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Abstract. The creative component of the design process is fundamental, as it is associated with the search for
innovative solutions. In the creative process, the designer’s imagination plays a leading role - it serves as the
foundation for shaping and transforming the vision of the functional and aesthetic image of the future object.
This study was aimed to identify and systematise the main strategic directions and techniques that stimulate the
creative process in generating innovative solutions within modern design practice. The research methodology
included the analysis of information sources on design methods; tools for form development in architectural,
industrial, and environmental design; structural and systematic analysis; and synthesis of research results. It has
been demonstrated that human imagination operates on the basis of previously formed visual images through
perception. The strategic approach to creativity development is shaped by visual-operational experience. It has
been established that the main method of generating new ideas is creative experimentation. To stimulate the
creative process during the ideation stage, it is advisable to apply techniques such as decomposition, alteration of
visual modelling tools, combinatorics, the use of simple and flexible tools, references and analogies, brainstorming,
and design heuristics. The practical significance of these findings lies in their application to design practice, the
education and training of specialists in artistic and creative fields, and further research in art history, cultural
studies, architecture, and design

Keywords: project visualisation; form development; artistic modelling; visual image; imagination

INTRODUCTION
Innovative activity is one of the main objectives of de-  particularly at the form-development stage, having
sign, and it has become increasingly significant in the  been examined only from specific perspectives in var-
modern era of automation, technical progress, and ious fields of creative activity. Thus, a comprehensive
the advancement of computer technologies. The is- study is required to establish a complete picture of the
sue of idea generation remains insufficiently studied, methodology and principles of creativity design.
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Among the studies of the 2020s, it is worth con-
sidering the most relevant publications by foreign
authors. For example, in an article by ]. Boudier et
al. (2023), the authors examined how experts assessed
ideas and overcame cognitive fixation to create new
directions for product and service development. The
importance of idea evaluation was highlighted as a
process aimed at identifying ideas with the highest po-
tential for organisations while filtering out less valua-
ble ones. The article also addressed challenges related
to idea evaluation, which included the high level of un-
certainty faced by evaluators, partially stemming from
the unfinished nature of early versions of ideas and the
originality of the concepts. The research provided in-
sight into combining different theoretical perspectives
to understand how ideas emerge through the gradual
development of fragments.

B. Bucur et al. (2023) explored the generation of
creative ideas in toy design, emphasising the impor-
tance of play as a method to stimulate creative thinking.
The role of motivation in the creative process was also
emphasised. The article proposed a creative approach
to idea generation for toy design - specifically, a chil-
dren’s toy set in the form of a cup. The research drew
upon creativity stimulation techniques adapted through
play. During the process, a gradual transition took place
from the initial idea to a manual sketch, digital model-
ling, and eventually, the physical creation of the entire
set. The study introduced a new approach to creativity
and idea generation, aimed at enhancing socialisation
among both children and adults of various age groups,
with potential applications in professional education.

An article by J.W. Lee et al. (2021), examined the
challenges faced by both novice and experienced en-
gineers in generating new ideas. The practical skills of
students in idea generation, development, and selec-
tion were explored through “think-aloud” experimen-
tal sessions and post-session interviews. This study
demonstrated that specific sessions focusing on learn-
ing blocks grounded in scientifically established design
practices could help students develop clear approaches
and goals at each stage of idea generation, development,
and selection. The authors argued that supporting stu-
dent design practices could equip them with the skills
necessary to develop innovative solutions for solving
complex openended design problems.

R. Bender-Salazar (2023) explored design thinking
as a methodology for solving complex problems. This
research used an enhanced version of design think-
ing, built on key themes of inspiration, ideation, and
implementation, which was applied within the social
sciences, specifically in systems thinking, organisa-
tional learning, and action research. S. Wu et al. (2024)
highlighted the primary role of inspiring examples and
references in design tasks intended to create visual
properties that elicit the expected emotional response
from the consumer.

Among the research conducted by Ukrainian schol-
ars on the topic, the article of Professor O. Bodnar
(2023) is noteworthy, as they investigate experimental
directions in the design of architectural environments
that emerged in the second half of the 20" century in
Ukraine. This research clarifies the significance of ex-
perimentation and its forms of implementation in
architecture and design, focusing on experimental di-
rections such as rethinking geometrical-spatial con-
cepts, applying geometry in design and architectural
form development, the development of kinetic design
practices, the spread of experimental design, and the
development of bionics in experimental creativity and
research from the 1960s to the 1980s. This study aimed
to study methods of stimulating the creative process at
the stages of conceptual development and sketching in
design, as well as the role of creative experimentation
in solving artistic design problems and developing pro-
fessional skills for innovative thinking.

The theoretical and methodological basis of the
study was shaped by the research of Ukrainian and
foreign scientists specialising in the composition of
architectural objects, design, and plastic arts, as well
as by the work of architects, design practitioners, and
teachers. The research drew upon developments in the
fields of psychology of visual perception and creativity,
technical aesthetics, applied geometry, information sys-
tems, machine intelligence, and the theory of inventive
problem-solving. Theoretical studies on the generation
of innovations, analysis of specific aspects of the crea-
tive process in engineering and design, and systemati-
sation of innovative approaches to solving complex en-
gineering problems were analysed. Particular emphasis
was placed on research aimed at creating tools for ef-
fective idea generation based on scientific knowledge
and technology. The methodological tools used includ-
ed citation analysis, keyword search, search operators,
machine learning algorithms for literature recommen-
dations, and specialised databases such as Scopus, Web
of Science, and Google Scholar.

IDEA-SEARCH STRATEGIES

IN INTERNATION MIC DISCOURSE
In modern design practice, the creative component is
the primary element that enables the generation of
solutions characterised by originality and novelty. The
process of creation is distinguished by the fact that it
does not follow a fixed logical sequence, as in many oth-
er forms of activity, and the results of creativity are often
associated with the so-called “insight”. Most psycholo-
gists agree that a truly breakthrough creative solution
to a problem is not accidental or merely a manifestation
of giftedness but rather the result of prolonged work on
the problematic situation (Kaufman & Sternberg, 2020).

A well-known example that supports this is the use
of artificial intelligence in areas where creativity is cru-
cial. A notable case is the historic match in 2016, where
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the world champion of the Korean national game Go,
Lee Sedol, lost to the AlphaGo programme, developed
by DeepMind (owned by Google). AlphaGo won 4-1,
marking a significant milestone in Al development, as
Go is considered much more complex for computers
than chess due to the enormous number of possible
moves and strategies. This drew attention to the “crea-
tive approach” of the machine, capable of deep learning.

The creative potential of artificial intelligence is being
realised in traditionally artistic fields such as painting,
architecture, music, and literature, proving that, while
complex to describe and formalise, the creative process
has a certain structure and can be analysed. This was
discussed in the study by N. Leach (2023). Research on
the issue of idea generation is actively progressing in
scientific discourse across multiple areas (Fig. 1).
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Figure 1. Directions of scientific research into idea generation in the 2020s

Source: created by the authors’

Research on various idea-search strategies is ac-
tively progressing in international academic discourse.
Researchers M. Samaniego et al. (2024) identified and
analysed characteristics related to creative thinking,
particularly in the field of art and design education.
The authors concluded that the most common or rec-
ommended educational method for fostering creative
thinking is hands-on learning. Educational methods
and practices most frequently used to support creative
thinking emphasise interdisciplinary projects. Techno-
logical tools supporting activities aimed at fostering
creativity include game-based applications or plat-
forms, which motivate and facilitate learning by provid-
ing contexts rich in sensory stimuli. The identified skills
associated with creative thinking include originality,
fluency, flexibility, and elaboration.

Modern studies confirm the primary role of cogni-
tive strategies that can be implemented by individual
designers for successful concept creation. Design heu-
ristics - mental shortcuts or empirical rules that signifi-
cantly accelerate decision-making processes - facilitate
the generation of new concepts at the early, conceptual
stage of the design process and throughout idea de-
velopment, according to many researchers. For design
and engineering students, having a repertoire of design
heuristics can enhance the diversity and creativity of
concepts generated (Yilmaz et al,, 2015).

Authors X. Jin & H. Dong (2020) identified ten
specific design heuristics (Adding Drone Technolo-
gy, Changing Functions via Turning, Utilising Display
Technology, Utilising Lights and Sounds, Utilising Fold-
able Structure, Adding Sharing Service, Adding Smart

Function, Manage and Control Remotely, Shaking Prod-
uct for Novel Effects, Smart Reminder) that helped de-
signers create innovative ideas during the conceptual
design stages. The results demonstrated the potential
of design heuristics. The new DHS (Design Heuristics
System) proved useful in generating concepts with di-
verse “‘new” features, illustrating the potential of new
design heuristics for supporting rapid and varied con-
cept generation in industrial design.

Research by X. Gu et al. (2023) sought to develop a
creativity course for university students, incorporating
STEAM activities to practice and strengthen creative
thinking skills. STEAM-based education - science, tech-
nology, engineering, arts, and mathematics - empha-
sises building connections across different disciplines
and is considered by the authors a promising approach
to developing general creative thinking skills in design
and related fields. The findings indicate that integrating
creativity education with practical activities can be an
effective approach to fostering creativity.

S.M. Hassan (2023) examined the use of SCAMPER
to generate ideas and enhance students’ creative po-
tential. SCAMPER - an acronym for seven techniques:
Substitute, Combine, Adapt, Maximise or minimise, Put
to other uses, Eliminate, and Rearrange or reverse - is
a unique brainstorming and creativity tool designed to
facilitate active idea generation. It can be used to gener-
ate a continuous flow of ideas or offer a fresh perspec-
tive on a problem; itis especially effective in overcoming
creative blocks. SCAMPER employs a set of structured
questions to modify the task being considered, ex-
ploring various aspects for improvement. This widely
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recognised learning tool promotes perception, viability,
fluency, flexibility, and originality. The process is stimu-
lated by posing questions that are not typically consid-
ered. Hassan’s study results demonstrated that using
SCAMPER positively influenced graphic design stu-
dents, accelerated idea generation, and fostered a stim-
ulating environment for practising creative thinking.

Large language models (LLMs) present new oppor-
tunities and challenges for involving Al agents directly
in brainstorming sessions. M. Muller et al. (2024) devel-
oped an Al agent to act as an interactive participant in
online conversational brainstorming sessions for a dis-
tributed workforce. Humans and Al collaborated in de-
veloping, evaluating, refining, and selecting numerous
ideas using five different development models. Authors
K. Ma et al. (2023) found that, with brief training, LLMs
could generate design solutions comparable to crowd-
sourced solutions; however, limitations were identified
regarding the diversity of solutions that LLMs were ca-
pable of generating.

H.Lietal. (2022) proposed a Generative Design Ap-
proach (GDA), which was considered an effective meth-
od for exploring an extensive design solution space by
transforming the design problem into a configuration
problem. Thus, the design solution space could be ex-
plored more effectively by adjusting variable design el-
ements through iterative design processes.

In his study, researcher J. Grigg (2020) examined
the ability of visual materials to dynamically express
the properties of what is depicted, thus shaping the
language of graphic design. The article highlighted the
importance of understanding graphic techniques, care-
fully selecting tools, and implementing them appropri-
ately. Materials and tools were analysed as catalysts for
conceptual invention in graphic design. Accordingly,
modifying tools or graphic techniques can influence the
creative search process and idea generation. Research-
ers M. Zujovi¢ et al. (2022) argued that integrating 3D
printing (3DP) technology into the design process can
stimulate creative thinking, leading to more complex
design solutions than those produced through tradi-
tional teaching methods. Compared to conventional
approaches, 3DP technology enables the creation of
physical models that are conceptually and geometri-
cally more intricate. A. Al Ruheili & S. Al Hajri (2021)
demonstrated the feasibility of using 3DP methods in
the teaching and learning of landscape architecture,
noting increased student engagement in projects and
improved comprehension and representation of spatial
and design concepts.

According to C. Chavula et al. (2022), information
searching is an integral component of the creative
thinking process. Their study sought to identify the
creative thinking processes and search strategies stu-
dents employ to generate new ideas in academic and
everyday life. The article outlined four distinct yet in-
terconnected processes of creative thinking: planning

creative search tasks, seeking new ideas, synthesising
search results, and structuring ideas. Based on the
findings, the authors advocated for the development
of search systems that support creative thinking pro-
cesses. The researchers suggested that additional fea-
tures in search systems could enable users to explore
information from multiple perspectives and synthesise
ideas more effectively.

The article by Y. Zhang et al. (2020) also examines
information search. The authors identified six types
of information crucial for creative projects related to
design: procedural information, domain knowledge,
ready-made examples, advice/opinions/recommen-
dations, topic-specific information, and inspiring/mo-
tivating information. The researchers argued that en-
hancing search support during creative tasks canlead to
results that extend beyond traditional understandings.

S. Sinha & B.K. Chakravarthy (2023) refer to the
theory of synectics, which suggests that triggers for
creative thinking arise from analogies that create con-
nections between rational and irrational perspectives
on a problem. To create a structured mechanism for
creative production, the researchers explored the role
of ideas triggered by random analogy as a means of
embedding potential solutions to catalyse the creative
process. J.C. Kaufman & R.]. Sternberg (2020) empha-
sised the role of motivation in creativity in their book.
Drawing on a substantial body of research, the authors
demonstrated that intrinsic motivation and the positive
effect associated with it correlate with greater creativ-
ity. The findings of this study generally align with pre-
vious research, consolidating and expanding existing
knowledge in this field.

STRUCTURE OF THE CREATIVE

AND SEARCH PROCESS IN DESIGN

The unconventional thinking often attributed to the ex-
ceptional talents of a designer is more likely the result
of in-depth professional mastery (What are the stages
of creativity, 2021). Without undermining the role of
individual abilities, it is important to acknowledge that
experience plays a central role in generating creative
solutions. The breadth of project scenarios designer
has encountered shapes their ability to evaluate vari-
ous factors and manage the structural components of a
project across’ all levels. A product is considered truly
if it performs a new function that no existing product
currently fulfils. This was discussed in the article by
S.Jagtap (2018), which examined methods for measur-
ing novelty as a means of assessing creativity.

Methods of activating the creative process are well
known and widely applied in many areas of fields (in-
cluding science, business, and engineering design).
These methods are founded on analysis, synthesis, and
evaluative decision-making and include stages such as
divergence (expanding the boundaries of the project
situation’), transformation (developing principles and
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concepts), and convergence (refining and selecting
the most effective solution for the given project con-
text). The authors M-D. Gonzalez-Zamar & E. Abad-Se-
gura (2021) affirmed that the importance of creative
thinking in young students lies in the fact that it en-
compasses both divergent and convergent process-
es. Motivation also plays a significant role in creativ-
ity. The data presented in the article by J. Kaufman et
al. (2023) further indicated that both convergent and
divergent thinking are integral to creativity. Research-
ers P. Childs et al. (2022) proposed a structure called
the creativity diamond - a tool consisting of a divergent
phase (focused on developing a wide range of ideas)
and a convergent phase (centred on refining and select-
ing the most viable ideas).

The creative process in design practice, aimed at
creating innovative products, is generally cyclical, with
each cycle involving the reassessment of project factors,
the refinement of tasks, and the progressive enhance-
ment of the design object’s model. At many stages, this
process can branch out, potentially leading to alterna-
tive solutions (Fig. 2).
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Figure 2. Cyclical process of idea generation in design
Source: created by the authors’

Certain stages of the design process (conceptual
exploration) occur both through mental visualisation
and by manipulating concepts and logical units, which
involves the formation of abstract representations.
However, the form-development process itself depends
on visual aids, as its ultimate goal is the tangible rep-
resentation of the object.

Professor M.I. Yakovlev (2007) determined that one
key aspect of professionalism in design is the ability to
use existing visualisation tools and capitalise on the
visual resources embedded within them. The most sig-
nificant qualities of the object being designed are typi-
cally conveyed through drawing, modelling, or comput-
er graphics. A key characteristic of human perception’s

is that the visual representation of an object, unlike a
textual description, is immediately subject to aesthetic
evaluation. According to psychologists, intuition plays a
fundamental role in recognising the value of a solution,
preceding the logical analysis that follows in assessing
the relationships and properties of the depicted object.

The role of the sketch as a visualised design con-
cept remains consistently significant. The sketching
process itself serves as the primary strategy for design
planning, facilitating the search for the optimal solution
through the use of visual resources at all stages of the
design process. The tools used in sketch-based explora-
tion are highly varied, ranging from the traditional pen-
cil sketch to artificial intelligence-based technologies
described by M. Mazzone & A. Elgammal (2019). Au-
thors B. Kim & E.-C. Jung (2023) asserted that sketch-
ing is about exploring concepts and transforming their
components to reinterpret existing ideas.

An essential aspect of stimulating the creative pro-
cess is the communicative interplay between the de-
signer and the visual images that accompany the entire
process of form creation. Imagination, which enables
the formation and transformation of these images, is the
key mechanism behind most design transformations.
For the designer, it functions as the principal tool for
cognition and modelling (Kaufman & Sternberg, 2020).
The concept of the model, conceived during the thought
process, often takes precedence in shaping the design
and directs the designer’s work at all subsequent stag-
es. Fixing an idea into a specific visual image during the
early stages of development typically reflects only its
key characteristics (such as the general configuration
of the form, the nomenclature and quantity of elements,
and their spatial relationships). The author’s inherent
subjectivity and the highly generalised nature of the
image provide the basis for an objective evaluation and
further imaginative transformation and modelling of
the project scenario.

During the design process, sketching documents
the entire sequence of conceptual transformations,
where the evaluation of each preceding image serves
as the starting point for the next iteration of the idea.
The conversion of concepts into a different visual form
depends on the designer’s intended objectives. Subse-
quent crucial compositional and structural tasks may
include refining the geometric parameters of the form,
searching for colour solutions, developing composi-
tional frameworks, resolving the form'’s plasticity, and
addressing its structural integrity. It is well established
that any design situation can be divided into simpler,
interconnected tasks that reflect the various aspects of
creative development. Each visual modelling technique
has its own method for describing and editing elements,
shaping the overall transformation process and occa-
sionally generating unexpected alternative branches
in the idea’s development. These deviations can some-
times lead to groundbreaking innovative discoveries.
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VISUAL EXPERIENCE AS A FACTOR
IN THE EFFECTIVENESS OF CREATIVE THINKING
Sinceimaginationrelies on sensoryimages derived from
previously perceived objects and phenomena, it can be
concluded that one of the key strategies for developing
creative capabilities involves expanding the scope of
imagination by consciously engaging with renowned
architectural structures, design objects, and other
visual artworks. In his book, R.W. Weisberg’ (2020) ex-
amined how creative innovation depends on thinking
outside the box. According to the author, creativity is
rooted in prior knowledge and the ability to repurpose
existing ideas to generate new ones.

An illustrative example of this is the formation of
professional creative thinking in future design spe-
cialists. During their education, significant attention
is paid to the compositional analysis of wellknown
architectural and design objects. The morphological
composition of a form is studied to understand the
relative importance of key factors that effectively in-
fluence the user experience, situate the work with-
in a socio-cultural context, and integrate other rel-
evant aspects. These considerations ultimately play
a crucial role in expanding the designer’s repertoire
of imagery. Both practical experimental experience
and theoretical knowledge of form-development

/
-~ - ~
Ve N

/ N

/ scientific Wo-
) A

' researchin A

. /
! natural sciences S
\ 7/ /

| geometric '\
| understanding of
\  morphology S T

artistic
experiments
with form

development
. N -~
;of new visualization | ~ N

Y \
tools |,” technical and \

field of spatial representations

\ various /

tools are essential prerequisites for effective creative
exploration during the sketching stage (Denysen-
ko et al., 2022).

Historical developments demonstrate the evolu-
tionary progression of spatial and plastic structures
within material culture. Spatial thinking emerged
through the imitation of natural forms, the use of avail-
able modelling tools, experience with various materi-
als, and advancements in processing new technologies
(Fig. 3). Similarly, R. Burrows (2018) explored the evo-
lution of geometry, its impact on technological inno-
vations, and its role in shaping contemporary world-
views. The transformation of intellectual paradigms
led to a reinterpretation of the “magical” context of
form, while shifting perceptions of the universe’s
structure aligned with the creative pursuits of artists
across historical periods. Architects’ and designers’
mastery of geometric tools enhanced form-develop-
ment methods and enabled the depiction of complex
spatial surfaces. Developments in physics and engi-
neering necessitated the invention of new structur-
al systems and material configurations that fulfilled
functional requirements. The advent of computational
modelling tools further facilitated the diversification
of spatial structures, allowing for more sophisticated
design approaches.
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Figure 3. Factors influencing the expansion of spatial representations

Source: created by the authors’

Visual representations evolved and diversified
with the advent of new philosophical knowledge that
reshaped the aesthetics of form and space, manifest-
ed in the experiments of leading artists. The early 20
century witnessed avant-garde movements whose rep-
resentatives actively employed varied and in-depth re-
search methods in their exploration of form, extending

16

their experimentation across all creative disciplines.
The artistic techniques pioneered by the avant-gardists
served as a catalyst for the emergence of a new aesthet-
ic culture (Bodnar, 2023).

According to researchers, three-dimensional imag-
es in the imagination are constructed through the ge-
ometric perception and analysis of form morphology.
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Architectural design prior to the early 19* century can
be regarded as the result of modelling forms through
planar or axonometric representations. Orthogonal
projections, a highly effective tool for form modelling,
were fully developed by the late 18" century when the
accumulated rules and methods of image construction
were systematised by the French scientist Gaspard
Monge in his book Géométrie Descriptive. This paved
the way for further advancements in geometric meth-
ods of form construction, which eventually evolved
into geometric modelling and the generation of com-
plex surfaces.

A renewed interest in geometry as the conceptu-
al foundation of form development among architects
and designers emerged during the post-war period of
the 20 century, building upon new concepts of spatial
comprehension. Many leading professionals focused on
mastering novel sources and tools for shaping forms.
The projects of Eero Saarinen from the 1950s and
1960s exemplify architects’ and designers’ ability to
manipulate complex forms with precision (Foxe, 2018).

The late 20" century saw creative explorations
of form at the intersection of mathematics, projective
geometry, crystallography, combinatorial theory, and
computational form development (Bodnar, 2023). The
development of geometric analyses of bionic forms, lat-
er brought to fruition through 3D computer modelling
technologies, significantly gained traction. These inno-
vative approaches to form development were reflected
in the works of renowned designers and architects. A
radical departure from the concept of orthogonali-
ty is evident in the works of Zaha Hadid, who actively
employed new parametric design technologies to devel-
opintricate “organic” forms. Fundamentally, she demon-
strated the practical application of multidimensional

geometry (Arch20, 2020). Contemporary form-devel-
opment approaches are often rooted in parametric
design principles, where design elements are intercon-
nected through mathematical or logical relationships.
This framework facilitates the creation of complex
and adaptive forms that can be efficiently modified
and optimised based on specific tasks or conditions.

The development of visual representations is also
evolving alongside advancements in visual communica-
tions, which have recently been rapidly integrated into
the socio-cultural environment and have a strong influ-
ence on design processes, as comprehensively studied
by N.V. Sklyarenko (2023).

In art and architectural education, one of the key
approaches to developing creative potential and visual
thinking involves experiments with abstract graphic
and volumetric-plastic images, particularly at the initial
stages of training. These fundamental exercises involve
points, lines, shapes, planes, volumes, and spaces. Ma-
terial and graphic technique experiments aim to devel-
op an understanding of how to achieve a harmonious
balance and expressiveness by comparing their formal
properties and analysing the impact of changes in the
qualitative indicators of the components on the percep-
tion of the whole.

STRATEGIES FOR ACTIVATING CREATIVITY

IN DESIGN PRACTICE

The authors ]J.C. Kaufman & R.. Sternberg (2020) ar-
gued that the primary condition for creativity is a focus
on thinking in novel, unexpected, and compelling ways.
Beyond the historical and educational context, when
examining the structure of the modern design creativ-
ity process, several methods of activating the creative
process can be identified (Fig. 4).
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One effective method for stimulating creative
thinking is decomposition. The essence of decomposi-
tion lies in breaking the model into component parts to
identify new relationships between them. By analysing
various characteristics, a certain number of units can be
isolated from the same object, such as structural blocks,
functional zones, groups of objects, or typological units.

Indeed, the decomposition stage is present at all
stages of the creative process, serving as the founda-
tion for the next transformation of the design image.
However, the methods and levels of decomposition can
differ significantly depending on the visualisation tool
employed. For instance, collage utilises shapes, vector
graphics incorporate lines and shapes, modelling in-
volves constructive blocks, and 3D modelling manip-
ulates objects, elements, or polygons. The number of
components should be moderated, as an excessively
fragmented object does not yield the desired result,
ultimately leading to the near-complete destruction of
the image. Occasionally, changing the visual modelling
tool (from drawing to sketch, from sketch to 3D model-
ling, etc.) can stimulate creativity, as each visual design
tool operates according to its own principle of compo-
sition and decomposition. Thus, altering the tool can
reveal new relationships in the design task.

Combinatorics is another method closely relat-
ed to decomposition in achieving creative solutions.
It involves finding optimal ways to position elements
and the best combination of their characteristics by
exploring possible arrangements. Combinatorics, as a
transformation tool, often outpaces the imagination in
predicting potential outcomes, as it generates a mul-
titude of design alternatives, significantly expanding
the scope of visualisations. Experimentation forms
the basis of the combinatorial approach to form de-
velopment, introducing heuristic methods for solving
design and compositional problems. The application
of combinatorial principles became possible with the
introduction of computer graphics technologies. The
communication process between the designer and the
computer has become much more efficient with the
development of generative artificial intelligence tech-
nologies, which can produce diverse variations in form
and colour based on human sketches. Although these
technologies are not yet perfect, more progressive de-
signers believe this field will soon become a priority in
design and exploratory processes. Research by A. Ari-
as-Rosales (2022) offers insight into the promising
functions of artificial intelligence in design, using their
own development as an example.

One combinatorial method for enhancing creative
thinking flexibility and breaking away from conven-
tional thinking patterns is the use of heuristics. Design
heuristics constitute a specific set of pre-developed
rules that reflect cognitive strategies for creating new
concepts. For example, design heuristics offer meth-
ods for altering functions (enlarging or reducing scale,

dividing continuous surfaces, mirroring forms, etc.).
The authors X. Jin & H. Dong (2020) found that using
multiple design heuristics can lead to interesting po-
tential design options.

The use of simple and flexible visualisation tools
stimulates the search for innovative solutions. The
speed and technological simplicity of creating images
enable the mind to work continuously and effective-
ly engage the imagination, promoting the generation
of creative solutions. Freeing the mind from storing
unnecessary information and logic allows creative re-
sources to be utilised more efficiently. Quick sketches
from imagination, for example, help activate creative
intuition, a crucial component of professional design
thinking. In a study by T. Leblanc (2015), it was deter-
mined that generating a high quantity of ideas allows
for the rejection of less interesting concepts, paving the
way for creativity to emerge. Not only are drawing tools
effective in the creative search process (although some
authors, such as T. Page (2019), have suggested that
the traditional design environment promotes a greater
diversity of ideas, design strategies, and solutions than
the digital design environment). Simple computer mod-
elling tools that allow for rapid modification of the form
and properties of the depicted object are also flexible
instruments. Research by ].D. Camba et al. (2018) and
W. Zhang & C. Ranscombe (2021) has shown that digi-
tal sketches can help create higher-quality results than
those made using traditional methods. One such tool is
the SketchUp 3D modelling application, which is noted
for its ease of learning and use. Based on the intuitive
paradigm of geometric modelling (where the primary
constructive elements in 3D space are the plane and
line), this application has gained significant popularity
among architects and designers.

Brainstormingisamethod for generatingideas, gen-
erally involving a group of people who aim to express as
many solutions to a problem as possible, even if some
ideas seem highly unconventional. In visual solutions for
design tasks, this adapted method involves generating
numerous images through quick sketch explorations.
This process facilitates the creation and expansion of
an idea bank, which is later organised systematised.

A related method to brainstorming in design activi-
ty is clausura (design sketches), which includes not only
data about the objective properties of the future object
but also images that show associative analogies - nat-
ural objects, artistic works, or fantasy images that the
author relies on when developing the project concept.
Clausura can also include explanations, diagrams, etc.
Completing clausura within a set time frame helps de-
velop the ability to think unconventionally.

The use of references or analogies for inspiration,
analysis, and synthesis often helps overcome design cri-
ses and identify alternative directions for idea develop-
ment. A reference does not have to be a direct analogue
of the object being researched but can also include
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visual images and forms unrelated to the project, which,
due to their properties, can offer clues for further idea
exploration. One effective tool for working with refer-
ences is creating mood boards. The primary function of
a mood board is to convey the atmosphere and mood,
as well as the main associative characteristics of the
work. Using mood boards, a specialist develops and re-
fines a holistic vision of the result, as proven by A.M. Ve-
lasquez-Posada (2019). An interesting perspective on
the point of view of the feasibility of using collage in the
creative process is presented in the article by M. Hua et
al. (2019). The paper conducts an empirical study to ex-
amine the potential of combinational visual stimuli in
enhancing the creative search processes of designers.
The authors demonstrate that combined visual stimu-
li best support design creativity, which is expected to
have important positive effects both for design educa-
tion and for the development of design support tools.

CONCLUSIONS

The analysis of the evolution of spatial ideas demon-
strates that innovation in artistic design is associated
with experimental activities, stimulated by new phil-
osophical and artistic movements, the mastery of ge-
ometric tools, the results of scientific research in the
natural sciences, technological innovations, and the im-
provement of visual modelling instruments.

The methods for stimulating the creative process
in modern design practice aim to create conditions for
greater freedom of action in experimentation, break-
ing away from established templates, expanding the
field of imagination, the ability to generate and identify
possible connections faster, and evaluating potential al-
ternatives. The foundation for creating innovative solu-
tions is the visual experience gained through creative
practice during educational processes, experimental
creative tasks, the analysis of art and architecture, and
practical experience.

The integration of scientifically based ideation
practices into artistic and creative activities has the
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CTUMYJIIOBaHHA TBOPYOTO MpOLEeCy, CIPAMOBAHOTO Ha TeHepyBaHHA IHHOBALIWHUX pillleHb y Cy4YacHiu
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Abstract. The purpose of the study was to analyse artistic strategies and visual mechanisms involved in the
sacralisation of the female image in Ukrainian wartime graphics, particularly in posters, engravings, and illustrations
from the periods of the world wars and contemporary armed conflicts. The study explored artistic techniques,
symbolism, and iconographic traditions that shaped the sacral representation of women in war-related art. The
methodological approach was based on a systematic analysis of artistic methods, compositional solutions, colour
strategies, and stylistic features of the works examined. Findings demonstrated that the sacralisation of the female
image in Ukrainian wartime graphics relied on established visual codes, which had evolved under the influence of
socio-cultural and technological changes in art. A comparative analysis of Ukrainian, Soviet, German, French, and
British graphic materials identified key tendencies in the depiction of the female figure, including their heroisation,
mythological and religious attributes, and the use of artistic means to construct national identity. In contemporary
Ukrainian graphic design, the sacred female image underwent a considerable transformation, shifting away from
traditional allegorical frameworks towards expressive and personalised visual approaches. Increasingly, the female
figure was portrayed not only as a national symbol or guardian figure but also as an equal participant in combat,
thereby altering the visual narrative of wartime art. Contemporary posters frequently employed colour schemes
combining blue and yellow, red and black, or stark monochromatic contrasts, enhancing the emotional resonance
of the imagery. Digital technologies were widely utilised, enabling the integration of traditional graphic techniques
with new visual strategies, including dynamic compositions, animated elements, and the adaptation of iconographic
motifs to contemporary contexts. The study demonstrated that sacralisation of the female image in graphic art was
achieved through the synthesis of traditional symbols, innovative visual strategies, and the reinterpretation of
historical archetypes within a contemporary framework. Visual representation of women in wartime art continued
to evolve, incorporating new stylistic tools and artistic concepts that expanded the communicative power and
cultural impact of graphic design in the context of national identity and cultural resistance

Keywords: poster art; artistic representation; colour theory; stylistic features; visual semiotics; iconography;
graphic design

INTRODUCTION
During armed conflict, visual culture assumed par-
ticular importance, as it shapes public perceptions,

has become a characteristic phenomenon in the art and
national culture of Ukraine.

reinforces national myths, and creates symbolic im-
agery that sustains collective identity. One of the key
symbols reinterpreted and imbued with new meaning
during military upheavals is the image of the woman.
The sacralisation of the female image, understood as its
elevation to a sacred or symbolically significant status,

Suggested Citation:

Female sacralisation in wartime has deep roots ex-
tending to archaic belief systems, in which women were
associated with the source of life. In ancient mytholo-
gies across various cultures, the woman appears as a
mother goddess symbolising birth, protection, and re-
newal (Crabtree, 2023). In Slavic tradition, central roles
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were occupied by deities such as Lada and Mokosh, who
represented fertility, motherhood, and well-being. Sim-
ilar archetypes are found in classical antiquity, where
Demeter and Gaia were regarded as embodiments of
life, regeneration, and abundance. These ancient asso-
ciations gain renewed relevance during wartime, when
the threat to societal existence elevates the image of the
woman as a symbol of hope, continuity, and post-de-
struction renewal.

Throughout times of war, the female image has tra-
ditionally reflected two principal archetypes: the Moth-
erland figure and the Woman-as-Warrior. As G. Gol-
ubnycha (2022) observed, in the former, the woman
emerges as a symbol of the nation, the bearer of tradi-
tional values, a guardian of spiritual heritage, and fre-
quently a catalyst for social mobilisation. In the latter,
personifies struggle, active resistance, and participa-
tion in military engagement. Visual representations of
these archetypes evolved throughout the 20" and 21%
centuries, shaped by shifts in socio-cultural contexts,
political developments, and the strategic needs of state
propaganda. The relevance of this subject intensified in
the context of the ongoing war in Ukraine. According to
I. Lokshuketal.(2024), contemporary Ukrainian graphic
design frequently portrays female figures in the context
of heroism, resilience, and support for the armed forces,
thereby contributing to the creation of new visual codes
for national identity. This is evident in numerous digital
illustrations, social projects, and poster art, where the
female figure became a symbol of resistance and na-
tional spirit. The war catalysed a reassessment of tradi-
tional notions of women'’s roles, manifesting not only in
artistic production but also in broader social process-
es, giving rise to a new visual language of resistance.

E. Wollney & M. Sternadori (2019) showed that
graphic war art traditionally employed the female figure
as a central element of visual communication, adapting
it to the stylistic tendencies and artistic practices of
its respective period. J. Tompsett (2024) noted that in
British and French iconography of the First World War,
the woman was most often depicted according to clas-
sical allegorical traditions, echoing academic painting
and neoclassicism, emphasising monumentality and
symbolic association with the state. N. Zalietok (2023)
argued that Soviet wartime graphics during the Second
World War greatly expanded the use of the female im-
age, employing realist and socialist realist approaches.
These styles integrated bold, dynamic forms and diag-
onal compositions to enhance the sense of action. C. Ki-
aer (2024) further added that Soviet posters frequently
portrayed women in labour or military roles, conveying
the idea of collective struggle through visual language.
This was achieved through compositional solutions in-
volving rhythmic repetition of forms, the use of large-
scale foregrounding, and minimal spatial depth.

Ukrainian researchers also made a significant
contribution to the examination of the sacred female

image. In particular, I. Zaspa (2022; 2023) analysed ar-
chetypes of women in contemporary Ukrainian visual
culture, emphasising their transformation and value in
national self-identification. The researcher highlighted
that the woman in wartime art not only reflects social
reality but also contributes to the strengthening of
identity by adapting historical symbols to contempo-
rary conditions. Some researchers additionally exam-
ined the impact of military iconography on contem-
porary graphic design. As noted by S. Kot et al. (2024),
the graphic representation of women during wartime
may serve various roles depending on the artistic intent
and the context in which it is employed, ranging from a
symbol of patriotism to a tool of manipulation. J.J. For-
est (2021) underscored that contemporary digital de-
sign altered the dynamics of wartime imagery dissemi-
nation, expanding its usage across the media landscape.
This development facilitated rapid responses to current
events and the creation of new visual codes within de-
sign practices.

Nevertheless, considerable gaps persist within the
academic discourse, particularly regarding the evolu-
tion of the female image across different wartime pe-
riods, and its stylistic transformations in the context of
the Firstand Second World Wars and the current armed
conflict in Ukraine. Further analysis of these changes is
essential for understanding the developmental trends
in wartime graphics and their influence on the contem-
porary artistic discourse. The purpose of this study was
to identify the main trends in the transformation of the
sacred female image during periods of war in Ukraine
and to examine their impact on contemporary art and
graphic design.

MATERIALS AND METHODS

The analysis of visual representations of women during
the First World War, particularly in posters, engravings,
and illustrations, enabled the investigation of how ar-
tistic tools functioned in shaping patriotic rhetoric and
national discourse. A key aspect of the study was also
the comparative analysis of Soviet, Ukrainian, German,
French, and British graphic materials from the Second
World War. The selection of these countries wasbased on
their active participation in the war and the stylistic di-
versity observed in the creation of propaganda posters.

This study was grounded in a systematic analysis of
visual and textual materials depicting the sacralisation
of the female image during wartime in Ukraine. The
corpus included war posters, engravings, and illustra-
tions produced during the First and Second World Wars
and the ongoing armed conflict in Ukraine. Academic
databases such as JSTOR, Scopus, and Google Scholar
were used to gather relevant materials. Searches were
conducted in English using keywords including: “sa-
cralization of the female image in wartime”, “women in
war propaganda”, “Ukrainian war posters”, and “gender
and visual culture in war”.
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The methodological approach was based on the
Preferred Reporting Items for Systematic Reviews and
Meta-Analyses (PRISMA), which ensured a structured
process for selecting and analysing scholarly sources.
The initial search identified 165 records across the da-
tabases. Following a preliminary screening, 30 records

were excluded. Further review reduced the number of
eligible sources to 55, of which 3 could not be accessed,
leaving 52 for detailed evaluation. Ultimately, 46 sourc-
es were selected for in-depth analysis, while the remain-
der were excluded due to thematic irrelevance, meth-
odological shortcomings, or incomplete data (Fig. 1).

Records identified from:
Databases (165)

Records removed before screening:
Duplicate records removed (15)
Records marked as ineligible by automation tools (5)
Records removed for other reasons (10)

4

Records screened

Records excluded

eligibility (52)

v

Studies included in review
(46)

(120) ' (65)
Reports sought for I Reports not retrieved
retrieval (55) 3)
* Reports excluded:
Reports assessed for Not relevant (3)

Methodological flaws (3)
Incomplete data (1)

Figure 1. PRISMA flow diagram for the systematic selection and analysis of sources
in the examination of the female image transformation in military graphics

Source: compiled by the author

The selection of sources was guided by sever-
al key criteria. The final sample included materials
that aligned with the subject under study, specifically:
(1) publications dedicated to the analysis of the visual
representation of women in wartime art; (2) studies
exploring stylistic and iconographic features of graphic
design during periods of war; (3) research focusing on
the evolution of artistic techniques and methods used
in propaganda illustration; (4) peer-reviewed studies
examining the interrelationship between graphic art
and social transformation; (5) monographs offering
in-depth analysis of historical changes in the compo-
sitional approaches of wartime posters; and (6) repre-
sentative visual materials illustrating key artistic trends
across different periods. Conversely, materials that did
not meet the established criteria were excluded from
the final analysis. These included: (1) publications
lacking analysis of wartime graphics or focusing sole-
ly on political aspects without considering artistic and
aesthetic dimensions; (2) studies with methodological
shortcomings, particularly those that failed to provide
clear evaluation criteria for visual content; (3) sourc-
es with incomplete or unsubstantiated conclusions;
(4) duplicate records; and (5) non-peer-reviewed stud-
ies. The selected visual materials were analysed using

the following criteria: (1) thematic content; (2) stylistic
features; (3) ideological messages; and (4) their role in
shaping collective memory and national identity.

RESULTS AND DISCUSSION
Representation of the sacred female image in post-
ers, prints, and caricatures of the First World War.
During the First World War, visual art played a pivotal
role in shaping public perception, encouraging political
mobilisation, and reinforcing national identity. Amid a
global conflict that affected much of the world, propa-
ganda and agitational imagery became a central means
of communication between the state and society, aim-
ing to bolster support for the war effort (Szurminski et
al., 2022). An important aspect of these visual practices
was the depiction of women, who acquired a powerful
symbolic function. They appeared not only as bearers of
traditional gender roles but also as allegorical embod-
iments of the homeland and moral duty to the nation.

Across various cultures, the female figure was em-
ployed as a symbol of statehood. French iconography,
for instance, made active use of the figure of Marianne,
who personified ideals of liberty and patriotism. In one
prominent depiction, dynamic stance, extended arm,
and wind-blown garments convey a sense of motion
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and a call to action (Fig. 2-a). The composition follows
a triangular structure, drawing visual emphasis to the
female form. The colour palette is restrained, yet the
presence of vivid red highlights enhances the image’s
combative and motivational undertones.

GOMPERE-MOREL . nxr e ROZIER - aon VEBER

Figure 2. Marianne in French military graphics during
the First World War

Note: a) Illustration “La France libre” (1918) in

a socialist French journal; b) Propaganda poster

“Souscrivez a 'Emprunt National” (1917)

Source: Domesticating the Goddess “Liberty”... (2017),

A. Gunthert (2018)

A somewhat different approach is evident in the
second image (Fig. 2-b). There, Marianne is depicted
in a more static pose, with raised sword and flag high-
lighting steadfastness and militancy. The use of a cen-
trally balanced composition lends the image a monu-
mental character. The background scene of soldiers
reinforces leadership status and endows the depiction
with a sacral dimension. A contrast between cool blues
and rich red tones generates a psychological impres-
sion of struggle and tension (Cojocaru, 2024). The red
functions as an emotional trigger, prompting viewer

engagement, whereas the lighter shades evoke associa-
tions with hope, purity, and sacredness (Petzold, 2021).
This visual strategy allows the female figure to be inter-
preted within religious or heroic symbolic frameworks.
In American propaganda, the state was personified
by Columbia (Gilbert, 2021). In the poster “Columbia
Calls”, the centralised composition unites firmness with
a sense of dynamism (Fig. 3).

COILUMBIA LN

Figure 3. Columbia in United States war propaganda -
“Columbia Calls” poster (1916)
Source: FA. Halstead & V. Aderente (2020)

The figure of Columbia is presented in motion, con-
veying a sense of forward momentum, while her raised
arm bearing the flag and the sword in her other hand
underscore determination and military readiness. The
colour scheme is based on patriotic hues - blue, red,
and white - facilitating visual identification with na-
tional values (Suhaimi & Fauzi, 2021). Red accents in-
tensify the emotional impact, and the white classical
attire symbolises idealised virtue and moral purity. The
combination of classical style with monumental form
contributes to the sacralisation of the image, imbuing
Columbia with symbolic significance in the context of
patriotic mobilisation (Sward, 2022).

A similar symbolism was inherent in the military
graphics of the Russian Empire, where the female im-
age served as an allegorical personification of the state,
embodying the ideas of imperial greatness, traditional
power, and spiritual patronage (Muravska, 2021). One
notable example is the illustration “Soglasie”, which
employs symbolic female figures to represent the En-
tente powers - namely, the Russian Empire, France, and
Great Britain (Fig. 4).

The composition is based on a principle of symme-
try. The central position is occupied by a figure symbolis-
ing the Russian Empire, underscoring its dominant role
within the military-political alliance. The figure’s pose
is steady and calm, conveying a sense of monumentality.
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France is represented through the image of Marianne,
embodying revolutionary ideals of liberty. A key attrib-
ute is the Phrygian cap, symbolising revolutionary spir-
it and democratic values (Montandon, 2021). Its eyes
are directed toward the central figure, highlighting the
significance of the Russian Empire within the depicted
hierarchy. Great Britain is depicted as the goddess Ath-
ena, who personifies military strength, strategic think-
ing, and wisdom. She holds an anchor, a traditional em-
blem of the nation’s naval power. Its eyes are likewise
directed toward the Russian figure. This compositional
structure guides the viewer’s attention to the visual
interrelationships among the figures, emphasising the
central image’s dominance and authority. The spa-
tial arrangement demonstrates a carefully conceived
artistic concept, wherein the compositional choic-
es harmoniously interact with the semantic content.

COrNACIE

Figure 4. Allegorical representation of the Entente via
female figures in Russian war propaganda (1914)
Source: Rare Russian WW1 propaganda posters (2012)

The colour scheme plays a crucial role in shaping
both the semantic contentand the emotional resonance
of the work. The golden hues dominating the central
figure serve as visual markers of power, grandeur, and
spiritual authority, enhancing the sacral or monumen-
tal character of the image (Noémi, 2021). The colour
palette of Marianne, featuring blue, white, and red, acts
as a device for reinforcing patriotic rhetoric, invoking
ideas of revolution, liberty, and national identity. The
use of red and green in the representation of Great
Britain elicits associations with military discipline,
stability, and strategic strength (Cusumano, 2021).
Meanwhile, contrasting colour combinations across
different areas of the composition establish a dynam-
ic rhythm and ensure balance between the symbolic
meaning and formal characteristics of the imagery. A
crucial element of the spatial organisation is the de-
tailed rendering of the background, which functions as
a dramatic backdrop that enhances the expressiveness

of the central narrative. The burning sky, the darkened
silhouettes of soldiers, and the airships generate visual
tension that contributes to the viewer’s psychological
engagement. This artistic solution not only deepened
the iconographic context of the work but also empha-
sised its conceptual multidimensionality by integrat-
ing colouristic, compositional, and symbolic aspects
into a unified visual structure.

The illustration thus exemplifies a tendency charac-
teristic of wartime and allegorical graphics: the sacral-
isation of the female figure, presented not merely as an
aesthetic construct but as a bearer of profound ideolog-
ical and symbolic meaning. The visual personification
of nations through female figures reinforces the idea
of spiritual guardianship, moral purity, and the stead-
fastness of national ideals. Through its compositional
structure, use of colour, and incorporation of traditional
iconographic motifs, the artwork transforms the female
image into a sacred symbol embodying historical mis-
sion, cultural heritage, and the collective values of the
depicted nations. Another important motif in wartime
illustration was female sacrifice (Hayashida, 2021). The
British propaganda poster “Women of Britain say - go!”
presents the woman as a sacred symbol of support and
sacrifice (Fig. 5).

Figure 5. The female image
in British wartime propaganda in the poster
“Women of Britain say - go!” (1915)
Source: “Women of Britain say - go” (1915)

The compositional design of the poster was based
on the interaction between two spatial zones. The first
comprised a static group of female figures and a child
positioned in the foreground, while the second features
a dynamic scene of soldiers departing into the distance.
This structure created a hierarchical composition in
which the women appear as central figures, seemingly
bestowing a blessing upon the departing soldiers. The
direction of their gaze forms a visual axis between the
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two pictorial spaces, intensifying the dramatic effect of
farewell. The colour strategy likewise played a key role in
constructing the work’s semantics (Jaglarz, 2023). The
use of warm, muted tones contributes to an emotional-
ly charged atmosphere. The bright daylight symbolises
future victory and hope, whereas the darker, warm inte-
rior tones underscore the safety and stability associated
with the domestic sphere. Particularly significant is the
yellow dress of the central female figure, which not only
draws attention to the key character but also evokes as-
sociations with optimism and motivation, in alignment
with the textual message of the poster (Kadlubovich &
Chernyak, 2022). In this way, the poster functions not
only as a tool of military propaganda but also as a man-
ifestation of the sacralised image of womanhood in the
context of war. The interplay of composition, colour, and
textual message produces a visual narrative that un-
derscores sacrifice, moral grandeur, and the role of the
woman as a spiritual reference point in wartime society.

The mass mobilisation of men for combat during
the First World War led to an acute labour shortage.
This necessitated the extensive integration of women
into various sectors of the economy, including industry,
agriculture, healthcare, and administrative governance.
In response, the warring states launched large-scale
propaganda campaigns aimed at mobilising the female
population in support of national war efforts (Chrys-
tal, 2024). Wartime poster graphics from this period
presented a broad spectrum of female representations,
shaped by each country’s political system, social con-
ventions, and propaganda strategies. Within American
visual culture, women frequently appeared as workers
and symbols of national unity, whereas German prop-
aganda often imbued the female figure with sacred
attributes aligned with iconographic archetypes (Con-
dell & Liddiard, 1987). The German propaganda poster
“Deutsche frauen arbeitet im Heimatheer!” (“German
women, work in the Home Army!”) exemplified this
conceptual approach. The image of a woman handing
a weapon to a soldier constructs a symbolic narrative
not only of economic involvement but also of spiritual
participation in the war effort (Fig. 6). The female fig-
ure serves as a kind of moral guide, evoking scenes of
ritualised farewell or blessing.

The chromatic palette of the poster plays a consid-
erable role in its semantic impact. Limited to three pri-
mary tones - black, red, and white - the colour scheme
draws attention to the central elements: the female
figure and the accompanying text, both rendered in
red. Traditionally associated with strength and action,
red enhances the motivational tone and emotional in-
tensity of the scene. The use of a monochromatic gra-
dient aligns the visual style with linocut techniques,
thereby contributing to the image’s expressiveness
and dramatic effect (Hughes & Vernon-Morris, 2023).
The compositional arrangement relies on static inter-
actions between the figures, each portrayed in clearly

defined poses, which emphasises the solemnity and
monumentality of the depicted moment. The absence
of background detail focuses the viewer’s attention on
the emotional core of the image - the interaction be-
tween the woman and the soldier.

Ariegsamtftellc
Magdeburg

Figure 6. The female figure in German wartime
propaganda during the First World War (1914-1918)
Source: Lore Wolf (n.d.)

The American poster “For every fighter, a woman
worker” illustrated a markedly different approach to
the representation of female identity when compared
with its German counterpart (Fig. 7). At the centre of
this image is not an individualised female figure em-
bodying sacrifice or moral support, but rather a collec-
tive movement that underscores the mass mobilisation
of women in support of the wartime economy. There,
women are portrayed as an organised labour force, ful-
filling a critical role on the home front and constituting
a “second line of defence”.

Figure 7. Visual representation of women'’s labour
in American war propaganda during
the First World War (1918)
Source: E.H. Baker (1918)
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The compositional structure of the poster empha-
sised dynamism and forward movement. The diagonal
arrangementofthe figures and their synchronised stride
generate a sense of relentless motion, contrasting with
the static and dramatically expressive compositions
characteristic of German propaganda graphics. The ab-
sence of individual emotional emphasis reinforces the
sense of unity, while the generalised depictions of wom-
en contribute to the construction ofa universal narrative.

The combination of navy blue, orange, and white
establishes a visual balance between stability, energy,
and optimism. Blue is traditionally associated with trust
and order, while orange symbolises labour, productiv-
ity, and strength (Gherasim & Gherasim, 2021). The
complementary nature of these colours enhances the
sense of dynamism and evokes associations with pro-
gress and the future. The principal artistic distinction
between this poster and the German “Deutsche frauen
arbeitet im Heimatheer!” lies in the use of contrasting
compositional and colouristic approaches to generate
emotional impact. The German poster is constructed
around principles of symmetry and stillness, endowing
the image with a sense of monumentality and solemni-
ty. In contrast, the American poster employs a dynamic,
deep-space composition that evokes rhythm and ener-
gy, transforming the poster into a visual metaphor of
advancement rather than a static image.

Ukrainian graphic art during the First World War
displayed distinctive approaches to portraying the fe-
male figure, setting it apart from Western European
visual traditions. Unlike the allegorical figures such as
Marianne in France or Columbia in the United States,
Ukrainian artists drew upon alternative visual narra-
tives that conveyed the drama of human fate. One such
example can be found in the graphic works of Olena
Kulchytska, in which the female figure acquires not only
emotional but also sacral significance through compo-
sitional arrangement, colour use, and expressive line-
work. The graphic piece “Under a foreign sky” is con-
structed around a strong contrast of light and shadow,
which produces an intense emotional effect (Fig. 8).

MAMYYHHUM HELOM.

Figure 8. The image of the Ukrainian woman
in the illustration “Under a foreign sky” (1914-1915)
Source: L. Kost (2022)

At the centre of the composition is a woman with
an infant, serving as the visual focal point and compo-
sitional dominant. Her figure simultaneously embodies
motherhood, national loss, and forced exile. While the
movement within the composition is restrained, the
figures appear to be walking forward; their postures
and tense gestures, however, convey a sense of inner
burden and helplessness. Repeating curved lines in
the background heighten the atmosphere of unease,
recalling Expressionist graphic techniques, where line
functions not only as a structural element but also as an
emotional device (Pandey, 2024).

Another of Kulchytska's graphic works presented
an even more allegorical interpretation of the female
figure (Fig. 9). The central image of a woman in white
clothing assumes a sacral quality through its stillness
and compositional dominance. The vertical elongation
of the figure creates a sense of monumentality, while
her closed eyes and hands placed upon them serve as
one of the strongest symbolic accents.

Figure 9. Sacralised image of a woman in the illustration “The horrors of war” (1915)

Source: L. Kost (2022)
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The colour scheme was based on a minimalist pal-
ette of grey and sepia tones, echoing traditional graphic
techniques and historical documentary imagery. The
absence of bright colours detaches the scene from a
specific time frame, rendering it more universal and
symbolic. The background is filled with chaotically ar-
ranged figures, which generates a sense of mass trag-
edy. The visual structure of the composition evokes
scenes from religious art, where the central figure re-
mains static while dynamic movement unfolds around
it. Kulchytska’s graphic work thus articulates a unique
conception of the female image within Ukrainian war-
time art. Rather than focusing on idealised allegorical
figures, artist’s works convey profound drama through
expressive form, stark contrasts of light and shadow,
and symbolic composition. The use of techniques drawn
from both iconographic and Expressionist traditions al-
lows these works to be interpreted as visual metaphors
for national tragedy and spiritual endurance in times of
war (Bruff, 2023).

An examination of war posters, prints, and carica-
tures from the First World War showed shared features
of the visual culture of the period, including composi-
tional clarity, strong colour contrasts, and the symbol-
ic significance of the female figure. Women were often
employed as personifications of the state, as in the case
of Marianne in France or Columbia in the United States,
or as moral guides and spiritual protectors, as seen in
German and Russian art. Ukrainian graphic art, particu-
larly the works of Olena Kulchytska, departed from alle-
gorical conventions by employing expressive line work,
contrasts of light and shadow, and realistic depictions
of suffering. Colour schemes were typically construct-
ed around combinations of red, black, white, and blue,
which heightened the emotional resonance of the im-
ages. Compositions frequently featured multi-layered
structures in which the female figure either dominated
the scene or interacted with soldiers, thereby estab-
lishing a visual hierarchy. Wartime graphics combined
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elements of neoclassicism, expressionism, and poster
stylisation, contributing to the sacralisation of the fe-
male figure as a symbol of national identity, sacrifice, or
social engagement.

The representation of the female figure in Sovi-
et, Ukrainian, and German graphic art during the
Second World War. Wartime graphic art from the
Second World War displayed a wide range of artistic
approaches to the representation of the female figure,
which played a central role in propaganda strategies.
The visual language of Soviet, Ukrainian, and German
posters varied considerably depending on the politi-
cal context, socio-cultural factors, and target audienc-
es. Nevertheless, all employed sacralised archetypes
of womanhood to underscore ideals of service to the
state, sacrifice, and national resilience (Acan & Ay-
genc, 2022). Ukrainian wartime graphics also reflected
the personal experiences of front-line artists, as shown
in study by T. Nedoshovenko (2023), which connected
the visual legacy of World War II with the realities of
the current Russian-Ukrainian war.

Soviet graphic art of this period was characterised
by dynamic composition and the extensive use of sat-
urated colours, particularly red, symbolising struggle,
socialist revolution, and collective labour (Balina &
Oushakine, 2021). Women were frequently depicted as
workers in wartime industry or agriculture (Fig. 10).
Compositional structures often relied on diagonal
movement to generate a sense of visual dynamism (van
Herwaarden, 2024). This was especially evident in Fig-
ure 10-a, where the female figure dominates the com-
position. A uniformed female worker occupies the fore-
ground, evoking associations with military discipline
and labour heroism, while the industrial landscape in
the background visually reinforces the theme of indus-
trial might (Qian, 2024). The colour palette contrasts
vivid red with blue-grey tones, highlighting themes of
labour endurance and discipline.

TPAKTOP B NONE-
b) 4YTO TAHH B BOH!

Figure 10. Representation of women'’s labour in Soviet wartime propaganda during the Second World War
Note: a) Poster: “We swore to our men, our heroic fighters, that we would forge their weapons day and night...”
(1941); b) Poster: “A tractor in the field is like a tank in battle!” (1940)

Source: P. Erizanu (2020), V. Ivanov & O. Burova (1942)
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Typography in Soviet posters also played a consid-
erable role in visual composition. Fonts were rendered
in strict geometric forms, amplifying the propagandistic
effect. Bold red lettering at the lower edge of the posters
not only directed the viewer’s attention toward the cen-
tral message but also harmonised with the overall col-
our scheme. In the image shown in Figure 10-b, women
are depicted as collective farm workers. The poster’s
composition is organised according to the principle of
forward perspective, with tractors moving in a single di-
rection to create a sense of coordinated strength. Com-
positional lines are designed to guide the viewer’s gaze
from the foreground to the background, where resourc-
esare actively being transported to the front. The colour
scheme combines warm hues of yellow and red, which
traditionally symbolise fertility, labour, and energy.
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In addition to the image of the woman as a la-
bourer, Soviet propaganda made extensive use of
another sacralised representation - the woman as
a personification of the state (Vattano, 2021), who
appeared in the form of the Motherland, calling the
people to arms, as seen in iconic posters such as “The
motherland calls!” and “For the motherland!” Irakli
Toidze (Fig. 11). The main artistic emphasis in these
compositions lies in a minimalist colour palette cen-
tred around red, white, and black. Red functions as a
key element, symbolising Soviet identity and revolu-
tionary struggle, and serves as an emotional trigger
to intensify patriotism and militaristic fervour. The
white background and dark graphic lines produce a
monochromatic, agitational style that heightens the
dramatic impact of the scene.

3A POJNHY-MATB!
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Figure 11. The sacral image of the Motherland in Soviet military propaganda during the Second World War
Note: a) Poster “The motherland calls!” (1941); b) Poster “For the motherland!” (1943)

Source: Russian WWII propaganda posters (n.d.)

The compositional structure of the posters is based
on the use of diagonal lines, which enhance the dynam-
ic quality of the call to action. In the poster “The moth-
erland calls!”, the female figure occupies nearly the
entire visual space, creating an effect of monumental
grandeur (Fig. 11-a). The raised arm gesture and direct
gaze convey a resolute emotional message, appealing
to duty and responsibility. The vertical composition re-
inforces the authoritative tone, while the dynamic diag-
onal line extending from the military oath to the raised
hand directs attention to the headline, intensifying the
semantic focus of the poster. Similarly, in the poster
“For the motherland!”, the main compositional em-
phasis is also placed on the female figure, although the
narrative shifts from one of command to one of com-
bat (Fig. 11-b). The diagonal composition is achieved
through the placement of a group of soldiers in the low-
er section of the image, generating a sense of offensive
momentum. The depiction of a woman here is not only
sacralised but also emotionally heightened by the in-
clusion of a child in arms. This artistic device amplifies

the emotional impact on the viewer, evoking associ-
ations with protection, sacrifice, and familial values.

Within Soviet wartime poster art of the Second
World War, the image of the female victim played a
crucial role in shaping an emotional narrative and
enhancing the propagandistic effect. Such depictions
were intended to evoke viewer empathy, intensify
feelings of indignation, and mobilise through emotion-
al shock (Toon, 2022). The compositional decisions
employed in these posters were constructed around
a contrast between the strength of the aggressor and
the vulnerability of the woman, making use of dramat-
ic lighting, expressive gestures, and symbolic details
that established a clear opposition between victim
and perpetrator. The poster “Red Army soldier, save
us!” serves as a characteristic example of the use of se-
lective lighting to accentuate emotional effect (Fig. 12-
a). The central focus is on the figures of a woman and
child in a threatening situation. The dark background
conveys a sense of hopelessness, while the bright-
ly illuminated faces form the compositional centre,
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heightening visual tension. A diagonal line is defined
by the direction of the bayonet, aimed at the woman
and child, embodying an immediate threat. The colour

b)

scheme combines dark tones with red, evoking not
only danger but also an urgent call to action reinforced
by the textual slogan.

., VGE OALIHCTA-H2VBER

Figure 12. The image of the female victim in Soviet military propaganda during the Second World War
Note: a) Poster “Red Army soldier, save us!” (1942); b) Poster “Death to the Nazi murderers!” (1944); c) Poster “Kill

the fascist monster!” (1942)
Source: Russian WWII propaganda posters (n.d.)

A similar compositional approach can be observed
in the poster “Death to the Nazi murderers!”, where a
diagonal axis is formed through the interaction be-
tween the hands of the aggressor and the woman
(Fig. 12-b). An additional compositional layer is cre-
ated by the background, which includes Nazi military
equipment and troops, thereby amplifying the sense of
mass and total threat. The poster “Kill the fascist mon-
ster!” adopts a different artistic technique, employing
grotesque and caricatured stylisation (Fig. 12-c). The
dark background creates a grim atmosphere, while the
enemy figure, rendered with exaggerated, monstrous
features, intensifies the effect of dehumanisation. The
contrast between the dark figure of the enemy and the
lighter female figure accentuates the symbolic division
between absolute evil and innocent victimhood. A dy-
namic diagonal is formed through the direction of the
rope leading to the hanged woman.

The image of the female victim transcends individ-
ual representation, becoming an emotionally charged
symbol designed to elicit viewer empathy through pow-
erful visual dramaturgy. This became part of a broader
tendency in Soviet wartime graphic art, in which the
female image was constructed within established prop-
agandistic frameworks: as a sacral symbol of the state,
as a labour reserve supporting the economy, and as the
embodiment of victimhood representing the collective
national tragedy. Soviet-Ukrainian wartime graphic art
from the Second World War demonstrated a complex
synthesis of artistic styles and propagandist strategies,
merging Soviet visual codes with elements of nation-
al symbolism. Within these images, the female figure
played adual role: represented sacred sacrifice, renewal,

and hope. A key compositional device involved posi-
tioning the female figure as the central element, there-
by determining the emotional impact of the poster.

The poster “Fighter, Ukraine is waiting for you!”
was constructed based on the contrast between a dark,
threatening background and an illuminated female fig-
ure, which heightens the dramatic effect (Fig. 13-a). The
image of the woman functions as an allegory of enslaved
Ukraine; the woman’s pose, bound body and facial ex-
pression evoke a sense of helplessness and expectation
of liberation. The vertical format of the composition re-
inforces the sacred dimension of the image - the wom-
an is tied to a pillar with the inscription “Kyiv”, which
resembles the crucifixion scenes in Christian iconog-
raphy. The cold tones of the background and the over-
all dark colour palette amplify the tragic atmosphere,
while the muted moonlight symbolises hope. The use
of cinematic lighting, with a focused emphasis on the
woman'’s face, enhances the empathic effect, drawing
the viewer’s attention to her suffering. In contrast, the
poster “Glory to the liberators of Ukraine! Death to the
German invaders!” offers an alternative interpretation
of the female image (Fig. 13-b). There, the woman ap-
pears as arescued civilian, supported by a Soviet soldier.
Her light-coloured clothing contrasts with the soldier’s
dark military uniform, creating a visual emphasis on the
trusting interaction between the figures. The composi-
tion assumes a static, ceremonial character, structured
around a three-layered spatial arrangement. The central
scene with the soldier and woman symbolises liberation;
the bayonet in the middle ground reinforces the military
context, while the equestrian statue in the background
establishes a connection to the setting of the events.
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Figure 13. The image of the Ukrainian woman in Soviet wartime propaganda
Note: a) Poster “Fighter, Ukraine awaits you!” (1943); b) Poster “Glory to the liberators of Ukraine! Death to the

German invaders!” (1943)
Source: Russian WWII propaganda posters (n.d.)

Ukrainian wartime graphics during Second World
War, particularly associated with the Ukrainian Insur-
gent Army, present unique approaches to portraying
the image of women, combining national identity with
the war narrative. Unlike Soviet visual propagan-
da, where the female image often personified either
the state or the victim of war, Ukrainian graphics of-
fer alternative interpretations. Women appear as di-
rect participants in armed resistance and as spiritual
leaders of the nation. The first image depicts a female
warrior in the uniform of the Ukrainian Insurgent
Army, positioned at the centre of the composition,
emphasising leadership role in the fight (Fig. 14-a).

Her outstretched arm forms a clear diagonal, creating
dynamic movement in the scene and conveying the
emotion of a call to arms. The background, executed
in a graphic style with contrasting black silhouettes
and jagged lines, enhances the expressiveness of the
image, adding dramatic tension. The contours of the
figure are clear, visually highlighting her as the cen-
tral element of the composition. The inscription at the
top, rendered in an uneven handwritten style, imparts
emotional expression and intensifies the propaganda
effect. Particular attention is drawn to the national
symbols on uniform, which clearly define the Ukraini-
an context of the struggle.

Figure 14. The female image in Ukrainian Insurgent Army propaganda postcards

as the embodiment of struggle and compassion
Note: a) Postcard “Will you really sit idly by and watch brotherly blood flow?!” (1939); b) Postcard “Help the

wounded soldier!” (1942-1945)
Source: M. Dmitrenko (n.d.), M. Mikhalevich (1939)
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The second image offers an alternative interpre-
tation of the female role in the war - the woman is
depicted as a medical angel aiding a wounded soldier
(Fig. 14-b). The composition is based on the harmo-
nious interrelationship between the characters, with
the angel bending over the soldier, creating a smooth,
calm rhythm that contrasts with the dynamic and ag-
gressive energy of the first image. The colour scheme
is minimalist, consisting of three primary colours -
green, black, and orange. The green background
evokes safety and calm, the black contours provide
graphic clarity, and the orange reflects the connection
to the struggle. The use of traditional Ukrainian attire
in the angel’s costume merges national symbolism
with the idea of spiritual protection, adding a sacred
meaning to the image.

The artistic techniques used, such as contrasting
graphic elements, symbolic colour choices, and expres-
sive compositional accents, create a unique visual code
for Ukrainian wartime graphics that differentiates
it from the dominant visual styles of Soviet and Nazi
propaganda. Nazi graphics depicting female images
adhered to established visual codes that emphasised

the traditional role of women as mothers, guardians
of the family, and the foundation of the German nation
(Boterbloem & Pine, 2025). The compositional choices,
colour schemes, and stylistic elements of these posters
served to sanctify motherhood, domestic comfort, and
national loyalty.

In Figure 15, both images showcase the traditional
female figure in Nazi propaganda, highlighting mater-
nity, family values, and the role of women within the
state hierarchy. The use of soft, harmonious colours in
shades of blue, golden, and warm beige creates an effect
of stability, purity, and holiness. In the poster “Mutter
und kind,” the central image of a mother with a child
echo religious motif (Fig. 15-a). The composition is
structured in such a way that the viewer’s attention is
solely focused on the interaction between mother and
child. A substantial compositional device is the light ac-
cent in the form of the sun behind the woman, which
distinctly highlights silhouette, creating the effect of a
sacred glow, akin to the Madonna in Christian art. The
tenderness of the expressions, the mother’s lowered
gaze, and the smooth lines of the forms create an at-
mosphere of calm and harmony.

Figure 15. The sacralised image of woman as mother
in Nazi propaganda during the pre-war period (1930-1938)
Note: a) Poster “Unterstiitzt das hilfswerk mutter und kind” (1935); b) Cover of the magazine “NS Frauen warte.
Die einzige parteiamtliche Frauenzeitschrift” (1937-1938)
Source: Nazi posters: 1939-1945 (2001), The frauen warte: 1935-1945 (2002)

In contrast to the first poster, the cover of “The frau-
en warte” magazine (Fig. 15-b) presents the woman
within a broader social context. A woman is depicted
alongside a male soldier and a labourer, emphasising
the ideological vision of the family as the foundation of
the state. The composition is structured and hierarchi-
cal: the male figure in the background dominates, while
the woman occupies a stable, traditional role as mother
and caregiver. Her pose and facial expression remain
static, reinforcing a sense of constancy and resilience
within the societal order. The colour schemes employed
in these images also plays a crucial role. In “Mutter und
kind”, the blue tones symbolise trust, calmness, and

maternal care. In contrast, “The frauen warte” utilises
warm hues that evoke familial unity and national pride.
The second image features clearly defined contours and
strong contrast, contributing to a sense of structure and
ideological order consistent with the overarching prin-
ciples of Nazi aesthetics.

The graphic design of wartime posters during the
Second World War reveals a complex interplay between
artistic techniques, ideological messaging, and social
mobilisation. Several general trends define the visual
language of this period. Firstly, emotional expressive-
ness emerged as a key characteristic, achieved through
the use of high contrast between light and shadow,
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dynamic compositions, and expressive typography. So-
viet graphic art favoured vivid, saturated colours, par-
ticularly reds, which symbolised struggle and socialist
ideals. German posters, by contrast, relied on warm,
harmonious palettes that underscored traditional fam-
ily values and national stability. Ukrainian graphics, es-
pecially within the context of the liberation movement,
employed stark contrasts reminiscent of expressionist
linocuts, highlighting the dramatic nature of events.

Secondly, compositional choices reflected specific
ideological content. Soviet posters often adopted diag-
onal layouts to convey movement and action. German
images displayed centred, balanced structures, empha-
sising stability. Ukrainian posters frequently employed
a strongly vertical construction, sacralising the female
figure through monumentality and expressiveness.
Overall, wartime posters of the Second World War not
only conveyed the ideological imperatives of their re-
spective nations but also represented a powerful artis-
tic phenomenon. They synthesised graphic techniques,
symbolism, and emotional impact to construct public
consciousness.

Contemporary Ukrainian graphic design and the
image of a woman in the context of war and nation-
al identity. Contemporary Ukrainian graphic design
plays a considerable role in shaping the visual narrative
of war and national identity, employing the female im-
age as a symbol of cultural resistance, resilience, and
the lived reality of conflict. Since the outbreak of the
Russian-Ukrainian war in 2014, and especially follow-
ing the full-scale invasion in 2022, artists have sought
to reinterpret traditional female archetypes, adapting
them to the emerging social realities.

In the early stages of the war, the visual narrative
predominantly featured the image of the woman as a
victim, symbolising the civilian population suffering
under armed aggression. Such depictions made use
of muted colours, cool tones, soft contours, and stat-
ic compositions, which together heightened the im-
pression of vulnerability and defencelessness (Cui et
al, 2023). Figure 16 serves as a representative exam-
ple of the contemporary visual discourse of war. The
portrayal of the woman merges traditional motifs of
motherhood with themes of destruction, generating a
complex visual message.

The colour palette is centred on pale, muted tones
that form the background of tragedy, while the explo-
sions and rocket fire are rendered in bright, warm
hues that contrast sharply with the overall setting,
symbolising the aggression of war. The composition is
based on an asymmetrical balance, creating a sense of
instability and helplessness. The central female figure
is depicted in a static pose, which contrasts with the
chaotic motion of the explosions, thereby accentuating
the tragic sense of powerlessness in the face of war’s
destructive force.

Figure 16. The image of a woman
in the work of Vlada Ralko (2013-2015)
Source: V. Ralko (2019)

As the events of the war unfolded and Ukrainian re-
sistance strengthened, the representation of women in
graphic art underwent substantial transformations, re-
flecting a shift in societal perceptions of the female role
during wartime (Biedarieva, 2024). Initially portrayed
as a symbol of vulnerability and suffering, the female
figure evolved into a powerful archetype of resistance,
resilience, and active defiance. Figure 17 vividly illus-
trates this dynamic transformation. On the left, repre-
senting the year 2014, Ukraine is depicted as a young
girl wearing a blue and yellow wreath, confronting a
threat. The composition is marked by stillness, rein-
forcing a sense of powerlessness. On the right, reflect-
ing 2022, the image of Ukraine changes dramatically;
the passive victim is replaced by a resolute woman
who dominates the scene, directing a weapon towards
the aggressor. The visual composition adopts a diago-
nal and dynamic structure; the tilt of the body and the
inclined perspective generate a forward-moving mo-
mentum, conveying the internal transformation of the
female figure from a target of violence to an active par-
ticipant in the struggle.

Colour also plays a pivotal role in shaping emotion-
al perception. A dark background combined with a rich
red creates a dramatic effect, emphasising the inten-
sity of the scene. Red symbolises struggle, aggression,
and revolutionary fervour, and when paired with black,
it intensifies the impression of determination and the
inevitability of change. The contrast between the blue
and yellow wreath and the dark background reinforc-
es associations with Ukrainian national identity, which
remains constant across both images despite the radi-
cal change in role.

Contemporary Ukrainian graphic art engages ac-
tively with the historical visual tradition of propagan-
da posters, reinterpreting it in the context of modern
challenges, particularly war and the fight for national
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identity. While the female figure in classic twentieth-cen-
tury propaganda posters primarily represented sup-
port on the home front, in Ukrainian design, the figure

acquires new meaning, reflecting the active involvement
of women in armed resistance. A comparison of two
posters (Fig. 18) clearly illustreted this transformation.

Figure 17. Evolution of the image of Ukraine in contemporary graphic art

Source: H. Lubenets (2022)

WOMEN OF BRITAIN

COME INTO
THE FACTORIES

1941

VAWMEN 0~ UKRAINE
Mp

THE
WAR EFFGT

2022

Figure 18. Reinterpretation of Second World War propaganda in contemporary Ukrainian graphic art

Source: D. Romanov (2022)

The British propaganda poster “Women of Britain
come into the factories” from 1941 depicts a woman as
a worker providing essential resources to the army. Her
pose is dynamic, highlighting the heroism of labour. The
warm colour palette, combining red and yellow tones,
conveys a sense of stability and inspiration, consistent
with the rhetoric of wartime mobilisation art of that pe-
riod. In contrast, the 2022 poster “Women of Ukraine
aid the war effort” reimagines this iconography by re-
jecting classical compositional schemes. The central
female figure is presented in a posture that emphasises
personal strength. Rather than portraying convention-
al factory work, the woman is shown actively engaging
with the realities of war, rescuing injured animals from
a combat zone. This reference imbues the image with a
sense of authenticity.

The colour strategy of the poster is deliberately
contrasting and expressive. Cool blue-green tones in the
background sharply clash with yellow fiery highlights,

evoking national symbolism. The use of expressionist
stylistic elements combined with aspects of social re-
alism intensifies the drama of the composition. The
tension of the lines and emphasis on the silhouette’s
expressiveness establish an emotional connection with
the viewer, inviting participation in a visual discourse
that extends beyond traditional propaganda.

The poster “Liberation” (2022) serves as a stylis-
tic homage to a 1942 French propaganda poster sym-
bolising the liberation of France from Nazi occupation
(Fig. 19). Its compositional structure nearly mirrors
the original, with a female figure raising arms against a
backdrop of light to signify triumph, renewal, and victo-
ry. However, the contemporary version is imbued with
new symbols and meanings, tailored to the Ukrainian
context. The central figure is depicted in a blue and yel-
low dress that directly references the Ukrainian flag,
reinforcing national identity. The background also un-
derwent reinterpretation. While the French version
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remained minimalist, with a crowd depicted in the
midground, the modern version incorporates greater

narrative depth, showing architectural elements and a
larger group of people in the background.

Figure 19. Reinterpretation of Second World War propaganda in contemporary Ukrainian graphic art

Source: D. Romanov (2022)

These examples illustrated how contemporary
Ukrainian graphic art is capable of transforming clas-
sical visual codes into new, contextually relevant artis-
tic statements. The use of expressive colour schemes,
symbolism, dynamic poses, and stylistic references to
twentieth-century war graphics produces a powerful
emotional impact that bridges historical experience
with contemporary struggle.

A clear illustration of the full integration of
women into the military sphere is the poster “Joint
front!” (2022), which portrays women as equals to men
in a united effort (Fig. 20). The compositional structure
is based on forward motion, symbolising unity, deter-
mination, and coordinated action among various par-
ticipants in the resistance - soldiers, medics, engineers,
volunteers, and civilians. The positioning of the charac-
ters conveys a strong sense of momentum, reinforcing
the idea of collective progress towards a shared goal.

The image of a woman takes on a fundamentally
new meaning, functioning not as a separate symbol but
as an integral part of the collective front. Her position
alongside male figures emphasises gender equality and
the active participation of women in the military, tech-
nological and strategic spheres. Holding a drone - one
of the key symbols of modern military technology -
represents the evolving role of women in intelligence
and tactical operations, reflecting the broader transfor-
mation of 215 century warfare. The styling of the figure,
using sharp lines and clear contours, reinforces the
sense of tension, focus and readiness for action.

The colour scheme of the poster is based on a con-
trast between a dark background and vivid accents.
The deep yellow of the title “Joint front!” functions as
a visual marker that captures attention, while the use
of dark blue and greenish hues reinforces associations

with military aesthetics. The sharp outlines and graphic
style, reminiscent of comic book art, contribute to the
image’s dynamic quality and heroic narrative. A key
compositional device involves the variation of size and
positioning among the figures: those in the foreground
appear larger, while those placed higher are rendered
smaller. This approach intensifies the effect of perspec-
tive and collective movement, resulting in a balanced
composition in which each figure symbolises a distinct
aspect of the struggle, while collectively forming a unit-
ed front of resistance. In this way, “Joint front!” not only
visualises the contemporary transformation of wom-
en’s roles in the military context but also affirms their
position as an essential element of the multidimension-
al national resistance.

JOINT FRONTI

Figure 20. The united front as a symbol of societal
resistance in contemporary Ukrainian graphic art
Source: A. Yermolenko (2025)
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Contemporary Ukrainian graphic design increas-
ingly engages with the visual tradition of allegorical
personification of the state through the female figure -
an approach rooted in deep cultural codes and histor-
ical archetypes. The featured illustrations exemplify

this tendency, combining traditional ethnic motifs with
military symbolism to forge a newly canonised image
of the woman as both warrior and guardian. This dual
role positions her as an ideological symbol of national
resistance (Fig. 21).

Figure 21. Personification of Ukraine through the image of a warrior woman in contemporary war art

Source: R. Chaliy (2022), L. Pinko (2023)

Both works are characterised by centralised com-
positions in which the female figure occupies a domi-
nant visual role. The first illustration conveys grace
and strength through a poised yet determined stance,
evocative of classical depictions of the goddess of vic-
tory, Nike. The white attire contrasts with red elements
of traditional dress, symbolising readiness for battle,
while the golden halo and floral wreath add a sacred
dimension, imbuing the image with qualities of divine
protection. The Ukrainian flag in the background con-
tributes a sense of dynamism and reinforces nation-
al identity. In the second artwork, a more expressive
visual language is employed. Saturated, contrasting
colours, prominent flames, and stark symbolism such
as skulls, underscore themes of righteous vengeance
and unyielding struggle. The woman appears in a mili-
tant pose reminiscent of the goddess Kali, introducing
a sense of dynamism to the composition. A shield bear-
ing the Tryzub represents national defence, while the
two-headed dead bird in hand alludes to the enemy’s
national symbol. The composition utilises concentric
lines to generate a sense of tension.

The graphic strategies employed in both images
demonstrated a synthesis of realism, contemporary
digital painting, and mythologisation, positioning
the female figure not only as an active participant in
events but also as an ideological emblem of resistance.
The use of vivid highlights, expressive colour schemes,
and dynamic compositional structures contributes to
the development of a contemporary visual code that
merges traditional national motifs with contemporary
military aesthetics.

Alongside the archetypes of the warrior-wom-
an and the woman-as-state, contemporary Ukrainian
graphic design also actively engages with the archetype
of the woman as guardian, mother, and saint (Sinchen-
ko, 2023). Within this context, one of the key artistic
strategies is the reimagining of the traditional image
of the Mother of God within a wartime framework.
For instance, the artwork “Kyiv Madonna” fuses sacred
aesthetics with the harsh realities of war (Fig. 22). The
image of a mother and child taking refuge in a metro
station from bombardment acquires religious connota-
tions through the presence of a halo, stylised as a map
of the Kyiv underground system. This functions not
only as a visual symbol of safety but also as a profound
artistic expression of the spiritual dimension of moth-
erhood as a fortress and final sanctuary in times of war.
The tonal composition, balance of light and shadow,
and minimalistic colour palette create a sense of calm
amid the destructive backdrop.

Another illustration that resonates with religious
motifs is the image of the Mother of God holding a
portable anti-tank missile system, the Javelin (Fig. 23).
This depiction blends iconographic stylistics with el-
ements of military symbolism. The artist adopts the
classical visual code of Christian icons, incorporating
soft lines, a frontally positioned figure, and tradition-
al elements such as the halo and garments evocative
of religious frescoes. However, the central semantic
shift lies in the weapon held by the woman, which rad-
ically alters the standard interpretation of the image.
The colour palette is based on a harmonious combi-
nation of green and blue hues, accented with yellow,
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particularly in reference to national symbolism. The
depiction of a sacred Orthodox figure bearing arms
produces a visually charged juxtaposition that evokes
both a sense of protection and military readiness. The
artistic device of replacing the child with a weapon
symbolises a transformation in traditional conceptions
of women’s roles during wartime. In this context, the
woman is not only a guardian of life but also an active
participant in the struggle.

Figure 22. The sacralised image of the woman as
mother in contemporary Ukrainian war art
Source: Head of the UGCC... (2022)

Figure 23. Iconographic representation
of the woman as a symbol of national resistance
in contemporary Ukrainian art
Source: About “Bogoroditsa with Javelin”... (2022)

Contemporary Ukrainian graphic design increas-
ingly adopts a minimalist aesthetic, merging satirical
elements with symbolic contrast to produce striking
visual messages (Fig. 24). The presented illustration
is constructed on the principle of antithesis, achieved
through the juxtaposition of two female figures, their
attributes, poses, and stylistic treatments. This compo-
sitional technique enables the artist to emphasise not

only differing social roles but also the conceptual evolu-
tion of the image of woman in Ukrainian society under
the conditions of war.

Figure 24. A satirical visual representation
of the role of women in the military contexts
of Ukraine and Russia
Source: O. Grekhov (2023)

The composition is structured symmetrically, with
each figure occupying an equal portion of the visual
space, thereby establishing a clear sense of balance. The
woman on the leftis depicted in a civilian guise with are-
laxed posture; colour palette is soft and pastel, evoking
associations with passivity and neutrality. In contrast,
the female soldier on the right is distinguished by a de-
fined and assertive silhouette. The symbolism of the mil-
itary uniform and the positioning of the weapon evoke
associations with agency, decisiveness, and strength.
The colour background remains muted and natural, en-
suring the viewer’s focus remains on the central con-
ceptual message. The absence of depth and shadow is
characteristic of digital poster graphics and contributes
to the overall stylised, poster-like quality of the work.
The inclusion of textual elements enhances legibility
and draws the viewer’s attention to the satirical and so-
cio-political commentary embedded within the image.

Contemporary Ukrainian graphic design under-
went a profound transformation of traditional visual
codes and archetypes. Whereas earlier representations
portrayed women predominantly as victims of war-
fare, artists increasingly shifted towards depictions
of strong, determined participants in resistance. This
trend reflects a broader socio-cultural shift in the per-
ception of women'’s roles during wartime, as evidenced
by the research of S. Saiedzh (2025). Nevertheless, the
integration of traditional sacred motifs into the war-
time visual discourse is evident, manifesting through
the use of religious symbolism, allegories of national
struggle, and the personification of Ukraine in the form
of a female figure.
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The analysis of wartime graphics demonstrated
the persistence of key aesthetic principles despite
technological advancements. As noted by E. Perzy-
cka-Borowska et al. (2023), heightened expression,
strong chromatic contrasts, and compositional tension
are defining features of wartime art. Contemporary
Ukrainian designers effectively adapted these princi-
ples within the digital environment, thereby enhancing
the communicative effectiveness of the works. Mini-
malism plays a substantial role in this transformation,
often combined with a satirical approach, particularly
in socially critical illustrations that serve to reinterpret
prevailing narratives and contribute to the formation of
a new visual code of resistance culture.

A notable feature of recent graphic design is its en-
gagement with gender-equal narratives. Unlike the war-
time graphics of the twentieth century, in which women
were often depicted as figures of rear-line support or
allegorical symbols, contemporary Ukrainian designers
emphasise women’s active roles in military, volunteer,
and humanitarian spheres. This approach is consistent
with the findings of N.S. Udris-Borodavko (2022), who
observed that such imagery not only highlights the con-
tributions of women to the war effort but also fosters
a re-evaluation of traditional gender roles within the
context of conflict.

The utilisation of historical archetypes within con-
temporary graphic art also proves significant. Findings
indicate that Ukrainian design maintains a connection
with classical poster-making techniques while adapt-
ing them to new technological conditions. As noted by
K. Fahlenbrach (2025), the fusion of traditional sym-
bols with digital stylistics results in visually compelling
and conceptually rich imagery with high mobilisational
potential. Colour plays a vital role in this process: the
use of red, black, white, and blue-yellow hues enhanc-
es the emotional intensity and visual expressiveness
of the artworks. Thus, the analysis of artistic strate-
gies and visual mechanisms within Ukrainian wartime
graphics allows for the identification of key approaches
to the sacralisation of the female figure and its role in
shaping collective consciousness. The findings offer in-
sights into the characteristics of this phenomenon and
underscore its cultural and symbolic importance in the
context of wartime art.

CONCLUSIONS
The study demonstrated that female image sacrali-
sation in Ukrainian wartime graphics constitutes a
long-standing tradition, one that adapts in response
to historical and sociocultural contexts. This tradition
is grounded in the use of symbolic codes, artistic tech-
niques, and compositional strategies that contribute
to the creation of a sacred symbol of national strug-
gle. Graphic works across different periods consist-
ently employed personification, mythologisation, and
allegorical motifs, all of which shape a visual language

aimed at reinforcing collective identity and mobilis-
ing society.

The analysis of wartime graphics from the First
and Second World Wars indicated distinctive features
in the sacralisation of the female image across artis-
tic traditions. In French and American graphic art, the
female figure embodied ideals of liberty and national
greatness through centred compositions, dynamic pos-
tures, and contrasting applications of light and shadow.
In contrast, Russian and German visual cultures were
marked by sacred motifs emphasising the mystical and
spiritual dimensions of the conflict. Ukrainian graphic
art, particularly the works of Olena Kulchytska, exhib-
ited expressionist approaches, enhancing emotional
resonance through dramatic compositions and high
colour contrast. During the Second World War, Soviet
graphic art constructed the sacralised female image
through monumental compositions, vivid colour con-
trasts, and clearly structured diagonal arrangements.
Ukrainian wartime graphics, shaped within the Soviet
tradition, integrated elements of academic realism with
propagandistic stylisation. Meanwhile, underground
art tended to rely on archetypal representations that
symbolised struggle and sacrifice.

Contemporary Ukrainian graphic design contin-
ues the tradition of sacralising the female image, while
transforming it in line with new technological and ar-
tistic possibilities. Static allegorical figures have given
way to dynamic compositions, bold colour schemes,
and the fusion of digital and traditional techniques. A
considerable development is the incorporation of sa-
cred motifs into the visual language of resistance. The
personification of Ukraine through the female figure is
achieved by means of iconographic compositional can-
ons, strategic lighting accents, ornamental details, and
golden hues. Such an approach enables the creation of
symbolically rich works that merge historical continui-
ty with contemporary artistic innovation. The principal
limitation of this study lies in its focus on official war-
time graphics, whereas alternative artistic initiatives,
underground art, and unofficial propaganda remain in-
sufficiently explored. Moreover, reconstructing the ar-
tistic intentions of the creators proves challenging due
to the absence of direct testimonies, which may affect
the accuracy of interpretation.

Future research may concentrate on digital war art,
particularly its operation within social media, digital
art, and interactive design. A promising area involves
comparative analysis between Ukrainian wartime
graphics and similar practices in other countries, which
could illuminate shared artistic trends and distinc-
tive features within the visual culture of resistance. In
addition, examining typographic and compositional
strategies in wartime graphics and their influence on
audience perception represents a relevant area of in-
quiry. Further development of this subject is likely to
contribute to a broader understanding of the role visual
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narratives play during times of war and their impact on FUNDING
collective memory and social processes. None.
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AHoTauia. MeTor gocai/pkeHHs1 OyB aHa/li3 MUCTELbKHUX CTpaTeriil i BidyaabHHUX MexaHi3MiB cakpastizamii
’KiHOYOoTO 00pa3sy y BOeHHIA rpadini YkpaiHu, 30KpemMa y IJIakaTax, paBopax Ta IIOCTpalisgx dYaciB
CBITOBUX BOEH i cy4acHUX 36pOWHUX KOHOJIIKTIB. JlocmiKeHHS PO3KPHUJIO XYZOXHI 3acO0H, CUMBOJIIKY Ta
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pillieHb, KOJIOPUCTUYHUX CTPATETIN Ta CTUIICTUYHUX 0cO6MBOCTeN TBOPiB. OTpUMaHi pe3yabTaTH 3aCBifUMIIY,
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Bi3yaJIbHUH HapaTUB BOEHHOIrO0 MUCTelTBa. KoJIOpUCTHUYHI pillleHHA y Cy4acHUX IJIaKaTax BUKOPHUCTOBYHOTh
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Abstract. This study aimed to present and offer a comparative analysis of ceramic artworks - primarily porcelain -
produced by Western artists in the first quarter of the 21 century, with a focus on identifying common stylistic
features. The research methodology incorporated classification, art-historical analysis (including figurative-stylistic
and formal approaches), and comparative analysis. The inductive method was applied to examine specific elements
and details of the selected ceramic works. A historical and cultural perspective made it possible to trace changes in
both the formal qualities of the pieces and the evolving consciousness of the artists and porcelain manufacturers
who produced them. The article features artistic works created by prominent ceramic artists from Western Europe
and North America during the specified period. The analysis of pieces by G. Locatelli, A. Reyley, M.R. Fischer, and
V. Hegarty, among others - mainly crafted in porcelain - revealed recurring and comparable stylistic traits among
artists working on different continents. A notable inclination towards the deconstruction of surface and form
emerged as a defining characteristic of this period, echoing developments in early 20%"-century painting. Destruction
and fragmentation have stood out as dominant themes in the early 21 century. The artist served as a chronicler of
history, inscribing it into material form. The tendency towards destruction was not only affirmed but also preserved
by the oldest porcelain manufacturers in Europe: the Meissen Porcelain Manufactory, Augarten in Vienna, and the
Royal Porcelain Manufactory in Berlin. Founded during the period when porcelain was regarded as “white gold”,
these institutions provide their facilities and technological resources to showcase the spirit of a new age. This shift
reflects not only an awareness of contemporary trends but an acceptance of the realities they express - destruction
and anti-form. For the first time, a comparative analysis has been conducted, identifying shared stylistic features in
the ceramic works of Western artists from the first quarter of the 21 century, some of which have been presented by
Europe’s most renowned porcelain manufactories. The practical value of this study lies in its potential to contribute
to the theoretical shaping of a new, major artistic style. The comparative approach and resulting conclusions may be
of use to research institutions in the development of scholarly and methodological resources, academic curricula,
and lecture courses on the history of stylistic developments and contemporary decorative and applied arts

Keywords: ceramic works; porcelain; Chris Antemann; Graziano Locatelli; Annette Messager; Anselm Reyle;
Michael R.-Fischer

INTRODUCTION

Decorative and applied arts, as a branch of art, re-
spond to changes in eras, tastes, and trends. The study
of artistic styles enables a deeper understanding and
appreciation of the “spirit of the age” not only in ar-
chitecture but also in everyday objects. By observing
characteristic details, colours, and forms, and by un-
derstanding the historical context, specialists can at-
tribute artworks and determine the century in which
an object was created or which the artist was trying

Suggested Citation:

to recreate. Recording contemporary forms and pop-
ular colours is a necessary component of an expert
catalogue for future researchers. Considering that a
major style develops over decades and spans multiple
countries, contemporary art historians should make
efforts to document as comprehensively as possible
the artistic explorations of artists in various materi-
als and across different regions, taking into account
national influences.
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Ukrainian researchers have focused on studying
the activities of major manufacturers and the work
of individual figures within the country. Researchers
0. Korus & M. Kozak (2023) detailed the history of the
porcelain industry in Polonne, incorporating new ar-
chival materials, and presented an expanded database
of biographies of sculptors who worked at the Polonne
Artistic Ceramics Factory in Ukraine. O. Korus (2024)
explored the biographies of specific Ukrainian por-
celain artists, highlighting the diversity of their crea-
tive output and introducing these artists to the global
community. Simultaneously, L. Karpinska-Romaniuk &
T. Sazonova (2024) dedicated a monograph to the art-
ist 0. Zhnykrup. Both studies complement each other,
providing a detailed account of the artistic contribu-
tions of a 20"-century Ukrainian porcelain artist and
offering valuable information for collectors.

L. Karpinska-Romaniuk (2023), having gathered
archival materials and drawing on the recollections
of contemporaries, published a study dedicated to
the activities of the Korosten Porcelain Factory, its
craftspeople, and their products. Ukrainian porce-
lain researcher O. Shkolna (2022) also focused on a
20t-century artist whose designs were implemented
in production at the aforementioned factory - A. Zh-
danova. The author emphasised that the artist’s works
can be identified by her distinctive artistic style and
signature. The contemporary Ukrainian artist of the
20" and 21° centuries, Ye. Ovcharyk is the subject of
an article by M. Lampeka (2022), which highlight-
ed the ceramic artist’s originality, echoes of folk art,
and national connections. S. Volska (2019) also wrote
about Ye. Ovcharyk, a Ternopil artist seen as a bearer
of Ukrainian traditions and distinctiveness, in confer-
ence proceedings.

The aforementioned Ukrainian porcelain research-
ers, despite having a significant collection of materials
on Ukrainian ceramic artists, have not compared them
or drawn parallels with foreign artists of the 20™ centu-
ry to understand commonalities and differences within
the described time period. The emphasis has primar-
ily been on a thorough cataloguing of the works of in-
dividual figures. Western ceramic explorations of the
21% century remain outside the scope of interest for the
Ukrainian art historical community. A significant body
of contemporary literature focuses on Eastern porce-
lain. The leading figures in the study of porcelain are
not only adding new archival information in their latest
research but are also examining porcelain from fresh
perspectives. For example, the historian of East Asian
culture, K. Chen (2023) has presented a new way of
looking at ceramic vessels - as tools of global empires
and a form of visual propaganda for ruling dynasties.

Analysis of Western porcelain production in recent
decades has often been carried out by the craftspeople
themselves, as seen in the research of B. Hunt (2003),
as well as by academics who have dedicated

monographs to individual artists, such as G. Adam-
son et al. (2022). Artists’ websites have also served as
an important source of information, showcasing and
describing their latest projects, for instance, Valerie
Hegarty (n.d.). Similarly, Graziano Locatelli (n.d.) ac-
tively promotes his own work and is open to contact
and discussion about his creative explorations. In con-
trast, the professional website of Michael R.-Fischer
(n.d.) functions more like a business card and does not
fully represent the scope of the artist’s activities.

In the contemporary art world, the artist is no
longer justa practitioner but also a theorist, capable not
only of describing the creative process, which has often
been overlooked by art historians but also of explaining
the artistic intention without unnecessary additional
layers of interpretation. New technological processes
in ceramic production, as well as improved recipes for
clays and glazes, which were detailed by P. Lane (2003),
have also received attention. The book by M. Graves et
al. (2023) presented ceramics as an artefact. The work
not only described the art history of clay objects, mate-
rials, and manufacturing methods but also made com-
parisons and traced the characteristic features of works
by artists from different continents. The study covered
a highly relevant topic - the art of Africa; it described
the 2019 Munich exhibition where curators presented
a collection of African ceramics within the context of
global design rather than as specifically African objects.
This kind of analysis positively influences the under-
standing of current trends.

Just as the reflections of mid-20%-century French
“postmodernist” philosophers were summarised by
American scholars, today, it is American researchers
who focus on data collection, analysis, and the crea-
tion of certain generalisations. The emphasis is largely
placed on the commercial aspect, specifically the au-
dience of collectors, which leads to the selection and
analysis of the most investment-worthy items, as ob-
served in the research of P. Atterbury et al. (1999) and
D. Akimov (2024). For instance, G.R. Brown (2009), an
elected member of the International Academy of Ce-
ramics in Geneva and a Professor at Kansas State Uni-
versity, made his own selection from 8,000 works and
conducted an analytical description of 500 contempo-
rary ceramic sculptures.

This study aimed to present contemporary Euro-
pean (German, Italian, French) and American ceramic
artists and their works, to trace common stylistic fea-
tures characteristic of these objects, and to investigate
current trends in the products of the first quarter of
the 21% century. One of the main objectives of the re-
search was to initiate discussion and conduct a com-
parative analysis of decorative and applied arts, spe-
cifically ceramic works, from the first quarter of the
21 century from Western European and American
countries, where, according to E. Gombrich (2024),
artists are not held back by the weight of tradition.
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MATERIALS AND METHODS

The research methods, aligned with the aim and objec-
tives, involved drawing upon a broad range of scientific
frameworks. The methodology included classification,
art historical analysis (covering imagery, style, and
form), and comparative analysis. To conduct this re-
search, the author undertook a series of trips, which
are periodically necessary for any scholar working in
the field of art history to understand contemporary
trends and changes. During a visit to the National Ce-
ramics Museum in Sevres (France) in the early 2000s,
attention was drawn to the particular features of the
exhibited works by contemporary ceramic artists. The
exhibition did not have an overarching title, but the
characteristic design elements and stylistic features in-
dicated a certain ideological direction.

During a visit to the first European porcelain manu-
facturer in Meissen (Germany) and its museum in 2018,
attention was paid to the nature of the exhibited works.
The works of Chris Antemann, Anselm Reyle, and Ar-
lene Shechet, created in the first quarter of the 21
century, revealed common features in the expression of
certain emotional and stylistic motifs when subjected
to comparative analysis. The use of the historical-cul-
tural method allowed for analogies to be drawn with
artistic processes of past centuries, as well as for trac-
ing key changes in the forms of artworks, the creative
approach of artists, and the activities of porcelain man-
ufacturers. The contextual method facilitated a deeper
understanding of the artists’ vision within the contem-
porary cultural environment.

Further visits to ceramics museums in Berlin
(Royal Porcelain Factory, KPM), Vienna (Imperial Por-
celain Manufactory, Augarten), and other European
cities in the 2020s allowed for a comparative analy-
sis, comparing the work of different artists in varying
geographical locations but within the same time
frame. Photo documentation of all objects and sub-

sequent work with archival materials aided further
research. The systematic method and the method of
classification helped to comprehensively organise
the ceramic objects into groups according to the ob-
jectives of this study. The biographical method, along
with observation and modelling, was used for a better
understanding and portrayal of 21%-century artists.
The stylistic features of the porcelain pieces were de-
termined using figurative-stylistic and formal anal-
yses of the works, as well as methods of abstraction
and deduction. Based on general information about
art styles, attention was focused on fragments, details,
and colour palettes that might indicate common fea-
tures potentially characteristic of the emergence of a
new artistic style or movement. The method of obser-
vation and logical conclusions helped to trace the key
trends shaping contemporary art.

RESULTS AND DISCUSSION

For centuries, humans have been creating ceramic
objects for both religious rituals and purely practical
use. The European discovery of the secret to porce-
lain paste initiated a new stage in the ceramic process
and expanded the material basis for creating highly
artistic objects. Just as it did three hundred years ago,
Europe’s first porcelain factory in Meissen continues
to operate and present new ideas and explorations by
contemporary artists. It was the 2018 exhibition at
the Porcelain Museum in Meissen (Germany) and the
contemporary works displayed there that inspired
the author to analyse the activities of ceramic artists
in the early 21% century. At the 2018 exhibition, the
Meissen porcelain manufacturer presented an art ob-
ject made from a large quantity of damaged porcelain
tableware (Fig. 1). Vessels of the same design, bearing
the Meissen factory mark, were piled one upon an-
other, giving the impression of factory rejects being
displayed to the visitor.

Figure 1. Untitled, 2011
Source: author’s photo, art object by A. Reyle (2025)
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A similar “construction” can be seen in the Victoria
and Albert Museum in London, where, in the section
on the history and technology of ceramic production,
17%-century Dutch earthenware plates are displayed
which, during the firing process, fell and fused together
into a single object. Such pieces are presented as manu-
facturing waste or flawed items (Fig. 2).

Figure 2. Kiln waster. Netherlands, Delft, 1655-1670.
Victoria and Albert Museum, London
Source: author’s photo

The work displayed in the Meissen Porcelain Muse-
um is not a factory defect but rather an artwork created
in 2011 by the renowned German artist A. Reyle (2025)
in collaboration with the Meissen manufactory (Rey-
le - Meissen). A. Reyle (born 1970) works with various
materials, and his conceptual approach is sought after
by numerous well-known manufacturers of decorative
and interior design items, as well as clothing and acces-
sory brands. The piece exhibited in the Meissen Muse-
um was also noted by the Gagosian Gallery in Athens,
where it was displayed at the end of 2011 (Gagosian
Gallery, 2011). The theme of decline as an inevitable
stage of cultural development can be traced in both the
classical forms of the first European porcelain table-
ware and the architecture of Ancient Greece. Despite
the fact that porcelain production continues to func-
tion and create new forms, the artist, through the lens
of their own artistic interpretation, records the general
trends of the time. In this context, the material compo-
nent plays a secondary role, while the conceptual con-
tent and symbolic meaning come to the forefront. The
demonstration of the work in Athens acquired particu-
lar semantic weight, although the porcelain sculpture
itself was not created specifically for that space. Profes-
sional gallery owners sensed the prevailing trends of
the time, successfully selecting relevant works, among
which was the porcelain “sculpture”.

A. George (2017) draws attention to the specific
characteristics of the artist’s work, noting that many of
A. Reyle’s utilitarian pieces cannot actually fulfil their

functional purpose because each one has a deliberate
flaw, such as a crack or gap, so obvious that it places
these objects within the realm of art. The artist himself
emphasises that art always tells something about the
time in which it was created (Hanschke, 2021). Along-
side A. Reyle, the exhibition in Meissen also featured
several works by female artists: Chris Antemann (n.d.)
and A. Shechet et al. (2015). The work of American
ceramic artist A. Shechet echoes the piece by A. Reyle
but is not as bold: the artist uses the form of a classic
Meissen vase from previous centuries and decorates it
with damaged, broken elements of tableware and other
layers of indeterminate shape (Fig. 3).

Figure 3. Huge Vase Blue. Meissen, 2013
Source: author’s photo

By hand-painting the created object, the artist
begins to position it as a transformation of ordinary
utilitarian items into an element of luxury (Shechet et
al.,, 2015). The author of this article, as an art histori-
an, uses this example, analyses the context, and draws
parallels with other works from this period. A. Carli-
no (2012) highlighted that some artists create works
subconsciously, which moves into the realm of empiri-
cal research methods. The porcelain sculpture by Chris
Antemann (n.d.) had completely different forms: it pre-
sented groups of nude and semi-nude figures at a ban-
quet table, characteristic of the artist’s work (Fig. 4).

As ]. Pasquier (2021) noted, the cult of the image
that defines a century is a valuable indicator of mental-
ity, tastes, and lifestyle. This involves a certain poetics
and, at the same time, amorality, decadent aestheticism,
and a “fin de siecle” feeling that expresses an apoca-
lyptic sense of the end of a phase of civilisation, some-
thing already encountered in world history a century
ago, before the start of the First World War (Wilson &
Lack, 2016). Around this same time, at the beginning
of the 20" century, a flourishing of “ceramic destruc-
tion” also occurred in the work of the Italian artist
G. Locatelli (born 1977). In 2005, the artist first turned
to ceramic tiles, work which effectively became his
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hallmark (Fig. 5). G. Locatelli’s ceramic works of the
2010s are characterised by the concept of destruction
as an artistic device, expressed through the deformation
of the surface and the fragmentation of form. His prac-
tice begins with the deconstruction of a conventional

wall laid with ceramic tiles, continues with depictions
of the earth’s crust fracturing, and culminates in a se-
ries of ceramic portraits. In this context, destruction
acts not only as a physical process but also as a met-
aphor for the breakdown of staticity, ideals, and idols.

Figure 4. Feast and Folly (from different angles). Meissen, 2015

Source: author’s photo

Figure 5. Inquietudine, 2005

Source: from Graziano Locatelli (n.d.)

The ceramic portrait of Giordano Bruno (2019),
created using a surface cracking technique, visually
recreates the process of decay, creating the illusion of
inevitable tile crumbling (Fig. 6). However, within the
context of contemporary art, to which G. Locatelli aligns
himself, the primary role is played not by the materi-
al but by the conceptual content. In his work, Graziano
Locatelli (n.d.) has not only managed to convey his own
artistic intention but also to interpret one of G. Bruno's
philosophical ideas about monads, which do not dis-
appear but merely change their configuration through
processes of connection and disconnection. In this con-
text, the first quarter of the 21 century emerges as a
period of disconnection.

G. Locatelli’s ceramic works with fractures con-
ceptually echo the work of Italian artist Lucio Fontana,
who, as early as the second half of the 20" century, used
slashes and holes to open up new dimensions in his
works (Crispolti & Barbero, 2023). His approach did
not serve as an act of completion but, on the contrary,
symbolised infinity and the extension of space beyond
the canvas. Similar principles can be traced in con-
temporary ceramic art. If, at the beginning of the 21
century, G. Locatelli’s works show an attempt to “break
through” the density of the material, then in the 2010s,
the destruction becomes more radical - the form disin-
tegrates, focusing attention on the processes of decon-
struction and decay (Fig. 7).
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Figure 6. Giordano Bruno, 2019
Source: from Graziano Locatelli (n.d.)

Figure 7. Fratture ricomposte 1, 2013
Source: from Graziano Locatelli (n.d.)

The artist himself compares this to a mosaic, from
whose elements a new reality will be born. Towards the
end ofthe firstdecade of the 21 century, a “rebirth” does
indeed occur,and anew series of works emerges with the
addition of wood as an element of life (Fig. 8). Creation
through destruction is a necessary process of evolution.

Figure 8. Broken 1, 2019
Source: from Graziano Locatelli (n.d.)

Contemporary artists sense the instability and
fragility of the early 21% century, acknowledging the
inevitability of destruction. However, Graziano Locatel-
li (n.d.), influenced by Eastern philosophy, sees the
possibility of rebirth and the restoration of wholeness.
His work draws on the principles of the Japanese art of
kintsugi, in which fragments form a new aesthetic, and
imperfection becomes part of beauty. Traditional Japa-
nese restoration uses lacquer based on natural tree sap,
whereas, in the Italian artist’s works, nature also acts
as a unifying element, symbolising the ability of life to
grow even through cracks and chaos.

Turning to the oldest European porcelain manufac-
turers, it is worth noting that in the exhibition hall of
the Royal Porcelain Factory in Berlin in 2023, amongst
works from the first quarter of the 21 century, a porce-
lain object from 2007 by German designer Michael Rau-
tenberg Fischer (born 1941) was displayed (Communal
Gallery Berlin, n.d.). The piece consists of interconnect-
ed, plastically deformed porcelain elements arranged
on a stepped pedestal (Fig. 9). Regular, geometric,
symbolic steps lead to a completely informal central
composition. In the decorative and applied arts, even
among such classic manufacturers, conceptualism is
beginning to prevail, requiring the artist’s commentary.

Figure 9. Fontana di Orso. Berlin, 2007
Source: author’s photo

Michael R.-Fischer (n.d.), in the first decade of the
215 century, created objects that echoed the works of
other artists, exploring the theme of destruction and
transformation. The title of his works (of which sever-
al were created), Gebrochenes Wies, which translates
from German as Broken White, reflects the concept of
his art. Broken fragments of white porcelain are as-
sembled into static objects, one version of which, in its
form, resembles a ship (Fig. 10). However, this is merely
the viewer’s interpretation, who, relying on established
visual codes, seeks to recognise the familiar within the
chaos of fragments. While 19%-century art celebrated
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the romance of ruins, modernity appears as a radical
destruction of familiar forms. The collected fragments
record the first quarter of the 21%* century, reflecting its
fragmented and unstable nature.

Figure 10. Gebrochenes Wies. Berlin, 2008
Source: from Michael R. Fischer (n.d.)

“Cracked portraits” made from ceramics also ap-
peared in the works of Valerie Hegarty (born 1967) to-
wards the end of the first decade of the 21 century. Her
series of portraits of George Washington, from 2017-
2018, demonstrated the transience and destruction of
everything: people, ideals, and materials (Fig. 11).

Figure 11. George Washington, Cracked. USA, 2018
Source: from Valerie Hegarty (n.d.)

In 2018, the artist presented a series of glazed ce-
ramic works on the theme of vanitas: Dead Tulips with
Roots, Bloom and Gloom, and Dead Dutch Flowers, fea-
turing colourful, glazed ceramic flowers that appeared
to have withered in a vase. The work Broken Rosebush
resembles a ceramic jigsaw puzzle and presents pieces
of a once unified object assembled on a single surface.
The buds and flowers are still whole, but the branches
and roots are torn apart; even if reassembled, a true re-
vival of what was is no longer possible. These “melting
flowers” can be compared to the sculptural works of

N. Azevedo (2025), who, in the early 2000s, displayed
a series of human figures made of ice melting before
the eyes of viewers in various cities around the world.

The theme of the fleeting nature of existence at the
beginning of the 21% century was also reflected in the
work of ceramic artists who presented their pieces in
2018 at an exhibition in the Manufacture and National
Ceramics Museum in Sevres. Indeed, the works pre-
sented by Myriam Mechita (n.d.), created in 2010, con-
sist of porcelain skulls placed on glazed ceramic tree
trunks, devoid of branches and leaves. In one piece, a
skull is pierced by classic plates from the Sévres Royal
Manufactory. This same theme continues on the dec-
orative vases of the aforementioned manufacturer:
in 2021, three female artists (Ulla von Brandenburg,
Héléne Delprat, and Annette Messager) collaborat-
ed on a project to create and decorate Sevres pieces.
Referring to Gothic and Romanticism, “the devil is in
the details”, noted C. Bois-Martin (2022) in his article,
thereby confirming this general outline of the prevail-
ing moods in artistic circles of the first quarter of the
215 century. On the white monumental vase known as
the Grand Charpin by A. Messager (2021), two skulls
are depicted in “classic”, porcelain-characteristic co-
balt colours, joined together in the form of a heart, un-
derscoring the paradoxes of modernity that humanity
had already witnessed a century prior.

In the works of French artists working with porce-
lain, historical roots are very noticeable: Rococo and
Mannerism lend a certain restraint to both the crafts-
people and their creations. The emotional component
is present, but it is more philosophical and not as “ex-
plosive” as seen in German and Italian artists, who al-
ready had a turbulent historical context underpinning
their work. The principles of “destruction” are also very
interesting to observe in Sévres’ functional tableware,
which, by its very purpose, did not give artists much
room for creative manoeuvring. However, the graphic
lines that “destroy” the surface do not create optical il-
lusions - they are rather “straightforward” and simply
symbolically cut and divide the tableware into sections.
As an example, the artist Frangois Morellet (1926-
2016) presented a design on a plate in 2011 consisting
of straight lines. The work, titled Angel Wings, was not
simply black graphic lines intersecting at right angles
on a white plate - it was a copy of a stained-glass win-
dow created by the artist, which in turn was inspired
by the acute angle at the tip of an angel’s wing (Cer-
nogora, 2020b). The philosophical interpretation of an
angle as a dead end could fit into the destructive con-
cept of early 21%-century art proposed by this research.
One confirmation of the reflection of emotions and the
spirit of the time in decorative and applied arts is the
work of Annabelle d’Huart. This renowned artist, who
presented the largest porcelain dinner service created
by a woman for the Sévres manufactory (Suire, 2021) -
Atlantis (1996-2006) - is also interesting to study for
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another of her works. The Ruhlmann Cup, a tribute to
the form’s creator, Emile-Jacques Ruhlmann, comprised
a pair (cup and saucer) with a design specifically creat-
ed by the artistin 2005 (d’Huart, n.d.). In addition to the
restrained colour decoration, thin, almost pencil-drawn
lines are depicted on the white porcelain, creating the
effect of cracks. What was previously concealed and
considered a flaw or damage is brought to the surface,
emphasised, and imitated. A. d’'Huart compared the
decoration of the Atlantis service to tectonic faults,
reminiscent of the fragility of the earth (Suire, 2021),
and this idea is also conveyed in the Ruhlmann set. Ac-
cording to A. Elkann (2018), the artist was aware of the
fragility, impermanence, and vulnerability of the times
and consciously conveyed this in her porcelain works.

The tendency towards destruction is a characteris-
tic feature of art in the first quarter of the 21% centu-
ry, but it takes on a new meaning, distinct from Gustav
Metzger’s “auto-destructive art” (Stiles, 2023), which
was based on the ideas of action art, similar to the prac-
tices of Yves Klein. Contemporary destruction manifests
more as a subconscious transformation with a negative
connotation, reflecting a pull towards a black hole, a mo-
tif that has repeatedly appeared in art history. A. Reyle
noted that his art resembles a film set where the works
act as a backdrop, and humanity effectively creates this
background of destruction, being its driving force. The
dynamics of change in this process can be traced, for
example, in the work of Michael R. Fischer (n.d.), who,
after creating destructive compositions, turned to por-
celain objects resembling interwoven threads. This is
not an attempt to grasp “nothingness” or define the
limits of emptiness, but rather a reflection of entan-
glement, indicating the impossibility of predicting the
further development of artistic trends. The processes of
contemporary art are too fleeting to be summarised or
systematised; instead, only their recording within indi-
vidual artistic practices remains possible.

The renowned Imperial Porcelain Manufactory in
Vienna (Augarten), which has been operating for three
hundred years and observing the changing styles and
tastes (Augarten Porzellanmanufaktur Wien, 2024), in-
stalled a festive Christmas tree in its museum hall for
the 2023-2024 holiday season, made from fragments of
snow-white tableware bearing the manufactory’s mark
(Fig. 12). This could be called “porcelain Impression-
ism” - arecording of a moment and its feeling, conveyed
through ceramic “dots”. The “white gold” of the 18" cen-
tury now plays a completely different functionin the 215

The results of the conducted research were selec-
tively presented at an international scientific confer-
ence (Reshetnova, 2023), marking the beginning of its
discussion within the academic community. The topic
presented for discussion is new within art history cir-
cles, as it encompasses contemporary ceramic art and
a wide geographical area. Ukrainian art historians, as
noted above, have mostly focused on Ukrainian artists

with the aim of education and promotion. V. Strilets et
al. (2021) addressed the analysis of the development of
the material environment of the late 20* and early 21
centuries but focused on furniture design rather than
ceramics. In their conclusions, the scholars provided
rather generalised characteristics, noting that the de-
sign of decorative and applied arts (in the authors’ case,
furniture) should be considered directly in the context
of the material environment, which reflects their own
view and is characteristic of any period.

Figure 12. Porcelain Christmas Tree. Augarten, 2023
Source: author’s photo

The author’s research on foreign artists has large-
ly considered them within the context of their involve-
ment in projects and collaborations with leading Euro-
pean manufacturers: those in Meissen, Vienna, Berlin,
and Sévres. Discussions, or rather announcements,
took place in the mass media before and after the com-
pletion of these projects (the 2010s). The name of C.
Antemann, following her collaboration with the Meis-
sen manufactory, remained relevant in professional art
historical discourse and was featured in publications by
leading experts (Archer, 2014; Lutyens, 2018), as well
as at exhibition events where her works were displayed
within the Meissen context.

Notably, the curators of the Homo Faber Event,
organised by the Michelangelo Foundation in Venice,
D. Cameo (former director of the National Manufactory
of Sevres) and F. Bodet (former curator of contempo-
rary collections at the National Ceramics Museum in
Sevres), commenting on their selection of exhibitors,
emphasised the demonstration of different approach-
es to contemporary ceramic production (Homo Faber
biennial & The virtuoses of porcelain, 2022). Howev-
er, their aim was not to trace the stylistic features of
the works but rather to identify commonalities and
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differences between European and Asian (primarily
Japanese) art. Antemann’s characteristic compositions,
which can be interpreted as “destructive bacchanalia”
or, in E. King’s (2022) definition, “fragmented absurd
fantasy”, are commissioned for museum collections.

In research concerning the most famous European
manufacturers (which currently have their own muse-
ums or exhibition spaces), there is a greater tenden-
cy to focus on history and new attributions of pieces
from past centuries. The work of contemporary artists,
much like most of the news in lives, is captured as a
flash and quickly replaced by the next piece of fresh in-
formation. Renowned researchers, on the other hand,
work in a more conservative vein and primarily with
archives. For example, one of the latest publications by
A. Szkurlat (2024), known for her monograph on por-
celain and faience production in Korets, is dedicated
to Meissen porcelain and presents the manufactory’s
pieces in the museum collection of Warsaw Castle.
The work is largely a catalogue with a comprehen-
sive, almost inventory-like description of the objects.
The researcher analysed individual depictions on the
tableware and their origins. All the described items be-
long to previous centuries, but the researcher’s work
demonstrates professional cataloguing of porcelain
objects, which is extremely necessary to do with the
works of contemporary artists.

Contemporary exhibitions held at the Meissen Por-
celain Museum are presented primarily informatively,
as notes with brief commentaries, as indicated on the
official Meissen Porcelain Museum website (2025), as
well as on the online pages of the artists they collab-
orate with. A. Reyle (2025) provides exclusively illus-
trations without commentary or discussion, as confir-
mation of his collaborative work with the first German
porcelain manufacturer. In his biographical informa-
tion, as one of his latest monographs, the artist listed
a gallery catalogue edited by the French art dealer and
owner of the contemporary art gallery Opera Gallery -
G. Dyan & ]. Lahmi (2024). This highlighted the need
for professional review and the insufficient amount
of analysis. In November 2025, the Meissen Porcelain
Foundation (Meissen Porzellan-Stiftung) planned a
symposium, meeting, and discussion of the activities
of the 18%-century artist J.G. Horoldt, who, in his time,
developed a range of new enamel colours used for
porcelain painting and gathered talented craftspeople
around him, rather than contemporary artists.

Regarding 21%-century French artistic figures, the
article by J. Cernogora (2020a), in describing new ac-
quisitions of contemporary ceramics (identified as
being from 1945 onwards) at the National Ceramics
Museum in Sévres, mentions a significant number of
contemporary artists. However, only a few sentences
provide information about the artists and a brief de-
scription of their works donated to the museum. J. Cer-
nogora (2020a) also dedicated short articles to specific

objects and artists of the early 21 century (F. Morellet,
D. Montmollin, and others), in which a description of
the works can be traced, but not a comparative analysis
with artists from other countries.

The Viennese Augarten manufactory, excluding
retrospective works and new attributions, is not exam-
ined in recent academic research from the perspective
of searching for, creating, and analysing new forms, but
primarily from a market, and marketing viewpoint. In
the study by G. Bruckberger et al. (2023), the factory
is considered solely as a successful brand, with the au-
thors emphasising the role of “place”, which plays an
important role for consumers as it symbolically main-
tains a connection with past traditions. Philosophical
perspectives on the “destruction” trend identified in
the author’s research can be traced in many works
dedicated to the engagement with destruction by G.
Metzger and his followers (Stiles, 2023). This theme,
which was observed in the content and form of decora-
tive and applied objects, is relevant in academic circles,
where there is a renewed return to and engagement
with the “destructive” thoughts and actions of figures
from the last century. Researcher O. Serban (2023)
from the Centre for the History of Philosophical Ide-
as at the University of Bucharest, in her analysis of the
metaphorical “liquid modernity”, mentioned the sculp-
tor M. Valdés, who also worked with broken porcelain.
The scholar’s research can be used as additional back-
ground for the analysis of the stylistic features of deco-
rative and applied objects, but the author of this study
sees more radical changes in forms, which are a pre-
requisite for a new stage and new philosophical reflec-
tions. In summarising the aforementioned, it is worth
emphasising that the question of the stylistic features
of Western porcelain in the 21% century requires fur-
ther, broader discussion.

CONCLUSIONS

To analyse the stylistic features of ceramic works from
the first quarter of the 21 century, the works of artists
who collaborated with historically significant porce-
lain manufacturers were selected - the Meissen Porce-
lain Manufactory, the former royal porcelain manufac-
turers of Berlin and Sévres, and the Imperial Porcelain
Manufactory of Vienna (Augarten). After an initial
narrowing of the selection and a comparative analysis,
the range of artists studied and the geography of their
work were gradually expanded. Thus, the works of
Chris Antemann, Graziano Locatelli, Annette Messager,
Myriam Mechita, Francgois Morellet, Anselm Reyle, Mi-
chael R.-Fischer, Valerie Hegarty, Arlene Shechet, and
Annabelle d’Huart were considered. The research in-
cluded both small-scale sculptures and ordinary func-
tional tableware.

As a result of the conducted research, it was possi-
ble to identify features characteristic of the first quar-
ter of the 21% century, which are reflected in specific
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objects and generally in the work of the analysed art-
ists. The tendency towards “destruction” is a character-
istic sign of the times, evident in deliberately damaged
pieces or the symbolism embedded in the decoration or
form of objects. Common features of stillness and bal-
ance have been identified across all the selected works,
even in cases of deliberate destruction and the absence
of recognisable form; a division into graphic, asymmet-
rical elements that still retain a notional foundation
and the basis upon which they were established, and
an internal artistic connection. Thus, the ceramic works
of the first quarter of the 21% century reflect a process
of destroying previous wholeness, deconstructing and
breaking down established forms, which simultane-
ously opens up space for future explorations. The im-
portant question remains as to which direction art will
take: will a radical rejection of traditions in the spirit
of Dadaism, with an orientation towards new technol-
ogies and means of expression, prevail, or there will be
a stage of “restoration” - a return to familiar forms and
materials through the understanding and rebuilding of
what has been lost.
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Abstract. The relevance of the study was driven by the growing interest in combining traditional Ukrainian art
with modern fashion, which contributes to the preservation of cultural heritage and the development of creative
industries. The purpose of this study was to explore the creative potential of the synthesis of Ukrainian art and
fashion, to investigate the artistic and compositional features of the major works of the Ukrainian artist Paraska
Plytka-Horytsvit for the purposes of designing a modern collection of women's clothing. The study employed
the following methods: literary and analytical approach, historical and biographical methods for researching
information sources; for the analysis of artistic features - visual-analytical method, system-structural, image-
stylistic analysis. The study characterised the methods of adapting Ukrainian artistic heritage in the collections of
international and Ukrainian design brands and covered their motivation. A series of international and Ukrainian
brands (Maison Margiela, Rodebjer, Dior, Anna K, Vozianov, Serebrova, Syndicate, Bevza and Etnodim) were
analysed, which confirmed the fact that the integration of traditional art into fashion has significant potential for
innovation and identity development in contemporary design. The study revealed a close connection between art
and fashion, highlighting the role of Ukrainian traditional art as a source of inspiration in contemporary fashion
design. The study rethought the creative output of P. Plytka-Horytsvit in the search for methods of adapting the
figurative properties of P. Plytka-Horytsvit's works to the artistic and figurative structure of modern costume. The
significance of the cooperation of creative industries, namely the development and adaptation of artistic solutions
of naive art in the development of modern clothing collections, was highlighted. The practical value of this study
lies in the adaptation of the artistic heritage of Paraska Plytka-Horytsvit into modern clothing design, which will
contribute to the development of fashion, creative industries, and the preservation of cultural identity

Keywords: fashion; naive art; culture; vytynanka; minimalism

INTRODUCTION

The relevance of this study was conditioned by the ris-
ing trend for the return of traditional art and the inter-
pretation of its elements into the modern fashion indus-
try. Decolonial fashion played a key role as it required
to resist Western standards in favour of the regenera-
tion of authentic aesthetic practices. Thus, it was the
answer to the problem of cultural globalisation, which

Suggested Citation:

contributed to the standardisation of style, reduced the
manifestation of cultural diversity and use of cultural
heritage. According to M.A. Jansen (2020), decolonial
fashion aimed not only to criticise colonial fashion in
the fashion industry but instead demonstrated a better
approach to the fashion industry system. Thus, fash-
ion was established as a multifaceted phenomenon, in
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contrast to its globalised definition where it appeared
as a standard that worked according to Western can-
ons. In the context of the decolonisation of fashion,
elements of the traditional culture of diverse ethnici-
ties would no longer be perceived as exotic “details” in
Western fashion, but as an equal way to express culture.
This approach also allowed designers from all over the
world to express their cultural origins.

L. Decker et al. (2019) stated that the African native
technique of ornamentation of the textile batik com-
bined craft, art, and design, and was influential for the
world‘s cultural textile heritage. The researchers de-
scribed how it changed its form due to the consequenc-
es of trans-cultural processes. The researchers also
suggested methodological implementations to improve
the communication between the cultures. Thus, the ap-
plication of the batik textile technique in the modern
fashion industry was a prominent part of the decoloni-
sation process. A. Diab (2025) described the influence
of the traditional Mexican art and its creative enrich-
ment of fashion collections. Mexican art was character-
ised by its variety of natural motifs, colours, and par-
ticularly its cultural diversity. It transformed under the
external factors, while preserving at its core ancient tra-
ditions, thus inspiring modern fashion design. A. Pand-
ey (2022) described how the traditional hand-crafted
technique of Indian blue printing was used in modern
times. The origin of the technique dates to ancient
times in India, and presently it is used to create shirts
for young people in a new ethnic interpretation. Based
on this, ethical cooperation with local artisans was also
a significant issue, as described by ].L. Foltyn (2024) in
their study on Peruvian textile craftsmen. P. Krpan &
L. Popinjac (2025) examined the relationship between
sustainable fashion and artisanal practices. The study
illustrated how slow, hand-crafted processes such as
weaving, embroidery, natural dyeing, and repair con-
tribute to resource conservation and the protection of
cultural heritage. A. MacKrell (2005) analysed an anal-
ogous intersection of art and fashion, exploring how,
historically, artistic movements and fashion trends
mutually influenced each other - from Renaissance
paintings to modern catwalks - thus reinforcing the
aesthetic dialogue between fine art and clothing design.

In the Ukrainian context, L.I. Cymbala (2020) as-
serted that the use of elements of national traditional
heritage by designers in their works was a crucial ele-
ment of cultural identity. Specifically, for two reasons:
as a response to the growing interest in local produc-
tion and in the context of cultural globalisation. Fash-
ion is not only an aesthetic phenomenon, but also a cul-
tural practice that preserves traditions, adapting them
to the modern context. This point was emphasised by
V. Cherevach (2023). The convergence of tradition and
innovation was also observed in the study by G.M. Mife-
tu & B.C. Trippeer (2025), who investigated the appli-
cation of 3D printing technologies in fashion design

inspired by traditional African hair aesthetics. The
study demonstrated how modern digital tools, com-
bined with sustainable materials and cultural heritage,
can generate new forms of wearable art. The purpose of
the present study was to analyse the adaptation of cul-
tural heritage to expressive cultural elements in mod-
ern fashion design and to define the key areas of the
integration of ethnic elements into fashion collections.

MATERIALS AND METHODS
Theliterary-analytical approach was applied in the anal-
ysis of scientific studies on the interaction of traditional
artand modern fashion design; the historical-biograph-
ical research method was employed to analyse the crea-
tivity of artists and designers who influenced the devel-
opment of the modern fashion industry. The analyse the
artistic-compositional and stylistic features of tradition-
al and modern clothing, the study applied the visual-an-
alytical method. The systemic-structural method was
used to study the connections between the decorative
elements of traditional art, its techniques and forms,
while the figurative-stylistic analysis helped to deter-
mine the stylistic features and symbolism that design-
ers integrate when creating their fashion collections.

The study reviewed the following sources: sci-
entific and art history literature on the interaction of
traditional art and modern fashion design and the ad-
aptation of its elements in the collections of modern de-
signer brands; information that was presented on on-
line resources of Ukrainian fashion publications for the
analysis of collections of brands inspired by Ukrainian
art: Margiela, Rodebjer, Dior, Anna K, Vozianov, Serebro-
va, Etnodim, Syndicate, Bevza. The studies of Ukraini-
an researchers and electronic articles were used for a
comprehensive analysis of Paraska Plytka-Horytsvit's
works and for familiarisation with a large part of bi-
ographical facts, as well as to understand the signifi-
cance of Plytka-Horytsvit’s figure in Ukrainian culture.
The sketches of the collection were painted by hand,
and the visualisations were made using the graphic ed-
itor Adobe Photoshop. The basis was the silhouettes of
the catwalks of the 1990s.

RESULTS AND DISCUSSION
According to R. Holyk (2017), culture is the memory
of society. One of the most famous and widely used
types of relationships in modern culture is the mutu-
al influence of fashion and traditional art forms. The
reason for this phenomenon lies in the combination of
the steadfastness of the aesthetics of art trends and the
variability of fashion, in the search for harmonious pro-
portions in the aesthetics of the image created by the
artist and its commercial relevance and attractiveness
for the consumer of certain cultural standards and fash-
ion products. Admittedly, there is a series of world-fa-
mous brands that can profit without going exclusively
into commerce (Rubinstein & Steele, 1994). That is why
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modern design brands constantly involve individual ar-
tistic images or complex solutions to give their projects
artistic expressiveness and internal meaningfulness.
H. Papeta (2020) focused on the works of designer Ly-
udmila Semykina and the ways in which she integrated
ethnic motifs into her clothing collections. The design-
er combined traditional elements inherent in Ukraini-
an culture in synthesis with modern forms and mate-
rials. The result was innovative design solutions. This
approach correlated with the approach of the present
study, the purpose of which was to develop a clothing
collection that would integrate cultural heritage and
meet the needs of the modern consumer.

0.D. Rykhlitska & O.1. Kosyk (2021) stated that the
use of folk art ornamental motifs in modern designer
collections allows creating not only an aesthetic image,
but also forming symbolically significant images, there-
by creating stories that evoke emotions and form val-
uable images. This also corresponded to the approach
of the present study. When designers adapt traditional
ornaments into modern silhouettes, they create a har-
monious connection between the past and the present.
0. Lavreniuk (2022) and Z. Denysiyuk (2023) analysed
how modern accessory brands integrate motifs of fine
and applied arts into their designs. The researchers
were convinced that motifs of traditional art integrat-
ed into the design of modern accessories contributed
to the preservation of cultural heritage, emphasised
national identity, and attracted art connoisseurs. The
ideas highlighted by 1. Syvash (2024) regarding the

adaptation in the field of graphic design could be eas-
ily applied in clothing design. In both areas, the use of
elements of national culture contributes to the preser-
vation of traditions and the strengthening of national
identity. The collection developed by the authors of the
present study, for instance, uses vytynanka ornaments
in combination with modern clothing silhouettes.

Y. Lehenkyi & Y. Arefieva (2022) and P.V. Gar-
kin (2024) examined how Ukrainian fashion brands
incorporated ethnic elements into their corporate
identity. Such integration helped to emphasise nation-
al identity and to attract consumers who value cultural
heritage. This approach was valuable as it focused on
the use of ethnic motifs in the overall brand concept.
Foreign designers have actively turned to the adapta-
tion of Ukrainian cultural heritage into costume design.
The colour and diversity of national culture inspire
world and Ukrainian designers to turn to the origins
and reproduce them in their works. The clothing col-
lection, in the development of which the Parisian de-
signer B.S. Boré emphasised the connection between
the promising collection of suits of the Fashion House
Maison Martin Margiela and the works of the Ukrain-
ian avant-garde artist K. Malevich (Margiela <3 Ma-
levich...,, 2014) deserved some attention. The designer
of the Maison Margiela fashion house embodied the
paintings of K. Malevich in real objects of use (Fig. 1).
With this example, B.S. Boré demonstrated how great
the influence of Ukrainian art can be on the world fash-
ion industry.

Figure 1. Maison Margiela, Paris Fashion Week, Spring 2014,
and Kazimir Malevich's paintings “Female Torso“ (1933), “Torso”“ (1928-1929)
Source: Black Circle (1923) by Kazimir Malevich (n.d.), Female Torso (c. 1933) by Kazimir Malevich (n.d.), Margiela

<3 Malevich... (2014)

Confirmation of such trends was also the fact
that the spring-summer 2021 collection dedicated to
Ukrainian folklore was the result of the trip to Ukraine
by the designer of the Swedish brand “Rodebjer”
(Radzikhovska, 2020). The motifs of Ukrainian folk
art seen in the villages and the creative heritage of the
Hutsul artist P. Plytka-Horytsvit were transformed into
stylised prints on dresses and sportswear (Fig. 2).

A year earlier, to collaborate on its autumn-winter
2020 show as part of Copenhagen Fashion Week, the
Rodebjer brand involved contemporary Ukrainian art-
ist M. Reva, known for creating visually playful and sur-
real artworks and large-scale installations (Fig. 3), and
Ukrainian stylist N. Shapoval, the founder of the Nadiia
project of the same name (Rodebjer + Masha Reva col-
laboration, 2020).
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Figure 2. “Rodebjer” spring-summer 2021 collection inspired by Ukrainian folklore

Source: E. Grothén (2020)

Figure 3. “Rodebjer” autumn-winter 2020 collection in the collaboration with the artist Masha Reva

Source: [. Harstad & M. Magnus (2020)

The inspiration for the promising collection of the
French brand “Dior Haute Couture* in the autumn-win-
ter 2022-2023 collection included the works of Ukrain-
ian artist O. Trofymenko. Designers of the brand be-
came interested in Trofymenko‘s works in the spring of
2021 during the exhibition of modern Ukrainian artists
in Rome. The artist's works in mixed media are a com-
bination of painting and embroidery. The artist noted
that she used embroidery in her paintings as “a pixel

that you could touch to feel the work” (Petter, 2022).
Maria Grazia Curie, designer of the Dior brand, drew at-
tention to Trofymenko‘s small work and offered her co-
operation in preparing the show of the future collection
(Petter, 2022). Massive, embroidered panels by Olesya
Trofimenko decorated the walls of the Rodin Museum
in Paris, where the “Dior“ show was held. The overar-
ching theme of the show was the concept of the Tree of
Life (Fig. 4).

Figure 4. “Dior Haute Couture” in collaboration with the artist 0. Trofymenko
Source: O. Petter (2022)

60 Art and Design Vol. 8, No. 1



Skaskiv & Chuprina

Ukrainian designers also refer to cultural heritage
assets and directly to the works of Ukrainian artists of
the past and present, and do so in a very diverse way.
For example, the “Anna K“ brand presented a wide
range of Ukrainian art to the European audience with
its capsule collection in 2016 as part of the Mercedes-
Benz Fashion Week in Madrid (Ukrainian designer

Anna K..,, 2016). The theme of the collection dedicat-
ed to the works of the national Ukrainian artist M. Pry-
machenko, whose paintings impressed the designer of
the brand with their honesty and sincerity. The capsule
collection featured individual motifs of M. Prymachen-
ko's paintings and used a unique technique of Ukrainian
embroidery (Fig. 5).

Figure 5. “Anna K“ collection dedicated to Maria Prymachenko, Mercedes-Benz Fashion Week in Madrid, 2016

Source: Ukrainian designer Anna K... (2016)

The approach of Fedir Vozianov, the designer of
the Vozianov brand, to fashion was more constructive
and was considered a component of artistic practic-
es. Therefore, Vozianov dedicated his collection to
Ukrainian Suprematism and the artist K. Malevich,
who had inspired the designer for many years. In
contrast to the expressive collection of the French
fashion house “Maison Margiela“, dedicated to K. Ma-
levich, the “Vozianov“ collection was restrained in col-
our and contained complex designs. The motifs of the
circle, square, and cross by K. Malevich are very con-
sistent with modern fashion. The works include two
principles that are extremely rare in art. The first is
non-referential: what the artist painted does not re-
flect anything, it is not a fixation of nature, something,

1 N

or someone around, it is a fixation of the art itself.
Analogous processes are currently taking place in
fashion - fashion has become more non-referential, it
does not reflect the situation around it, but concen-
trates on its own reality and constantly reproduces
itself. Second principle is that K. Malevich used sym-
bols as a basic element. Analogously, fashion operates
with signs and symbols. In his collection, F. Vozianov
proved that modern fashion has great innovative po-
tential (Vozianov, n.d.). Many technological techniques
that were not visible from the catwalk, e.g., fasteners
and zippers, are used as a dimensional fixator. The de-
signer deliberately placed fashion in the situation of
art, even though there was much debate about wheth-
er they can even be compared (Fig. 6).

Figure 6. “Vozianov“ spring-summer 2016 collection dedicated to Suprematism and Malevich

Source: Vozianov (n.d.)
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The next example of the adaptation of art artifacts
in clothing design was the activity of the Ukrainian
brand “Serebrova“, which presented the autumn-winter
2020-2021 collection “Secret of Genius®, created in col-
laboration with the Ukrainian artist I. Marchuk (Pres-
entation of the Serebrova collection..., 2020). Designer
A. Serebrova was inspired to create the collection by

paintings created in the author’s technique “Plontan-
ism“: the artist applied paint to the canvas in such a
way that thin lines intertwined at different angles and
created the effect of volume. To create the models of the
collection, the designer used silk, cotton with a water-
proof coating, lace, as well as artificial fur with a 3D ef-
fect (Fig. 7).

Figure 7. “Serebrova“ in cooperation with I. Marchuk, autumn-winter 2020-2021

Source: Presentation of the Serebrova collection... (2020)

Avivid example of interaction and PR was the mod-
ern collaboration between the artist, designer, and il-
lustrator M. Reva and the Syndicate Original brand
(Viruk, 2019). Working on joint collections with “Syn-
dicate”, M. Reva turned clothes into a painting canvas,
developed and played with various graphic elements
and colour forms that reproduce the silhouette of the
human body. At the time, this was already the fifth joint
capsule collection, which included raincoats, dresses,
shirts, and sweatshirts with prints applied to the fabric
using silk screen printing (Fig. 8). The brand of embroi-
dered clothes “Etnodim, to encourage its consumers
to care about and to study the diversity of Ukrainian
culture, approached its collections in an original way,

particularly by creating a shirt named after the “Slo-
vo“ building, specially built in the 1920s for artists in
Kharkiv. The brand dedicated the shirt to the residents
of the building - writers and artists, known now in the
context of the “Executed Renaissance”, The shirt did not
have a gender definition, the cut was deliberately chosen
to be unisex (Fig. 9). In the article by M. Khemiy (2021),
the brand'‘s designer A. Fesenko commented that for her,
“Slovo" was an example of the government’s ruthless
attitude towards cultural figures and brutal interfer-
ence in their work. She also noted that the main task of
the design was to accurately reveal the topic and convey
it to customers so that everyone would know about this
story and not remain indifferent to such complex topics.

Figure 8. Collection of the Ukrainian clothing brand “Syndicate” together with the artist M. Reva, 2019

Source: 0. Viruk (2019)
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Figure 9. Etnodim, beige linen shirt “Slovo”

Source: M. Khemiy (2021)

Designer S. Bevza and her eponymous brand “Bev-
za" subtly weaved national motifs into their characteris-
tic minimalist design. In 2021, “Bevza"“ in collaboration
with the ceramics brand “Nadiia“ presented a collection
of clothes and jewellery as part of New York Fashion
Week. The leitmotif of the spring-summer 2021 collec-
tion was the heritage of Trypillia culture. The Trypillian
civilisation placed women at the centre of its existence,
it sacralised women, worshiped statues of the female
figure, the embodiment of maternal instincts and fe-
male energy (The Trypillia Culture..., 2020). Among the
historical moments there are also ears of wheat, which
the brand used in earlier collections. Complementing
the brand‘s laconic clothing were ceramic jewellery,
figurines, and household items, which were brought to
life by the hands of the artist of the “Nadiia“ brand as
a result of careful research into the material heritage
of Trypillian culture, namely the Kukuten district. The
works combined the ancient symbolism inherent in this
culture and the rough texture, thus reinterpreting the
meaning of objects in the everyday life. A primitive tal-
isman figurine of a pregnant woman, visually similar to
an authentic Trypillian artifact, became the key object
of the collection.

Thus, at the present stage of the development of
Ukrainian fashion design one can observe a rethink-
ing and adaptation of the artistic and figurative possi-
bilities of traditional art forms in the development of
a modern clothing collection for the sake of preserva-
tion and development of the national culture, namely,
the inclusion of the creative work of the outstanding
figure P. Plytka-Horytsvit, the discovery of new facets
of reading the visual images of her work and their use
in the images of the models of the clothing collection.
Despite the agreement in cultural and expert societies
on the exclusivity and significance of the heritage of the
national artist P. Plytka-Horytsvit, at least for her com-
munity, and more globally for the Ukrainian cultural
environment, her works had not become the subject of
museum research to the present day. The artistic legacy
of P. Parasky-Horytsvit stands out as an ethnograph-
ic source that recorded and detailed local rituals, life,

clothing, house interiors, and everyday objects. Even
though the name of P. Plytka-Horytsvit is little-known,
her artistic heritage demonstrates a bright representa-
tion of the Ukrainian naive art alongside such world-fa-
mous artists as K. Bilokur and M. Prymachenko (Bu-
chatska et al.,, 2019).

There were several exhibitions of her photo works.
Subsequently, director M. Rudenko made a film-narra-
tive about the found photo legacy of the artist “Portrait
against the background of mountains“ (Gorban, 2019).
In October 2019, a large-scale exhibition of works by
P.A. Plytka-Horytsvit opened in the Art Arsenal, which
contributed to informing new interested people (Why
you should visit the exhibition of artist Paraska Plyt-
ka-Horytsvit, 2019). Paper cut-outs became a part of
Ukrainian folk art only from the 19" century. Since the
material became available, this unpretentious way of
decorating quickly gained popularity. Decoration in the
formofvytynankahaslongbeenapartofthelife oftowns-
people and peasants. It could be found on the windows
of houses, walls, and on the masonry stove. Sometimes
wall paintings were replaced with cut-outs (Fig. 10).
Vytynankas of different localities have distinctive fea-
tures inherent in a certain region (Shadryna, 2019).

Works cut out of paper accompanied P. Plytka in
everyday life and creativity throughout her life. The au-
thor herself once talked about her passion for cutting,
as she made vytynanka very simply. Firstly, she took
the ordinary covers from school notebooks, scissors,
then she cut them (Kachkan, 2008). P. Plytka-Horytsvit
mostly made carpet patterns of vytynanka executed in
the author's interpretation of local traditions, accord-
ing to which, Easter eggs and towels of the western re-
gions were characterised by blurring and small orna-
mentation. The basis of the structure of the vytynanka
was the variety of symmetry. The mirror structure was
the most common: cutting paper folded in half, where
the motifs were reflected. Most often, the slits were
made in the form of abstract elongated waves and arcs.
The artist freely placed the motifs on the background
of the product, while leaving enough of the plane un-
touched, which created harmony with the smooth lines
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of the cut-out ornament. A distinctive feature of P. Plyt-
ka-Horytsvit's cut-outs, according to the observations
of the director of the Ivan Franko Literary Museum
H. Lutsyuk, were rectangular shapes, while the crafts-
woman cut out the square shapes characteristic of this
region less often (Kosytska, n.d.). Notably, there were no
plot motifs in the cut-out patterns, instead only abstract
harmonious ornaments and sometimes symbols, such

“« o«

as a “cross”, “coat of arms", or “bird“. The artist chose a
wide variety of colours for her works - green, blue, red,
pink, and most often left the background white or black.
The choice often depended on the availability of paper
material. P. Plytka-Horytsvit collected used packaging
from photo paper, school notebooks, and sometimes
completely random materials, such as ice cream wrap-
pers (Buchatska et al,, 2019).
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Figure 10. The interior of a traditional dwelling, decorated with cut-outs
Notes: The end of the 19" - the beginning of the 20" century with Tymanivka, Vinnytsia region

Source: Z. Kosytska (2019)

The artistic work of the Hutsul artist was the ba-
sis for the development of the project image of mod-
ern fashion clothes, which harmoniously combined the
internal cultural heritage of the centuries-old national
culture and functional external manifestations and cur-
rent trends in clothing design, inherent in the world'‘s
globalised fashion industry. Since the functionality of a
modern suit was marked by the absence of decorative-
ness, it was characterised by restraint, while design-
ing a collection of clothes involves strict compositions
and geometric lines. Silhouette forms were simple,
structured, in outerwear (coat) a trapezoidal silhou-
ette prevailed, in the rest of clothing forms - fitted and
X-shaped, which carefully emphasised the female fig-
ure, without diverting attention from the individuality
of a person. When developing the clothing collection, a
restrained, almost monochrome colour scheme typical
of minimalism was chosen - it was black, grey, white,
and beige, with the addition of the traditional colours
of the Hutsul region - dark red or wine with shades of

dirty pink (Fig. 11).

Figure 11. Colour range of the collection
Source: developed by the authors of this study

The main emphasis of the developed clothing
collection was filling strict functional forms with re-
strained, but more plastic linear decor in the form of

cut-outs of the Ukrainian artist P. Plytka-Horytsvit and
decorative seams. Another addition to the image were
decorations and accessories, modified from those tradi-
tionally inherent in the Hutsul region (Fig. 12).

Figure 12. Key decorative elements
and accessories of the collection
Source: developed by the authors of this study

The collection was designed for active life in meg-
apolises and smaller cities. The range of the collection
was characterised as elegant and restrained due to
strict cut, balanced silhouette shape, and fullness, which
served for more than one season. The colour range was
limited and associatively perceptible - there were dif-
ferent shades of a monochrome palette with bright ac-
cents in the form of dark red or wine with shades of
dirty pink; the nature of the lines was mainly geometric
(Fig. 13). For the development of models and complete
sets, compositional principles were borrowed from cat-
walk style of the 1990s, classic silhouettes were chosen,
inherent in the style of minimalism with accents on re-
liefs that emphasised the female body (Melnyk, 2013).
In these models, only the interpretation of the artist's
creative work was used, as was done by designers and
design brands that dedicated their works to artists or
collaborated with them.
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Figure 13. Front sketches of the collection
Source: developed by the authors of this study

In addition, the study presented a reference to the
characteristic clothing style of P. Plytka-Horytsvit since
the component was an integral part of the formation
of a creative personality and its aesthetic preferences.
The decoration of the functional cut became Plytka-Ho-
rytsvit's vytynanka, in the form of textile decoration.
Vytynanka was applied with a certain degree of inter-
pretation: assembly from separate parts of new orna-
mental motifs or complete citation. First of all, it pro-
motes conscious consumption and a sense of choice for
the person who would wear these clothes and, just as
importantly, brings traditional art to the masses.

Since P. Plytka-Horytsvit was the creative source
of the collection, textile decoration in the form of sepa-
rate ornamental motifs and, in some places, complete-
ly borrowed artist's cutouts became an addition to the
functional forms of clothing. On the other hand, the
peculiarities of the texture can be seen only in the fab-
ric from which the clothes were sewn, then this prin-
ciple was used in the decorative decoration of the col-
lection’s models and, similarly to the “Bevza” brand,
the main motifs of P. Plytka-Horytsvit's patterns are
interpreted in various materials - accessories, prints,
textile decoration. The original theme was character-
ised by combinations of textures of various materials.
In addition, in the development of the collection, vari-
eties of woollen fabric were used. Complements to the
images created in the clothing collection were jewel-
lery and accessories interpreted from those tradition-
ally inherent in the Hutsul region. These were printed
handkerchiefs tucked into rings, ceramic crosses, and
ribbon necklaces.

CONCLUSIONS
As a result of the conducted study, a close relation-
ship between art and fashion was revealed, as well as
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Abstract. The process of change in fashion based on sustainability principles necessitates a re-evaluation of design
practices, production approaches, clothing use, and attitudes towards fashion as a whole. However, a question arises
as to whether the declared shift towards sustainable fashion is consistently reflected in the activities of designers
and brands that position themselves as sustainable. In other words, what criteria should be used to identify the
sustainability of abrand. This study aimed to determine the key aspects of scientific discourse on sustainable fashion
based on clearly defined principles and criteria. The research employed a comprehensive approach, incorporating
synthesis, comparative analysis of scientific literature, a review of reports and expert assessments, as well as an
examination of practical cases involving Ukrainian clothing brands implementing sustainability principles. The
fundamental principles and criteria of sustainable fashion have been identified. It has been observed that through
the adaptation and interpretation of global sustainable fashion principles, Ukrainian designers have demonstrated
unique approaches to utilising local materials, reviving and supporting traditional crafts. This has contributed to the
creation of distinctive, high-quality products that align with both the functional and emotional durability of clothing.
Specific sustainability assessment criteria for the local market have been identified, including the use of local
materials and production, the integration of traditional craftsmanship elements, the adaptation of design to local
needs, support for local educational initiatives, and the contextualisation of global standards. The implementation
and application of clearly defined criteria, scientifically grounded approaches, and international standards will
facilitate a high level of compliance with contemporary sustainability requirements in the fashion industry

Keywords: sustainable development; sustainable design; ecological clothing design; standards; sustainability
indicators

INTRODUCTION

In the context of global environmental challenges and
the growing social responsibility of business, the con-
cept of sustainable fashion has become increasingly
important in the global fashion industry. Ukraine, as a
country with a strong potential in design and the tex-
tile industry, has not remained aloof from these pro-
cesses. Sustainable fashion, as a concept, covers a wide
range of issues - from the environmental friendliness
of production to the ethical aspects of labour and the
social responsibility of business. In Ukraine, this top-
ic has acquired particular importance due to several
factors: the growth of environmental awareness of
consumers, the need to increase the competitiveness
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of Ukrainian producers in the international market, as
well as the need to rethink approaches to production in
conditions of limited resources.

The relevance of the study of the principles and cri-
teria of sustainable fashion in the Ukrainian context is
due to the need to adapt global trends to local realities
and the formation of a scientifically sound approach to
the development of sustainable fashion in the country.
The creation of an environmentally oriented fashion
industry, characterised by sustainable design, sustain-
able production and sustainable consumption, was
considered a new economic driver for future industrial
innovations.

Soloviy, I. (2025). Principles and criteria of sustainable fashion in scientific discourse: A contemporary Ukrainian context. Art

and Design, 8(1), 69-79. doi: 10.30857/2617-0272.2025.1.5.

*Corresponding author

Copyright © The Author(s). This is an open access article distributed under the terms of the
Creative Commons Attribution License 4.0 (https://creativecommons.org/licenses/by/4.0/)



Principles and criteria of sustainable fashion in scientific discourse...

Scientists L. Jingjing et al. (2024) concluded in
their study that fashion industry companies are plac-
ing greater emphasis on environmental protection.
Circular fashion researcher P. Blum (2019) conducted
an in-depth analysis of each stage of the process, focus-
ing on the principles of circular fashion: reducing re-
source consumption, prioritising renewable materials,
and promoting efficient and repeated use. Researchers
M. Sellitto et al. (2019) examined eco-design as a fun-
damental aspect of environmentally responsible supply
chain management, aimed at minimising the negative
environmental and social impact of products through-
out their lifecycle. This involved the use of eco-friendly
materials and the reduction of consumption, emissions,
and waste, to achieve sustainability without compro-
mising other critical factors such as functionality, usa-
bility, or aesthetics.

In Ukraine, there has been a noticeable increase
in academic interest in the concepts of environmental
friendliness and sustainability in fashion between 2014
and 2024. Recent publications focusing on defining the
criteria, characteristics and principles of sustainable
fashion have been prioritised for this research. In their
publication, O. Kolosnichenko et al. (2021) stated that
“sustainable fashion” is based on the three pillars of
consciousness: environmental friendliness (choice of
natural materials, upcycling), ethics (decent jobs, hu-
mane treatment of animals), and resilience (creating a
basic, smart wardrobe). Based on studies of upcycling
and minimalism as core approaches to conscious and
moderate consumption, researchers have further ex-
plored these aspects.

A comparative analysis of Ukrainian and glob-
al brands by A. Koriakina et al. (2024) identified the
following key requirements for sustainable fashion:
careful use of resources and energy, fair treatment of
employees throughout the supply chain, and the use
of materials that do not harm animals. N. Chuprina et
al. (2024) outlined the requirements for ecological
design and noted that one of the most sought-after
environmentally oriented principles of modern fash-
ion design has become the principle of artisanality.
A.Yu. Hakhova (2021) highlighted the following basic
principles of ecological design: conceptualism, innova-
tion, efficiency, and social responsibility.

Exploring the evolution of the understanding of
sustainability in fashion and clothing design, K.R. Pok-
hodenko (2021) addressed its criteria, emphasising that
“sustainability in fashion and clothing design is a balanc-
ing of the goals of own stakeholders activity - designers,
manufacturers, consumers, between four criteria - eco-
logical, economic, social and ethical. The result of fash-
ion and clothing design practice is sustainable when
these four criteria are in a state of dynamic balance”.

The main directions of research only partially in-
cluded the adaptation of global sustainability prin-
ciples to the Ukrainian context, the development of

specific sustainability assessment criteria for the local
market, and the analysis of practical experience in im-
plementing these principles. At the same time, there is
aneed for comprehensive research that would combine
the environmental, economic, social and ethical aspects
of sustainable fashion specifically in Ukraine.

This study aimed to analyse and systematise the
principles and criteria of sustainable fashion in the con-
text of modern scientific discourse in Ukraine.

MATERIALS AND METHODS
A comprehensive approach was used in the research,
which included methods of analysis, synthesis, com-
parison and generalisation of knowledge. The analysis
method was used for a detailed study of scientific pub-
lications, reports and documentation on the principles
and criteria of sustainable fashion. The synthesis meth-
odwasused to form aholisticunderstanding of the prob-
lem under study based on separate data from various
sources. The generalisation method enabled the formu-
lation of the key principles and criteria of sustainable
fashion within the Ukrainian context. A systematic anal-
ysis of scientific publications from 2014 to 2024, reports
and documentation of international organisations was
carried out: UN Alliance for Sustainable Fashion (n.d.),
The International Labour Organization (2024), Fash-
ion Revolution (n.d.), The Fashion Pact (n.d.), Glob-
al Fashion Summit (n.d.), Ellen MacArthur Founda-
tion (n.d.), Centre for Sustainable Fashion (2024).
Additionally, sustainability standards such as the Glob-
al Organic Textile Standard (2024), OEKO-TEX (2024),
Fair Trade Certification (2024), Bluesign (2024),
and Cradle to Cradle Certified (2024) were analysed.

This study developed a methodology for evaluat-
ing the compliance of clothing brands with sustainable
fashion criteria in the Ukrainian context. The method-
ology was based on a system of 10 key criteria covering
the environmental, social, economic and ethical aspects
of sustainable development in the fashion industry. The
criteria were formed taking into account their com-
pliance with international sustainable development
standards, adaptation to the specifics of the Ukraini-
an market, the possibility of practical application and
measurement, and the comprehensive coverage of var-
ious aspects of sustainability. The developed method-
ology envisaged a phased assessment process, which
included the collection of primary data on the brand'’s
activities, analysis of documentation and public materi-
als, and systematisation of the information received fol-
lowing the identified criteria. It was taken into account
that compliance with sustainability criteria is a dynam-
ic process, the methodology provided for the establish-
ment of clear quantitative and qualitative indicators for
monitoring progress, the possibility of updating prac-
tices per new research and innovations, as well as the
introduction of a reporting system to track progress. An
important aspect of the developed methodology was
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the consideration of the possibility of partial compli-
ance with the criteria, provided there is a clear plan to
improve performance. This approach made it possible
to assess not only the current state but also the dynam-
ics of brand development towards sustainability.

The SustainMeter methodology for evaluating sus-
tainable development was studied. The methodology
was designed to change how small and medium-sized
enterprises in the fashion industry assess sustainable
development, offering a faster and more accessible al-
ternative to traditional methods such as sustainable
development audits. The main feature of SustainMeter
was a carefully developed questionnaire, created based
on extensive academic research on sustainable devel-
opment indicators. This tool not only collected data but
also facilitated their detailed analysis, using a numeri-
cal scale from 1 to 7 for accurate quantification of each
indicator. This scale captured subtle variations that
were crucial for determining levels of sustainable de-
velopment, where 1 is the least sustainable and 7 is the
most sustainable. After completing the questionnaire,
users were redirected online to an EcoScore review - a
centre for in-depth analysis of results from a sustain-
able development perspective. The modular approach
of the methodology, which provided the possibility of
obtaining both multidimensional sustainability assess-
ments and targeted recommendations for improving
sustainable development practices, was of particular
value to enterprises.

In the process of testing, the AttrakDiff framework
was used, which provided an assessment of the conveni-
ence, practicality and aesthetics of the system interface.
To enhance accuracy and objectivity, the methodology
incorporated a fuzzy logic-based approach, overcoming
the limitations of traditional assessment methods.

The methodology was developed with the possibil-
ity of further adaptation to the needs of other sectors
of the economy, such as the cosmetics and food indus-
tries, thanks to open access to the program code, which
contributes to its improvement by the specific require-
ments of various industries.

RESULTS AND DISCUSSION
International organisations and initiatives in sus-
tainable fashion. Sustainability in fashion is a concept
characterised by a comprehensive approach to the pro-
cesses, activities and stakeholders involved in creating
a fashion industry based on ethicality, environmental
integrity, social justice and economic stability. Inter-
national organisations play an important role in the
sustainable development of the fashion industry. The
United Nations Environment Programme (UNEP) pro-
motes sustainable practices, in particular through the
UN Alliance for Sustainable Fashion (n.d.) initiative.
The Sustainable Development Goals developed are also
aimed at the sustainable development of the fashion in-
dustry through various aspects, such as efficient use of

resources, fairness, etc.

The International Labour Organization (ILO) imple-
ments labour standards and norms aimed at protecting
workers’ rights, ensuring decent work and combating
the illegal use of child labour (The International Labour
Organization, 2024). Non-governmental organisations
and initiatives also play an important role. The Fashion
Revolution (n.d.) organisation promotes transparen-
cy in the fashion industry through campaigns such as
#WhoMadeMyClothes, calling on brands to be respon-
sible for creating proper working conditions for their
employees. The Sustainable Apparel Coalition (Cas-
cale) (2024) is a global alliance of brands, suppliers and
other fashion industry stakeholders that uses the Higg
Index to assess and improve the environmental and so-
cial impact of their operations (Blum, 2019). The Fair
Wear Foundation (2024) works with brands, factories,
traders and other organisations to improve working
conditions in the textile industry. Life-Cycle Assess-
ment is a methodology for assessing the environmental
impact of a product throughout its life cycle, from raw
material extraction to disposal or recycling, one of the
main tools of environmental management in the Euro-
pean Union (Cimatti et al, 2017).

Several relevant standards and certification bodies
have been created, focusing on specific aspects or indus-
tries, taking into account their specificities in terms of
achieving sustainability. Examples of important stand-
ards for the fashion industry. The Global Organic Tex-
tile Standard (2024) defines requirements for organic
textiles, as well as environmental and social standards
for their production. The OEKO-TEX system (2024) out-
lines the certification of textile products for their safety
and the absence of harmful chemicals. Within the Fair
Trade Certification (2024), standards for fair working
conditions, transparency and poverty reduction in pro-
duction chains are established. The Bluesign system
describes environmentally safe textile production that
minimises negative impact on the environment. With
the help of Cradle to Cradle Certified (2024), an assess-
ment of products is presented according to the criteria
of environmental and economic sustainability, includ-
ing the quality of materials, the possibility of their re-
use and social responsibility (Blum, 2019).

Among the defining global initiatives, The Fashion
Pact (n.d.) is an international coalition of companies in
the fashion and textile industry aimed at stopping glob-
al warming, restoring biodiversity and protecting the
oceans. The Global Fashion Summit (n.d.) is presented
as the leading international initiative on sustainable
development in the fashion industry, which organises
the annual Copenhagen Fashion Summit (2024) - a
global business event characterised by addressing
sustainability issues in the fashion industry and vec-
tors of its development, as well as defined by the pub-
lication of reports on achievements and challenges of
sustainable development. The Ellen MacArthur Foun-
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dation (n.d.), together with its partners, is working to
implement the principles of a circular economy in the
fashion industry.

An example of an educational and research in-
stitutions is the Sustainable Fashion Academy (SFA),
which offers educational programs and conducts re-
search in the field of sustainable fashion. The Centre
for Sustainable Fashion (CSF) (2024) at London Col-
lege of Fashion conducted research and implemented
educational programs aimed at developing sustaina-
ble practices in the fashion industry. The Sustainable
Fashion Glossary (n.d.) developed testifies to a deep
and holistic approach to the study of numerous as-
pects of sustainable fashion.

The Copenhagen Fashion Week (2023) serves as an
example of the effectiveness of local initiatives. In 2022,
the event established minimum requirements for de-
signers participating in the show, based on the values
of sustainable development. The new evaluation sys-
tem for participants contained 18 certification criteria.
These included, in particular, design requirements: du-
rability of clothing, at least 50% of the collection being
certified models, upcycling, recycling materials, and a
ban on the use of fur. In addition, a list of permitted and
prohibited materials was provided. The requirements
for working conditions included safety and proper
conditions for workers, and decent wages. Consumer
involvement was also among the requirements, which
is why employees should have a good understanding of
the brand’s sustainable development strategy and in-
form consumers about it. The packaging of clothing for
both online and offline stores should have been carefully
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considered in terms of materials and their disposal.
The show itself should have taken place with the waste-
free decoration of the stands. No disposable plastic was
used behind the scenes of the show. Diversity and in-
clusion were taken into account during the casting of
models by the Danish fashion ethical charter (n.d.).

The first show of the Ukrainian sustainable fash-
ion brand TG Botanical (2024) was part of the official
schedule of Copenhagen Fashion Week (2023), and the
brand’s first independent show took place during Co-
penhagen Fashion Week SS24 (2024). The brand’s ac-
tivities met all 18 criteria, which testified to the brand’s
holistic approach to the issue of sustainability. The
brand, producing modern women’s clothing with an
emphasis on raw materials, uses hemp, flax, cotton and
nettle fibres in its collections. The clothes were dyed
using traditional and experimental methods: plant pig-
ments obtained from tansy flowers, acorns, onion peels
and coffee beans. TG Botanical paid considerable atten-
tion to ethical production methods.

The “Changing Landscapes” collection embodied
the philosophy that the Earth is a constant source of
renewal. Collaboration with Daryna Tsapenko’s atelier
resulted in the creation of five extraordinary products
from TG Botanical’s signature fabrics (Fig. 1), trans-
formed using innovative techniques inspired by Savoy
cabbage. Fungal inoculation, natural dyeing and cab-
bage juice infusion breathed new life into the clothes,
creating organic, unique pieces that reflected the con-
stant renewal of the Earth. The collection was a testa-
ment to TG Botanical’s commitment to the principles of
sustainable development (Bereza, 2024).

Figure 1. TG Botanical SS 2025 “Changing Landscapes”

Source: P. Bereza (2024)

The development of sustainable fashion in Ukraine:
Initiatives and practices. The transition to sustaina-
ble development is a process of changing the value ori-
entations of all stakeholders. The fundamental values
of development, recognised at the international level,
were freedom, equality, solidarity, tolerance, respect
for nature, and shared responsibility. The national sus-
tainable development goals are based on the political,

economic, social, environmental, moral and cultural
values inherent in Ukrainian society. They define the
direction of the strategy to care for the common good
and protect the national interests of Ukraine (Sustaina-
ble Development Strategy of Ukraine until 2030, 2017).
In Ukraine, among the key initiatives for the develop-
ment and popularisation of sustainable fashion, the
Ukrainian Fashion Week is identified, which organises
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events aimed at promoting environmental responsibili-
ty and sustainable development in the fashion industry.
Among them is action: Sustainable fashion (2024) - an
educational program that revealed the social, ethical,
economic and cultural aspects of sustainability in the
stories of Ukrainian designers. The BE SUSTAINABLE!
fashion Summit project is an annual summit dedicat-
ed to sustainable fashion, discussing global trends and
local initiatives with the participation of international
experts and Ukrainian designers. It is impossible to im-
agine the future of the fashion industry without a sys-
tematic sustainable approach, to which the VII Vogue
Conference is dedicated (Vogue, 2024).

Among the local initiatives is Lviv Fashion Week.
In 2019, with the support of the Ukrainian Cultural

Criteria

Foundation, an environmental program for Ukrainian
designers “Lviv fashion week for eco” was launched. The
program included a five-day training part and a com-
petition among participants for the best eco-oriented
collection, the winner of which received an award - the
production of a collection and its presentation at Lviv
Fashion Week SS 2020 at the expense of the organiser
(Lviv fashion week for eco, 2019). The project aimed
to popularise the ideas of sustainable fashion among
designers and consumers, and to encourage Ukrainian
designers to integrate environmental criteria into their
work. The EcolLogica project was created to promote
young Ukrainian eco-brands in the fashion industry. The
selection of collections for participation in the program
was carried outaccording to the criterialisted in Table 1.

Table 1. Selection criteria for collections to participate in the EcoLogica project

Reuse/Secondary raw materials, recycling

Upcycling

Availability of material certification

Sustainable procurement approaches

Use of natural fabrics

Social indicators, ethical production

Attention to the social issues of the collection

Eco-friendly packaging/labels

Communication skills, ability to explain the environmental/ethical aspects of the activity

Source: Lviv Fashion Week (2021)

A.Yu. Hakhova (2021) determined that principles
such as efficiency, innovation, and social responsibil-
ity are subject to the “6R concept”, which: “allows to
extension of the life cycle of fashion industry products
and include them in a fully closed system through re-
cycling”. Accordingly, focusing on the principles of a
circular economy, a fully closed system is appropriate
and effective in the context of defining the principles of
sustainability.

Focusing on the study of specific aspects of sus-
tainable development that made it unique: innovation,
cultural specificity, and local features, it is determined
that these aspects add uniqueness to the concept of
sustainability, expressing its specificity for each con-
text and emphasising the need to integrate sustainable
principles into unique areas of life and development of
society (Velyka & Birillo, 2024).

At the legislative level in Ukraine, it has been ob-
served that laws have been introduced that promote
the responsibility of brands regarding the choice of
production approaches. Law “On Basic Principles and
Requirements for Organic Production, Circulation and
Labeling of Organic Products” (The law of Ukraine No.
2496-VIlI, 2018), which prohibited the uncontrolled
use in Ukraine of the names “eco”, “bio”, “organic”, pro-
vides for fines and withdrawal of such products from
sale by regulatory authorities.

Principles and criteria for assessing sustainability
in the fashion industry. Through the study of a wide
range of materials, the aforementioned global initia-
tives, research institutions, and scientific publications,
the principles and criteria of sustainable fashion can
be identified. Principles are defined as fundamental
ideas and guidelines that outline the general direction
and philosophy of the sustainable approach itself in the
fashion industry. They have formed a solid foundation
for decision-making and the development of effective
strategies. The principles of sustainable fashion are
based on environmental, economic, social and ethical
aspects. Environmental responsibility is defined as
minimising the negative impact on the environment,
preserving natural resources, reducing the carbon
footprint and using environmentally friendly and eth-
ical materials. In the context of social responsibility,
ensuring decent working conditions, supporting local
communities, inclusiveness and diversity are outlined.
Regarding economic viability, the key aspects are the
creation of sustainable business models and a focus on
the circular economy.

Transparency and traceability are characterised by
brands openly informing about materials, production
processes and supply chains. Durability is represented
by the creation of high-quality, functional clothing de-
signed for a long service life, which reduces the need
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for frequent changes, minimises waste and counteracts
the culture of rapid consumption. Initiatives for recy-
cling and safe disposal are marked by the possibilities
of reusing materials. Innovation and creativity are re-
flected in the search for sustainable creative solutions
to rethink traditional approaches to fashion, includ-
ing consideration of the entire life cycle of the item, in
particular the creation of biodegradable clothing. The
educational component is characterised by raising con-
sumer awareness and promoting changes in consumer
habits. Cooperation is defined as proper communica-
tion between all parties involved in the process. Local
production is marked by the use of traditional craft
techniques and manual work. Thus, it is recognised
that: “The principles of sustainable design have led to
a change in the sustainable way of design thinking and
the creation of new tasks, motivated to design life cycles
instead of the products themselves” (Niiniméaki, 2014).

Itis noteworthy how Ukrainian brands themselves
have defined the principles of sustainable fashion for
themselves. The brand Minnim (n.d.) stated: “part of
our sustainability philosophy is the idea that each of
us is responsible for preserving the planet’s resources,
so we have developed six basic principles of sustaina-
ble development on which the Minnim brand is built”.

The list of sustainable development principles of the
Minnim brand: organic materials, ecological and ethi-
cal production, ecological packaging, timeless design,
responsibility for the life cycle of clothing, and opti-
misation of transportation logistics. The TG Botani-
cal brand has developed an “Ethical activity strategy
from the perspective of environmental and social re-
sponsibility”.

The goal of the Ukrainian brand Gnizdo (n.d.) was
to create things that would be timeless and out of fash-
ion, focusing on their durability, and clearly defining
the principles of sustainable production. This brand fo-
cused on the locality of production, the use of natural
materials, and thoughtful packaging.

Adapting and interpreting the global principles of
sustainable fashion, Ukrainian designers have demon-
strated unique approaches to the use of local materials
and the revival of traditional techniques. The direction
of artisanal fashion, aimed at creating durable things, is
defined as an important component of the concept of
sustainable fashion. The Litkovska (2024) brand, in its
ecological demi-couture line of handwork “Artisanal’,
emphasised timeless quality, which was a kind of “ode
to traditions”, where the past and the future were inter-
twined (Fig. 2).

Figure 2. Litkovska. “Artisanal” collection

Source: Litkovska (2024)

Therefore, the criteria of sustainable fashion are
specific, measurable indicators or standards that are
used to assess the compliance of fashion products,
brands or practices following the principles of sustain-
ability. They allow for a quantitative and qualitative
assessment of the level of sustainability in the fashion
industry. Environmental: the use of environmentally
friendly materials, waste minimisation and reduction of
environmental impact during production. Social: com-
pliance with labour norms and standards, ensuring de-
cent working conditions and fair wages for all workers
in the production chain. Economic: support for the local
economy, communities, transparency in supply chains,
ensuring product durability and focus on a circular
economy. Ethical: promoting an ethical and conscious

approach to consumption among consumers through
education and awareness raising.

The criteria that are relevant for application in
the Ukrainian context are highlighted, and an analysis
of compliance with these criteria is carried out on the
example of the TG Botanical brand (Table 2). Table 2
showed that the brand meets all sustainability criteria.
This demonstrates the brand’s strong commitment to
the sustainable principles embodied in its activities. It
is important to emphasise that a brand may not meet all
the criteria at once, but be persistent in consistently im-
plementing the principles that will shape it as sustain-
able. In this case, it is worth formulating a statement
of clear, measurable goals for improvement. Adapt-
ing to progress, focus on continuous updating and
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improvement of practices based on the latest research
and innovation in the field of sustainable development.
And also pay attention to measuring sustainability in-
dicators, regularly inform the public about efforts and
progress: maintain and publish transparent reporting

on the implementation of sustainable development
goals. In the publication by L. Ramos et al. (2024), a
set of indicators is proposed to determine compliance
with sustainability requirements for small and medi-
um-sized enterprises in the fashion industry (Table 3).

Table 2. Analysis of the Ukrainian brand TG Botanical according to sustainable fashion criteria

No. Criteria TG Botanical brand
1 Ecological and ethical materials Dyeing with natural pigments
2 Reduced resource consumption Efficient use of energy
3 Use of renewable materials Use of flax, organic cotton, hemp, nettle
4 Effective reuse Waste recycling
5 Local production Cooperation with local communities, traditional crafts
6 Design with life cycle in mind Durability, the idea of “grown clothing”
7 Decent working conditions Equality and respect, proper working conditions ensured
Cooperation with Dirt Charity in Earth Shop 1% of brand sales are
8 Transparency and openness . .
transferred to soil regeneration on a global scale
. - . Providi ining f 1 i 1 ibili
9 | Educational and awareness-raising activities roviding training for emp oyees on environmental responsibility and
ethical standards
. Research and preservation of cultural heritage through the use of
10 Innovation and research o ) . .
traditional methods of processing and dyeing materials

Source: Lviv Fashion Week (2021)

Indicator

Table 3. Indicators for assessing the sustainability of small
and medium-sized enterprises in the fashion industry

Goal

Economic

Material costs

Reduction of material costs

Labour costs

Reduction of labour costs

Lead time Reduction of execution time
On-time delivery Reduction of delivery time
Product quality Improving product quality
Environmental

Material usage

Reduction of material usage

Recycled material usage

Increasing the use of recycled materials

Water usage

Reduction of water usage

Energy usage Reduction of energy usage
Emissions Reduction of emissions
Waste Reduction of waste generation
Social

Employee satisfaction

Increasing the level of employee satisfaction

Customer satisfaction

Increasing the level of customer satisfaction

Community satisfaction

Increasing the level of community satisfaction

Source: L. Ramos et al. (2024)

In this study, indicators were rated “good” if ef-
forts were directed towards increasing sustainability,
regardless of whether this involved increasing or de-
creasing the values of the indicators. The same consid-
erations were applied to “average” and “poor” ratings.
For example, if a company made significant progress in
reducing carbon emissions, this indicator should be rat-
ed as “high”. Similarly, if a company demonstrated good
results in increasing the use of recycled materials, this
indicator should also be rated as “high”. On the other
hand, if a company poorly manages water use, leading
to its excessive consumption, this indicator should be
rated as “low”.

Art and Design Vol. 8, No. 1

The results of the study on the principles and cri-
teria of sustainable fashion in the Ukrainian context
correlated with the findings of many international sci-
entists. The research of K. Fletcher (2020), who pro-
posed a rethinking of the very concept of fashion and
its relationship to sustainable development, was of
great importance for understanding the principles of
sustainable fashion. The author distinguished between
the concepts of “fashion” and “clothing”, which is im-
portant for the formation of sustainability assessment
criteria. The researcher emphasised the need to go be-
yond purely material aspects when developing sustain-
ability criteria, also taking into account the symbolic
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and psychological needs of consumers. This confirmed
the findings on the importance of ethical criteria and
the need for a comprehensive approach to assessing the
sustainability of brands. The study by A. Kozlowski et
al. (2019) explored the challenge of implementing
sustainability principles for clothing designers. The
researchers proposed an innovative approach to cat-
egorising sustainable design tools, highlighting three
archetypes: universal, participatory, and evaluative.
This resonated with the findings on the need to adapt
global standards to the local context, as different types
of tools may be more or less effective depending on
the specific circumstances and needs of designers. The
five-dimensional model of sustainability proposed by
the authors, specific to the fashion industry, could serve
as an additional theoretical basis for the developed sys-
tem of sustainability assessment criteria for Ukrainian
brands. A valuable contribution to the understanding of
the environmental aspects of sustainable fashion is the
research by R. Pal & ]. Gander (2018), who developed a
model for assessing environmental value in the context
of sustainable fashion. Their study offered a structured
approach to assessing the environmental performance
of fashion brands, which complemented the formulated
system of sustainability assessment criteria. The em-
phasis on the relationship between business models
and environmental responsibility is particularly valua-
ble, which confirms the findings on the need for a com-
prehensive approach to the implementation of sustain-
ability principles.

C.M. Armstrong & M.L.A. LeHew (2019) expanded
this understanding by exploring the barriers and mech-
anisms for integrating sustainability principles into tex-
tile education. Their findings on the need for a system-
atic approach to education in the field of sustainable
fashion resonate with the recommendations for the de-
velopment of educational programs and raising aware-
ness of all participants in the fashion industry. T. Bui et
al. (2024) analysed the effectiveness of design practices
to achieve sustainability in fashion and emphasised the
importance of implementing the principles of a circular
economy, in particular recycling and reuse, to improve
environmental performance in the fashion industry.
Their research, although focused more on the techno-
logical aspects of circularity, complemented the under-
standing of economic sustainability criteria formulated
in the article. This idea was developed by K. Niinimaki
& E. Karell (2020), considering the circular economy as
a key aspect of sustainable fashion. For understanding
the practical aspects of implementing sustainability
principles, the research of B.V. Todeschini et al. (2017),
who analysed innovative business models in the fash-
ion industry, was relevant. The authors identified key
entrepreneurial opportunities and challenges in imple-
menting sustainability principles, which complement-
ed the understanding of the economic criteria for eval-
uating brands. Their findings on the need for a balance

between economic viability and environmental respon-
sibility confirm a comprehensive approach to assessing
the sustainability of Ukrainian brands.

The results of the study by X. Zheng et al. (2021),
which emphasised the need to rethink the role of cul-
ture in the context of sustainable development, were
particularly important. The researchers proposed a
conceptual framework for analysing the relationship
between cultural values and the achievement of sus-
tainable development goals, which confirms the ap-
proach used in this article to adapt global sustainabil-
ity standards to the local cultural context. The need to
adapt global standards to the local context has been
confirmed by several relevant studies. S.S. Muthu &
M.A. Gardetti (2020) highlighted the importance of
transforming local knowledge and practices into glob-
al solutions, which confirms the approach to adapting
international standards taking into account local char-
acteristics and traditions. Thus, international studies
have demonstrated the relevance and validity of the
principles and criteria of sustainable fashion identified
in this study, as well as the importance of their adap-
tation to the local context. At the same time, the study
made a unique contribution to the understanding of the
specifics of implementing sustainability principles in
the Ukrainian context, in particular through an empha-
sis on the role of traditional crafts and local production.

CONCLUSIONS

Sustainability in fashion is characterised by a com-
prehensive approach that encompasses the processes,
activities and involvement of all parties in creating a
fashion industry that is based on ethicality, environ-
mental integrity, social justice and economic stability.
It is determined that the principles of sustainable fash-
ion are fundamental ideas and guidelines that form the
basis for decision-making and strategy development in
the fashion industry. Key principles are identified, in-
cluding the use of environmentally friendly materials,
consideration of the entire life cycle of an item, local
production, and others.

The successful implementation of sustainable fash-
ion principles in the Ukrainian context is demonstrated
by the example of the Ukrainian brand TG Botanical,
which is confirmed by the brand’s compliance with
all identified criteria. By adhering to the principles of
sustainable development, sustainable fashion aims
to create a more ethical and environmentally friend-
ly industry. It has been revealed that by adapting and
interpreting the global principles of sustainable fash-
ion, Ukrainian designers simultaneously demonstrate
unique approaches to the use of local materials and the
revival and support of traditional crafts.

It has been established that the criteria for sus-
tainable fashion are specific, measurable indicators
that allow for the assessment of how fashion products,
brands, or practices align with sustainability principles.
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The main groups of criteria are: environmental (envi-
ronmentally friendly materials, waste minimisation),
economic (focus on the principles of a circular econo-
my), social (ensuring decent working conditions), and
ethical (promoting conscious consumption and pro-
duction). They are focused on specific sustainability
assessment criteria for the local market, namely local
materials and production, integration of elements of

recommendations for the development of sustainable
fashion in Ukraine, which should include strategies for
implementing sustainability principles for business,
proposals for regulation and support of the sector for
relevant departments, educational programs for train-
ing students, measures to raise awareness and change
consumer behaviour within communication strategies.

traditional craft, adaptation of design to local needs, ACKNOWLEDGEMENTS
support of local educational initiatives and adaptation  None.
of global standards to the local context.
The identified clear criteria can serve as a start- FUNDING
ing point for concrete actions of clothing designers None.

in Ukraine towards achieving sustainability. Atten-
tion is drawn to the prospects of research in a sys-
tematic approach to the mechanism of establishing
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MpuHUMNK Ta KpUTEPIi CTaN0i MOAU B HAYKOBOMY AUCKYPCi:
CYYaCHUM YKPATHCbKUI KOHTEKCT

IpuHa CooBii

AcnipaHT

/IbBiBCbKa HalliOHa/IbHA akagemisa MUCTeLTB
79011, ByA. KybilloBuya, 38, M. /1bBiB, YKpaiHa
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AHoTauia. [lpouec 3MiH y MojAi Ha 3acafiax CTaJoCTi MepejbadyaB MEPEOCMHUCJIEHHsI AU3alH-NPAKTHK,
niZIXo/iB 10 BUPOGHUIITBA, CII0CO6iB BUKOPHUCTAHHS OJATY Ta CTaBJIEHHS [0 MoAH B 1iyioMy. [IpoTe noctaBaJsio
NUTAHHA, YU 3aBX/H1 3a/leKJlapoBaHi 3MiHU B HANIPAMKY [0 CTa10I MOAU NIPUCYTHI B AiAJIbHOCTI THUX, YU IHIIUX
Jn3aiiHepiB/6peH/iB, fIKi MO3ULiOHYIOTE cebe AK CTaji, TOGTO SKUMH KPUTEepissMU KepyBaTHCs y Ipoleci
imenTudikanii crasocti 6peHay. MeTor mAocimkeHHS Oy/s0 BU3HAYEHHS KJ/IIOYOBUX aCHEKTiB HAyKOBOTO
JUCKYPCY, 110 CTOCYBaJ/IUCS NMUTaHb CTaJ0l MOJM HA OCHOBI 4iTKO cHOpPMysIbOBAaHUX NMPUHIHUIIB i KpUTepiiB.
JocnimxeHHs 6a3yBasiocs Ha KOMIJIEKCHOMY MiJIX0/i, 1[0 OXOIJIIOBAB CUHTE3, MOPiBHAJbHUHN aHaJIi3 HAyKOBOI
JIiTEpaTypH, O/ 3BiTiB Ta eKCIEPTHUX OLIiHOK, @ TAKOXXK BUBYEHHS NPAKTUYHHUX KeNCiB yKpalHCbKUX OpeH/IiB
OJiSATY, 10 BIPOBA/KYKTb NPUHIUIN CTaJOCTi. BU3HaYeHO OCHOBHI NPUHLMNM Ta KpUTepil cTasol MOAM.
[IpocniikoBaHO, 1110 B pe3ysbTaTi afanTanii Ta iHTepnpeTanii rio6ajJbHUX NPUHIUIIB CTa0l MO/IH, YKPAIHChKI
JAU3aliHepu NpPOAEMOHCTPyBa/M yHIKa/JbHI NiAX0AM Yy BUKOPHUCTAHHI MiclleBUX MaTepiasiB, BiAPOJKeHHI Ta
MiATPUMI TPAJUI[IHHUX PEMECII, 10 CIIPUSAIO CTBOPEHHIO YHIKaJbHUX, IKiICHUX BUPOGIB, AKi BiAMOBIJAIOTh K
¢dyHKIioHA/NBHIN Tak i eMonifiHiIM fJoBroBiuHoCTi oasAry. Buokpemiieno cnenudiuni kputepii oniHku crasocTi
JUIsl MiclieBOro pyvHKY: JIOKaJIbHI MaTepiasu Ta BUPOOGHHULITBO, iHTerpaljis eJleMeHTiB TpaAUl[ilHOr0 peMeca,
ajlanTallis JU3alHy 0 MiclleBUX MOTpe6, MATPUMKA JIOKAJbHUX OCBITHIX iHII[iaTUB Ta afanTalisa ro6aabHUX
CTaHZApTIB 10 MiCLIeBOro KOHTEKCTY. 3anpoBa/pKeHHA Ta BUKOPHUCTAHHA YiTKO BU3HAYE€HUX KPUTePIiB, HAYKOBO
OOI'PYHTOBAaHUX MiAXOAIB i M)KHAPOAHUX CTAHAAPTIB CIPUSITHME JOCATHEHHIO BUCOKOTO PiBHSA BifmoBigHOCTI
Cy4aCHUM BUMOTaM CTaJIOCTI B IHAYCTpIl MOAU

K/to4uoBi c/10Ba: cranuit po3BUTOK; CTa/INIT JU3aITH; €KOOTTIHIUI JU3aiTH OJATY; CTAaHJAPTH; O3HAKM CTa/I0CTi
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Abstract. The study aimed to reveal the individual interpretation of Lesya Ukrainka's drama-feerie in the
painting by R. Petruk “Forest Song”. Hermeneutical, comparative, iconographic, iconological, historical and
cultural methods were used. The correlation between the content of the drama and the mythopoetics of the
pictorial image was analysed. The panel painting was studied concerning the theme of earthly and heavenly love
in world art. The study analysed the nature of personification of images of natural elements; the conventionality
of pictorial and spatial solutions; and the role of attributes in the creation of artistic images. The importance
of the heritage of Ukrainian Baroque and world monumental, decorative and easel art in the creation of the
personal style of the work was investigated. The compositional and plastic solution of the canvas was analysed.
The creative method of R. Petruk was studied in the context of the school of M. Storozhenko and the National
Academy of Fine Arts and Architecture. The study revealed the relationship between the metaphysical nature of Mr
R. Petruk's painting “Forest Song” and the nature of Volyn. The innovative approach to creating a synthetic image
of a drama-feerie by visual means was demonstrated. The individual nature of perception and interpretation of a
literary work was highlighted. The traditions of national and world art, on which the artist relies, were revealed.
The key role of the flute in the symbolism of the panel painting was demonstrated; the leading role of music in
the harmony of the universe was determined. The author revealed the deep interconnection of the images of
Lukash, Mavka, and Lesya Ukrainka with the mythological hero Orpheus. The study traced the common features
of Mr. Petruk's painting with the theatre curtain and the Baroque iconostasis. The study emphasised that the
peculiarity of R. Petruk's composition is the monumental and decorative mode. The study results are relevant for
teachers and students of artistic educational institutions, in lecture courses on the history of Ukrainian art and
music culture; for artists, cultural critics and art historians in creating a history of contemporary monumental
and decorative art

Keywords: mythopoetic image; synthesis of arts; music; symbolism; creative method; intertext; West and East

INTRODUCTION
The themes of earthly and spiritual love, betrayal and  velopment of cultural discourse. In contrast to literary
forgiveness, both temporary and eternal values, remain  studies, contemporary art studies on the drama-feerie
relevant throughout human history. In the visual arts,as ~ “The Forest Song” in the visual arts are few. The study
in literature, each artist interprets these motifs through by T.V. Goranska & O.P. Spasskova (2023) on the artistic
personal experience, uniquely contributing to the de-  expression of the images of the drama-feerie in the cycle

Suggested Citation:
Tarasenko, A., & Tarasenko, O. (2025). Interpretation of Lesya Ukrainka's feerie drama in the Panel Painting by R. Petruk, “Forest
Song”. School of M. Storozhenko. Art and Design, 8(1), 80-91. doi: 10.30857/2617-0272.2025.1.6.

*Corresponding author

Copyright © The Author(s). This is an open access article distributed under the terms of the
= Creative Commons Attribution License 4.0 (https://creativecommons.org/licenses/by/4.0/)



Tarasenko & Tarasenko

of easel graphics by V. Efymenko is noteworthy. The
authors analysed the relationship between the illus-
trations and the text of the feerie drama. In writing this
article, conversations with R. Petruk (Tarasenko & Pet-
ruk, 2018-2025) and articles by R. Petruk (2020; 2021)
on the creative and pedagogical activities of M. Sto-
rozhenko were of significant documentary importance.

Since R. Petruk’s diploma paper was considered in
the context of Storozhenko’s school, the scientific re-
search of the Master’s students, associate professors
and professors of the NAOMA (National Academy of Fine
Arts and Architecture), who inherited moral and philo-
sophical attitudes towards art, was relevant. In articles
devoted to the teacher’s artisticand pedagogical system,
0.V. Solovei (2020; 2021) emphasised the metaphysical
nature of M. Storozhenko’s pictorial space, highlight-
ed the synthesis of tradition and innovation that was
fundamental to the system, demonstrated the role of
the professor in the development of young artists, and
emphasised the approach to each student. Developing
the ideas of the synthesis of the arts, the rector of the
NAOMA, Professor O. Tsugorka (2022) presented an in-
depth analysis of the role of scenery in the formation of
stage space. Professor LY. Pylypenko (2016) researched
the history of the monumental painting workshop at the
Academy of Artsin the 1920s and 1930s, thereby reveal-
ing the connection between the past and the present.

The generalissues of the artist’'s work were explored
by several art critics, whose articles were published in a
monograph by R. Petruk (2020). R. Mykhailova (2018)
on the connection between painting and music inher-
ent in R. Petruk’s work. Comparing the young artist to
Mozart, the researcher noted the profound thoughts
and high feelings, the emotionality and humanism, and
the harmonious order of the contemporary painter’s
works, being similar to the great musician. Noting the
role of Ukrainian poetry and folklore in the lyrical style
of R. Petruk’s art, R. Mykhailova pointed to the reflec-
tion of the image of the inspired Mavka from the feerie-
tale drama “The Forest Song” in the ideal portraits of
the artist’s contemporaries. The professor confirmed
that the basis of the worldview and practice of the art
students of the painting and temple culture workshop
created by M. Storozhenko at the NAOMA was the unity
of academic realism and irrational religious principles.
R. Mykhailova (2018) also outlined the wide range of
themes and styles characteristic of R. Petruk’s works:
from the heritage of Christian Orthodox ritual art and
Ukrainian icons of the Baroque period to bold experi-
ments in contemporary secular painting.

0. Osadcha (2020) noted the principle of empathy
as important in the creative and pedagogical activities
of an artist. The researcher revealed the creative nature
of R. Petruk’s application of the “metaphysical transmo-
bile” method inherited from M. Storozhenko, which in-
fluenced the viewer’s subconscious through visual im-
ages. The method is used not only in individual practice

but also in the creation of compositions for academic
productions. S. Stoian (2020) interpreted the coded
meaning of the feerie-tale drama reflected in R. Petruk’s
composition; emphasised the moral superiority of the
heroine Mavka; revealed the meaning of symbolic signs
and attributes in the identification of characters; and
showed the significance of the pipe in the emergence of
the heroes’ feelings of love. Indicating the unity of man
with the primary elements of nature conveyed in the
painting, the researcher defined it as the basis of vital
creative energy. Noting the sacred and mystical language
of R. Petruk’s composition, S. Stoian, along with other
researchers, confirmed the role of M. Storozhenko in
shaping the creative individuality of talented students.
0. Tarasenko (2018) explored the theme of portrait
images of M. Storozhenko and artists-professors of the
National Academy of Fine Arts of Ukraine as the elite
of the Ukrainian people in the work of a young artist.
A. Tarasenko et al. (2024) analysed the monumental
works of M. Storozhenko, who greatly influenced the
students. Thus, the art analysis of the master’s stu-
dent’s thesis is within the scope of interest of the au-
thors of this article in the field of contemporary Ukrain-
ian easel and monumental-decorative art. R. Petruk’s
composition “Forest Song”, significant in its idea and
figurative-artistic embodiment, requires further study.
The study aimed to interpret the content and identi-
fy the peculiarities of the style of R. Petruk’s composition
“Forest Song” in the context of the heritage of Ukraini-
an and world monumental, decorative and easel art.
To explore the profound essence and interpret the
literary and visual content of Petruk’s panel painting,
hermeneutics (Heidegger, 2002; 2006) and the theory
of the connection between hermeneutics and poetics
(Gadamer, 2001) were used. The study was based on
texts by E. Betti (2021) to interpret the meaning of the
composition. C.G. Jung’s analytical psychology deter-
mined poetic and artistic creativity (Jung, 1971) and de-
fined the role of symbols and archetypes (Jung, 1968).
The comparative method identified and revealed the
mythologies of artistic images in Petruk’s compositions
in the context of world art (Collier, 1993). The method
of artistic and stylistic analysis is used for the art analy-
sis of works. The study applied the methods of iconog-
raphy and iconology developed by E. Panofsky (1955;
1960). Iconography was used to identify the source
of the pose of the Mavka figure in R. Petruk’s panel
painting and determine its connection with traditional
Christian art. Contemporary researchers analysed com-
positional schemes as expressions of a certain meaning.
Iconology has taken the interpretation of works of art
to a higher level of meaning, found deep connections
between art and culture of different eras, and expanded
the temporal and spatial boundaries of the work under
study. To introduce Petruk’s panel painting “The Forest
Song” into the context of world culture, a historical and
cultural method was used. For the semiotic analysis
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of the synthesis of arts revealed in Petruk’s visualis-
ation of Lesya Ukrainka’s drama-feerie, the research of
J. Kristeva (1969), who proposed the concept of “inter-
text”, was important.

THE MYTHOPOETICS OF MODERNISM
INTHE CONTEXT OF EUROPEAN PHILOSOPHY
AND CULTURE
In the creation of drama-feerie, Lesia Ukrainka (1871-
1913) utilised pan-European and national mythopoet-
ry, combining traditional images with personal existen-
tial experiences (Ukrainka, 2021). One of the leading
artistic qualities of the work is an intimate reflection
on the themes of love and death, which for the writer
have gained particular depth due to long personal expe-
rience of fighting tuberculosis. According to L. Mirosh-
nichenko (2011), this disease not only accompanied
throughout life but also took the lives of close people,
including Serhiy Merzhynskyi and Klyment Kvitka.

It is symbolic that the birth of Larysa Petrivna Ko-
sach in 1871 coincides with the creation of the pro-
grammatic text F. Nietzsche (1872). The philosopher
announces the loss and the need to return art to its
foundation: “mythical homeland”. Nietzsche describes
myth as a “concentrated image of the world”. Mythol-
ogy presupposes integrity, since there is no conflict
between the phenomenon and the mysterious essence,
life and being. Myth has a binary unity of daytime, ra-
tional and logical world perception (Apollo) and night-
time, intuitive (Dionysus). The philosopher defined the
time as the time of “Dionysian cognition”, which is char-
acterised by a “whirlwind of changing images”.

Nietzsche was inspired by the mysterious music
of Richard Wagner, who significantly influenced the
culture of modernism. The aesthetic worldview of the
reformist composer is expressed in theoretical texts
where the author exclaimed a model of a work of art

of the future, and for a reference to the mythological
origins of art (Wagner, 1850). The desire for origins,
as one of the fundamental themes of cultural studies,
was outlined by R. Wagner and F. Nietzsche and was
later addressed by one of the leading cultural critics of
the twentieth century, M. Eliade (1971). Mythological
thinking, which reflects this aspiration, remains rele-
vant in contemporary art, retaining the ability to form
artistic meaning in new contexts.

The crisis-ridden nature of the late 20" and early
215 centuries, as in the late 19 and early 20% centu-
ries, has brought the metaphysical dimension of exist-
ence to the fore. In art, attention is focused on the Axis
mundi: from the expression of the infernal (demonic)
principle to the lofty heights of spiritual insight. R. Des-
cartes (2008) explored the relationship between the
soul and the body. M. Heidegger (2002; 2006) discussed
the turn to the transcendent in the new ontology of the
20" century. The German metaphysical philosopher ar-
gued for the relevance of mythopoetic thinking, which
was characteristic of the pre-Socratics. The monograph
by V. Sheiko & Y. Bogutsky (2005) addressed the prob-
lems of culture and civilisation in the millennium. The
cultural and historical metamorphoses of symbolism
in European visual art are explored in the monograph
by S. Stoian (2014). In mythological themes, litera-
ture and visual arts find a second plane, mystery and
multidimensionality. Lesya Ukrainka’s literary master-
piece “The Forest Song” suggests a departure from the
three-dimensional space of everyday life and a connec-
tion with the vertical dimension of existence.

The centenary of the drama-feerie (created in 1911)
inspired more than just new theatre productions. In the
metaphysical panel painting “The Forest Song” (Fig. 1)
by Roman Petruk (born 1991), Lesya Ukrainka’s play-
feerie is presented as an individually interpreted image
of a symbolic painting of the present day.

Figure 1. Roman Petruk. “Forest Song”. 2013-2015
Note: Canvas, author’s technique. 200x300 cm. Diploma thesis. Workshop of Painting and Temple Culture of the
National Academy of Arts and Sciences of Ukraine, Professor Mykola Storozhenko
Source: photo by the author of the study
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The mythopoetics of modernism as a component
of the cultural and philosophical discourse of the twen-
tieth century is manifested in the desire of artists and
thinkers to comprehend the primary forms of existence
through archetypes, symbols, and myths. In this con-
text, myth is not only a means of artistic modelling of
the world but also a way of cognition that removes the
contradiction between the physical and the spiritual,
the common and the eternal.

A DIALOGUE BETWEEN GENERATIONS

IN THE ARTISTICTRADITION OF MODERNISM
The master’s thesis was created in the studio of paint-
ing and temple culture of the National Academy of Arts
and Architecture under the guidance of the outstand-
ing Ukrainian artist Mykola Storozhenko (1928-2015).
The compilation process lasted for three years (2013-
2015). The choice of subject matter is largely due to
a biographical factor: the author comes from Lutsk, a
region associated with the poetic topography of Volyn,
the birthplace of Lesia Ukrainka. This region, denoted
by the symbolism of the “Blue Lakes”, influenced the
formation of artistic worldview and aesthetic guide-
lines. A general view of the composition evokes associ-
ations with the landscape of Ukrainian Polissya viewed
from above. Hence the unifying spiritual colour scheme
of the canvas. The blue colour of the sky is one of the
main colours in canonical church paintings.

Professional culture is based on the interconnec-
tion between contemporary artists and their predeces-
sors. R. Petruk received the initial creative development
at the art school in Lutsk, studying under L. Man-
ko-Gronska. A graduate of the Art and Graphic Design
Department of the Odesa Pedagogical Institute (as of
2 October 1996, South Ukrainian National Pedagogical
University named after K.D. Ushynsky), introduced the
student to the work of the teacher V. Geghamyan (a stu-
dent of M. Saryan). During the first years of studies at
the National Academy of Arts of Ukraine, Petruk stud-
ied under the folk artists of Ukraine V. Barinova-Kule-
ba and I. Kovtonyuk. In 2018, R. Petruk completed an
assistantship internship at NAOMA under the guidance
of 0. Tsugorka. Thanks to M. Storozhenko, R. Petruk
connected with teachers of the master and teachers of
the master’s teachers: T. Yablonska, S. Grigoriev, F. Kry-
chevsky. Currently, R. Petruk is an Honoured Artist of
Ukraine and a professor at the Department of Monu-
mental and Easel Painting at the Mykhailo Boychuk
Kyiv State Academy of Decorative Arts and Design.

M. Storozhenko set an example and guided students
through life with the power of personality and work.
The artist recounts efforts to capture the main features
of Storozhenko’s school in the painting: a focus on ex-
pressing the state of mind in the composition (Tara-
senko & Petruk, 2018-2025). In one of the professional
articles dedicated to the memory of the teacher, Petruk
stated that for the Teacher, visual art was a dialogue

with Eternity. The master was fluent in the language of
signs and symbols and taught students to perceive their
deeper meaning and create pictorial images with their
help (Petruk, 2021). For R. Petruk, it is important that
Lesya Ukrainka’s literary work itself was written for the
theatre. In contrast to the illustrative approach, where
the scenes of the feerie unfold sequentially, the artist
sought to create a theatrical canvas embodying the
mythopoetics of the entire “Forest Song”. The artist’s
goal was not to realistically reflect reality, but to create
a picturesque image (Tarasenko & Petruk, 2018-2025).
The result was a panel painting that can be transformed
into a theatre curtain.

The conventionality of the decorative solution, a
high degree of generalisation of artistic images, lacon-
icism, and large size refer to Petruk’s painting of the
panel as a kind of monumental art. In contrast to mon-
umental painting, which is directly related to architec-
ture, panels are free in nature, both in their creation
and use (Mayer, 1969; Clarke, 2010). In this context, it
is worth mentioning the study by Y. Lanchak (2023),
who, among the images of visual identification of con-
temporary Ukrainian theatres, addressed the figure of
Lesya Ukrainka, emphasising the symbolic role in the
visual representation of national theatre culture. An ex-
ample of a multi-figure composition for musical theatre
is G. Semiradsky’s curtain for the Lviv Opera House on
the theme of Parnassus (1900) (Fig. 2).

Figure 2. Heinrich Semiradsky, “Parnassus”
Note: A smaller version of the curtain of the Lviv Opera
House. 1900. Oil on canvas. 91x47 cm
Source: Parnassus by H. Siemiradzki... (n.d.)

Storozhenko’s workshop trained artists to create
monumental and decorative works in a wide range of
fields, including theatre. For example, Storozhenko’s
student and current rector of the National Academy of
Arts and Architecture, O. Tsuhorka, is the author of the
scenery, decorative panels and costumes for the ballet
“The Lord of Borysfen” (2011) for the Taras Shevchen-
ko National Academic Opera and Ballet Theatre; creat-
ing a decorative panel for the 100" anniversary of the
National Academy of Arts and Architecture “Apotheosis
of Arts” (2017).
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INTERTEXTUAL PARADIGMS
OF EARTHLY AND HEAVENLY LOVE
The theme of earthly and heavenly love is one of the
main themes in world art. For instance, it is present in
the images of Cupid and Psyche on Greco-Roman sar-
cophagi, in Titian’s allegory “Love of Heaven and Love

a) b ' b) =

of Earth” (1514). A peculiar analogue of the expression
of love burning and wildlife presented in Petruk’s com-
position can be seen in the ancient scroll by the Chinese
artist Gu Kai-zhi “Feerie of the Lo River” (IV - beginning
of V century), as well as its copy (mid-12" - mid-13®

century) (Fig. 3).

Figure 3. Gu Kai-zhi, “Feerie of the Lo River”
Note: a - Original, Gu Kai-zhi, TheFeerie of the Lo River. A scroll on silk. Fragment. IV - beginning V art. Gugong
Museum, Beijing; b - Copy of Gu Kaizhi’s The Feerie of the Lo River. Fragment. Mid-12%" - mid-13" century, ink and
colour on silk, China, Freer Gallery of Art, Smithsonian Institution, Washington, DC

Source: Gu Kaizhi (n.d.)

The painting is based on a poem by Cao Zhi (192-
232), which celebrates the love of a water feerie who
was in love with a mortal man. The drama is that the
lovers are in different dimensions and have to part
ways. C. Laurent (2017) described a sequential narra-
tive of miraculous events that are transcribed on scrolls
from the Freer Gallery of Art. The style of Gu Kai-zhi’s
depiction corresponds to the figurative designation of
the culture of “wind and stream” (fengliu). The line-
ar-planar style conveyed the flexible, mobile nature of
spiritualised nature on a single conventional tone of
silk fabric. The figures of the feerie, with the fantastic
accompanying creatures, the prince and retinue, are in-
scribed in the panorama of the landscape, which is in
eternal transformation. Earth, water and sky are active-
ly interacting, which is also characteristic of the image in
the panel painting by the Ukrainian artist under study.
The commonality is also present in the multidimension-
al depiction of space, which corresponds to the plot. In
the modern composition, as in the ancient Chinese one,
the figures are draped, and the faces are conventional.
Thus, the most important emotional role is determined
by the folds that convey the breath of passionate love.

THE COMPOSITION STRUCTURE

OF THE PIECE “FOREST SONG”

The idea of R. Petruk’s panel painting, the antithesis of
earthly and heavenly love, is expressed in the structure
of the composition. In the triangle of figures in R. Pet-
ruk’s painting: Mavka, Perelesnyk, and Lukash, natural
love as physical passion is contrasted with the spiritual
love of people. Mavka, the daughter of the forest, is not

human. A former lover is Perelesnyk. The artist depict-
ed two Mavkas: in human form and the symbolic image
of a flute (Tarasenko & Petruk, 2018-2025). The first act
of the feerie tale depicts Mavka's dream and awakening.
The forest maiden’s soul is revived through music. Sim-
ilar to Orpheus, Lukash brings the soul of the demigod-
dess out of winter sleep and non-existence. The tragic
development of the plot tells of the young man’s weak-
ness and betrayal of love, which leads to punishment:
Lukash is turned into a wolf. Lukash falls at the feet of
the beloved and, forgiven after passionate repentance,
becomes human again. Mavka’s all-forgiving love frees
beloved from animal form, echoing Orpheus. Mavka can
be interpreted as a stage image of Lesya Ukrainka. The
circle is complete: there is no beginning and no end.
The theme of eternal love triumphs.

The pipe, as an image of harmony and peace in
the world, is a key symbol in Lesya Ukrainka’s feerie,
as well as in M. Zhuk’s panel “White and Black” (1912-
1914), which was created at the same time. The Greek
word for the pipe is surigx. Ovid describes the trans-
formation of the nymph Hamadryad Sirinca into reeds,
from which the suffering lover Pan made a pipe (Sou-
cy, 2023). The pipe is similar to Orpheus’ harp, with
which the musician convinced Hades and Persephone
to release Eurydice from the realm of the dead. The
victor over death descends into hell to overcome the
chaos of death with harmony. M. Storozhenko returns
to the theme of music in a series of images entitled “Or-
pheus and Eurydice” (1992-1993); the illustration for
P. Mirny’s book “Among the Steppes” (1980) depicts
children playing pipes.
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In the composition “Forest Song”, R. Petruk de-
picted not all the participants in the feerie, but only
those worthy, according to the artist (Tarasenko & Pet-
ruk, 2018-2025). In the blue sky reflected in the lakes of
Polissya, there is no place for the greedy mother Lukash
and the wife Kilyna, who sold the ancient oak tree (the
tree of life) and, thereby, violated the unity of spirit and
matter, man and nature, and broke the family ties of the
living with the generations of their ancestors. In the
central part of the canvas are images of Mavka floating
in the air and Lukash kneeling with a pipe. According
to the artist’s idea, the young man’s foot, depicted in a
complex perspective, is a symbol of the contradictory
path of life. The ascending vertical form in which the
figure of Mavka is inscribed is characteristic of Chris-
tian art depicting the theme of ascension. Fire can be
interpreted as the liberation of the soul. C.G. Jung not-
ed that in Heraclitus, the highest degree of the soul is
fiery and dry (Jung, 1968). The pipe in the hands of Or-
pheus-Lukas is a magic wand, the key to knowledge of
the symbolic drama-feerie tale. With the help of music,
matter is transformed, passing from the dense physi-
cal plane to the subtle plane of existence. Lukas’s straw
hat evokes associations with a halo. Mavka turns into a
pipe. A mythologem is born, a poetic metaphor of the
pipe-Mavka: “Play, play! Give voice to my heart. Itis all I
have left” (Finale) (Ukrainka, 2021).

The side elements of the composition show per-
sonified embodiments of the elements: fire (Perelesnyk
at the top left), and water (Rusalka, Vodyanik at the
bottom left and right). The forest, which connects the
earth and the sky through the world tree, is marked by
a fragment of a wide trunk with a glowing golden crown
cloud and the head of Lesovik in a shaggy cap made of
marten fur. Lesovik’s gaze directs the viewer’s attention
to Perelesnyk, uniting the characters. The basis for the
image of Uncle Lion, the spiritual guardian of the con-
nection between earth and sky for Roman Petruk, is M.
Storozhenko, whom students called “the guardian of
truth”. The lion, depicted as a sign of the solar zodiac, is
located between Lesovik and Vodianik.

The descending Perelesnik is connected by a com-
positional triangle with the mermaid who is in love and
the nymph who was once loved. The seducer’s gaze is
directed at the water nymph, and the hand extends to-
wards Mavka, but cannot touch because Mavka seeks
human love, not the love of a natural element. The figure
of the Mermaid playing in the water is not immediately
recognisable in the lower part of the vertical composi-
tion. The girl’s arms are extended towards the beloved.
The water nymph is immersed in the centre of a unique
bouquet of wave folds. The element of water is located
between the earth and the air. A body immersed in wa-
ter loses its normal weight. According to Jung’s analyt-
ical psychology, water is a symbol of the unconscious;
water is the spirit that has become natural (Jung, 1968).
In the Chinese yin-yang system, water symbolises birth

and death, the beginning and end of the cycle of exist-
ence. In the lower right part of the composition, the Wa-
ter Sprite is depicted with a “yellow jug” on the head
and a sunflower of the Volyn water lily. The contempla-
tive mood of the water spirits evokes allusions to the
image of Bodhisattvas on a double lotus bowl pointing
in different directions. The compositional and plas-
tic solution of the work “Forest Song” is related to the
character of the multi-tiered iconostasis of a Catholic
church (for example, the altar of the Church of the As-
sumption of the Virgin Mary in Buchach (1763) (Fig. 4).

Figure 4. Altar of the Roman Catholic Church
of the Assumption of the Blessed Virgin Mary.
Buchach, Ternopil Region
Source: Buchach (n.d.)

In M. Storozhenko’s workshop, students were
taught to perceive iconostasis as a holistic, multifacet-
ed spiritual image that exists in synthesis with archi-
tecture. Icon painting is directly related to symbolism
(Stoian, 2014). Along with paintings, R. Petruk creates
icons in which the spiritual plane is paramount (Pet-
ruk, 2020). Training tasks involving the multi-figure
composition of the iconostasis, which is a portal from
the sensory world to the supersensory, are reflected in
the artist’s secular compositions, in particular, “Forest
Song”. The composition of “Forest Song” has a three-
part structure, marked by concentrated spatial pauses
between the characters. The characters are inscribed in
rhythmically organised decorative layers. The plastic
solution is linked to monumental sculptural relief.

Authors of art dictionaries indicate that panels are
used not only in wall decorations but also in altar com-
positions (Mayer, 1969; Clarke, 2010). This connection
is important for the iconography of the image of Mavka,
whose figure is directed upwards, similar to the image
of the Virgin Mary in compositions of the Ascension
(Fig. 5). Iconography traced the characteristic features
of the image of Mavka in Petruk’s panel painting and
determine its connection with traditional Christian art
(the theme of the Ascension).
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Figure 5. The iconography of Mavka
Note: a - Roman Petruk. Mavka. Fragment of the composition “Forest Song”.2013-2015; b - Titian. The Assumption
of the Virgin Mary (Assunta). Fragment. 1518. Wood and oil on canvas. Santa Maria Gloriosa dei Frari, Venice;
¢ - John Georg Pinsel. The Virgin Mary. Late 1750s. Linden wood, polychrome, levkas, gilding. Church in Godowice.
Lviv National Gallery of Art named after B. D. Voznytskyi
Source: figure 5a courtesy of Roman Petruk, Assumption of the Virgin (Titian) (n.d.), Grand&Great (n.d.)

The composition lacks the usual straight perspec-
tive with a horizon line. The human space is not limited
to the physical body. An example of this is the literary
works of Lesia Ukrainka, the feerie on the connection
between the human world and the universe. The art-
ist is inspired by the art of European and Ukrainian
Baroque, with its inherent multi-vector range. Petruk
rejects the three-dimensional realistic depiction of the
landscape. Anthropomorphic personalities of the spir-
its of natural elements, endowed with symbolic attrib-
utes, are created by the imagination. This demonstrated
a connection with the root system of Slavic pantheism.
At the same time, nature is spiritualised by Lukash’s
music and Mavka’s forgiving love. There is a synthesis
of pagan and Christian cultures. The characters float
in a conventional space filled with energy. Abstract
geometric shapes exacerbate the dynamics of organic
forms inherent in nature (for instance, the square -
symbolises the earth).

The physical space of the real world is “irrelevant”
to R. Petruk’s creativity; what is important is the “en-
ergy of the plane”. According to the artist, everything is
united by “One who sits in the rock”, “One who breaks
the dams”, and the all-encompassing energy of wind
and ether (Tarasenko & Petruk, 2018-2025). Air trans-
forms the dynamics of folds and creates emotional ten-
sion. Creating a holistic space on the canvas, Petruk
combines the elements of air and water, emphasising
water as the basis of existence. The composition is unit-
ed by the space of the emerald blue-green background.
The cold tones, in which the artist often paints faces,
correspond to the dominant spirit. The multi-layered
texture, created by numerous brush and palette knife
strokes, conveys the micro-vibrations that Roman felt
in the forest atmosphere while painting en plein air.
The trembling of the leaves in the gusts of wind finds a
form of expression akin to pointillism and divisionism.

THE ARTISTIC METHOD

OF MYKOLA STOROZHENKO’S SCHOOL

R. Petruk mentioned that Storozhenko’s academic
productions are based on a metaphysical approach
to material form (figures, drapery) (Petruk, 2020).
Storozhenko’s method was described by R. Pet-
ruk (2020) and presented in educational productions.
The academic education system can freely express the
plasticity of the human body. To find a clear image of
the figure, artists drew it from complex angles (Fig. 6).
For each figure in the composition “Forest Song”, a de-
tailed drawing of a naked body was created. For the
drawing of the complex perspective of Perelesnyk,
more than ten models posed for the artist. In the next
stage, the figures were dressed in dynamic folds of dif-
ferent characters, designed to express the emotional
state of the characters.

In the dynamic process of finding a composition-
al solution, many sketches were created (Fig. 7). The
method of gluing new sheets of paper onto thick paper
in correct places was used. At this stage, the sketch re-
sembles an abstract composition, as the goal is to ex-
pressively solve large colour and tonal relationships
and rhythm (Petruk, 2020).

M. Storozhenko shared with talented students
the ideological scope of creativity and the language of
visual arts that was developed over many decades. The
master’s artistic form absorbs the energy of different
cultures (Storozhenko, 2008). The expression of R. Pet-
ruk’s composition is based on multidirectional vectors
of figures: Perelesnyk descending to the ground and
Mavka ascending to the sky. The “entrance” into the
metaphysical space of the canvas occurs from the top
left to the bottom. The fiery energy of the sky bursts
into the blue green of the lake Polissya-Volyn with the
burning folds of Perelesnyk’s clothes (Prelessnik, the
demon Eros): “like fire itself” (Fig. 8).
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Figure 6. Training performances in Storozhenko’s studio. 2014
Note: a - Roman Petruk. “Mermaid”. Drawing for the composition “Forest Song”, b - Roman Petruk. “Mavka”.

Drawing for the composition “Forest Song”
Source: provided by Roman Petruk

Figure 7. Roman Petruk. “Forest Song”. 2013-2015. Sketch

Source: provided by Roman Petruk

Figure 8. Roman Petruk. Perelesnik. “Forest Song”.
Fragment. 2013-2015
Source: provided by Roman Petruk

The role is similar to the Zephyr in Sandro Botti-
celli’s Primavera (1482) (Fig. 9), which represents the
symbolic unity of earth and sky. In the quattrocen-
to masterpiece, a winged blue-and-blue figure of air
spirit spiritualises Chloride, after which the nymph

transforms into the goddess of flowers Flora, and the
revived earth blooms. During a creative trip in 2014,
Roman studied the art of Italy. The author perceived
Botticelli’s paintings as “too corporeal” to convey flight.

Figure 9. Sandro Botticelli, Primavera, 1482
Note: Wood, tempera. 203x314. Florence, Uffizi Gallery
Source: Primavera by Sandro Botticelli (n.d.)
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The element of the fiery nature of Perelesnik’s
passion has an analogue in the image of Cupid. For
example, in Botticelli’s painting Primavera, the formi-
dable pagan god is depicted shooting a flaming arrow
at young maidens. In the dynamics of the Perelesnyk,
allusions to the expression of the mythological idea of
the unity of earth and sky are present in Tintoretto’s
painting The Origin of the Milky Way (1575) (Fig. 10).

Figure 10. Jacopo Tintoretto,
“The Origin of the Milky Way”, 1575
Note: Oil on canvas, 149.4 x 168, National Gallery,
London
Source: ]. Tintoretto (n.d.)

In contrast, in Caravaggio’s composition “The Sev-
en Works of Mercy” (1607), angels descending from
heaven visibly connect the earth and the sky with the
movement of their hands and the sweep of their enor-
mous wings (Fig. 11). The spatial silhouette of the
wings evokes an allusion to an hourglass. Visitors to the
temple, along with the characters depicted in the paint-
ing, witness the descent of heavenly forces to Earth.
Depicted above the messengers of heaven, the Virgin
Mary with the Infant Jesus gazes upon the good deeds
of people. The power of the earth is affirmed in the vo-
luminous and plastic modelling of athletic bodies, in the
concreteness of the drapery of clothing, and the warm
tones of the night. In contrast to the earthly character
of the altar image of the reformer of European art of
the Baroque era, in Petruk’s composition, following the
idea of the triumph of love and the descent of Mavka,
the element of the sky prevails.

Creating a symbolic space, the artist refuses to de-
pictthe earth. R. Petruk’s departure from gravity evokes
allusions to the plafond paintings of the Baroque monu-
mental and decorative art. For example, M. Caravaggio’s
Jupiter, Neptune and Pluto (1597) (Fig. 12).

Similarly to M. Storozhenko, R. Petruk is influenced
by the emotionality of Baroque art. Similar to theatre
actors, the characters in the paintings are endowed with
expressive gestures. Only faces and limbs are visible in
the figures, and an expressive rhythm of folds prevails.
The folds, which are unique to each character, convey
emotions, while at the same time being interconnected
and creating an overall dynamic relief. M. Storozhenko

was fascinated by the plasticity of I.G. Pinzel. The winds
and time have not spared most of the sculptures of the
master, but even deprived of colour, they impress with
the primary depth of the material (Fig. 13).

Figure 11. Caravaggio,
“The Seven Works of Mercy”, 1607
Note: 390%260, Pio Monte della Miserecordia, Naples
Source: M. Caravaggio (n.d.)

Figure 12. Caravaggio, Jupiter,
Neptune and Pluto, 1597
Note: 300x180. Painting of the ceiling in Villa
Boncompagni Ludovisi, Rome
Source: Jupiter, Neptune, and Pluto by Caravaggio (n.d.)

Figure 13. Johann Georg Pinsel, “Angel”, 1750s
Note: Tree, Museum of Sacred Baroque Sculpture
I.G. Pinsel, Lviv
Source: Photo by Olga Tarasenko
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R. Petruk noted that M. Storozhenko resembled the
folds on the human figure to flowers on the “body” of a
blossoming cherry tree, believing that it was necessary
to convey not the dense fabric of the folds, but to ex-
press the invisible ether between them (Petruk, 2020).
At the celebration of the 100" anniversary of the NAO-
MA (December 2017), R. Petruk’s composition “For-
est Song” was exhibited in the assembly hall opposite
M. Storozhenko’s monumental canvas “Premonition of
Golgotha” (2015). A symbolic meeting of generations
took place, continuing the life of the teacher in the stu-
dent. On 25 February 2018, an exhibition of Petruk’s
panel paintings opened at the Lesya Ukrainka Public Li-
brary in Kyiv. The artistic method of Mykola Storozhen-
ko’s school, based on a synthesis of deep philosophical
understanding, rich cultural heritage and expressive
plasticity, found its continuation in the work of Roman
Petruk. Through dynamic composition, ambiguous
allusions to European and Eastern art, and emotion-
al language of gesture and drapery, the artists affirm
spiritual values and universal themes of love, suffering
and transformation.

CONCLUSIONS
The mythopoetics of Lesia Ukrainka’'s drama-ferie was
noted to be vital for the crisis of the late XX - and ear-
ly XXI centuries, given the range of experiences of love
and death, human attitude to nature, and perception of
nature as a holistic living principle. The text of the feerie
continues to inspire artists as a basis for personal inter-
pretation. The analysis of the literature demonstrated
that R. Petruk’s composition “Forest Song”, significant
in its ideological content and artistic form, remains
understudied. A range of methods (hermeneutics, an-
alytical psychology, comparative studies, iconography
and iconology) interpreted the contemporary work in
an art historical manner, including it in the context of
the art of the West and the East in a wide time range.
Created under the guidance of M. Storozhenko, the
large-scale composition by R. Petruk is suggestive in
terms of the emotions and philosophical perception of
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the feerie. The painting testified to the artist’s ability to
perceive the dramatic essence of Lesia Ukrainka’s po-
etic images living on the verge of the physical and ideal
world; to convey time, which combines the past and the
present. R. Petruk abandoned the realistic depiction of
the forest, creating conventional mythopoetic images of
various elements. Following the idea of drama, the com-
position is painted with the dominant spiritual vertical.
The idea of the work is related to the eternal theme:
love brings harmony to the world through music.

The composition by R. Petruk is defined as a panel
painting. The geometric schemes of the “pictorial fab-
ric” reveal techniques inherent in monumental and dec-
orative art. They contributed to the achievement of la-
conic expressiveness. The character of the multi-figure
canvas evoked allusions to the theatrical curtain and
the role it could play. The structure of the panel paint-
ing is in tune with the Catholic iconostasis. At the same
time, the monumental and decorative basis suggests
the possibility of transformation into a sculptural relief.
In the polystylism of M. Storozhenko’s school, the her-
itage of Neo-Baroque, in which the master saw the em-
bodiment of the national style of Ukraine, was central.
The feerie-panel transferred the viewer out of everyday
life and into the planes of existence. In the language of
monumental and decorative art, the real three-dimen-
sional space is transformed into a spiritual transcen-
dental dimension. Prospects for further research on the
chosen topic are based on the publication of the article
“The Image of Lesia Ukrainka in Visual Art”.
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Abstract. In the modern information society, character design plays a key role in shaping visual culture and
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INTRODUCTION

In animated films, the central element is the character,
which plays a key role in the perception of the storyline
and the construction of the visual environment. The
character’s design features help to convey information
about their character, functions, and the specifics of the
environment in which they exist. The use of visual ele-
ments allows creating associative connections that con-
tribute to a better understanding of the overall concept
of the work by the audience. Characters are present not
only in animation but also in various art forms, such as
literature, painting, theatre, and folk art. Despite the
growing interest in animation art, the issues of charac-
ter design in the context of their artistic expression and
role in projects are still understudied. Identification of
the specific features that distinguish animated charac-
ters from images from other artistic fields is a relevant
area of research.

In the scientific discourse, character design has
been viewed as an interdisciplinary field that combines
artistic expression, psychological depth, cultural repre-
sentation, and technological innovation. Contemporary
research has covered various aspects of character cre-
ation, from stylisation and semiotics of images to the
impact of artificial intelligence and digital platforms on
the creative process. Many researchers have focused
on the visual style and cultural context of images. Y. El-
dris et al. (2023) analysed the influence of fashion and
style on the creation of unique video game characters,
emphasising the significance of aesthetics as a means
of creating character recognition. V.V. Parkina (2023)
proposed a methodology for creating an illustrative
character using digital graphics, factoring in the visual
language of form and viewer perception. M. Kalmakur-
ki (2022) explored the role of costume in the design of
characters in feature-length animated films, emphasis-
ing the role of styling clothing as a means of visual char-
acterisation. U.K. Nasution & A. Rahmi (2024) focused
on the language of form in 2D animation, which allows
creating images with a clear symbolic meaning.

The issue of technical embodiment of charac-
ters has been explored in studies on concept art, dig-
ital technologies, and the use of artificial intelligence.
A. Seleznyova (2024) analysed the stages of creating
a conceptual image using computer graphics, paying
special attention to the silhouette, colour palette, and
characteristic features. 0.S. Vasylieva et al. (2021),
0. Kolysnyk et al. (2022), 0. Oliinyk (2023) explored the
specific features of creating animated characters in the
context of the rapid development of digital tools, focus-
ing on the adaptability and innovation of approaches.
M. Lataifeh et al. (2023) made a valuable contribution
to the study of generative technologies. The research-
ers considered the possibilities of using generative
adversarial networks (GANs) to increase the creativ-
ity of designers. M. Tang & Y. Chen (2024) developed
an analogous topic, highlighting the effectiveness and

interface convenience of digital solutions, partic-
ularly in the context of inclusive design. X. Chen &
J. Chung (2023) analysed the use of the Midjourney
platform for character creation, which illustrated the
shift in emphasis towards artificial intelligence (Al)-
based tools.

Another group of researchers has been consider-
ing the psychological aspects of design. Thus, K. Isbis-
ter (2022) proposed a psychological approach to creat-
ing compelling characters for video games, focusing on
the player’s emotional interaction with the visual image.
0.0. Slitiuk & K.A. Danylchuk (2022) stressed the role of
animated images in conveying character and plot, while
P. Bilotsyts (2022) explored the technique of dehuman-
isation in creating hostile characters in video games as
a tool to influence the player through emotional dis-
tancing. M. Wegiel (2021) addressed the significance
of details, specifically, bodily modifications and acces-
sories, pointing out the value of these elements in the
formation of a unique style. H. Hromko (2023) covered
the cultural and historical aspect of image formation,
which provided an overview of the evolution of ani-
mation art - from shadow theatre to digital animation.
This approach allows tracing the transformation of the
character’s role from a conventional image to a full-
fledged personality with a profound emotional profile.

Thus, the analysis of the above sources suggested a
prominent level of scientific interest in the problem of
character creation as a complex process that combines
artistic vision, emotional communication, and techno-
logical innovation. The findings of these sources were
valuable for the present study, as they helped to sum-
marise existing approaches to character design, adapt
the methodology to the current conditions of animation
production, and outline the parameters of an effective
visual image for the short film format. The purpose of
the present study was to investigate character design in
contemporary animation projects, analyse the artistic
techniques, the design solutions used to create them,
and identify the features of visual design, including the
placement of key elements: character style, image, ac-
cessories, emotional expressiveness, etc.

The study examined the character design of seven
multimedia projects selected by the criteria of recog-
nisability, genre diversity, cultural context, and format
of implementation. The analysis covered the following
examples: Mickey Mouse (Steamboat Willie, Walt Dis-
ney Studios, 1928), Sonic the Hedgehog (Sega, 1991),
Jack Skellington (The Nightmare Before Christmas,
Touchstone Pictures, 1993), Groot (Guardians of the
Galaxy, Marvel Studios, 2014), Jett (“Valorant”, Riot
Games, 2020), Kotyhoroshko (“The Tale of Kotyhoro-
shko and His Friends”, Ukrainamovie, 1970), Mavka
(“Mavka. The Forest Song, Animagrad, 2023). The study
was based on the integrated use of qualitative methods:
visual analysis - to assess the shape, colour, stylisation,
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and facial expressions; comparative method - to com-
pare characters with each other by key parameters;
content analysis - to explore the narrative function
of characters in the stories; typology - to classify the
characters by the level of stylisation, emotionality, and
adaptability; descriptive method - to summarise visual
and behavioural characteristics. The character design
was evaluated based on four indicators: recognisabili-
ty, simplicity and expressiveness of design, adaptabil-
ity to formats (2D, 3D, games, cinema), and relevance
to the cultural context. The findings became the basis
for drawing conclusions on effective design solutions in
modern multimedia projects.

HISTORICAL CONTEXT
AND CHARACTER EVOLUTION
The character is a key element present in most art forms
and plays a crucial role not only in artworks, but also
in advertising and corporate identity, helping to attract
consumers and increase brand awareness. Overall, a
character serves as an actor in a work of art, which can
be an embodiment of both anthropomorphic images
and animate objects or natural phenomena. At the same
time, the term “character” is emotionally neutral and
defines a subject with distinct individual and psycho-
logical characteristics that bring it closer to real human
images. Characters are mostly fictional but may have
real-life prototypes. Character design plays a key role
in revealing the plot and forming an idea of the world
of the work, demonstrating its dynamism or, converse-
ly, static nature. The character’s visual characteristics,
behavioural traits, and communication tools reflect the
author’s conceptual ideas, which helps to establish an
emotional connection between the audience and the ar-
tistic work. As a result, characters in animated films of-
ten become objects of audience identification, allowing
the audience to project their individual experiences and
values onto the images presented in the visual narrative.

A historical analysis of character development in
animation art requires a consideration of the stages
of development of animation itself. One of the oldest
manifestations of animation art is considered the shad-
owplay, which originated in China around 200 AD. This
form of entertainment involved the use of flat images
that were set in motion between a light source and a
translucent screen, creating the illusion of animated
figures. To identify the characters, silhouettes cut out of
paper with distinctive shapes were used. In Europe, this
technology gained popularity in the 18" century, par-
ticularly in France, thanks to the missionary Jules Alod.
Later, the development of animation art was driven by
the improvement of optical mechanisms that allowed
creating the effect of a moving image. Inventors, includ-
ing the Lumiere brothers, Joseph Plateau, and other
researchers, developed devices based on the princi-
ples of rotating discs or tapes with sequential patterns
projected using a mirror system and a light source. The

official date of birth of animation is 30 August 1877,
when French inventor Emile Renaud patented a device
for frame-by-frame animation, which became the basis
for the further development of this art form. This inven-
tion launched a technological process that later defined
the principles of creating animated characters and their
visual identity.

The character is the central element of animation
art that defines the narrative structure of the work
and forms an emotional connection with the audience.
As animation has evolved, characters have gradually
evolved, acquiring more complex visual characteristics
that corresponded to the technological capabilities and
artistic trends of certain periods. One of the first icon-
ic animated characters was Felix the Cat (Fig. 1), who
first appeared on 9 November 1919 in the animated
film Feline Follies by Paramount Pictures. Thanks to
its expressive silhouette, minimalist yet recognisable
design, and plasticity of movement, this character be-
came a reference example of an effective visual solution
for animation at the time. His image demonstrated the
value of graphic stylisation and visual expressiveness,
which became the basis for the further development of
animated character design.

Figure 1. Keith Felix, Paramount Pictures, 1919
Source: Studio Paramount Pictures. Felix the Cat (n.d.)

Walt Disney made an enormous contribution to the
development of animated character design by introduc-
ing the principles of classical animation, which are fun-
damental to the present day. Thanks to the introduction
of colour, synchronous sound, and advanced animation
techniques, characters became more detailed and ex-
pressive. Further development of the genre included
experiments with form and style: iconic characters
such as Tom and Jerry and the Flintstones appeared,
expanding the target audience of animation to include
not only children but also adults. The transition to
computer graphics in the 1990s was revolutionary for
character design. The use of 3D modelling made possi-
ble the creation of more complex shapes, textures, and
effects, which greatly expanded the expressive possibil-
ities of animation. This contributed to the emergence of
new artistic solutions that allowed not only improving
the realism of images but also developing innovative
stylised images.
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VISUAL AND FUNCTIONAL

DESIGN FEATURES

Contemporary character design is based on a combi-
nation of conventional artistic techniques and digital
technologies, which allows creating both realistic and
expressive stylised images. Animated projects actively
use symbolism, colour codes, unique shapes and tex-
tures to enhance the personality of the characters and
their relevance to the overall concept of the artistic
work. Over the past decade, there has been a trend to-
wards increasing the realism of animated characters in
both physical and emotional aspects. Thanks to motion
capture technologies, actors can give characters intri-
cate detail and natural expressions. Furthermore, mod-
ern animation increasingly factors in the aspects of in-
clusivity, representation of diverse cultures and social
groups, which helps to expand the range of characters
and images. With the development of animation art, the
role of the character has been changing, which has led
to the emergence of distinct types and classifications.
According to certain characteristics, the following types
of characters can be distinguished:

By significance: main characters (protagonists),
antagonists (characters who oppose the main charac-
ter), and secondary characters who perform a support-
ing function in the plot.

By function: active characters that directly in-
fluence the plot development, and passive characters that
create an atmosphere or complement the overall context.

By complexity: multifaceted characters with a
complex psychological structure and internal develop-
ment, and one-dimensional characters with a simpli-
fied set of traits.

By way of creation: realistic characters whose
behaviour and appearance correspond to human char-
acteristics, and fantastic characters with unique, unre-
alistic features.

By form of existence: animated characters de-
picted in traditional or digital animation and virtual
characters used in video games, advertising, or digital
environments.

Determination of the character typology under-
lies the development of its visual design. The protag-
onistm as a rule, must be clearly distinguished from
other characters to facilitate their identification by the
audience. However, all characters, regardless of their
role, should have distinctive features consistent with
the overall concept of the artistic work. Characters in
animation can perform various functions, including
plot development, conveying ideas, creating conflict,
forming an emotional connection, aesthetic value (they
can have artistic value and become symbols of a cer-
tain style or era), comedic support (they act as humour
elements that help diversify the narrative and balance
its emotional tension). Thus, the design of a charac-
ter in animation is determined not only by visual pa-
rameters but also by functional characteristics that

determine their interaction with the world of the work
and the viewer.

Each animated short film has its unique features in
style, plot, and expressiveness, as the runtime is limited.
The character must be expressive and understandable,
as the design should be memorable to the audience in
a brief time, while leaving room for emotional depth.
To determine the design for such a character, there are
several things to consider. Firstly, brevity and simplici-
ty are essential characteristics. A character that is not
overloaded with details is more memorable. The sim-
plicity of forms that can evoke associations makes it
more recognisable and easier to perceive. Such a design
emphasises the character’s traits, which allows the au-
dience to follow their development with engagement.
Secondly, memorability is crucial: too simple a design
can make a character get lost among other characters.
However, expressiveness can also be determined by
bright elements in the design, such as behaviour and
appearance features. It can also be influenced by the
choice of a colour palette that emphasises an emotional
state or reinforces the story. One can also use special
details, such as a favourite object or a unique habit,
which can add to the character’s complexity.

ARCHETYPES, DYNAMICS,

AND STRUCTURE OF IMAGE CREATION
To define the role of a character visually, they must have
their “quick identification”. One of these elements is an
archetype — a universal image or type that is deeply root-
ed in the collective unconscious of humanity. Carl Jung
developed this concept (Jung, 2018). Archetypes are the
basis for creating characters, stories, and interactions in
art, literature, film, and other forms of creativity. They
evoke understandable emotions in people because they
correspond to a shared cultural and psychological expe-
rience. Therefore, to make a character more recognis-
able, astrongarchetypeis created for them, making them
understandable through their actions or appearance.
Thus, the audience can instantly identify the character
through the understandable signs of their archetype.

According to the generalised interpretation of ar-
chetypes based on the descriptions in Jung’s book
(Jung, 2018), there are nine main types. The Persona ar-
chetype reflects the social mask of the hero - the image
that the character shows outwardly, not always corre-
sponding to their essence. The Shadow archetype em-
bodies hidden or repressed personality traits, such as
aggression or fears, which can manifest themselves in
stressful or critical situations. The Self archetype sym-
bolises the integrated integrity of the hero - the unity
of their conscious and unconscious. The Mother arche-
type, or the Goddess archetype, appears as the personi-
fication of care, protection, gentleness, and compassion.
It is opposed to the Wise Old Man archetype, which is
associated with a fatherly figure - experienced, author-
itative, capable of mentoring. The Anima and Animus,
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respectively, represent the feminine and masculine in
the psyche of the individual, specifically as internal im-
ages that are often associated with the ideals of what is
desired. The Trickster archetype represents a chaotic,
dishonest character who breaks the rules and provokes
conflicts. The Shapeshifter is someone who undergoes a
significant transformation over the course of the narra-
tive, changing their characteristics or moral guidelines.
The Harbinger archetype is associated with characters
who bring unexpected or disturbing news. The Femme
Fatale is the personification of an attractive but dan-
gerous force that is both admirable and threatening.

The character’s transition between archetypes or
the combination of several archetypes in them is a vi-
tal characteristic of development. Jung pointed out the
need to include four archetypes (hero, villain, mentor,
and object of desire) that form two pairs of opposites.
The use of archetypes simplifies the creation of char-
acters and facilitates the perception of the story. Ges-
tures and facial expressions can be used to distinguish
between characters with the same archetype. In a short
format, movements and emotions convey more than
words. Animators can use exaggerated facial expres-
sions or behaviour to enhance understanding. These
elements also include emotional depth in a short form.
Character development can be achieved through con-
text, which means that instead of long explanations, an
environment or event is used to reveal the character.
Thus, at the beginning, the character has their unique
look and personality, but they cannot be stable all the
time. As the story progresses, the character’s person-
ality and philosophy can be greatly affected, because
circumstances and other characters influence the pro-
tagonist, and this happens due to the plot dynamics.
The protagonist must change or have new experiences,
even in a short story. This can be a change in emotional
state or a rethinking of their purpose. However, as the
plot develops, the short film should not lose touch with
the main theme of the film. The character and the plot
should reflect and convey the main idea and message
of the film without losing the primary purpose. That is,
if the theme is about friendship, then the character can
have traits that emphasise this, such as interaction with
other characters. If the film is about overcoming hard-
ships, the character can start from a weak position but
achieve inner strength.

One of the elements that can also be used is a min-
imum of dialogue. Short films often use non-verbal
means of communication (gestures, music, sounds) to
save time and maintain versatility. This also includes
the individuality of the voice, which can highlight and
emphasise the personality of the protagonist. Another
prominent elementis interaction with the environment,
where the character mustinteract with the world around
them so that their reactions and actions reinforce and
correspond to the plot. Notably, creating a character for
a short film means striking a balance between brevity,

expressiveness, and depth. The character must be visu-
ally striking, emotionally accessible, and closely related
to the main theme of the artistic work. In this format,
every detail matters, because they form the complete
image of the character in the eyes of the audience.

To understand the process of creating a character,
it is worth highlighting its main stages. At the initial
stage of character development, the target audience is
determined. It is crucial to consider the genre features,
stylistic decisions, and emotional impact that the char-
acter should have on the audience. Accordingly, the role
of the character in the story is analysed: their relation-
ship to the narrative structure, their place in the plot
composition, and their function in the story. It is deter-
mined whether the character is the protagonist, antag-
onist, or a secondary character, which directly affects
the development of their personality, behavioural pat-
terns, and visual image. The next stage is the formation
of the character’s personal features, which includes
determining their motivation, values, internal conflicts,
fears, and aspirations. At this stage, potential plot trans-
formations of the character are analysed, which can
lead to changes in their personality or reveal its hidden
aspects. For example, a secondary character who ini-
tially appears to be the protagonist’s ally may later turn
out to be their antagonist, or, conversely, an adversary
at the beginning of the story may transform into an ally.

After defining the conceptual basis of the charac-
ter, the development of its visual image begins. First,
a basic sketch is created that meets the established
characteristics. At this stage, the project style, silhou-
ette features, proportions, colour scheme, and visual
elements that emphasise the character’s personality
are determined. A prominent aspect is to factor in the
specific cultural, professional, and social features of the
world where the character exists, which contributes to
a holistic and authentic image. If necessary, supplemen-
tary concepts are developed that reflect the character
in different periods of their life, as well as key events
that influenced their development. The final stage is to
detail and refine the image. The characteristic features
that distinguish the character from others are identi-
fied: manner of speech, style of behaviour, symbolic or
characteristic elements of appearance. Subsequently,
the authors assess whether the created image is con-
sistent with the original concept and the expected reac-
tion of the audience. If necessary, adjustments are made
to ensure maximum correspondence with the specified
characteristics and impact on the viewers.

Despite the basic rules for creating a harmonious
design, there will always be exceptions when designs
are not quite successful and are often forgotten by the
audience, while successful ones often stay memora-
ble. As an example, it is worth considering the works
of large studios to analyse their successful character
designs that stay recognisable to many viewers. One
of such characters is Mickey Mouse (Fig. 2) from the
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Disney studio, who is known all over the world and is a
kind of representative of the studio.

Figure 2. First design of Mickey Mouse,
Disney studio, 1928
Source: Disney Pictures: Mickey Mouse (n.d.)

Since the Disney studio originally produced black-
and-white projects, the colour palette itself also con-
sisted of black and white with clear lines and shapes.
It also helps to make the character emotionally expres-
sive, with a strong emphasis on the eyes and clear fa-
cial expressions. It is thanks to this clear and uncom-
plicated design that Mickey Mouse is remembered by
viewers, especially children. Even though the works
became coloured over time and 3D technologies were
employed, the design of the character itself did not
undergo significant changes. The striking design ele-
ments were the shorts, which were made in red, and
the shoes, which were made in yellow (Fig. 3), making
the Mickey Mouse design versatile and adaptable to
various formats and media.

Figure 3. Modern Mickey Mouse design,
Disney studio, 2006
Source: Modern Mickey Mouse design (n.d.)

This also applies to many other early Disney char-
acters who were transferred to new formats, adding

only colours and not making significant changes, such
as Minnie Mouse. A character that is not vastly different
from the previous one is Sonic the Hedgehog (Fig. 4)
from the eponymous animated work. The character’s
design itself is also characterised by simplicity of form,
but with more complicated shapes. His feature is a dy-
namic design with bright colours: blue and red, which
are associated with speed. Against the background of
other characters, which are mostly warm colours, Sonic
stands out with a significant amount of cold colour. The
silhouette also stands out greatly, making the character
easily recognisable with its unique elements, namely
spikes and large boots. Such design was developed for
a correspondingly older audience, and therefore it was
created in a modern and energetic way that attracts
young audience. Notably, with the advancement of tech-
nology and the transition to 3D, the overall design has
not changed, which may indicate its easy adaptability
across various media.

Figure 4. Sonic the Hedgehog,
TMS Entertainment, 2003
Source: Sonic the Hedgehog (n.d.)

Jack Skellington (Fig. 5) from the animated film The
Nightmare Before Christmas is a representative for a
more adult audience with a successful design. The work
was created using 3D animation technologies and has
its unique scary and no less enchanting atmosphere. But
even though this character was not created for children,
the silhouette and shape in the design are easily recog-
nisable and simplistic with some pronounced elements
that are easy to read. As in the style of the artwork it-
self, the character design is made in a minimalistic, but
no less expressive style that emphasises the theme of a
Gothic fairy tale. Another thing worth noting is the sil-
houette, as it has a contrast between a thin body and a
large head, which adds to the stylised charm. In terms
of contrast, the colour palette, albeit not distinguished
by a large variety of colours, contrasts perfectly thanks
to shades. At the same time, this character design can
be easily adapted to various situations and media due
to the versatility of facial expressions.
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Figure 5. Jack Skellington, Tim Burton, 1993
Source: The Nightmare Before Christmas pictures:
Jack Skellington (n.d.)

Considering the representatives of Ukrainian ar-
tistic works, it is worth mentioning such a character as
Kotigoroshko (Fig. 6) from the children’s fairy tale Ad-
ventures of Kotigoroshko and His Friends. Developed
as an animated series and based on Ukrainian folklore,
which many viewers have known since childhood, the
character evokes a sense of national identity. Even
though the design looks simplistic, it has significant
elements that suggest the personality of the charac-
ters and their principal features. The characters have
a heroic design with traditional elements (vyshyvanka
shirt, etc.) and bright colours that contrast with each
other. The characters are portrayed as positive heroes
with a motivating image that is easily and successfully
adapted for a children’s audience.

Figure 6. Adventures of Kotigoroshko and His Friends, Ukranimafilm Studio, 2014
Source: “Adventures of Kotigoroshko” campaign for users of the “Children’s World” portal (n.d.)

Considering newer projects, The Guardians of The
Galaxy series of films by Marvel Studios deserves at-
tention, where one of the characters is Groot (Fig. 7).
His design stands out for its simplicity and uniqueness
and is based on a plant texture that creates an associa-
tion with nature. Furthermore, the character stands out
not only for its design, but also for the feature that is

associated with a limited vocabulary consisting of the
phrase “I am Groot”. This is compensated for by the
character’s rich facial expressions and gestures, and
during the plot he is helped to reveal himself by other
characters in the film, which makes it much easier to
understand the character. Additionally, Groot is amiable
to many viewers due to his naive nature and loyalty.

Figure 7. Groot, Marvel Studios, 2014

Source: Marvel pictures: Groot (n.d.)
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When discussing natural motifs, a character like
Mavka (Fig. 8) from the “Mavka. The Forest Song” an-
imation project by Animagrad animation studio can
also be used as an example. Although many fans of the
project preferred the original design, the current one
was also well-received by many viewers. What made
the design of Mavka stand out was that the design was
based on UKkrainian culture and natural themes, with
some emphasis on environmental awareness; natural
motifs and organic elements can be traced in the char-
acter’s design, which are in harmony with the refined
facial features, such as floral motifs on the dress, green
hair reflecting elements of vegetation, emphasising the
connection with nature. This has its own harmony and
symbolism, because the colour palette is quite soft, with
predominantly cool and warm colour accents that add
natural charm. It is also worth mentioning the detailed
texture and visual expressiveness, with the character
embodying the mysticism and beauty of folklore imag-
es in a modern interpretation. Although the character’s
silhouette is somewhat reminiscent of modern Disney
models, this does not prevent it from expressing the
emotional depth of the character and her story, which
resonates with a modern audience.

Figure 8. Mavka, Animagrad studio, 2023
Source: “Mavka” outperformed “Avatar... (n.d.)

However, it is not just animation projects that have
examples of successful character designs; it is also
worth considering video game characters, which are
presently also distinguished by their themes, style,
and design. One representative of the gaming industry
is Jett (Fig. 9) from the game Valorant by Riot Games.
Character design in such projects requires the cre-
ation of recognisable images with unique characteris-
tics. Jett is distinguished by her silhouette, hairstyle,
and colour scheme, which emphasises her speed and
lightness. Her design combines visual expressiveness
with technical optimisation for dynamic gameplay. The
creators also factored in the cultural adaptation for a
global audience and consistency with the overall style
of the game, which combines futuristic technology with
bright, stylised graphics.

Figure 9. Jett, Riot Games, 2020
Source: Jett (n.d.)

Jett’s design is sophisticated, with a look that
matches her abilities, as well as clothing and weapons
with technological elements that emphasise her play-
style. The choice of colours - blue, white, and grey -
plays a notable role, conveying cold confidence and
lightness. Jett's short white hair not only makes her
easily recognisable but also gives her a modern and
rebellious look. Notably, Jett is from South Korea and
her design contains subtle cultural references, as well
as her cheeky smile and casual demeanour reflect her
rebellious and self-assured nature. The design features
are designed with the gaming audience in mind, with a
strong emphasis on branded abilities. As a result, Jett
from Valorant is one of the most recognisable charac-
ters in the game, and her design was created with the
unique requirements of a shooter focused on team tac-
tics and visual variety in mind.

Thus, the research findings confirmed that effective
character design is based on simplicity, recognisability,
emotional expressiveness, and relevance to the cultural
context. These characteristics can be traced in most of
the analysed images - from the stylised Mickey Mouse
to the modern Jett from Valorant. A. Seleznyova (2024)
and Y. Eldris et al. (2023) presented analogous conclu-
sions, emphasising the significance of a concise visual
image and stylisation to create a bright and memora-
ble character. At the same time, the present study paid
special attention to the relevance of the design to the
cultural context.

Greater depth in the analysis of the character cre-
ation process was provided by the results of recent
research, which should be considered in the context
of multimedia practices. O. Berlach & O. Lesyk-Bon-
daruk (2020) focused on the artistic and technological
aspects of vector animation, emphasising the need for
harmony between creative intent and technical imple-
mentation. The researchers highlighted the significance
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of simplifying the shape, colour schemes, and stylisa-
tion to achieve character expressiveness in the digital
environment. Analogous approaches are also observed
in projects with a short runtime, where the conciseness
of the design is crucial. O. Levadnyi et al. (2021) fo-
cused on the imaginative potential of mascots, explor-
ing them as culturally marked symbols in education,
economics, and sports. Particular attention was paid to
the character’s ability to represent national identities
in a global context. These conclusions correlate with
contemporary approaches to cultural representation in
design, which can be observed, specifically, in the cases
of Ukrainian characters such as Mavka or Kotigorosh-
ko. N.S. Vergunova & E.S. Stepanenko (2021) focused
on the creation of concept art in computer games, with
an emphasis on the design’s compliance with the atmo-
sphere and emotional tone of the project. The issues of
detail and stylistic consistency are crucial in achieving
an immersive effect, which is significant not only in vid-
eo games but also in short animation.

L. Chen & R. Khynevych (2024) approached char-
acter design in the context of cultural self-sufficiency
by analysing the visual solutions of Chinese anima-
tions. The researchers pointed out the ability of de-
sign to translate traditional cultural narratives through
modern art forms, which contributes to the innovative
transformation of heritage. This approach is especially
relevant in projects where the character is a carrier of
a cultural code. O. Levadnyi et al. (2021) and K.T. Nguy-
en et al. (2023) examined the aesthetic evolution of
the character in animation, addressing the rethinking
of the ideals of beauty and heroism. Changes in design
reflect not only aesthetic trends, but also socio-cultural
transformations, which indicates the character’s rela-
tionship with the current social discourse. Analogous
trends can be traced in global design, where charac-
ters should reflect the values of the modern time. Thus,
these sources expanded the theoretical framework of
the present study, emphasising the value of stylistic
consistency, cultural identity, technological optimis-
ation, and psychological expressiveness in character
design. By considering these approaches, it is possible
to form a multifaceted image that effectively communi-
cates with the audience in various formats, from anima-
tion to interactive media.

The findings of U.K. Nasution & A. Rahmi (2024)
focused on shape as a carrier of symbolism, which is
consistent with the above observations on the role of
silhouette and gestures in short form. 0.S. Vasylieva et
al. (2021) emphasised the significance of adaptive de-
sign, which was also confirmed in the presented analy-
sis, specifically, by the examples of Groot and Sonic. The
difference from the studies of M. Lataifeh et al. (2023)
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AHoTauia. Y cyyacHomy iHdopMaLiiHOMY CyCcHiIbCTBI JU3aiiH MepcoHaa Bifiirpae Ki040By poJib Y opMyBaHHi
Bi3yasibHOI Ky/IbTYpHU Ta epeKTUBHOI KOMyHiKaLii B MesianpocTtopi. [lepcoHai cTaloTh NPOBiAHUKAMU CMUCIIB,
CHUMBOJIaMH OpeH/iB, eJleMeHTaMH HapaTHUBY, 110 BIJINBAIOTh HAa EMOIIiliHe CIPUNHATTS ayAuTopii. AKTya/lbHICTh
TEMHU JI0CJIi/[PKEHH I 3yMOBJIEHA CTPIMKHM PO3BUTKOM IIUPPOBUX TEXHOJIOTIH, iHTErparji€o Bi3yaJbHOT0 KOHTEHTY
B pi3Hi chepu (Bif oCBiTH 10 pek/IaMu) Ta 3pOCTAHHSM POJIi MEPCOHAXKIB ¥ LMPPOBUX KOMYHIKaLifX, /e BaXK/I1MBa
He JIMIIe eCTeTHKA, a W ICUXO0JIOTiYHA NepeKOHJUBICTh 06pasy. MeTow JocC/i)keHHsI OyB PO3IJs/)| AU3alHYy
IepcoHaXka sIK BaXKJIMBOTO €JIeMEeHTY MYJbTHMeAiMHUX NMPOEKTIB, aHali3 aHIMaliiHUX POOGIT Ta BHUSBJIEHHS
KJIIDYOBHUX €TamiB, 110 BIJIMBAaIOTh Ha GOpPMyBaHHS BidyasbHOro o6pasy. Y po6oTi 3aCTOCOBAaHO KOMIJIEKCHUU
MiAXiJ, 10 NO€AHYE BidyaslbHUM, NOPIBHAJIBHUM | KOHTEHT-aHaJli3, TUMOJIOTi3allil0 Ta JeCKPUIITUBHI MeTOAU.
ByJsio pmociipkeHo mporec CTBOPEHHsSI Ta PO3BUTKY JAU3aiHYy NMEPCOHaXiB B aHiMalilHuX ¢inbMax, Bifeoirpax
Ta IHIIUX MYJbTUMeJIMHUX NpoAyKTax. [IpoaHanizoBaHO Xy[0HI, TEXHIYHI 1 KOHLENTyasbHi pillleHHd, 1[0
BUKOPHCTOBYIOTbCSl JiM3alHepaMH, a TaKOXK BU3HAadeHO KpuTepil epekTHBHOTO Bi3yaJbHOro 06pasy, Taki Ak
BIi3HABAHICTh, €MOLiliHA BUPA3HICTh, aJallTUBHICTb 1 CTUJIICTUYHA BiJNOBIAHICTh KOHTeKCTy. OKpeMy yBary
NPUJIJIEHO BIUIMBY KYJBTYPHHX, COLiaJIbHUX Ta ICHUXOJOTIYHHUX ¢akTopiB Ha ¢GopMyBaHHS NepCcOHaxiB i
IXHIO pOJIb Y HapaTUBHIN CTPYKTYpi TBopy. Ha ocHOBI aHasni3y ceMU BifjOMUX NepCOHAXIB Pi3HUX eNOX, CTUJIIB
i dopmaTiB 3p06sIeHO y3arasibHEHHS L[0/I0 KJIIYOBUX O3HAK YCIIIIHOIO AW3aiiHy. BusHavyeHo, 1110 MO€gHAHHSA
npocToTH GOPMH, KYJBTYPHOI CUMBOJIIKM Ta THYYKOCTi iM3aliHy 3abe3ne4yye eMOLiHHUI 3B’A30K 3 ayIUTOPi€I0
Ta epeKTUBHY KOMYHiKalilo B MeJjia. Pe3ysibTaTu A0OCiPKeHHSI MOXKYTb OYTH BUKOPUCTAaHI Y MPAaKTHULi AU3alHY
IepCOHAXIB AJ1d aHiMallil, irop, KiHO Ta IHTEpaKTUBHUX MeJia

Knto4oBi c10Ba: fusaity nepcoHaxka; aHiMallis; My/IbTUMEITHNIT fu3aitH; rpadivdHe pillleHHs; eMOLiHA BUPa3HiCTb;
aIaITUBHICTD; Mefia
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Abstract. The present study aimed to investigate the evolution of rhythmic gymnastics costume design, in
particular their aesthetic, functional and cultural components, with an emphasis on the integration of traditional
national elements into the modern context. The study examined the costumes of athletes from such countries
as Ukraine, China, the USA, Japan, and Uzbekistan. The materials included visual sources, technological
documentation and the requirements of international regulations that define design standards, as well as scientific
media publications. The study included an analysis of the historical stages of costume development, cultural
symbols and innovative technologies used in their creation. The results of the study showed that the evolution
of costume design reflects the complex interaction between cultural identity, technological progress and sports
requirements. It was found that modern costumes strike a balance between functionality and artistic expression
through the introduction of innovative materials, such as elastic mesh and thermoregulated fabrics, as well as
the use of decorative elements such as rhinestones and appliqués. Ukrainian costumes demonstrated uniqueness
through the integration of traditional ornaments into modern designs, while Chinese designs were marked by
a harmonious colour palette that reflected cultural heritage. American costumes emphasised patriotic motifs
through the use of national colours and intricate patterns. The analysis confirmed that international standards are
an important factor influencing the creation of costumes, ensuring safety, comfort, and aesthetics. The conclusions
of this study highlighted the importance of a harmonious combination of traditions and modern innovations in
creating costumes that meet aesthetic and functional requirements. The findings open up new perspectives for
research in the field of sportswear design, in particular in the context of the use of environmentally friendly
materials and the impact on the psychological state of athletes

Keywords: cultural identity; national symbolism; decorative elements; aesthetics; ornament

INTRODUCTION

Rhythmic gymnastics is one of the most expressive and
aesthetic sports that combines physical skill, artistry
and technical perfection. Since its inception, this sport
has been the subject of scientific research, particularly
in the context of its aesthetic, cultural and technolog-
ical aspects. However, with the constant development
of costume design, increasing requirements for func-
tionality and compliance with modern environmental
standards, there is a need for a detailed analysis of this
topic. The design of rhythmic gymnastics costumes not
only serves as a visual addition to the performance, but
also acts as a tool to enhance expressiveness, comfort,
and compliance with the requirements of modern in-
ternational standards.

Suggested Citation:

The scientific community has been actively re-
searching various aspects of rhythmic gymnastics, in-
cluding its aesthetic, historical and cultural dimensions.
For example, C. Palmer (2022) drew attention to the
symbolic significance of aesthetics in sports disciplines.
The author emphasised that costumes, as well as visual
elements of the performance in general, perform not
only a decorative function but also play a pivotal role
in the perception of rhythmic gymnastics as a unique
combination of art and sport. This allows us to consider
this sport as a form of artistic expression.

At the same time, D. Rayimberdieva et al. (2023)
drew attention to the engineering and technological
aspect of creating rhythmic gymnastics costumes. They

Shevchuk, T. (2025). Creative approach to rhythmic gymnastics costume design. Art and Design, 8(1), 103-117.

doi: 10.30857/2617-0272.2025.1.8.

*Corresponding author

Copyright © The Author(s). This is an open access article distributed under the terms of the
Creative Commons Attribution License 4.0 (https://creativecommons.org/licenses/by/4.0/)



Creative approach to rhythmic gymnastics costume design

studied in detail the properties of fabrics, including
their elasticity, breathability, and ability to provide
comfort during complex elements. The authors high-
lighted that the right choice of materials not only affects
the comfort of the athletes, but also helps to boost their
confidence, which is important for a successful perfor-
mance. The combination of these approaches allows us
to unlock both the creative and technological potential
of rhythmic gymnastics.

Important observations on the impact of aesthetics
on sport are also presented in the work by C. Mazum-
dar (2020), who analysed the evolution of tracksuits and
their role in creating a “hyperfeminine” image in rhyth-
micgymnastics. The author showed how costume design
has become a tool for enhancing expressiveness, but at
the same time raised questions of gender stereotypes.

T. Boyle (2022) examined the visual aspects of the
representation of the gymnastic body, which allowed
for a deeper understanding of how costumes become an
integral part of cultural discourse. The author showed
that costumes can enhance or transform the image of
an athlete, influencing the perception of the audience
and judges. This study highlighted how visual elements
serve as a tool for expressing artistic identity. Similarly,
FR. Menegaldo et al. (2023) focused on the artistic and
expressive dimension of gymnastics, emphasising that
a harmonious combination of aesthetics and technical
excellence is a crucial factor in achieving impressive re-
sults. The authors noted that aesthetic elements such
as choreography, music, and costume design not only
enhance technical skill, but also create an emotional at-
mosphere that captivates the audience. They found that
such performances form a deep emotional connection
between athletes and audiences, turning gymnastics
into a true art form that both inspires and amazes with
the technical capabilities of the human body.

J. Sun & X. Song (2018) addressed the physiolog-
ical aspect of costumes by investigating the impact of
materials and cut on female athletes’ blood circulation
during performances. In their study, they used mod-
ern analysis methods to determine how clothing can
enhance or limit physical performance. The results
showed that excessive pressure or improper costume
design can negatively affect the comfort and health of
female athletes, while properly selected fabrics help to
optimize physical performance.

C.0. Roberts (2020) focused on the psychological
and aesthetic aspects, studying the impact of costumes
on the emotional connection between the audience and
performers. They pointed out that costumes are a key
element in shaping the overall performance experience,
helping the audience to better understand the chore-
ography and storylines. Their review also includes an
analysis of the different styles and materials that en-
hance the artistic expression of the performance.

Although previous research has covered many as-
pects of rhythmic gymnastics costume design, there
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are gaps that require further analysis. In particular,
insufficient attention has been paid to how modern
technology and environmental standards influence
the design of rhythmic gymnastics costumes. It is also
necessary to explore how traditional cultural elements
can be adapted to the modern requirements of interna-
tional competitions, which opens up opportunities for
design innovation.

The aim of this study was to analyse the develop-
ment of rhythmic gymnastics costume design, taking
into account cultural traditions, modern technologies
and environmental requirements. To achieve this goal,
the following tasks were set: to study the historical de-
velopment of costume design, from the first samples
to modern models, including the influence of cultural
and social factors; to analyse technological innovations
in the creation of costumes, including the use of inno-
vative materials and technologies; to study the impact
of international regulations and standards on modern
costume design; to assess the importance of national
and cultural motifs in the creation of costumes for in-
ternational competitions.

MATERIALS AND METHODS

The study examined the costumes of female athletes
from different countries, including Ukraine, China, the
USA, Japan, and Uzbekistan. The choice of these coun-
tries is due to the diversity of cultural traditions, design
approaches and the influence of international stand-
ards on their evolution. The following materials were
used in the study: a list of international standards, in-
cluding the regulations of the International Federation
of Gymnastics (2024), European Gymnastics (2024)
and “Rules of sports competitions in rhythmic gym-
nastics” approved by the Ministry of Youth and Sports
of Ukraine (2021), which define the requirements for
costumes in rhythmic gymnastics, such as safety, func-
tionality, ethical aspects, as well as compliance of mate-
rials and design with modern standards; visual sources,
including photographs, competition footage and media
publications that reflect the evolution of costume de-
sign, as well as a description of design techniques, in-
cluding the use of decorative elements such as rhine-
stones, sequins, lace and appliqués.

To achieve the research goal, an interdisciplinary
approach was applied, which included several meth-
ods. First, the historical and analytical method was
used to study the evolution of costumes. The main stag-
es of their development in different countries were an-
alysed - from the first dresses based on ballet patterns
to modern functional and aesthetically sophisticated
models. The influence of artistic periods, changes in
judging criteria, and technological developments were
taken into account. Secondly, content analysis was
used to evaluate photos, videos of the competition and
visual materials. It helped to identify the main trends
in the choice of colours, materials and ornaments, as
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well as in the use of cultural and decorative elements
in costume design. Thirdly, the comparative analysis
allowed us to compare the design approaches used in
rhythmic gymnastics costumes in different countries.
Finally, the review of standards provided an under-
standing of the requirements for materials, colours,
and designs of costumes. Special attention was paid to
safety, transparency of materials, lining, and restric-
tions on decorative elements.

The research process consisted of several stages. At
the initial stage, materials were collected from interna-
tional competitions, including the Olympic Games, World
Championships and regional competitions. Authors
also studied available publications on the development
of costume design. The data collected was systematised
into categories such as national characteristics, man-
ufacturing techniques, materials used and compliance
with standards. Cultural and decorative elements were
separately identified. Cultural and national motifs were
analysed through the analysis of colours, ornaments,
and other symbolic elements used in the costumes. The
materials were evaluated for their compliance with
the criteria of flexibility, durability, comfort, and ther-
moregulation. It was also considered how the costume
design affects the performance of complex technical
elements. The design solutions of the costumes of fe-
male athletes from different countries were analysed
using the example of the 2024 Olympic Games in Paris.

RESULTS

Historical development of costume design
Rhythmic gymnastics, as an aesthetic genre, is located
on the borderline between art and sports disciplines,
which determines unique requirements for costume
design. These costumes must combine aesthetic appeal,
practicality, and compliance with the anatomical, psy-
chological and kinetic aspects of movement. Costume
design also takes into account didactic principles and
achievements of sports science. This interdisciplinary
approach, which encompasses style, materials, social
and cultural aspects, ensures maximum compliance
with the needs of female athletes and the requirements
of international standards.

The first steps towards modern rhythmic gymnas-
tics were made in the United States in the 1940s. This
discipline emerged in the context of dance improvisa-
tions that were part of sports courses. At the beginning
of its development, the athletes created their own out-
fits, focusing on the available materials and ideas of
classical ballet costumes. Early costumes were mostly
basic with a minimum of decorative elements, which
limited their variability (Fig. 1). However, over time,
costume design evolved to meet the requirements of
modern competitions. The key element was the span-
dex leotard, decorated with crystal stones, sequins, and
other decorative elements that provided both function-
ality and aesthetic appeal (Cleophas & Visser, 2024).

Figure 1. Costumes of the US gymnastics team, 1940s
Source: E. Rayment-Ward (2024)

Among the main factors that influenced the change
in costume design are the evolution of musical periods,
the development of technology, and changes in judging
criteria. In the 1970s and 1980s, when rhythmic gym-
nastics became part of the Olympic Games, the empha-
sis on the visual component of performances increased
significantly (Fuller, 2021). The costumes began to
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emphasise the femininity and grace of the gymnasts,
using more elastic materials and new decorative tech-
niques (Fig. 2). The growing popularity of rhythmic
gymnastics contributed to the professionalisation of
costume design. At this time, new styles emerged that
integrated ethnic motifs and modern fashion trends
(Meyers, 2016).
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Figure 2. Costume of Ukrainian Soviet rhythmic
gymnast Irina Deryugina, 1981
Source: N. Puchko (2021)

In the 1990s, costume design reached a high level
of individualisation. For example, the starting numbers
were moved to the sleeve to ensure the visual purity of
the upper part of the suit. At the same time, there was
a search for new stylistic solutions that could combine
comfort and decorativeness. Modern suits are often
named after events or years of their creation, which
helps to distinguish them from other models. In the
1990s, the growing interest in rhythmic gymnastics in
post-Soviet countries led to the popularisation of mon-
ochromatic costumes (Fig. 3), which focused on the ath-
letes’ body lines (Kerr et al, 2020). However, the style
of costumes varied from country to country. Meanwhile,
designers sought to ensure the comfort and practicality
of the outfit, which allowed athletes to perform techni-
cally difficult elements.

Figure 3. Ukrainian rhythmic gymnast Kateryna
Serebryanska’s monochrome jumpsuit, 1993
Source: Rhythmic gymnastics leotard history in
photos (2013)
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Modern rhythmic gymnastics costumes are the re-
sult of the integration of advanced technology and the
latest design concepts. The use of innovative materials
such as stretch mesh, thermoregulated fabrics and en-
vironmentally friendly materials has become the stand-
ard in the industry (Krafte et al, 2021). In the 2000s,
new design solutions emerged, including the use of
3D printing to create complex patterns that make cos-
tumes bright and unique (Fig. 4).

Figure 4. Rhythmic gymnast costume
at the 2000 Olympic Games
Source: Rhythmic gymnastics leotard history in
photos (2013)

Cultural and geographical factors play a significant
role in the design of costumes. In particular, Ukrain-
ian national motifs, such as embroidery patterns, tra-
ditional colours and symbols, have actively influenced
the development of rhythmic gymnastics costume
design (Fig. 5). In the modern period, these elements
are integrated into unique models that combine tradi-
tional Ukrainian symbols with innovative design solu-
tions. Such costumes emphasise the harmony between
Ukraine’s rich cultural heritage and modern style, cre-
ating vivid and authentic images for female athletes.

The requirements for gymnasts’ costumes set out
in the International Federation of Gymnastics Techni-
cal Regulations 2024 and European Gymnastics Tech-
nical Regulations 2024-2025 aim to ensure a balance
between aesthetics, functionality, and safety. They are
also reflected in the “Rules of sports competitions in
aesthetic group gymnastics” approved by the Ministry
of Youth and Sports of Ukraine (2021). The main provi-
sions include the use of materials that are not transpar-
ent, with mandatory lining in the torso area. Decorative
elements, such as lace, are allowed, provided they do
not compromise the integrity of the costume. It is not-
ed that the costumes must be tight-fitting, providing
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a clear view of the technical elements of the perfor-
mance. The costume design excludes the use of addi-
tional accessories, such as separate socks or gloves, to
avoid the risk of injury. It is important to prohibit asym-
metrical colours on both legs, and the use of excessive
or dangerous decorations, such as light-emitting diode
(LED). The length and colour of the fabric covering the
legs must be the same on both sides; the style and decor
may vary, but harlequin style is not permitted. Skirts
are permitted as long as they do not fall below the pel-
vic area, but a design resembling a ballet tutu is prohib-
ited. Gymnasts can perform barefoot or in gymnastic
shoes. Ethical norms are also taken into account: cos-
tumes must meet the standards of aesthetics and ethics,
which excludes unacceptable words or symbols. Hair
and make-up standards complement the requirements
for appearance, ensuring the harmony of the image.

Figure 5. Ukrainian gymnast Hanna Bezsonova’s
costume design
Source: Ye. Gendina (2024)

In the context of researching innovation in rhyth-
mic gymnastics costume design, these regulations are
crucial for designers. On the one hand, they limit crea-
tivity within the framework of safety and ethics, while
on the other hand, they stimulate the search for inno-
vative materials and solutions, such as stretchy fabrics,
safe decorative elements and technological improve-
ments. Taking these requirements into account is es-
sential for creating costumes that meet current trends
while maintaining functionality and aesthetics.

Costume is an important factor in shaping the judg-
es’ impression of a performance. Compliance with the
costume standards allows avoiding penalty points,
while its harmony with the music, the style of the ex-
ercise and the overall aesthetics can positively influ-
ence the judges’ subjective perception. For example,
well-chosen colours, shape, and decor can enhance the
artistic effect of a performance, drawing attention to the
gymnast’s movements and emphasising the dynamics
of her performance. According to the FIG regulations,
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violations of the costume or appearance requirements
may result in a penalty of 0.3 points. This applies to the
use of transparent fabrics without lining, mismatched
styles, inappropriate jewellery or hairstyles, as well as
violations of the rules regarding make-up or emblems.
Even a minor deviation, such as underwear seams visi-
ble under a suit, can be grounds for a fine. On the contra-
ry, compliance with all standards and a good presenta-
tion can increase the aesthetic component of the score,
which can affect the final score in the artistry section.

Creative solutions in the creation of rhythmic
gymnastics costumes in the international context,
including Ukraine

Staging arhythmic gymnastics performance isa complex
and multifaceted process that combines movements,
choreography, music, and costumes. Each element has
a key role in creating the overall harmony of the perfor-
mance. The study of this aspect focuses on the design
of costumes, in particular their aesthetic and functional
characteristics, which are an important means of ex-
pression. The costume in rhythmic gymnastics plays a
crucial role, as it not only reflects the theme of the per-
formance, butalso emphasises the athlete’s movements,
harmonising with her form and style. The key elements
of costume design are colour, fabric, and shape. Each
of these aspects contributes to creating an emotional
impact on the viewer and helps shape the overall per-
ception of the performance (Goldschmied et al., 2020).

The choice of colour palette depends on the theme
of the performance, the music, and the props used. The
principles of colour theory provide numerous resourc-
es for creating costumes that can influence both the
gymnast and the audience. For example, bright colours
such as red or yellow are associated with energy and
passion, while darker shades such as black emphasise
elegance and strength (Fig. 6). The design also takes
into account the cultural meanings of colours, which
can vary from region to region. For example, yellow
in some cultures symbolises joy and festivity, while
in others it can be associated with light and wisdom
(@stergaard, 2023). Ornaments and applications add
uniqueness to the costume and support the emotional
component of the performance.

Suits are made of fabrics with high elasticity, which
ensures freedom of movement and comfort. Synthetic
materials such as lycra, polyamide, and polyester with
the addition of elastomer are popular (Zhu et al., 2023).
They are highly durable, resistant to wear and adapt
to the shape of the athlete’s body. Important charac-
teristics of fabrics are their ability to absorb moisture,
breathe and be pleasant to the touch. Elastic fabrics
with minimal surface roughness create a second skin
effect, which contributes to natural movements and
avoids irritation. Fabrics with a glossy or matte finish
add aesthetic expressiveness to suits, allowing one to
highlight design details.
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Figure 6. Ukrainian gymnast Hanna Rizatdinova’s
costume at the 2016 Olympics in Rio de Janeiro
Source: D. Sles (2016)

Innovative textile materials, such as 3D-effect fab-
rics, allow designers to create unique models that re-
flect technical excellence and purity of execution. Such
fabrics are often tested for elasticity, breathability, and
the ability to retain their shape even during intense
movements. Modern approaches to suit design include
the use of two-piece models that strike a balance be-
tween comfort and aesthetics. For example, fabrics with
a special mesh are used to create a nude effect, adding
sophistication and individuality to suits (Fig. 7). These
solutions contribute to a harmonious combination of
aesthetics and functionality.

Figure 7. The costumes of the American rhythmic
gymnastics team at the Tokyo Olympics, 2021
Source: B. Cassella (2021)

Rhythmic gymnastics costumes are decorated with
rhinestones, sequins, lace, and appliqués. Rhinestones
are the most popular decorative element due to their
sparkle, lightness, and variety of shapes and sizes. They
are arranged symmetrically or form complex patterns
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that emphasise the theme of the performance. Sequins
add dynamism and brightness to costumes during
movements, creating a shining effect. Jewellery should
be firmly attached to prevent it from falling off during
the performance and match the style of the composi-
tion (Minaoglou et al, 2024).

The design of the costume should ensure an opti-
mal fit on the body, which contributes to the aesthetic
perception of the performance. The silhouette of the
costume must point out the lines of the gymnast’s body
while ensuring freedom of movement. Skirts should
not exceed the length of the pelvic floor, and their cut
should be such that the legs are visible during move-
ments, which adds lightness and grace to the perfor-
mance. The main focus is on the design of comfortable
and safe leotard that allows performing technically
complex elements. The costume should have a perfect
fit that provides comfort and eliminates any restric-
tions (Porterfield & Lamar, 2020).

Nature has always been one of the main sources
of inspiration for costume design. Elements of nature,
such as textures, shapes, colours and movements, in-
fluence the choice of fabrics, embellishments, and con-
struction. For example, some costumes feature motifs
of flowers or birds to create the illusion of lightness
and flight (Fig. 8). The colours of nature - from the rich
green hues of the forest to the bright colours of spring
blooms - are often used to enhance the emotional im-
pact of a performance.

Figure 8. Japanese gymnast’s costume at the 2021
Rhythmic Gymnastics World Championships
Source: B. Cassella (2021)

Cultural heritage plays an important role in the
creation of rhythmic gymnastics costumes, especially
when the design reflects national motifs. Traditional
patterns, colours, and ornaments are integrated into the
costumes to highlight the cultural roots of the gymnast
or team. For example, the use of Ukrainian embroidery
or ornaments typical of other nations can create an au-
thentic look that reflects historical heritage and identity
(Fig. 9). In traditional folklore, costumes often tell sto-
ries related to national myths or legends. This approach
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allows for the integration of elements that symbolise
collective memory and cultural values into costumes.

Figure 9. Design of the costumes of the Ukrainian
rhythmic gymnastics team at the 2022 World
Championships
Source: Ye. Gendina (2024)

Artistic periods such as Symbolism and Art Nouveau
offer designers a wide range of ideas for visual design.
Patterns, shapes, and colour combinations from these
styles help to create visually intriguing and unusual
costumes that harmonise with the choreography of the
performance (Weifs et al., 2022). Surrealism, for exam-
ple, inspires the use of abstract elements that can reflect
a unique theme or concept of a number. Such approach-
es can expand the emotional range of a performance,
adding a new dimension to the aesthetic experience.

The creation of rhythmic gymnastics costumes is
the result of a synergy between choreographers, cos-
tume designers, fashion designers and the gymnasts
themselves. Each participant in the process contributes
to the balance between aesthetics, functionality, and
uniqueness. The success of a performance depends on
a properly designed costume that meets the require-
ments of the sport and emphasises the individuality of
the gymnast. The development of technology is com-
bined with innovative approaches to costume design
through the collaboration of fashion designers and cos-
tume designers. This collaboration combines elements
of haute couture and sportswear to push the bounda-
ries of aesthetic possibilities. Designers use the latest
technologies, such as 3D printing and laser cutting, to
create costumes that combine elegance and practicali-
ty (Rayimberdieva et al., 2023). This approach helps to
raise the status of rhythmic gymnastics, turning perfor-
mances into an artistic show that attracts the attention
of a wide audience.

Involving gymnasts in the development of costumes
is a key aspect of modern design. The athletes provide
on the functionality and comfort of the garment, which
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allows us to improve its design. This approach ensures
that costumes are created that are not only in harmony
with the choreography, but also take into account the
individual characteristics of athletes. The use of mate-
rials that provide comfort and freedom of movement,
such as lycra, mesh and innovative synthetic fabrics, al-
lows us to create costumes that meet high standards.
The design takes into account the anatomical features
of the body, ensuring a perfect fit and preventing dis-
comfort during complex movements. The athletes’ in-
volvement in the selection of materials and decorative
elements adds emotional value to the costumes, which
has a positive impact on their performance.

Collaboration between designers and athletes cre-
ates a unique image system that increases the recogni-
tion of rhythmic gymnastics. Together with the gym-
nasts, designers essentially try to create original, unique
artworks, and sometimes turn gymnastics into a kind of
“fashion show” that can add value to the performance
in the eyes of the audience and judges (Mykhailo-
va, 2023). Costumes become part of the brand associat-
ed with specific athletes and their performances. They
provide not only aesthetic pleasure, but also contribute
to the popularisation of sport in the media.

The latest techniques and features of modern
design when creating costumes for rhythmic
gymnastics

The early 2000s were marked by significant chang-
es in the design of rhythmic gymnastics costumes,
which resulted from the influence of modern trends
and technologies. New forms of costumes appeared,
such as jumpsuits, models with long pants, and styles
using fabrics that match the colour of the skin. These
innovations allow us to emphasise the dynamics of fe-
male athletes’ movements while ensuring comfort and
functionality. Advances in textile technology have led to
the creation of materials with improved characteristics
such as elasticity, moisture wicking and optimal micro-
climate. This provides gymnasts with comfort during
complex exercises and reduces the risk of injury. The
use of stretch fabrics with four-way elasticity - that is,
fabrics that can stretch both horizontally and vertical-
ly - allows us to create costumes that perfectly adapt
to the body’s movements, providing freedom and nat-
uralness of performance. These fabrics are different
from “bilateral elasticity”, where the material can only
stretch in one direction (usually in width) (Rayimber-
dieva et al, 2024).

The high level of technical characteristics and con-
sideration of the gymnasts’ movements are focused
primarily on possible movements and tumbling. There-
fore, the flared skirts (if any) are made of dense mesh or
stretchy material, usually complemented by flounces.
Thetopisalsomade ofadenseand elastic material thatis
properly stitched to allow athletes to stretch, jump, and
not restrict their body movements. The use of P-shaped
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cuts and special seams guarantees stability and support
when performing complex elements. Particular atten-
tion is paid to the selection of fabrics with high elastic-
ity, the ability to wick away moisture and maintain an
optimal microclimate. The production process involves
the use of automated systems to create precise patterns
and unique decorative solutions, such as airbrushed
patterns or metal inserts. High-tech fabrics, including
those with a glazing effect, meet modern standards and
enhance the artistic impression. Durability is achieved
through in-depth study of all technological operations.
The costume must retain its attractive for a long time,
as gymnastics involves active use and frequent washing.

The growing interest in sustainability is chang-
ing the way we approach costume design. Attention is
being paid to methods that reduce the environmental
impact, such as zero waste and seamless designs. Ze-
ro-Waste Fashion is a fashion design concept that aims
to minimise or eliminate waste of textile materials
during production (Rissanen & McQuillan, 2023). The
main principles of this model include: efficient use of
fabrics (patterns are designed to use all the material
without leftovers); recycling of leftovers (any fabric
scraps are used to create other garments or accesso-
ries); minimisation of overproduction. The Folded Gar-
ment Construction model is an approach to garment
design where the key element is the folding or folding
of fabric to create structured shapes without signifi-
cant material loss (Kim, 2020). Characteristic features
of this approach include: closed construction (patterns
are designed so that the fabric folds into complete
shapes without trimming); reduced seam count (this
reduces the complexity of production and the use of
resources such as thread and additional trim fabrics);
stylish functionality (the garment remains modern and
attractive while maintaining a minimal ecological foot-
print). In the context of rhythmic gymnastics leotards,
this means creating models with precise calculations to
reduce fabric residues and use them for decorative el-
ements. These approaches aim to minimise waste and
optimise the use of materials. Innovative eco-friendly
solutions, such as the use of recycled fabrics or bioma-
terials, contribute to the implementation of sustainable
design principles, which is an important step towards
preserving the environment and supporting the bio-
sphere (ISPO Munich 2024..., 2024).

Innovations in design include geometric and asym-
metrical shapes that give the costumes a modern look
and highlight the individuality of the athletes. Air-
brushed and metallic colours are used for decoration,
complemented by lace, rhinestones, sequins, and ap-
pliqués (Fig. 10). These elements contribute to the cre-
ation of sophisticated and vivid images that match the
theme of the performances. Social media also plays an
important role in spreading ideas and trends, creating
a demand for unique and eye-catching (Bento-Soares &
Schiavon, 2020).
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Figure 10. Combination of different decorative
elements in a rhythmic gymnastics costume
Source: Rythmic gymnastic leotard history in

photos (2013)

The costume designs also take into account the
cultural and geographical features of the host cities or
countries, which adds a local flavour to rhythmic gym-
nastics performances. Unique costume solutions that
reflect national traditions or artistic motifs allow us to
integrate historical and cultural aspects into modern
sportswear. The innovative approach to costume de-
sign focuses on a harmonious combination of function-
ality, aesthetics and artistic expression that meets the
high demands of modern sport.

The theme of the costume for a rhythmic gymnas-
tics’ performance is usually chosen by the athlete to-
gether with the coaching staff. The choice of theme can
be arbitrary or pre-determined, but the basis for cre-
ating the costume and performing the exercises is the
musical accompaniment, which sets the rhythm, creates
emotional tension and immerses the gymnast in the
artistic atmosphere of the performance. The costume
should be in harmony with the rhythm and style of the
composition, while effectively reflecting its interpreta-
tion. The colour, shape, and model of the costume must
correspond to the character of the performer and the
chosen theme. The colour scheme should be consistent
with the emotional tone of the composition, avoiding
excessive contrast or the use of overly bright colours
(Goldschmied et al,, 2020). The costume should be of a
balanced cut, with a well-thought-out structure of dec-
orative and artistic elements. The shape of the costume,
especially when choosing a model with a skirt or a ba-
sic line, should not interfere with the performance of
the programme elements. In particular, the skirt should
not cover the upper body during the exercises and pre-
vent the implementation of rotational elements in the
second phase of rotation. This allows maintaining the
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aesthetic appeal of the costume and provides the full
freedom of movement necessary to perform technically
complex elements.

The costume makes up a significant part of the per-
formance and broadly reflects the internal content of
the programme. The leotard should be of high quality
and comfortable, as it is worn on the naked body and
should not cause discomfort to the gymnast. Leotard is
a necessary and mandatory attribute for any rhythmic
gymnastics programme. One of the main tasks of leo-
tard companies is to develop exclusive and innovative
designs that are not just leotards for rhythmic gymnas-
tics programmes, but also a constantly relevant fashion
item. When creating a collection, manufacturers con-
sider the age category of gymnasts, distinguishing jun-
ior models from adult leotards to come up with offers
that will suit both categories. The collection can include
both monochromatic models and swimsuits with an ex-
pressive contrasting combination. Sequins and crystals
can also be used for decoration, emphasising the bright
details of the swimsuit design. However, when choosing
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and creating a design for the programme, it is extremely
important to take into account the athlete’s personality
and the programme music, the colours of which often
become the basis for sketches and allow the use of var-
ious materials and ornaments.

At the 2024 Olympic Games in Paris, rhythmic gym-
nasts demonstrated not only their athletic skills, but
also unique design solutions that became an important
part of their performances. This paper examines vivid
examples of design solutions that combine functionali-
ty, artistic expression and cultural symbols. The analy-
sis of the participants’ costumes on the example of the
Olympic Games in Paris allows us to explore current
trends in sportswear design and their impact on the
perception of rhythmic gymnastics.

The costumes of the national team of Ukraine are a
vivid example of a successful interpretation of national
motifs in modern sports design (Fig. 11). They are not
only functional, but also emotionally charged, which
makes them an important component of the team’s
visual identity in the international arena.
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Figure 11. Costumes of the Ukrainian rhythmic gymnastics team at the 2024 Olympic Games in Paris

Source: 0. Vasylyshyn (2024)

The costume is based on red and black colours,
which symbolise Ukrainian tradition, in particular em-
broidery, where red and black are a classic combination.
These colours not only emphasise national identity but
also add drama and emotion to the performance. The
costume has a tight fit that provides maximum free-
dom of movement and points out the athletes’ physical
shape. Transparent inserts on the upper part of the cos-
tume add lightness and sophistication to the look, while
maintaining a balance between functionality and aes-
thetics. The combination of rich colours and patterns
creates a dynamic visual effect while moving. Uzbek
gymnast Takhmina Ikromova’s costume for the ribbon
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performance at the 2024 Paris Olympics is a successful
example of a combination of art and sport (Fig. 12). Its
design is inspired by Cubism, in particular the work of
Pablo Picasso, which is expressed through asymmet-
rical graphic lines and abstract geometric motifs. The
restrained colour scheme with an emphasis on black
and white emphasises the conceptual nature of the im-
age. The image of the Eiffel Tower on the back, which
refers to French culture, and the ribbon in the colours
of the French flag add another layer of symbolism. The
costume harmoniously complements the composition,
reflecting the synergy between music, movement and
visual aesthetics.
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Figure 12. Uzbek gymnast Takhmina Ikromova’s
costume at the 2024 Olympics in Paris
Source: Ya. Kachkovska (2024)

The costumes of Chinese gymnasts are distin-
guished by their multi-layered and complex composi-
tion, which combines traditional oriental motifs with
modern design solutions (Fig. 13). The central accent is
the ornamentation inspired by the luxurious patterns
of imperial clothing of the dynasties, which symbolises
strength, harmony and cultural heritage. Rich red and
gold colours are associated with good luck and prosper-
ity in Chinese culture, while green accents add contrast
and dynamism. Rhinestone and fringe decorations cre-
ate a movement effect that harmoniously complements

Q

gymnastic exercises. Symmetry in the placement of the
ornaments emphasises the aesthetics of unity and syn-
chronisation of the team, making the performance vis-
ually coherent and expressive.

Figure 13. Costumes of the Chinese rhythmic
gymnastics team at the 2024 Olympic Games in Paris
Source: China becomes first non-European country to

claim Olympic gold in rhythmic gymnastics (2024)

The US gymnasts’ leotards for the 2024 Olympic
Games in Paris combine aesthetic sophistication with
high functionality (Fig. 14). Each leotard is embellished
with more than 10,000 Swarovski crystals, creating a
sparkling effect under the stage lighting, emphasising
the athletes’ movements.

Figure 14. Costumes worn by American gymnasts at the 2024 Olympic Games

Source: J. Sullivan (2024)

The design, developed by GK Elite, reflects patriotic
motifs through the use of red, white, and blue colours
to symbolise national pride. The use of four-way stretch
fabrics provides the comfort and freedom of movement
needed to perform complex elements. The process of
creating the swimsuits took four years and involved a
team of 50 people, which demonstrates the careful ap-
proach to every detail.
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DISCUSSION
The study examined the evolution of rhythmic gymnas-
tics costume design, including the integration of tradi-
tional cultural motifs with modern technological in-
novations and environmental approaches. The results
obtained show that designers successfully combine el-
ements of cultural heritage with modern trends, which
contributes to the aesthetic appeal and functionality of

Art and Design Vol. 8, No. 1



Shevchuk

costumes at the international level. The study results
showed that the use of national motifs in the design
of costumes enhances the identity of female athletes,
makes their performances unique and creates an emo-
tional connection with the audience. Such costumes
become not only aesthetically pleasing but also cultur-
ally significant, promoting national art and traditions
through sport. This is consistent with the findings of
M.C. Nemeth et al. (2020), who investigated the rela-
tionship between body image and dressing behaviour
among female team athletes. The authors found that
national motifs in costumes also serve as a means of
self-identification for female athletes, allowing them
to feel proud of their cultural heritage. Such elements
create a special visual accent that distinguishes perfor-
mances at international competitions. This is in line
with research findings that highlighted that costumes
with aesthetically pleasing cultural details can increase
support among both judges and audiences. The harmo-
nious blend of traditional and contemporary elements
in the design enhances the image of female athletes
and helps them express their individuality through the
art of gymnastics.

In addition, the results of the study showed that
modern technologies such as laser cutting and 3D print-
ing are actively used to create innovative costumes in
rhythmic gymnastics. These technologies allow achiev-
ing high precision patterns, complex decorative ele-
ments and ensure the uniqueness of each costume. The
use of such approaches significantly increases the aes-
thetic appeal and functionality of the costumes, making
them perfectly adapted to the requirements of athletes.
These observations are consistent with the study by
A. Harlin et al. (2020), who emphasised the importance
of using high-tech textile materials in sports. The au-
thors found that materials with high elasticity, breatha-
bility, and wear resistance are critical to athletes’ com-
fort and performance in competition. The integration of
the latest technologies in the production of suits allows
us to take into account the individual needs of athletes,
ensuring not only comfort but also their confidence
during performances. This demonstrates the synergy
between innovation and practicality in sports fashion.

The issue of aesthetics and its impact on the per-
ception of performances was one of the key aspects of
the study, as costume design plays an important role in
shaping the overall image of an athlete. L. Bosc (2023)
investigated the relationship between positive body
image and sports performance in rhythmic gymnasts.
The author noted that costumes that highlight individ-
uality and aesthetic expressiveness have a positive ef-
fect on the emotional state of athletes, increasing their
confidence and, as a result, their performance in com-
petitions. These conclusions are in line with the results
obtained, which confirmed that stylish and comforta-
ble costumes can create additional emotional support
for female athletes, contributing to their psychological
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preparation. A harmonious combination of aesthetics,
functionality, and compliance with design standards
not only provides visual appeal, but also helps gym-
nasts feel comfortable and confident, which is impor-
tant for achieving high results.

The results of this study on the introduction of in-
novative materials and technologies in the creation of
rhythmic gymnastics costumes were consistent with
the findings of ]. Wang (2022), who analysed marketing
strategies on the example of Chinese rhythmic gymnas-
tics in the context of the active development of social
media. The author emphasised that the use of high-
tech costumes with modern design solutions not only
increases functionality and comfort, but also attracts
the attention of the audience, creating a unique image
of athletes. This approach helps to promote sports and
build a strong national brand. Similar trends can be
seen in this study, which notes that the integration of
the latest technologies, such as 3D printing and laser
cutting, significantly increases the aesthetic appeal of
costumes, making them recognisable on the interna-
tional stage. Such innovations not only improve the
public’s perception of sports, but also help female ath-
letes stand out from the competition, contributing to
their success on a global scale.

Some differences were identified when comparing
the results of this study with the findings of L.]. Hackett
& J. Coghlan (2023), who focused on the analysis of the
transformation and control of female athletes’ bodies
through the prism of swimwear as a uniform. In their
work, the authors raised the question of how sports-
wear standards affect the perception of female athletes’
bodies, emphasising that uniforms can both help to
highlight their skills and trigger discussions of gender
stereotypes. In this study, while the issues of standards
and regulation of costume design are relevant, the focus
was on cultural and technological aspects. Particular
emphasis is placed on how the use of national motifs
and modern technologies contributes to the creation of
unique costumes that harmoniously combine aesthet-
ics with functionality. This approach avoids controver-
sial discussions about the physicality of female athletes
by focusing on their individuality and professionalism,
which are enhanced by innovative design solutions.

In this study, the historical development of cos-
tume design was considered in the context of changes
in materials, styles and decorative elements that meet
the requirements of modern sport, as well as the in-
fluence of international standards on their formation.
Particular attention was paid to the International Fed-
eration of Gymnastics regulations (2024) and their role
in ensuring harmony between aesthetic and functional
solutions that meet modern sports requirements. In the
study by K. Krafte et al. (2023), the authors emphasised
the importance of adapting visual communications to
the specifics of young female athletes, which shapes
their artistic style and meets their age characteristics
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and noted that the standards strike a balance between
safety and artistic expression. The comparison shows
that both studies focused on the interaction between
aesthetics and functionality, but this study paid more
attention to the historical perspective and design solu-
tions that cover all levels of rhythmic gymnastics. In con-
trast, K. Krafte et al. focused mainly on youth categories
and their specific approaches to interpreting standards.

Innovations in costume design have become an im-
portant stage of development, including the use of the
latest materials, such as elastic mesh and thermoregu-
lated fabrics. T. Mykhailova (2022) studied the influence
of artistic and technological solutions on the formation
of images for Olympic ceremonial costumes. Her work
discussed the importance of combining innovative ma-
terials with cultural symbols, which coincides with the
approach of this paper to the integration of innovation
into design. The difference lies in the focus: this study
analysed in detail the practical aspects of using materi-
als to improve the comfort of female athletes, while T.
Mykhailova focused on symbolism.

Cultural and national motifs in the design of rhyth-
mic gymnastics costumes are an important aspect that
emphasises the individuality of athletes. ]. Wang &
D. Yao (2024) investigated the use of the colour palette
of the Chinese national team’s costumes as a semi-con-
scious construct reflecting the country’s cultural her-
itage. This study also focused on the integration of
Ukrainian traditional motifs into modern design. The
similarity lies in the use of cultural symbols to reinforce
the identity of athletes, but your study extends this as-
pect by analysing national symbols in a global context,
while J. Wang & D. Yao limited themselves to the spe-
cific case of the Chinese team. The significance of col-
our and decoration in costume design is highlighted in
this study through an emphasis on visual dynamics and
highlighting the movements of the athletes. ]. Wang &
D. Yao considered colours as a tool for conveying cultur-
al values and aesthetic characteristics.

In general, the results of this study are consistent
with the trends identified by other researchers, con-
firming the importance of an integrated approach to
rhythmic gymnastics costume design. The combination
of aesthetics, functionality, technological innovation
and cultural identity contributes not only to the im-
provement of sports performance, but also to the pro-
motion of the sport at the international level.

CONCLUSIONS
The study found that the design of rhythmic gymnastics
costumes is a multifaceted process that integrates aes-
thetic, functional, technological and cultural aspects.
The analysis has shown that the combination of tradi-
tional motifs with modern technologies allows for the
creation of unique costumes that enhance the expres-
siveness of athletes’ performances and their confidence
in competitions. This underscores the importance of
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preserving cultural identity in the context of the glo-
balisation of sport.

The results of the study confirmed that the use
of modern technologies, such as laser cutting and 3D
printing, helps to improve the quality of suits. These
technologies ensure precision in the manufacture of
parts, comfort and functionality, which is critical for
high-level athletes. The integration of these approaches
allows designers not only to create aesthetically pleas-
ing costumes, but also to ensure that they meet the
specific technical requirements necessary for the com-
fortable performance of complex gymnastic elements.
At the same time, the use of innovative materials, such
as breathable and hypoallergenic fabrics, has a positive
impact on the physical condition and performance of
female athletes during performances, reducing the risk
of discomfort and injury.

The analysis also showed that costumes with el-
ements of national symbols help to strengthen the
self-identity of female athletes, which confirms the im-
portance of cultural aspects in design. The use of na-
tional motifs, such as ornaments, traditional colours or
symbolic elements, allows female athletes to emphasise
their cultural uniqueness. Such costumes form an emo-
tional connection with the audience and judges, adding
to the uniqueness and international recognition of per-
formances. Furthermore, the results of the study stat-
ed that the harmonious combination of aesthetics and
functionality in the costumes helps to increase the psy-
chological confidence of female athletes, which, in turn,
has a positive impact on their sporting achievements.

An important aspect of the research was the study
of ecological approaches to the creation of costumes.
The use of environmentally friendly materials that
meet modern standards reduces the negative impact
on the environment and at the same time opens up new
opportunities for innovation in sportswear design. The
usage of such materials contributes not only to environ-
mental responsibility, but also to improving the charac-
teristics of the suits, such as their lightness, elasticity,
and resistance to wear.

Prospects for further research could include a
deeper study of the impact of eco-friendly materials on
the performance of female athletes, exploring ways to
integrate eco-friendly technologies into mass produc-
tion, and analysing the psychological aspects of the per-
ception of costumes by both gymnasts and audiences.
It is also worth investigating the interaction between
designers, athletes, and coaches in the process of cre-
ating costumes to ensure that they meet the needs of
all parties. Thus, this study points out the importance
of a multifaceted approach to rhythmic gymnastics cos-
tume design that takes into account cultural, technolog-
ical and psychological aspects.
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AHoTau,iA. [laHe goc/ipKeHHS MaJIo Ha MeTi BUBYEHHs eBOJIIOLII 3aliHy KOCTIOMIB [JIs Xy 0’KHbOI [iMHACTUKH,
30KpeMa ixHbOI ecTeTU4HOI, QyHKI[iOHAIBbHOI Ta KYJIbTYPHOI CK/Ia/{0BHUX, 3 aKL[eHTOM Ha iHTerpariio TpajguLiiH1X
HalliloOHa/IbHUX eJIEeMEeHTIB y Cy4acCHUM KOHTEKCT. Y Po1leci Aoc1i>keHHsI 6Y/10 PO3IVITHYTO KOCTIOMH CIIOPTCMEHOK
i3 Takux KpaiH, K YkpaiHa, Kurta#i, CIlIA, finoHig Ta Y36ekuctaH. MaTepiaiu BKJIIOYAIX Bi3yasbHi JKepesa,
TEXHOJIOTIYHY JIOKYMeHTalil0 Ta BUMOTM MIXHApOJHUX perjaMeHTIB, fKi BU3HA4alOTb CTaHAApPTH AU3ANHY,
HayKoBi MacMe/ia-ny6stikanii. BuBueHHs 0xXoM/Ir0Bas10 aHa i3 iCTOPpUYHUX eTalliB pO3BUTKY KOCTIOMIB, KyJIbTYPHUX
CMMBOJIIB Ta IHHOBALIMHHUX TEXHOJIOTIH, 110 BUKOPHUCTOBYIOTbCA Y IX CTBOpPeHHI. Pe3ysbTaTu AOCHIIKEeHHSA
MOKa3aJiy, 1[0 eBOJIIOIiA AU3aliHy KOCTIOMIB BioOpaXkae CKJIaAHY B3aEMO/iI0 MiXK KYJbTYPHOR i/[eHTUYHICTIO,
TEXHOJIOTIYHUM MPOrPecoM Ta CIOPTUBHUMH BUMOTraMU. BUsiB/IeHO, 1110 CyyacHi KOCTIOMU 3a6e31e4y0Th 6alaHC
MiX QYHKIIOHAJBHICTIO i Xy/0XKHBOIO BUPA3HICTIO 3aB/AsKM BIPOBa/PKEHHIO iIHHOBAL[iIMHUX MaTepiaiB, TakKUx
AK eJIJaCTUYHA CiTKa 1 TKAHWHU 3 TepMOperyJsdli€, a TaK0X BUKOPUCTAHHIO JEeKOPaTHBHUX €JIeMEHTIB, AK-
OT CTpasH Ta alikKanil. YKpaiHCbKiI KOCTIOMM J€MOHCTPYBaJId YHIKaJbHICTh 3aBAAKM iHTerpauii TpaguLiiHux
OpHaMEeHTIB Y Cy4YacHUM AM3aiH, TOAI AK KUTAUChKI 3pa3KU Bii3HAa4YaJIMCA rapMOHIE KOJIbOPOBOI NaliTpH, 10
BifloGpakasio KyJbTYpHY CHAJIIMHY. AMEPUKAHCbKI KOCTIOMHM aKIeHTYBaJIM yBary Ha MaTPiOTUYHHUX MOTHBAX
yepe3 BUKOPHUCTAHHS HalliOHAJbHUX KOJIBOPIB i CKJIQJHUX Bi3epyHKiB. AHa/i3 nifTBepAUB, 110 MiXXHApOAHI
CTaH/APTH € BAXK/JIMBUM PaKTOpOM, IKHH BIJINBAE HA CTBOPEHHS KOCTIOMIB, 3a6e3euyyoun 6e3neky, kKoMmpopT
i ecTeTuKy. BUCHOBKM [aHOro [AOCJAiAKEHHS MNiAKPECJUJU BaXKJUBICTb TAapMOHIMHOTO MOEAHAHHA TpajuLin
i cyyacHux iHHOBAIil y CTBOPEHHI KOCTIOMIB, 1[0 BiJNOBiJal0Th €CTETUYHUM i QYHKI[iOHAJIbHUM BHUMOTAM.
OTprMaHi pe3y/bTaTH BiIKPUBAIOTb HOBI MePCNEeKTUBU A LOCTiKeHb ¥ cdepi U3aliHy CIOPTUBHOTO OJATY,
30KpeMa B KOHTEKCTi BUKOPHUCTAaHHA €eKOJIOTIYHMX MaTepia/iiB Ta BIJIMBY Ha ICUXOJIOTIYHUM CTaH CIOPTCMEHIB

KarouoBi cioBa: Ky/IbTYPHA iJleHTUYHICTh; HalliOHa/IbHA CUMBOJIIKa; JEKOPATUBHI €JIEMEHTH; €CTETUKA; OPHAMEHT
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Abstract. Modern fashion design exhibits a tendency towards experimentation, personalisation, and innovative
solutions, which requires designers to develop creative thinking and flexibility in the search for new forms and
concepts. The purpose of the present study was to conduct a comparative analysis of conventional and innovative
fashion sketching techniques in the context of acquiring creative competencies by future fashion designers, to
find strategies for their effective combination. An interdisciplinary approach was employed to investigate the
relationship between the development of fashion design methods and the acquisition of creative competences by
students. The techniques of fashion sketching were analysed based on comparative historical, cultural-historical,
sociological, and formal-stylistic research methods. The effective combination of conventional and innovative
sketches was presented using the modelling method. The study analysed the conventional sketching methods in
fashion design, considered their psychological and emotional impact on student creativity, and proved the significant
role of manual methods in the development of creative skills of future designers. Modern digital tools for creating
clothing sketches were overviewed, the features of working with digital technologies were outlined - the speed of
execution and flexibility in editing such sketches were highlighted, the high accuracy of drawings and designs made
using computer software was emphasised. A comparative analysis of conventional and digital methods of creating
clothing sketches was performed, the advantages and disadvantages of their use in the educational process were
identified. The study assessed the effects of these methods on the development of creative skills and determined
the best strategies for their combination in creating design products. The expediency of integrating digital tools into
conventional sketching courses according to the stages of creation and tasks was argued. The practical significance
of the present study lies in the fact that the findings obtained can be used to improve educational methods for
training competitive specialists adapted to modern trends in the fashion industry

Keywords: fashion design; design education; fashion sketches; digital technologies; artistic methods; visualisation
of ideas

INTRODUCTION

In an environment of constant evolution of the fashion = Furthermore, role of visual communication is growing:

industry, the success and competitiveness of a design-
er is determined not only by technical skills, but also
by flexibility and creativity of thinking, the ability to
adapt to changes, find creative solutions to standard
tasks, and openness to the implementation of innova-
tive concepts in fashion design. The development of
such creative competencies in future fashion design-
ers is critical for both design education in Ukraine
and the development of the industry as a whole.

Suggested Citation:

a design sketch performs not only a technical but also
a communicative function, helping to effectively pres-
ent the idea, concept, and style of a future project. The
relevance of the subject under study lies in the need
to develop the creative competencies of future fashion
designers in the context of the rapid transformation of
fashion sketching methods, which is driven by the influ-
ence of digital technologies, the integration of 3D vis-
ualisation, and other graphic editors into the process
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of visualising a design idea. The study of this topic will
help not only to better understand modern approaches
to teaching fashion sketching, but also to propose opti-
mised methods for developing the creative potential of
future fashion designers.

The theoretical foundations of the development of
creative competences were considered in the studies of
many Ukrainian researchers who noted that creativity
was a key quality of a modern fashion designer. Creative
competence was viewed as the ability to generate inno-
vative ideas, experiment with shapes, textures, and col-
ours, as well as adapt to changes in the fashion industry.
L. Kalinina (2017) analysed the methods and forms of
teaching that contribute to the development of creative
competence, as well as the role of teachers in this pro-
cess. The researcher emphasised the need to introduce
innovative technologies and create a favourable envi-
ronment for students’ creative expression. O. Bereziuk
& M. Tymchenko (2024) addressed the pedagogical
conditions for the development of creative abilities in
design students through involvement in artistic and
project activities.

A considerable number of studies covers the effects
of innovative techniques and digital technologies on
the fashion industry overall and the educational pro-
cess specifically. L. Derman (2020) analysed the effects
of digital technologies on the processes of designing
and presenting clothing collections in the modern fash-
ion industry. This study highlighted the significance
of integrating digital technologies into fashion design
and presentation processes, which enables designers
to adapt to a rapidly changing environment and meet
the demands of the modern market. Valuable for un-
derstanding the current challenges and opportunities
for the development of fashion design education in
Ukraine was the study by M. Melnyk (2016), where the
researcher analysed how changes in the economic and
cultural environment, as well as the influence of inter-
national trends, determined the vector of fashion edu-
cation in Ukraine. The study also discussed modern ed-
ucational programmes, interdisciplinary approach, and
interaction between theory and practice in the training
of young designers. Kirsten et al. (2024) outlined the
changing landscape of fashion education, including the
evolution of fashion sketching. The study discussed the
integration of digital technologies and sustainable de-
velopment, emphasising the need for an interdiscipli-
nary approach to educating fashion designers. Current
approaches to fashion sketching methods, consider-
ation of advantages and disadvantages, conventional
and innovative techniques, as well as ways to solve this
problem can be found in the studies of M. Kovalova et
al. (2022)and V.Mytsa (2024). Theresearchers analysed
how digital tools were changing conventional methods
of expression, opening new opportunities for creativity.

Y. Kawamura (2023) performed a thorough study
of digital transformations in the fashion industry,
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where the researcher examined the social, cultural,
and economic aspects of fashion in the postmodern
era, especially in the context of digital technologies.
The researcher analysed the development of the fash-
ion industry and the interaction of this development
with the latest digital trends, exploring how digital
platforms, social media, and other innovations affect
the production, consumption, and distribution of fash-
ion. The reviewed studies confirmed the significance
of updating the methods and techniques for creating a
fashion sketch in the context of the global digitalisation
of the design and presentation of a design product, and
the need to apply them in the training of future fash-
ion design professionals. However, the issue of the best
combination of conventional and digital approaches
to sketching in the educational process, as well as the
mechanisms for the effective development of students’
creative and technical sKills, is still understudied. This
creates the basis for further research in this area.

An analysis of previous studies revealed that the
transformation of fashion sketching (from conventional
techniques to the use of digital technologies), as well as
the effects of these changes on the development of crea-
tive skills of fashion designers, were most often consid-
ered in several scientific fields, including design theory,
design education, and digital transformations in the
fashion industry. The purpose of the present study was
to evaluate the effectiveness of conventional and inno-
vative approaches in design education in Ukraine, to an-
alyse modern methods of fashion sketching and their in-
fluence on the development of creative competences of
future fashion designers,and to propose waystoimprove
educational methods to ensure high-quality training of
fashion designers according to current market needs.

MATERIALS AND METHODS
To obtain the most substantiated findings, the present
study employed general scientific and special research
methods. An interdisciplinary approach was employed
to conduct a thorough study and expand the under-
standing of the issue: the analysis of design, psycholog-
ical, pedagogical, art history aspects, as well as digital
technologies, helped to comprehensively assess the
principles of developing creative thinking in students.
The theoretical scientific method helped to formulate
the conceptual framework of the study, define key con-
cepts, and consider the history and current state of de-
velopment of this topic in the scientific literature. The
use of empirical methods helped to collect factual ma-
terials on students’ mastery of fashion sketching tech-
niques and their effects on the development of creative
skills. The techniques of fashion sketching were ana-
lysed based on comparative historical, cultural-histori-
cal, sociological, and formal-stylistic research methods.
The conventional and innovative fashion sketches were
compared by such indicators as technical complexi-
ty, creative freedom and artistic expression, speed of
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execution and flexibility of editing, technical accuracy,
material costs and environmental impact. Based on the
analysis, using the modelling method, a clear strategy
for the effective combination of conventional and dig-
ital sketching methods for the development of creative
competencies of future fashion designers was pro-
posed, following the stage of creating a design product,
the goals set, and the skills mastered.

The materials of the present study included both
theoretical and practical components that provide
an integrated approach to the study of the topic. The
theoretical framework of the study was formed based
on scientific studies on fashion design, fashion history
and fashion illustration, fashion sketching methods, as
well as monographs and publications on pedagogy and
psychology of creativity to assess the development of
creative competencies in design students. The practical
materials of this study included sketches and creative
projects of students of the Lviv National Academy of
Arts and the 1. Trush Lviv Professional College of Deco-
rative and Applied Arts. This group of materials includ-
ed works made using conventional techniques (pencils,
ink, charcoal, watercolour, markers, etc.) and digital
sketches made in graphic editors such as Adobe Photo-
shop and Adobe Illustrator.

RESULTS AND DISCUSSION
The initial stage in the implementation of a creative
idea, a designer clothing collection or a particular im-
age is the design process, which includes the creation
of visual prototypes of future products. The design and
graphic part, sketching, and creating graphic illustra-
tions are a prominent part of the design process, and
therefore mastering these skills is essential for the
competitiveness of future fashion designers. A fashion
sketch was defined as a graphic or digital representa-
tion of a future product concept that conveyed the de-
signer’s core ideas regarding silhouette, proportions,
constructive and decorative elements, texture, and
colour scheme, as discussed by Y. Ji et al. (2002). Such
a sketch can be made manually using conventional
techniques and graphic tools (pencils, watercolours,
markers, etc.) or in digital programs (Adobe Photo-
shop, Adobe Illustrator, Procreate, Clo 3D). Changes
in project culture overall, and the growing interest in
foreign practices in fashion design specifically, have
led to the spread of a new format for graphic expres-
sion of creative ideas. The project process of a modern
designer has been enriched by the concepts of sketch,
sketchbook, sketching, portfolio, and fashion illustra-
tion. With the emergence of the latest technologies and
tools of the design language, the content and form of
the sketch and sketchbook were rethought, according
to S. Povshyk (2015). The transformation of the hand
sketch is strongly linked to the development of digital
technologies. Historically, design students mastered
the technique of drawing with pencil, ink, watercolour,
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and markers on paper, a process that required high ar-
tistic skill but gave sketches artistic expression. With
the advent of the first graphic editors in the 1990s, the
sketching process revolutionised, the process of cre-
ating them became somewhat simpler, and it became
possible to quickly edit details, change colours and tex-
tures of future garments. However, despite digital ad-
vancement, manual techniques are still crucial for the
development of creative thinking and the shaping of a
designer’s unique style.

The characteristics of conventional design methods
include aspects such as expressiveness and unique-
ness, as each designer shows their personal signature
through them. The use of varied materials, such as pen-
cils, ink, watercolours, or pastels, provides artistic ex-
pression, conveying the atmosphere and texture of the
future product. One of the main advantages is the speed
of capturing ideas without the need for complex techni-
cal processing. Another prominent aspect is the tactile
experience of working with paper, which helps to bet-
ter understand the shape and composition. The quality
of a sketch directly depends on the artist’s skill level,
including mastery of proportions and anatomy. Despite
the development of digital technologies, hand sketches
continue to be a valuable tool in the creative process,
especially at the conceptual stage, when it is necessary
to quickly convey the idea and character of the future
product. As A.P. Dubrivna & K.A. Kruzhylina (2020) not-
ed, conventional sketching is characterised by the use of
fine art techniques that enable the illustrator to reveal
the specific features of the author’s graphic style, due to
the technological features of each of them. Therewith,
manual sketches have limited editing capabilities, as
making changes can require considerable effort, espe-
cially when working with watercolour or ink, and the
colour palette created manually by mixing materials
makes it challenging to accurately reproduce shades in
future versions.

In terms of the psychological and emotional im-
pact of conventional sketching methods on the creative
process, hand drawing promotes deeper immersion in
the work, activating tactile perception and the connec-
tion between the hand and the brain, which enhances
creative thinking. The physical interaction with mate-
rials - the texture of paper, the movement of a pencil
or brush - creates a meditative effect, helping to focus
and express emotional states through lines, strokes,
and colour combinations. The impossibility of undoing
the previous action stimulates courage and confidence
in one’s decisions, promotes deeper immersion in the
artistic process, and facilitates experimentation and
intuitive search for new shapes and textures. Further-
more, hand sketching allows designers to become emo-
tionally attached to their work, as the creation process
is personal and profoundly individual.

The emergence and deep rooting of digital fash-
ion design methods is provoked by the emergence and
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development of digital evolution, which has revolution-
ised people’s lives not only in the field of art but also
overall. As M. Kovalova et al. (2022) stated the transi-
tion to new values along with modern technologies is
becoming the key to new philosophical thoughts, be-
coming the root cause of progress and the development
of creative thinking and emotional prosperity. Digital
technologies in sketching open new opportunities for
designers, changing the process of creating fashion
sketches towards efficiency, accuracy, and flexibility.
The use of software such as Adobe Illustrator, Photo-
shop, Procreate, Clo3D, and Marvelous Designer allows
quickly editing shapes, colours, and textures without
having to start over. Furthermore, learning about mod-
elling and designing clothes using 3D technologies con-
tributes to a better understanding of the technological
aspects of creating clothes, facilitates work with struc-
tures and materials (e.g., visualisation of technically
complex clothing models). Overall, the introduction of
such methods into the educational process contributes
to its modernisation, intensifies the creative process,
and allows designers to collaborate more effectively
with other professionals in their future professional
activities (Shevchuk, 2024). Such digital editors pro-
vide high image accuracy, which is crucial for technical
sketches and drawings. Therewith, the digital format of
sketches simplifies the process of storing, organising,
and presenting them. The use of 3D sketch visualisation
software allows quickly assessing the future shape of
clothing, plastic, and fabric texture, and its behaviour

on the figure without creating a real mock-up, which
saves time and resources.

Digital sketching greatly expands the capabilities
of designers, but it has a series of critical drawbacks
that should be considered when training designers.
First of all, this includes the lack of tactile experience,
the loss of naturalness and artistic expressiveness of
a fashion sketch, as well as the risk of losing creativi-
ty - graphic editors simplify the process but can limit
the experimental nature and expressiveness of lines
inherent in hand sketches. In some cases, the use of
templates, presets, or other automatic functions can
reduce the level of creativity by replacing manual la-
bour and the intuitive approach of the future designer.
Furthermore, creating high-quality sketches requires
suitable software and hardware, which is often expen-
sive and requires extra technical knowledge. Mastering
the skills of conventional and digital fashion sketching
represent two distinct approaches to the design pro-
cess, both of which are significant in the training of fu-
ture fashion designers. As K. Tallon (2008) observed,
conventional methods promote the development of
artistic skills, intuition, and creative expression, while
digital technologies enable designers to work faster,
more accurately, and with large amounts of informa-
tion. Each of these approaches has its advantages and
limitations, and therefore their comparative analysis
helps to better understand their role in the develop-
ment of professional skills and competences of future
fashion designers (Table 1).

Table 1. Comparison of conventional and digital garment sketches

Comparison criteria Handmade sketches

Digital sketches

Technical complexity

Requires specific skills and knowledge, a certain
level of professional aptitude.

Ability to use ready-made templates and presets,
technical knowledge to work in graphic editors.

Creative freedom and
artistic expression

High emotionality, a sense of texture,
experiments with line and stroke.

Lack of tactility, work with predefined elements:
brushes, textures, and patterns.

Speed of execution

Depends on technique and experience, much
slower than the digital method.

Fast sketching thanks to digital tools, copying,
and templates.

Editing flexibility

Limited, error correction is not always possible.

Variable models, quick and easy sketch editing:
change of proportions, details, colour, texture, etc.

Technical precision

Relative: depends on the technical skills of the
designer, errors are possible.

High: accurate preservation of proportions,
symmetry, scaling.

Material costs
the materials.

Regular costs for paper, inks, markers, pencils,
etc. Costs increase depending on the quality of

High initial costs for software and hardware, but
more cost-effective in the long term.

Environmental impact

dyes).

Consumption of paper and inks causes an
environmental impact (deforestation, chemical

Smaller ecological footprint due to the absence of
physical materials but consumes electricity and
generates electronic waste.

Source: developed by the author of this study based on data from N. Pantus (2011), 0. Zakharkevych et al. (2023)

A prerequisite for creating a high-quality creative
sketch is a certain set of technical and creative skills.
For instance, to create a fashion sketch by hand, one
needs to know how to draw and paint in colour (wa-
tercolour, gouache, etc.), the proportions and features
of the human figure, colour theory, and style. A fashion
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sketch is not only a tool for creating a fashion design,
but also a form of artistic expression that contributes to
the development of an individual style (Hopkins, 2018).
The development of a unique graphic language of a
fashion designer is a complex and lengthy process
that requires sufficient effort and creativity, while the
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process of transforming a virtual idea into a final de-
sign product directly depends on these skills. The pro-
cess of creating digital sketches of clothes is technically
simpler. In this case, when visualising a design idea,
one can use ready-made templates for both shapes and
colour, texture and graphic solutions, while modern 3D
modelling programmes create opportunities for virtual
fitting of future clothes. The challenge lies in the need
for relevant knowledge to work with software that is
constantly being updated and changed. Therewith, the
use of ready-made templates is less conducive to the
development of students’ creative competencies than
creating a sketch manually, as the development of a cre-
ative idea will not be limited to template solutions.

The method of creating a fashion sketch also affects
the level of creative freedom and expression of author’s
ideas. For instance, when drawing by hand, physical
contact with the material (paper, pencil, paint) con-
tributes to an intuitive creative process that includes
high emotionality, a sense of textures and surfaces, and
spontaneity of lines and shapes. Conventional sketching
provides a tactile, hands-on experience. A prominent
feature is the fact that the practice of sketching chang-
es approaches to creativity, stimulates the emergence
of innovative ideas, and develops skills in perceiving

and reproducing objects in space. As S.H. Pashukova &
D.A. Chemberzhi (2023) pointed out, the visual aspect
of sketching gives designers the opportunity to deep-
ly consider and understand shape, proportion, colour,
and texture, which improves their skills and affects
the quality and expressiveness of their work. Digital
sketching helps to overcome the physical limitations
of materials: the transfer of textures and colours that
are not available in conventional techniques, the ability
to create digital brushes of different configurations for
different visual effects. The lack of tactility and work-
ing with a list of ready-made elements such as colour
palettes, sets of textures and prints, graphics, lines, and
strokes, although it accelerates and stimulates the cre-
ative flow, yet at the same time limits the design idea to
the tools at hand.

Using the example of the works by A. Peretiatko, a
student of the Lviv National Academy of Arts, one can
see that hand sketches (Fig. 1) are artistically expres-
sive, evocative, graphic language and stylistic solution
illustrate the design idea, create a certain mood that
refers to a concrete consumer, while a vector digital
sketch (Fig. 2) helps to successfully convey the shiny
and matte texture of fabrics, although it is less emotion-
ally coloured.

Figure 1. A series of sketches of outerwear. Watercolour, markers, pencils
Source: Student A. Peretiatko, teacher O. L. Myronovych, LNAA, 2024

Figure 2. Variability of outerwear model. Vector digital sketch
Source: Students A. Peretiatko, S. Mnykh, A. Pavliuk, teacher O. L. Myronovych, LNAA, 2024
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A noticeable advantage of digital sketches over
hand-drawn ones is the speed and efficiency of their
execution. High-quality graphic representation of
clothing using conventional techniques and tools re-
quires considerable time and effort (e.g., drying a layer
of paint before applying the next). Computer graphics
systems make it easy to manipulate and modify the
object being created. They provide the ability to use
any materials, apply a wide range of colours, and mod-
el various scenes and situations in which the object
of design may find itself (Bertola & Teunissen, 2018;
Zaikina, 2020). Automation of processes (e.g., copying
and modifying repetitive elements) also helps expe-
dite the sketching process. The variability and ease of
editing digital sketches is also significant (Fig. 2). One
can make changes to such sketches right on the spot, as
well as distribute and share them. Conventional hand-
drawn sketches fall short in terms of flexibility and ease
of editing. Modern computer software considerably
improves the technical accuracy of garment sketches,
making them not only artistically expressive but also as
close as possible to real production. Programmes such
as Adobe Photoshop or Adobe Illustrator allow working
with precise sizes and scales, while auxiliary lines and
grids prevent inaccuracies and violations of anatomical
proportions. Furthermore, the ability to work with digi-
tal palettes based on Pantone, RGB, or CMYK codes sim-
plifies the process of colour selection and reproduction.
However, the accuracy and clarity of fashion sketches
always depends on the technical skills of the designer.

At first glance, the material cost of conventional
sketches may appear significantly lower than that of
digital sketches, as they do not require expensive soft-
ware and equipment. However, the cost of materials
for conventional sketches depends on the current state
of the economy, while the need for these materials is
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constant. Digital design requires an initial investment,
but is more cost-effective in the long term, requiring
fewer physical materials (Pros & cons: Traditional vs
digital fashion design, 2023). In the context of envi-
ronmental issues in the fashion industry, it is vital to
reduce the negative impact of designers’ activities. For
example, digital fashion design has a lower environ-
mental impact in the long term, as it reduces the use
of paper, paints, and inks, which helps to reduce waste
and chemical pollution. However, the production and
disposal of electronic devices (graphics tablets, com-
puters) creates the problem of e-waste and energy
consumption. At the same time, conventional fashion
sketching techniques, while not requiring electricity,
cause deforestation for paper and chemical pollution
due to the use of synthetic materials.

Having analysed the specific features of using man-
ual and digital sketches in the education of fashion de-
signers, it becomes clear that these are not mutually ex-
clusive approaches. The point is not to choose one over
the other. Both have their advantages and disadvantag-
es, with successful designers often combining them to
create a unique style (Pros & cons: Traditional vs digital
fashion design, 2023). On the contrary, the interaction
of these methods forms new perspectives for the de-
velopment of creative competences of future fashion
designers. The key is the targeted use of convention-
al and innovative approaches at the relevant stages of
clothing design according to the goal and objectives. At
the stage of developing the concept of a future design
project, it is more fitting to use conventional handmade
sketches. Such sketches allow quickly conveying ideas,
emotions, and the overall image; hand drawing allows
experimenting with composition, shapes, and colours,
creating the first visual concepts that are not limited to
technical requirements (Fig. 3).

Figure 3. Preliminary design of a clothing collection
Note: a) Initial stage of sketching. Paper, ballpoint pen; b) Design of a clothing collection. Digital raster image
Source: Master’s thesis. Student Kh. Konyk, teacher O. L. Myronovych, LNAA, 2018

Digital sketching simplifies the creation of differ-
ent variants of first designs, enabling quick and easy
changes of the proportions, colours, textures, and
other details of products. Likewise, it is convenient to
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create technical sketches or designs in graphic editors,
as an elevated level of accuracy can be achieved, and
such a sketch can be easily edited, adding accurate
measurements and making the necessary corrections
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(Fig. 2). The process of finalising the concept is very
individual, depending on the designer’s creative style
and the theme and concept of the future clothing col-
lection, and therefore in this case, both digital visual-
isations (e.g., 3D rendering) and graphic illustrations
(watercolour, gouache, monoprints, etc.) can be em-
ployed (Fig. 4). At the stage of preparing materials
for production, sketches need a universal graphic
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language that can be read by multiple specialists, as
well as clarity and accuracy to achieve the intended
result, and digital drawing methods meet these re-
quirements. Thus, the use of distinct types of sketches
at each stage allows the designer to strike a balance
between creativity and technical accuracy, ensuring
an efficient and high-quality process of developing a
clothing collection.

Figure 4. Sketches of ethnic style uniforms

Note: a) Paper, gouache, liners; b) Digital raster image

Source: Course work. Student A. Sledz, teacher H. I. Shevchuk, I. Trush Lviv Professional College of Decorative and

Applied Arts, 2024

Itis also critical that students master multiple types
of sketching at the relevant stages of their professional
development, as there is a relationship between crea-
tivity, intelligence, and personality characteristics (Bar-
ron & Harrington, 1981). Specifically, digital sketching
training involves mastery of figure, clothing, and detail
drawing, as well as a sense of colour and style. The
development of a unique graphic style requires direct
contact with the material, and therefore, admittedly,
learning conventional techniques takes precedence.
Mastering digital sketches without relevant training
can lead to template design solutions and minimise the
creative component of a design project.

Generating creative and imaginative ideas is one
of the crucial components of design thinking. Design
thinking is a structured methodology that stimulates
the development of creative competences in future
fashion designers. Design not only as a creative pro-
cess, but also as a methodology for solving problems
in uncertain situations was considered in the work of
Ukrainian researcher O. Kostiuk (2023). The researcher
analysed design thinking in a broad context, interpret-
ing this multi-stage process (problem definition, idea
generation, prototyping, sketching) as an innovative
method of developing creative skills. Specifically, much
attention was paid to the exploration of decision-mak-
ing and teamwork, and the effects of design thinking on
the professional environment. In contrast to the pres-
ent study, O. Kostiuk’s study focused more on the prac-
tical aspect, the nuances of using conventional and dig-
ital sketches and their significance for the development
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of design thinking. Thus, the use of digital templates of
shapes or colour schemes in the learning process can
lead to a restriction of creative freedom, banality of ar-
tistic solutions, or repetition of ideas.

The growing popularity of digital technologies in
the fashion industry suggests the need to investigate
the specific features of their adaptation to the educa-
tional process of future fashion designers, as well as
their value in the development of creative competences
and original, author’s style. The relevance of this issue
is emphasised by the considerable interest in this topic
among scientists. For example, studies emphasised that
innovative technologies are essential for modern de-
sign education (Saprykina, 2019; Khramova-Baranova
& Kudrevych, 2023), which correlates with the present-
ed analysis of conventional and innovative sketching
techniques. Although the cited study was more focused
on the general educational process, it confirmed the
signifcance of sketching and visualisation as basic skills
of a future fashion designer. The present study supple-
mented the existing data with an in-depth analysis of
the development of an individual design style through
sketching, which is one of the key stages in the develop-
ment of creative competences.

Furthermore, there is a wide range of innovations
and the development of various technologies in fash-
ion design. Despite the latest technological opportuni-
ties in the design and manufacture of design products,
most researchers confirm the significance of combin-
ing conventional and digital methods in design (Chup-
rina & Struminskaya, 2017; Shcherban et al, 2018;
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Hammerle et al., 2020). The value of digital methods in
fashion illustration was argued in a study that provided
practical recommendations for working in Adobe Pho-
toshop and Adobe Illustrator (Tallon, 2008). Although
the study mainly focused on digital sketching, the re-
searcher also emphasised that digital sketching not
only complements manual sketching methods but also
provides new opportunities for creative expression.

When analysing the effectiveness of students’ mas-
tery of conventional fashion sketches in the context of
the massive spread of digital illustrations and sketches,
it is worth mentioning the analytical report by the Bos-
ton Consulting Group (Hammerle et al.,, 2020), which
examined the digital transformation in the fashion in-
dustry and explained the need to introduce digital tech-
nologies at all stages - from design to production. The
cited study also considered the effects of digital tech-
nologies on design education and professional training.
Agreeing with the need to integrate modern technol-
ogies into the educational process, the present study
proposed the best way to combine both traditional and
digital methods of fashion design.

The integration of digital technologies into design
education opens new opportunities for the develop-
ment of professional skills of future fashion designers,
but at the same time poses certain challenges for educa-
tional institutions and students. With the development
of online education and platforms for selling design
products, it is clear that digital sketches will become in-
creasingly popular among fashion designers, but along
with the introduction of the latest technologies, it is vi-
tal to preserve conventional teaching methods that pro-
mote the development of creativity and creative com-
petencies. To maintain the quality of design education,
educational institutions must constantly update their
curricula to adapt to technological changes and ensure
an adequate balance between conventional methods
and the latest digital tools. Despite the use of technolo-
gy, educational institutions should encourage students
to maintain their creativity and artistic expression, as
technology should complement the creative process,
not negate it.

CONCLUSIONS
The comparative analysis of traditional and innovative
sketching techniques in fashion design revealed the sig-
nificant role of this tool in design education, specifically
for the development of creative and professional com-
petences of future fashion designers. Manual methods
and techniques of drawing a fashion sketch provide
an academic foundation, create conditions for creative
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Ecki3 AK iHCTpyMEHT TBOPYOCTi: TpaHCchOpMaLia MeToaiB y Au3aiHi ogary

XpuctuHa LeBuyK
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AHoOTaU,iA. B cyyacHOMy [u3aliHi 05Ty CIIOCTePIragEThbCsl TSOKIHHS 10 eCKIIepUMEeHTaJbHOCTI, TepcoHastisarii ta
IHHOBaLliMHUX pillleHb, 1110 BUMArae BiJi AU3aliHepiB PO3BUTKY KPEaTUBHOI'O MUCJI€HHSA Ta FTHYYKOCTI B IOLIYKY
HOBUX GopM Ta KOHLeNNilA. MeToo f0CIiKeHHs 6Y/10 POBeleHHS NOPiBHAJBHOrO aHa/i3y TpaJUIiHHUX Ta
iHHOBaLiHHUX TEXHIK MOJJHOT'0 eCKi3yBaHHS B KOHTEKCTi HAOYTTs KpeaTHUBHUX KOMIIETEHTHOCTEN MallGy THIMHU
Iu3aiiHepaMHu OJATY, IOIIYK CTpaTerid iXx epeKTUBHOro noeAHaHHA. [y AOCTiP)KeHHS B3a€EMO3B'A3KYy MiX
PO3BUTKOM METO/iB MOZHOTO IPOEKTYBAHHSA Ta HAOYTTH 3/00yBa4yaMU OCBITH KpeaTUBHUX KOMIIETEHTHOCTEH
3aCTOCOBAHO MDKJAUCUUIIIHApDHUN mifxif. TexHikM MOJHOrO ecKi3yBaHHs MpOaHasi30BaHO Ha OCHOBI
MOPiBHAJIBHO-ICTOPUYHOT0, KYJIbTYPHO-ICTOPUYHOT0, COI[i0JIOTiYHOTO Ta GOPMaTbHO-CTUIICTUIHOTO METO/[iB
nocaimkeHHsl. EdQekTHUBHe mMoeAHAaHHA TpaJUI[iMHUX Ta iHHOBALIMHUX eCKi3iB MOKa3aHO 3a JIOMOMOTOI0
MeTOJAy MoJeJsoBaHHsA. [IpoaHasizoBaHO TpaJuLiliHI MeTOAM €CKi3yBaHHS B JW3ailHi 0Ty, PO3TJISHYTO IX
MICUXOJIOTIYHUM Ta eMOLIMHUH BIJIUB Ha CTYAEHTCbKY TBOPYiCTh, JOBEZ,EHO BaroMy poJib py4YHUX MeTOAIB B
PO3BUTKY KpeaTUBHUX HAaBUYOK MalOyTHIX Jju3aiiHepiB. 3iHicCHeHO orJis)] Cy4YacHUX I{MPPOBUX iIHCTPYMEHTIB
JUIsl CTBOPEHHS ecKi3iB o/sry, oKpecjieHo 0co6JuBOCTI po60TH 3 LUPPOBUMU TEXHOJIOTIIMU - BU/AIIEHO
LIBU/IKICTb BUKOHAHHS Ta THYYKICTb y peJaryBaHHI TaKHUX €CKi3iB, aKLleHTOBAaHO Ha BMCOKIH TOYHOCTI
MaJIIOHKIB Ta KpecJieHb, BHKOHAHUX 3a JJOIOMOT' 00 KOMII' FOTEPHUX ITporpaM. 3ilicHeHO NOPiBHAIBHUHN aHai3
TpaJUuLiiHUX Ta [MPPOBUX METO/iB CTBOPEHHS €CKi3iB 05Ty, BUSIBJIEHO IIEpeBary Ta HeJl0MiKH ix 3aCTOCyBaHHS
B HaBuYasJbHOMY nporeci. [I[poBeZieHO OLiHKY BIJIMBY LIUX MeTOJiB Ha GOpPMYyBaHHS KpeaTUBHHUX HABUYOK,
BU3HA4Y€HO ONTUMaJIbHI cTpaTerii ix NoeAHaHHA B IPOEKTYBAaHHI AU3allHePCbKUX NPOAYKTIB. ApryMeHTOBaHO
JloLiNbHICTD iHTerpanii nudpoBUX IHCTPYMEHTIB y Kypcax TpaJULiHHOTO ecKi3yBaHHS Bi/|IOBiHO /10 eTamiB
CTBOpPEHHS Ta NOCTaBJIEeHUX 3aBJaHb. [I[pakTH4YHa 3HAYYILiCTh NPOBEAEHOr0 AOCAi/PKEHHS MOJIATAE y TOMY,
110 OTPUMaHi pe3y/JbTaTH MOXYTb OYTH BUKOPUCTAHI JIJi1 BJJOCKOHA/IEHHS OCBiTHIX METOAMK 3 MiATOTOBKHU
KOHKYPEHTOCIPOMOXXHUX $axiBI[iB, aJallTOBAHUX [0 CYYaCHUX TEeHJAEHIil MogHOI iHyCcTpii

Karouosi c/oBa: gusaiin OIATY; AM3alH-OCBIiTa; ecKisy opAry; uydpoBi TeXHONOrIl; XyJO>KHI MeToxy; Bidyasisaris
imen
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