modes of audience engagement through digital platforms, the non-fungible token technologies, and social
media. The study demonstrated that digital technologies open new possibilities for photographers, particularly in
algorithmic editing, generative art, and the non-fungible token economy, while simultaneously transforming the
methods of presentation and artist-audience interaction. The findings may be applied in art education, curatorial
practice, and the development of new digital exhibition formats

Keywords: pictorialism; postmodernism; non-fungible tokens; interactive media; cultural identity; conceptualism

INTRODUCTION

Photography as an artistic practice has undergone a
complex developmental trajectory, transforming from a
documentary tool into an independent branch of visual
art (Hirsch, 2024). Since 2005, fine art photography
has become an integral part of contemporary visual
art, demonstrating significant stylistic and conceptu-
al breadth. The proliferation of artistic photographic
practices, their recognition within high art, and the
active integration of digital technologies have necessi-
tated a comprehensive study of its aesthetic character-
istics, stylistic features, and emerging trends. Research
on fine art photography is particularly relevant due to
its transformation under the influence of technological
progress, shifting artistic paradigms, and the expansion
of artistic discourse. The use of artificial intelligence,

Suggested Citation:

algorithmic image editing, generative technologies,
and augmented reality has given rise to a new form of
photographic expression that remains understudied in
academic discourse. These novel techniques have not
only influenced the technical aspects of photographic
creation but have also challenged conventional notions
of authorship, composition, and conceptual structure
in fine art photography, raising new ethical and philo-
sophical questions regarding artistic autonomy.
Alongside traditional approaches rooted in picto-
rialist or modernist methodologies, there has been an
active development of new conceptual strategies, par-
ticularly post-media photography, which integrates mul-
tiple visual mediums (Pai¢, 2021). Technological exper-
iments with images, expanded photography, and hybrid
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media have become defining characteristics of contem-
porary photographic art, necessitating a re-evaluation
of its aesthetic boundaries. Given the shifting artistic
paradigms, an updated analysis of the stylistic typology
of fine art photography is required - one that accounts
for both traditional and experimental forms. Academic
research on fine art photography has progressed along
several trajectories, including historical-theoretical,
stylistic, and technological inquiries. A comprehensive
analysis of the evolution of photographic art is present-
ed in the work of L. Wells (2021), which examines the
transition from pictorialism to modernist and post-
modernist practices. The study by G. Rose (2022) fo-
cused on contemporary artistic strategies, identifying
key visual trends, particularly conceptual and staged
photography. R.D. Winfield’s (2023) research primarily
addressed the question of photography’s legitimacy as
an art form, analysing its mechanical nature in contrast
to traditional visual arts and exploring the challenges it
faced in gaining recognition as a full-fledged graphic art
medium. A. Abdul Rahman & N.N. Azmi (2024) exam-
ined fine art photography as a means of self-expression
through the interplay of personal identity, emotional ex-
pressiveness, and artistic practice, analysing how pho-
tography transcends mere documentation of reality to
become an instrument of personal and creative self-dis-
covery. Their work emphasised the role of composi-
tion, lighting, subject selection, and post-processing in
crafting images that facilitate emotional impact and the
communication of ideas. A. Solomon-Godeau (2021)
investigated postmodernist tendencies, including
appropriation, performativity, and visual citation.

A portion of the research has been dedicated to
technological transformations in photographic art.
C. Liu (2022) analysed the interrelations between tech-
nology, humans, and digital-physical spaces through
digital photography practices, exploring how social me-
dia and mobile applications influence the perception
of photography and its aesthetic qualities. The existing
academic literature contains gaps that warrant further
investigation. The impact of cutting-edge digital tech-
nologies - particularly artificial intelligence and aug-
mented reality - on artistic photography remains un-
derexplored. Contemporary shifts in aesthetic criteria
under the influence of technological progress also lack
sufficient conceptualisation within scholarly discourse.
Furthermore, the global dynamics of fine art photogra-
phy beyond the Western artistic context have yet to re-
ceive adequate attention.

Within contemporary Ukrainian academic dis-
course, the study by 0.L. Khramova-Baranova & V.S. Zyt-
seva (2021) merits consideration for its analysis of the
evolution of Ukrainian photographica through the lens
of the interaction between realist and abstract visual
structures. The authors focused on the influence of Eu-
ropean and American theoretical schools on Ukrainian
photographic practice, as well as tracing the stylistic

transformation of Ukrainian fine art photography with-
in the framework of constructivist aesthetics. This ap-
proach provided grounds for regarding Ukrainian fine
art photography as a distinct visual phenomenon with
clearly defined historical and cultural parameters. Con-
versely, T. Mironova’s (2021) work conducted a cultur-
al-semiotic analysis of visualisation processes in media
art, treating photography as a tool for shaping virtual
artistic space. Particular attention is given to the in-
teractive, communicative, and multimedia aspects of
new forms of visual art, which significantly expand the
possibilities of artistic expression and present consid-
erable heuristic potential for analysing contemporary
trends in fine art photography.

The aim of this study was to systematise the aes-
thetic characteristics, stylistic movements, and contem-
porary trends in fine art photography within the con-
text of its interaction with technological, conceptual,
and social factors. Identifying key stylistic tendencies
and their correlation with traditional artistic criteria
has allowed for outlining the principal directions of fine
art photography’s further transformation.

MATERIALS AND METHODS
The research was conducted between 2024 and 2025
and involved an analysis of a broad spectrum of theo-
retical and practical sources related to the development
of fine art photography as a form of visual art. To ensure
a comprehensive approach, academic publications,
art-historical monographs, exhibition catalogues, and
works by contemporary photographers were selected.
The analysed sources included theoretical works ad-
dressing the historical stages of fine art photography’s
development, questions of its aesthetics, stylistic shifts,
and the influence of technological factors on the creation
and dissemination of photographic works. Specifically,
studies exploring the relationship between fine art pho-
tography and conceptual art, postmodernist tendencies,
and digital technologies were utilised. The research
incorporated exhibition catalogues from the Museum
of Modern Art (1940; 1955; 1967; 1997), Tate Mod-
ern (2014; 2018; 2020), and Centre Pompidou (2024;
2025). Significant attention was devoted to examining
the artistic practices of prominent fine art photography
practitioners, including Cindy Sherman (Museum of
Modern Art, 1997), Gregory Crewdson (Templon, n.d.),
Andreas Gursky (White Cube, 2025), Barbara Kru-
ger (1987), and Andrew Rovenko (Pictorial List, 2021).

A distinct focus of the research was the study of
digital space as an environment for contemporary fine
art photography. A content analysis was conducted
on the representation of fine art photography across
digital platforms, including Instagram, Behance, NFT
marketplaces (non-fungible token), and online exhi-
bition initiatives. This allowed for an assessment of
how digital culture transforms modes of presentation
and interaction between artists and audiences, as well
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as its impact on the commercialisation of photograph-
ic art. The research was carried out in several stages,
each aimed at a comprehensive examination of fine art
photography in terms of its aesthetic features, stylistic
evolution, and contemporary trends. The first stage in-
volved an in-depth analysis of theoretical sources, ena-
bling the identification of key concepts, categories, and
frameworks necessary for further study. Materials doc-
umenting the historical development of fine art pho-
tography, shifts in stylistic approaches, and its transfor-
mation within the digital artistic milieu were selected
and systematised. The subsequent stage entailed an
examination of artistic practices through the analysis of
selected photographic works. Each case study was eval-
uated according to criteria such as composition, chia-
roscuro techniques, narrative structure, the application
of digital post-processing methods, and the interaction
of photography with other artistic genres. A compar-
ative analysis of traditional analogue techniques and
contemporary digital approaches was conducted, facil-
itating the identification of stylistic shifts and emerging
trends in fine art photography.

Further analysis focused on the relationship be-
tween artistic photography and digital technologies.
The study examined how algorithmic editing, artificial
intelligence, and generative art influence the creation of
photographic images. The technical possibilities of us-
ing cutting-edge software tools for artistic photography
were explored, along with their impact on the aesthet-
ics and conceptual structure of photographic works. A
separate research direction involved evaluating the dig-
ital environment as a space for the functioning of fine
art photography. The study analysed the specifics of
presenting photographic art on digital platforms such
as Instagram, Behance, and NFT marketplaces, as well
as shifts in communication strategies between artists
and audiences. Digital exhibition formats, NFT auc-
tions, and the influence of social media on the public
perception of artistic photography were also investigat-
ed. Thus, the materials and methodological approaches
employed enabled a comprehensive analysis of fine art
photography, encompassing historical, aesthetic, tech-
nological, and socio-cultural aspects of its development.

RESULTS AND DISCUSSION
Throughout the 20%-21% centuries, fine art photogra-
phy gradually established itself as an autonomous
art form integrating technical and conceptual experi-
mentation. In the first decades following its invention
(1830s-1840s), photography was predominantly per-
ceived as a means of documenting reality, playing a cru-
cial role in scientific, journalistic, and archival practices
(Pavlidis, 2022). However, by the late 19" and early 20%
centuries - particularly with the rise of Pictorialism in
the 1880s-1910s - artists began actively employing
photography to express conceptual and aesthetic ideas,
striving to elevate its status as an artistic medium on par

with painting and other art forms (Sailor, 2022). This
process intensified further in the 1920s-1930s with the
emergence of experimental and avant-garde photogra-
phy, advanced by proponents of Neues Sehen (New
Vision) and Surrealism. One of the overarching trends
of the early 20" century was a significant expansion of
thematic range and formal experimentation, marked by
a shift from classical landscapes and portraits to con-
ceptual staging, abstract compositions, and multimedia
works (Stuart, 2014). During this period, photography
gradually liberated itself from purely documentary
functions, demonstrating its capacity for subjective ex-
pression. By the late 20" century, the transition from
analogue to digital photography enriched artists’ tech-
nical possibilities (editing, collage, compositing, etc.)
while simultaneously raising questions regarding au-
thenticity and the limits of image manipulation. Thanks
to cutting-edge digital technologies, photographers
gained the ability not only to edit images but also to
combine different media, creating visual narratives that
transcend traditional photographic formats.

In the course of its development, fine art photogra-
phy gave rise to a number of stylistic movements. These
reflect diverse aesthetic approaches and authorial con-
cepts, evolving under the influence of socio-cultural
shifts and technological innovations. Contemporary
artistic photography has demonstrated a tendency to-
wards genre synthesis, the use of new technologies,
and integration with other art forms, making it a vital
component of today’s visual environment. Concep-
tual photography is a movement in which the photo-
graphic image serves primarily as a vehicle for con-
veying an idea rather than merely documenting reality
(Elshafie, 2023). Artists in this genre employ photogra-
phy as a tool for visualising concepts, which may en-
compass social commentary, identity exploration, or
the deconstruction of cultural stereotypes. Within this
approach, artists frequently utilise symbolic imagery
or composite techniques, creating multilayered compo-
sitions. One of the most iconic examples of conceptual
photography is the work of Cindy Sherman, particularly
her Untitled Film Stills series (1977-1980) (Fig. 1).

Cindy Sherman’s photographs from the Untitled
Film Stills series demonstrated a profound integration
of cinematographic techniques into photographic art,
evident in the specific framing, compositional struc-
ture, and use of lighting effects (Nappo et al, 2024). The
visual structure of her works adheres to the principles
of cinematic imagery. The camera is often positioned
at an angle, employing both low and high shooting
perspectives. Such techniques contribute to the crea-
tion of a dramatic effect, heightening the expressive-
ness of the scene and generating visual tension. Light
and shadow played a pivotal role in the composition
of the works, aligning them with the aesthetics of film
noir. The conceptual foundation of the Untitled Film
Stills series was rooted in the deconstruction of female

Art and Design Vol. 8, No. 2 95



Fine art photography as a form of visual art...

archetypes entrenched in mass culture (Museum of
Modern Art, 1997). Sherman embodied stereotypical
characters from popular cinema, such as the housewife,
secretary, or film star, using them as a means of criti-
cally analysing the representation of women in society.
Sherman’s heroines appear at a moment of potential
narrative development, yet this artistic concept re-
mains open-ended, compelling the viewer to construct
the subsequent scenario independently.

Figure 1. Cindy Sherman’s Untitled Film Stills series
Source: Museum of Modern Art (1997)

Another prominent direction is staged photogra-
phy. This style is characterised by meticulously planned
scene arrangements prior to shooting, akin to a cine-
matic approach (Strozek, 2016). Photographers con-
struct elaborate sets, work with actors, lighting, and
special effects to achieve a single, perfected frame.
Gregory Crewdson is one of the most renowned prac-
titioners of staged photography. His works are dis-
tinguished by their cinematic scale and atmospheric
quality (Ozbek, 2023). For instance, the Eveningside
series (2021-2022) consists of large-format black-and-
white photographs depicting twilight suburban scenes.
Each of Crewdson’s shots results from an extensive pre-
paratory process involving detailed storyboarding, set
construction, actor coordination, and complex lighting
setups. The series captures frozen moments from the
mundane life of American provincial towns (Fig. 2).

Figure 2. “The Corner Market” from Gregory
Crewdson’s Eveningside series
Source: Templon (n.d.)

Crewdson also employs cinematic visual tech-
niques - particularly those of film noir and Edward
Hopper’s aesthetics - such as dramatic lighting, fog, and
rain, to imbue his scenes with a melancholic, sometimes
gothic, mood. The evolution of staged photography can
be traced from the vibrant, often brightly coloured tab-
leaux of the 1980s-1990s (e.g., the works of Jeff Wall)
to contemporary complex narratives, as seen in Crewd-
son’s oeuvre, where every detail within the frame is lad-
en with symbolism. The Corner Market is constructed
according to principles of perspectival depth, reminis-
cent of classical cinematic compositions. The vertical
and horizontal lines of electrical wires, building fa-
cades, and road markings form visual axes that guide
the viewer’s gaze into the depths of the scene. A slight
deviation of the central element - the female figure -
from the geometric center lends the frame a sense of
naturalism and dynamism.

Abstract and minimalist photography focuses on
forms, colours, textures, and the structural arrange-
ment of the frame, departing from traditional narrative
conventions. Such images approach the realm of ab-
stract painting or graphic art, often devoid of a conven-
tional focal point. Many of these works are large-scale,
emphasising minute details and transforming them
into monumental patterns (Bence, 2022). One of the
most iconic contemporary artists in this vein is Andre-
as Gursky, renowned for his expansive colour photo-
graphs that depict a globalised world through general-
ised imagery - stock exchange floors, building facades,
industrial spaces (Fig. 3). At first glance, his scenes
appear realistic; however, Gursky extensively employs
digital editing to create perfectly symmetrical or repet-
itive structures, eliminating incidental elements (White
Cube, 2025). Such interventions lend the photographs
a minimalist, universalised appearance, aligning them
with the conceptual framework of abstract art.
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Figure 3. Architectural photographs by Andreas Gursky

Source: White Cube (2025)

Figure 3 depicts the facade of a bank building in
Shanghai, composed of geometrically arranged light
panels. The composition is built upon the repetition of
modular elements, creating a visual rhythm and sense
of order. The contrast between warm lighting and the
darkened structural details enhances the photograph’s
expressiveness and intensifies the perception of spatial
depth. The symmetry of the composition and the rigor-
ous organisation of elements align this image with the
formal language of minimalism, where the architectur-
al object becomes an autonomous artistic creation, and
its utilitarian function assumes secondary importance.
Figure 3 presented a building facade featuring a textual
logo. The visual composition relies on the contrast be-

tween white panels, red accents, and a monochromat-
ic sky, emphasising the structure’s austere functional
character. The image’s structure is based on precise
geometry, rationality, and formal simplicity. Vertical
elements introduce a point of tension, disrupting the
rhythmic monotony. Figure 4 showcased a minimalist
space dominated by the colour red. The expansive solid
surfaces evoke the painted canvases of Barnett New-
man or Mark Rothko, in which colour itself becomes
the subject of aesthetic inquiry. The inclusion of human
figures in the lower portion of the composition disrupts
the scene’s absolute abstraction while accentuating the
contrast between human presence and the monumen-
tality of architectural space.

Figure 4. Andreas Gursky’s photograph “Review”

Source: White Cube (2025)

The minimalist and abstract photography exem-
plified in Andreas Gursky’s works demonstrated an
expansion of traditional photographic vision. By focus-
ing on form, colour, and structure, these works eschew
direct narrative in favour of aesthetic engagement with
the viewer. The architectural compositions, perfectly

balanced forms, and interplay of colour planes create
an effect in which reality is transformed into a visual
concept. The integration of text with photography has
given rise to a distinctive style situated at the intersec-
tion of photographic art and graphic design, where ver-
bal messaging becomes an intrinsic component of the
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visual image (Chiocchetti, 2021). The incorporation of
text — whether as a slogan, quotation, or commentary -
adds an additional semantic layer, often altering or am-
plifying the primary perception of the image. This ap-
proach enables photography to transcend purely visual
form, transforming it into a medium for social commen-
tary and critical reflection.

One of the key figures in the development of this di-
rection is the American artist Barbara Kruger, who, since
the late 1970s, has produced collages combining found
photographic images with brief, often provocative tex-
tual phrases. Her signature style - featuring bold, crisp
typography against high-contrast backgrounds - has
become iconic in contemporary art. Statements such as
“I shop therefore I am” employ irony and sharpness to
engage with pressing social issues (Fig. 5).

fherefore
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<a I am |

Figure 5. Photograph “I shop therefore I am”
by Barbara Kruger
Source: B. Kruger (1987)

B. Kruger’s aesthetic strategy was rooted in the
visual language of mass culture (Smith, 2022). With a
professional background in graphic design and maga-
zine layout, she appropriated the stylistic conventions
of advertising posters to capture the viewer’s attention
while simultaneously subverting their standard func-
tion. Contemporary photo artists actively experiment
with narrative, technique, and presentation formats,
synthesising multiple genres and interpreting current
sociocultural realities (Filimowicz, 2023). One of the de-
fining trends in contemporary photography is the fusion
of documentary realism with conceptual imagery, ena-
bling artists to craft deeply personal yet universally res-
onant narratives. A striking example of this approach is
the Rocketgirl Chronicles (2020-2021) series by Ukrain-
ian-Australian photographer Andrew Rovenko (Fig. 6).

A. Rovenko created this series during the pandem-
ic lockdown, photographing his daughter dressed in an
astronaut costume. This childhood game acquired sym-
bolic significance, as the familiar domestic space, con-
strained by quarantine measures, was transformed into
an uncharted planet for the young protagonist. Thus,
the series combined documentary elements (capturing

pandemic-era realities) with a fantastical conceptual
narrative, reflecting a child’s capacity for imaginative
world-building. The photographs are distinguished by
meticulously composed frames reminiscent of cinemat-
ic aesthetics. Each shot balances the environment and
the protagonist - for instance, in the scene with indus-
trial containers, the architectural structure of the space
evoked a sense of alienation, while the child-astronaut
became the focal point, symbolising isolation. A key as-
pect of the series is its stylistic treatment, particularly
the use of analog film as a medium. This imparts a soft,
nostalgic colour palette, evoking retrofuturist aesthet-
ics. As such, Rocketgirl Chronicles not only conveyed an
intimate family story but also crafted a universal alle-
gory of contemporary reality, in which individuals must
adapt to unprecedented circumstances.

Figure 6. Rocketgirl Chronicles photo series
by Andrew Rovenko
Source: Pictorial List (2021)

Of particular note is the contemporary Fine Art
Weddings movement - artistic wedding photography
characterised by a bright film aesthetic, soft lighting,
deliberate composition, and emotional expressiveness.
This style merges documentary authenticity with artis-
tic vision, elevating wedding photography to the realm
of high art. Among its most renowned practitioners
are Jose Villa and Elizabeth Messina, whose works are
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distinguished by refinement, chromatic depth, and me-
ticulous attention to detail. Their contributions have
shaped a new aesthetic within wedding photography,
gaining recognition not only in commercial circles but
also in the fine art world (Fig. 7).

b)

Figure 7. Fine art weddings photography
Note: a - Jose Villa; b - Elizabeth Messina
Source: Jose Villa (n.d.); E. Messina (n.d.)

Modern technologies have significantly influenced
fine art photography practices, unlocking new crea-
tive possibilities and expanding channels for the pres-
entation and dissemination of photographic art. The
emergence of NFTs in 2021 impacted various spheres
of digital art, including photography. NFT technolo-
gy, based on blockchain, enables the authentication of
ownership for digital images, ensuring their unique-
ness and facilitating direct sales without intermedi-
aries (Beckman, 2021). This allows photographers
and collectors to transact directly via specialised mar-
ketplaces, bypassing traditional galleries or auction
houses. Photography has proven particularly suited
to the NFT format, as most images in contemporary
society are primarily consumed digitally on screens.
This has not only enabled the commercialisation of
digital copies but also introduced the concept of dig-
ital scarcity, previously difficult to achieve in digital
art. Many prominent photographers, including Joel
Meyerowitz, Gregory Crewdson, and Alec Soth, began

tokenising their works or archival materials during the
NFT boom, experimenting with this new distribution
model (Wiley, 2023). In response to growing demand
for NFT photography, dedicated platforms and mar-
ketplaces (OpenSea, Foundation, SuperRare) emerged,
specialising in the sale of digital photographs as NFTs.

The NFT phenomenon in fine art photography has
a dual impact. On one hand, it grants photographers
direct access to a global collector base, allowing them
to retain greater profits while offering buyers certified
uniqueness. This has disrupted traditional distribution
systems, where galleries and dealers played a pivotal
role in determining value and commercial viability. In
this context, NFTs have democratised the art market,
creating alternative models for monetising creativi-
ty (Cooke, 2024). On the other hand, the NFT market
proved to be speculatively overheated during its rapid
growth, casting doubt on the long-term artistic value
of such sales. A significant portion of the NFT art mar-
ket operated on the principle of financial speculation,
where collectors purchased tokens for resale purpos-
es rather than out of artistic interest (von Wachter et
al, 2022). Nevertheless, even after the hype subsided,
NFTs remain an important tool for the distribution of
photography. Contemporary museums have begun dig-
itising their collections as NFTs, while photographers
explore the possibilities of new digital concepts of own-
ership and scarcity.

Significant changes in the ways photography is ex-
hibited and popularised have also occurred due to social
media platforms such as Instagram, Facebook, Pinter-
est, and Behance (Patricio, 2024). These platforms have
created a new ecosystem for Fine Art photographers,
enabling artists to engage directly with audiences, build
their personal brand, and even sell their works without
traditional intermediaries. Instagram, in particular, has
significantly influenced the expansion of photograph-
ic art, making it accessible to millions of users world-
wide (San Cornelio, 2022). It has fostered not only the
popularisation of photography but also the emergence
of new visual strategies aimed at engaging viewers
through dynamic content. Social media, in general, facil-
itates the development of photographic communities,
providing authors with opportunities to participate
in online competitions, flash mobs, and thematic pro-
jects. For instance, photographic challenges stimulate
knowledge exchange and new forms of visual expres-
sion. For emerging artists, these platforms also serve
as a potential launchpad, as curators and gallerists in-
creasingly monitor social media in search of new talent.

However, challenges exist. Social media algorithms
shape a certain visual aesthetic that may influence art-
ists’ creative processes. Since algorithmic mechanisms
promote images that receive the most engagement
(likes, comments, reposts), this may encourage pho-
tographers to adopt uniform, “catchy” visual solutions
that do not always align with their artistic intentions
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(Siang Yang, 2023). Despite these contradictions, main-
taining a presence on social media has become almost
obligatory for photographers seeking professional
growth. These platforms complement traditional modes
of communication (galleries, festivals, print publica-
tions), allowing artists to promptly present their works
to audiences and initiate discussions around their art.

NFTs and social media have fundamentally trans-
formed the ways photography is created, distributed,
and popularised. NFTs have opened new avenues for
monetising digital images and emerged as an alter-
native art market mechanism, though debates about
their artistic value persist. Social media, in turn, have
redefined how photographers interact with the public,
creating new opportunities for self-presentation, com-
munity-building, and creative experimentation. These
transformations indicate the continued expansion of
photography as an artistic medium that integrates tra-
ditional practices with digital and virtual formats. Re-
gardless of the contentious nature of these changes,
they confirm that contemporary photographic art is in
a state of constant evolution, opening new perspectives
for artists and audiences alike. The exhibition strategies
of photographic art in leading global museums attest to
its established position in contemporary artistic dis-
course and demonstrate diverse curatorial approaches
to its presentation. An analysis of the exhibition pol-
icies of the Museum of Modern Art in New York, Tate
Modern in London, and the Centre Pompidou in Paris
has revealed how photography is integrated into broad-
er museum discourse, unfolds its thematic, historical,
and conceptual dimensions, and how these institutions
shape contemporary perceptions of its role within the
system of visual arts.

The Museum of Modern Art (MoMA) was one of
the first institutions to grant photography full-fledged
artistic status, establishing a dedicated department in
1940 under the leadership of Beaumont Newhall and
later the legendary curator Edward Steichen (Museum
of Modern Art, 1940). A pivotal moment was the exhibi-
tion The Family of Man, which affirmed photography as
a universal language of human experience (Museum of
Modern Art, 1955), while the New Documents project
defined documentary photography as a means of artis-
tic expression (Museum of Modern Art, 1967). In the
1990s, the museum continued its active engagement in
this direction, exemplified by the acquisition of Cindy
Sherman’s entire Untitled Film Stills series in 1995, en-
suring the preservation of this seminal cycle in a pub-
lic collection (Museum of Modern Art, 1997). MoMA's
collection encompasses thousands of photographs,
ranging from classics such as Alfred Stieglitz and Rob-
ert Frank to contemporary figures like Wolfgang Till-
mans and Nan Goldin. The museum’s exhibition strat-
egy is based on an integrative approach: photographic
works are incorporated into the broader museum nar-
rative alongside painting, video art, and installations,
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underscoring their equal standing in the artistic pro-
cess of the 20™-21% centuries. At the same time, the
museum employs innovative formats, including digital
archives and interactive platforms, allowing audiences
to explore photographic heritage in depth.

Unlike the Museum of Modern Art, London’s Tate
Modern does not have a dedicated photography depart-
ment, yet since its opening in 2000, it has consistently
incorporated photography into its exhibition spaces.
Tate’s strategy is rooted in a conceptual approach that
positions photography as a medium evolving through
interaction with other arts and societal challenges.
The project Shape of Light: 100 Years of Photography
and Abstract Art (Tate Modern, 2018) explored the in-
terplay between photography and abstract painting,
demonstrating how these two fields developed in par-
allel and influenced one another. Another exhibition,
Conflict, Time, Photography (Tate Modern, 2014), in-
novatively presented war photography not through a
traditional chronological lens but through the duration
of time after the event, examining how photographic
memory shifts depending on the temporal distance be-
tween the moment of capture and the viewer’s experi-
ence. Tate has also actively investigated performativity
in photography, as vividly demonstrated in the Zanele
Muholi exhibition (Tate Modern, 2020), where pho-
tography converged with installation and textile ma-
terials. This approach seeks to blur genre hierarchies
and illustrates that photography can not only document
reality but also serve as a medium reflecting on social,
political, and aesthetic phenomena.

The Centre Pompidou in Paris is one of the most in-
fluential institutions in photographic art, housing one
of the world’s largest photography collections, com-
prising over 45,000 prints and 60,000 negatives. Since
its founding in 1977, the museum has placed particular
emphasis on avant-garde and conceptual photography,
including works by Surrealists, proponents of the New
Vision movement of the 1920s-30s, and post-war hu-
manist photography. A key feature of the Centre Pom-
pidou’s collecting policy is its strategy of retrospective
representation, aimed at filling gaps in the photograph-
ic canon, particularly through the active inclusion of
works by women photographers and artists from Af-
rica, Eastern Europe, and other historically underrep-
resented regions. The Centre Pompidou’s exhibition
projects often adopt a research-oriented approach, as
seen in Corps a corps - histoire(s) de la photographie,
which re-examined the nude genre and representations
of the human body beyond traditional portrait catego-
ries. This strategy underscores the museum’s curato-
rial activism in championing photography as an equal
art form - one that not only documents reality but also
shapes its cultural reinterpretation.

An analysis of the exhibition strategies of these
three leading museums reveals a shared tendency to-
wards integrating photography into broader artistic
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discourse, affirming its status as an autonomous artis-
tic medium. The Museum of Modern Art emphasised
historical continuity and innovation, merging classical
and contemporary photography within a cohesive nar-
rative. Tate Modern approaches photography through
the lens of intermedial connections, exploring its poten-
tial within the context of social and conceptual shifts.
The Centre Pompidou focuses on curatorial activism
and expanding photography’s historical representa-
tion, ensuring its full inclusion in museum spaces. This
approach attests to the maturity of photography as an
artistic practice engaged in constant dialogue with oth-
er visual arts while remaining a key instrument for re-
flecting on cultural, historical, and social processes.
Based on the research findings, fine art photogra-
phy can be characterised by internationalisation (pho-
tographic artists from various countries gaining access
to a global audience) and integration with related arts
(performance practices). This confirms that fine art
photography is a mature, conceptually rich field of art
that is actively evolving. The obtained results demon-
strated that fine art photography occupies a central
position in contemporary artistic discourse, affirming
its status as a fully-fledged form of visual art. It serves
not merely as a means of documenting reality but also
as a conceptual tool for artistic expression, integrating
diverse media, including painting, cinema, graphic de-
sign, and digital technologies. This multidimensionality
makes photography a unique platform for experiment-
ing with visual language and modes of presentation. It
also demonstrated its ability to adapt to new cultural
contexts and respond to contemporary challenges while
retaining its artistic potential. The study confirms that
contemporary fine art photography is neither static nor
an isolated domain; rather, it exists in dynamic dialogue
with other artistic practices, necessitating continuous
reinterpretation. This approachis crucial not only for ar-
tistic practice but also for scholarly analysis of transfor-
mations in the contemporary visual sphere, as it allows
fortracing the interplay between technological advance-
ments, societal changes, and artistic experimentation.
Results of the study demonstrated that the ex-
pansion of stylistic possibilities in artistic photogra-
phy throughout the 20" century was a complex yet
logical process. Beginning with Pictorialism, which
sought to legitimise photography’s artistic status by
emulating painting, photography gradually moved be-
yond its purely documentary function. Experimental
movements, particularly Neues Sehen (New Vision)
and Surrealism, played a pivotal role in this process
by challenging traditional principles of photography
as a mechanical reproduction of reality. Neues Sehen
fostered the development of novel compositional tech-
niques, experimenting with angles, lighting, and con-
trasts, thereby significantly broadening photographic
expression. Meanwhile, Surrealism employed photogra-
phy as a means of visual manipulation and subversion
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of established perceptions of reality, actively utilising
photomontage, double exposures, and staged scenes.
The expansion of genre boundaries had profound con-
sequences, including the gradual emergence of concep-
tual photography, staged photography, and minimalist
compositions, which are now defining features of fine
art photography. Thus, the findings indicate that pho-
tography progressively departed from its initial rep-
resentational function and evolved into an autonomous
artistic discourse in which conceptual depth and formal
presentation hold equal significance.

One of the key aspects of the study was identifying
the role of conceptual photography in shaping contem-
porary artistic strategies. The research confirmed that
this movement, exemplified by artists such as Cindy
Sherman, Barbara Kruger, Sophie Calle, and others, be-
came an essential tool for the artistic analysis of social
constructs, political realities, and cultural codes. Cindy
Sherman’s works demonstrated that photography could
serve not only as a medium of visual communication but
also as an instrument for critically examining societal
norms. She employed photography to deconstruct ar-
chetypal female representations in mass culture, invit-
ing viewers to critically reassess established portrayals.
This aligns with the findings of T. Zheng & X. Lin (2024),
who argued that conceptual photography utilises cine-
matic aesthetics and symbolic language to foster view-
er reflexivity. The study’s results corroborated this,
demonstrating that conceptual photography not only
expands the boundaries of photographic art butalso ful-
fils a socio-critical function, enabling artists to engage
with pressing social issues. Furthermore, conceptual
photography today increasingly integrates digital tech-
nologies, enhancing its expressive potential. Contem-
porary artists experiment with interactive installations
where photography functions within a multimedia en-
vironment or employ algorithmic generation to create
new imagery, thereby augmenting its critical capacity.

Another crucial aspect of the study was under-
standing the relationship between photography and
cinematography, particularly in the context of staged
photography. The research revealed that the works of
photographers such as Gregory Crewdson exhibit a di-
rect connection to cinematic visual strategies. This is
evident in meticulous scene planning, the use of cin-
ematic lighting, compositional structuring, and even
the application of post-production techniques typically
employed in the film industry. The findings confirmed
that photography borrows cinematic elements such
as framing, dramatic lighting, and scene sequencing.
This indicates a gradual expansion of photographic
art’s boundaries, where traditional expressive means
are supplemented by cinematic techniques to create
complex narrative structures. In this context, staged
photography can be regarded as a form of visual sto-
rytelling occupying an intermediary position between
traditional photography and cinematography.
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An additional significant aspect of the study was
clarifying the role of minimalist and abstract photogra-
phy in the contemporary artistic context. An analysis of
Andreas Gursky’s works confirmed that contemporary
photography increasingly gravitates toward abstrac-
tion, utilising digital editing tools to create meticulous-
ly structured compositions. This reflects a shift away
from the traditional understanding of photography as a
medium of reality representation, transforming it into a
self-sufficient artistic object. The study found that dig-
ital post-processing not only influences the technical
aspects of photography but also alters its perception,
bringing the photographic image closer to painting.
This trend opens new possibilities for integrating pho-
tography with other media, which is particularly rele-
vant in the context of postmodern art.

An analysis of photography’s interaction with
emerging technologies revealed that the distribution
of photographic art has undergone significant changes
with the advent of NFTs. The study found that NFTs cre-
atenew opportunities for artists in terms of commercial-
isation and copyright, consistent with the conclusions
of M. Beckman (2021). This confirms that photography
has become an integral part of the digital art market.
However, the research also identified risks associated
with this phenomenon: the NFT market is often spec-
ulative, casting doubt on the long-term artistic value of
such transactions. This trend correlates with the find-
ings of V. von Wachter et al. (2022), who emphasised
that NFTs may contribute to the devaluation of art due
to excessive commercial exploitation of the technology.

Another significant discovery was the identifica-
tion of social media’s influence on the distribution and
popularisation of fine art photography. Social platforms
such as Instagram facilitate the expansion of photo-
graphic art by creating global networks for artists and
audiences. This aligns with the research by S.L. Patri-
cio (2024), which confirmed that social media serves
not only as a means of display but also as a mechanism
for forming artistic communities. However, the results
also revealed that algorithmic mechanisms may neg-
atively impact the creative process, compelling pho-
tographers to adapt their works to popularity criteria.
This corresponds with the conclusions of G. San Corne-
lio (2022), who noted that social media often dictates
visual trends, which may constrain experimentation
in photography. N. Shmarko & N. Grechanyk (2023)
emphasised that the development of aesthetic culture
requires not only exposure to art but also conscious re-
flection and emotional engagement - aspects that risk
being undermined when visual content is shaped pri-
marily by platform algorithms.

The obtained results hold substantial significance
in both theoretical and practical aspects, as they con-
firm that contemporary fine art photography is a mul-
tilayered phenomenon that transcends traditional no-
tions of artistic practice. This study demonstrated that

102

fine art photography is not merely a medium of artistic
reflection but also an active participant in interdiscipli-
nary dialogue with other forms of visual art, including
painting, cinema, digital media, and interactive technol-
ogies. Thus, the research has not only broadened the
understanding of the evolution of photography but also
proposed new approaches to its analysis within the
context of contemporary aesthetics. Overall, the find-
ings confirm that fine art photography remains a key
medium for the aesthetic interpretation of modernity
and a response to shifts in visual culture. The evolution
of this field continues through integration with mod-
ern technologies, enabling the expansion of expressive
possibilities and the formation of new conceptual ap-
proaches in 21%-century art.

CONCLUSIONS

The study established that fine art photography is an
autonomous and multifaceted art form that integrates
painterly, cinematographic, and digital techniques while
adapting to changes in visual culture. The research con-
firmed that fine art photography has evolved from the
documentary recording of reality to a conceptual me-
dium of artistic expression encompassing a wide spec-
trum of stylistic approaches. It was determined that the
development of fine art photography in the 20%-21
centuries occurred through the progressive expansion
of its aesthetic and technical possibilities. The study
revealed that Pictorialism contributed to the recogni-
tion of photography as an art form, avant-garde move-
ments of the early 20" century laid the foundations for
experimentation with form, and digital technologies of
the late century transformed its methods of creation
and perception. As a result, the research confirmed that
contemporary photographers actively combine docu-
mentary and conceptual approaches, crafting personal
yet universal visual narratives.

The analysis of specific stylistic movements in
fine art photography demonstrated that conceptu-
al photography plays a crucial role in shaping social
and cultural discourse. The works of representatives
of this movement, such as Cindy Sherman, illustrated
that photography can be used not only for the aesthet-
ic exploration of form but also as a means of critical-
ly analysing societal norms. The study also confirmed
that staged photography increasingly approximates
cinematographic art, employing complex lighting sys-
tems, compositional techniques, and scenography to
create visually rich and dramatic imagery. Minimalist
photography, in turn, rejects traditional narrative, fo-
cusing instead on the interplay of colours, textures, and
geometric forms. Ultimately, the research affirmed that
fine art photography is a complex and multilayered phe-
nomenon that continuously evolves and adapts to con-
temporary challenges. The obtained results constitute
a significant contribution to the study of photographic
art and provide a foundation for further inquiries into
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the integration of traditional and digital methods of
visual expression.

The study is limited by its chronological framework
(20%-21% centuries), its focus primarily on the works
of Western photographers, and its analysis of curatori-
al strategies in leading museums, which does not fully
encompass the global diversity of approaches in fine
art photography. Future research prospects include ex-

photography, particularly investigating the relationship
between traditional and computer-generated imagery.
Another promising direction is the analysis of photogra-
phy within the context of new media and the visual cul-
ture of social networks. Further studies may focus on
changes in artistic strategies under the influence of algo-
rithmic systems that shape visual trends in digital space.

ploring the relationship between fine art photography ACKNOWLEDGEMENTS
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cial media on the formation of visual strategies among
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is recommended to expand research on the influence
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Fine art photography Ak ¢opma BisyanbHoro mucreursa:
eCcTeTuKa, CTUI Ta Cy4acHi TeHAeHL,ii
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AHoTauia. [ocaimkenHs 6ysno cnpsiMmoBaHe Ha aHasi3 fine art photography six ¢opmu BizyasbHOTO
MUCTelTBa, {I eCTeTUYHUX XapaKTepPUCTHUK, CTUJICTUYHOI eBOJIIOLII Ta Cy4YacHUX TeHJAEHLIH PO3BUTKY.
JocnimxeHHs 06asyBajiocs Ha aHaJsi3i MHCTeIlTBO3HABYHMX Npallb, BUCTABKOBUX KATaJIOTiB, XyAO0XKHiX
NpaKTUK NpoBifjHUX PoTorpadis, a TakokK KOHTeHT-aHaAi3i nudposux naatdopM i non-fungible token-
pUHKY. Y mpoueci gociifkeHHsI 6y/J0 BCTAaHOBJIEHO, L0 XyA0KHA ¢oTorpadis BuimIa 3a MeXi CBOEI
TpasuLiiHol JoKyMeHTa bHOI QyHKIII Ta HAabysa CTAaTyCy CaMOCTIHHOr0 KOHLENTYyaJbHOr0 MeZiyMa, 110
iHTerpye eseMeHTH KUBonucy, kinematorpady, neppopmancy ta n[udpoBUX TexHOJOTiH. BusBieHo, 10
ctuaictuuHi TpaHcdopmarnii fine art photography cynpoBokyBasncs ekcnepuMeHTaMu 3 opMolo, CBIT/IOM,
KOMIIO3UIi€I0 Ta HAPAaTUBHOI CTPYKTYPOIO, [0 0COGJMBO MPOSIBUJIOCS Y PO3BUTKY TaKUX HaNpsIMiB, sK
KOHIIeITyaJibHa, IOCTAHOBOYHA Ta MiHiMasicTuuHa poTorpadis. PeysbraTu fgociifKeHHS NiATBEpAUIIH,
mwo fine art photography neperBopuJiacsi Ha 6araTOBUMIipHY XYy[0KHIO MPAKTHUKY, sIKa NMOEJHYE Bi3dyasibHY
€CTEeTHUKY 3 KOHIIeNTyaJbHUM 3MiCTOM Ta aKTUBHO B3aeMOJi€ 3 iHIIMMU popMaMu MUCTeLTBA. BUsaBJeHo,
o cy4yacHi potorpadu He sulIe eKCIIEPUMEHTYIOTh i3 })KaHpPaMU Ta TexXHikaMu, a 1 opMy0Th HOBI cioco6u
B3aeMozii 3 ayauTopier yepes nuoposi naatdopmu, non-fungible token-texnosorii Ta conianbHi Menia.
JocaimpxenHa nigrBepauio, mo nudposi TexHosoril BijKpuBamTh HOBI MoxJauBOCTI AJss dpoTorpadis,
30KpeMa y cdepi aJlropuTMidyHOTO pejAaryBaHHs, reHepaTUBHOro MucTelTBa Ta non-fungible token-
€KOHOMIKH, BOZJHOYAC 3MiHIOIYM CrIoco6U npe3eHTalii Ta B3aeMo/Ail XyA0)KHUKIB 3 ayauTopieto. OTpumMaHi
pe3yJbTaTH MOXKYTb 6yTH BUKOPUCTAHI B MUCTelbKil OCBiTi, KypaTopchbKill AifiabHOCTI Ta po3po61ii HOBUX
dopmariB nudPpoBoi ekcrnosuii

KnouoBi cnoBa: mikropiamisM; [OCTMOfEpHI3M; HeB3a€MO3aMiHHI TOKEeHW; IHTEPAKTVMBHI Mefia; KyIbTypHa
IIEeHTUYHICTDh; KOHLIENTYa/IbHICTh
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